
ABSTRACT 
 

SMITH, STEVEN LEE. Toward an Elemental Delivery: An Exploration of the Traditional Western 

Elements as Participatory Media Within the Act of Rhetorical Delivery. (Under the direction of Dr. David 

Rieder and Dr. Stacey Pigg). 

 

 The traditional Western elements—water, fire- earth, air, and aether, have a unique role in the 

rhetorical canon of delivery. This has relationship has gone unnoticed by scholars of both rhetoric and 

media studies. Considering this interrelationship, this dissertation takes up the ways that water, fire, earth, 

air, and aether have historically augmented our gesticulative acts. First establishing the idea of an 

elemental delivery, this dissertation then moves toward an analysis of Paleolithic hominin gestures before 

moving to the ways that aether and celestial media have historically augmented instances of rhetorical 

delivery, as in the case of Gilbert Austin’s Chironomia; or a Treatise on Rhetorical Delivery. 

Highlighting those intricacies, this dissertation moves toward a more contemporary approach to the ways 

that the traditional Western elements participate in digitally mediated rhetorical delivery through today’s 

physical computing/natural user interface technologies.
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CHAPTER 1: Introduction 

 The rhetorical canon of delivery has often been thought of as the most underexplored 

canon of rhetoric. Historically defined as the proper utilization of voice, gesture, and mien 

during an oration, the canon was in the classical era explored by such figures as Demosthenes, 

Isocrates, Marcus Tullius Cicero, and Marcus Fabius Quintilianus. Following the classical 

period, little attention was paid to the canon, perhaps save Petrus Ramus who believed that the 

rhetorical canons could be reduced to style and delivery (eliminating invention, arrangement, and 

memory). After Ramus, delivery would receive little attention until the Elocution Movement of 

the 18th centuries, which, in many ways, revitalized the study of rhetoric across Europe and the 

United States. 

After the Elocution Movement it would not be until the 20th century that the canon would 

again be revitalized, though this time through the auspices of digital technologies. The Internet, 

audio/video software, natural user interface and physical computing technologies have all served 

as augmentations to our oral and written practices, all the while contributing to new scholarship 

on the fifth canon. For some scholars of this era such as Collin Gifford Brooke, rhetorical 

delivery in the digital age is about establishing ethos in online, interconnected environments. For 

others like Kathleen Welch, delivery in digital rhetoric is about the design elements in new 

media writing technologies. For Sean Morey, upon which much of my work herein builds, 

delivery is the compilation of networks that lead an audience toward a new state of being, 

undoing a blockage that may inhibit them from realizing something or acting in a certain way. 

In the coming pages of this project, I present a new take on the rhetorical canon of 

delivery by exploring the infrastructural media—or concealed media that stand under our voice, 

mien, and gesticulative acts—that participate in rhetorical delivery. My approach to examining 
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infrastructures is influenced by John Durham Peters’ work The Marvelous Clouds, which argues 

that the traditional Western elements—water, fire, earth, air, and aether—are infrastructural 

media that participate in the inception of new technologies and sociocultural progression. As a 

way of more clearly introducing how the classical elements participate in our voice, mien, and 

gesticulative acts, I now turn to an extended mystoreographical preamble that recounts the 

inception of the project while laying the groundwork from which this dissertation works.  

Mystory 

In his work Teletheory and Heuretics: The Logic of Invention, Gregory Ulmer 

conceptualizes a (digital) writing genre he calls mystory, a narrative writing style that functions 

by pattern formation instead of argument. The mystory brings into relation one’s experience with 

three levels of discourse: personal (autobiography), popular (community stories, oral history, or 

popular culture), and expert (disciplines of knowledge) (Teletheory 209). To create a mystory, 

Ulmer suggests using the punctum, or something that stands out to an individual—a sting of 

memory—to locate significant instances of one’s experience with each level of discourse.1 Once 

these memories have been recalled, one is to “research the representations of the popular and 

expert items in the collective archive or encyclopedia (thus mixing living and artificial 

memories)” (209). From the data collected, the fragments that are most relevant to one’s life 

story are selected and then arranged to “highlight the chance associations that appear among the 

three levels” (209). Arrangement can come from one of three ways: vita minor, a kind resume 

that includes entries that represent the wider scope of the topics chosen from each level; 

puncepts, or “sets of the fragments collected on the basis of a single shared feature” (209); or a 

 
1 The punctum was originally introduced by Roland Barthes in his work Camera Lucida and was originally written 

as a response to the piercing effect that one receives when viewing a photograph that produces something poignant 

within a viewer: “the punctum of a photograph is that accident which pricks me (but also bruises me, is poignant to 

me)” (26-27). Ulmer slightly adapts it to be a piercing memory from one’s past that they can write on to invent new 

ideas.  
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combination of both. When enough material (whether images, words, audio, video, etc.) is 

collected, patterns between these three levels should be revealed. The purpose of the mystory is 

one of self-discovery that allows a writer to articulate the grounds for invention (of new ideas or 

thoughts) and how things in their life have come about.  

 In Teletheory, Ulmer provides an example of a vita minor mystory he compiled on 

Jacque Derrida and patterns within his own life that connect him to Derrida, like language, 

education, cities, and research interests. Called “Derrida at the Little Bighorn,” Ulmer’s mystory 

does not trace a linear pattern between different punctum, but instead showcases how mystories 

are rhizomatic, or root-like, and spread in multiple directions. Because of Ulmer’s own unique 

life experiences, this mystory would be completely different than another’s mystory focused on 

Derrida’s philosophies.2 Through the mystory assignment, Ulmer hopes that students will invent 

new ideas as these areas of lived experiences are intersected; beyond that, Ulmer’s goals for the 

mystory are to provide students a method to “learn about learning,” in a sense, to address issues 

within the greater society—a concept he refers to as EmerAgency, or the consideration of issues 

through humanistic qualities.  

 Approaches to the mystory vary among practitioners and instructors of writing. For 

example, on his website, Byron Hawk provides a short autobiography on his earliest memories 

and the steps he believes led him to the pursuit of his PhD; art, sports, music, and his detest for 

 
2 For example, in “Derrida at the Little Bighorn,” Ulmer presents punctum starting with Jacque Derrida’s native 

language, French, and situates it alongside the Battle of Little Bighorn and Lieutenant Colonel George Armstrong 

Custer. As noted by Ulmer, some of Custer’s writings reflect instances of French being used (“ce fil,” which means 

“this yarn,” with “fil” having other such meanings as thread, wire, yard, edge, or gram), but he also found gold on 

“French” Creek in Montana, the state where his (Ulmer’s) father was born, who would later die on May 17th—the 

same day that Custer started his March in 1876 (212-214). This mystory makes further connections between the 

three levels of discourse to present a narration that is not based on argument (as many writing assignments are), but 

instead patterns. For Ulmer, argumentation in (digital) writing has limitations, and so too does linear, logical 

reasoning, especially since at the time of its proposal (the first edition of Teletheory was released in 1989, but the 

version quoted here is from 2004), new modes of writing through the inclusion of “new media” were being 

introduced into the humanities curriculum. 
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authority are some punctum he believes led to this decision. Throughout his mystory narrative 

(which he calls Bystory—a pun on his own name while defining it as “an unrelated story that’s 

time consuming”), he provides different hypertext links to different punctum that have occurred 

in his life (n. pag.); for example, clicking the “music” hyperlink leads one to the “Technology” 

index, where he talks about the inseparable relationship between writing music and technology. 

His entire website is filled with punctum that have ultimately invented who he is while 

continuously reinventing what he does, or what he writes on in his scholarship. Similarly, 

Michael Jarrett has a website that provides a blueprint for what the mystory is and what it does. 

For him, the mystory is more akin to a “laboratory experiment” and “pedagogical exercise that 

requires students to practice the art of speculation and invention” (n. pag.).  

 My own mystory, of course, began long ago. Like Byron Hawk, I can recount (most of) 

the punctum that led me to where I am today—my 5th grade teacher who loved the Harry Potter 

series so much she gave a copy to every student, my mother’s enthusiasm for reading, and the 

first time I watched The Lord of the Rings: The Fellowship of the Ring in 2001, are but a few of 

the earliest stings that would lead me to pursue a PhD. Providing a more thorough history of this 

invention is, of course, beyond the scope of this project. Instead, I want to fast forward to the 

punctum that led to the invention of this dissertation, beginning in the fall of 2016 when I first 

began my doctoral studies in North Carolina State University’s Communication, Rhetoric, and 

Digital Media (CRDM) program.   

The Sting 

 In the first semester of the CRDM program, I took a media theory course called The 

History and Theory of Media Technologies. Throughout the semester, I was exposed to some of 

media theory’s most prominent scholars, including Marshall McLuhan, John Durham Peters, 
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Bernard Stiegler, Friedrich Kittler, and Harold Innis. In hindsight, what stands out to me the 

most—a punctum, if you will—is the first week of the class. For this week, we were required to 

read a portion of John Durham Peters’ book, The Marvelous Clouds: Toward a Philosophy of 

Elemental Media, which argues that the traditional Western elements—water, fire, earth, air, and 

aether—should be included under the banner of media theory, given that they have 

communicative capabilities akin to our more general understanding of the term.  

 Throughout The Marvelous Clouds, Peters presents the elements as infrastructures that 

have compiled technologies and aided in social organization. For example, ancient Egyptian 

scribes recorded astronomical patterns to predict when the Nile River flooded and used this 

knowledge to assume control over the region. These infrastructures also aided technological 

progression; certain agricultural technologies were created to mitigate the impact of rain on 

growing crops. The book broadly expands what can be viewed as media (which is likely why it 

was assigned as the first book in the class), which is accomplished by Peters’ definition of 

media: “vehicles that carry and communicate meaning” that consist of “ensembles of natural 

element and human craft” (2-3). As I began to think about media in this light, I also began to 

take notice of Peters’ consistent, though oftentimes brief, allusions to the ways that a human’s 

body, broadly construed, acts as a medium.3 His approach to the body-as-medium conceptualizes 

it as a network, “the most basic of all media,” and a medium for interacting with the world 

through the body, voice, and facial expressions (6). These traits are ultimately taken up in the 

chapter “The Face and the Book,” where he examines speech as a cultural technique and material 

 
3 This project recognizes the complexities of the body given the emergence of scholarship in disability studies. In the 

oral defense of this project, it was brought to my attention that the scholarship I primarily work from regarding 

notions of the body is from white, able-bodied males. Like Sean Morey in Rhetorical Delivery and Digital 

Technologies, future iterations of this project owe a debt to the probing treatments of extend to which people with 

disabilities can perform certain gestures. Ableist assumptions were made throughout this dissertation, and in future 

iterations of this project I will commit to eliminating those assumptions. Given the influx of technologies that allow 

people with disabilities to deliver differently, disabilities studies could augment rhetorical delivery in unique, 

relevant ways.  
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medium that “animates the body and face, calls on the breath and brain, mouth and ears, eyes, 

and hands” to communicate with the world (262). Primarily working from archaeologist André 

Leroi-Gourhan (whose Gesture and Speech plays a pivotal role in chapter 3 of this dissertation), 

Peters examines the body as technical and cultural in both anatomy and physiology. The body is 

a culmination of elemental media (sea, fire, earth, sky, and aether) that evolved over thousands 

of years with the aid of primitive technologies, and these elements are experienced through the 

face, voice, and gestures—perhaps the most important bodily qualities for Peters’ analysis of the 

body as a medium. 

Much more could be (and will be) said about Peters’ exploration of elemental media, 

including how data exists “in the cloud” (both metaphorically in our current digital condition and 

literally in how they expel rain when moisture cools to a certain temperature) or how cetaceans 

communicate via sound in water. But at the time, being introduced to The Marvelous Clouds 

provided me a strong overview of the history of media theory while enlightening me about what 

can be considered media, which in Peters’ view is essentially everything. Though I look back on 

the work as a punctum now—a sting of memory that stands out among other course readings—it 

also influenced me in 2016 as well; for the final paper in that course, I wrote on embodiment and 

the Nile River as interconnected media using Peters’ analyses of water media. But as my doctoral 

studies continued, I fell out of favor with natural media and more in-line with examinations of 

the body, which would provide another punctum that I would carry with me up to this point: a 

directed research course with Dr. David Rieder. 

In my second year in the CRDM program, I was introduced to contemporary scholarship 

on rhetorical delivery, the fifth canon of rhetoric that have served as a staple in my own 

scholarship for two years, such as Sean Morey’s Rhetorical Delivery and Digital Technologies: 
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Networks, Affect, Electracy and Collin Gifford Brooke’s Lingua Fracta: Toward a Rhetoric of 

New Media. During this 16-week period, I primarily examined the canon through theories of 

embodiment via the work of André Leroi-Gourhan and José Gil, but the readings are not what 

solely stand out—he also introduced me to physical computing scholarship, which resonated 

with my personal interests in technology. At the same time I was being introduced to 

contemporary rhetorical delivery and physical computing, I also took a course on the history of 

rhetoric which introduced me to the traditional elements of rhetorical delivery, thus enlightening 

me on traditional and contemporary examinations of the body and its communicative 

capabilities. Collectively, these three realms of scholarship—traditional rhetorical delivery, 

contemporary rhetorical delivery, and physical computing—created a punctum that resonated 

with the three levels of discourse proposed by Ulmer for creating a mystory: personal (my own 

interests in contemporary technologies), popular (emerging discourse on physical computing and 

contemporary rhetorical delivery), and expert (my newly found appreciation for rhetoric and the 

fifth canon). 

Since being introduced to scholarship on rhetorical delivery and physical computing, 

much of my work has sought to explore the canon through new media and technologies, in a 

similar vein as Morey’s Rhetorical Delivery and Digital Technologies. But as I worked through 

the third year of the program and my comprehensive exams, I began to think back to Peters’ The 

Marvelous Clouds and the ways the body engages with the infrastructural media of the 

traditional Western elements, which provides us a means to make sense of the world. After re-

reading his work for my comprehensive exams, I noticed the parallels between his theories and 

the rhetorical canon of delivery, specifically his claim that it is through the body—face, gestures, 

and voice—that we experience the world. Peters, however, did not make the connection between 
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rhetorical delivery and the classical elements, even though many of his chapters were focused on 

gesticulative techniques like inscription via Leroi-Gourhan’s work Gesture and Speech. This is a 

gap I have sought to close throughout this dissertation.  

Ultimately, the puncta from these years coalesced, and the relationship between Peters’ 

work and the rhetorical canon of delivery served as catalysts for the invention of this 

dissertation: an exploration of the ways that the traditional Western elements—water, fire, earth, 

air, and aether—participate in rhetorical delivery.  

As the coming pages reveal, this project takes up the idea that there is a relationship 

between the traditional Western elements and rhetorical delivery, dating back to the Paleolithic 

era of primitive art, that has gone unnoticed by scholars of both media theory and rhetorical 

delivery. In a way, this dissertation is (like many dissertations) my own mystory—a rhizomatic 

examination of different puncta, creating an entirely new approach to exploring the fifth canon of 

rhetoric. Each chapter is a culmination of different puncta that I saw could be compiled together, 

making them (in a sense) mystoreographical, or invented from connecting patterns of puncta. 

For example, chapter 2 establishes a new take on the field of rhetorical delivery by combining 

scholarship on the classical elements, rhetorical delivery, and infrastructuralism to create a new 

practice that I call elemental delivery. Chapter 3 further explores elemental delivery by 

introducing who practices element delivery—a practitioner I call the elemental deliverer. Chapter 

4, perhaps an analysis that should be read parallel to chapter 3, establishes an additional 

historical touchpoint for elemental delivery and the elemental deliverer through an analysis of 

Gilbert Austin, an 18th century Elocutionist rhetorician, and his work Chironomia; or a Treatise 

on Rhetorical Delivery. And chapter 5, the final chapter of this dissertation, simultaneously 

concludes the dissertation while introducing the ways that the traditional Western elements can 
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be thought of as participating in a digitally mediated rhetorical delivery, perhaps fulfilling 

Ulmer’s desire for the mystory to be a project involved with new media.  

Throughout the remainder of this chapter, which serves as an expositional introduction to 

the greater project, I introduce the controlling exigence of this project, rhetorical delivery—the 

field of scholarship that this work most contributes to and draws upon. For this overview, I 

provide a historical account of the issues, problems, and situations that surround the canon while 

presenting the ways it will be utilized in this project; this move is necessary given the historical 

intricacies of the canon, notably in how it has been disregarded by scholars of rhetoric only to 

reemerge in the 21st century through the lens of digital technologies. After building rhetorical 

exigence for my project by addressing some of the gaps in our understanding of rhetorical 

delivery, I outline the dissertation by describing the approaches used within the following four 

chapters.  

On the Evolution of Rhetorical Delivery 

Traditionally, the rhetorical canon of delivery considers how best to utilize voice, gesture, 

and mien (facial expressions) in an oration and was first taken up by philosophers, orators, and 

scholars in the classical period including Homer, Aristotle, Demosthenes, Theophrastus, 

Chrysippus, Cicero, and Quintilian. In one of the most famous classical pieces written on 

delivery, the Rhetorica ad Herennium, the unknown author writes that “delivery, then, includes 

Voice Quality and Physical Movement” before providing more insight to each category (3.11.19-

20). In Gideon Burton’s “Silva Rhetoricae,” an online guide for rhetorical terms, the idea of 

delivery is concerned with how something is said as opposed to what is said, thus separating it 

from the rhetorical canon of style. Ray Nadeau in his 1964 piece “Delivery in Ancient Times: 

Homer to Quintilian” notes that the original meaning of delivery is “the playing of a part” and 
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was “used to describe the responding of the actor to the chorus in Greek tragedy” (33). Even 

contemporary writers on delivery such as Sean Morey and Collin Gilford Brooke agree that the 

classical (and even contemporary, in its own right) idea of delivery is concerned with the body. 

Throughout the ages, one general notion about delivery is agreed upon: it concerns the study of a 

person’s body and how to use one’s voice and gestures accordingly. 

Otherwise referred to as hypokrisis, acting, act, actor, action, or agere, delivery is 

perhaps best defined as a transitive process that occurs between speaker and audience, and 

traditional approaches typically explore rhetorical delivery through some examination of the 

body and its impact on orality and public context. In the “Silva Rhetoricae” Gideon Burton 

claims that “delivery obviously has much to do with how one establishes ethos and appeals 

through pathos [in oral discourse]” (n. pag.). The Rhetorica ad Herennium also echoes this idea, 

wherein it explores voice quality and physical movement when delivering a public speech. The 

unknown author takes note of how vocal volume, stability, flexibility, gesture, and mien play a 

certain role during an oration and ultimately influence the effectiveness of the speech by 

providing the speaker a powerful sense of ethos: “good delivery ensures that what the orator is 

saying seems to come from his heart” (3.15.27). For example, when beginning a speech, the 

author suggests that one should remain as calm and composed as possible; this will not only 

lubricate his windpipe so that he will not damage his voice when he speaks loudly but will also 

aid in the speaker’s credibility.  

Philosophers of the ancient period had different opinions on the canon and act of 

delivery. Isocrates, according to Nadeau, believed that “discourse intended to be read has some 

disadvantages in that it is robbed of the prestige of the speaker, the tones of his voice, and the 

variations in. . . delivery” (34). Demosthenes believed that delivery was the most important of 
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the canons and has been quoted saying “delivery, delivery, delivery!” when asked to name the 

three most important elements of a speech. Aristotle, too, was aware of the need for effective 

delivery, though it is often said that he did not hold it to the same standard as his contemporaries. 

For him, delivery was a gift of nature, and thus “somewhat beneath the dignity of philosophical 

inquiry” (34). Each emotion should be managed in accordance with volume, pitch, and rhythm 

depending on the topic the deliverer is speaking on, and the same goes for bodily action—that is, 

the situation will determine what bodily actions should be utilized. Because different types of 

speeches required different elements of delivery, Aristotle viewed delivery in the same light as 

style, and “both are factors to be considered in approaching the problem of adaptation to the 

audience” (35). Most scholars, however, note that Aristotle was not a fan of the canon of 

delivery, as he believed that it put the focus on the actor and not the message which he was 

delivering. For example, Don Bialostosky’s “Aristotle’s Rhetoric and Bakhtin’s Discourse 

Theory” explores Aristotle’s position on delivery, noting that he (Aristotle) believed it to be a 

great tool for an orator, but its power was, in a sense, too much: “delivery has great power, as has 

been said, because of the corruption of the audience” (397).  For Ray Nadeau, Aristotle’s attitude 

may be simply summed up as “facts and logic ought to be enough but, since delivery does affect 

results, especially through its impact on attitudes and emotions, it cannot be disregarded” (35). 

Regardless of Aristotle’s opinions (which have been contested by some scholars making a case 

that his view of delivery was directly influenced by Plato’s ideas on the canon), the turn of the 

first century saw the canon of delivery become a staple in rhetorical discourse with emphases on, 

again, voice and bodily action, mostly thanks to the work of Marcus Tullius Cicero, or simply 

Cicero.  
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As the most prominent scholar who contributed to delivery after Aristotle, Cicero’s 

“treatment of delivery has some points in common with the emphasis on external techniques of 

the ad Herennium” but also “returns to Aristotle’s recognition of the relationships of delivery, 

style, and emotions” (Nadeau, 58). Cicero has the largest canon of work dedicated to delivery of 

all traditional philosophers (such as Chrysippus, Athanaeus, Philodemus, Dionysius of 

Halicarnassus, and Theophrastus), including his works De invention, Brutus, Orator, de Officiis, 

and even some of De oratore. For Cicero, the act of delivery involves, again, movement, gesture, 

and voice; however, the attention he gives to delivery and strategies developed for it is what 

separates him from others who engaged with delivery in the past. Robert Sonkowsky in “An 

Aspect of Delivery in Rhetorical Theory,” for example, notes the relationship between 

Aristotle’s idea of delivery and Cicero’s, and the ways the latter philosopher built upon the 

former; he notes that Cicero paid far more attention to how a speaker evoked the emotions of the 

audience, and that he had some knowledge of the “stronger emotions as well as the techniques of 

arousing them” (269). For Cicero, according to Sonkowsky, delivery is not only in association 

with ethos (and thus likely influenced by Aristotle’s writings on delivery), but also pathos, which 

echoes the ad Herennium and Gideon Burton mentioned earlier. This becomes more evident as 

one delves into the bibliography of Cicero, with one such example coming from De Oratore, 

where Cicero attempts to show “how delivery in turn is bound to the emotions” (270); this is also 

reinforced by James M. May in “Ciceronian Oratory in Context,” wherein the author provides an 

analysis of how Cicero would exhibit ethos via his appeal to the emotions, or pathos, of an 

audience (61). For Cicero, delivery was a combination of ethos and pathos appeals, and the 

means used to best persuade an audience during his era of oratory.  
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Subsequent chapters in this dissertation will primarily deal with notions of gesture—

historically the most underexamined aspect of rhetorical delivery. As part of delivery’s 

triumvirate, gesture was defined in classical antiquity as the art of bodily communication and 

played a key role in creating persuasive/effective discourse. Though gesture was taken up most 

by Marcus Fabius Quintilianus (more commonly known as Quintilian), Cicero was perhaps the 

first of the classical philosophers to pay it appropriate attention, noting the ways that gestures 

should complement what is being said but not “attract attention to themselves through too much 

movement, or through too explicit a representation of the subject matter” (Hall 144). Throughout 

De Oratore, for example, Cicero notes that dramatically gesticulating could appear as too 

theatrical, and thus appear as though a speaker is more of an actor than a professional orator, 

which would take away from their own ethos. It is clear in some of his works that Cicero admires 

those who can effectively use their hands during an oration, such as M. Antonius and L. Crassus, 

but others, he believed, were overly energetic (Curio and Sextus Titius, for example).  

As noted by John Hall in “Cicero and Quintilian on the Oratorical Use of Hand 

Gestures,” Cicero left little describing the gestures he or his contemporaries used during their 

orations. Because of this, specific details on the gestures that were used between Cicero’s era of 

oratory and Quintilian’s 80 years later are difficult to discern. Quintilian took advantage of the 

lack of study given to gesticulation, contributing to the field of delivery by closely examining its 

gesticulative aspects. Adam Kendon in Gesture: Visible Action as Utterance claims that 

Quintilian’s use of gesture “refers not only to the actions of the hands and arms but also to the 

carriage of the body, the postures it can assume, the actions of the head and face, and the glance” 

(18). Gestures are an important facet of orality for Quintilian, according to Kendon, because they 

allow rhetors to “convey the force of what is being said to indicate the objects of his thought, but 
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not as a substitute for what he says in words” (19). As different gestures have different meanings, 

proper training of the body to better deliver aids in the projection of the orator’s spoken message, 

which will in turn persuade the audience. 

Quintilian’s Institutio Oratoria describes “some twenty different gestures involving the 

hands, and these form part of a larger discussion in which the orator’s use of various parts of his 

body during delivery are methodically described, beginning with the head and proceeding in turn 

down to the legs and feet” (Hall 148); this work is different than Cicero’s due to its detailed 

overview of specific gestures that were used in both rhetorical situations and daily conversation. 

Institutio Oratoria is, for all intents and purposes, a cataloging of the prescriptive gestures that 

were already in use in ancient Rome and differentiates between the appropriate gestures to use 

during an oration and ones that may otherwise be unsuitable. Though it was not an original 

attempt at inventing new gestures, it did provide individuals and orators a means to “modify their 

existing habits and exploit their hand gestures for greater effect” (160).  

The idea of prescriptive gestures will play a role in chapter 4 of this dissertation, but it 

also served as inspiration for the Elocution Movement that would reignite the study of bodily 

rhetoric that was left understudied for nearly 1,000 years. Some prominent names of the 

Elocution Movement include Giambattista Vico of Naples, Etienne Bonnot de Condillac, Denis 

Diderot, and Abbee de l’Epee, but their works are arguably overshadowed by those of Thomas 

Sheridan, Gilbert Austin, John Bulwar, and John Walker. Though there are several important 

works within the Elocution Movement, no one had quite the cultural impact as Gilbert Austin 

and his Chironomia, or a Treatise on Rhetorical Delivery which sought to provide rules for the 

use of gestures in an oration for clergymen, members of parliament, and actors. Austin’s work 

undoubtedly draws inspiration from Quintilian, wherein it “contains some interesting insights 
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into the way gesture and speech may be organized in relation to one another,” and includes what 

is “probably the first attempt to develop a formal notation for gesture” (Kendon 34). This 

influential work would ultimately play a formal role in the development of teaching rhetoric in 

the United States while inspiring several works on gesture and the body in English.  

Elocutionists played an important role in rhetorical treatises and oratory, though Adam 

Kendon believes that their greatest contribution to the field was the idea that gestures “employed 

by orators originate as natural expressions” and “what the teacher of the gesture has to do is 

discern those forms that are best suited to oratorical purpose and shape the natural to conform to 

this” (35). The idea that gestural expressions are natural is also echoed by Dana Harrington’s 

work on Thomas Sheridan, who Harrington believed thought that “the expression of emotion in 

the civic realm is regulated by social practices” (Harrington 74). In other words, gesture, as a 

means to express emotions, are created within society. Sheridan believed that there is a “natural” 

affectation to them, which would be later be coined as the Natural School of Elocution by 

Wallace Bacon in “The elocutionary career of Thomas Sheridan 1718-1788.”4 At any rate, 

gestures need to be complimented with words, as gestures alone do not suffice (though speech 

alone does not either). Gesture, speech, vocal tone—each need to be utilized during an oration to 

best deliver said oration. Teaching one how to do this was Austin’s livelihood and “essential to 

both the development of the intellectual faculties and the social emotions essential to sustaining 

civil society” (76). 

The Elocution Movement is largely inspired by the works of other philosophers and 

scholars interested in delivery, though its biggest influencer was Quintilian. Those involved in 

the Movement typically thought that there was a natural state of the body which created gestures 

 
4 When scholars claim that there is a natural element to gestures and elocution more broadly, they mean that it is one 

not of artificial rules, but through the practice and recitation of what comes naturally to an orator. For further reading 

on this topic, see C.S. Hartley’s “Natural Elocution.”   



16 

that would be used among society, and through the proper teaching of elocution (the study of 

gesture, voice, vocal tone) one could convey an oration properly; this was an idea taught by 

Quintilian some 1500 years earlier. The Movement itself was likely responsible for pushing 

rhetoric to the forefront in western civilization, which could be viewed as its biggest 

accomplishment; it could also be said that it reignited the study of delivery which received very 

little in-depth attention after Quintilian (though that is not to say it was not taken up at all, as 

Peter Ramus would do some work in the field).  

In many ways, my project reflects general notions of the rhetorical canon of delivery as it 

was thought of during the Elocution Movement, in that it seeks to contribute the study of 

gesticulation and delivery more broadly. Like many figures within this movement who believed 

that gesticulative acts were natural, I, too, approach gesticulation through an analysis of the 

natural, but through the intersection of the natural elements—water, fire, earth, air, and aether. In 

the coming chapters, I will argue that the classical elements function as participatory media 

within our gesticulative acts—complimenting, or even augmenting, them, in many ways—much 

like Harrington thought that words complimented gestures. For example, when we inscribe on a 

piece of paper our gestures of inscription are complimented by element earth, as paper is an 

earthly medium.  

After the Elocution Movement, rhetorical delivery received little attention once again, 

until scholars interested in the impacts of digital technologies on rhetoric revisited the canon. 

One of the earliest connections among delivery and technologies  that I have encountered, titled 

“Actio: A Rhetoric of Manuscripts” by Robert J. Connors, places delivery in relation to writing 

as the “format and conventions of the final manuscripts as it is sent in, handed in, or given up” 

(64). He argues that delivery, in print format, is split up into three categories, type/typefaces, 



17 

paper, and typography/layout, and that each of these impacts how a reader comprehends a 

document. Although the argument could be made that the manipulation of type/typefaces, paper, 

and typography/layout are elements of style, this work attempts to reinvent delivery through an 

examination of how something is written as opposed to what is written, which is traditionally 

how scholars have separated style and delivery. By using appropriate formatting in a print text 

that reflects the severity of the document, one may can establish an ethos for themselves as 

well—another important trait of delivery that harkens back to Cicero’s views of the canon. 

Collin Gifford Brooke has also sought to revive delivery, but in the context of new 

media. In chapter 7 of his work Lingua Fracta: Towards a Rhetoric of New Media, Brooke 

argues that scholars should see delivery as both a practice and a performance as opposed to its 

traditional roots as a transitive process between a speaker and audience. By keeping in mind 

classical antiquity’s idea that successful delivery requires good personal character (ethos), 

Brooke argues that online, interconnected media can cultivate performative environments that 

allow for the transmission of information. To justify this theory, he cites two examples (one from 

a personal blog, and another a critique of Wikipedia) of how anonymous users online can 

establish ethos by delivering credible content to open-source interfaces such as Wikipedia. For 

Brooke, delivery in new media is the act of establishing ethos in networked environments and 

using that credibility to create discourse that is capable of circulation. In this case, delivery 

online acts as a speech would in the days of classical antiquity—it follows conventions to 

establish credible character, but instead of circulating by word of mouth, it circulates through 

digital networks; indeed, other works take up the idea of delivery-as-circulation, such as Jim 

Ridolfo’s Danielle De Voss’ “Composing for Recomposition: Rhetorical Velocity and Delivery,” 

which suggests that “rhetorical velocity” is a strategy for the digital delivery of content and a 
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consideration of “how a text might be recomposed (and why it might be recomposed) by third 

parties, and how this recomposing may be useful or not to the short- or long-term rhetorical 

objectives of the rhetorician” (n. pag.).  

 “Actio: A Rhetoric of Manuscripts,” Lingua Fracta, and “Composing for 

Recomposition” showcase how the rhetorical canon of delivery has been engaged in relationship 

to digital technologies. Each of these works, however, misses the opportunity to explore the 

traditional aspects of the voice, gesture, facial recognition, and general manipulation of the body 

through a more contemporary lens of digital culture—a gap that would remain unfulfilled until 

Sean Morey published Rhetorical Delivery and Digital Technologies: Networks, Affect, 

Electracy. According to Morey, we should focus on delivery as it works alongside digital writing 

technologies and seek to move the canon beyond the context of person-to-person communication 

(whether performed in-person or digitally, as in the case of Brooke) and instead examine it  as 

“affect produced by a larger network of associations between bodies, objects, and environments” 

(3); this proposal is justified given the changes that the canon has seen over time, where it was 

originally viewed as an embodied strategy in ancient Greece or the medium responsible for 

delivering literacy and text in print and writing culture as argued by Ben McCorkle in Rhetorical 

Delivery as Technological Discourse. By retheorizing the canon in the age of the digital, Morey 

returns to the body and its role in the delivery process via technologies that can extend our 

bodies through space/time (tele-media being the prime examples) to call for a new age of 

embodied delivery, relevant to 21st century technologies.  

In Rhetorical Delivery and Digital Technologies, Morey argues that delivery occurs in a 

variety of contexts, such as print, images, video, sound, networks, and code, and its endgame is 

“not simply the transmission of information from a rhetor to an audience, but laying out the 
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conditions by which the audience may discover or realize deliverance, whatever this means for 

their particular situation” (23); deliverance is a key concept moving forward in this dissertation. 

But as I make clearer in the coming pages, his alternative perspectives on how new media 

participate within the practice of rhetorical delivery has provided me an opportunity to extend 

this notion to the classical elements, which has allowed me to extend theories on both delivery 

and the classical elements as media, similar to John Durham Peters’ The Marvelous Clouds.  

At its core, Morey’s argument is embedded in Gregory Ulmer’s idea of the electrate, or 

electracy. Proposed by Ulmer in his work Internet Invention: From Literacy to Electracy, 

electracy “is to digital media what literacy is to print,” and Morey believes this concept to be 

essential in the changes undergone in delivery given the ways it (that is, delivery) utilizes the 

newest technologies of a society/era to a produce new affective states (Ulmer xii). In other 

words, a deliverer in the 21st century couples with digital technologies to create delivery 

networks that augment the communicative abilities of the body (voice, gesture, and mien), which 

can then deliver content that can changes an audience in some way. To build this argument, 

Morey splits his book into three parts, each designed to address what delivery is (Part I), who 

delivers (Part II), and how to deliver (Part III). In Part I, he questions what delivery is by looking 

at the ways delivery has been “explored, considered, and defined, and offers some definitions 

that have been overlooked in relation to rhetorical delivery” (10). In Part II, he moves beyond 

defining delivery to address what a deliverer in the digital age might look like, and what 

technologies or logics they might use to deliver. And in Part III, he analyzes digitally networked 

technologies and how a deliverer assembles with these technologies to produce delivery-

machines, or the apparatuses that allow us to take full advantage of the technologies at hand.  
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In rethinking delivery in light of 21st century technologies and reemphasizing notions of 

the body akin to the traditional aspects of rhetorical delivery given contemporary technology’s 

ability to augment the body, Morey provides a blueprint for an electrate delivery and how digital 

technologies function as delivery devices. As we couple ourselves with these technologies, we 

become posthuman—a kind of digital shaman, as I elaborate in chapter 3—and mediators of 

affective amplitudes made possible through these technologies, affording us a means to alter the 

state of an audience and lead them toward new, enlightened states. 

As we will see in the coming chapters, each section of Morey’s work has helped pave the 

road that this dissertation traverses, though Part III in particular has been the most contributive 

for my examination of the relationship between gesticulation and the traditional Western 

elements. In these chapters, Morey examines delivery as a networked environment that “happens 

within broader spaces, places, and non-places, even if those spaces are locations that humans 

cannot “step” into, such as internet packets, routers, servers, cables, wireless systems and the 

like” (177).  These environments are not reserved for digital technologies, however, though this 

is certainly Morey’s focus. Networks can be biological just as much as electronic, as in the case 

of a brain’s network of neurons. Networks can even be elemental, as in the case of water, fire, 

earth, air, and aether, In the following chapter I assert that they compile into infrastructural 

media that, much like digital technologies, participate in and even augment rhetorical delivery. In 

chapter 3, for example, I turn to delivery’s trait of gesticulation to explore how element earth and 

earthly media like stag antlers and tree bark were manipulated by gesticulative acts like carving 

and engraving to lead Paleolithic cultures toward deliverance.  

For Morey, as deliverers couple with these immaterial and material networks, they create 

what he refers to as delivery-networks that allow a deliverer to move, or perform, between 
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physical and nonphysical spaces such as  the Internet; the only condition for this performance to 

occur is that there is an audience to participate in the process—a notion that remains true across 

the history of rhetorical delivery. These networks augment the body, and for him “a body 

augmented by a network is a body always in motion, always segmented not just by the digital 

technology, but also by other bodies” (216). By utilizing theories of posthumanism, Morey 

proposes ways that the body can create networks within our current digital condition, suggesting 

that his posthuman deliverer/digital shaman uses “the tools of delivery to construct a network, a 

delivery-machine, which creates an affective attunement with the audience” (216). 

Contemporary technologies such as GPS, video and voice recording, and natural user interface 

(NUI) technologies allow us to “track how bodies move through space and design delivery 

environments,” ultimately integrating the deliverer and machine into a posthuman while 

enhancing traditional aspects of delivery such as voice, gesture, and mien (218).  

New Horizons: Toward an Elemental Delivery 

Because his work focuses on digital technologies, Morey misses opportunities to address 

how nondigital media participate in the rhetorical delivery process, at least in a meaningful way. 

Thus, my dissertation seeks to fill this gap and contribute to the field of rhetorical delivery by 

turning to how the traditional Western elements participate in rhetorical delivery. For example, 

chapter 2 of this dissertation, “Elemental Delivery,” establishes a new take on the field of 

rhetorical delivery that lays the groundwork for subsequent chapters that I call elemental 

delivery. What I define as a practice in which the elements participate in, and augment, 

rhetorical delivery, elemental delivery builds on Sean Morey’s idea of delivery-networks by 

extending this concept to the traditional Western elements—water, fire, earth, air, and aether—

and the idea of infrastructuralism proposed by John Durham Peters in The Marvelous Clouds. By 
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combining these two ideas, “Elemental Delivery” presents a way of understanding the elements 

as infrastructural (i.e., participating in and compiling all that we know, from stag antlers to our 

most advanced computer processing units, or CPUs) that participate in, and augment, rhetorical 

delivery.  

Rather than focusing on each trait of the canon, however, I instead opt to focus on the 

entanglement between gesticulation and elemental media—a move that reflects the Elocution 

Movement’s revitalization of the canon of delivery through embodied practice. By focusing on 

gesticulation, I am able to focus on particular historical practices that augmented social life and 

technological innovation, such as the relationships between element earth and the gesticulative 

acts of carving, kneading, engraving, etc. that I noticed in the works of André Leroi-Gourhan 

when I read it as part of the directed research course with Dr. Rieder (one of the punctum I wrote 

of earlier). Additionally, my project responds to a lack of scholarship dedicated to the Elocution 

Movement’s treatises on gesticulation, which this project seeks to enliven by re-examining 

gesticulation in the wake of contemporary technologies. For example, my work herein is 

influenced by such works as David Rieder and Kevin Brock’s “Kinect-ing Together Writing and 

Gesture Through NUI Technologies,” which presents the way that depth-sensing and body-

tracking cameras like the Microsoft Kinect v2 can put the body in conversation with new 

networks to generate new ideas about the practice of delivery in the 21st century. In the final 

chapter of this project, I take up the Kinect in a remediation of Austin’s Chironomia that 

showcases how the fifth element—aether—participates in digital rhetorical delivery.  

Unlike Rieder, Brock, and Morey, who focus on rhetorical delivery and its trait of 

gesticulation through the auspices of digital technologies, much of this project takes up 

gesticulation and its relationship with the classical elements at times when nondigital 
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technologies were the primary media in use. For example, chapter 3, “Elemental Mediations,” 

builds upon the idea of elemental delivery by introducing the elemental deliverer. As this chapter 

makes clear, the elemental deliverer showcases how the natural elements can be thought of as 

participating in and augmenting the gesticulative acts of a deliverer. In this chapter, I primarily 

focus on element earth, one of the five traditional Western elements, to present how earthly 

media are used to incite deliverance. Wholly, this chapter provides an original approach to works 

dedicated to prehistory, including André Leroi-Gourhan’s Gesture and Speech and Thomas 

Rickert’s “Rhetorical Prehistory and the Paleolithic,” presenting how primitive acts of 

gesticulation like carving and engraving performed on stag antlers and wood have historically 

been part of sociocultural innovation—deliverance, as I contest—through minute, incremental 

achievements over vast quantities of time.  

Because much of my argument has been inspired by the work of Sean Morey, I approach 

the idea of rhetorical delivery in a similar vein, in that it is the embodied techniques that one 

utilizes to lay out the conditions for which an audience may reach a kind of enlightened or 

delivered state; he refers to this as deliverance in Rhetorical Delivery and Digital Technologies. 

In his work, however, these delivered states are not explicitly defined. Yet, the impression is that 

delivery seeks to undo (via techniques of embodied communication) a kind of blockage that may 

inhibit an audience from achieving or realizing something—“whatever this means for their 

particular situation” to enlighten them, or lead them toward deliverance (23). Like Morey, I, too, 

rely on the term deliverance throughout this dissertation, however I posit it as it relates to 

rhetorical delivery as the activation of greater capacities achieved by inciting emotions or 

feelings within an audience—a definition inspired by both Morey and Casey Boyle’s work 

Rhetoric and Posthuman Practice, which I turn to in chapter 3 of this dissertation. 
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Whereas chapter 3 approaches deliverance in the form of sociocultural innovation by 

exploring rhetorical delivery’s entanglement with element earth, chapter 4, “Cosmic 

Chironomia” approaches the ways that the traditional Western elements can be thought of as 

intrinsic media existing within systematized notations of rhetoric in the rhetorical delivery 

process. To present this idea, I turn to Gilbert Austin’s Chironomia, or a Treatise on Rhetorical 

Delivery and consider the ways that such elements as earth and aether (the fifth element) 

participate in Austin’s treatise. On a broader scale, however, I situate Gilbert Austin as an 

elemental deliverer that helps us more fully understand the relationship between gesticulation 

and the natural elements, perhaps in a similar vein as Robert Hertz, who believed that the body 

had a peculiar connection with celestial media.  

Collectively, the chapters in this dissertation build toward my own original project that I 

introduce in chapter 5, the conclusion of this project, “Electric Elocution.” This immersive, 

embodied installation uses a multimedia software called TouchDesigner and the body tracking 

capabilities of the Microsoft Kinect v2 to explore how the traditional Western elements still  

participate in and augment digitally mediated rhetorical delivery by generating affective 

attunements with an audience while subsequently inciting the delivered states I discuss 

throughout this dissertation. In many ways, this project is mystoreographical in that it is the 

result of patterns connected between different punctum—scholarship, conversations with 

professors, personal interests in various technologies—to produce an entirely new way to think 

about rhetorical delivery in the 21st century. This project serves as a bridge between my proposal 

of the classical elements participating in rhetorical delivery and more contemporary 

technologies, which brings my dissertation full circle with more recent works on the rhetorical 

canon of delivery, like Sean Morey’s Rhetorical Delivery and Digital Technologies.  
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CHAPTER 2: Elemental Delivery 

 In this chapter, I build upon Sean Morey’s idea of delivery-networks and propose a new 

take on the rhetorical canon of delivery—elemental delivery. What I define as a practice in 

which the elements participate in, and augment, rhetorical delivery, the concept of elemental 

delivery I propose here will frame the rest of this dissertation by presenting how the five 

traditional Western elements first proposed by Empedocles in On Nature can be examined as 

participants within rhetorical delivery. To explicate this idea, I work from John Durham Peter’s 

The Marvelous Clouds, which argues that the classical elements are media given their ability to 

mediate our experience of the world. Throughout this book, Peters’ positions the elements—

water, fire, earth, air, and aether—as infrastructural media, or the media that stand under other 

media, and serve as the building blocks for our technologies, both digital and non-digital. 

Working from his idea that the elements are infrastructural media, my goal is to build toward and 

present the idea that the classical elements, otherwise referred to as the “natural elements” and 

“traditional Western elements” throughout this dissertation, are concealed within the act of 

rhetorical delivery and that they participate in one’s content in both nondigital and digital 

contexts.  

This chapter presents a theoretical grounding for elemental delivery that expands 

Morey’s delivery-networks via the Western elements by making connections between delivery-

networks and the environmental media that John Durham Peters advocates for. As I stated in the 

previous chapter, I find this missed opportunity in Rhetoric Delivery and Digital Technologies 

surprising given that much of Morey’s work revolves around one of history’s oldest mediators of 

the elements—the shaman. In the next chapter I take up the shaman more thoroughly when I 

introduce who practices elemental delivery, but suffice it to say for now, Morey overlooked the 
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elements’ role in the delivery process because of his more contemporary approach to the shaman. 

Referred to as an electrate deliverer or digital shaman by Morey, his approach to the shaman is 

more metaphorical and relies on the works of Gordon Teskey, Gilles Deleuze, and Félix 

Guattari, and Gregory Ulmer to suggest that shaman are reflections of the posthuman by being 

able to traverse between digital and physical realms.5 These digital shamans exit the body via 

internet pathways and utilize digital technologies to create new assemblages and mediate 

communication, ultimately allowing for affective relationships with an audience. This unique 

approach to the shaman, however, is not alone. Adam Banks in Digital Griots: African American 

Rhetoric in a Multimedia Age, for example, takes a similar approach to propose how DJs are 

modern day digital griots by way of their ability to combine histories, stories, texts, emotions, 

and other aspects of traditional West African griots through contemporary technologies. Though 

their influences are different (Banks draws from Alondra Nelson, Alexander G. Weheliye, 

among others), contemporary shaman or digital griots culminate into what Morey refers to as 

delivery-machines.  

Delivery-machines echo what many posthuman scholars refer to as digital cyborgs. For 

example, tools such as computer mouse and monitor are not separate from a user; rather, they are 

part of a user, and extend their bodies into the digital, thus making them digital cyborgs. Being a 

deliverer in the 21st century allows one to take advantage of these technologies to better create an 

affective attunement with their audience—a defining trait of rhetorical delivery. To put in 

Morey’s words, “Delivery-machines—hybrid/cyborg relationships—create new ways of 

 
5 The notion of traveling “between” digital and physical realms is one rightfully subject to criticism. Media scholars 

like Nancy Baym, TL Taylor, N. Katherine Hayles and others encourage scholars to resist the ontological separation 

of the digital and physical. Notions of the infrastructure also further eliminates the line between the two, especially 

given the works of Shannon Mattern, Lisa Parks, and Nicole Starosielski. That said, this dissertation, given that it 

works primarily from Gregory Ulmer and Sean Morey, uses terminology that indicates a separation between digital 

and physical realms. Readers moving forward should recognize increasing evidence indicates, or advocates, for a 

closer examination of the oscillation between these two.   
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enframing necessary for an elecrate body to deliver” (12); here, the idea of an electrate body 

draws from Gregory Ulmer’s idea of electracy, essentially meaning one who can properly utilize 

contemporary technologies to effectively, and affectively, deliver. For Morey, delivery-machines 

foreground the emotional and affective dimensions alongside digital technologies. He is, 

however, completely aware of how ancient orators like Demosthenes compiled nondigital 

delivery-machines to “deliver the unconscious,” notable through various parts of the body (94). 

Voice, head, face, arms, hands, eyebrows, eyes, and even feet were used as “machinic 

assemblages” to “enact the feeling desired in his audience” (94); in the following chapters, I take 

up the arms, hands, and feet in both nondigital and digital contexts to present to a clearer analysis 

of how elemental media participate in rhetorical delivery.  

Throughout Rhetorical Delivery and Digital Technologies, however, Morey oftentimes 

conflates the term delivery-machine with delivery-network: “a more accurate description of the 

kind of machine [a delivery-machine] produces is a delivery-network” (13).6 Though the terms 

delivery-machine and delivery-network are mostly synonymous in his work, Morey’s ideas of 

delivery-networks build upon Jeff Rice’s concept of networks as the very many in his work 

Digital Detroit: Rhetoric and Space in the Age of the Network. Through Rice, Morey proposes 

that, historically speaking, whether we are discussing classical antiquity’s notion of rhetorical 

delivery, the Elocution Movement, or more contemporary ideas of the canon, networks have 

always been at the center of rhetorical delivery. Networks can be bodies, objects, and 

environments, and “not just flows of digital information, but also connections of associative 

psychic and affective sensations” (Morey 13). Networks can be electronic, as in digital 

computing, but also “biological, as in a brain’s network of neurons, and can be made up of many 

brains, and these two structures can (and do) overlap to form more complex networks” (178). As 

 
6 Throughout this dissertation, I strictly work from the term delivery-network to avoid confusion.  
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we will see in this chapter, they can also be elemental, and they culminate into infrastructures 

that, much like digital technologies, participate in and even augment rhetorical delivery. 

Regardless of which network one utilizes, an individual skilled at enacting delivery is 

responsible for compiling a network, or “the many,” together to more effectively delivery their 

message, and this notion of networks and deliverer serve as the basis for his argument in chapter 

5 of his book: “Delivery-Networks” (13). 

In “Delivery Networks,” which I build upon here through the inclusion of the natural 

elements and ideas of infrastructure and infrastructuralism proposed by John Durham Peters, 

Morey is mostly concerned with digital technologies, noting how these technologies augment 

delivery by allowing it to occur within material and virtual spaces, such as the Internet or 

networked technologies like routers and servers. That said, he is aware of how historical 

environments played a role in the delivery process—something that inspired my own approach to 

consider how the classical elements can be part of this process. Noting many examples from 

classical Athens to the Antebellum Period of American history, Morey demonstrates how 

environments have always been altered and manipulated, allowing a deliverer to increase the 

effectiveness of their content by capitalizing on the emotions, feelings, and affect that informs 

their beliefs and opinions. In one example, Morey explains how the Pnyx, a small hill near the 

Acropolis where the ancient Greek Ekklesia met to host major political contests, was altered 

several times through its history to accommodate better delivery practices. Pnyx I, for example, 

held approximately 6,000 spectators, which at the time was the number needed to make voting 

decisions. Around 400 B.C., however, Pnyx I was significantly changed:  

The auditorium of Pnyx II was very different. The natural slope of the hillside was 

reversed by heaping up a mass of earth filling. This huge earthen embankment was 
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supported by a semicircular retaining wall. Access to the auditorium was provided by two 

stairways along the retaining wall to the north east and north west. The new auditorium 

sloped from north east to south west. Now those attending had their backs turned to the 

Agora and were sheltered against the north wind, but they faced the sun. The platform 

was moved to the center of the semicircle. The high semicircular retaining wall closed the 

auditorium to the west, north, and east. (Hansen 8) 

 Pnyx I and Pnyx II were significantly different delivery environments, wherein Pnyx I 

was changed from an open space into a closed space, “limited the space’s capacity and 

separating those inside from non-participants that simply gathered to listen and observe” (181). 

There were many reasons for these changes, but according to Mogens Herman Hansen in The 

Athenian Ecclesia II: A Collection of Articles it mostly had to do with economics and creating a 

venue that people had to pay to get into, though there was also an attempt at controlling the 

weather during these events, especially the wind—an argument made by Gregory Aldrete in 

Gestures and Acclamations in Ancient Rome (Hansen 28; Aldrete 77). Because this venue was 

unamplified and there were minimal-to-no means of projecting one’s voice, the wind presented 

considerable challenges to a speaker given that it produced sounds that could drown out one’s 

voice (and it was already difficult to speak clearly in the presence of 6,000 people without 

amplification technologies). Without the wind, or at least a reduction of it, the volume and pitch 

of an orator could be better controlled so that they could reach, say, the back of the venue for 

extended periods of time; naturally, the wind would impede one’s ability to do this, putting 

unnecessary strain on their voices while hampering their ability to properly deliver.  

 There were, of course, other venues (or environments) in classical antiquity that played a 

role in delivering, including the Heliaia, the Circus Maximus, the Flavian amphitheater, the 
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Campus Martius, and the Forum, each of which could hold hundreds of thousands of people 

(Morey 183). By this time, strategies were developed so that an orator’s messages could be better 

relayed, such as heralds throughout the venue who recalled and repeated a speaker’s message to 

audiences in different locations of the venue. When thought of alongside of Morey’s delivery-

networks, a move such as this “demonstrates how delivery becomes distributed among a network 

of actors, each performing a different track (audio/visual)” (183).  

True to classical antiquity’s ideas of rhetorical delivery, gestures, too, had a role 

dependent on the delivery environment in which an orator was speaking. Dactylogical forms of 

delivery were prominent, especially those concerning the index finger and the thumb. The point 

of the index finger, for example, was a common gesture used by orators to “point at themselves, 

at objects and places, or at another person about whom they were speaking” (Aldrete 17); Cicero 

would have likely been a master of this gesture given its unique ability to incite emotions within 

an audience. A well-versed orator would have made utmost use the index finger, pointing at 

objects within the delivery environment such as symbolic statues or buildings and “allude to 

virtues associated with that deity,” as in the case of the Forum which “was a space bounded by 

and composed of a vast assemblage of potent visual symbols of Roman religion, culture, and 

history (19-20). A proper deliverer would seek to connect these elements together (that is, 

buildings, monuments, statues, etc.) alongside emotional appeals and create a unique kind of 

“multimodal” presentation built on an array of networks.  

 More specifically, the thumb played a prominent role in establishing delivery-networks in 

classical antiquity, through such gestures as a thumbs-up or a thumbs-down; here, I am reminded 

of the scene in the film Gladiator, when actor Joaquin Phoenix’s character Commodus gave the 

thumbs-down to Tigris the Gaul after losing to Maximus played by Russell Crowe. Historically, 
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however, in Ancient Rome the thumbs-up was actually the gesture for death, wherein the thumb 

would turn upwards and then away from a gladiator in an up-and-away motion, signaling for 

their execution (Corbeill 47). According to Anthony Corbeill in Nature Embodied: Gesture in 

Ancient Rome, the “thumb’s prominence. . . is likely linked to its perceived power, a power that 

is most clearly reflected in the etymological speculations concerning the word pollex,” which is 

in both the Latin word for “thumb” (pollex) and “power” (pollet) (61). Of course, the thumb is at 

the core of other activities, such as “spinning, lyre-playing, writing, and masturbation,” and “no 

other digital performs this function with comparable frequency” (43). As we will see in the 

following chapter, gestures of the hand and their peculiar relationship with element earth were an 

essential component in leading Paleolithic hominins toward a kind of deliverance through the 

production of primitive art and its greater impact on these early societies.  

Today, electronic technologies have transformed the canon of delivery. Heralds are not 

necessary in most contexts given that we have microphones, public address systems (PA 

systems), radio, television, and other forms of information transmission. The thumb, and gestures 

more broadly, are our means of controlling many of our technical devices, such as our 

cellphones, offering us opportunities to create affective attunements with an audience. In fact, 

delivery scholarship dedicated to gesticulation and dactylogical forms of rhetoric has seen an 

influx because of these technologies, as evidenced by recent works like David Rieder’s Suasive 

Iterations, which I turn to in the final chapter of this dissertation. Our technologies, and perhaps 

the infrastructures that compile them, allow us to communicate across entire stadiums or venues 

comprised of hundreds of thousands of people with minimal effort from the deliverer, allowing 

us to reach audiences far beyond the hillside offered by the Pnyx I and II; these compilations 

ultimately create what Morey proposes as a delivery-network.  
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Morey suggests that when one assembles with such networks and technologies, we are 

further pushed toward becoming posthuman.7 Briefly mentioned in the previous chapter’s 

literature review, Morey draws from Cary Wolfe’s and N. Katherine Hayles’ theories of 

posthumanism to suggest that networked technologies augment one’s body to maximize 

opportunities for deliverance. These posthuman bodies “perform the operations of delivery on 

behalf of the deliverer (leaving the deliverer at home), or beside the deliverer simultaneously on 

the stage with her,” creating a being that uses the tools of delivery to “construct a network, a 

delivery-machine, which creates an affective attunement with the audience” (216). Some of these 

digital technologies include audio/video recorders, motion capture/body tracking interfaces, or 

augmented reality applications, that allow us to track, utilize, and extend our bodies in new ways 

to reach broader audiences than ever before—notions that I take up in chapter five. But in our 

current technological state, “one also needs to attend to the empty spaces between the parts of a 

network that allow unwanted audiences to pass through and consider the implications for such 

gaps” (179, emphasis mine). Morey is coy on the specifics here, briefly mentioning that the 

schizzes that exist between bits of code or the silence that occurs between the beating of a drum 

offer opportunities for rhetorical persuasion, but by attending and capitalizing on these 

opportunities, we can bolster our ability to effectively deliver content. As a deliverer, one must 

“plug-in to the delivery-networks that are necessary to reach an audience,” but true to traditional 

notions of delivery, the audience too must “plug-in to some part of this network,” creating a 

network wherein “each participant is treated as a full blown mediator” (180).  

 
7 This is not to say that being pushed toward posthumanism solely comes from our interaction with digital 

technologies. Rather, as posthumanist scholars like N. Katherine Hayles and Casey Boyle argue, our interaction with 

nondigital media such as the telegraph also fundamentally change who we are and how we are reinvented by 

providing us a means to initiate delivery between various technologies.    
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While Morey’s promotion of delivery-networks primarily focuses on digital technologies, 

for purposes of this chapter I am interested in building upon the brief instances in which he takes 

up nondigital delivery-networks and extending those ideas to include the traditional Western 

elements. Throughout this chapter, I interpret Morey’s notion of empty space (mentioned above) 

through Peters’ conception of infrastructural media as the concealed media that stand under. The 

PA system brought up earlier, for example, can be thought of as infrastructural, given that its 

inner workings are typically larger systems hidden from view. But because infrastructural media 

can be any kind of concealed medium or apparatus throughout the remainder of this dissertation, 

I focus solely on the classical elements via the work of John Durham Peters. Thus, if Sean Morey 

presented how deliverers have compiled delivery-networks via the technologies of their given era 

and that were used to augment content to generate an affective attunement with an audience, I do 

the same with the traditional Western elements—water, fire, earth, air, and aether. To reiterate 

from previous pages, I propose this idea as elemental delivery, a practice in which the elements 

have a participatory role in rhetorical delivery. For studies on rhetorical delivery, this means 

generating new ideas on past contexts of rhetorical delivery and how we may consider the 

practice of rhetorical delivery in present and future contexts as it relates to different types of 

media. In order to build my concept of elemental delivery, I first turn to Jeff Rice’s ideas on the 

network via his work Digital Detroit. In doing this, I provide a route to situate Empedocles of 

Acragas’ work On Nature, his ideas on the Parmenidean Being, or that “all is one,” and his 

cosmogony as an early instance of network theory. Following that, I propose that the elements 

are infrastructural through their culmination into different media that have served as our techne.8  

Elemental Networks 

 
8 To be clear, Empedocles wrote on water, fire, earth, and air. Aether was not conceptualized until Aristotle 

presented it in his work On the Heavens—a point I reiterate throughout this dissertation. As such, when I speak of 

the elements from Empedocles’ treatise, I will not be mentioning aether.  
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 Early in Digital Detroit: Rhetoric and Space in the Age of the Network, Jeff Rice 

introduces his approach to the idea of a network and explains how it is utilized within his book, 

drawing on Bruno Latour’s Science in Action to address how our notions of networks can be 

extended beyond our typically more technological approach to the term and situated alongside 

rhetoric. Quoting Latour in Digital Detroit: 

So what is the difference between rhetoric, so much despised, and science, so much 

admired? . . . The difference between the old rhetoric and the new is not that the first 

makes use of external allies which the second refrains from using; the difference is that 

the first uses only a few of them and the second very many. (qtd. in Rice 3) 

In this passage, Latour is calling for rhetoric to be considered as a practice of the very many, and 

Rice applies this idea to such texts as Alice in Sunderland written by Bryan Talbot to 

demonstrate how “the very many things, people, ideas, concerns, and spaces” make up “a given 

position, concept, and place” (5, emphasis mine). Rice extends the notion of networks, as the 

very many, to propose that they are a “variety of interconnected information systems” (10). In 

doing so, he shows how the city of Detroit acts as a network connected through such means as 

labor, the Internet, marketing, and other elements, and that within these networks each 

participant is capable of mediation, or an ability to alter said elements that comprise the greater 

network.9 When thought of in this way, Detroit is an “account,” a city with an identity in flux 

that allows us to think about relationships and how those relationships change the city by 

bringing people, things, places, and ideas together and break them apart to form completely new 

identities (6). As one inserts themselves into the network of Detroit, or any network, they are 

 
9 Rice’s notion of network and historical connections was once a point of contention before the publication of 

Digital Detroit. In Digital Griot, Adam Banks accuses Rice of “theorizing on individual practices without full 

recognition of the people, networks, and traditions that have made these practices their gift to the broader culture” 

(13). Digital Detroit seeks to remedy some of Banks’ concerns by way of providing a history of Detroit.  
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afforded opportunities to imagine and invent their own experiences based on the elements that 

compile the greater network.10 As individuals engage with histories, infrastructure, narratives, 

and images, they are provided opportunities to explore how space and place (i.e., the city of 

Detroit or Austin, Texas, as evidenced by Jenny Edbauer’s “Unframing Models of Public 

Distribution”) are not necessarily fixed, but instead fluid, in that they can be manipulated based 

on how individuals interact with these databases digitally.   

As a whole, Digital Detroit is not necessarily about the city of Detroit so much as it is 

about how the idea of networks can be extended to include cities, places, spaces, brains, and 

bodies; all of these, and more, can be considered as networks of the very many and fluid in the 

sense that they are in constant flux. For Rice, the fluidity of networks and their extension beyond 

a more technological understanding are a “tool to help describe something” and a means to 

inform the reader of the ways in which digital networks have altered how we think of rhetoric in 

the digital age (Latour, Reassembling 131). And while these digital avenues provide a means for 

users to insert themselves into the greater Detroit-network, they are hardly the only method for 

doing so—one can enter into a vibrant network simply by listening to songs, watching films, or 

looking at buildings which produce different affective responses for different people.  

In Digital Detroit, Rice’s notion of the network, in that it is the fluid very many, suggests 

that all bodies within the network are capable of influencing, or persuading, other bodies within 

the network in some fashion. But this broad definition proposes that networks are comprised of 

an innumerable number of actors, making it difficult, if not outright impossible, to differentiate 

between what is and is not part of a network Even in Latour’s Reassembling the Social, the 

sociologist is another agent in the described network. Of course, this is one key point of Digital 

 
10 Jenny Edbauer’s piece “Unframing Models of Public Distribution: From Rhetorical Situation to Rhetorical 

Ecologies,” also argues something similar, in that it is people engaging with the network who create their own 

experiences and thus rhetorical situations.  
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Detroit: the interconnectedness of things are experienced by different people given how each 

engage with different parts of the network. But like Morey, Rice’s idea of networks as 

interconnected information systems primarily relies on the digital and our ability to insert 

ourselves into this space to create new opportunities for persuasion while fundamentally 

changing the ways we think of rhetoric in the 21st century. As previously mentioned, however, he 

is aware of how a database/networked rhetoric can occur outside of the digital, as in the case of 

music, historical events, buildings etc. Thus, moving forward, I apply Rice’s notion of networks 

to examine the ways that the traditional Western elements (water fire, earth, air, and aether) are 

networked media—a move that turns me to the work of Empedocles of Acragas. But as will be 

made clearer in the coming pages, this move orients my project toward positioning the elements 

as infrastructural media, or media that “can reach between culture and nature”—a claim first 

made by John Durham Peters in The Marvelous Clouds (Peters, “Infrastructuralism” 1). In 

situating the elements as infrastructural media, my goal is to pave the way for an examination of 

the participatory and augmentative role that the classical elements have in our embodied actions 

and the rhetorical canon of delivery.  

Empedocles’ Infrastructures 

Empedocles’ of Acragas was the first of the Presocratics, the physiologoi—natural 

philosophers and scientists—to truly comment on the four elements, or “roots,” as he referred to 

them. Empedocles himself is a unique historical figure, oftentimes overlooked in favor of such 

philosophers as Aristotle, Plato, and Socrates, but his role in ancient Greece society was 

nonetheless important. Unlike other philosophers of his time, Empedocles could be considered a 

shamanic figure, or person who took a more spiritual approach to understanding the world; here, 

of course, I mean shaman in its more traditional sense as opposed to Morey’s more contemporary 
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digital shaman or Banks’ digital griot mentioned in earlier pages. At the core of his philosophies 

lie the Pythagorean idea of metempsychosis, an idea that suggests the soul transmigrates into a 

new form upon death depending on their actions beforehand. For Empedocles, nothing 

completely dies but instead is reborn into new forms; nothing is new, per se, and everything has 

already pre-existed, from plants to animals to the cosmos: 

 And another thing I shall tell you: there is birth of none of all 

 Moral things, nor any end in baneful death, 

 but only mixture and interchange of what is mixed 

 are there, though humans call these things ‘birth’; 

 Fools—for their thoughts are not far-reaching, 

they who expect what before is not to come to be 

or anything to die away and to perish altogether. (Leonard, lines 8-11) 

 All things are intertwined, according to Empedocles, and he believes that the cyclical 

nature of birth, life, and death is responsible for all that we know—“Empedocles’ cosmology,” to 

which it is often referred. At the core of this cycle of birth, life, and death are his theories of 

Love and Strife—two forces responsible for birth of the four roots that would later intermingle 

and create everything that we know. Explained more fully in On Nature, the history of the 

cosmos is divided into two phases, one with Love at the center of power and another with Strife, 

each seeking to exercise their influence on the universe. When one’s power became too great, for 

example Strife’s, the other would insert itself into the equation to reassert the balance. During 

this state of rebalance, when Love’s perfect harmony was interrupted by Strife’s resurgence, the 

first four elements—earth, air, water, and fire—were born: “A twofold tale I shall tell: for once 

they grew to be only | from many, and once they grew apart again to be many from one, | fire and 
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water and earth and the vast height of air, | and baneful Strife apart from these, equal in any 

direction, | and Love among them, equal in length and breadth” (lines 16-20).  

As the elements were expelled from the Love/Strife vortex, they began to intermingle 

with one another, forming a sort of nonhuman delivery-network, or a delivery-network wherein 

things act upon one another without human interference.11 From this delivery-network, all things 

of all combinations came into being, from the heavens, sun, stars, and moon, to humans and the 

plants and animals that we co-exist with: “And as they mixed together, there poured forth myriad 

tribes of mortal creates | fitted together with all manner of forms, a wonder to behold’(lines 16-

17). Thus, for Empedocles, water, fire, earth, and air were at the center of cosmological 

inception.  

As a student or follower of Parmenides, Empedocles’ theory of Love and Strife and the 

four roots as cosmological inception are a response to Parmenides idea of “Being.” Expanded 

upon in On Nature (a separate poem written by Parmenides with the same name as 

Empedocles’), Parmenides suggests that all things exist within a single reality, and that “all is 

one.” The notion that all is one comes from Parmenides ideas of nothingness, which come from a 

dream he had in which he conversed with a Goddess about the consciousness of man:  

 Soon as the coursers that bear me and drew me as far as extendth 

 Impulse, guided me and threw me aloft in the glorious pathway, 

 lip to the Goddess that guideth through all things man that is conscious, 

 There was a carried along, for there did the coursers sagacious, 

 Drawing the chariot bear me, and virgins preceded to guide them— 

 Daughters of Helios leaving behind them the mansions of darkness— 

 
11 As a general reminder, rhetorical delivery requires, in some capacity, a human body and its communicative 

features. 
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Into the light, with their strong hands forcing asunder the night-shrouds. (Burnet, lines 1-

7) 

In what follows this brief section of On Nature, Parmenides recounts his dream of the Goddess 

taking him to a gate with two paths—one leading to the path of night, and another to the path of 

day. Both gates are guarded by Justice and Right, neither of which man knows given his 

ignorance of the truth, and in order to understand what is Just and what is Right, one must have 

knowledge of all things: 

 Nay, it is Justice and Right. Thou needs must have knowledge of all things, 

 First of the Truth’s unwavering heart that is fraught with conviction, 

Then of the notions of mortals, where no true conviction abideth; 

But thou shalt surely be taught this too, that every opinion 

Needs must pass through the ALL, and vanquish the test with approval. (lines 25-31) 

 According to Parmenides, the Goddess does not believe that humans have the capabilities 

to understand the truth, and thus we only have opinions. In On Nature, the idea of truth can be 

summarized as follows: what is, is, and what is not, is not. In other words, Being in the world is a 

state of existence, and if something does not exist, it simply is nothing. For example, if one has 

food, that food is, but when it is eaten, it becomes nothing. The Goddess in On Nature, however, 

proposes that humans follow an alternate path, and one that yields incredible possibilities for 

them: “Th’other path is: That Being is not, and Non-Being must be; This one; I tell thee in truth, 

is an all-incredible pathway. For thou never canst know what is not (for none can conceive it), 

Nor canst thou give it expression, for one thing are Thinking and Being” (lines 36-39). Aristotle 

would call this path one of contradiction (as in something that is not cannot exist, and something 

that exists simply is), but Parmenides suggests that this is a process of change. But change, for 
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Parmenides, is an illusion—something that man experiences—because it suggests that something 

becomes nothing. What is, is, and what is not, is not, and things that exist are eternal and in a 

single reality. 

 It is important to note that for Parmenides, the act of change is the process of becoming 

non-Being, but for him change does not exist. For Empedocles, however, there is evidence for 

change. Things as we know them stay in a continuous process of re-existence, and that from one 

thing comes another—i.e., “all is one.” Returning to the example of food, when we eat, it does 

not become nothing; rather, it is re-becoming something entirely new, and expelled back into the 

world in various ways. To read this through the lens of Sean Morey, this is perhaps an instance 

of deliverance, in that things become, change, decay (becoming nothing) and then re-become 

something entirely new: 

 More will I tell thee too: there is no birth 

 Of all things mortal, nor end in ruinous death; 

 But mingling only and interchange of mixed 

 There is, and birth is but its name with men. (Leonard, lines 8-11) 

Empedocles’ evidence for change is bound in his theory of Love and Strife and the four 

elemental roots. During Love’s reign, the elements exist in perfect harmony, and in a kind of 

stasis—a perfect Sphere within a vortex unlikely anything mortals can comprehend. When Strife 

reasserts its dominance, the elements are spilled out of the vortex and into the world; in 

rhetorical delivery terms, this might mean a kind of communicative process between actor 

(Strife) and audience (Love) which results in a newly-acquired state—again, deliverance. Earth, 

air, fire, and water become intertwined in infinite combinations, forming all materials and life 

that we know—a cruder version of the Big Bang Theory, in many ways. Waters come from 
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earth, fires strengthen through air, paving avenues for plant life, and so on. Once all the elements 

are completely separated, Love recompiles them, followed by another period of Strife breaking 

them apart to create more of our world; this process continued until all things became fully 

developed into the forms that we currently know.  

 Though other ancient philosophers took up the elements in their own ways (Plato did 

such in Timaeus and Aristotle in On Generation and Corruption), Empedocles’ work is 

quintessential in establishing their role in the origins of the universe and providing an alternative 

to Parmenides’ idea of change, suggesting that everything is reborn in some capacity. Though his 

bibliography is often overlooked in favor of Aristotle’s or Plato’s, contemporary scholarship 

centered around Empedocles typically revolves around his cosmogenic theory and the four roots. 

For example, in his work Elemental Philosophy: Earth, Air, Fire, and Water, David Macauley 

proposes that the four roots act as a kind of rhizomata inspired by the work of Giles Deleuze and 

Felix Guattari. As noted in his work:  

“Strictly speaking, rhizomes are subterranean plant stems akin to bulbs and tubers that are 

frequently thickened by the accumulation of deposits of food material. They send off 

shoots above and roots below but, unlike roots, they possess nodes, buds, and scaled 

leaves. In this sense, they have no true beginning or end; instead, they are an overflowing 

middle that grows in all directions.” (108) 

The concept of rhizome was originally expanded upon by Deleuze and Guattari in A Thousand 

Plateaus to move beyond a biological system to suggest that our culture is arborescent—

treelike—and that biology, linguistics, anatomy, philosophy, and other such fields are 

interconnected in a non-hierarchical multiplicity. Rhizomes are “maps, not tracings; associated 

flows rather than points or linear movements; becomings not imitations” (Macauley 133).  They 
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are “nomadic conjunctions (and + and + and) with no beginning or end,” an “overflowing” of 

information in all directions, and can be anything from animals to plant, viruses, music, cities, 

and so on (133); in the previous chapter, I wrote of Gregory Ulmer’s mystory as an example of a 

rhizome, in that the mystory branches off in nomadic-like ways to invent new ideas.   

 Like Jeff Rice’s notion of the network (and, by proxy, Sean Morey’s) in that they are 

comprised of the fluid very many, what is and is not considered rhizomatic is a fruitless 

endeavor, as everything is interconnected to some degree. In the past, rhizomes and networks 

have even been conflated before by Bruno Latour (whom Rice cites heavily to establish his own 

idea of a network) in an interview with Hugh Crawford: “‘Rhizome’ is the perfect word for 

network. Actor-network theory should be called actant/rhizome ontology, as Mike Lynch says, 

because it is an ontology, it is about actants, and it is about rhizomes” (Crawford 263). For 

Latour, the importance of networks, like rhizomes, are in the connections between actors and 

their ability to transform other connected actors (whether human, biological, technological, etc.). 

As these points interact with one another, they become stronger and more stable. Every node, or 

point, within a network also offers an opportunity to be considered both actor and network—that 

is, actors are networks themselves; harkening back to Jeff Rice’s Digital Detroit, this means that 

the city of Detroit can be both acted upon and act upon other points within the network. Morey, 

too, hints at this when he writes of the attunement between actor/audience. Cicero (and other 

deliverers like Demosthenes) certainly played off the emotions of his audience, adapting his 

delivery-strategies based on the feedback he may have perceived during an oration.  

Macauley suggests re-reading and re-routing Empedocles’ elements-as-rhizomata “away 

from a form of philosophical essentialism and toward a pragmatic environmentalism and maybe 

even to reconsider an entire philosophical, literary, and ecological tradition of the elements” 
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(133). This means decentering the elements as omnipotent and godlike actors to instead explore 

“their existing places within elemental flows, viscosities, frequencies, intersections, and 

exchanges of which they partake and belong or by actively situating themselves in these 

elemental regions” (134). Like rhizomes, Macauley believes we should begin to consider 

Empedocles’ four elements as having no beginning or end, but instead an infinitude of 

intersecting lines that crisscross multiple times to create new or act upon already-existing 

connections; indeed, the theory of Love and Strife hints at such an event, wherein the elements 

spilled from the vortex upon the continuous rebalancing of the two forces. When thought of as 

rhizomata, the elements are, like Detroit, networks in flux—changing, re-becoming. If thought of 

alongside Empedocles’ On Nature—as they are interpenetrated with new information brought 

forth by other elements within the network until they compile and create all that we know. Taken 

a bit further, the Love, Strife, and four elements could be considered assemblages of 

nontechnical media, or even delivery-networks. As these actors intertwine and interact with one 

another, they generate affective attunements much like a human would as he or she practiced 

rhetorical delivery in the presence of an audience. In turn, a sort of deliverance may be achieved 

through the activation of greater capacities—an inherent goal of delivery and one I echo 

throughout this dissertation. 

To bring this full circle, my goal in this section has been to present how Empedocles’ 

four elements can be thought of as networks. Considering how they are akin to the 

interconnectedness of a variety of systems proposed by Jeff Rice and his notion of networks as 

the fluid very many, the Love and Strife theory presents instances of the Western elements acting 

upon one another during cosmological inception. The elements altered and changed as they 
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reacted with one another in difference capacities, much like the networks proposed by Rice and 

Latour: 

 For from these elements hat budded all 

 That was or is or evermore shall be –  

 All trees, and men and women, beasts and birds,  

 And fishes nourished in deep waters, aye, 

 The long-lived Gods, in honors excellent. For these are all, and, as they course along 

 Through one another, they take new faces all,  

 By varied mingling and during change. (Leonard, lines 25-31) 

Love and Strife itself could be considered an early account of network theory, with the elements 

acting as nodes and their interrelationships edges. Like cities, places, spaces, brains, and bodies, 

water, earth, fire, and air can influence and persuade other actors within the network. Taken a bit 

further, it is also possible to suggest that the elements interacting with one another form the 

delivery-machines proposed by Morey in Rhetorical Delivery and Digital Technologies. As 

evidenced by the quote above, their interrelationships allowed for the transcended, delivered 

states that Morey discusses in his work, which is an inherent goal of rhetorical delivery. Of 

course, there are some implications with this proposal. Morey’s delivery-networks require, to 

some degree, a human body—the head, hands, feet, fingers, face, and voice—to compile the 

networks that create the affective attunements needed for the act of delivery. But perhaps future 

delivery scholarship could take this up to explore a kind of nonhuman delivery—an exploration 

of how nonhuman bodies practice delivery on other types of bodies by inciting certain affective 

amplitudes; this will not be taken up in this project due to the vastness of its potentials.   
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 But as the elements network, intertwine, and combine at various capacities with one 

another to create what Empedocles’ believes is all that that we know, there arises an opportunity 

to explore how they culminate into infrastructures. As infrastructural media, water, fire, earth, 

air, and aether aid in the “[regulation of] traffic between nature and culture” (Peters, 

“Infrastructuralism” 31).12 As such, these elemental/infrastructural media can be thought of as 

participating in the distribution of content capable of generating emotions, feelings, and affect, 

and generally “altering existence” (Peters, “Infrastructuralism” 33). Thought alongside rhetorical 

delivery terminology and my own work herein, the elements as infrastructural media that stand 

beneath our techne play a role in inciting the delivered states I talk about throughout this 

dissertation. In order to make this clearer, the following section turns to John Durham Peters’ 

idea of infrastructuralism to expand how the elements can be thought of as participating in or 

augmenting the practice of rhetorical delivery.  

Water, Fire, Earth, Air, and Aether as Infrastructural Ideas 

John Durham Peters’ The Marvelous Clouds is a philosophy of elemental media and a 

proposal of how the traditional Western elements are constitutive parts of the infrastructure that 

make and contribute to our sense of being, our habitats, and the materials that we utilize which 

ultimately shape how we act within the world (15). In noting that “media are not only devices of 

information; they are also agencies of order” and that they are “vessels and environments, 

containers of possibility that anchor our existence and make what we are doing possible,” Peters 

expands an already-expansive notion of media to include the natural elements under the banner 

of media theory (2). The idea, perhaps, is not so radical—all media are essentially “ensembles of 

 
12 Historically speaking, traffic has many connotations. As a term that emerged in the in the 14th century, traffic as a 

definition is straight forward: tra from trans and fic from fiacre, meaning to move across. Today traffic is used in 

many contexts, such as drug trafficking or human trafficking, but in the context of infrastructure, traffic should be 

read as “a carrying across, the transport or shipping of goods and meanings from diverse domains” (Peters, 

“Infrastructuralism” 1).  
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natural element and human craft,” from the inception of writing to our most contemporary digital 

technologies, and water, fire, earth, air, and aether (the final element later proposed by Aristotle) 

have been at the center of these technologies since the dawn of humankind (3). This expansion of 

media radically changes how we can think about rhetoric and its relationship with nontraditional 

media. Whereas many scholars today contribute to the field of rhetoric through a digital lens, 

Peters’ proposal creates opportunities to examine how the elements are used as rhetorical devices 

capable of persuasion. And as I see it, Morey’s Rhetorical Delivery and Digital Technologies 

provides, in some ways, a blueprint for how the elements can be thought of as participating 

within rhetorical delivery, much like images, video, sounds, networks, and code; this is taken up 

more clearly in the following chapter, when I present my own shaman-like deliverer who 

practices elemental delivery—the elemental deliverer.  

 Peters’ intellectual contributions to the field of media draws from a range of media 

theorists, including Marshall McLuhan, André Leroi-Gourhan, Harold Innis, Friedrich Kittler, 

Martin Heidegger, Bernard Stiegler, Bruno Latour, and even Ralph Waldo Emerson to stretch the 

idea of media beyond its semiotic dimensions to include the natural elements. Though the move 

seems wholly original in the 21st century, the idea of the elements-as-media has roots that can be 

traced back to ancient Greece and Rome. The idea of a medium was first hinted at by Aristotle as 

metaxu in Plato’s work Symposium. The concept, meaning “in-between” or “middle ground” (or 

perhaps even the chora as written by Thomas Rickert in his piece “Toward the Emplaced 

Invention Chora: Kristeva, Derrida, and Ulmer on Invention”) suggests that reality is based on 

perception, and that individuals see reality differently as they traverse through life and their 

individual experiences impact how they perceive different things. Some such things that may 

impact their perception are the periekhon—clouds, the atmosphere, weather, climate, and air—
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and general notions of the elements (water, fire, earth, air, and aether). Thomas Aquinas would 

later build upon the idea of metaxu and present the term medium to, in a similar fashion as 

Aristotle, to explore the “missing link” in seeing; ever since, “media have always stepped in to 

fill the environmental gaps to explain contact at a distance” (Peters, The Marvelous Clouds 47).  

 After Thomas Aquinas, Isaac Newton took up the idea of medium in a more transparent 

manner to move beyond the imperceptible betweenness that takes place as humans examine an 

object—light, for example. By the nineteenth century, the term medium came to describe more 

human-specific symbols and meanings, and new modes of communication. The telegraph is 

perhaps the first medium that “combined physical phenomena long observed in nature (speedy 

immaterial processes) with an old social practice (writing to distant correspondents),” and this 

“new concept of medium blurred together signal (physics) and symbol (semiotics), yielding 

some of the conceptual messes around ‘communication’ that still haunt us” (47). In other words, 

even though the term media was becoming synonymous with electronic communication 

technologies and infrastructures and delivery systems, there was still an inclusion of the 

imperceptible elements that were of interest to ancient philosophers. In order to properly 

capitalize upon these imperceptible communicative opportunities, we had to attune ourselves 

with the telegraph. Casey Boyle in Rhetoric as a Posthuman Practice, which I utilize more in the 

following chapter, illustrates this point by turning to an 1899 article written by William Lowe 

Bryan and Noble Harter that examined how proper use of the telegraph is an embodied activity. 

As quoted by Boyles’ from Bryan and Harter’s work: “in mastering an occupation, doubtless the 

whole man is involved, body and mind, sensation and movement, thought, interest, imagination, 

will—innumerable known and unknown aspects of our psycho-physical live” (qtd. in Boyles 28); 

this is somewhat like how my project in chapter 5 works, which uses natural user interface 
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technologies to allow participants to reenact bodily poses from Gilbert Austin’s Chironomia; or 

a Treatise on Rhetorical Delivery.  

Today, media theorists are mostly interested in mass communication technologies like 

radio, television, cinema, newspapers, writing, books, cellphones, videogames, and so on, 

(though they are certainly not bound to such fields). To a certain degree, Peters’ The Marvelous 

Clouds is still a commentary on mass communication technologies, but he approaches these 

media through an analysis of how these technologies are infrastructurally composed of the 

classical elements—an analytical practice he refers to as infrastructuralism. As a “doctrine” for 

the idea of the “media that stand under,” infrastructuralism examines the basic, boring, mundane 

media that Peters believes do all the work “behind the scenes” that may not be entirely 

understood but still play a prevalent role in our daily lives (33). Inspired by such thinkers as Karl 

Marx, Sigmund Freud and his contemporary Edmund Husserl, Charles Darwin, and Ferdinand de 

Saussure, infrastructuralism is an analysis of the concealed or camouflaged elements behind life, 

society, gender, race, and language. For Peters (and other scholars, like Lisa Parks), 

infrastructures are systems that are nearly forgotten yet still play a prevalent role in our lives; 

sewers, for example, are infrastructural systems buried underneath the ground. As a society, we 

rarely take notice of infrastructures until something goes awry—the internet crashes, waterpipes 

burst, the electricity goes out—but they are crucial in how we operate—a point made by Sarah 

Susan Leigh Star and Karen Ruhleder in their work “Steps Toward an Ecology of 

Infrastructure.” But in The Marvelous Clouds, infrastructures go beyond our humanmade 

systems to take the elements into consideration.  

 The Marvelous Clouds analyzes water, fire, earth, air, and aether as media that stand 

under, and each chapter is dedicated to a specific element and the role it has played in human 
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techne—culture, craftsmanship, or art. Chapter 2, “Of Cetaceans and Ships; or, The Moorings of 

Our Being,” for example, takes up water, “the media of all media, the fountain from which all 

life on earth emerged” (53); water, quite literally, is the infrastructure of life. The primary 

examples of water serving as an infrastructural media for our techne that Peters established 

comes through an analysis of various techniques used by aquatic animals such as dolphins and 

whales, and a consideration of the ways that their own embodied techniques differ from our own 

due to their environment. Like humans, cetaceans evolved because of their inhabited 

environment, which allows them to manipulate their surroundings through feats such as sonar 

communication. Their ears, noses, throats, and eyesight are all radically different than ours, 

having adapted to suit the light-strained, airless quality of life, and they have long-since been the 

subject of research and analysis, spanning as far back as the ancient Greeks who believed they 

were an idealized representation of humans. But the point of Peters’ analysis of water media is 

not necessarily what cetaceans do in the water; rather, it is an analysis of what humans cannot do 

in the water, and the ways that our attempts to master the water has spilled over and driven our 

own culture forward.  

 Unlike cetaceans, humans must traverse the sea by ship, a techne exclusive to humans. 

For Peters, the ship is a metaphor that “transports passengers and cargo from one place to 

another” as well as an “arch-medium that reveals the ontological indiscernibility of medium and 

world” (102); this is made evident when a sailor navigates the open seas by means such as astral 

navigation, relying on the position of the stars to determine the physical location of the ship. But 

for Peters, the ship is a reminder to us of our relationships with other media and our dependence 

on media to navigate and make sense of the world. The ship is more than just a ship—it is a hub 

for our relationship with calendars, lines, points, weights, measures, compasses, clocks, 
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fireplaces, and numerous other media made possible by our inability to master the water without 

techne (114). In turn, this relationship alters our own being and changes the course of our 

actions.  

 Water as an infrastructural medium represents the ways that other elements should be 

considered infrastructural media as well. Writing about fire, for example, Peters assesses that it is 

the element responsible for the growth of humans, or deliverance, were I to use my own 

terminology, dating back to the prehistoric era and homo erectus. The ancient Greeks wrote of 

Prometheus stealing fire from Epimetheus which drove all human ingenuity, and throughout 

history it has served as a medium because of its ability to malleate ink, metal, chemicals, 

ceramics, and create smoke and ash—so long as one can master the technique needed. It is 

responsible for cooking, heating, creating tools, and providing light. The Industrial Revolution 

was made possible by manipulation of fire and earth (an element which Peters intertwines in his 

analysis of other elements). Fire is responsible for nearly all our technological advancements, 

and even some of our biggest failures—global warming, nuclear war, etc. It is responsible for all 

life on earth and “everything alive is on fire” (163). It has allowed us to domesticate plants via 

farming while, in turn, allowing for photosynthesis and making the oxygen we breathe. 

Variations in temperature can alter, if not outright destroy, quality of life. It is responsible for the 

domestication of animals (cows, cats, dogs, pigs, horses, goats, and sheep being the most 

notable) and protection against predators. At its core, however, fire has mediated all aspects of 

human life, from the dawn of earliest humanoids to the processors in our most advanced 

computers. Without it, humans would have never come to be. 

Peters also takes up earth, air, and aethereal media in a similar manner. Regarding earth, 

he proposes that the solidness of earthly materials (i.e., rocks, stone, trees, etc.) allowed for the 
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inception of writing; it also aided in the rhetorical delivery process of the Pnyx I and II, wherein 

deliverers were found to be more effective in areas that offered natural acoustic systems. “Sky” 

media (both air and aether), on the other hand, governed societies through both the stars (aether) 

and such creations as bell towers that stand high in the sky and organize people when they ring 

for, say, religious ceremonies. In chapter 4, I take up Peters’ notion of aether in an analysis of 

rhetorical gestures in Gilbert Austin’s work Chironomia; or a Treatise on Rhetorical Delivery. 

Regardless of which element Peters takes up, his argument  harkens back to the idea that water, 

fire, earth, air, and aether are infrastructures that work behind the scenes and allow other media 

to operate or come into being.  

None of these elements stand alone, however. Like Empedocles, Peters’ is aware of the 

interconnectedness between water, fire, earth, air, and aether, but his approach is more grounded; 

that is, The Marvelous Clouds presents examples of compilations of elemental networks as the 

infrastructures that comprise our techne. When he writes of the ship, for example, he emphasizes 

that it is not solely a water medium. Rather, the ship is a conglomerate of elements that humans 

combine at different capacities, that allow for such arts as “navigation, steering, leverage, 

reading the sky and stars, mapping, timekeeping documentation, carpentry, waterproofing. . . fire 

control, ballast, alarm calls, and political hierarchy” fundamentally change humans. Perhaps said 

best by Peters, “the mix of natural element (the sea), a craft (the ship), and skills (navigating, 

steering, prognosticating, disciplining) make this ensemble a cultural technique of the first rank” 

(105). And the other elements taken up in his work also speak to their interconnectedness; rarely 

are the elements talked about singularly. We combine fire with earth to create metals and other 

materials that are used in the construction of air media (like the aforementioned bell towers), the 
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position of the stars provided a blueprint for humans to create primitive calendars on papyrus 

provided from element earth, and so on.  

Peters’ contention that the traditional Western elements are infrastructural media suggests 

that the elements are media embedded in relations with both physis (the natural world) and 

techne. Perhaps considered radical in the 21st century (in the introduction to his work, he 

describe the looks he got when he told his peers he was writing a book on this topic), the notion 

is not so different than Empedocles’ claim in On Nature that Love, Strife, and the four elements 

are responsible for cosmological inception, including humans, beasts, and all matter both organic 

and inorganic. His more anthropocentric approach (as opposed to Empedocles, who would have 

considered them more omnipotent) in presenting the elements as media highlights a longstanding 

history of the interconnectedness between humans and water, fire, earth, air, and aether. The 

elements have instead served as the ‘contents’ of our infrastructures, and our utilization of them 

is ultimately responsible for driving human culture forward; that is, the elements as 

infrastructural media have paved and repaved the roads that we traverse.  

Peters’ The Marvelous Clouds and his proposal of infrastructuralism have offered me a 

route to conceptualize a practice in which the classical elements participate in rhetorical delivery; 

this is due to how he positions the elements as “ensembles of natural element and human craft” 

(3). Though his work is not concerned with rhetorical delivery (or rhetoric more broadly), there 

is an underlying resonance with communication, and in one chapter he even provides an 

infrastructural analysis on element earth as it relates to embodiment and inscription techniques 

which I take up more in the following chapter. Thus, The Marvelous Clouds alludes not 

necessarily to the act of rhetorical delivery, but instead to how things are delivered through 

media that are infrastructurally composed of the classical elements. For example, when a 
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company such as CBS or NBC delivers a television program to the TV sets of homes and 

businesses, it done so through telecommunications technologies that are a culmination of 

different elements. In the following chapter, I present my own example of this by showcasing 

how the elements infrastructurally participate in gesticulative acts and augment our ability to 

create an affective attunement with an audience—our delivery.  

I propose elemental delivery as a concept that closes the gap between rhetorical delivery 

and the classical elements as infrastructural media. As a practice in which the classical elements 

participate in, and augment, rhetorical delivery, elemental delivery is an exercise in which the 

elements infrastructurally stand underneath the content that we deliver that generates an affective 

attunement with our audience. In some ways elemental delivery is not unlike Sean Morey’s idea 

of delivery-networks, in that they are both commentaries on how certain infrastructures 

participate within our content. They differ, however, in scope. Sean Morey’s ideas of delivery-

networks are mostly concerned with digital technologies (though there are brief instances where 

he mentions nondigital delivery networks) as a whole, and their ability to enhance the delivery of 

one’s content. Elemental delivery, on the other hand, advocates for a closer examination of the 

minute media (in my case, the classical elements—water, fire, earth, air, and aether) that 

participate in rhetorical delivery.13 For example, in the following chapter I present an analysis of 

who practices elemental delivery through a close examination of the relationship between 

Paleolithic hominins and the primitive art they created through a combination of various gestures 

and element earth, and how this incited deliverance.  

Conclusion 

 
13 This may also be one way to differentiate between networks and infrastructures; that is, networks emphasize how 

many different things influence and constitute one another, whereas infrastructures emphasize a closer examination 

of how something is influenced internally through specific parts of the greater whole.    
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My practice of a rhetorical, elemental delivery situates the elements as infrastructures via 

the work of John Durham Peters, whose notion of infrastructure includes “hard” and “soft” 

systems, and material and cultural infrastructures: 

Dams and websites, highways and protocols are equally infrastructural. There can be 

lightweight and portable as well as heavy and fixed infrastructures. The romans built 

cities, roads, and aqueducts, but the Greeks and Jews built mathematics and history, 

philosophy and ethics, music and holidays, and the softer infrastructure of the latter are 

much more functionally alive today than the concrete opera of the Romans.” 

(“Infrastructuralism” 41) 

From a definitional standpoint, Peters mostly works from Paul N Edwards, Geoffrey C. Bowker, 

Steven J. Jackson, and Robin Williams’ article “Infrastructure and Modernity,” wherein 

infrastructures are “large, force-amplifying systems that connect people and institutions across 

large scales of space and time” (221). This definition, in a way, resonates with the inherent goal 

of rhetorical delivery: to utilize the body in the most effective manner to lead an audience to a 

state of deliverance. In delivery, the body is quite literally a “force-amplifying system” that seeks 

to connect people together, and in the digital age, this is even made possible across “large scales 

of space and time” (Peters, The Marvelous Clouds 31). The body’s ability to do this was the 

reason why many scholars believe Aristotle thought the canon to be vile, in that it could amplify 

the emotions of an audience to see beyond reason.  

 But Peters’ theory of infrastructuralism is what provided me means to conceptualize a 

practice in which the classical elements are participants in the practice of rhetorical delivery. 

With its “fascination for the basic, the boring, the mundane, and all the mischievous work done 

behind the scenes,” infrastructuralism is “a doctrine of environments and small differences, of 
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strait gates and the needle’s eye, of things not understood that stand under our worlds” (33). In 

short, infrastructuralism is an analysis of the “media that stand under”—the concealed media that 

culminate into other media and create the systems that we regularly engage with, and that seek to 

make invisible environments visible (33). As I noted earlier, infrastructural media can be 

anything—waters, sewers, electrical and cable lines, the internet towers that transmit WiFi. 

Perhaps delivery itself could be thought under the auspices of infrastructuralism; delivery is, 

after, not only the message, but the concealed techniques that stand under that allow one to better 

deliver the message, such as the utilization of the fingers, the proper tone of voice, or the right 

stance and facial expression to suit the content. But Peters’ approach in The Marvelous Clouds, 

which has influenced my own herein, is to examine the five traditional Western elements as 

infrastructural media. For Peters, these are the media that are at the core of our technologies; this 

is also a similar thought that was held by Empedocles of Acragas that was proposed nearly 2500 

years ago, in that they were the basic building blocks of cosmology.  

 Each chapter in Peters’ work is dedicated to illuminating the ways that the elements are 

intertwined and combined at different capacities to create our technologies, both digital and 

nondigital. Water combines with earth to create ships, earth combines with fires to create certain 

materials for the ship, the stars provide techniques for navigation used by the captain, and so on. 

In one sense, the book is about how the elements provide us a means to create these 

infrastructures that govern our daily lives. Though the work is unlike Sean Morey’s Rhetorical 

Delivery and Digital Technologies, there is a resonation between the two, in that Peters’ proposal 

of the elements-as-infrastructures are akin to delivery-networks. Each augment humans, and they 

are both a commentary on how specific media participate within our culture and society. 

Whereas Peters examines this relationship through the classical elements to propose how they 
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are at the center, the infrastructures, of our techne and physis, Morey is more interested in how 

they bolster our ability to create affective attunements with an audience via digital media.  

As this chapter has made clear, I am interested in combining Morey’s and Peters’ 

respective ideas to propose the idea of elemental delivery. Morey is, I believe, close to hinting at 

these delivery/elemental networks, wherein he mentions mediators such as the shaman 

throughout his book, or the ways that the wind (element air, as I suggested) impacted one’s 

ability to speak loudly within the Pnyx, but he forgoes the opportunity to explore this route in 

favor of a more critical analysis of digital technologies and their roles within the process of 

delivery. On a broader scale, however, the practice of elemental delivery is a means to make 

visible the conditions that allow rhetoric possible. To put into Peters’ words, “it opens up vast 

horizons of wildness” and it allows us to understand delivery and rhetoric more broadly as a mix 

of nature and craft (“Infrastructures” 46). Nature, of course, can be broader than just the classical 

elements—that is simply the route I have chosen to take throughout this dissertation.14 

Though this chapter was limited to presenting a foundation for elemental delivery, the 

next two chapters will offer more practical examples. The following chapter, “Elemental 

Mediations,” will present who might practice elemental delivery. This is accomplished by 

turning to traditional notions of the shaman and the writings of Morey’s electrate deliverer or 

digital shaman to present my own unique, shaman-like deliverer, the elemental deliverer, or one 

who showcases how the elements have a participatory role in the content that one delivers to 

generate an affective attunement with his or her audience. Chapter 4, on the other hand, works 

exclusively with Gilbert Austin to introduce another touchpoint of elemental delivery and 

 
14 In one iteration of this project, I proposed the term infrastructural delivery. Eventually, I felt that because my 

emphasis was on the traditional Western elements that a more focused term would be elemental delivery.  
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explore how the elements are participatory agents within his notational system, Chironomia; or a 

Treatise on Rhetorical Delivery  

CHAPTER 3: Elemental Mediations 

In the first chapter of this project, I provided a mystoreographical preamble that presented 

various puncta, or stings of memory, that led to the inception of this project, which included my 

introduction to elemental media theory, traditional and contemporary rhetorical delivery, and 

physical computing scholarship. In addition to this preamble, I described  the controlling 

exigence of this project for the field of rhetorical delivery, noting the issues, problems, and 

situations that the canon has faced beginning with philosophers from the classical era (Aristotle, 

Demosthenes, Cicero, and Quintilian) to our more contemporary notions of the canon in the 21st 

century. Though the exigence provided was by no means exhaustive, its goal was to introduce 

how I would expand the canon of delivery to examine the ways that the traditional Western 

elements—water, fire, earth, air, and aether—acted as participants within our gesticulative acts.    

In the previous chapter, I built upon Sean Morey’s idea of delivery-networks to propose a 

new take on the rhetorical canon of delivery—elemental delivery, or an infrastructural 

examination of the classical elements as they participate in, and augment, rhetorical delivery. To 

build this concept, I first situated the elements as infrastructures through an analysis of 

Empedocles’ work On Nature, noting the ways that his theory of Love and Strife told the history 

of cosmological inception through a vortex that expelled the classical elements—water, fire, 

earth, and air. As these elements were expelled, they intertwined with one another in various 

capacities, ultimately becoming physical and material—infrastructural—compilations of 

different matter, such as the heavens, sun, stars, moon, and all life on Earth. By situating the 
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elements as infrastructural media that “stand under” other media, I proposed that water, fire, 

earth, air, and aether could be examined as participants that augment rhetorical delivery.  

In this chapter, I continue building the concept of elemental delivery by exploring who 

practices elemental delivery. The shaman-like practitioner that I refer to as the elemental 

deliverer invokes the natural elements while participating in rhetorical delivery. To build 

examples of how the natural elements participate alongside deliverers, I focus on one specific 

embodied trait of rhetorical delivery—gesticulation. As one of the three traditional traits of 

rhetorical delivery, I chose gesticulation over voice and mien for three reasons. First, gesture 

plays a significant role in André Leroi-Gourhan’s Gesture and Speech and John Durham Peters’ 

The Marvelous Clouds, both of which are works I turn to in the coming pages. Second, part of 

this project in its entirety seeks to enliven the Elocution movement, which contemporary delivery 

scholarship has largely neglected up to this point. And third, gesticulation has seen a resurgence 

in scholarship in light of digital technologies and posthuman theory, which plays a pivotal role in 

chapter 5 of this work by exploring the relationship between another element (aether), 

gesticulation, and more contemporary technologies capable of tracking the body. Future work 

could explore the role of voice and mien in an could not lend themselves well to an analysis of 

the relationship between the elements and delivery. For example, in the first chapter, I referenced 

the relationship between voice and elements by extending Morey’s ideas that the Pnyx I and 

Pnyx II, public venues in ancient Greece, aided in an orator’s delivery. In this case, the 

composition of element earth (i.e., the Pnyx’s hillside) was responsible for the venue’s acoustics. 

In addition to focusing on one aspect of rhetorical delivery, which would be too large of a 

task for one chapter, the coming pages analyze the role of element earth, given its peculiar 

relationship with the body. As I have argued, the elements rarely exist in singularity; rather, they 
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network with one another and combine at different capacities to provide the infrastructures for 

further media. Thus, while this chapter is mostly concerned with element earth, this element 

overlaps with other elements (water and fire, for example).   

Shamanic Roots  

In order to explore who practices an elemental delivery by utilizing element earth through 

gesticulative acts, I turn to a mediator that showcases how one utilized the elements to 

effectively deliver content that created an affective attunement with his or her audience: the 

shaman. The term shaman refers to a practitioner of Shamanism, a term that originated from 

Siberia and Central Asia. Historically, however, shamanism may date as far back as the Lower 

Paleolithic (2.5 million years ago to 250,000 B.C.), at a time when the most primitive religions 

were coming into being. In Shamans, Sorcerers, and Saints: A Prehistory of Religion, Brian 

Hayden suggests that primitive religions be thought of in five different stages: 1) concepts of the 

soul and an afterlife; 2) generalized rituals and initiations; 3) animal cults; 4) possible ancestor 

cults; and 5) possible shamanism (95). Historical records date the first instance of cultural 

artifacts that resemble ideas of an afterlife approximately 3 million years ago, which may serve 

as a precursor to shamanic ideologies. Found in Makapansgat, South Africa, a reddish-brown 

jasper cobble known as the “Pakapansgat Pebble” is naturally eroded in such a way that it 

resembles a human face. Not native to the area it was found, archaeologists suggest that hunter-

gatherers picked up, carried, and anthropomorphized the cobble stone—an indication that 

primitive humans had, in some capacity, self-awareness or thoughts on spirituality (95).  

Other indications of primitive religions found throughout the Lower Paleolithic era 

include ritualistic sites of cannibalism, bone carvings found in the de-skinned skulls of early 

hominins, and “extravagant” burial sites with individuals buried with beads, which further 



60 

suggest primitive ideas of an afterlife. But the most indicative sign of primitive rituals would not 

come until the Middle/Upper era, in the form of red ochre “paint” that was used to decorate 

objects or ritual sites like cave walls. For many archaeologists, Hayden included, red ochre is 

perhaps the most definitive indication that rituals were practiced by early hominins. One of the 

earliest known cave paintings in la grotte de Roucadour (placed around 37,000 years ago and 

referred to as the Aurignacian period) in France shows how ancient peoples in the Middle/Upper 

Paleolithic eras decorated with primitive paint, oftentimes mixed from a combination of ochre, 

charcoal, spit, and animal fat. This particular cave was decorated with tracings of hands, but 

others were decorated with more abstract symbols, animals, or people.  

 Decorated caves like la grotte de Roucadour offer compelling evidence for shaman, who 

were likely powerful individuals in hunter-gatherer tribes. is possible that more “primitive” 

shamans were practicing as early as 250,000 years ago as evidenced by artwork on burial sites 

representing ideas of the soul (Lewis Williams and Dowson). Most scholars studying Paleolithic 

shamanism agree that these sites were used for ecstatic ritualism performed during Paleolithic 

eras, and that they were akin to “sanctuaries for elite initiations and rituals” designed to “make 

powerful impressions on people” (Hayden 125). Some scholars, like Andreas Lommel, even go 

as far to suggest that shamanic individuals were responsible for the creation of art. Though it 

may be impossible to discern what, exactly, these early rituals entailed, Hayden claims that all 

sacred areas used for rituals “serve as the portal to supernatural dimensions” (103). While not all 

ritual sites took place in caves (evidence shows some were simply under overhangs of rocks), 

caves, as dark, looming places, invoke the supernatural. As noted by Rickert in “Rhetorical 

Prehistory and the Paleolithic:”  
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They (caves) isolate, muffle, disorient. Left alone in the total darkness of a cave, human 

beings soon begin to hallucinate, no different than in an isolation chamber. All human 

beings do this. Paleolithic peoples experienced this too, and the mixture of image, sound, 

and environment demonstrates that they were quite aware of how to carve out a theater of 

the sacred—a multimodal machine for bringing the divine world into the mundane world. 

(367) 

Inducing oneself into a kind of ecstatic, trance-like state is, perhaps, “the essence of shamanism,” 

and in doing so, shaman were thought to perform useful tasks such as “healing a person by 

recovering their soul, fighting off destructive spirits, obtaining information about the location of 

game, or guiding the dead to the land of spirits” (Hayden 46). Of all definitions of the 

shaman, Åke Hultkrantz’s is perhaps the most widely regarded, in which he or she is defined as a 

“social functionary who, with the help of guardian spirits, attains ecstasy in order to create a 

rapport with the supernatural world on behalf of his group members” (qtd. in Hayden 34).  

 The shaman’s moments of ecstasy and trances separate them from other practitioners 

such as  the priest, mystic, druid, or magicians, who rarely entered ecstatic states to aid their 

community. The definition of trance, however, varies considerably, from anthropological 

literature to psychological definitions, as noted by Manvir Singh in “The cultural evolution of 

shamanism.” The following definition slightly changed from his article suffices: an altered state 

of consciousness that deviates one from normal psychological behaviors (2). Altered conscious 

states vary considerably, and may include daydreaming, energetic states, endorphin highs, being 

drunk or under the influence of drugs that distort notions of space/time, and so on. Gilbert 

Rouget in Music and Trances argues that there are two distinct forms: 1) hallucinations, which 

are typically intentional/self-induced; and 2) possessions, which are triggered by extreme duress 
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(6-11). How one induces these ecstatic states varies, but some such ways include physiological 

techniques such as purposefully undergoing fatigue/sleep deprivation, taking drugs, exposing 

oneself to extreme temperatures. It might also involve mental techniques, such as an overloading 

of stimulation to, in a sense, shut the brain down.  

 Upon entering a trance, shaman are thought to travel to a spirit realm to “retrieve the vital 

force, or soul, of someone who is sick or to obtain other important commodity from the beings 

that inhibit that realm (fire, the year’s grain harvest, information on the hunt), or to keep the 

forces of destruction at bay for the community” (Hayden 77). Though different cultures have 

different beliefs, Hayden summarizes that there are three levels through which a shaman 

traverses: the upper level, the middle level, and the underworld. Each level contains different 

entities which a shaman may be seeking. For example, the upper level is where spirits reside; the 

middle level is where humans and animals reside, and the underworld is where earth spirits, 

fairies, gnomes, and the dead or unborn reside (77-79). In order to access these areas, shaman 

travel through the axis mundi, or “the world tree”—the path that connects them to the 

supernatural.  

Of course, shamanism varies throughout the world, and Australian Aborigines in the 

Upper Paleolithic likely practiced a different form of shamanism than their “European” 

counterparts, even though they each utilized caves for artistic, shamanic endeavors. But 

providing more of an in-depth overview of the history of shamanism is beyond the scope of this 

paper. As a rhetorical researcher, I could not accurately portray the intricacies of their history in 

a manner I would be comfortable with, and instead defer this to the works of Mircea Eliade, 

Piers Vitebsky, or Brian Hayden. Other works, like Gloria Anzaldua’s Borderlands/La Frontera: 
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The New Mestiza take up the shaman as an embodied metaphor for an individual who exists 

between different planes, have inspired my own take herein.15  

Electric Shaman 

My undertaking of the shaman is indebted to Sean Morey’s Rhetorical Delivery and 

Digital Technologies, though this time inspiration primarily comes from chapter 4, “Becoming 

Shaman—Delivering the Invisible.” Historically, there have been many different sects of 

shamanism, and while their practices differ by location, there are some underlying features of 

shamanism which appear to hold true across the religious system. So rather than working with, 

say, Siberian shamans, Morey works from their more general traits to build his own idea of a 

metaphorical, 21st century electrate deliverer/digital shaman and what that might look like:  

First, shamans provide a service to their community, much like the rhetorical deliverer, 

that allows the community to solve problems collectively. Shamans also, serving as an 

intermediary between physical and psychic worlds, explore the unconscious states of both 

individuals and communicates (which, in effect and affect, are often the same). But in 

this capacity as intermediary, shamans perhaps provide their most important function as a 

relay by showing how to enter into and navigate alternate, often invisible worlds that 

affect the common physical world that we normally experience: they have telepathic 

powers.” (138) 

In his quest to establish a 21st century shaman, Morey draws from many scholars, the first 

of whom is Gordon Teskey. As a Professor of English at Harvard, Teskey is mostly known for 

his work on Renaissance poetry and art. In his work Delirious Milton: The Fate of the Poet in 

 
15 Gloria Anzaldua’s Borderlands/La Frontera: The New Mestiza approaches the “shaman” as a person who exists, 

or lives, between different “geographical” borders. Latinas/Latinos, for example, oftentimes live on the border of 

Mexico and the United States and have assimilated themselves into both cultures. While I am not explicitly 

concerned with geographical borders, I am interested in the ways that the shaman is one who serves as a mediator 

between places and times.  
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Modernity, Teskey situates the artist-as-shaman by noting how they both mediate spiritual power 

through art—a move that finds inspiration from Joseph Beuys, who himself had a life-changing 

experience with a shaman. Teskey writes that “for every person, aided by magical substances 

deployed in the spiritual practice of art, may become a means of communicating cosmic 

energy”—the same energy that is employed by shaman (qtd. in Morey 138). Morey situates this 

idea of cosmic energy within the canon of rhetorical delivery to suggest that artists and shaman 

alike are deliverers given that they each communicate through subtle, affective means. Thus, the 

artist-as-shaman is a model for Morey’s electrate-deliverer, in that both capitalize on affective, 

imperceptible channels of communication to elicit an emotional response within their audience 

that ultimately lead to their deliverance;16 this is an important facet of shamanism that I take up 

in the coming pages. 

 In addition to Gordon Teskey, Morey draws on Deleuze and Guattari’s “Body without 

Organs,” or “BwO” to further establish his idea of a digital shaman. Quoting Brian Massumi’s 

analysis of Deleuze and Guattari’s BwO, Morey approaches the ways that a “body” is an 

“endless weaving together of singular states, each of which is an integration of one or more 

impulses” (qtd. in Morey 127). These impulses are potentialities, or capacities, of a body. But 

due to the homeostatic nature of the body, and its self-regulating processes, the body becomes 

organ-ized, which puts constraints on those potentialities. In essence, the BwO is the body 

without these constraints—a body that can realize its fullest potential. Through “erogenous 

zones” as Brian Massumi calls them, or sites of affectation, the body creates new, unorgan-ized 

organs that offer an array of possibilities, unconstrained by the body’s desire to self-regulate 

 
16 As a reminder from the previous chapters, I posit it deliverance as it relates to rhetorical delivery as the activation 

of greater capacities achieved by inciting emotions or feelings within an audience. Throughout this chapter, I 

examine element earth (not digital technologies), as it was utilized by Paleolithic humans, as a tool to accomplish 

this. 
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(qtd. in Morey 127). For Morey, the act of delivery is crucial in creating intensities within the 

BwO that entice it to reach those capacities: delivery “[makes] an audience develop the organs it 

needs to feel the unspeakable effects of the “speaker” (Morey 12). For example, Cicero, of all 

ancient orators, would have likely been the most masterful at inciting the BwO by stirring up 

emotions—which allows the creation of new organs—of an audience so that they could be led 

toward deliverance, or a greater state of being. And to harken back to earlier chapters, he was 

known for doing this by compiling delivery-networks. For example, Cicero was known for 

pointing toward statues during an oration to arouse the emotions of an audience to more 

effectively deliver his message.   

Morey uses Deleuze and Guattari’s BwO to establish a digital shaman because shamans 

were traditionally known for creating avenues, or perhaps “organs,” within their audience that 

would provide them a means to achieve greater capacities, or deliverance to use his terms. 

Additionally, shaman, when in trance, were thought to shed away the constraints of the body. In 

doing this, they could theoretically attach new organs and create new routes of affective 

amplitudes that would allow them to better connect with their audience. Morey, again, pulls from 

Deleuze and Guattari to refer to this act as a kind of “schizo-logic,” or an ability to control the 

sort of “madness” that comes from being able to transcend beyond the body and into different 

layers of the world. In this sense, shaman have the capabilities to disconnect and branch out in 

numerous ways that offers them an ability to lead their audience to new states of being.  

 Through the more traditional traits of the shaman, Gregory Ulmer, Gordon Teskey, and 

Deleuze and Guattari, Morey establishes his electrate deliverer/digital shaman as one who knows 

how to utilize contemporary technologies to “reach the unconscious spirits within herself so that 

she can interact with invisible spirits in present and alternate realities or worlds” (149). Rather 
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than transcending to the spirit world, however, the 21st century shaman (for Morey) transcends 

themselves in the digital world using networked technologies—delivery-machines, which were 

elaborated upon in the previous chapter—like the internet to create new ways to deliver.17 In 

doing so, they can become mediators that provide an individual or community “practical reason, 

making them aware of the intersection of the invisible and visible worlds, where the problems 

lie, and what solutions may be taken” (12).  In other words, classical antiquity’s notion of the 

deliverer is akin to the shaman via its ability to guide the individual or collective community 

toward a new state of being; both were wholly familiar with the tools that were available, notably 

the body and natural/humanmade surroundings, and they used these tools to their advantage. 

Today, the role is essentially the same, but the techniques have changed. The electrate 

deliverer/digital shaman still relies on the body, but its trance-like state is not traveling through 

other layers of the world; instead, electrate deliverers travel through the digital world to 

encourage the growth of new organs within their audience via contemporary, networked 

technologies.  

The Elemental Deliverer 

Like Morey, I utilize the shaman in a more metaphorical than a literal undertaking 

However, I revisit the traditional notion of the shaman to explore how they have acted as 

deliverers and intermediaries through elements beyond the digital, much of which was 

historically made possible through the classical elements. Thus, in addition to Morey, this move 

finds itself indebted to Thomas Rickert’s article “Rhetorical Prehistory and the Paleolithic,” 

which situates rhetoric in eras long before Greek notions of the art came to be through  

 
17 To reiterate, contemporary scholarship on infrastructures and posthumanism is seeking to eliminate the supposed 

boundary between the physical and digital; this is simply Morey’s approach throughout Rhetorical Delivery and 

Digital Technologies.  
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sociomaterials like beads and plaques, as well as  rhetoric’s integration in prehistoric cave 

paintings by practitioners of early shamanism.  

Throughout “Rhetorical Prehistory,” Rickert extends Karan Barad’s notion of intra-

action presented in Meeting the Universe Halfway, which suggests that that the boundaries 

between subject and object are indistinctive—a scientific contention made through such 

examples as questioning what we touch given that everything is made of atoms. She argues that 

touch is, in fact, our brain attempting to make meaning of matter via electron repulsion; thus, 

subject/object or meaning/matter are entangled. In Barad’s theory, separating networks is only 

made possible through intra-action: 

Meaning is not an ideality; meaning is material. And matter isn’t what exists separately 

from meaning. Mattering is a matter of what comes to matter and what doesn’t. 

Difference isn’t given. It isn’t fixed. Subject and object, wave and particle, position and 

momentum do not exist outside of specific intra-actions that enact cuts that make 

separations—not absolute separations, but only contingent separations—within 

phenomena. (175)  

Intra-action suggests that agency exists as a dynamic set of forces, and that ‘things,’ whether 

technological apparatuses, individual people, or a combination thereof, operate inseparably from 

other processes within the network; one micro-exchange affects another, which in turn affects 

another, and so on.  Barad’s theory echoes sentiments of my undertaking in the previous chapter, 

when I took up the ways that Empedocles’ cosmogony was a kind of affective network, in which 

the elements continuously built upon one another to compile everything that we know.  

Rickert extends Barad’s concepts of intra-action and entanglement by applying these 

concepts to describe how matter and meaning scaffold one another. In turn, he suggests that 
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“cultural achievements coalesce by recruiting from other achievements, necessitating that as they 

shake out and diverge through time, they harbor within them traces of those previously forms” 

(354). Rhetoric is no different, then, in that it “does not arrive on the scene as fully formed. 

Rather, it emerges out of needs (and not only bare survival), assembled and innovated from 

simpler or previously unassociated achievements” (357). Though the typical move in rhetorical 

history is to begin with the ancient Greeks, Rickert suggests that rhetoric’s roots can be traced to 

Paleolithic cultures via their artistic endeavors that included music, cave paintings, art, language, 

and primitive technologies. Collectively, these intertwined activities provided opportunities for 

sociocultural innovation through minute, incremental achievements over vast quantities of time, 

while creating new senses of the self for individuals.  

Much of Rickert’s “Rhetorical Prehistory” analyzes cave paintings throughout the 

Paleolithic era, from France’s Chauvet Cave to the San of South Africa’s paintings on open rock 

walls. Given that evidence suggests these paintings and sites were ritualistic (they involved 

music, dancing, vocalizations, touching, etc.), Rickert argues that rhetoricity inhabits these caves 

given their unique abilities to evoke supernatural and spiritual feelings via the intertwining of 

human ingenuity, their biological potential, and environmental affordances (367). For him, this 

means that caves played an important role in 1) transcending early hominins spiritually and 

socio-culturally; and 2) leading to fuller ideas of rhetoric that emerged later in classical antiquity. 

At the core of both were the shamanic experiences that created new forms imagery, symbols, and 

sounds, which were implanted on the caves. As argued by such scholars as Brian Hayden (whom 

Rickert agrees with), these shamanic experiences led to “new kinds of hierarchy, transcendence, 

higher ideals, and ultimately cosmology” and would later play a crucial role in the early 

development of rhetoric and Greek culture (368). This sentiment resonates with the work of 
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Teskey, who believes that art serves as an affective means of communication with capabilities of 

transforming communities and is important for my own ideas moving forward.    

Rickert’s use of Barad’s concept of entanglement speaks to the ways that humans are 

intertwined with the natural environment, and as we will see in the coming pages, it resonates 

with such works as Leroi-Gourhan’s Gesture and Speech and Morey’s Rhetorical Delivery and 

Digital Technologies, in that is a means to explore how technologies provide humans a means to 

achieve deliverance, or a kind of enlightened state. His utilization of the shaman serves as a 

literal example of how Paleolithic hominins paved the road for rhetoric, which would later be 

taken up by classical Greek philosophers. Rickert even suggests that the earliest of these 

philosophers, such as Parmenides and Empedocles of Acragas, were shaman in their own right, 

in that they were “not just philosophers, but healers, too, and both are tied to caves, magic, 

poetry, and altered states” (369). Certainly, it seems reasonable to suggest that Empedocles was a 

shamanic intermediary within Greek society that communicated and spread ideas about the upper 

level of the axis mundi via his theories on cosmological inception. Perhaps Empedocles could 

even be thought of as a practitioner of elemental delivery—a topic I want to explore more fully 

in future iterations of this work.  

Unlike Rickert who explores the larger picture of rhetoric’s inception because of our 

entanglement with the environment and spirituality, I am more concerned with the canon of 

delivery. As I argue in earlier pages, my intention in this chapter is to show how element earth 

can be thought of as an infrastructural medium that participates within and augments one’s 

gesticulative acts. And true to Morey’s notion of the canon, I am interested in how the 

interrelationship between element earth and gesticulation have been used to incite deliverance, or 

the activation of greater capacities by inciting emotions or feelings within an audience. In order 
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to present this, I turn toward my own shaman-like deliverer, the elemental deliverer—a 

practitioner that I establish who is more like Gloria Anzaldua’s or Sean Morey’s take on the 

shaman than the literal figure that Rickert takes up in “Rhetorical Prehistory.”  

As the coming pages reveal, the elemental deliverer I present in this chapter is one whose 

gesticulative acts showcase the participatory and augmentative role that the elements play in 

bolstering the effectiveness of content to better generate affective attunements with an audience. 

However, this deliverer is not entirely different from the shaman, who serves as an intermediary 

for his or her community while traveling between the physical and psychic worlds of the axis 

mundi. As I mentioned earlier in this chapter, the axis mundi is the path that shaman travel to 

connect to the supernatural. Shamans would use the axis mundi to bring back knowledge from 

other worlds (the upper level and underworld) to share with their communities. The axis mundi 

and travel to these levels are mythological concepts with ties to many astronomical and religious 

concepts, such as the rotation of the planets around the Sun’s orbit in Greco-Roman astronomy 

and the Bodhi tree in Buddhism. However, for the shaman they were metaphysical concepts as a 

result of their self-induced hypnotic states, which altered their experiences of existence, Being, 

and space/time. For example, travel to the underworld typically involved shamans going inside 

of caves to induce trance, which allowed them to communicate with earth spirits, faeries, and the 

unborn. Afterward, shamans would recount these experiences to their community, which would, 

in turn, enlighten them in some way. I extend traditional work on the shaman as a rhetor by 

exploring how element earth is central to the acts of making described by Rickert and others. By 

doing so, I recognize element earth in both tangible materials via such earthly media as red ochre 

paint, stag antlers, tree bark, and the cave, which contain ambient capacities capable of inciting 

transcended states. Thus, the coming pages describe parallels between a shaman’s experience 
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with element earth as it pertains to caves and other earthly media like red ochre paint that 

decorated cave walls and my own proposal that the elements participate in and augment 

gesticulative acts and lead toward new states of being. To properly establish this, I, like Rickert, 

turn toward Paleolithic hominins, but through the gestural analyses of André Leroi-Gourhan and 

John Durham Peters.  

On Element Earth 

Before further establishing the elemental deliverer and how element earth serves as a 

participant within gesticulative acts used to incite deliverance, I provide an overview of element 

earth and describe why our relationship with the medium is necessary. As the primary element 

taken up in this chapter, earth is responsible for fresh water, pollination, soil, medicine, shelter, 

food, biodiversity, and other facets crucial to our daily lives. Of all elements, it is perhaps the 

most complex to categorize or fit into a box. In the Greek mythology recounted by Hesiod in 

Theogony, element earth is represented by Gaia (Mother Earth), the second of the primordial 

gods after Chaos, and responsible for all creation. From Gaia came Ourea (the Greek God of 

mountains), Uranus (sky), and Pontus (sea), and the mythos goes on to suggest that afterwards 

she and Uranus conceived the Titans, who ultimately birthed the Olympians. Each Greek god in 

the mythos also bears a relationship with a natural element; for example, Oceanus and Tethys 

represent water, Cronus and Rhea represent earth, and Hyperion and Theia represent sky; fire 

was conceptualized by Prometheus (who stole fire from the gods) and Hephaestus (the God of 

Fire) later in the mythos. Though Hesiod’s Theogony is not a work on natural elements, per se, it 

is nonetheless important by showcasing the overarching role that earth plays in allowing other 

things to come into being.  
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 Earth is one of the four original roots proposed by Empedocles in his work On Nature. 

As noted in the previous chapter, Empedocles’ theory of Love and Strife suggested that the two 

forces of Love and Strife were at the center of cosmological inception, existing under what has 

been referred to as the Sphere. Over time, the two forces alternated in dominance. At the end of a 

perfect harmony brought forth by Love, Strife would reset the balance. The result that ensued 

was a separation of the Sphere, and thus the four original elements in successive order: air, fire, 

earth, and water. Prior to the rebalancing, the elements existed in the Sphere without admixture; 

after Strife’s advance, however, the elements came to be in all manners of combination, resulting 

in the inception of all that we know—humans, animals, plants, etc.  

Speaking of individual elements, Empedocles is brief, as for him they exist within a vast 

network that compiles the Parmenidean Being—the idea that “all is one.” In one brief passage, 

he compares water, fire, and earth to that with which we are most familiar as metaphorical 

representations of their physical qualities: 

Come now, look at the things that bear witness to my earlier discourse, if so be that there 

was any shortcoming as to their form in the earlier list. Behold the sun, everywhere bright 

and warm, and all the immortal things that are bathed in heat and bright radiance. Behold 

the rain, everywhere dark and cold; and from the earth issue forth things close-pressed 

and solid. When they are in strife all these are different in form and separated; but they 

come together in love, and are desired by one another. (Leonard lines 21-25) 

 Plato would later take up the elements and cosmology in his work Timaeus, noting the 

physical attributes of the elements and ascribing each a specific geometrical shape. Of element 

earth Plato ascribed the cube for the belief that the solidness of a cube was representative of the 

solidness of element earth. Aristotle would further reinforce this idea in his work On Generation 
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and Corruption, expressing that element earth is defined by its tangibility and heavy qualities (1, 

lines 1-3). Thus, solidness is a keyword for classical antiquity philosophers and grander 

explications on element earth because it is typically associated with solid forms such as rocks, 

minerals, or trees found in nature, or bones and teeth found in humans; it is, in many respects, the 

infrastructure of our infrastructures. 

In “Elemental Philosophy, Earth, Air, Fire, and Water as Elemental Ideas,” David 

Macauley briefly quantifies the direct, and indirect, impact that earthly media have within our 

greater mediated society. Macauley provides an overview of what each element entails. In his 

overview of earth, he starts with the soil, and then, in the rhizomatic fashion describes in the 

previous chapter, follows its roots to illuminate the reader on its expansiveness. Noting how 

there are “ten soil orders, more than twenty designations for soil characteristics, and more than 

fourteen thousand individually named stories,” Macauley covers how soil plays a pivotal role in 

allowing certain minerals an opportunity to develop, how it provides the nutrients needed to 

sustain life, and how these occur at different capacities as element earth intertwines itself with 

water, air, and fire (16). His overview of earth is abundant with examples that represent the 

solidness of element earth, which is the defining quality of the element first proposed by 

Aristotle. For example, he repeatedly mentions rocks and other geological strata.  

Toward the end of his overview, Macauley takes a brief interest in the relationship 

between element earth and humans, noting how  

In a very significant way, then, we are autochtones (autochthonous), creatures born of the 

earth as the Greek term gegenes suggests—combining notions of genesis and earth—and 

as implied by the English human, a word that is cognate with humus, the dark organic 
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material in soils. It is probably more true to say that we emerge out of the earth rather 

than being born or thrown into it, as Existentialists asserts. (25)  

Indeed, many cultures believe that children “‘come from’ the recesses of the earth, from local 

ravines and caverns or, alternatively, from rivers, springs, and ponds” (25). This even extends to 

the Hebrew iteration of the Book of Genesis, wherein the story of Adam and Eve is more about 

our relationship with (mother) earth, and our deliverance from a life of ignorance. This is much 

different than the Christianized version, which places far more emphasis on sin for disobedience. 

The point here, however, is the ancient belief that earth has provided humans the route to 

develop their corporeal shape, postures, and legs that carry us across its landscape; we will see 

this unfold in the coming pages, when I turn to John Durham Peters and André Leroi-Gourhan, 

an archaeologist who explores the evolution of man as a result of his engagement with primitive 

technologies made from solid, earthly media.   

Though this overview of element earth is brief, it lays groundwork in establishing the 

ways that earth can be seen as a participant within the rhetorical canon of delivery. Collectively, 

Macauley, Plato, Empedocles, and Hesiod paint a picture of the importance that element earth 

plays in our lives. Metaphorically speaking, in the Greek mythos Gaia was the primordial god 

responsible for delivering (literally and figuratively) the other gods that would lay the foundation 

for other things to come into being. Thinking of Gaia alongside my work on infrastructures and 

networks in the previous chapter makes it appropriate to suggest that she is the infrastructure that 

stands under given her prominent role in cosmogony; that is, she is the “force-amplifying system 

that connects people and institutions across large scales of space and time” (Paul N. Edwards et 

al. 221). Using Gaia as a metaphor for element earth, it is arguable that our coexistence with and 

utilization of the element has played a significant role in defining and shaping who we are. To 
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take this a step further and think of element earth alongside Sean Morey, earth was a significant 

contributor in leading us toward deliverance, in which the materials it provided, and its inherent 

ambience activated greater capacities.  

  Perhaps Gaia herself could even be thought of as a practitioner of elemental delivery and 

an elemental deliverer of sorts. Hesiod’s Theogony offers allusions to the ways that Gaia is a 

shamanic deity with close ties to the upper level (via Chaos, the first the Greek gods who has 

been referred to has the “gaping void above the Earth”) and lower level (in Theogony, Gaia 

mates with Tartaros who dwells in the underworld to bear Typhoeus, whom Zeus would later 

battle to assume control of the gods) of the axis mundi. She also represents, in a way, the 

shamanic idea of the unborn—those capacities that have not yet been activated—by birthing 

such media like the sky, sea, or mountains that enable the growth of, to use Deleuze and 

Guattari’s terms, new organs, or new possibilities for being. Perhaps even Empedocles, Plato, 

and Hesiod himself could be considered elemental deliverers, in which they utilize the elements 

in their discourse, but such is beyond the scope of this chapter and beckons to be taken up in the 

future. But there are more practical examples of elemental delivery, and here I want to return to 

John Durham Peters’ The Marvelous Clouds and further elaborate on the relationship between 

the body’s gesticulative acts and element earth, and how this alludes to my proposal of an 

elemental deliverer. This takes place in his chapter “The Face and the Book,” when he goes 

straight to raising awareness to the ways that humans are compilations of all elemental media: 

“the body, a mix of sea, fire, earth, and sky, is our most fundamental infrastructural medium” 

(266). By proposing that we are beings of the elements, he works toward a grander proposal of 

suggesting that the body itself is a medium—a vehicle that we utilize to experience and 

understand the world. 
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Peters’ proposal of the body-as-medium is that it is “the most basic of all media” and that 

for interacting with and experiencing the world we primarily rely on the body, voice, and facial 

expressions (6); rather fittingly, these are the same traits found in the rhetorical canon of 

delivery, and in the first chapter I noted how this was one of the puncta that led to the invention 

of this project. While Peters is not a rhetorical delivery scholar, there is a resonance among his 

work and delivery in that he takes up different modes of communication (gesture, speech, and 

writing), utilization of the body, and the ways that these can be used to have an impact on 

individuals—all of which are attributes of the canon. For example, in “The Face and the Book,” 

Peters notes how such gestures as handshakes and other forms of nonverbal communication have 

specific meanings that elicit an emotional response within an individual. When we perform this 

gesture, or any gesture, a specific emotional response is intended, but also an array of 

enthymematic feelings that we do not explicitly intend: “a handshake,” for example, “is not a 

fist, but so much more” (270). Regardless of the form of communication, Peters suggests that the 

emotional responses derived from communication have been used to transcend individuals and 

society in some capacity: “It is true that vast deposits of ancient emotions may fuel our later 

engines”—later engines, in this context, referring to newly acquired states of being (281).  

 As I see it, there is a resonance between John Durham Peters’ The Marvelous Clouds and 

Sean Morey’s Rhetorical Delivery and Digital Technologies, in that each take up how different 

modes of communication have served as catalysts to lead an audience toward greater capacities. 

In the later pages of “The Face and the Book,” Peters takes up digital technologies, in a similar 

vein as Morey, discussing the communicative strategies that go behind connecting with an 

audience through texting, Facebook, and other types of social media. Similarly, the final chapter 

of this project will take up more contemporary technologies, but those under the banner of 
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natural user interface (NUI) and physical computing to provide an example of how we can 

consider the elements—notably aether—as a participant within digital deliver that exacerbates 

the affective attunements we create with an audience. As a media studies scholar, Peters takes up 

the relationship between element earth, the body, and inscriptive media while relying on 

Aristotle’s claim that the earth is represented by its solidness. Much like the ship serving as his 

stand-in for water media (which I made clear in the previous chapter), Peters uses inscription 

media to represent element earth and its role in human culture given its longstanding history with 

solid materials (papyrus, paper, wood, stone, silica, etc.).  

Throughout “The Face and the Book,” Peters argues  that the body is an inscription 

medium with a bio-semiological infrastructure that has internal communicative processes 

embedded in our nervous system; that is, the body has internal writing mechanisms, such as 

chemical and electrical impulses. For him, the relationship between body and earth lies in our 

utilization of earthly materials that afford us the means to inscribe: “writing is not only bodily; it 

is also always material and worldly” (283); in this context worldly is referring to element earth. 

When we write, we take advantage of available resources such as “stone, clay, bones, tortoise 

shell, silk, bamboo, jade, palm leaves, brass, wood, animal or human skin, papyrus, paper, chalk, 

and silicon chips. Even dust has been a writing material” (284). Through these solid, earthly 

materials that provide a means of inscription, we are, according to Peters, afforded a means to 

make sense of the world; this inherently makes us creatures of the earth— autochtones, in a 

sense. Thus, Peters’ examination of the relationship between body and earth, which relies on 

inscription media, is somewhat different than Macauley’s who instead approaches element earth 

in a similar way as the ancient Greeks in that element earth is a provider of the essential nutrients 

necessary to sustain life. That said, they do both allude to how we are autochthonous beings, 
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though I see many resonances with my elemental deliverer here, in that it is a prevalent 

participant within our gesticulative acts, which will be elaborated upon shortly.  

Peters’ contention that we are creatures of the earth via our techniques of inscription 

relies on archaeologist André Leroi-Gourhan, who has been a prominent voice in media theory 

since being taken up by Jacques Derrida in Of Grammatology. Leroi-Gourhan’s unique 

interdisciplinary approach to evolutionary history paints a picture of humans across each 

Paleolithic Era (Lower, Middle, and Upper) as a biomechanical experiment that happened as a 

result of early hominin species evolving alongside primitive technologies created and utilized by 

these species. Though some of Leroi-Gourhan’s ideas of human evolution in Gesture and Speech 

are now considered outdated, it has been invaluable for media theorists looking to examine the 

relationship between humans and technology and how they coevolve, which is how Peters 

primarily engages with it. Our bodies have evolved alongside technology to flourish in habitats 

not meant for us, and “we carry symbolic architecture in our bodies from heel to head” (276). 

Our own physiological evolution—our posture, teeth, brain, and ability to use our hands in the 

manner we do—is a result of the environment and tools that pre-humans engaged with during the 

Paleolithic Era. But whereas Leroi-Gourhan is interested in primitive technologies created from 

element earth more broadly, Peters takes up writing and makes the case that it “constitutes 

probably the greatest technical transformation in human history,” and was (and continues to be) 

one of the most important catalysts of human evolution (278). This is not to say that he 

downplays such feats as the domestication of fire, plants, and animals; rather, writing is our most 

momentous technical invention, it is our primary method for understanding the world, and it is 

also that which connects humans to element earth.   
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Like my contention in the previous chapter that Sean Morey did not capitalize on the 

opportunities to illuminate the relationship between the elements and rhetorical delivery (except 

in the case of the Pnyx I and Pnyx II), Peters’ work leaves room for additional work to illuminate 

the relationship between humans and element earth, as much of his focus presents how element 

earth is the infrastructure of inscription technologies, which  have played a role in shaping 

humans. The chapter has many examples that perhaps paint a sketch, not a full picture, of what I 

am alluding to when I talk about elemental deliverers as shaman-like practitioners of rhetorical 

delivery whose embodied techniques like gesticulation are augmented by element earth. This is 

most evident when he takes up inscription media like papyrus, bones, shells, etc. that require 

gestural manipulation. Even though he does not take up the ways that these might incite the 

growth of new “organs” (to use Deleuze and Guattari’s term) like Morey’s ideas of an electrate 

deliverer, he is interested in how they have affective capacities capable of changing humans by 

allowing them a means to make sense of the world. This is not unlike Hayden’s notion of the 

shaman, in that they evoked the metaphysical qualities of element earth through trance to aid, 

and transcend in some way, their community upon communicating with spirits via the axis 

mundi.  

While Peters’ attributes our sociocultural evolution to inscription media and the 

infrastructural medium that is element earth, I have instead opted to establish the elemental 

deliverer whose gesticulative techniques exhibit traces of element earth and explore how this 

interrelationship has been used to encourage deliverance. To be sure, these practitioners are not 

unlike Hayden’s explication of the shaman, in that they each utilize element earth as a tool 

(though one of many tools) to achieve deliverance, and moving forward I want to make this even 

clearer by turning to the works of André Leroi-Gourhan, his work on the history of gesticulation, 
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and how his work resonates my proposal of an elemental deliverer whose gesticulative acts 

showcase the participatory and augmentative capacities of element earth.  

Primitive Gestures & Affective Attunements  

 As a habitual, oftentimes natural phenomenon, gesticulation is a form of embodied 

communication that is first instanced in the aftermath of birth often represented by a frowning, 

crying baby. Gestures are further exacerbated through cultural practices such as the thumbs up to 

represent approval, and thus gestures find themselves deeply rooted to human (and animal) social 

practices. Encompassing nearly every aspect of communication, gestures exist as  

“frozen moments in cave paintings to avatars in cyberspace” and may range from “gender 

appropriateness (a man in trousers sitting with knees spread) or inappropriateness (a 

woman sitting knees spread in a skirt); they may be religious (a sign of blessing) or 

profane (giving ‘the finger’); and they may be distinctively associated with social or 

cultural background (different forms of prayer).” (Cregan 2) 

Gestures vary depending on the faith being practiced, the social class of the gesturer, or even the 

gender of those enacting the gesture, where “in many cultures, girls are encouraged to be more 

generally contained in their movements than boys from a very early age” (2). In some cases, 

gestures may be substituted when a pair of communicators does not have a common language, as 

they oftentimes act as a form of universal, symbolic communication common to mankind 

(Cregan 3; Kendon). Thinking back to the first chapter of this dissertation, even early rhetoric 

scholars like Quintilian argued that gestures were a universal form of communication. Thus, 

depending on the situation, bodily gesticulation is changed to suit one’s needs in almost any 

given circumstance.  
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In the first two chapters of this dissertation, I briefly wrote about gestures from the 

classical era, noting how they had a significant role in communication depending on the 

environment in which an orator was speaking. In classical antiquity, for example, pointing an 

index finger was a common gesture to point at various objects or other people about whom they 

were speaking, and this could have a significant impact on an oration by inciting the emotions of 

their audience. Historically, gesture was perhaps first truly considered by Aristotle and then by 

other philosophers such as Demosthenes, Cicero, Quintilian, and the unknown author of the 

Rhetorica ad Herennium through their scholarship on rhetorical delivery. Its actual practice, 

however, can be traced to the Paleolithic era of the early stone age—at least 2.6 million years 

ago and gestures may go back even further, with apes and monkeys enacting certain gestures 

some 30 million years ago. Though it is impossible to discern the communicative purposes of 

early gestures, there is strong evidence, thanks to a well-documented history of early tools, that 

gesticulation was a prominent feature of the Paleolithic homo genus, and we can infer how 

certain gestures were performed through artifact analysis. 

Examining gesticulation through artifact analysis was a key component in establishing 

the ways that humans evolved in André Leroi-Gourhan’s Gesture and Speech—the work that 

John Durham Peters primarily relied on to establish the link between humans, writing, and 

element earth. Perhaps best thought of as an exploration of the networks occurring between 

gestures, technique, memory, tools, language, and society, Gesture and Speech focuses on the 

evolution of hominins through Leroi-Gourhan’s interdisciplinary background, examining the 

evolutionary changes of hominins as they created and modified crude tools derived from nature 

after becoming a bipedal species.  
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As I see it, Gesture and Speech offers much in the way of the elemental deliverer I am 

proposing here as one who has taken up element earth via gesticulation to incite emotions and 

entice deliverance. This relationship between gesture and element earth first begins with Leroi-

Gourhan’s theory of mobility, liberation, and exteriorization. As an essential work on our 

species’ interaction with nontechnical media, this theory is a means to examine primitive 

hominins as they engaged with technologies and subsequently evolved. Taken in succession, 

mobility, liberation, and exteriorization rely on his analysis of the evolution of spinal vertebrae; 

as these vertebrae evolved, a bipedal species was born. Bipedalism had significant impacts on 

evolution, as it “created the conditions for freeing the anterior field—the hand, the mouth, but 

also the brain, which can, with the migration of the occipital foramen and the opening of the 

frontal and middle frontoparietal area of the skull, develop the middle cortical area” (Audouze 

290). Mobility would ultimately change, as being bipedal liberated the hand since it was no 

longer responsible for movement. To think of this alongside the elemental deliverer, becoming 

bipedal literally put the earth beneath us, allowing us to utilize it as a tool. This chain of events 

would eventually allow primate and hominid species alike to form relations with the 

environment via tools, which Leroi-Gourhan refers to as exteriorization in the sense that it outers 

bodily functions (such as hammering) to these tools.  

Mobility, liberation, and exteriorization provide an interesting take on the simultaneous 

evolution of speech and gestures as they were employed by early hominins. Speech, unlike 

gesture, however, is more difficult to study, as in the 1960s there were “no direct means of 

studying language before writing” (Leroi-Gourhan, 112). Nonetheless, and much to the credit of 

the vertebrae and bipedalism, Leroi-Gourhan attributes the development of speech to the 

evolution of the brain and “the muscles of the face and jaw with regard to the degree of 
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flexibility of the organs of phonation and mimicry” (113). As hominids evolved throughout the 

anthropoid stage, so too did the ability to communicate vocally, as well as emit facial 

expressions (or mien). By examining the frontoparietal cortex of both primates and early 

humans, Leroi-Gourhan deduced that a link existed between facial organs and the hand, and his 

proposition is that this led to the inception of language: “as soon as there are prehistoric tools, 

there is a possibility of a prehistoric language, for tools and language and neurologically linked 

and cannot be disassociated within the social structure of humankind” (114).18 

But while speech analysis was difficult to explore in 1964, gesticulative practices of early 

hominid species were, thanks to a well-documented history of early tools, much more 

discernable. In the latter half of his work, Leroi-Gourhan takes an interest in early tools, such as 

“percussion tools, rough-edged choppers, stag antlers cut down to make clubs or digging sticks, 

and spherical projectiles” to examine the development of early gestures, such as grasping, 

handling, kneading, crushing, molding, and scraping (240). These early gestures would have first 

been employed by primates before being taken up by anthropoids and Neanderthals, making the 

hand a driving force in biological and technological evolution by way of their ability to build 

upon early operational processes (242). For example, an action that was first performed by an 

early primate would have made its way to the first anthropoid and ultimately homo sapiens, with 

each species making improvements upon the previous’. This is not unlike Rickert’s proposal of 

entanglement, in that larger cultural achievements that occur as a result of other small, more 

incremental achievements over vast quantities of time (Rickert 354).   

 
18 Though little evidence in 1964 supported his theory (and he is quick to admit this multiple times throughout 

Gesture and Speech), a recent article published in March, 2019 has in fact suggested that Leroi-Gourhan’s theory 

was at least partially correct: spoken language was influenced by the decline of edge-to-edge bite configurations 

which “spread a new class of speech sounds that is now present in nearly half of the world’s languages” (Blasi et al. 

1). 
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For Leroi-Gourhan, the transferal of cultural technique, or memory, is an important facet 

of the intellectual capabilities of humans. It also speaks to how elemental deliverers would have 

practiced certain gestures to gain some level of mastery over their environment to lead to the 

activation of greater capacities. Kneading, carving, engraving—all these gestural techniques take 

time master, if mastery even is such a thing, but the more they were practiced and enacted by 

members of society, the more that society was led toward deliverance, or changed in some 

capacity. To further explore this idea, I turn to Casey Boyle’s Rhetoric as a Posthuman Practice.  

In Rhetoric as a Posthuman Practice, Boyle takes up the interrelated acts of practice and 

rhetoric to explore how the “traditional humanist body” (i.e., our physical bodies) can be 

influenced and made “sensible (sense-able) to the bodies that slip outside of traditional humanist 

orientations” (i.e., a body of water) (5). Indebted to the scholarship of Gilbert Simondon, Collin 

Gifford Brooke, Laurie Gries, Scott Barnett, and the posthumanist works of Rosi Braidotti, 

Arthur Kroker, and Lisa Blackman, Boyle reframes the practice via rhetoric and posthumanism 

as the “exercise of tendencies to activate greater capacities”—a definition that has influenced 

much of this project (5). In a similar move as Morey’s explications on rhetorical delivery, in 

which a body is intertwined with vast networks of digital technologies, Boyle posits that  

All bodies—a human body, a social network, pollination process, a communication 

infrastructure—become bodies by establishing sets of tendencies. These tendencies—be 

they common-placed, networked protocols, cross speciated activity, hardware and 

software processes, can be exercised to create new capacities of interacting with and 

mediating other bodies. (5) 

In citing an example of water, he notes how water (in liquid form) has certain tendencies by 

taking certain shapes within containers or flowing into crevices when spilled, and such 
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tendencies activate new capacities (i.e., water flowing into an electrical outlet becomes gaseous). 

Similarly, bodies, in its broadest sense—microbes, humans, institutions, rainforests—also 

express specific tendencies that “when exercised can develop new capacities of affecting and 

being affected by the larger ecologies of practice in which those bodies become incorporated” 

(5).  Ultimately, no body is entirely unique, and instead is part of a vast network of practices; this 

is similar to the argument I made in the previous chapter when talking about the ways that the 

traditional elements (water, fire, earth, and air) intertwined to create new bodies in Empedocles’ 

cosmogony.   

Boyle situates his idea of rhetoric as a “practice that exercises serial encounters within 

ecologies to inform bodies” (27). In theory, bodies exercise certain tendencies until they reach a 

plateau; it is, to harken back to previous pages, an organ-ized body—a body constrained when 

thought of alongside Deleuze and Guattari’s Body without Organs. In order to move beyond this 

plateau, Boyle contests that the body engages with other bodies (objects or environments, for 

example) to generate new affective amplitudes. This process continues indefinitely, and when 

multiplicity becomes singular, static, or part of the body, the process begins again anew, 

undertaking new relationships. Boyle’s work is mostly concerned with how this happens to 

humans through information technologies. In the previous chapter, I cited an example of this 

using his analysis of the telegraph and the ways that we had to attune ourselves with the 

telegraph to properly utilize it, and how this fundamentally changed the way we engaged with 

technologies. Practice was necessary for using the telegraph, and Boyle quotes an 1899 article 

written by William Lower Bryan and Noble Harter that expresses how mastering the telegraph 

required one to utilize their “body and mind, sensation and movement, thought, interest, 

imagination, will—innumerable known and unknown aspects of our psycho-physical life” (qtd. 
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in Boyle 28). As one mastered the use of the telegraph, it “increased their abilities to receive, 

translate, and produce telegraphic signals and, in the process, disappear,” meaning that these 

qualities inherently become part of the user (29). For Boyle, this is the act of a posthuman, 

rhetorical practice—the continuous reinvention of the human as we engage with information 

technologies. 

In Rhetoric as a Posthuman Practice, practice is repetition, and repetition is a 

fundamental part of rhetoric. Repetition ultimately leads to habit, which then leads to the 

activation of greater capacities. There is no plateau, only new capacities, and our continuous, 

reciprocal relationship with technologies ultimately alters the way that we act in, and perceive, 

the world.19 This idea echoes sentiments of Leroi-Gourhan’s contention that humans change as a 

result of utilizing technologies. As Gesture and Speech explicates across the work’s entirety, 

incremental changes occurred within the body beginning approximately 2.5 million years ago 

until the emergence of homo sapiens approximately 200,000 years ago. The homo erectus would 

have engaged with other bodies, objects, and environments that would activate new capacities, 

which would redefine their bodies and create new organs, in a sense. For Leroi-Gourhan, there 

was no sole actor; rather, it was the grander relationship with the environment and our utilization 

of it that led to these changes; Rickert and Peters also believe this to be the case, though they 

each focus on different catalysts for change. For Rickert, our entanglement with the grander 

environment is responsible for the inception of rhetoric, which plays a hand in human 

“copresence and transcendence” (368). For Peters, it was the infrastructural nature of the 

traditional Western elements that provided the building blocks that allowed hominins to 

experience the world that led to their evolution, in a manner of speaking.   

 
19 Scholarship on habit has received much attention since the inception of technologies that are capable of tracking 

homeostatic changes in real time, as evidenced by the work of B.J. Fogg and Steve Holmes. 
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Rhetoric as Posthuman Practice also resonates with Morey’s Rhetorical Delivery and 

Digital Technologies. Both Boyle and Morey make the case that bodies can produce emotion, 

feeling, and affect, and they can be used to incite these within other bodies leading to some kind 

of change. Morey would call this deliverance, while Boyle refers to it as the activation of greater 

capacities. Each have played a role in defining the definition of deliverance I have used 

throughout this project. But whereas Morey takes up how this is achieved through delivery and 

(mostly digital) technologies, Boyle is interested in how bodies accomplish this through practice. 

However, rhetorical delivery encompasses practice, as evidenced by the many anecdotes in 

rhetorical history that tell of an inexperienced Demosthenes practicing oral techniques to better 

deliver his message. Boyle’s notion of practice can  inform how we understand rhetorical bodies 

to subsequently activate greater capacities; alongside Gesture and Speech, Boyle’s work offers a 

means to more fully understand the elemental deliverer practitioner and how element earth 

participates  within various gesticulative acts that incite deliverance. In order to more fully 

illuminate this idea, I want to return to Teskey’s (and, to an extent, Rickert’s) notion of the 

shaman-as-artist, and the ways that the practices, and evolution of, such  gestures as engraving 

and carving on earthly media served as catalysts for deliverance.  

Affect & Art 

Historically speaking, shamans could be considered the progenitor of art, as argued by 

Andreas Lommel in Shamanism: The Beginnings of Art. For Gordon Teskey in Delirious Milton: 

The Fate of the Poet in Modernity, artists are like shaman given their ability to communicate 

with “cosmic energy,” and the more artists we have, “the better it will be for the planet” (3). 

Though Teskey’s proposal runs the risk of ignoring many intricacies of shamanism by reducing 

them to artists, history does indicate that artistic endeavors are important to their practice and 
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that they do seek to communicate with otherworldly/cosmic energy. Teskey does not go into fine 

detail in defining the cosmic energy that he speaks of, but I might be inclined to interpret it as 

affect, a kind of “non-conscious experience of intensity,” if we are to turn to a definition (Shouse 

n. pag.).20 

 For Sean Morey, affect is important for a deliverer, and as early as page one in Rhetorical 

Delivery and Digital Technologies he writes that what “delivery provides is access to the 

unconscious elements of rhetoric, not primarily through emotion or feeling as is usually offered 

by previous studies, but affect, a domain of sensation implicit in the (overlooked) original Greek 

term for delivery, hypokrisis” (1). In other words, a deliverer delivers a “nexus of emotion, 

feeling, and affect” (90). We accomplish this through the traditional traits of rhetorical delivery 

(voice, gesture, and mien) and by compiling delivery-networks to augment our content. But as I 

wrote in the previous chapter, Morey is primarily interested in the ways that electrate deliverers 

deliver affect through digital technologies, even going as far as examining the artwork of 

Eduardo Kac and his capabilities of delivering affect and encouraging the growth of new organs. 

As I have argued  this chapter and the previous, however, my claim is that the elements, too, 

participate in our gesticulative acts and create affective attunements that encourage deliverance 

through both their materiality and metaphysical, ambient qualities.  

 
20 Affect is oftentimes confused with feelings and emotions, but in his article “Feeling, Emotion, Affect” Eric 

Shouse differentiates between the three writing that “feelings are personal and biographical, emotions are social, 

and affects are prepersonal” (n. pag.). Shouse provides a few examples of affect in his article, first turning to a 

newborn infant and noting how they have “no language skills with which to cognitively process sensations, nor a 

history of previous experiences from which to draw in assessing the continuous flow of sensations coursing through 

his or her body” (n. pag.); that is, infants do not have feelings because those are a result of personal experience, nor 

do they have emotions because they lack certain social skills to properly express how they feel. Instead, infants have 

expressions of affective intensities through such means as “respiration, posture, color, and vocalizations” (n. pag.). 

For adults, however, this is different because we have knowledge of feelings and emotions. For adults, affect is what 

makes us feel—it determines the “intensity (quantity) of a feeling (quality), as well as the background intensity of 

our everyday lives” (n. pag).  
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 To create these attunements, elemental deliverers take up communicative media that are 

infrastructurally composed by the classical elements—water, fire, earth, air, and aether. 

Harkening back to Empedocles’ On Nature, this is essentially everything that we know, but there 

are many media that clearly reflect this idea: sonar, what I see as primarily a water medium, 

dates to Leonardo da Vinci in 1490; smoke signals (a fire medium) are one of our oldest methods 

for long-distance communication; earth and solid materials like papyrus and wood yield the 

materials we write on; and patterns in the sky (i.e., compositions of stars—aethereal media) 

paved the way for calendars. Certainly, each of these have been utilized by individuals to create 

affective attunements with others, but like Peters (and Macauley, to an extent), I believe that 

element earth and our techniques of inscription have served as a catalyst for our deliverance. 

Thus, moving forward, I will examine artistic expressions that demoncrates how element earth 

participates alongside the gesticulative acts mentioned by Leroi-Gourhan earlier in this work 

(kneading, crushing, molding, carving, engraving, etc.) to activate greater capacities.  

As far back as the Paleolithic era, elemental deliverers were creating art from solid, 

earthly materials that could be used to create an affective attunement with others, and as works 

like Thomas Rickert’s “Rhetorical Prehistory” suggest, these could have profound effects on 

sociocultural conditions. Of course, we cannot know exactly the purpose or emotional/affective 

response prompted by cave carvings (though there are many theories). However, methodologies 

such as Leroi-Gourhan’s chaîne opératoire may help illuminate the reciprocal relationship 

between gestures and element earth, and the impact these could have on society and culture.  

As a methodology to examine how technical acts contributed to the development of 

social/cultural progression, chaîne opératoire speaks to the ways that elemental deliverers were 

(and are) embedded within vast networks of bodies, objects, and environments, and how these 



90 

culminated and subsequently changed individuals and societies at large. Though there are many 

actors within this network, for Leroi-Gourhan the act of gesticulation is at the core of these 

greater assemblages. Gesticulation, combined with and augmented by the materials provided by 

the environment, presented a means for cultural and social innovation (and even cognitive 

evolution).21 This is most evident in analyses of art produced during the Paleolithic era, wherein 

gestures and crude technologies were used to create primitive art such as cave paintings, 

diadems, figurines, beads, or other such novelties.  

The production of such art would have consisted of such gestures as kneading, crushing, 

carving, engraving, etc., with each providing unique opportunities for early hominins, or 

elemental deliverers, to create affective attunements and lead others within their community 

toward greater capacities. For example, in her work “The Significance of Social Gestures and 

Technologies of Embellishment in Paleolithic Portable Art,” Rebecca Farbstein takes up the 

gesticulative acts of carving and engraving to identify their cultural and technological scope 

using the chaîne opératoire methodology. Though carving and engraving are typically thought of 

as synonymous, Farbstein differentiates the two by how shallow or how deep the markings were 

on various natural materials. Speaking on art created during the Pavlovian era of the Stone Age 

(circa 25,000 years ago—the Upper Paleolithic), Farbstein notes that engraving techniques are 

defined by “thin marks executed with just a few stokes [sic] across a surface,” and that these 

gestures were performed by primitive tools such as stone blades or burins (lithic flake) (132). 

Engravings on such materials were rarely patterns or repetitive, and they often bear no clear 

motif. Carving, on the other hand, is different in that it requires repeated motions across the 

surface of a material, making the incision wider and deeper than those found on engraved items. 

 
21 Gesticulative as a catalyst for cognitive evolution will not be taken up to the extent that sociocultural innovations 

are as a result of its longstanding, controversial history.  
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The amount of pressure used in carving is substantially different, making the item more visually 

attractive while oftentimes emphasizing structured patterns.  

Together, carving and engraving involve two different socio-technical practices, bodily 

movements, and learned gestures (133). Of the two, engraving was a far more common 

technique found across modern-day Europe, whereas carving was rare and mostly reduced to a 

specific area (Pavlov I—now Moravia, Czech Republic). Each technique is also accompanied by 

a specific earthly medium: engraving is usually found on softer ceramic materials, while carving 

is almost always found on harder materials like ivory, bone, and antler. Though this is not always 

the case, it does for Farbstein suggest that there was partial uniformity across Paleolithic socio-

cultural art techniques, in that the same materials and gestures were used across the Stone Age—

at least in this sampling across modern-day Europe.   

Through Leroi-Gourhan’s chaîne opératoire methodology, Farbstein traced how gestures 

and such material as ivory were able to reinforce and drive certain socio-technical traditions 

forward. What first started as simple engraving techniques across the Pavlovian landscape would 

later turn into more technical carving techniques (though these were only found in one of six of 

the regions excavated). What the produced art forms were used for remains up for debate, and 

most scholars are aware that it is flippant to characterize Paleolithic art through a modern-day 

analysis. Figurines, diadems, statues, jewelry, etc. could have been used for rituals or trade, or 

created simply for pleasure. But my goal is not to suggest what primitive art was used for—that 

will be left up to experts in the field of archaeology and anthropology. Rather, my point in 

bringing up these two gestures and the items that were created was to show how, historically, 

gesticulative acts have been intertwined with media to create art that elemental deliverers have 
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used to transcend culture in some capacity, much like how Teskey and Rickert suggest the 

artistic endeavors of the shaman do.   

Conclusion 

 Throughout this chapter, I have sought to establish who practices what I call elemental 

delivery, or a practice in which the elements participate in, and augment, rhetorical delivery. 

Similar to Sean Morey’s notion of the electrate deliverer, the elemental deliverer that I have 

proposed here was inspired by the traditional aspects of the shaman. But, as I have sought to 

make clear, the elemental deliverer I have proposed is unlike the traditional shaman, who leads 

his or her community and transcends via an altered state of consciousness into the axis mundi. 

Instead, throughout this chapter I have presented a deliverer who showcases how the elements 

(particularly element earth in this chapter) can be thought of as participating in, and augmenting, 

gesticulative acts like inscription, carving, and engraving, and how this interrelationship has 

served as a catalyst to encourage deliverance, or the activation of greater capacities. Like 

Thomas Rickert, however, I do not posit deliverance as some grand happening that occurred 

overnight when a deliverer carved a figurine out of a stag antler; nor has deliverance occurred 

only through the gesticulative/element earth relationship that I focus on herein. Rather, 

deliverance occurs because of our entanglement with infrastructural media, the traditional 

Western elements, and networks of bodies, objects, and environments over vast quantities of 

time, in much smaller, more incremental changes.  

Our interaction with element earth has always been a catalyst for deliverance, arguably 

more so than the other elements. As far back as Hesiod and the ancient Greeks, Mother Earth, or 

Gaia, has played a role in the development of all things that allow us to exist within the world—

clean water, food, medicine, shelter, and innumerable other objects and materials; this sentiment 
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is echoed by David Macauley in “Elemental Philosophy,” which is one of the few book-length 

works dedicated to the traditional Western elements. John Durham Peters also notes its 

importance in The Marvelous Clouds by claiming it is the infrastructure of writing, which is our 

most important technology. Leroi-Gourhan, while not explicitly talking about element earth, 

alludes to it when talking about primitive tools compiled from stag antlers or dishes made from 

tree bark.  

Both Leroi-Gourhan and Peters offer parallels to the rhetorical canon of delivery, noting 

how the intertwining of element earth and our gesticulative acts activated greater capacities 

within the species. Leroi-Gourhan, due to his archaeological background, even goes as far to 

note the physiological changes of humans and how the “frontal region [of the brain] becomes 

steadily larger with the passing of time and increasing evidence of a controlling intelligence” 

which is the part of the brain that is responsible for the ability to control emotions (131); other 

differences include the size of the jaw and teeth shrinking which resulted in better abilities to 

communicate vocally (131). To bring this back to Casey Boyle’s posthuman rhetorical practice, 

this entailed a continuous reinvention of the hominin as they engaged with not information 

technologies (as Boyle does in his work), but primitive technologies created from solid, earthly 

materials. For a practical example of this, I turned to Rebecca Farbstein’s work on the 

differences between carving and engraving, how engraving predated carving, and how their 

artistic expressions drove certain socio-technical traditions forward, much like Teskey advocates 

for in Delirious Milton and Rickert claims in “Rhetorical Prehistory.”  

Collectively, these authors paint a picture of how earthly media and gestures have 

historically been used to activate greater capacities, not unlike the ways shamans would have by 

creating red ochre paint (a combination of kneading, smashing, stirring, and other early media) to 
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create cave images, as explicated in Brian Hayden’s work Shamans, Sorcerers, and Saints. Of 

course, other factors such as the domestication of fire played a role, and both Peters and Leroi-

Gourhan make this clear. But evidence suggests that the utilization of such things as primitive 

tools are capable of inciting emotions, feelings, and affective intensities within an audience—the 

goal of rhetorical delivery for Sean Morey and me.22 And while much of this chapter took up 

humans in a more primitive setting (the Paleolithic era), that is not to say that element earth no 

longer plays a role in creating affective attunements alongside gesticulation; in fact, it is quite the 

opposite. Our digital technologies are foreground in element earth, as well as water, fire, air, and 

aether, though earthly media oftentimes serve as the infrastructure to many of these technologies 

through silicon or other metals and materials. We are all elemental deliverers because our 

gesticulative techniques are still augmented by the natural elements—proper hand placement on 

a keyboard created from plastic and metals and forged by fire (or heat) that provide opportunities 

to create affective attunements with others, for example. This is a notion I return to in the final 

chapter, but by exploring a different element, aether, and its peculiar relationship with space, 

time, and physical computing technologies.  

CHAPTER 4: Cosmic Chironomia 

 In the first two chapters of this dissertation, I reviewed literature on the main bodies of 

scholarship used herein (chapter 1) and extended Sean Morey’s notion of delivery-

machines/delivery-networks to introduce my original contribution to delivery scholarship: 

elemental delivery, or a practice in which the elements participate in, and augment, rhetorical 

 
22 In 2019, the paleoneurology team at the Centro Nacional de Investigación sobre la Evolución Humana (CENIEH) 

published a cognitive archaeology paper titled “Electrodermal activity during Lower Paloelithic stone tool handling” 

that measured emotion and attention levels as individuals handled Lower Paleolithic tools. Using 50 adult 

volunteers, the authors examined the emotional fluctuation that ensued as individuals interacted with paleolithic 

tools. On average, women exhibited higher peaks in response than men. Heavier tools also influenced emotional 

response. Though this study is not indicative of the emotional response that may have ensued in early homo sapiens, 

it is, perhaps, the best indication that they would have experienced some kind of response to using primitive tools 

like hammers and choppers.  



95 

delivery (chapter 2). In the previous chapter, I sought to establish who, exactly, practices 

elemental delivery, and introduced the elemental deliverer, a shaman-like deliverer whose 

gesticulative acts exhibit traces of the natural elements which can be used to create affective 

attunements with an audience. To reiterate, the elemental deliverer is a variant of the shaman that 

draws inspiration from traditional of traits such as their role as a mediator who capitalizes on the 

natural elements to guide their communities in various ways. Much like the ways that digital 

technologies participate in and augment an electrate deliverer’s content (as argued by Morey in 

Rhetorical Delivery and Digital Technologies), the classical elements—notably earth—can also 

play a role in increasing the effectiveness of one’s content.  

In order to present how the interrelationship between gesticulation and the elements could 

activate greater capacities, I turned to John Durham Peters, André Leroi-Gourhan, and Thomas 

Rickert, and intertwined their works to explore how our engagement with element earth through 

media such as rocks, stone, and trees, across the Paleolithic era of human history led early 

humans toward deliverance, or what I define as the activation of greater capacities by inciting 

emotions or feelings within an audience. I explored this idea through Rebecca Farbstein’s article 

“The Significance of Social Gestures and Technologies of Embellishment in Paleolithic Portable 

Art,” wherein she takes up Leroi-Gourhan’s chaîne opératoire methodology to explore the 

sociocultural impacts of primitive art created from such gestures as engraving and carving on 

earthly media like ivory and wood.   

 In this chapter, my goal is to further explore how we can think of the elements as 

participatory media existing within systematized notations of rhetorical delivery. In order to 

accomplish this, I turn to Gilbert Austin, an 18th century rhetorician of the Elocution Movement, 

and his work Chironomia; or a Treatise on Rhetorical Delivery. As we will see, Austin’s 
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Chironomia already has unique ties with contemporary understandings of the chemical elements 

(which replaced water, fire, earth, air, and aether by the 18th century) and their compilations into 

scientific tables. My original approach, however, will be to situate Austin and his Chironomia 

alongside my elemental delivery proposal, and present how the elements can be thought of as 

participating within his treatise. Though some of the ideas in this chapter will further develop 

concepts from the previous chapter (in that Austin himself will be presented as an elemental 

deliverer), this chapter’s goal is to establish an additional historical touchpoint for which we can 

explore the relationship between the classical elements and rhetorical delivery.  

 Like the previous chapter, I seek to accomplish my goals herein through rhetorical 

delivery’s trait of gesticulation (as opposed to voice or mien). And while some of this chapter 

will stay the course of element earth and its participation in Austin’s Chironomia, the following 

section of this chapter shifts its focus to the fifth element—aether. My analysis of Austin’s 

Chironomia will engage with the underworld of the axis mundi by taking up element earth, while 

the other part will engage with the upper level of the axis mundi—the celestial media that exists 

beyond the grasp of humans. My analysis focuses on how celestial bodies like the constellations 

participate in delivery apparatuses capable of generating affective attunements with an audience; 

it also paves the road for articulating how digital technologies rely on elemental infrastructural 

media.  

The Fifth Element 

Of all the elements, aether was the only one left out of Empedocles’ cosmology. A focus 

on the role of aether came much later when Aristotle conceptualized it in On the Heavens. For 

him, aether is the “first” of the elements, though it does not serve the same foundational role as 

element earth does. Instead, aether is an almost imperceptible element—metaphysical, in many 
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ways—that comprises celestial bodies and heavenly spheres and is crucial to a theory of motion I 

oftentimes think of aether as the periekhon that I mentioned in the second chapter. Aether was 

important because “the activity of Aristotle’s God is eternal” and thus “so must be the 

movements of the heaven (sky), which is divine and thus a rotating sphere” (Macauley 226).  

In David Macauley’s Elemental Philosophy: Earth, Air, Fire, and Water as 

Environmental Ideas, aether is given the least consideration as it does not fall under the original 

banner of media that are the focus of his work. Even so, he offers a brief analysis on the fifth 

element, noting how it derives from the Greek word aei thein, which means to “run always,” or, 

perhaps better translated as “eternity” and is offered as a stand in for the location where the gods 

reside (227). Because of its vastness beyond the sky, distinguishing where aether begins and the 

other elements leave off is a point of contestation. For Aristotle, aether seemingly begins past the 

moon (which itself is composed of the other four elements): the stars, sun, or any celestial body 

are considered aether, for example. For Macauley, however, this opens a kind of “Pandora’s 

box” or problems, in that Aristotle knows that aethereal media can give off light or emit heat, 

which subsequently makes them compilations of other elements, such as fire. Seemingly, 

Aristotle does not have an answer for this except that “heavenly bodies produce heat and light 

through the friction of their movements without themselves becoming hot” (228). While this is 

perhaps an unsatisfactory answer, Aristotle nonetheless regards aether as the first “body” and one 

that exists beyond moon as intangible media beyond the moon. The notion of intangibility is one 

that I return to when I introduce my project “Electric Elocution”—an installation that arguably 

positions the body beyond earth’s atmosphere and into a virtual environment.    

Situated alongside Aristotle’s thoughts on aether, the fifth element might best be thought 

of as a metaphor for the Greek God Chaos, who was the only god to exist prior to Gaia. In 
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Hesiod’s Theogony, Chaos is introduced as a formless mass that moves across the universe (a 

concept echoed in the book of Genesis) and the originator the “main” five Primordial Gods 

(Gaia, Eros, Tartarus, Erebus, and Nyx). But while aether as an element offers much in the way 

of representing Chaos, Aether is also a god (born from Erebus and Nyx) that served as the 

personification of the “upper sky” and a metaphor for the air that we breathe. In many ways, 

aether represents the media that exists beyond the grasp of humans, and this is how John Durham 

Peters approaches it in The Marvelous Clouds.    

Aether is rarely discussed in contemporary scholarship, but John Durham Peters groups 

element air and aether together as “sky media” to explore notions of time in two different ways. 

In one chapter, “Lights in the Firmament,” Peters takes up sky media and its relationship with 

astronomy and the Greek term chronos; in that chapter, he aligns aether with the cyclical nature 

of the sun, moon, planets, and stars and their influence on the creation of the calendar. In another 

chapter, “Times and the Seasons,” he explores aethereal media through the Greek notion of 

kairos, which deals with geological notions of time via the clock and natural weather like rain, 

hail, thunder, and lightning. In another chapter, “Gods and Google,” Peters takes an altogether 

different approach to aether (in a Newtonian sense) by positioning it as intangible element that 

exists beyond the moon. In that chapter, he uses aether as a metaphor for the “cloud”—the 

servers that are accessed via the internet and the databases and software that run on said servers 

that we “see,” in a sense, but do not “touch.”  Though Peters offers much in the way of aethereal 

media throughout these chapters, I turn to his analyses of aether in the former chapters; “Gods 

and Google” is taken up more fully in chapter 5 of this work.  

In “Lights in the Firmament,” Peters presents the role that aether has played in cultural 

ideals, from ancient Greece, Egypt, and Babylonia up to modern day society. As I mentioned in 
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the previous paragraph, much of these cultural analyses of aether are presented in relation to 

time, as celestial media such as the sun, stars, and moon serve at the core of our most advanced 

time-keeping technologies—calendars and clocks—and provide us with a unique negotiation 

between the heavens and their ability to construct social organization. Perhaps best said by Peters 

himself:  

As constructs that synchronize earth and heaven, culture and nature, and the periodic 

events of history and astronomy, calendars and clocks remain among the oldest and most 

important of all theopolitical media of communication, with legacies visible everywhere 

in digital media. (176)  

Aether and these inventions also have a unique relationship with element water, in that 

the earliest calendars were thought to be created to predicts floods along the Nile River in ancient 

Egypt (circa 3000 BC), which was tracked by the position of the stars (notably constellations) 

changing throughout the year. Beyond calendars and clocks, however, celestial timekeeping is 

also kept chronobiologically, in such ways as circadian and diurnal rhythms (the physiological 

changes that follow day and night cycles).  

Throughout the chapter, Peters explores different points of calendric history, from the 

sundial to the newly invented Hanke-Henry Permanent Calendar, all the while presenting the 

political ramifications that have occurred as a result of our desire to calculate time in accordance 

with celestial media. Many of these examples come as a result of religious differences and 

holidays, such as Christians having to adopt the lunisolar Hebrew calendar to celebrate Easter on 

a day that did not conflict with Passover (190). Both Christian and Jewish calendars are vastly 

different than the Islamic calendar, which is a strictly lunar calendar, meaning that its holidays 

can vary from season to season. Globally, however, most countries use the Gregorian calendar as 
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their sole civil calendar and then have a separate calendar for religious purposes; some 

exceptions include Afghanistan and Iran (which recognize the Solar Hijri calendar), Nepal 

(Vikram Samvat), and Ethiopia (the Ethiopian calendar).    

The creation of calendars throughout history has required extensive knowledge of 

astronomy, and two facts shape all calendrical systems: the daily rotation of the earth, and the 

earth’s revolution around the sun (182). Neither of these occur in whole numbers; as a result, we 

have established one day as 24 hours, but the full rotation of the earth is not exactly 24 hours. On 

average, a day is about 23.93448 hours, the average month is about 29.53059 days, and one year 

is about 365.24219 days; every fourth year we synchronize the time we lost with leap day—

February 29th.   

Serving as a bridge between calendars and clocks, Peters turns his focus at the end of 

“Lights in the Firmament” to the sundial—the ancient predecessor to the mechanical clock. The 

first sundial was thought to have been introduced to Greece by Anaximander of Miletus around 

560 BC, but shadow clocks have been found in ancient Mesopotamia predating the sundial by 

approximately 1,000 years. Sundials are composed of two primary pieces, the gnomon (or 

pointer) and a surface (typically circular, though not always). The earliest sundials had gnomons 

that pointed straight up, but as they became more widely used the gnomons were positioned to 

point toward the north celestial pole (or the point in the sky above the north pole). Of course, 

sundials are completely reliant on the sun, and any adverse weather takes away from their 

accuracy.  
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Figure 1: The Islamic Qibla 

Some scholars, like Michel Serres, view sundials as a model of the sky as opposed to a 

precise timekeeper, even though some sundials are within five minutes of accuracy of a 

mechanical clock. Sundials have also provided us a means of orientation via the cardinal 

directions (north, south, east, and west). Such celestial media as the North Star have historically 

played a role in establishing these directions, but there is much to be said about the geographical 

symmetry of Earth (i.e., the North and South Poles) and the ways that East and West are “always 

relative to position (“deictic”) and have no invariant indicators” (Peters, The Marvelous Clouds 

206). Historically, these directions have been used for city architecture. For example, many cities 

are oriented to a north/south axis.  Directions are also important for religion, especially Islam, 

whose practitioners are required to pray in the direction of Mecca, which is called the qibla. The 

qibla offers Muslims the means to spatially orient themselves in the direction of the Ka’aba 

depending on their relative location. Today, this is largely accomplished by mobile applications 

and digital technologies, but historically compasses were used (208).   
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Some animals are also celestially oriented. Dung beetles, for example, use light from the 

sun and moon to travel in a straight path. Migrating birds rely on internal geomagnetic 

compasses, and other animals like moths, frogs, and seals all use the stars to navigate at night. In 

the past, Robert Hertz suggested that our bodies are even celestially oriented, going as far to 

suggest that the body has cosmic coordinates:  

The axis which divides the world into two halves, the one radiant and the other dark, also 

cuts through the human body as divides it between the empire of light and that of 

darkness. Right and left extend beyond the limits of our body to embrace the universe. 

(qtd. in Peters 211)  

For Hertz, everything is symmetrical, and he was usually eager to work with dualisms: light and 

dark, night and day, north and south, east and west, etc. His “The Preeminence of the Right 

Hand” suggested a cosmological reason for why the majority of people prefer using their right 

hand over their left, since at the time of its publication (1909) there did not seem to be any 

definitive reason for this phenomenon. Even today, there are many theories on handedness and 

how it is determined in individuals. Regardless of what determines right or left-handed 

preferences, Hertz and Peters both provide an avenue to examine the body’s unique resonances 

with aethereal media. 

Keeping Peters’ analysis of Hertz and the body’s unique resonance with aethereal media 

in mind, I now want to turn attention toward Gilbert Austin’s Chironomia; or a Treatise on 

Rhetorical Delivery. This reconciliation between aether and Austin’s work will reflect the main 

theme of the previous chapter, in that he will be presented as a kind of elemental deliverer whose 

(art) work contains the infrastructural nature of the elements to create an affective attunement 

with an audience. As I mentioned in the introduction of this chapter, this analysis will portray 
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Austin as a mediator whose Chironomia showcases instances of element earth before turning to a 

more thorough analysis involving the participatory role of celestial media. In presenting this 

relationship, my goal is to pave the road to present my own project, “Electric Elocution,” and the 

ways that the traditional Western elements can be thought of as infrastructural participants within 

the practice of rhetorical delivery. 

Constellations and Chironomia  

In the first chapter of this dissertation, I provided an overview of rhetorical delivery that 

briefly mentioned how little work was conducted on delivery after the death of Quintilian in the 

1st century. This would eventually change in the 18th and 19th centuries, when the Elocution 

Movement would reignited the study of rhetorical delivery, largely thanks to the work of Thomas 

Sheridan and John Walker, but also Giambattista Vico of Naples, Etienne Bonnot de Condillac, 

Denis Diderot, Abbee de l’Epee, and John Bulwer. Of all Elocutionists, however, perhaps none 

had more of a cultural impact on the study of gesticulation than Gilbert Austin. Born in 1753 in 

County Louth, Ireland, Austin attended and graduated from Trinity College in Dublin with both a 

Bachelor of Arts degree in 1774 and then a Master of Arts degree in 1780. Shortly after 

graduating, Austin would go on to establish a private school in Dublin where he served as 

headmaster and taught upper-class boys. As headmaster, he sought to teach the proper techniques 

of elocution. Seeking to “dispel a ‘strange prejudice’ against rhetorical delivery, especially 

against gesture and bodily action,” his goal would later become making rhetoric more accessible 

to a wider audience of middle and lower-class boys (Robb and Thonssen, ix). 

In addition to being an educator of rhetoric, Austin was also a member of the Royal Irish 

Academy, publishing three works in the field of chemistry while trying his hand at inventing a 

few tools. In “The science of bodily rhetoric in Gilbert Austin’s Chironomia,” Phillipa Spoel 
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notes how his articles “describe the construction and application of chemical apparatus invented 

by Austin, demonstrate his involvement, in an amateur way, with the flourishing field of 

chemistry at the time” (7). Some of the inventions he presents in his work include a portable 

barometer, an apparatus for collecting gasses, and a tool to fill water with carbon dioxide. While 

he would be considered a more novice chemist, Spoel believes that his work in this field largely 

influenced his magnum opus—Chironomia; or a Treatise on Rhetorical Delivery.  

The Chironomia was published in 1806 and is arguably the most detailed instruction set 

on gesticulation written amongst all studies of rhetorical delivery, perhaps next only to John 

Bulwer’s Chirologia; or the Natural Language of the Hand. Compiled over 30 years, Austin’s 

treatise is a systematic, methodological manual for the practice of gesture in the 18th and 19th 

centuries. Described by Austin as a “system of notation,” it was written to contribute to the 

“completion of the rules for the better study and acquisition of rhetorical delivery, the fifth, and 

least cultivated, [yet] not the least important division of the art” (x). The work advocates for 

good delivery, which Austin noted himself “can conceal in some degree the blemishes of the 

composition, or the matter delivered, and to add lustre to its beauties” (187). The treatise is split 

in two parts, with the first being more of a history of rhetorical delivery and classical antiquity’s 

take on the canon. The second part is his more original contribution to the canon and an 

explication of his notational system used to teach upper-class boys the art of elocution. In 

addition to written instructions, the Chironomia is ripe with illustrations on proper ways to 

utilize the feet, body, and hands during an oration.   

Austin’s Chironomia draws inspiration from Quintilian, which Adam Kendon believes 

“contains some interesting insights into the way gesture and speech may be organized in relation 

to one another” (34). As noted by Kendon in his piece “Gesture as Visible Action,” it was 
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written in response to the lack of scholarship dedicated to the gesticulative practices of rhetorical 

delivery. It is a systematic doctrine of gestures that evolved from classical antiquity to the 18th 

century and “contains some interesting insights into the way gesture and speech may be 

organized in relation to one another” (34). The work was heavily utilized and influential into the 

20th century, and Kendon credits it for playing a formal role in the development of teaching 

rhetoric in the United States while inspiring several works to be written on gesture and the body 

in English (34).  

 The Chironomia is in one sense a technical document that merges the science and artistry 

of a body to address how best to impact the senses of an audience. Historically, its compilation 

beginning sometime in the 1770s is particularly fitting given that this was the height of 

modernity and a time when art, science, and technology were merging with one another; this 

could also partially explain why the work itself is so systemized, as during this time there were 

attempts being made to organize the chemical elements of the periodic table. His infatuation with 

codifying the body is perhaps due to his background as a chemist, which Phillipa Spoel argues 

while positioning it as a manual for the body. Spoel takes up Austin’s Chironomia through the 

lens of Michel Foucault’s “science of order” and his work The Order of Things, which is a 

“classificatory and taxonomic approach to constructing knowledge” (Spoel 7). For her, Austin’s 

Chironomia is an attempt at ordering the body in a scientific manner, particularly through its 

“special nomenclature for coding gesture, its tables, and its diagrammatic drawings” (7).  

 Much could be said about Austin’s treatise via Spoel’s analysis on the Chironomia’s 

unique ties with science and ordering, such as its relationship based on the letters of the alphabet 

and his creation of a master table that “epitomizes the construction and representation of the 

classical age’s science of order” by treating the body as a kind of “mechanical” apparatus (11). 
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The many illustrations of gestures that he provides in his work are a means to help readers and 

orators figure out how to apply his system in real world contexts, which reduces the risk of one 

acting in a vulgar manner (that is to say, without his system, one could improperly gesture when 

delivering content). At the center of his treatise is the Chironomia sphere, a geometric sphere 

that “maps the boundaries of the world within which this ideal speaker moves” (Spoel 21; Figure 

9); close examination of the sphere reveals the alphabetic system he was employing as he created 

his treatise. Of all parts of the Chironomia, the sphere is perhaps the most interesting in that it 

provides a “synthetic idealization” of how an orator performs while rendering the speaker as a 

“passive apparatus to be deciphered and regulated by a scientific, supervisory reader” (21). In a 

way, Austin’s treatise creates an ideal orator that acts as a kind of literate apparatus—a body that 

must be read and deciphered according to the diagrammatic rules within his treatise; this makes 

Austin’s work unique in that it provides a non-verbal, decipherable approach to the body as it 

enacts rhetorical delivery. And for Austin, this is the only way that young boys or men can be 

effective orators and socially respectable gentlemen.  

Austin’s approach in creating a systematized notation of gesticulation separates him from 

his predecessors and contemporaries, though he and the Chironomia (and to an extent, the 

Elocution Movement) are largely overlooked in favor of classical and contemporary rhetoricians 

and their works. As I see it, however, Austin and his Chironomia offer much in the way of my 

elemental delivery and elemental deliverer ideas, which is why at the beginning of this 

dissertation I noted how these two chapters could be read parallel with one another. Rather than 

taking up earth to activate greater capacities by inciting emotions or feelings within an audience, 

however, Austin’s work interacts with the chemical elements as opposed to the classical 

elements to produce both a form of, and manual for, bodily artistry that can be said to create an 
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affective attunement with an audience. One such way his engagement with the chemical 

elements is evidenced in the Chironomia is by cross-comparing it to some of his works published 

in Transactions of the Royal Irish Academy. In “Description of an Apparatus for Impregnating 

Water and Other Substances Strongly with Carbonic Acid Gas,” for example, the diagram of his 

apparatus is labeled in a similar way as his Chironomia sphere (Figure 2, Figure 4). Some 

similarities between the Chironomia include the lettering that is used to label specific parts of the 

respective media; that is, h, I, m, and l label different parts of his water-impregnating apparatus, 

much like Z, h, and R label different parts of the Chironomia sphere, and each denote a part of 

his greater system. This move, however, is reflective of more widely adopted representations of 

scientific apparatuses found in the 18th century. As noted by Spoel, who works from David 

Knight’s “Illustrating Chemistry,” diagrams like these are “closely related to the growth of a 

chemical community, all trained in which the same way so that they could interpret these abstract 

forms of visual language” (qtd. in Spoel 136). This style of illustration is largely confined to the 

19th century before photography was introduced and were often as well described as they were 

illustrated (148).  
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Figure 2: Austin's Water Impregnating Apparatus 

In Austin’s other works, illustrations reflect a similar art style as his diagrams in the 

Chironomia, which are unlike the more realistic depictions found in Figure 2. Figure 3, for 

example, shows his “new condenser and air pump” diagram, which is not unlike the depictions 

of his sphere or poses found in the second half of his work. Even textual analyses of Austin’s 

Chironomia reflect the language used in chemical illustrations of the 19th century. For example, 

in “Illustrating Chemistry,” Knight recounts a book called System of Theoretical and Practical 

Chemistry (published by Fredrick Accum) that was used by the Royal Institution of London to 

teach practical chemistry. Much like the Chironomia, Systems of Theoretical and Practical 

Chemistry in the hands of a novice could allow anyone to “assemble complex arrangements of 

apparatuses” (Knight 154); a similar claim is made by Austin in the Chironomia, in that those 
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who take up and practice his work can become effective orators. Both Accum and Austin wanted 

readers and practitioners to know how to achieve something in their respective fields and went to 

great lengths to describe their systems. Even the three-dimensional sphere drawn by Austin 

reflects some general thoughts about three-dimensional representation of the time. In the 19th 

century chemists (like John Dalton) knew that atomic structures were three-dimensional, but 

properly representing them in printed text was not widely practiced (156).  

 

Figure 3: Austin's Condenser and Air Pump 

Austin’s tenure as an amateur chemist clearly played a role in the production of the 

Chironomia, and the systemization of the chemical elements provided him a blueprint to create a 

notational system on gesticulation. In the Chironomia, different parts of the body (the hand, 

arms, eyes, feet, and face) and their movements (forwards, backwards, grasping, inwards, etc.) 

are charted in a similar way as 18th century scientific tables; Spoel takes notice of this in her 

Foucauldian analysis of Austin’s tables, presenting how Austin’s tables are organized in a similar 

way the “standard scientific models of his period” (14). And Austin, like John Durham Peters in 
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his analysis of element earth and utilization of Leroi-Gourhan in The Marvelous Clouds, believes 

that starting from the feet is the best place to begin his treatise: “We begin, as it were, with the 

foundation of the building, and shall first consider the positions and motions of the feet and 

lower limbs; since without the stability and ease of these, no grace or dignity can consist in the 

standing figure” (Austin 294). For Austin, the feet provide the means to support the body so that 

a man can properly convey himself in a dignified, graceful manner. His point is not unlike Leroi-

Gourhan’s contention that the feet serve as the infrastructure for humans, but for Austin it is the 

infrastructure of his greater gesticulative system. To achieve proper movement, Austin provides 

an entire notational system on just the feet. Each foot is labeled accordingly (R is for the right 

foot; L is for the left foot), and their respective positions are labeled numerically. “R. 1,” for 

example, is the first right foot position, while “L. 1” is the first left foot position.  

As far as performing a general oration, Austin’s system for the feet is relatively simple. 

For each foot, there are but two positions: “R. 1,” “R. 2,” “L. 1,” and “L. 2.” We start with our 

feet in “R. 1” and L. 1;” in Figure 4, this is labeled as 1. In this position, the “right foot forms 

with the left foot an angle of about 75 degrees” (for a clearer depiction, see label 2 or 3, which 

are the same except for the weight distribution for each foot) (298). The principal weight of the 

body in this position is on the left foot; in label 2, the weight on the left foot is indicated by the 

darker shade of the foot. When seeking to transition to “R. 2” and “L. 2” (labels 4 and 5), we 

must first put our weight on the right foot, and then lift the heel on our left foot to transition the 

weight on the ball of our left foot (label 3). When weight has been successfully distributed to the 

ball of the left foot, we can then slide our right foot forward (label 4). After our right foot is 

properly planted, we then transition our weight to it and follow through with the left foot (label 

5) to recreate label 1 in a new location.   
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Figure 4: Austin's Foot Notation 

Austin goes as far as to critique the paintings of William Hogarth to suggest how the 

stances of those depicted (Henry the VIII, for example) are ungraceful and unable to support the 

rest of the body, such as knees, chest, and shoulders. He claims that “the motions are to be made 

with the utmost simplicity,” and that the general rule for changing the position of the feet should 

“take place after the first gesture or preparation of the changing hand” (307). This cannot occur 

too frequently, however, as frequent changes give off the idea of anxiety and instability, which 

are unfavorable qualities to an orator (308). 

 In a way, Austin serves as a kind of nexus between the works of Peters, Leroi-Gourhan, 

and my own. Though he is most engaged with the traditional Western elements like earth 

through the chemical elements, he does, in a similar manner as Peters and Leroi-Gourhan, 

position the feet as the foundations for humanity and for rhetorical delivery. I suggest that 

Austin’s beginning with the feet situates him as an elemental deliverer whose connections with 

earth are not through such gesticulative acts as carving and engraving (as I presented in the 

previous chapter), but instead through his notational system of the feet as they pass over the 

ground—the earth as it literally exists underneath his definitive orator’s feet.  
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This relationship between feet and element earth to enact rhetorical delivery is but one 

instance of the elements participating in Austin’s treatise. Indeed, I see the gesticulative actions 

theorized his treatise as exhibiting ideas of the water element, in that actors fluidly move from 

place to place, enacting systematized gestures and hitting specific notations of within his system 

at exactly the right moment. Even his sphere could be seen as a bubble that orators exist in, 

requiring them to swim, in a manner of speaking, from point to point in his treatise to elicit an 

emotional response from one’s audience. At many points in this dissertation, I wished that Plato 

would have ascribed the sphere to element water rather than the icosahedron (as he did in 

Timaeus), which could have made for a unique analysis on Austin’s sphere and Plato’s Timaeus.  

Of air and fire, I see little participation within Austin’s treatise. Air lends itself well to 

augmenting (or compressing, as in the case of the Pnyx I) voice, but Austin’s treatise is mostly 

concerned with gesticulation, save for the first chapter of the Chironomia which provides a 

historical overview of the voice but is not an original contribution to the rhetorical delivery. Fire 

is even more difficult to situate as a participant within rhetorical delivery and even more so with 

the Chironomia, though it does have some resonance with my take on deliverance in that they 

each (that is, fire and deliverance) feature a sense of rebirth. Aether, however, participates 

directly within Austin’s treatise, notably through the element’s ties with celestial media—

specifically the constellations. This analysis will also serve as a bridge between my project, 

“Electric Elocution,” and digital technologies, which I take up more in the following chapter.  



113 

 

Figure 5: The Celestial Sphere 

Strictly speaking, constellations are boundaries or areas in the celestial sphere; Figure 5, 

for example, shows all eighty-eight constellations as they exist in the celestial sphere beyond 

Earth. Historically, constellations are represented by groups of visible stars that create an outline 

of an animal, creature, or mythological person. In total, there are eighty-eight constellations, 

twelve of which are called zodiacs because of how they cross the ecliptic, or the path that the 

planets travel along each year. Some are compiled from four stars (Aries), while others from 

nineteen stars (Ursa Major). Due to how the earth rotates on its axis from east to west while 

rotating around the sun, we are exposed to different parts of the celestial sphere, meaning we can 

only see certain constellations throughout the year. Since the classical era, their names have 

somewhat varied, but today they are recognized globally by their original Latin names because 

of the International Astronomical Union’s desire to codify the celestial sphere in 1930. Most 

commonly today, the eighty-eight constellations are typically used by astronomers when 

communicating about celestial phenomena. The contemporary constellations differ vastly from 
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the more mythological takes that originated in classical antiquity, though certainly they are still 

used to tell stories or stargaze.  

Historically, the oldest surviving written record on constellations dates to Babylonia 1700 

BC in a work that has been called “Prayer to the Gods of the Night.” This brief prayer (twenty-

four lines from start to finish) references many of the constellations we know, including the 

Arrow (the star Sirius), the Dragon (the Hydra constellation), and the Bison (likely from the 

ophiuchus constellation), among others. Depictions of constellations, however, have been argued 

to date back some thirty thousand years ago in Lascaux, France, in the image of a bull that some 

archaeologists suggest is a representation of Taurus. This kind of illustration would certainly be a 

unique blend of earthly/aethereal art that resonates with some of what I presented in the previous 

chapter, but more concrete representations come from Mesopotamia in the form of inscribed 

stones. Eventually, however, records like “Prayer to the Gods of the Night” found their way to 

the Greeks who had a hand in the creation of the forty-eight traditional Western constellations. 

Evidence for constellations in classical antiquity date back to 700 BC with Homer’s work Works 

and Days, Odyssey, and Iliad, with each offering fragmentary evidence for the constellations 

through the mentioning of “heavenly bodies” or Achilles’ shield being crafted by Hephaistos. It 

would not become until later, however, with the publication of Catasterismi that the 

constellations would be mythologized in Greek culture.23 

From Greece, the cultural influence of the constellations made their way to Europe 

(specifically Rome) and the Ptolemaic Kingdom of ancient Egypt (though it is likely that this 

kingdom was interested in constellations before the Greek influence due to its proximity to 

 
23 Catasterismi has a long and complicated history. Generally, it is considered authored by Eratosthenes or “Pseudo-

Eratosthenes,” as some evidence suggests that it was only published in Eratosthenes name to bolster its credibility. 

Some scholars, such as John Barentine, believe that the forty-eight constellations were created by the Greeks but 

were not codified until the Romans took them up sometime in the second century AD, and that the Romans played a 

hand in Catasterismi’s publication. 
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Mesopotamia).24 Claudius Ptolemaeus (who was of Greek origins but resided in Egypt while 

under the rule of the Roman Empire) eventually codified the forty-eight constellations in his 

work Almagest, which was a more astronomical treatise on the constellations as opposed to 

Catasterismi’s mythological take. Almagest served as the standard for astronomy for 1500 years, 

all the while avoiding the “depaganizing efforts of the early Christians” and their desire to turn 

the twelve signs of the zodiac into patriarchs, apostles, and angels (Peters 173).  

After the dark ages, Europeans would spread their knowledge of astronomy to the 

southern hemisphere and navigate via the stars to places unknown, showing the unique 

relationship between elements aether and water, and their role in creating the capacity for 

colonization. Even today, celestial navigation is still in use by the U.S. Navy, though at some 

point in the mid-2000s it was phased out in favor of electronic navigation, only to be brought 

back in 2016. Between these two eras, however, there is a vast history of constellations, 

including the inception of an additional forty to comprise the total eighty-eight (which came with 

its own set of political ramifications), and many more being created only to be forgotten as time 

went on. By the1900s or so, the constellations were most commonly taught to “introduce 

students and laypersons to the folklore and history of the night sky,” and their ability to be used 

to traverse the seas largely fell out of practice (Barentine 467). As I stated above, in the 1930s 

they were officially established as locations in the sky so that astronomers could better 

communicate when conversing about celestial phenomena.     

The Chironomia has many parallels with the constellations. Figure 5, for example, shows 

the celestial sphere—an abstract sphere with a seemingly infinite radius concentric, or sharing 

the same center and axis, as Earth. Much like the Chironomia sphere shown in Figure 6 the 

 
24 Ancient China also has a rich history of constellations dating back to the 5th century BC, but evidence suggests 

they, too, were largely influenced by Mesopotamian constellations (Sun and Kistemaker). 
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celestial sphere is imaginary, yet it still plays a crucial role in mapping the boundaries of the sky. 

The position of where Earth is in space involves several constituents, including the speed at 

which Earth revolves counterclockwise around the sun as they move toward the star Vega in the 

Lyra constellation, while the rest of the Milky Way galaxy races clockwise around the Galactic 

Center of the Milky Way, which ends up looking somewhat similar to a vortex if mapped. 

However, the celestial sphere is always coaxial to Earth. By proxy, this makes the celestial 

sphere concentric to an observer as well, given that the position of the stars in the sky is relative 

to where an individual is on Earth.   

Similarly, Austin’s Chironomia sphere is concentric and relative to the orator; that is, as 

the orator moves, so too does their sphere. Whether we are gesticulating or looking into the sky, 

neither sphere is truly there, yet they both afford the orator or observer a center for their 

respective notational systems. The Chironomia sphere itself is even somewhat reflective of the 

celestial sphere, as each part of the Chironomia sphere denotes a specific part of the body, much 

like the celestial sphere denotes bodies of stars in the form of constellations. For example, the 

sphere in Figure 6 consists of many different circles to compile his greater sphere, and can be 

broken down and read as follows: the first primitive circle (labeled Z, h, R, h), the right circle (Z, 

R), and four oblique circles (Z, Q, R; Z, C, R; Z, B, R; Z, B, R). All circles are intersected by 

three other circles: one great circle (h, f, h), and two lesser circles (c, f, e, and d, f, c). Each letter 

is also codified according to the location of the hand: R means the hand is at rest; d means the 

hand is down; h means it is pointing toward the horizon; e means it is elevated; Z means it is 

pointing toward the zenith; c means the hand is conveniently across the body; q means the hand 

is obliquely 45 degrees from the center; x means it is extended in the plane of the speaker’s 
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breast; b means the hand is behind; and f is for when the hand is in the right circle and in the 

spectator’s line of sight.   

 

Figure 6: Austin's Chironomia Sphere 

For Austin’s orator, the center of the sphere is “imaginatively” placed in such a way that 

it coincides with their breast (Austin 310). To avoid confusion, the Chironomia sphere in his 

treatise (and above) is only labeled for the right hand. Perhaps Hertz would have been interested 

in an aethereal analysis of Austin’s preference for right hand dominance. The manual can also be 

inverted, so that the left hand is predominately used during an oration. But while the sphere is 

only labeled for the right hand, Austin does make clear that the left hand is still active during a 

gesticulative recitation. As shown in Figure 10, the different shaded lines indicate the right 
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hand’s movement (the stronger lined circles) and the left hand’s movement (the dotted lines). 

When performed in the transverse, however, this changes; q (for the right- hand side) becomes c, 

and so on.  

Austin’s Chironomia sphere contains forty-five systematic positions for the arms. These 

positions can be performed by the right hand, left hand, or both hands, which makes for a total of 

135 variations of the original forty-five (45x3); in his treatise, these positions are Gesture 19 to 

Gesture 33. But while the Chironomia sphere also encapsulates other elements of the body 

including the hands, head, eyes, and shoulders, the arms are the only part of the body to receive 

an in-depth consideration of how they operate within the sphere. Austin does not make clear why 

the arms are the primary recipient for his spherical analysis, but perhaps it is as simple as that 

many of the body parts follow along with the arms. Alternatively, the dominance of the arms  

could be because he expects his practitioners to always assume that they are in the sphere, and 

his guidelines for the hands, head, eyes, and shoulders were created with the sphere in mind. 

Regardless of his reasoning, the sphere receives no attention after his chapter on the elevations of 

the arms.  

As I see it, Austin’s Chironomia exhibits the ways that the classical elements 

infrastructurally participate within systematized notations of rhetoric. Aethereal media like the 

eighty-eight constellations in the celestial sphere can be read as reflections within Austin’s 

treatise by way of his original forty-five notations that are guided by his Chironomia sphere. 

That is, the constellations—groups of defined points that constitute a larger whole—participate 

in Austin’s treatise by way of his notational system of the feet and various positions of the arms 

between Gestures 19 and 33. While many of the eighty-eight constellations are animals, 

creatures, or objects, some are representations of mythological people holding specific poses, not 
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unlike those found in Austin’s treatise. Orion the Hunter, for example, is a collection of many 

stars thought to outline the figure of a man wielding a bow. In the Orion constellation (Figure 7), 

there are specific stars mapped to represent the hands, arms, shoulders, hips, and legs (among 

others, like his bow). Likewise, Austin’s forty-five notations of the arms as represented in 

Gestures 19 through 33 of his treatise are a kind of codified, bodily map for rhetorical 

gesticulation. The systematic positions of the arms constitute different “constellations” of his 

sphere, in a sense, like the constellations that map our night sky.  

 

Figure 7: Orion the Hunter 

 

Figure 8: Chironomia Constellations 
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Gestures between 19 and 33 in Austin’s treatise have no inherent meaning, unlike, say, 

the thumbs up position to represent approval I mentioned in chapter 2. In fact, the vast majority 

of the gestures in the Chironomia have no meaning, save for the “significant complex” gestures 

which “seem to be natural and altogether involuntary” (485). Instead, his notational system is 

more like an artist’s paintbrush, and what they do with it largely depends on their own intentions. 

Austin does, at times, offer some advice on when to use these gestures, such as pointing the hand 

toward the Z coordinate of his sphere when talking about something “highly interesting,” “as if a 

general pointed to those troops which he quired to be instantly sustained” (314). Pointing toward 

the Z coordinating, or up, during an oration resonates with the ways that celestial media have 

historically been taken up to orient oneself to Earth through navigation, for example, or even the 

gnomon of a sundial pointed toward the North Star. While Austin’s gestures may have no 

inherent meaning, they do serve to orient, much in the way that John Durham Peters speaks of 

orientation in “Lights in the Firmament.” While he is relatively brief on this topic, Peters does 

note how “Orientation is an enormously rich celestial resource for meaning making” (206). 

Thought alongside Peters’ work, Austin’s Chironomia only orients the orator in such a way that 

the audience is provided their own opportunity to make sense of the gestures enacted; in many 

ways, this is reflective of asterisms in the night sky, in that they oftentimes interpreted by 

individuals differently.25 

Austin’s blueprints for gestures with no inherent meaning is also similar to how we use 

our hands today in an oral recitation. What is notable about this is that different individuals use 

different hand gestures to communicate. Donald Trump’s gesticulative acts, for example, are 

starkly different than Bernie Sanders’. By systematizing these gestures, Austin is attempting to 

 
25 Asterisms differ from constellations in that they fewer stars (asterisms are typically only comprised of 3-6 stars), 

and they are not internationally recognized (the Little Dipper, for example, is known as The Plough in the United 

Kingdom). As such, asterisms are oftentimes created by individuals for fun and ascribed personal meanings.  
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homogenize the gesticulative acts used by individuals in the 18th century. As I mentioned in the 

first chapter, many of these gestures were already in use by the upper-class Irish during this time 

which Austin took, codified, and then redistributed in his treatise for middle and lower class boys 

so that they, too, could appear as manly gentlemen. 

 Much like the International Astronomical Union’s induction of the forty-eight (and then 

eighty-eight) constellations as a universal map of the celestial sphere, Austin’s Chironomia was 

intended to serve as a form of universal language, a belief originally held by Quintilian whose 

work Austin based much of his own off. Indeed, some Elocutionists like John Bulwer and Abbé 

Dinouart, believed that gesture was “more closely connected to ‘nature’ than spoken language, 

and that it is a form of communication common to all mankind” (Kendon 35). Austin, too, 

echoes sentiments of this, claiming that “the countenance and gesture are the language of nature” 

(Austin 381). He even goes as far to compare the transition from gesture to gesture to the 

“graceful flight of certain greater birds,” in a rather lengthy, but relevant quote: 

The flight of the hawk, and the soaring of the eagle, whose motions are both powerful 

and swift, and magnificently sustained, and boldly terminated, present the image of high 

tragic and epic gesture; which takes place, when the actor is engage in grand and terrific 

scenes, or when he recites the sublime poetry of lyric odes. The sailing and fine variety of 

motion, with the changing lustre of the great seafowl, is the gesture of recitation in 

magnificent and beautiful descriptions of nature. The orator seems to fly on the wings of 

the dove, rapid, strong, and light. For a time he ascents in tower elevation but does not 

long hover among the clouds, he rather descends to adorn the most interesting domestic 

scene.” (460) 
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Rather than solely being a natural phenomenon, however, I see Austin, the Chironomia, and his 

sphere in a similar vein that Robert Hertz sees the body in his work “The Preeminence of the 

Right Hand.” It is a work that showcases the peculiar relationship between celestial media and 

gesticulation. Indeed, this work positions Austin as an elemental deliverer with unique ties to 

aether while presenting his work as one elemental delivery, in that it presents how the elements 

can be thought of as participatory media within rhetorical delivery. 

Conclusion 

Undoubtedly, Austin’s tenure as an amateur chemist played a role in the production of 

Chironomia; or a Treatise on Rhetorical Delivery, and the systemization of the chemical 

elements provided him a blueprint to create a notational system on gesticulation. In the 

Chironomia, different parts of the body (the hand, arms, eyes, feet, and face) and their 

movements (forwards, backwards, grasping, inwards, etc.) are charted in a similar way as 18th 

century scientific tables; Phillipa Spoel takes notice of this in her Foucauldian analysis of 

Austin’s tables, noting how they are organized in a similar way the “standard scientific models of 

his period” (14). Spoel relies on a more contemporary understanding of the systemization of the 

chemical elements that replaced water, fire, earth, air, and aether during the chemical revolution, 

which was spearheaded by Antoine-Laurent de Lavoisier in the 18th century. However, my 

approach herein has been to present the ways that the traditional Western elements can be 

thought of as participating in Austin’s treatise. As such, I have argued that Austin’s Chironomia 

is indicative of my elemental delivery proposal, showing how element earth and aether are 

participants within his treatise. Even Austin himself aligns with the elemental deliverer 

practitioner I proposed in the previous chapter, in that he is one who utilized the elements (in a 

more abstract way than the Paleolithic elemental deliverer) to create a form of embodied art 
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capable of leading an audience toward deliverance and activating greater capacities. Of course, 

this idea is twofold: on the one hand, Austin utilizes the systemization of the chemical elements 

to create his treatise, but on the other hand, there are unique allusions to the traditional Western 

elements via earth and aether within his work, and perhaps even water, air, in fire in some 

respects.  

At its core, Austin’s mapping of the body in the Chironomia is meant to generate an 

affective attunement with an audience—a defining trait of rhetorical delivery as argued by Sean 

Morey. This process resonates with my elemental delivery proposal, in that it showcases how the 

elements can be thought of as participatory media within the practice of rhetorical delivery—

notably gesticulation. On a more abstract level, the body as it exists in Austin’s treatise aligns 

with the body that Peters writes about in The Marvelous Clouds; that is, bodies are compilations 

of elements that adapt upon encountering different actors or the emotions, feelings, or affective 

amplitudes exhibited by an audience. Austin approaches the body in a similar way as the 

chemical elements, illustrating how the body should adapt according to the content one is 

delivering. As I wrote much of this chapter, I could not help but to think of the ways that the 

body is, in one type of analysis, a composition of chemical elements—oxygen, carbon, hydrogen, 

nitrogen, calcium, phosphorus, potassium, sulfur, sodium, chlorine, and magnesium. Historically 

and scientifically speaking, the chemical elements are a result of supernovas over the span of 

approximately fourteen billion years. As theorized in the Big Bang Theory, at the beginning of 

the universe only the lightest of the elements existed, such as hydrogen, helium, and small 

amounts of lithium. As the earliest generations of stars formed, gasses compiled and eventually 

combusted, causing a nuclear reaction within the star. The first stars, theorized to be fifty times 

larger than the Sun, contain within them a site of nucleosynthesis, or the process that makes 
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chemical elements. As these stars burned their fuel, heavier elements came to be—hydrogen and 

helium. Upon going supernova, or exploding, these elements would then be expelled and create a 

new generation of stars; this process repeated until heavier elements were born—carbon, 

magnesium, and all other elements of the periodic table. As a result, all life on Earth and all 

matter was formed, making us inherently celestial media; this idea gained much traction in the 

mid-2010s, when approximately 150,000 stars were examined to show how humans have about 

“97 percent of the same kind of atoms” as the stars, but was first theorized by Empedocles some 

2500 years ago as I mentioned in chapter 2 (qtd. Howell, n. pag.).  

The Elocution Movement remains underrepresented in rhetorical scholarship. Through 

Peters, however, I have sought to breathe some life into the Movement, notably through my 

analysis of Gilbert Austin and the earth and aether elements. As such, one goal herein has been 

to offer a new way to read not only the works and scholars of the Elocution Movement, but 

rhetoric more broadly. Up to this point in my dissertation, however, these analyses have drawn 

upon nondigital media and the participatory role that the elements have played in creating an 

affective attunement with an audience. Thus, in the next, and final, chapter of this dissertation, I 

want to present my own project, “Electric Elocution,” and present the ways that the classical 

elements still participate in a digitally mediated delivery apparatus.  

CHAPTER 5: Electric Elocution  

 In the first chapter of this dissertation, I provided a mystoreographical preamble that 

covered the inception of this project. To reiterate, the mystory is a narrative style of writing that 

functions by pattern formation instead of argument. It brings into relation one’s experience with 

three levels of discourse: personal (autobiography), popular (community stories, oral history, or 

popular culture), and expert (disciplines of knowledge) (Teletheory 209). To create a mystory, 
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Ulmer draws from Roland Barthes’ idea of the punctum presented in his work Camera Lucida. 

For Barthes, the punctum is the piercing effect—the sting of memory—that one receives when 

viewing a photography that produces something poignant within a viewer (26);26 for Ulmer, 

however, the punctum is the piercing memory from one’s past that they can write from to create 

new ideas.  

Collectively, there were three puncta (which could be conflated with common academic 

models used in the classroom) that led to the inception of this project. The first sting of memory 

was the first course I took as part of the Communication, Rhetoric, and Digital Media (CRDM) 

program at North Carolina State University called the History and Theory of Media 

Technologies. In that course, I was introduced to several media theorists, including Marshall 

McLuhan, Friedrich Kittler, and Bernard Stiegler; none, however, had quite the impact on my 

own interests as John Durham Peters and his work The Marvelous Clouds. As a work that 

explores the literal and metaphysical role of the classical elements in mass communication 

technologies, The Marvelous Clouds appealed to my own interests in the natural environment 

while providing me a groundwork to examine different types of media; as such, it has served as a 

punctum ever since, and provided me a touchpoint to generate new ideas through the auspices of 

the traditional Western elements. The second and third punctum that coalesced alongside the first 

were my introduction to rhetorical delivery (both traditional and contemporary ideas) and 

physical computing scholarship. Respectively, these puncta were the result of two courses I took 

during my second year in the CRDM program: a directed research that focused on physical 

computing technologies and contemporary theory on the fifth canon of rhetoric, and a history of 

rhetoric course that introduced me to the intricacies of the delivery canon. Collectively, these 

 
26 As mentioned in the first chapter, the punctum was originally written as a response to the piercing effect that one 

receives when viewing a photograph that produces something poignant within a viewer: “the punctum of a 

photograph is that accident which pricks me (but also bruises me, is poignant to me)” (26-27). 
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three puncta paved the road for this dissertation, allowing me to interweave seemingly unrelated 

discourse together and invent a new avenue for rhetorical delivery scholarship: elemental 

delivery.   

 Since the first chapter, I have worked with various historical touchpoints to explore the 

infrastructural role that the traditional Western elements have played in rhetorical delivery via 

my elemental delivery concept. Up to this point, however, these analyses have mostly come from 

eras predating digital technologies—the Paleolithic era and the 18th century Elocution 

Movement. Thus, in a move that is designed to bring this back to contemporary notions of digital 

delivery, this final chapter introduces my own project, “Electric Elocution;” as such, it strays 

away from traditional conclusions that summarize and reflect on previous chapters and instead 

opts to end with a new beginning, offering scholars avenues to conduct future research of digital 

delivery.  

As an immersive, embodied installation, “Electric Elocution” is a digital recreation of 

Gilbert Austin’s Chironomia; or a Treatise on Rhetorical Delivery. It is, in many ways, 

mystoreographical—a culmination of different puncta coming together to produce an entirely 

new way to think about rhetorical delivery and the classical elements in the 21st century. As will 

be made clearer in the coming pages, the installation works by encoding gestures from Austin’s 

Chironomia into the multimedia software TouchDesigner. In tandem with TouchDesigner, a 

Microsoft Kinect v2 (a depth/skeletal tracking camera) tracks the embodied movements of a 

participant, allowing them to reenact various gestures within his treatise. As I mentioned in the 

first chapter, this project serves as a bridge between my ideas on elemental delivery and more 

recent works on the rhetorical canon of delivery, like Sean Morey’s Rhetorical Delivery and 
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Digital Technologies and David Rieder’s Suasive Iterations—a work I turn to in the coming 

pages.  

 Before moving to the next section, it should be noted that much of the content in that 

section is a technical description on how “Electric Elocution” works. Like Austin’s Chironomia, 

this section includes technical language that may be unfamiliar to readers. As such, it will be 

accompanied with several visuals to reinforce the points I make, and I utilize terminology often 

associated with notions of infrastructure to make apparent the relationship between my 

installation and theories of infrastructure. In some ways it is appropriate to suggest that my 

technical description of “Electric Elocution” is not unlike Austin’s publications for the Royal 

Irish Academy, such as his “Description of an Apparatus for Impregnating Water and Other 

Substances Strongly with carbonic Acid Gas” which provides labeled images of his apparatus 

alongside describing how they work. In other ways, however, the technical description in the 

next section represents the larger role of infrastructuralism and broader notions of infrastructures 

in an elemental approach to rhetorical delivery.27 This is accomplished through my installation, 

“Electric Elocution,” an audiovisual installation that compresses notions of space and time while 

fulfilling Ulmer’s desire for a mystory to be involved with new media technologies—a goal I 

established in the first chapter of this dissertation.  

 
27 For example, in her article ““Stuff you can Kick”: Toward a Theory of Media Infrastructure,” Lisa Parks situates 

infrastructures as the “material sites and objects that are organized to produce a larger, dispersed yet integrated 

system” through which “audiovisual signals and data are trafficked” (355). Attempting to fill the gap between the 

digital humanities and research fields in Urban Studies, Communication, Geography, and Science and Technology 

studies, Parks introduces her own approach to infrastructural theory through what she calls infrastructural 

imaginaries, or “ways of thinking about what infrastructures are, where they are located, who controls them, and 

what they do” (355). This methodology attempts to analyze specific infrastructural sites and their relationship with 

environmental, socio-economic, and geopolitical conditions through investigations of infrastructural objects using 

photography, maps, video, art, drawings, and other visualizations. For example, in one of her case studies Parks 

analyzes a 1900s mailroom by turning to a film dated August 7, 1903 and the infrastructures that make the 

circulation of this video possible today—the Internet, cloud storage, and computational processing, for example. 

Though her analyses of infrastructures typically involve the physical systems that produce audiovisual transmission, 

she is aware of how infrastructures exist beyond these systems; the mail room, for example, is an infrastructural site 

that transmits information across large scales of space and time. As we will see in the coming pages, “Electric 

Elocution” resonates with both Peters’ and Parks’ take on the infrastructure.  
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“Electric Elocution” 

 

Figure 9: "Electric Elocution" in TouchDesigner 

 Like much of the work in previous chapters, “Electric Elocution” draws on Sean Morey’s 

Rhetorical Delivery and Digital Technologies and his chapter “Posthuman Gestures and 

Electrate Attunements.” In that chapter, Morey moves beyond classical era gestures to explore 

the posthuman model of delivery via his delivery-machines and delivery-networks concepts. His 

goal throughout this chapter is to make clear who practices the electrate delivery he is advocating 

for, and he accomplishes this by turning to the posthuman theories of N. Katherine Hayles. As a 

whole, “Posthuman Gestures” is somewhat repetitive of other chapters in Rhetorical Delivery 
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and Digital Technologies, but his original take on gesture in a digital, networked delivery will be 

useful moving forward as it reintroduces the bodily traits of delivery that I take up in my own 

project, “Electric Elocution.”  

 For Morey and other contemporary rhetorical scholars like David Rieder, digital 

technologies such as video and motion-capture technologies provide us with a means to “record, 

study, and write with the body as never before” (Morey 218). Even GPS technologies track our 

bodies which “allows one with the data to track how bodies move through space and design 

delivery environments that gesture to the passersby” (218). But the body, in the wake of 

posthumanist scholarship, exists in such a way that it is augmented and integrated with digital 

technologies. These technologies provide a body the means to practice rhetorical delivery 

through tele-technologies. Our gestures, tones, and expressions are made “not just with the body 

alone, not just with machines that are immediately present,” but with such technologies as 

cellphones and computers, allowing us a means to utilize the body in unique ways unfamiliar to 

the traditional notions of rhetorical gesticulation (219).  

 In “Posthuman Gestures,” Morey presents a more grounded example of his electrate 

deliverer and introduces digital media artist Eduardo Kac to present how one works with digital 

technologies to create new kinds of affective attunement via posthuman gestures. Kac’s work is a 

unique blend of biology, engineering, and art that Morey argues is capable of compiling 

delivery-networks to form unique affective relationships with his audience. In turn, Morey 

believes that this leads Kac’s audience toward deliverance, or an enlightened/transcended state. 

For example, in Kac’s Genesis project, he took a verse from the book of Genesis that he found 

online and turned it into Morse code. He then converted that code to the four nitrogenous bases 

of DNA: cytosine (made from a DOT in the Morse code), thymine (made from a DASH in the 
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Morse code, guanine (LETTER SPACE), and adenine (WORD SPACE) (239). Afterward, he 

sent this to a lab that would compile the DNA into a synthetic strand that he used for a global art 

experiment via the internet, in which viewers could remotely turn on a UV light above the DNA 

petri dish, which affected the rate at which bacteria interacted with the DNA. 

 For Morey, Genesis is an example of delivery-networks, in which “web participants 

directly change the content of the exhibit and participate in how the art delivers” (239). 

Interestingly, Kac himself refers to this process as a gesture, though in a different sense as the 

embodied notion: “in the context of the work, the ability to change the sentence is a symbolic 

gesture: it means that we do not accept its meaning in the form we inherited it and that new 

meanings emerge as we seek to change it” (qtd. in Morey 239). In reference to the electrate 

deliverer, however, Morey notes how the audience’s participation in the installation by 

preforming a (digital) gesture (turning the UV light on/off to change the genetic makeup of the 

DNA strand) creates a feedback loop between deliverer/audience, highlighting the reciprocal 

nature of rhetorical delivery, thus creating an affective attunement which leads the audience 

toward deliverance in some capacity.  

On a grander scale, Genesis even takes on another meaning of delivery, in that Kac’s 

synthetic DNA strand creates a new “species” that is then delivered, or genetically modified: 

“Such mixing of codes provides new kinds of being, new ways of becoming that did not exist 

before” (240). This notion of a delivery without a body resonates with the nonhuman delivery 

idea I proposed in the second chapter of this dissertation, when I proposed that imperceptible 

actors, such as the elements, could become delivered upon and fundamentally changed. Morey 

however, does not linger here (nor will I, as it affords too much in the way of creating new paths 

for rhetorical delivery and arguably its own book-length examination) and is quick to relate this 
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back to ideas of rhetorical delivery from the classical era, in that the act of delivery has always 

sought to undo some hidden blockage within an audience so that they could reach new states of 

being.  

In focusing on Eduardo Kac, Morey presents an analysis of an electrate deliverer, but this 

falls short of illuminating the ways that the practice of gesticulation (and voice and mien)  

can be taken up using contemporary technologies. In the past, Morey’s work has even been 

critiqued for its lack of guidelines for practicing an electrate delivery (McGregor n. pag.). As 

such, “Electric Elocution,” in many ways, seeks to close the gap between body-sensing 

technologies and the reemergence of delivery scholarship dedicated to gesticulation, perhaps 

picking up where Morey left off and beginning where such works as David Rieder’s Suasive 

Iterations begins—that is, at the turn of a physical computing, transductive rhetoric.  

Much could be said in the way of Suasive Iterations, as the book is intended to offer 

digital rhetors and writers, digital media artists, and “digital humanists 2.0” a method of 

rhetorical invention and creativity within the new paradigm of physical computing; this book has 

been crucial for my own interests in physical computing and “Electric Elocution” project. The 

work itself blends such ideas and concepts as William Gibson’s eversion, or the idea of the 

virtual folding into the real (first presented in his novel Neuromancer) and transduction, or the 

“conversion of one form of energy into another” to propose how a rhetorician can create everted 

reality projects that transduce physical actions into persuasive experiences (qtd. in Rieder 11). 

Along the way, he reinvents the idea of what, exactly, writing entails in the era of post-PC 

technologies, using Kenneth Burke’s notion of “casuistic stretching,” which “introduces new 

principles while theoretically remaining faithful to old principles” (Burke 155); this allows 

Rieder to frame writing in the context of such things as wiring components together into circuits, 
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thus making it a new form of transductive writing that resonates with more unconventional ideas 

of writing as a line-making practice (29).  

Each chapter of Suasive Iterations has some resonation with one of the five canons of 

rhetoric (invention, arrangement, style, memory, and delivery), and in one chapter, “Plumbing 

the Paradoxical Depths,” Rieder intertwines his ideas of a transductive rhetoric with rhetorical 

delivery. In that chapter, Rieder explores how immersive computing environments, like those 

made possible by the Microsoft Kinect or Oculus Rift, provide visual and aural feedback that can 

“influence a participant’s experience of their spatio-temporal relations to their bodies” and 

“revitalize and extend the largely-forgotten focus on corporeal performance, posture, and gesture 

in the canon of delivery” (24). Thus, much like Morey’s Rhetorical Delivery and Digital 

Technologies, Rieder’s chapter “Plumbing the Paradoxical Depths” seeks to reinvent the 

rhetorical canon of delivery through technologies that allow one to generate new affective 

amplitudes that “suade bodies toward strange and everted space-times” (119). And for Rieder, 

the Kinect in particular is useful for accomplishing this because it allows one to “reengage” with 

delivery’s “body-centric history” (106). 

In order to reinvent the body-centric approach to rhetorical delivery using NUI 

technologies, Rieder turns to Gilles Deleuze’s essay “Spinoza and Us” to redefine our 

understanding of the body, so that it may be viewed as a site of rhetorical delivery:  

A body, of whatever kind, is defined by Spinoza in two simultaneous ways. In the 

first place, a body, however small it may be, is composed of an infinite number of 

particles; it is the relations of motion and rest, of speeds and slownesses between 

particles, that define a body, the individuality of a body. Secondly, a body affects 

other bodies, or is affected by other bodies; it is this capacity for affecting and 
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being affected that also defines a body in its individuality. These two propositions 

appear to be very simple; one is kinetic and the other, dynamic. (qtd. in Rieder 

123) 

Rieder’s Spinozist-Deleuzian approach (which is not unlike Morey’s electrate deliverer) creates 

a new understanding of a human’s body that resonates with more traditional understandings of 

rhetoric by way of the body’s ability to effect and be affected upon—an inherent goal of rhetoric 

since classical antiquity, and one that I have echoed throughout much of this project. Because of 

this, Rieder believes that the “rhetorical goal of delivery can now be transformed into an 

ethological engagement with the amplitudes of a body affected by an everted experience in an 

immersive computing environment” (111). In other words, through the process of transduction 

and physical computing technologies a body becomes a site for affecting and being affected upon 

through both physical and virtual environments, making it a kind of punctum-producing entity 

that generates memorable experiences within itself and other bodies.   

In order to present Spinozist-Deleuzian body, Rieder turns to an original project that he 

created with Kevin Brock (which is not unlike my own project I will present in the coming pages 

of this chapter) called “emBody(text) {.” Originally isntalled at the Carolina Art Museum, 

“emBody(text) {” required participates to stand in the presence of a Microsoft Kinect—a depth-

sensing camera capable of detecting and tracking human figures via its RBG camera, a Class A 

laser that “emits a patterned grid of near-infrared “dots” in a cone-like spread in front of the 

sensor,” and an infrared camera that detects said dots (114). These dots, Rieder elaborates, 

“bounce back from an object in front of the sensor, and specific information from the RBG 

camera’s view [are detected by] an onboard chip and track as many as five different human 

figures within its viewing area” (115). As conference attendees passed in front of the Kinect, 
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their bodies were transduced from physical matter to #dekaaz tweets that were then projected on 

a 20’ wall.28 Acting as a kind of embodied, hypertextual environment, “emBody(dekaaz)  {,” and 

physical computing technologies more broadly provide “an opportunity to explore new forms of 

digital writing and rhetoric by critically and creatively engaging with the data streams that 

represent who we are and what we can be” (Rieder, 2013, n. pag.). 

To create their project, Rieder and Brock relied on Processing, a computer language 

primarily meant for content creators, and its “map()” command, which re-maps a number 

command (in this case, the “raw” depth data of the Kinect).  As mentioned in their article 

“Kinect-ing Together Writing and Gesture through NUI Technologies,” the two used a software 

loop to reduce the resolution from 640 x 480 to 60 x 80, and then assigned a depth value between 

.5 meters and 4 meters, which was then “sliced” at the 3.5 depth meter into ten .35-meter planes; 

in other words, they created a virtual plane that worked by tracking a body, and at a certain 

distance from the Kinect, a body would trigger the Kinect to display a different “#dekaaz” tweet 

in its assigned color. For example, one #dekaaz tweet would be displayed by way of a 

participant’s location to the camera, while another displayed if they moved slightly towards or 

away from the camera.   

 
28 Invented in 2013 by Rachel Bagby, dekaaz is a form of poetic expression that has 10 syllables in three lines that 

are intended to be spoken to another individual.  
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Figure 10: “emBody(Text) {” at the Conference on College Composition and Communication 

 For Rieder and Brock, “emBody(dekaaz)  {” affords users a means to reconsider what 

writing is and what it does. By using “alternative writing technologies” such as the Microsoft 

Kinect, Rieder and Brock link writing to embodied sites such as gesture and movement. 

Harkening back to Rieder’s Spinozist-Deleuzian approach to the body he presents in Suasive 

Iterations, NUI technologies, via their ability to transduce our embodied movements into 

electrical triggers, allow the body to become a site of affectation, forging new paths to conduct 

research on rhetorical delivery.   

Into the Aether 

“Electric Elocution” is similar to Rieder and Brock’s “emBody(dekaaz) {” in that it 

remediates the way that the body creates affective attunements with an audience through natural 

user interface technologies and multimedia/creative coding software. My project is, for all intents 

and purposes, an integrated system through which data is trafficked, if thought alongside John 

Durham Peters’ notion of the infrastructure. For example, “Electric Elocution” utilizes two 

physical computing technologies to allow participants to reenact gestures from Austin’s treatise. 

The installation works by reverse engineering gestures from the Chironomia using the Microsoft 
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Kinect v2 and a Leap Motion Controller. Together, these technologies rely on a Time of Flight 

(infrared) camera to determine distance between an object and their respective lenses by 

constantly emitting infrared lights and calculating how long it takes the light to return to the 

camera. The Kinect works by applying two different data streams to a human figure that is 

successfully tracked: raw depth data and skeletal data. In terms of the raw depth data, data are 

sent from the Kinect to its object in an array of 307,200 values (a resolution of 640 x 480) and 

updated 30 times per second—these values represent the distance of the object from the sensor. 

Skeletal data, on the other hand, is sent as x, y, z data across color, depth, camera, and orientation 

coordinates. Together, these coordinates determine where 25 joints are on a subject (depending 

on their size and shape of their body), which is then used to create a three dimensional digital 

“skeleton” in the respective software being use (which is TouchDesigner in my installation, 

though many programs work with the Kinect). The Leap Motion works similarly by tracking 

one’s hands to create a digital image of the user’s appendages. From the Kinect and Leap 

Motion, this data is then streamed into the multimedia software TouchDesigner—a node-based, 

visual programming language developed by Greg Hermanovic, Rob Bairos, and Jarrett Smith in 

2008 primarily used by multimedia artists interested in interactive content; for an example of 

how this information is delivered from the Kinect to TouchDesigner, see Figure 11.    

To recreate Austin’s treatise using these technologies, the Microsoft Kinect v2 was 

placed on a 2 ft. tall mounting stand and connected to a laptop while the TouchDesigner software 

was running. As stated above, when TouchDesigner registers a body, it immediately begins 

tracking the 25 joints—one of but many parts of a human’s infrastructural system. In 

TouchDesigner, data received from the Microsoft Kinect is tracked as a digital measurement that 

digital artists refer to as pixels, perhaps echoing sentiments of the Spinozist-Deleuzian body that 
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is “composed of an infinite number of particles,” as these pixels are determined by changes in 

the raw depth data and other innumerable devices within hardware and software (qtd. in Rieder 

123). Thus, while pixels are the digital measurement of the body inside of TouchDesigner, the 

data is influenced by the incremental changes of the body in real-time. Millimeter movements in 

real life change the data of the pixels inside of TouchDesigner exponentially. In Figure 11, the 

data of several joints can be seen (not all joints would fit clearly in this image, which limited 

how many I could show). Each joint recorded is placed on a kind of virtual map across an x, y, 

and z axis, otherwise known as a Cartesian Map (for purposes of this explanation, ignore the 

coordinates labeled as u and v—those are for the Kinect’s ultraviolet camera which are 

irrelevant); in some ways, this Cartesian map is reflective of Austin’s Chironomia sphere in that 

it acts as a map that tracks the body inside of cyberspace—a kind of imperceptible, digital aether, 

if thought alongside the elements. The right hand, for example, is counted as one joint, which is 

different than the left hand, and is tracked across this virtual map according to the physical 

participant’s location from the Kinect. As a participant moves their right hand up or down, data 

from the y axis pixels changes accordingly. If they move their right hand from left to right, data 

from the x axis changes, and if they move their hand toward or away from the Kinect, data from 

the z axis changes. Each joint changes according to the participant’s contortion.  
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Figure 11: Kinect Data in TouchDesigner 

To successfully create a gesture from Austin’s treatise, the data from each joint was 

selected and then put into its own container (referred to as a Base node in TouchDesigner); 

Figure 12 references how data from the Kinect is delivered to these containers, which is as 

simple as connecting one to the other; these Base nodes can be thought of as the infrastructures 

that organize the larger integrated system that transmit the data between reality and cyberspace. 

In Figure 12, the base nodes are the three nodes labeled “Eighty_four,” “Eighty_eight,” and 

“Ninety_six,” which are all gestures from Austin’s treatise. This was repeated a total of 9 times 

for my installation (as I codified 9 gestures), but Austin’s Chironomia has a total of 122; in the 

future, I hope to code the remaining 113.  
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Figure 12: Data from Kinect to Base Container 

Inside of each Base node is the interconnected media that allows gestures from a 

participant to be recognized as a gesture from Austin’s Chironomia. These media allow the 

greater infrastructure a means to work, in a manner of speaking. This begins by selecting the 

appendages of the body that are most prominent in the gesture chosen from Austin’s treatise (it is 

unrealistic to code 25 joints and their x, y, and z locations, not to mention there are reasons why 

this method would not work that I will mention shortly). For example, when codifying “Gesture 

19” (Figure 13) from Austin’s treatise, I selected the following joints: right hand, left hip, right 

elbow, right hip, left hand, left knee, right foot, and left foot. The data from these joints is then 

merged into their own container (as opposed to the Kinect container, this new container only 

tracks data from the selected joints, reducing clutter). This newly created container then parses 
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out the data from each individual joint into their own place-holding container called a Null (Null 

gets its name from nothing, meaning it does not do anything other than provide a visual aid for 

the joint selected), or the black nodes in Figure 14. From the Null containers, the data from these 

joints is then further parsed out. This time, however, specific joints are selected and put in 

relation to one another in an Object node. Object nodes are like the power strips of the 

installation that connect multiple sources together, allowing them all to operate through one unit 

like an electrical grid for a signal-transmitting system. The data from the joints in the Object 

node are set in eight specific sequences, which put different parts of the body in relation to one 

another. For “Gesture 19,” the following sequences are required for TouchDesigner to register 

the gesture: 1) right hand to left hip); 2) left hip to right hand; 3) right elbow to right hip; 4) right 

hip to right elbow; 5) left knee to left hand; 6) left hand to left knee; 7) right foot to left foot; 8) 

left foot to right foot. While this may seem monotonous, each joint must be put in relation to 

another joint, and be put in relation with another joint, otherwise the sequence is unrecognizable. 

Thus, much like Austin’s mapping of the body in his Chironomia, mapping the body in 

TouchDesigner is a similar procedural process wherein each appendage of the body is required to 

be in certain position.  
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Figure 13: Gesture 19 
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Figure 14: Node Bodies 

 The Object node is what allows the combination of joints to be put in relation to one 

another. In Figure 15, the Object nodes are all labeled according to joints selected—

“hand_right_hip_left” is one combination, for example. With this node you can select how the 

right hand and left hip are read alongside each other. In “Electric Elocution,” I have chosen 

“Distance,” meaning that this Object node is reading the distance between the right hand and left 

hip, which is measured in pixels (again, a digital unit of measurement); this is the same with all 

Object nodes across the nine gestures I coded. For each Object node, a set of parameters must be 



143 

placed relative to the distance from one joint to its partner. For “hand_right_hip_left” in “Gesture 

19,” for example, the input value (which is essentially the distance between these two joints 

measured in pixels) is written as me.inputVal<0.25, which is telling the program to recognize 

when the right hand is less than 0.25 pixels from the left hand. Because these Object nodes 

require both the hand and hip to be put in relation with and to one another, the next Object node 

in this sequence is “hip_left_hand_right” (Figure 15). The input value for this Object node is 

me.inputVal>0.13, meaning that the location between the left hip and right hand must be greater 

than 0.13 pixels to be confirmed. Thus, for 1/4th of “Gesture 19” to work, the right hand and left 

hip must be within their defined range of 0.13 pixels and 0.25 pixels. These measurements are 

slightly overexaggerated so that participants of different sizes can be recognized.  

 

Figure 15: Hip/Hand Relations 

 If a participant holds their hand in the defined proximity to their hip, an Expression node 

confirms this as true (Expression nodes act as binaries and can either be “true” or “false”); 

thought alongside a digital infrastructure, these are the bits of binary—the 0s and 1s—that 

actually turn the installation on/off. This is only 1/4th of “Gesture 19,” however, and the 

remaining Object nodes must also be confirmed (meaning that the other six Object nodes in 

Figure 16 must be confirmed) before TouchDesigner recognizes the entire gesture. Each Object 

node has specifically defined parameters, relevant to one joint’s location to another (and this is 
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true across most gestures I coded, save the feet—they are sometimes the same). For example, 

“elbow_right_hip_right” and “hip_right_elbow_right” have different pixel values than the 

hand/hip joints.  

 

Figure 16: All Object & Expression Nodes of Gesture 19 
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 If all expressions across the eight Expression nodes are fulfilled, the data is then streamed 

to a Trigger node, which triggers an audio an audio file to confirm the gesture (in one iteration I 

coded a an LED light to flash blue using a DMX Module, which I may use for future 

installations); thought alongside Lisa Parks’ ““Stuff you can Kick,” the Trigger node  is that 

which delivers the audio portion of the greater infrastructure. For simplicity’s sake, the audio file 

that plays just confirms the gesture (i.e., “Gesture 19’s” audio file just says “Nineteen”). Across 

all nine gestures I coded from the Chironomia, it is the same. The body must be held in a specific 

manner, much like Austin’s requirements when he taught the Chironomia, for the gesture to be 

recognized by the software. In a way, TouchDesigner is simply a digital Gilbert Austin, requiring 

his participants to hold poses the way he would have intended. 

Aethereal Designs  

 Before moving on to additional facets of the installation that speak more to my elemental 

approach to rhetorical delivery, I want to note a few things about how TouchDesigner and the 

Kinect fundamentally change the ways we can think about the embodied aspects of rhetorical 

delivery in our post-PC environment. In “Electric Elocution,” the body is transduced from reality 

into cyberspace. The body as it exists in this everted installation (that is, how it exists between 

the realm of the physical and digital) is no longer solely physical; it is also techno-mathematical 

and comprised of imperceptible digital units that are capable of generating an affective 

attunement with audience (this will be made clearer in the coming pages, when I elaborate on the 

ways that the body is project via the installation). In many ways, this body as it exists in 

cyberspace is reflective of the Spinozist-Deleuzian body that Rieder writes about in Suasive 

Iterations that I mentioned in earlier pages. To elaborate on that more, in “Spinoza and Us,” 

Deleuze contests that the body is one of both kinetic and dynamic propositions. In terms of the 
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former, kinetic, Deleuze posits that the body is a “complex relation between different velocities, 

between deceleration and acceleration of particles” (123); in the dynamic proposition, the body is 

the “capacity of affecting and being affected” (123). Taken together, these ideas of the body 

reflect the techno-mathematical body as it exists in “Electric Elocution,” in that it is a body of 

innumerable particles (between physicality and various hardware/software) with an ability to 

produce and generate new relations with other bodies; if thought alongside much of the work I 

have presented herein, it is a body capable of generating an affective attunement with an 

audience so as to lead them toward deliverance.  

 There is more to “Electric Elocution” than simply requiring participants to stand in front 

of a Kinect and asking them to reenact poses from Austin’s Chironomia, however. For the 

installation to generate the affective attunements that are necessary for rhetorical delivery, 

“Electric Elocution” has been designed to reflect much of the aethereal media analysis on 

Austin’s work I undertook in the previous chapter. For example, when a participant approaches 

the Microsoft Kinect, the joints of their bodies (ankles, knees, hips, shoulders, head, hands, and 

elbows) are transfigured into circles (using a Surface Operator, or SOP, that creates 3D images 

within the TouchDesigner software), which are then morphed into stars (a setting in the Circle 

SOP); an added effect to this is that the stars pulse at different rates, much like stars in the night’s 

sky do (Figure 17). The joints are then connected by a Line SOP to give the appearance that the 

body is a collection of stars—a kind of digital constellation. For example, a Line SOP connects 

the right foot joint to the right knee joint, and another line connects the right knee joint to the 

right hip joint. This is repeated for every joint, until a kind of aethereal skeleton is made that 
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could be argued as a visual representation of the Spinozist-Deleuzian body.29 This aethereal 

skeleton is then projected so that all viewers may see the digital remediation of the participant.  

 

Figure 17: The Aethereal Skeleton 

 Another strategy employed to generate affective attunements with an audience through 

“Electric Elocution” was to use the particlesGpu tool embedded in the software and modify it to 

create a galaxy-like theme that the body is inserted into it. A detailed analysis of how the 

particlesGpu works is beyond the scope of this project, but stated simply, it is a cluster of nodes 

that creates a scene of moving objects. By default, the particlesGpu is set to show leaves falling 

from the top of the screen and disappearing at the bottom, but in “Electric Elocution” this was 

changed to small dots with tails to reflect aethereal media like stars and comets. The rate at 

which these digital “stars” and “comets” fall from the top of the screen is drastically reduced (as 

opposed to the leaves, which fall at a much quicker rate), so the majority of the stars/comets are 

 
29 Video games have a longstanding history of doing this, with “embodied” games like Dance, Dance, Revolution, 

Just Dance, and Guitar Hero digitizing bodily movement.  
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static (i.e., stay in one spot). Occasionally, new stars/comets fall from the top of the screen to the 

bottom.  

 

Figure 18: particlesGpu as Leaves and Stars 

 In the final iteration of “Electric Elocution,” the colors of the stars were changed to pink 

and purple and defined based on the proximity of an object to the Kinect v2 camera. For 

example, an object further than 6 feet of the Kinect is purple, while an object within 6 feet is 

pink. These colors were chosen arbitrarily and changed throughout much of the development 

process—I simply found the contrast between the two appealing (though I have seen many 

images from space that use these contrasting colors). After this was accomplished, all nodes in 

the greater project were merged in a single Perform node, so that the body being track by the 

Kinect was superimposed onto the galaxy-scene. The Perform node acts as the infrastructural 

node that traffics the visual aspect of the component, allowing the greater system to be fully 

operational by combining all other nodes. When a participant’s body is tracked by the Kinect 

while the installation is running in TouchDesigner, it shows up as white, constellation-joints to 

reflect a more general appearance of the stars as we see them at night; this makes the 

participant’s body easy to distinguish from the galaxy-like backdrop I created. 

Like Austin’s Chironomia sphere that encapsulates an orator’s body in a concentric 

sphere relative to the orator, TouchDesigner encloses a participant in a virtual plane across a 

Cartesian map (the x, y, and z axes) made possible by the Microsoft Kinect. As our bodies move 



149 

in the presence of the Kinect, the virtual environment slightly changes because of the installation 

superimposing the pink stars to the closest object to its sensor. For example, holding the arms 

straight up reduces the appearance of purple stars that can be seen on the y axis, while holding 

the arms straight out reduces the appears of purple stars seen on the x axis. To relate this back to 

The Marvelous Clouds, our bodies and their gesticulative techniques “shape the environment” of 

the digital aether (84). In “Electric Elocution,” participants are, if thought alongside Peters’ 

analysis of water media, fish (Peters emphasizes tuna) swimming in a sea of media. Ultimately, 

the interaction between body and world (both physical and virtual) serendipitously generates 

puncta, or stings of memory that can lead to new insights on the study of rhetorical delivery.  

 

 

Figure 19: Galaxy Aether 
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Figure 20: Aethereal Bodies 

Of course, this technical description does not cover all the intricacies of the installation, 

as covering every detail that makes the installation work would be difficult. Collectively, there 

are 218 operators, or nodes, that make this installation possible, each entangled with intentions of 

leading an audience (or performer) toward greater capacities—deliverance—while seeking to 

revitalize the Elocution Movement or greater canon of rhetorical delivery in some sense. But 

“Electric Elocution” goes beyond just the canon of delivery, and I find it resonates with several 

fields of research. In many ways, it utilizes contemporary archiving methodologies (“Archive 

2.0”) such as those presented by Gabriella Giannachi in her work Archive Everything: Mapping 

the Everyday. It echoes sentiments of emerging scholarship on physical computing, self-

quantification, and even media archaeology. It explores the body in our post-PC climate and 
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echoes sentiments of the Spinozist-Deleuzian body presented by David Rieder in his work 

Suasive Iterations. It resonates with contemporary writing theory through its utilization of 

alternative modes of writing in the TouchDesigner software, helping expand what writing is and 

what it can do; it even reflects contemporary approaches to technical communication and the 

field’s turn toward augmented reality instruction sets, making it a truly interdisciplinary, digital 

humanities project, which I elaborate upon more in the following section.   

Chrono-logical Time Travel 

 Aside from using the elements as design principles, physical computing projects like 

“Electric Elocution” (and “emBody(text) {” to an extent) showcase the ways that aether, and the 

other four classical elements, can still be thought of as participating in digitally mediated 

rhetorical delivery. In “Electric Elocution,” instances of the aether element are perhaps most 

evident, especially considering the element’s unique ties to space and time—a claim that John 

Durham Peters makes throughout The Marvelous Clouds. To reiterate from earlier chapters, 

aether has historically been regarded as the element that exists beyond the moon—the sun, stars, 

planets, or any other medium that exists beyond the realm of humans. In The Marvelous Clouds, 

Peters analyzes the element’s influence on our timekeeping technologies and the ways that 

celestial media led to the inception of calendars and clocks. In one chapter, “God and Google,” 

however, he takes a more Newtonian approach to the medium, in that it is an imperceptible, 

immaterial medium vital to the universe’s existence.  

 Serving as a stand-in for his idea of the aether and its relationship with human techne, 

much of “God and Google” turns toward an analysis of Google and the ways that the company is 

embedded in the fabric of society, from its searchable databases to its data mining operation that 

collects information on users of its products. For Peters, Google is like a celestial medium in the 
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greater cosmos that is the Internet. Like the stars that provide key insights to the inception of the 

universe approximately 13.81 billion years ago (that we came to know through the emission of 

light that the Hubble Ultra Deep Field survey has recorded) Google, too, keeps records of our 

humanistic endeavors, albeit through a different kind of aethereal media—the digital database, or 

the concealed network infrastructures that store our history through imperceptible bits of code. 

Like the “transmissions of light across the cosmos [constituting] a mobile archive,” Google, too, 

transmits our histories through imperceptible schizzes, as Sean Morey might call them, or digital 

pathways that allow things to be delivered (Peters, The Marvelous Clouds 346).   

 Throughout much of “Gods and Google,” Peters has an underlying interest in notions of 

space and time as they occur in (or across) the aether—in regard to both the digital aether and 

cosmological aether. Cosmologically speaking, humans come to understand space/time within 

the cosmos through media like the telescope that allow us trace the history of the cosmos through 

the penetration of space, in turn allowing us to examine the past (in a manner of speaking). “The 

farther we see into space, the earlier we look into time,” Peters (rightfully) claims, and telescopes 

are as much of machines of time travel as they are of space travel: “we could call them 

paleoscopes” (363). Digitally speaking, Google, like many digital media technologies, 

compresses time and space through its infrastructural network, providing a segue into the 

archives of the Internet.  

In many ways, “Electric Elocution” is a project that showcases how aether can be thought 

of as a participant within a digital delivery apparatus, and how we can be creative with 

imperceptible media much like the elemental deliverer was with earthly media. “Electric 

Elocution” is, like Google, a medium that compresses space and time into a digital archive 

within the imperceptible aether of computing technologies. Like documents stored in Google’s 
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databases, TouchDesigner’s infrastructural network remediates Austin’s Chironomia into binary 

code, allowing it to operate within this digital aether. As such, I see aether as participating in my 

remediation of Austin’s Chironomia by turning it into a site of imperceptible, techno-

mathematical units perhaps akin to dark matter (or the imperceptible matter thought to compile 

our universe).  

Through the Microsoft Kinect and Leap Motion Controller, “Electric Elocution” places 

an emphasis on gesticulation as a digital medium capable of carrying and communicating 

information within the digital aether; perhaps, in some ways, our gesticulative acts as they exist 

within the installation are not unlike celestial media that are abound with information on their 

elemental composition simply by viewing them through a telescope. But by executing principles 

of mathematics and computer simulations, “Electric Elocution,” and similar physical computing 

installations, provide an opportunity to alter the spatio-temporal groundings of participants—a 

claim originally made in David Rieder’s Suasive Iterations: 

To work with the raw depth data is to engage ontologically with a world in which 

subjects and objects are undifferentiated, in which depth-as-number is transformed into a 

radically transduce-able, intensive force. It is to work in a space-time in which 

participants have slipped below the surface of conventional meaning and perspective. 

From within the raw depth data, participants do not exist. They are immersed and 

distributed along a space-time in which their position and movements cannot be 

generalized, their types recast. (118) 

In thinking about Rieder’s quote alongside “Electric Elocution,” my installation offers an 

opportunity to reinterprets a participant’s idea of temporality, or chrono-logicism. Coupling 

human sense with a technological setting is an important part of “Electric Elocution.” 
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Dis/reorienting a participant into an autopoietic temporal field subjects a participant to its own 

quantified ruleset that is not possible in a standard reenactment of the Chironomia. Upon being 

subject to these rules, participants are put into a chrono-regime of the installation’s own 

dynamics; in a manner of speaking, they themselves are put into the aether—an imperceptible 

region beyond tangibility. In some ways, this provides participants a means to engage with the 

18th century by becoming part of the aether that the installation exists in when their bodies are 

transduced by the Kinect and Leap Motion Controller. These simulated experiences can alter the 

sensory perception of individuals, illuminating the affordances that can be brought forth by 

“Electric Elocution” and similar installations which can, according to Rieder, create sites of 

persuasion, leading to epistemological changes within an audience—deliverance, were I to use 

my own term. Perhaps, in a way, the installation provides participants a means to experience the 

18th century by performing the gestures of the Chironomia in our technologically mediated 

condition; if the telescope is a means to examine the past, then perhaps “Electric Elocution” is as 

well—at least in some regards.  

In “Electric Elocution,” a new kind of emphasis is put on gesticulation and the body 

through the digital parameters that are placed on each gesture (the me.inputVal>0.13 code). This 

allows the body to become a technical apparatus of binary code, ultimately turning the body into 

a technical medium that operates on a computational level while processing and registering our 

(physically real) gesticulative acts. For studies on rhetorical delivery, there is inherent value in 

this. Not only are we reengaging with 18th century rhetorical delivery in new ways, but we are 

also reinventing the past while simultaneously putting it (the past) in conversation with the 

present. This oscillation through time is an important, perhaps the most definitive, aspect of the 

aether element because when we compress time, we generate new ideas; the Hubble Telescope 
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has been masterful at this, teaching us how astrophysics works by recording aethereal 

phenomena lightyears away. “Electric Elocution” seeks to do the same, generating an affective 

attunement with an audience while seeking to activate greater capacities, perhaps even instilling 

a punctum within them that allows them to consider the relationship between gesticulation and 

the elements.  

Conclusion 

Throughout this final chapter, I have presented my own elemental delivery project, 

“Electric Elocution.” As a culmination of different puncta, “Electric Elocution” is a 

mystoreographical installation that combines the three levels of discourse written of in Gregory 

Ulmer’s Teletheory: personal, popular, and expert. In terms of personal, the project herein 

resonates with my interests in physical computing technologies and the technical, perhaps 

infrastructural, operations that allow these technologies to work. For popular, it resonates with 

rising scholarship on digital rhetorical delivery via Sean Morey and David Rieder, and for expert, 

my greater appreciation for rhetorical scholarship. Collectively, these three levels of discourse 

coalesced to invent the installation while bolstering my ideas of an elemental delivery.  

 On a grander scale, these same puncta have also served as the catalyst for the invention of 

this dissertation; that is, through personal, popular, and expert levels of discourse, I have 

successfully created a new approach to delivery through an infrastructural examination of the 

ways that the classical elements participate in, and augment, rhetorical delivery. Rather fittingly, 

I see these puncta as the infrastructure to all facets of this project, in that each chapter was a 

coalescing of my own interests across different levels of discourse and across various scholarly 

fields. To harken back to the definition of infrastructure I used in chapter 2, these puncta are the 

“force-amplifying systems that connect people and institutions across large scales of space and 
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time” (Edwards et al. 221). As I see it, the puncta herein have been force-amplifying systems that 

have connected various ideas across space and time together—Leroi Gourhan’s Gesture and 

Speech with Casey Boyle’s Rhetoric as a Posthuman Practice, for example. Even the content 

within each chapter spanned across space/time, with one chapter working within the Paleolithic 

era, another the 18th century Elocution Movement, and finally, this chapter, which takes up 21st 

century notions of rhetoric.  

As I write these final paragraphs, I cannot help but to think of the ways that 

infrastructures are like layers, compiling and recompiling media to produce different systems 

that generate affective attunements with an individual or audience. What was once the antler of 

an animal (a solid, earthly medium if thought alongside theories of the classical elements), an 

inherent infrastructural system of members of the deer family in that it is an extension of their 

skull bones, became a tool for Paleolithic hominins. Across time, the antler would be remediated 

in innumerable ways, being used for trade, art, or writing purposes, making it an entirely new 

infrastructural system or, at the very least, paving the way for new systems to come into place. 

For John Durham Peters, and myself, at the core of these infrastructures—the 

infrastructure of infrastructures—are the traditional Western elements—water, fire, earth, air, 

and aether. Collectively, these media are the “media that stand under,” that combine at various 

capacities to create all that we know (Peters, The Marvelous Clouds 33); as I have said before, 

however, this is a similar claim that Empedocles of Acragas made some 2500 years ago. These 

elements, as they were spilled out of the vortex in the Love and Strife theory, intertwined to 

compile and recompile our heavens, the sun, stars, moon, and all life on earth. Of course, this, as 

has been the case with much of this dissertation, is both a literal and metaphysical claim. 

Certainly, no one can deny the importance of water or the other classical elements, but we also 
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know that the chemical elements (hydrogen, helium, oxygen, etc.) are responsible for the birth of 

our universe. Regardless, as I have sought present, the classical elements have a certain ambient 

quality within them, subtly participating in the delivered states I have talked about throughout 

this project.  
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