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CHAPTER FIVE 
 

The Scenic Body: 
Towards Awareness, Concentration, and Creativity

5.1. Introduction
This dissertation started with two main research questions regarding 
the relationship between meditative and performative practices and 
whether and how these practices influence and eventually nourish the 
actor’s training. What I have so far presented has provided, starting 
from different angles, analysis and possible answers to those questions. 
Referring to the work of the theatre reformers of the Twentieth century 
I have outlined movements of contamination and interaction between 
different practices in pursuit of the definition of new acting methods.1 
The examples that I have proposed and illustrated have pointed out 
how this relationship lies in the application of the characterizing prin-
ciples of extra-theatrical practices, to the work of the actor within his/
her training. From the work of Stanislavsky with the concept of prana2 
to the examination of the gnostic principles of the Hesychast tradition 
conducted by Grotowski,3 all cases shared a common aim: the develop-
ment of layered psychophysical techniques to have access to new forms 
of theatrical knowledge. In the work of the mentioned theatre practi-
tioners the research process was developed and has become concrete 

 1  I have argued about this in Chapter Two of this dissertation. 
 2  I have argued about this in Chapter Three, paragraph 3.1. of this dissertation. 
 3  I have argued about this in Chapter Four, paragraph 4.2. of this dissertation. 
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through the very means of the practice of theatre, through the work 
of the actor. In line with this practical as well as reflective approach I 
have demonstrated, relying on the application of empirical methods, 
such as the ones coming from the field of the cognitive neuroscience, 
how effective those meditative and spiritual practices can be. In fact, 
we have seen that when applied in a constant training, those practices 
can improve specific cognitive functions and as well operate in modify-
ing our brain on a structural, neuronal level. Moreover, such practices 
work on the improvement of states of awareness, focus, and concen-
tration: what I have named the ‘enriched environment for the actor’.4 
The other important point that emerged from the presented analysis 
concerns the importance of the first-person experience as main tool 
to have access to that theatrical knowledge. I have argued, referring 
to Diana Taylor’s account, that embodied practices themselves offer a 
way of knowing.5 The actor has direct access through his/her training 
to those bodily techniques and by that can create and nourish his/her 
‘system of knowledge’. This system operates on both levels of know-
how and know-what, by means of knowledge of bodily techniques, and 
a knowledge that involves the theatrical aims. The way that the actor 
has to have access to this form of embodied knowledge is through the 
direct experience of the training. The actor’s system of knowledge, as 
I already stressed in the first part of this dissertation, is characterised 
by the experience that the actor has of the training and the experience 
that the actor acquires during and through the training.6 In line with 
what I have claimed at the beginning of this study, i.e. my argument 
for a form of transmission of knowledge through practical, embodied 
channels rather than only through written components, I am going 
to present in what follows the process of research developed through 
my personal practice. Hereby, my purpose is to concretely link those 

 4  I have argued about this in Chapter Four, paragraph 4.5. of this dissertation. 
 5  See Diana Taylor, The Archive and The Repertoire: Performing Cultural Memory in 
the Americas (Durham and London: Duke University Press, 2003), 3.
 6  See Chapter One of this dissertation.
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historical sources, and those theoretical and methodological reflections 
I provided up to now to my personal experience as theatre practitioner 
and meditator in the development of a specific form of training in-
formed by theatrical and extra-theatrical techniques. The main aim is to 
conduct on a practical level a research on the effect of the application of 
meditative and spiritual principles on the pre-performative level of the 
training, developing also possibilities for scenic application.

Following the line of the academic reflection on the theatrical prac-
tice, I cannot but mention the field of study concerning Practice/Per-
formance-as-research. In the last decades the increasing amount of pub-
lications on the subject of artistic practice in and as research has shown 
a rising academic-scientific interest in the humanities towards practical 
approaches and methodologies in the investigation of artistic phenom-
ena. In other words, Practice has become, as Baz Kershaw, puts it “a 
well-established approach to using creative performance as a method of 
inquiry”.7 Such rising methods of inquiry have been named in different 
ways and each of them brings its own peculiarity and specificity: Prac-
tice-as-Research (PaR), Performance as Research (PAR), Practise-based 
Research (PbR), and Artistic Research.8 I am not going to argue about 
the differences underlying these acronyms.9 I shall rather address the 

 7  Baz Kershaw, “Practice as Research through Performance,” in Hazel Smith and 
Roger T. Dean, eds., Practice-Led Research, Research-Led Practice in the Creative Arts 
(Edinburgh: Edinburgh University Press, 2009), 105.
 8  See Estelle Barrett and Barbara Bolt, Practice as Research: Approaches to Creative 
Arts Enquiry (London: I.B. Tauris, 2007); Hazel Smith and Roger T. Dean, eds., Prac-
tice-Led Research, Research-Led Practice in the Creative Arts (Edinburgh: Edinburgh 
University Press, 2009); Ludivine Allegue, Simon Jones, Baz Kershaw, Angela Piccini, 
eds., Practice-as-Research: In Performance and Screen (Basingstoke: Palgrave Macmil-
lan, 2009); Shannon Rose Riley and Lynette Hunter, Mapping Landscapes for Perfor-
mance as Research: Scholarly Acts and Creative Cartographies (Basingstoke: Palgrave 
Macmillan, 2009); Henk Borgdorff, The Conflict of the Faculties: Perspectives on Artis-
tic Research and Academia (Leiden: Leiden University Press, 2012).
 9  For further informations on the differences between the terms see Shannon Rose 
Riley and Lynette Hunter, “Introduction,” in Mapping Landscapes for Performance 
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issue of Practice, in the theatre field, as production of knowledge, thus 
considering it amenable to an intellectual inquiry. However, ‘historical-
ly’ speaking, these fields of study were developed in a first step in the 
United Kingdom, followed by an intensive contribution by scholars 
in the US, Australia, Canada, South Africa.10 From the creation of the 
PaR working group chaired by Baz Kershaw between 1992 and 1996, 
to the PARIP (Practice as Research in Performance) program, between 
2001 and 2005, until the more recent institution of the Performance 
as Research Working Group of the IFTR (International Federation for 
Theatre Research), many scholars coming from Theatre, Performance, 
and Dance studies have taken part in several aspects of this evolution.11

In the following reflection I am going to engage with the above men-
tioned disciplines to address the issue of the analysis of practice in the 
academic field of theatre studies, providing also my personal argumen-
tation and contribution. This will be followed up by the presentation of 
my personal theatrical practice. Claiming that there is still not enough 
recognised ‘space’ for practical research in theatre studies, I will link my 
considerations to some selected aspects of PaR, PbR, PAR.

I will mainly concentrate on two analysis on the subject at issue, 
taking on their observations: Mark Fleishman’s discourse on the differ-
ence of performance as research12 and Julian Klein’s inquiry on artis-
tic research.13 I specifically engage with these two approaches because 

as Research: Scholarly Acts and Creative Cartographies, eds., Shannon Rose Riley and 
Lynette Hunter (Basingstoke: Palgrave Macmillan, 2009), xv-xx.
 10  See Baz Kershaw, “Practice as Research through Performance,” 105. 
 11  See Shannon Rose Riley and Lynette Hunter, Mapping Landscapes for Performance 
as Research, xvii. 
 12  Mark Fleishman, “The Difference of Performance as Research,” Theatre Re-
search International 37 (2012): 28-37, accessed December 7, 2015, doi:10.1017/
S0307883311000745.
 13  Julian Klein, “What is Artistic Research?,” published in German in: Gegenworte 
23, Berlin-Brandenburgische Akademie der Wissenschaften 2010; available in English 
online at Institut für künstlerische Forschung (IKF), <http:// www.artistic-research.de/ 
publications>, accessed May 21, 2016.
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they directly come from two practitioners which – in contrast to many 
other approaches – concretely provide fruitful reflections on their own 
practices. Furthermore, they both deal with what is at the core of my 
dissertation, i.e. the argumentation about the use and implication of 
different practices. While Klein delivers a concrete link between art and 
science in artistic research, inasmuch as they both belong to the domin-
ium of experiential experimentation,14 Fleishman provides the notion 
of “creative evolution” proposed by Henri Bergson to create a compari-
son with the process of development of the performative practice.15 By 
arguing with these two approaches I intend to bridge the theorizations 
of PaR/PAR and the initial assumption of this dissertation concerning 
the fruitful cooperation between different practices and fields of study, 
namely the relationship between meditative and theatrical practices, 
cognitive neuroscience and humanities, and between theory and prac-
tice in academic research. Starting from the above mentioned propo-
sitions, firstly, we can consider practical research in the artistic field as 
a creative process of evolution. Secondly, we can also account artistic 
and scientific research as belonging to the same domain, specifically be-
cause of their processual and experiential nature. Thence, we can state 
that theory can coexist with practice in the academic field by creating a 
dialogue with the empirical, processual, applicative methodologies that 
can be provided by the ‘hard science’. Lastly, in this perspective, these 
experiential methods match my specific approach concerning both 
the practice and the reflection on the practice itself. They in fact rely 
on a creative process (in evolution), and on empirical and experiential 
proofs, exactly as it is for the processual, developmental, and experien-
tial field that is the actor’s training.

Moreover, I shall engage with the idea of ‘incompossibility’.16 In his 
essay, Fleishman calls upon this notion without delving deep into it. I 
shall instead consider this idea as the starting point to add my personal 

 14  See Klein, “What is Artistic Research?,” 2-5.
 15  See Fleishman, “The Difference of Performance as Research,” 32.
 16  Fleishman, “The Difference of Performance as Research,” 30.
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theoretical reflection to the body of Practice/Performance-as-Research. 
I am in fact going to take a step further, considering incompossibility 
in its Deleuzian acceptation, and suggesting it as an argument to repair 
the rift between practice and theory in Theatre and Performance stud-
ies. I am well aware of the provocative nature of such a claim. However, 
it is important to acknowledge this split in order to further on argue 
for its possible overcoming. Because a practical, empirical, experiential 
methodology, at least for what concerns a humanist research, is not aca-
demically entirely accepted. We, and I am here referring to practitioners 
that happened to be also scholars, always have to set out our discourse 
on a theory and/or construct a strong theoretical framework. This has 
to count not only as a background or to just back up the assumptions. 
We have to argue with those theories, which have been academically 
validated, thus scholarly constantly used and accepted, to propose a 
reflection. In other words, Practice does not stand and speak for itself. 
I am not arguing here for the overcoming of the use of Theory. As a 
matter of fact I am myself relying on a theoretical framework. What I 
state here, as I shall further illustrate in what follows, is that by using 
the notion of incompossibility, thus with an open-minded, incompos-
sible approach, it is possible to overcome this opposition and this hier-
archical relationship. It can be done by underlining and acknowledging 
differences and peculiarities of both Theory and Practice, and make use 
of them, especially when it comes to such a field as theatre studies that 
feeds itself from past and contemporary experiences. That is to say, to 
remain biblically spiritual, reddite Caesaris quae sunt Caesari, and give 
to practice its credit when credit is due.
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5.2. A Reflection on ‘Practice’ in Academic Research
Underlining the specific contribution to knowledge of practise17 as a 
mode of research, Fleishman draws upon Bergson’s notion of ‘creative 
evolution’18 and the engagement with such notion in Gilles Deleuze and 
Félix Guattari’s Thousand Plateaus,19 to stress performance as research’s 
“refusal of binaries (body–mind, theory–practice, space–time, subject–
object), its radical openness, its multiplicities, its unrepresentability, its 
destabilization of all pretensions to fixity and determination”.20 He con-
nects the Bergsonian idea of time to the creative performative process 
of duration and repetition. Fleishman emphasises that when Bergson 
thinks of duration he does not refer to the “realm of distinct entities”,21 
to the “things produced”.22 He rather refers to the “realm of creative 
process and becoming”,23 to “the activity of evolution itself ”.24 Evolu-
tion is then, in Bergson’s account, a “process of constant invention”25 
that creates a road that exists only “pari passu with the act of travelling 
over it, being nothing but the direction of the act itself ”.26 The Deleu-

 17  With regards to the terms I am going to use the term ‘practise’, while Fleishman uses 
the label ‘Performance as Research’, specifically connecting it with his own work as prac-
titioners and in the meantime relying on the agreed terminology within the Performance 
as Research Working Group of the IFTR (International Federation for Theatre Research).
 18  Henri Bergson, Creative Evolution, trans. Arthur Mitchell (New York: Random 
House, 1944).
 19  Gilles Deleuze and Félix Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, 
trans. Brian Massumi (Minneapolis and London: University of Minnesota Press, 1987).
 20  Fleishman, “The Difference of Performance as Research,” 32.
 21  Fleishman, “The Difference of Performance as Research,” 32.
 22  Keith Ansell Pearson, Germinal Life: The Difference and Repetition of Deleuze (Lon-
don and New York: Routledge, 1999), 44; quoted in Fleishman, “The Difference of 
Performance as Research,” 33.
 23  Fleishman, “The Difference of Performance as Research,” 33.
 24  Pearson, Germinal Life, 44; quoted in Fleishman, “The Difference of Performance 
as Research,” 33.
 25  Fleishman, “The Difference of Performance as Research,” 33.
 26  Henri Bergson, L’évolution créatrice (Paris: PUF), 51; quoted in English in Pearson, 
Germinal Life, 44 and in Fleishman, “The Difference of Performance as Research,” 33.
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zian taking on Bergson’s notion of ‘evolution’ resulted in what has been 
named as “creative involution”. As stressed in Fleishman’s analysis, the 
term ‘involution’ in any way has to be referred to a process of regres-
sion. On the contrary, the very own idea of involution is a consequence 
of the association with the process of ‘becoming’. The Deleuzian as-
sumption – “Becoming is involutionary, involution is creative”27 – puts 
‘becoming’ and ‘evolution’ in a relationship that is not based on de-
scent and/or filiation.28 This ‘becoming’ is strongly related to the idea 
of ‘transversal communication’, that cannot be reduced to a ‘hereditary 
filiative evolution’, because it concerns the sphere of alliance.

Finally, becoming is not an evolution, at least not an evolution by 
descent and filiation. Becoming produces nothing by filiation; all 
filiation is imaginary. Becoming is always of a different order than 
filiation. It concerns alliance. If evolution includes any veritable be-
comings, it is in the domain of symbioses that bring into play beings 
of totally different scales and kingdoms, with no possible filiation. 
There is a block of becoming that snaps up the wasp and the or-
chid, but from which no wasp-orchid can ever descend. There is 
a block of becoming that takes hold of the cat and baboon, the 
alliance between which is effected by a C virus. There is a block of 
becoming between young roots and certain microorganisms, the 
alliance between which is effected by the materials synthesized in 
the leaves (rhizosphere). If there is originality in neoevolutionism, 
it is attributable in part to phenomena of this kind in which evo-
lution does not go from something less differentiated to something 
more differentiated, in which it ceases to be a hereditary filiative 
evolution, becoming communicative or contagious. Accordingly, 
the term we would prefer for this form of evolution between het-

 27  Deleuze and Guattari, A Thousand Plateaus, 238.
 28  See Pearson, Germinal Life, 162 and Fleishman, “The Difference of Performance 
as Research,” 33. See also Nathan Eckstrand, “Deleuze, Darwin and the Categorisa-
tion of Life,” Deleuze Studies 8(4) (2014): 415-444, accessed June 1, 2016, doi: http://
dx.doi.org/10.3366/dls.2014.0164
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erogeneous terms is “involution,” on the condition that involution 
is in no way confused with regression. Becoming is involutionary, 
involution is creative.29

How is this connected with the issue of practice as production of knowl-
edge? The above mentioned notion of creative evolution together with the 
idea of becoming are strongly connected, for what concerns this disserta-
tion, with the processual level of the actor’s training. The kind of personal 
and performative research that the actor undertakes in his/her training, as 
also demonstrated in the analysis of the practices of the theatre practitioners 
of the Twentieth-century, is based on step-by-step discoveries. That is to 
say, recalling for example one of the main Stanislavsky’s teachings, that the 
actor’s task is to work on the process of creation instead of focusing on the 
result.30 In this perspective, the actor’s work in his/her theatrical training 
is then ascribable to the domain of the Practice/Performace as Research 
project, in its definition proposed by Fleishman of “process of creative evo-
lution”,31 in which both the Bergsonian and the Deleuzian acceptations are 
combined. In fact, it is, as in Bergson’s view, “a process of constant inven-
tions […] a ceaseless string of invention and reinvention”.32 And it is, being 
at the same time in line with Deleuze and Guattari’s notion of becoming, 
always in a transversal communication. It is, as for the idea of becoming, 
not reducible to a regressing-progressing mode, nor it is a process of imi-
tation-identification; it is a term with its own consistency.33 As Fleishman 
puts it:

It is not progressivist, building towards a finality; nor is it mech-
anistic in the sense that it knows what it is searching for before 
it begins searching. It begins with energy (an impulse, an idea, 

 29  Deleuze and Guattari, A Thousand Plateaus, 238.
 30  I have argued about this in Chapter Three, paragraph 3.1., and Chapter Four, 
paragraph 4.3. of this dissertation.
 31  Fleishman, “The Difference of Performance as Research,” 34.
 32  Fleishman, “The Difference of Performance as Research,” 33. See also Bergson, 
Creative Evolution, 374.
 33  See Deleuze and Guattari, A Thousand Plateaus, 239.
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an intuition, a hunch) that is then channelled, durationally, 
through repetition, in variable and indeterminable directions; a 
series of unexpected and often accidental explosions that in turn 
lead to further explosions. It expresses itself through a repeated, 
though flexible and open-ended, process of ontogenesis.34

The other part of Fleishman’s analysis on which I shall take on con-
cerns his calling upon the principle of ‘compossibility’, thus recall-
ing the rehabilitation of Leibniz’s notion proposed among others by 
Jean-François Lyotard.35 Arguing for a paradigm shift in the academic 
approach, the analysis highlights the attempt to define and overcome 
those problems, both ontological and epistemological, arising from the 
idea of performative practices as mode of research, thus as vehicle of 
knowledge.36 Such problems include a variety of issues that go from the 
way of addressing types of knowledge, to practice/theory problematics, 
on to reflections on aesthetic values. Since it is commonly accepted that 
such problems are not amenable to an easy solution, the proposal for 
a ‘compossible’ approach positions itself as a fair alternative, in which 
the differences in the way of knowing of the practice/performance as 
research are recognised and acknowledged.37 Hence, it is possible to 
narrow down the domain of differences by trying to avoid that propa-
gation of a dualistic and binary perspective – between the hegemonic 
and accepted form of knowledge in the academia and the ‘alterity’ of 
knowledge constituted by practice and performance – that has been 

 34  Fleishman, “The Difference of Performance as Research,” 34.
 35  See Fleishman, “The Difference of Performance as Research,” 30. With regards 
to the references on the notion of compossibility in Jean-François Lyotard see: Jean-
François Lyotard, The Postmodern Condition: A Report on Knowledge, trans. Geoff Ben-
nington & Brian Massumi (Minneapolis: University of Minnesota Press, 1979) and 
Jean-François Lyotard, Libidinal Economy, trans. Iain Hamilton Grant (London: The 
Atlhon Press Ltd, 1993). 
 36  See also Baz Kershaw, “Practice as Research through Performance,” 105 and Si-
mon Jones, “The Courage of Complementarity: Practice-as-Research as a Paradigm 
Shift in Performance Studies,” in Allegue et al., Practice-as-Research, 18–32.
 37  See Fleishman, “The Difference of Performance as Research,” 29.
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too often defended, thus avoiding to frame the whole discourse as an 
epistemic contest.

What is required is an honest acceptance that the principle of 
‘compossibility’ – fleshes alongside texts alongside images, sight 
alongside hearing and touching and feeling and moving – is 
called for. Or perhaps, from the converse perspective, what char-
acterizes performance as research is, as Jones observes, ‘the mate-
rializing of “incompossibilities”, paradoxes at play, the mixing of 
ideas and things anomalous to each other’s paradigms’.38

In his analysis Fleishman refers, by quoting Simon Jones, specifical-
ly to the idea of “incompossible universes”39 proposed by the French 
philosopher Jean-François Lyotard. I am not going in this context to 
address Lyotard’s take on Leibniz’s theory of ‘compossibility’, I rather 
intend to focus on the Deleuzian approach on the same principle con-
sidering it as suitable for the performative discourse.40 I shall in what 
follows delve into the notion of incompossibility in order to reflect on 
and suggest a possible relationship between theory and practice in the 
field of theatre studies.

 38  Fleishman, “The Difference of Performance as Research,” 30. The reference to 
Jones in the quotation is to Jones, “The Courage of Complementarity,” 24. Simon 
Jones refers in turn specifically to the idea proposed by Jean-François Lyotard in Ly-
otard, The Postmodern Condition. 
 39  Lyotard, The Postmodern Condition, 83.
 40  With regards to references on the notion of incompossibility in Deleuze see the 
following publications: Gilles Deleuze, Cinema 2: The Time-Image, trans. Hugh Tom-
linson and Robert Galeta (London: The Athlone Press, 1989), 130-131; G. Deleuze, 
The Logic of Sense, trans. Mark Lester with Charles Stivale, ed. Constantin V. Boundas 
(New York: Columbia University Press, 1990), 109-117, 179-176; G. Deleuze, Dif-
ference and Repetion, trans. Paul Patton (London: The Athlone Press, 1994), 33-90, 
214-279, 330-380; G. Deleuze, The Fold: Leibniz and the Baroque, trans. Tom Conley 
(Minneapolis: University of Minnesota Press, 1993); G. Deleuze, “sur Leibniz,” in Sem-
inars given between 1971 and 1987 at the Université Paris VIII Vincennes and Vincennes 
St-Denis, trans. Charles Stivale, available on-line at <http://www.webdeleuze.com>,  
accessed May 19, 2016.
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The very own notion of compossibility, or better incompossibility, 
represents one of the main points of contact of Deleuze’s engagement 
with Leibniz’s mathematical approach to natural philosophy.41 I shall 
not address the problematics regarding Leibniz’s metaphysics; neither 
am I going to conduct an in-depth analysis of the mathematical engage-
ment undertaken by Deleuze throughout his work in his understand-
ing of Leibniz. I am rather going to briefly introduce the previously 
mentioned notion proposed by Deleuze and address it according to its 
function in my discourse on practice in the field of academic research 
in theatre studies.

In The Logic of Sense, Deleuze, in defining his philosophy of events,42 
calls upon Leibniz to name the two types of relations, speaking of com-
possibility and incompossibility between events, often referring to these 
in terms of ‘convergence’ and ‘divergence’ of ‘singularities’.43 In Leibniz’s 

 41  Leibniz argued about his notion of ‘compossibility’, among other references, in a 
letter in response to Louise Bourguet in 1714. Leibniz wrote: “[A]ll possibles are not 
compossible. Thus the universe is only a collection of a certain order of compossibles 
only, and the actual universe is a collection of all the possibles which exist, that is to 
say, those which form the richest composite. And since there are different combina-
tions of possibilities, some of them better than others, there are many possible uni-
verses, each collection of compossibles making up one of them.” Gottfried Wilhelm 
Leibniz, Philosophical Papers and Letters: A Selection, trans. and ed. Leroy E. Loemker 
(Dordrecht, The Netherlands: Kluwer Academic Publisher, 1989), 662. See also G. 
W. Leibniz, Discourse on Metaphysics and other Essays. Discorse on Metaphysics On the 
Ultimate Origination of Things, ed. and trans. Daniel Garber and Roger Ariew (Indi-
anapolis and Cambridge: Hackett Publishing Company, 1991) and G. W. Leibniz, 
Theodicy: Essays on the Goodness of God the Freedom of Man and the Origin of Evil, ed. 
Austin Farrer, trans. E.M. Huggard (London: Routledge & Kegan Paul Ltd, 1951).
 42  See Sean Bowden, “Deleuze’s Neo-Leibnizianism, Events and The Logic of Sense’s 
‘Static Ontological Genesis’,” Deleuze Studies 4(3) (2010): 301–328, accessed June 
2, 2016, doi: 10.3366/E1750224110001005. See also Sean Bowden, The Priority of 
Events: Deleuze’s Logic of Sense (Edinburgh: Edinburgh University Press, 2011).
 43  See Deleuze, Logic of Sense, 172. See also Bowden, “Deleuze’s Neo-Leibnizianism,” 
307. See also Simon Duffy, “The Question of Deleuze’s Neo-Leibnizianism,” in Revis-
iting Normativity with Deleuze, eds. Rosi Braidotti and Patricia Pisters (London and 
New York: Bloomsbury, 2012), 57-58.
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theory, God, having an understanding of all the ‘possibles’, that is any-
thing not violating the ‘principle of contradiction’,44 created the ‘best’ of 
all possible worlds. The created world then is the one which is maximal-
ly ‘compossible’, since not all the possibles are necessarily ‘compossible’ 
with one another. So, all the ‘compossible’ possibles form “an infinite 
number of possibles worlds”.45 Consequently, possibles that are ‘incom-
possible’ with one another “belong to different possible worlds”.46 The 
created world will then display “the most perfection, which is to say, 
the most variety and order with respect to the series of individual con-
cepts”.47 Now, to conceptualise the notion in its Deleuzian acceptation, 
specifically according to our discourse, what is important to under-
line are the common characteristics in the passage from the relations of 
compossibility and incompossibility between predicate-events and the 
Deleuzian convergence and divergence of singularities.48 For Deleuze, 
as for Leibniz, in fact, singularities-events, in their relations, “precede 
the constitution of individuals and persons”.49 Furthermore, Deleuze 
maps the notion of convergence, and divergence, onto the Leibzianian 
system by writing that “compossibility is […] defined as a continuum 
of singularities, whereby continuity has the convergence of series as its 
ideational criterion”.50 Or as he claims in his Parisian lectures:

 44  See G. W. Leibniz, “Monadology,” in Leibniz, Philosophical Writings, trans. Mary 
Morris and G. H. R. Parkinson, ed. G. H. R. Parkinson (London and Toronto: J. M. 
Dent and Sons, 1973), 179–94, §31 and §43; see also G. W. Leibniz, “On Freedom 
and Possibility,” in G. W. Leibniz, Philosophical Essays, trans. and eds. Roger Ari-
ew and Daniel Garber (Indianapolis and Cambridge: Hackett Publishing Company, 
1989), 19–23.
 45  Leibniz, “Monadology,” §53.
 46  Bowden, “Deleuze’s Neo-Leibnizianism,” 303.
 47  Bowden, “Deleuze’s Neo-Leibnizianism,” 303. See also Leibniz, “Monadology,” 
§58 and G. W. Leibniz, “Principles of Nature and Grace, Founded on Reason,” in 
Leibniz, Philosophical Writings, 195–204.
 48  See Bowden, “Deleuze’s Neo-Leibnizianism,” 307.
 49  Bowden, “Deleuze’s Neo-Leibnizianism,” 307-308.
 50  Deleuze, Logic of Sense, 111.
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I would say yet again that compossibility is when series of or-
dinaries converge, series of regular points that derive from two 
singularities and when their values coincide, otherwise there is 
discontinuity. In one case, you have the definition of compossi-
bility, in the other case, the definition of incompossibility.51

In the “Sixteenth Series”, Deleuze addresses the problem of the indi-
vidual, and specifically how to ‘transcend’ the world of compossible sin-
gularities-events to constitute itself as a ‘knowing subject’ in relation to the 
object of experience and to other knowing subjects.52 That is to say that, in 
Deleuze’s reading of Leibniz, there is a step forward that deals with ontolog-
ical and epistemological problems, in the sense that the ‘world of event’ is 
not something that is external to the condition of knowledge. In Deleuze’s 
ontology of events, then, the world is indeed an event “which results from 
another, prior event, which is a synthesis of divergent worlds or divergent 
points of view in an intersubjective […] context”.53 Hence, what Deleuze 
emphasises are precisely the relations between incompossible worlds, the di-
vergence, for the definition of the knowing subject, as well for the deter-
mination of the ‘things’ they know. Because what knowledge implies is a 
relation both between ‘persons’ and between persons and the world, “which 
transcend their relations within a compossible world”.54 We might say that 
for Deleuze it is precisely within the differences, within divergence of expe-
riences, that lies the possibility of something to ‘transcend’ the determined 
world. As Deleuze writes:

The Ego as knowing subject appears when something is iden-
tified inside worlds which are nevertheless incompossible, and 
across series which are nevertheless divergent [...]. Only when 
something is identified between divergent series or between in-

 51  Deleuze, “sur Leibniz. 29/04/1980,” in Seminars given between 1971 and 1987 
at the Université Paris VIII Vincennes and Vincennes St-Denis, trans. Charles Stivale, 
available on-line at <http://www.webdeleuze.com>, accessed May 19, 2016.
 52  Bowden, “Deleuze’s Neo-Leibnizianism,” 310.
 53  Bowden, “Deleuze’s Neo-Leibnizianism,” 310. (My italics).
 54  Bowden, “Deleuze’s Neo-Leibnizianism,” 311.
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compossible worlds, an object = x appears transcending individ-
uated worlds, and the Ego which thinks it transcends worldly 
individuals, giving thereby to the world a new value in view of 
the new value of the subject which is being established.55

Emphasizing the importance of divergence, thus incompossibility, 
Deleuze argues for the difference as source of determination rather than 
for the search of a common ‘form of identity’. That is to say that af-
firming difference is not to be intended to fall under the domain of the 
“identity of contraries”, thus underlying a “movement of the negative 
and of exclusion”. It rather deals with a “positive distance of different 
elements”, in which difference relates things together insofar as they are 
different one from the other.56 

This emphasis on the importance of divergences, this claim for the need 
of incompossibility to affirm new epistemological values, is precisely that 
requirement for a possible analysis of practice as process of knowledge in 
the academic research in theatre studies. That is to say that instead of af-
firming the possible coexistence of Theory and Practice in the academia by 
identifying possible identities in one another, it is through the characteriza-
tion of the differences that constitute them, that the cooperation between 
the two becomes fruitful. Such fruitful cooperation and coexistence aimed 
at a production of knowledge starts from a converse perspective that un-
derlines the differences as a source of determination between theory and 
practice, thus paving the way to a process of communication. As Deleuze 
puts it in the ‘Twenty-Fourth Series of the Communication of Events’:

Leibniz […] subjected the points of view to exclusive rules such 
that each opened itself onto the others only insofar as they con-
verged: the points of view on the same town […] [O]n the con-
trary, the point of view is opened onto a divergence which it 
affirms: another town corresponds to each point of view, each 

 55  Deleuze, Logic of Sense, 113. Quoted also in Bowden, Priority of Events, 70.
 56  Deleuze, Logic of Sense, 172-173. See also Bowden, “Deleuze’s Neo-Leibnizian-
ism,” 319.
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point of view is another town, the towns are linked only by their 
distance and resonate only through the divergence of their se-
ries, their houses and their streets. There is always another town 
within the town […] [D]ivergence is no longer a principle of 
exclusion, and disjunction no longer a means of separation. In-
compossibility is now a means of communication.57 

This paradoxical existence of incompossibles, in a process in which the 
differences at stake create an ontological unity between the parts, mir-
rors, to some extent, the further step that Deleuze together with Guat-
tari carries on in What Is Philosophy?,58 in their defence of the fundative 
differences to reinforce the parallelism between philosophy, science and 
the arts. As Rosi Braidotti and Patricia Pisters wrote, this is possible in 
Deleuze and Guattari’s analysis, by stressing “the differences between 
the distinctive styles of intelligence that these practices embodied”. This 
way of conceiving a parallelism among these three branches of knowl-
edge, underlines “qualitative differentiations” which are possible for 
“they are indexed on a common plane”, thus creating a continuum that 
“sustains the ontology of becoming”.59

In the perspective of this suggested parallelism it is possible at this point 
to propose a reading of Klein’s analysis, which provides us with further 
keys of interpretation on the subject of practical-artistic research. Starting 
from the – I would say shared – assumption according to which research 
means “not yet-knowing and desire from knowledge”,60 Klein connects the 
process of ‘researching’ that belongs to science and art. By defining ‘art’ 
and ‘science’ as collective plurals, each one containing assembling different 

 57  Deleuze, Logic of Sense, 173-174. Quoted also in Bowden, “Deleuze’s Neo-Leibni-
zianism,” 321 and Bowden, Priority of Events, 70.
 58  See Gilles Deleuze & Félix Guattari, What Is Philosophy? (New York: Columbia 
University Press, 1994). See especially in the same volume “Part Two: Philosophy, 
Science, Logic, and Art,” 117-218.
 59  Rosi Braidotti and Patricia Pisters, “Introduction,” in Revisiting Normativity with 
Deleuze, eds., Braidotti and Pisters, 2. 
 60  Klein, “What is Artistic Research?,” 1.
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processes, disciplines, methods, and paradigms, he argues against what he 
defines as the “stubborn opposition between art and science”.61 Relying on 
this desire for knowledge as a commonality in any research process, Klein 
conceives his discourse on the two terms by considering them in the same 
domain, as “two dimensions in the common cultural space”.62 In his anal-
ysis Klein highly stresses the processual idea behind any form of research, 
whether artistic or scientific, to reinforce this parallelism in which mutatis 
mutandis the aim is after all the same: the acquisition of knowledge within 
the very own research process. Hence, artistic and/or scientific research is a 
process, we might say, of constant invention, thus recalling the Bergsonian 
notion of creative evolution. And the Deleuzian related idea of ‘becoming’ 
finds its way in Klein’s analysis in his argument for the importance of the 
concept of experience. Experience is framed in Klein’s discourse as mode of 
a process, as a form of reflection and, at the same time, as the level at which 
the reflection takes place. That is to say, that experience operates as a mode 
of inquiry, thus opening up the possibilities of analysis that in this sense can 
be interpretative, descriptive, explanatory, and theoretical.63 This argumen-
tation makes Klein rephrase his main question. Phrasing it in the very title 
as “What is Artistic Research?”, he later on writes “When is Research Art?”. 
By that he clearly stands for the undeniable research quality of the artistic 
experience, that produces and generates reflections. 

This analysis, connected with the insights provided by the fields of PaR/
PAR, rebounds the value of that kind of reflection that comes from an 
inside look, the look of the practitioner. By stressing the processual, crea-
tive quality of a performative research (Fleishman), and by underlining the 
importance of the first-hand, experiential reflection (Klein), it is possible 
to remark the specificity of the contribution of knowledge that practice 
can provide. In this perspective, it is possible to link these two approaches 
to my proposition: to recognise the differences of a practice-led approach, 
in pursuit of a fruitful incompossible relationship with academic research.

 61  Klein, “What is Artistic Research?,” 2.
 62  Klein, “What is Artistic Research?,” 3.
 63  See Klein, “What is Artistic Research?,” 5.
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As a way of closing the circle, this dialectical relationship between 
arts and science, artistic and scientific research in academia, brings us 
back to the initial assumption of this dissertation. The encounter of 
artistic practice and scientific inquiry can work, among other things, as 
a methodological statement, based on empirical ground to such extent 
in which the kind of research that leads to knowledge is nothing but an 
on-going process that defines itself in its becoming and that balances 
tradition, by means of theories and literature, and intuition, by means 
of empirical open-ended experimentation. 

In what follows I shall present examples of research developed in my 
theatrical practice. Furthermore, I am going to outline a methodology 
that will hopefully provide useful tools to move through the fixed, writ-
ten form of something that is essentially fluid and embodied, bearing 
always in mind that a part will always be missing: the experience.

5.3. Development and Application of Combined Training: A Layered 
System of Performative and Meditative Techniques
In October 2014 I started a training program at the University of Amster-
dam. The participants, thirteen students from the same university coming 
from different departments and backgrounds, attended the two-month 
program that I am going in what follows to present and illustrate. This 
workshop experience represents, in terms of my doctoral research, the 
practical part, the concrete development and application of a ‘combined 
training’. I use the word ‘combined’ because, in line with the topic of my 
dissertation, what has been developed and applied within and throughout 
the program is a layered system of training exercises made of different tech-
niques, theatrical and extra-theatrical, including meditative and spiritual 
practices. My personal practice nonetheless is of not course limited to the 
narrow, albeit intense, experience of the workshop. It rather consists of a 
ten-years built up experience in the theatrical field, and in a performative 
research that I started in 2009, in the preliminary work for my Master 
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thesis in Rome. Notwithstanding the required clarifications, the workshop 
has been a fruitful space to regularly apply what I had been so far developed 
and at the same time to record, collect, and later analyse, source materials. 
As a matter of fact, in order to document the practical work, I recorded all 
the sessions, took various photographs, and made copious notes. Further-
more, I asked all the students to keep a ‘work journal’ that they had to fill 
in during the sessions and at the end of every training day. I shall present in 
the Appendix to this chapter some extracts of the work journals, and that 
of course will be anonymously presented. The course description reported 
what follows:

The aim of this course is to explore the basis of an actor’s training 
that can be useful to discover an organized presence on stage, 
free from the automatism of the daily life. During the course 
students are expected to explore the complexity of the actor’s 
creativity starting from improvisations and from precise work 
on scenic action. For these reasons the students will work on a 
form of combined training informed by well-known physical 
methods as Alexander, Pilates, including meditative practices, as 
Yoga, that at the first look seem to be far away from theatre, but 
serve to develop a layered system of techniques of disciplining 
and expressing the body. Using these new ways of approaching 
the actor’s body, it will be possible to work on a series of exercises 
based on awareness and concentration techniques.

The course will focus on the actor’s presence in relation to space 
and to other actors on stage; it will deal with experiments on the 
creation of presence. How to find ways to be present in the moment 
of the action, how to be ready to act and react? Which is the rela-
tionship between the actor’s training and the actor’s creativity? How 
can the actor work on his presence on stage? In this course these 
questions will be considered on a level of a practice-based reflection. 
In doing so, students will be given the chance to engage in the 
different modalities of theoretical and practical knowledge.64

 64  Extracts from the course description.
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Moreover, the sessions were scheduled two times a week, respectively of 
three and four hours each. In the next paragraph I am going to introduce 
the system of exercises that are part of this form of combined training, all of 
them developed and explored during the workshop sessions. I am going to 
do so by first outlining a specific methodology which will hopefully render 
the practical part more intelligible and usable also in a written, discursive 
form. It is indeed important for me to underline that the methodology has 
been of course part of the very own development of the practice but it was 
nevertheless formally established a posteriori. For such theoretical method-
ology has been promptly defined to answer the necessity of the written 
account. Hence, it is related more to the phase of the presentation of the 
research than to the process of researching itself. In this way the theoretical 
framework works as a useful tool to develop further possible reflections 
and analysis that the practical part gives access to. This assumption may of 
course raise some sort of paradoxical conclusions. This notwithstanding, 
as also highlighted by Kershaw, questions around methodology, when this 
is “understood as systematized groups of methods exemplifying, or organ-
ized in terms of, particular theoretical perspectives”, in a practical-based 
approach are always tricky and intricate.65 For the practice nourishes itself 
of the very own concept of discovery, embedded in the exploration, it is un-
deniable that, even though a precise methodology can be structured since 
the beginning on, there will be always adjustments and changes within 
the process. Thus, as Gregory Bateson in his anthropological perspective 
puts it, “[…] an explorer can never know what he is exploring until it has 
been explored”.66 Or recalling again Bergson, the researcher-practitioner 
will always be in a movement of creative evolution in which the main fo-
cus lies in the process of the research rather than in the achievement of a 
specific product or goal. Because, and I believe this to be the case, within a 
practice-based approach, the researcher will not completely know, a priori, 

 65  Baz Kershaw, “Performance Practice as Research: Perspectives from a Small Is-
land,” in Mapping Landscapes for Performance as Research, 5.
 66  Gregory Bateson, Steps to an Ecology of Mind (Chicago: University of Chicago 
Press, 2000), xxiv. See also Kershaw, “Performance Practice as Research,” 5.
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what the outcome of his/her practice might end up to be. However, it is 
prominent to bear in mind the following systematised methods as reading 
key to have an understandable access to what otherwise could look as a 
‘mere’ list of exercises.

The first step consists in my personal rearrangement and application 
of Richard Schechner’s Rasabox Exercise.67 This methodology, later on, 
has to be considered, in my personal account, as a chiasmic system 
following up, for the second step, Zarrilli’s discourse on the actor’s “chi-
asmatic body”.68 For this reason I shall refer to the resulted method as 
the ‘chiasmic boxes training’. Let us start with the first step.

Introduced by Schechner and his colleagues at the East Coast Art-
ists,69 the Rasabox Exercise has been developed to connect the realm of 
feelings and emotions with the realm of the actor’s physicality, in the at-
tempt to underline that there is no clear demarcation between the two. 
In this sense, Schechner, as many others before and after him, refers to 
a kind of training that defines itself in a psychophysical process.70 This 
exercise system was developed by starting from the research on the prin-
ciples of rasa, derived from the “Sanskrit manual of performance and 

 67  Richard Schechner, “Rasaesthetics,” TDR 45(3) (2001): 27-50.
 68  Phillip B. Zarrilli, Psychophysical Acting: An Intercultural Approach After Stanislavs-
ki (London and New York: Routledge, 2009), 59-60. See also Phillip B. Zarrilli, 
“Towards a Phenomenological Model of the Actor’s Embodied Modes of Experience,” 
Theatre Journal 56(4) (2004): 653-666, accessed November 3, 2014, doi: 10.1353/
tj.2004.0189.
 69  East Coast Artists (ECA) is a company formed by Schechner in New York in the 
early 1990s. The Rasabox Exercise was developed during several workshop within 
the ECA program, in collaboration with the participants, in particular with Michele 
Minnick and Paula Murray Cole, which continued to lead several Rasabox workshop 
in New York and elsewhere. See Schechner, “Rasaesthetics,” 48.
 70  See Schechner, “Rasaesthetics,” 38. See also Phillip Zarrilli, “What Does It Mean 
to ‘Become the Character’: Power, Presence, and Transcendence in Asian In-Body 
Disciplines of Practice,” in By Means of Performance, eds., Richard Schechner and 
Willa Appel (Cambridge: Cambridge University Press, 1990), 143-144; quoted also 
in Schechner, “Rasaesthetics,” 38.
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performance theory”,71 the Bharata-muni’s Natyasastra.72 Schechner 
named his overall theory rasaesthetics.73 About rasa, the Natyasastra says:

There is no natya without rasa. Rasa is the cumulative result of vib-
hava [stimulus], anubhava [involuntary reaction], and vyabhicari 
bhava [voluntary reaction]. For example, just as when various con-
diments and sauces and herbs and other materials are mixed, a taste 
is experienced, or when the mixing of materials like molasses with 
other materials produces six kinds of taste, so also along with the 
different bhavas [emotions] the sthayi bhava [permanent emotions 
experienced “inside”] becomes a rasa. But what is this thing called 
rasa? Here is the reply. Because it is enjoyably tasted, it is called rasa. 
How does the enjoyment come? Persons who eat prepared food 
mixed with different condiments and sauces, if they are sensitive, 
enjoy the different tastes and then feel pleasure; likewise, sensitive 
spectators, after enjoying the various emotions expressed by the ac-
tors through words, gestures, and feelings feel pleasure. This feeling 
by the spectators is here explained as the rasas of natya.74

Rasa is then described as a taste, a flavour, as a sensation strictly con-
nected with a physical as well emotional state. In chapter six and seven 
of the Natyasatra, as outlined by the following diagram proposed by 
Schechner, it is possible to find the list and description of the eight rasas 
and their corresponding emotion and/or emotive state, sthayi bhavas.75

 71  Schechner, “Rasaesthetics,” 27.
 72  Bharata-muni, The Natyasastra, trans. and ed. Adya Rangacharya (New Delhi: 
Munshiram Manoharlal Publishers Pvt. Ltd., 1996).
 73  See Schechner, “Rasaesthetics,” 29.
 74  Bharata-muni, The Natyasastra, 54-55; quoted also in Schechner, “Rasaesthetics,” 29.
 75  Schechner, “Rasaesthetics,” 31.

 Rasa Sthayi Bhava English
sringara rati desire, love
hasya hasa humor, laughter
karuna soka pity, grief
raudra krodha anger
vira utsaha energy, vigor
bhayanaka bhaya fear, shame
bibhasta jugupsra disgust
adbhuta vismaya surprise, wonder



247

The Scenic Body

All the rasas, intended as flavours of moods, have their respective 
specific “artistically performed emotions”, which are encoded in a sys-
tem, and thus “knowable, manageable, and transmittable”.76 Schech-
ner’s take on the rasic system resulted in what he himself defined as an 
Enteric Nervous System training,77 that underlines the physicality of 
feelings and emotions by referring to a “gut’s brain”.78 The outcome is 
a special system of boxes, each one defined by a specific rasa, that the 
actor can explore, individually and in group, by moving from one box 
to another.79 Here is the original grid developed by the ECA:80

Raudra Bibhasta Bhayanaka

Karuna Shanta
(empty) Sringara

Hasya Vira Adbhuta

 76  Schechner, “Rasaesthetics,” 32.
 77  See Schechner, “Rasaesthetics,” 39.
 78  Schechner, “Rasaesthetics,” 35. Schechner is here referring to Michael D. Ger-
shon, The Second Brain (New York: Harper Perrenial, 1999).
 79  For a critical discussion around Schechner’s Rasaesthetics see David Mason, “Rasa, 
‘Rasaesthetics’ and Dramatic Theory as Performance Packaging,” Theatre Research 
International null(1) (2006): 69-83. In his article Mason mostly criticised the the-
oretical basis that underlies Schechner’s theory and not its practical application as a 
training tool. Notwithstanding the relevance of this critique, since at this point of 
my dissertation I am specifically dealing with the practical application of the ‘Rasa-
box exercise’ in a training related situation, I am not going to delve more into this 
discussion. I shall instead introduce my personal take on this specific methodology of 
practice, developing and proposing also an attempt to overcome some epistemological 
problems ascribable to Schechner’s theory.
 80  Schechner, “Rasaesthetics,” 39.
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The whole system is structured within the boxes, which are drew or 
taped on the floor, with the respective name written inside in various 
coloured chalk. The participant moves through the boxes without fol-
lowing a specific order of progression. It is anyhow important to follow 
the ‘rules’ of the exercises, leaving each participant the needed time to 
explore all the “ingredients” suggested by the boxes.81 The ‘empty box’ 
at the center of the grid refers to the ninth rasa added by Abhinavagup-
ta some centuries after the Natyasastra was completed. Shanta, “bliss”, 
does not correspond to any specific sthayi bhava. It rather mirrors the 
balance and mix of all of them. It corresponds to the transcendental 
dimension in which all the rasas have been internalised and for this 
reason they can disappear.82 In Schechner’s application, the empty box 
corresponds to the moment of ‘clarity’, that the actor him/herself has to 
determine. No one, not even who is leading the session, can interfere 
by indicating what is ‘clear’ and what is not; it is a personal, transcen-
dental, and self-aware condition.83 As I already said, while the Rasabox 
is a pre-determined, I would say, linear system of executing the exercise, 
my personal application consist more in a chiasmic development. In 
the definition of my practice, what has been used is the specific idea 
of the grid, that in my case is a metaphorical and not a spatial one. 
What I am interested in is the definition of solid and defined principles 
as the starting point for the execution. In exploring the exercises, the 
actor uses the principles defined in the boxes as the base to begin the 
exercise itself, then as a tool for the exercise to move forward, and as the 
objective that the exercise works on. In other words, the principles that 
have to be explored are at the same time the conditio sine qua non for 
the exercise to be executed and the aim of the exercise itself. It is not a 
specific requirement of any exercise to start just from one box. On the 
contrary most of the exercises start by contemporaneously focusing on 
two or more principles, with different levels of importance, depending 
on the case. During the development of the different levels of the exer-

 81  Michele Minnick, “Rasaboxes Performer Training,” in Schechner, “Rasaesthetics,” 40.
 82  See Schechner, “Rasaesthetics,” 32.
 83  See Schechner, “Rasaesthetics,” 44.
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cises the participants will have the chance to have access to other boxes, 
without ever abandoning the previous ones, working, as already said, 
in a chiasmic way. I shall come back on this later. All the exercises focus 
on the exploration of fundamental principles that belongs both to the 
theatrical and the meditative practices. Following Schechner’s example 
I collected them all in a nine-box grid, substituting every rasa with the 
principles of the combined training, although maintaining the idea be-
hind the empty box, which I renamed ‘level of awareness’. Such level is, 
as in Schechner’s account, a personal one, and can only be accessed by 
the participants during their practice, not depending on any command. 
Moreover, this level is nevertheless embedded in all the other principles. 
That is to say that the work on each and any of the principles present 
in the boxes gives access to a deeper and conscious level of awareness.84

Voice Gaze Breath

Rhythm (empty)
Level of awareness Precision

Space Balance Listening

Why and how does this work as a chiasmic system? Paraphrasing 
Zarrilli I could phrase the answer as follows: it is a chiasmic system, for 
chiasmic it is the body of an actor. Let us take a step back in Zarrilli’s 
reconstruction of a phenomenological model of the actor’s experience.85 
Drawing upon Drew Leder’s post-Merleau-Ponty account regarding the 

 84  The ‘Chiasmic Boxes Training Grid’. Figure by Fabiola Camuti.
 85  Zarrilli, Psychophysical Acting, 50-60 and Zarrilli, “Towards a Phenomenological 
Model of the Actor’s Embodied Modes of Experience,” 656-666.



250

The Trained Experience

question of the corporeal absence,86 and implementing this by referring 
to Yuasa Yasuo’s complementary analysis of the concept of body sche-
ma,87 Zarrilli proposes a “four embodied mode of experience”88 for the 
actor. Zarrilli’s account focuses on the notion of embodiment, defined 
as a “process of experiential encounters”,89 which opens up the possibil-
ities of the constitution of the body. That is to say that the body that I 
call mine is “constituted in the process of embodying the several bodies 
that I encounter – my body as experienced in everyday, habitual activi-
ties, and my body as experienced in extra-daily activities such as acting, 
ballet, or training in psychophysical disciplines”.90 Building upon the 
extensive account provided by Leder, Zarrilli proposes to Leder’s de-
scription of the characteristics of the two everyday bodies, the surface 
and the recessive ones, two additional extra-daily bodies, identifying 
modes of embodiment and experience as characteristics of acting: an 
aesthetic inner bodymind and an aesthetic outer body. The characteris-
tics are defined as a matter of the different kind of perception and direc-
tion of the bodies in relation to the outside world. Here it is the chart 
designed by Zarrilli which provides an overview of the four embodied 
modes of experience and exemplifies the characteristics belonging to 
each of the four bodies:91

 86  Drew Leder, The Absent Body (Chicago: University of Chicago Press, 1990).
 87  Yuasa Yasuo, The Body, Self-Cultivation, and Ki-energy (Albany: State University 
of New York Press, 1993). See also Shigenori Nagatomo, “An Eastern Concept of the 
Body-Scheme,” in Giving the Body its Due, ed., Maxine Sheets-Johnstone (Albany: 
State University of New York Press, 1992), 48-68 and Shigenori Nagatomo, Attune-
ment through the Body (Albany: State University of New York Press, 1992).
 88  See chart 2 in Zarrilli, Psychophysical Acting, 52 and Figure 1 in and Zarrilli, “To-
wards a Phenomenological Model of the Actor’s Embodied Modes of Experience,” 
657.
 89  Zarrilli, Psychophysical Acting, 50.
 90  Zarrilli, Psychophysical Acting, 50.
 91  Zarrilli, “Towards a Phenomenological Model of the Actor’s Embodied Modes of 
Experience,” 657.
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First body Second body Third body “Fourth body”
surface body recessive body aesthetic  

inner-bodymind
aesthetic “outer” body 
[the “body”  
constituted by actions/
tasks in performance, 
i.e., the “character” in 
drama, offered for the 
gaze of the audience]

sensorimotor visceral subtle fictive

[stance in relation to the world]
ecstatic recessive hidden/then  

ecstatic in practice
once created as score, 
then ecstatic  
or recessive

[fundamental direction]
outward inward once awakened: 

outward/inward  
as a dialectic

once created as score, 
that to and from 
which one acts

[mode of disappearance]
focal &  
background  
disappearance

depth  
disappearance 
recedes

absent 
once cultivated

absent 
once created

modes of disappearance are both focal/ 
background and recessive

[mode of disappearance]
exteroception 
[plus  
proprioception]

interoception attentiveness to 
exteroception, pro-
prioception, intero-
ception

 “as if ”

[mode of operation/awareness]
that from which I 
exist in the world

the inner depths that through which 
I may heighten  
or cultivate my  
relationship to subtle 
modes of  
“interiority” and/or 
the “world” 
[voluntary]

that through which 
I “appear” to act in a 
“world”

[mediated/marked primarily by]
“flesh” “blood” “breath” “appearance”
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The first body then, the surface body, is the body of the flesh. From 
a physiological point of view, it is characterised by exteroception, the out-
er-directed mode of perception towards the external world. It is although 
characterised by a second mode of perception that allows it to adjust its 
sensorimotor repertoire according to the specific motor task: the proprio-
ception. This specific mode of perception is related to skill acquisition that 
eventually allows us to complete a task without thinking step by step about 
the resolution. Our proprioceptive sense gives us the opportunity to in-
corporate the skill so that our bodymind can intuitively adjust towards the 
achievement of the specific goal.92 The recessive body, is a deep, inner, and 
visceral one, and for this reason defined as the body of the blood, clear-
ly in a metaphorical sense. It is projected inward and characterised by an 
interoceptive mode of perception. The experience, in this case, occurs in a 
metaphorical deep dimension, “beneath the surface flesh”.93 It underlines 
our relationship with pain and discomfort which works as an affective call 
that forces us to concentrate our attention.94 The aesthetic inner bodymind is 
the first of the two bodies added by Zarrilli. It is marked by the breath and 
it is a latent, dormant body that we possess but do not put in use during the 
habitual daily activity but that can be awakened by the engagement with 
psychophysical practices. As Zarrilli claims, 

[s]ince this bodymind and mode of experience is not necessary 
for the survival of the everyday body, it is understood to lie 
dormant within, available only to and through certain modes 
of psychophysical practice that engages the awareness. When an 
individual undergoes assiduous practice of particular embodied 
disciplines like yoga and related martial arts, this body can be 
awakened.95

 92  See Zarrilli, Psychophysical Acting, 53-54 and Zarrilli, “Towards a Phenomenolog-
ical Model of the Actor’s Embodied Modes of Experience,” 658-659.
 93  Drew Leder, The Absent Body, 66.
 94  See Zarrilli, Psychophysical Acting, 54-55 and Zarrilli, “Towards a Phenomenolog-
ical Model of the Actor’s Embodied Modes of Experience,” 659-661.
 95  Zarrilli, Psychophysical Acting, 55 and Zarrilli, “Towards a Phenomenological 
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The mode of perception in this case is an attentive one, based on a 
self-aware process, thus not anymore involuntary as for the exterocep-
tive and interoceptive processes which characterise the previous daily 
bodies. Moreover, this body is marked by a dialectical relationship be-
tween an inward and outward direction, creating a constant “engage-
ment of body-in-mind and mind-in-body”.96 The fourth and last body 
introduced by Zarrilli is the aesthetic outer body, that can be defined as 
the performative one. This is in Zarrilli’s account the body of appear-
ance, constituted by performance scores, i.e. actions and tasks on stage, 
offered to the gaze of an audience. We are here dealing with a dual mo-
dality of presence of the body in question. This outer body is, in fact, at 
the same time a site of experience for the actor and a site of experience 
for the audience. Perception then works here as an “if ”, since the actor, 
while enacting the performance scores, makes constant adjustments to 
the different mode of perception of his/her own body. That is to say 
that “[f ]or the actor enacting the scores, perception operates between 
exteroception, proprioception, and interoception”.97 In other words, 
quoting again Zarrilli, “the actor makes adjustments as necessary to/
with/for the immediate demands of the four bodies”.98 It is important 
to underline, when it comes to the actor’s experience, the constant state 
of ambiguity of these bodies, for none of them is ever absolutely or im-
movably settled. Hence, “the actor’s lived experience within the world 
of performance engages a constant dialectic [or better, chiasmatic] be-
tween and among these four bodies or experiential circuits”.99 In this 
perspective, the actor acquires a specific kind of “somatic” knowledge, 

Model of the Actor’s Embodied Modes of Experience,” 661-662.
 96  Zarrilli, Psychophysical Acting, 55 and Zarrilli, “Towards a Phenomenological 
Model of the Actor’s Embodied Modes of Experience,” 661.
 97  Zarrilli, Psychophysical Acting, 58; see also Zarrilli, “Towards a Phenomenological 
Model of the Actor’s Embodied Modes of Experience,” 664.
 98  Zarrilli, Psychophysical Acting, 58; see also Zarrilli, “Towards a Phenomenological 
Model of the Actor’s Embodied Modes of Experience,” 665.
 99  Zarrilli, Psychophysical Acting, 58 and Zarrilli, “Towards a Phenomenological 
Model of the Actor’s Embodied Modes of Experience,” 665.
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gained through the body in the engagement with embodied practices. 
This acquired knowledge has to be differentiated from an intellectual 
knowledge, and it operates on a physical, immediate level. Drawing from 
Merleau-Ponty’s early description of the concept of intertwining100 and 
modulating from Leder’s analysis of Merleau-Ponty’s early work, Zarril-
li concludes that the actor’s body is ultimately a “lived bodymind […] 
present as an intersecting, intertwining, chiasm of multiple bodies”.101 
Therefore it is possible to conclude, going back to the development of 
a theoretical methodology for the practical application of systematised 
exercises, that the actor’s body is perceived then as a chiasmic body, in 
which the qualities, the modes of experience and perception intersect 
and intertwine in layered complexity of the training exercises. Starting 
from this theoretical assumption I have been treating also the training 
system itself in a chiasmic form, in which the established principles that 
fill the nine boxes can intersect in a numerous number of possibilities, 
exploring the different modes of the actor’s bodymind experience. The 
explication of the presented methodology aims to the intelligibility of 
the training program, when this is addressed both in its written form, 
as for the case of this dissertation, and its practical form, by means 
of possible future application in theatrical, teaching situations. In this 
sense, unlike the operation carried out by Schechner in his form of 
training, my use of the Rasabox system is a pure methodological issue. I 
employ it for its structure, inasmuch as it is functional to the definition 
of the fundative principles of my training program. I do not intend here 
to pay a tribute to an intercultural operation as the one proposed by 
Schechner, often criticised for its orientalist and ethnocentric view.102 
Hence, my reference to the Rasabox system does not aim to celebrate 

 100  See Maurice Merleau-Ponty, The Visible and the Invisible, trans. Alphonso Lingus 
(Evanstone, IL: Northwestern University Press, 1968).
 101  Zarrilli, Psychophysical Acting, 59 and Zarrilli, “Towards a Phenomenological 
Model of the Actor’s Embodied Modes of Experience,” 665.
 102  See Rustom Bharucha, Theatre and the World: Performance and the Politics of Cul-
ture (London and New York: Routledge, 1993), 13-15.
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the interaction with the rasic aspects on a cross-cultural level. Instead 
of mystifying and celebrating, I intend to propose a method of practical 
application and evaluation of the training experience.

5.4. The Exercises
Bearing in mind the previously introduced methodology it is now pos-
sible to proceed in illustrating the actual exercises that were developed, 
applied, and explored during the workshop. I shall now present the 
exercises, dividing them in two main categories: the Proper Theatrical 
Exercises (PTE) and the Extra-Theatrical Exercises (ETE). To the first 
category belong all those exercises which come directly from theatrical 
techniques, deriving from more or less well-affirmed theatrical experi-
ences. I shall, when possible, refer to the sources of the specific exercises 
and provide, when available, references about research material on the 
different techniques for further in-depth analysis. A short description 
will follow each exercise, giving in this way access to instructions for the 
execution. Furthermore, I am going to indicate the specific principles 
from the nine boxes belonging to each exercise, adding also those prin-
ciples that constitute the exercises in their development. 

Before proceeding with the explanation of the exercises it is important 
to underline the approach to both the theatrical and the extra-theatrical 
techniques. In line with what I have stressed in the previous chapters, i.e. 
the importance of the first-person experience in the process of acquisition 
of knowledge, I have myself experienced and have been trained in all the 
disciplines in use in my personal practice. Concerning the work on medi-
tative practices, the specific approach towards the use of these techniques, 
as also underlined by the experience of the theatre practitioners that I have 
examined, does not involve the application of an extra-theatrical practice 
per se. It has mostly to do with the individuation of parts of those practices 
in which those principles, that are in common with the theatrical sphere, 
can be readapted in a performative way to inform the actor’s training. That 
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is why I shall present, after the explanation of the PTE and the ETE, a 
“third phase” concerning the possible scenic application of this form of 
combined training, in the development of scores and scenic actions that 
can be used later in the creation of a performance. With regards to the tech-
niques strongly related to the theatrical field, they all constitute a filiation, 
a genealogy, of those theatre practices that I have so far illustrated. All the 
exercises that I apply come from theatrical experiences related to the teach-
ings of the Twentieth-century theatre masters. Training with Odin Teatret 
actors and actresses, working on the application of biomechanics exercises, 
just to name a few, I have had the possibility to personally and practically 
explore part of what I, and many other scholars before me, have historically 
and theoretically presented.

The Proper Theatrical Exercises

Plastic Exercise103

Principles: Precision; Breath; Balance; Gaze.
Starting position: ACTIVE. Standing; feet as wide as hips; knees 
slightly bent; pelvis tilt forward; straight back.

Everyone stands together in a big circle. Make sure you have enough 
space around you. Preferably be able to turn around with the arms 
spread without touching someone. 

Work on body parts isolation: work on each specific body part by 
moving it from left to right, back and forth or up and down and then 
make whole circles. Do it gently, without pushing your personal limits. 

Proceed in this order: neck; shoulder(s); chest; hips; arms; wrists/
hands; ankles/feet; knee/legs. 

 103  The Plastic Exercise session is a follow up of the same exercise developed by the 
Odin Teatret actress Roberta Carreri. This is part of Carreri’s training sessions that I 
personally attended several times during my performative research. This exercise is 
also part of the training sessions of the Italian theatre group Laboratorio EmigratA, in 
which I work as actress. For more information on Roberta Carreri’s work as actress 
and theatre pedagogue see Roberta Carreri, On Training and Performance: Traces of an 
Odin Teatret Actress, trans. and ed., Frank Camilleri (New York: Routledge, 2014).
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Counting
Principles: Listening; Voice; Breath; Precision; Rhythm.
Starting position: ACTIVE.

Everyone stands together in a big circle. Make sure you have enough 
space around you. Preferably be able to turn around with the arms 
spread without touching someone. 

Start breathing and concentrate on the others breathing. 
Count, in group, from 1 to 10, taking turns, calling the numbers. 

Do not speak at the same time with someone else. When this happens 
start again from 1.

Walking
Principles: Space; Gaze; Listening; Rhythm; Balance; Precision; Breath.
Further principles: Voice.

Walking through the room, filling it equally with the members of 
the group. Make sure that at any given time the room is well-balanced, 
everywhere must be someone, no gaps. Be conscious of the room. 
Be conscious of the other people walking in it. Be conscious of your 
weight: try to not make noise while walking.
Directions:
• ‘Clap’: turn around 180 degrees and don’t stop walking.
• ‘Stop’: Stand still, look how you filled up the room.
• ‘Continue’ or a number called, start walking again.
• ‘1’ to ‘15’: walking speed. As soon as the number is called, change 

speed. ‘1’ is standing still with energy, you don’t move, but inside 
you’re not standing still. ‘15’ is running. Try to find the balance 
with the group while working on the different levels. 

‘Meeting’ Additions:
• When you meet someone while walking, shake hands.
• When you meet someone, shake hands and change facial expression 

and/or make a noise/say a word.
• When meeting scream to each other.
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‘Choose a point’ Additions:
• Choose points on the wall (from 1 to 3 points). This/these must be very 

precise point(s). At the direction ‘go’, directly walk to one of the point 
and if reached continue walking through the room as you were doing. 

• Choose a point on a person. A very precise point. At the direction 
‘now’, directly go to the point. If instructed, touch it. If instructed keep 
touching/following it. Then (if said) choose another point.

‘Weird walks’ Additions:
• Make three different walks. Explore ways of walking, moving 

through space, make sure you are precise. Name them.
• After deciding on them do them all together, changing between them. 
• Present the walks to the class. 
• Later on when walking say something when you meet someone, in 

a way that fits with your way of walking. 
• Later really react on each other.
• Follow a point on someone while doing one or more of your walks. 

Also in different speeds.

Throwing Stick(s)104

Principles: Space; Gaze; Balance; Precision; Breath; Listening.
Further Principles: Rhythm; Voice.
Starting Position: ACTIVE.

Everyone stands together in a big circle. Make sure you have enough 
space around you. Preferably be able to turn around with arms spread 
without touching someone. 

The exercise begins with one wooden stick. Look at the person you are 
going to throw the stick to. When you have established eye contact, throw 
‘from your knees’, so bend your knees and come up while throwing the 
stick, horizontally, with two hands to the other person. The receiver catches 

 104  The Throwing Stick(s) Exercise is a follow up of the same exercise developed 
during the experience with the Italian theatre group Laboratorio EmigratA, directed 
by Gabriele Sofia and Victor Jacono.
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FIG. 1. Walking.

FIG. 2. Walking.
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the stick with two hands while bending his/her knees. Be sure to keep con-
centrated. Continue throwing.
‘Speed’ Additions:
• The Throwing can go faster (if asked).
‘Stick(s)’ Additions:
• A second stick can come into the game (and later on a third and a 

fourth and so on). 
‘Change places’ Additions:
• When asked, switch spot between ‘thrower’ and ‘receiver’.
‘Music’ Addition: 
• The exercise can be conducted with the use of music. This increases 

concentration and makes it easier to come in a rhythm of throwing 
and catching.

‘Name Game’ Addition:
• Say your name when you receive/throw the stick. Or call the name 

of the one you are going to throw the stick to.

Stick Exercise105

Principles: Space; Gaze; Listening; Balance; Precision; Breath.
Further Principles: Rhythm.
Starting Position: ACTIVE with the balance slightly moved forward 
and the heels slightly lifted from the floor.

Exercise carried out in couples.
Position the stick horizontally, between you and your partner and 

keep it in balance. The ends of the sticks go on the dan tian point. This 

 105  The Stick Exercise is a follow up of the same exercise developed during the ex-
perience with the Italian theatre group Laboratorio EmigratA, directed by Gabriele 
Sofia and Victor Jacono. This same exercise was originally developed by the theatre 
director and pedagogue John Schranz. However it is possible to find trace of similar 
exercises in other experiences including the work of Phillip Zarrilli, see Edwin Cree-
ly, “Method(ology), pedagogy and praxis: a phenomenology of the pre-performative 
training regime of Phillip Zarrilli,” Theatre, Dance and Performance Training 1(2) 
(2010): 214-228.
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is a specific point situated just below the navel, central in several Asian 
traditions in relation to the concept of releasing energy (qi).106

Start to walk forward and backward. Feel who is going to lead and 
after a while change roles. Exercise it both with ‘deciding who is going 
to lead’ and with ‘feeling who is going to lead’. Focus your eyes at the 
dan tian point of the other. Begin slowly, and then bit by bit go faster. 
If it feels right change roles more often. 

If the stick falls, let it fall, never grab it. 
If you see another couple that you are (maybe) going to bump in to, 

let the stick fall (this especially counts for the one walking forwards). 
Explore the space and the couple possibilities.

 106  See Luk Chun Bond, The First 16 Secrets of Chi. Feng Shui for the Whole Body 
(Berkley, CA: North Athlantic Books, 2002) and SS. Ma, “The I Ching and the psy-
che-body connection,” Journal of Analytical Psychology 50(2): 237-250. See also the 
work on dan tian and qi of Phillip Zarrilli in Creely, “Method(ology), pedagogy and 
praxis,” 215-217.

FIG. 3. Throwing Stick(s).
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‘Gaze’ Addition:
• Change the gaze from the ‘stick’ point to a specific point between 

the eyes of the partner.
‘Space’ Addition:
• Start to move covering the whole space not necessarily moving in 

straight lines.
‘Speed Change’ Additions:
• Change speed, suddenly not gradually, from ‘slow’ to ‘fast’.
• Change speed, suddenly not gradually, from ‘fast’ to ‘slow’.
‘Stop-non-Stop’ Addition:
• Immediate stop of the couple, maintaining the inner impulses of 

the action.
‘Impulses’ Addition:
• Transfer the whole action to the inner body, transforming it in impulses.
Further Additions:
• The Stick exercise considers multiple levels of development, such as fur-

ther ‘speed change’ additions, different ways of working within the cou-
ple, to several changing in the position of the stick. Ultimately the exer-
cise can be executed without the stick, although maintaining the quality 
of the work that the stick has provided. However, in order to reach these 
levels, this exercise needs to be explored in a longer period of time.

Silk Thread Exercise107

Principles: Precision; Breath; Gaze; Space; Balance.
Further Principles: Rhythm; Listening; Voice.
Starting Position: ACTIVE.

Find your place in the room and imagine to have in your hands a 
silk thread.

 107  The Silk Thread Exercise is a follow up of the same exercise developed during the 
experience with the Italian theatre group Laboratorio EmigratA, directed by Gabriele 
Sofia and Victor Jacono. This same exercise was originally developed by the theatre 
director and pedagogue John Schranz.
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FIG. 4. Stick Exercise.

FIG. 5. Stick Exercise.
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The Exercise consists of three simple but very precise tasks: take the 
thread; weave the thread; leave the thread (fast, as if it is burning up). 
You can weave in straight or in curve lines. Take the thread from the 
exact point in which you left it and continue with the same group of 
actions. Take and weave the thread by using your thumb and forefinger 
(right hand). Change later by using the other hand. Work with both 
hands (not simultaneously). 
‘Body Parts’ Additions:
• Transfer the same actions to different body parts. You can use other 

specific points on your body to ‘take, weave, and leave’. There are more 
the 100 specific points that can be used in this exercise. The following 
list refers to the points explored during the workshop: Hand(s); Feet; 
Knee(s); Elbow(s); Shoulder(s); Chest; Between Shoulder Blades; 
Shoulder Blade(s); Hip(s); Stick Point; Sacrum; Wrist(s); Cheek-
bone(s); Chin; Ear(s); Nose; Eyebrow(s); Forehead; Between Lips; 
Top of the Head; Back of the Head; Between Eyes; Eyes.

‘Space’ Additions:
• Execute the exercise with your feet stuck to the floor.
• Execute the exercise moving freely in the space.
• Execute the exercise in the ‘sphere’ of your personal limits (explore 

the possibilities of the exercise on the edge of losing balance.
‘Rhythmical’ Additions:
• Execute the exercise in different speeds: fast/slow; legato/ staccato. 
‘Resistance(s)’ Additions:
• Execute the exercise in different mediums (see Resistance(s) Exercise).
‘Text’ Additions:
• Add a text following the actions of ‘take; weave; leave’. 
‘Text+ Resistance(s)’ Additions:
• Add a text following the actions of ‘take; weave; leave’ in the differ-

ent resistance(s).
• Combine different resistance(s). Example: text in the resistance of 

mud, Thread in the resistance of stone.
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FIG. 6. Silk Thread Exercise.

FIG. 7. Silk Thread Exercise.
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Hi/Ha Stick108

Principles: Listening; Gaze; Rhythm; Weight; Breath; Voice; Precision.
Further Principles: See Touch Fight as Follow Up of the Hi/Ha Exercise.
Starting Position: ACTIVE.

Exercise carried out in couples. 
Standing in front of each other. One holds a stick. The other one has 

to react on the stick. The one with the stick will swing the stick from 
left to right (or the other way around) just above the head or beneath 
the feet of the other. Before doing this one has to make a clear indica-
tion with the stick swinging back where the next swing will head to, 
working on opposite-impulses. 

At the moment of starting the swing the one with the stick has to 
give a clear vocal command: “Hi” (when going for the head) or “Ha” 
(when going for the feet). The other one has to react on this with ei-
ther jumping or diving down/going through his knees. Concentration 
is very important for this exercise because there is a chance of getting 
hurt. Start very slow, go faster when it feels right and only when both 
are concentrated.

Touch Fight
Principles: Listening; Gaze; Rhythm; Weight; Breath; Space; Precision.
Starting Position: ACTIVE.

Exercise carried out in couples. See Hi/Ha exercise.
You can score points by hitting the partner. Every time that you hit 

the partner scream ‘touch’.
‘Reduction(s)’ Additions:
• Execute the Hi/Ha Exercise without the stick. 
• Execute the Hi/Ha Exercise without the vocal command (reaction 

to impulses).

 108  This is part of part of Rasmussen’s training sessions that I personally attended 
several times during my performative research. This exercise is also part of the training 
sessions of the Italian theatre group Laboratorio EmigratA, in which I work as actress.
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‘Points’ Addition:
• You can touch more points on the body of the partner.
‘Space’ Addition:
• Execute the exercise using the whole space. 

FIG. 8. Hi/Ha Stick.
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The Scarf109

Principles: Breath; Weight/Balance; Listening; Precision; Space; Gaze.
Starting Position: ACTIVE.

Exercise carried out in couples. Standing one behind the other.
Position the scarf around the hips of the partner. Use the scarf to 

hold the partner. In the meantime the partner is walking forward. Ap-
ply different levels of strength to the ‘pulling’.
‘Scarf Position’ Addition:
• Execute the exercise positioning the scarf around the chest. 
• Execute the exercise positioning the scarf around the ankles. 
• Execute the exercise positioning the scarf around the forehead. 

Resistance(s)110

Principles: Precision; Breath; Space; Balance; Gaze; Listening.
Further Principles: Voice.
Starting Exercise: Walking
Background Exercise: The Scarf
Directions:
• Walking through mediums AIR/WATER/MUD/WOOD/STONE/

IRON. These are levels, a bit like the levels of walking speed. Imagine 
yourself completely immersed and surrounded in and by this sub-
stance, so this means there is more resistance with each level, on your 

 109  The Scarf is a follow up of a similar exercise developed by the Odin Teatret actress 
Iben Nagel Rasmussen, Il Verde. This is part of part of Rasmussen’s training sessions 
that I personally attended several times during my performative research. This exercise 
is also part of the training sessions of the Italian theatre group Laboratorio EmigratA, in 
which I work as actress. For more information on Roberta Rasmussen’s work as actress 
and theatre pedagogue see Iben Nagel Rasmussen, Il cavallo cieco: dialoghi con Eugenio 
Barba e altri scritti, eds., Mirella Schino and Ferdinando Taviani (Rome: Bulzoni, 2006).
 110  The Resistance(s) Exercise is a follow up of the same exercise developed during the 
experience with the Italian theatre group Laboratorio EmigratA, directed by Gabriele 
Sofia and Victor Jacono.
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FIG. 9. Resistance(s).

FIG. 10. Resistance(s).
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whole body. And that means that your weight/balance/muscle tension 
changes too. Keep the awareness on your whole body and do not for-
get, for example, that your hands, face, and hair are as well immersed 
and surrounded in and by the substance.

‘Choose a point’ Additions:
• See same addition as in Walking.
‘Text’ Addition:
• Add text and repeat it in the same medium as you are moving in.

Snake Dance111

Principles: Space; Rhythm; Balance; Listening; Breath.
Starting Position: ACTIVE.

Walking through space. Walking from the ‘stick point’ in the ‘active’ 
position. Imagine your spine being a snake. Your torso thus follows the 
‘stick point’ easily, flexible, like a snake. Walk through the room and 
explore the possibilities. 

The Gaze112

Principles: Gaze; Listening; Space; Breath; Precision.
Further Principles: Rhythm; Voice.

Standing in two lines in the middle of the room, everyone faces a 
partner. Looking at each other (first taking turns) push and pull your 
partner just with the gaze. If the other feels something, he can move 
forward or backward. After both took turns, start to both push/pull and 
receive/react at the same time.

 111  The Snake Dance is a follow up of the same exercise developed by the Odin Te-
atret actress Roberta Carreri. 
 112  The Gaze exercise is a follow up of the same exercise developed during the expe-
rience with the Italian theatre group Laboratorio EmigratA, directed by Gabriele Sofia 
and Victor Jacono. This same exercise was originally developed by the theatre director 
and pedagogue John Schranz.
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‘Text’ Addition:
• Add text as a means of ‘pulling’ and ‘pushing’, i.e. ‘push’ and ‘pull’ 

with the text.
Note: you only walk when you feel that you are being ‘pushed’ or 
‘pulled’. Don’t walk if you want to ‘push’ or ‘pull’.

Samurai113

Principles: Balance; Breath; Precision; Space; Rhythm; Gaze; Listening.
Further Principles: Voice.
Basic position: During the whole exercise keep the knees bent, be-
cause of this the strength has to come from the under core and inner 
muscles of the legs the hips have to be tilted, so the trunk is one part 
and does not move. Keep the gaze on a precise point in front of you for 
the whole execution of the exercise.
Samurai 1. Everyone has to get in the same position at the same time. 
Slide one foot to the side. Lift one foot, flex it, move it in the same line 
as your other foot is standing. While still lifting the foot in the same an-
gle, place the foot one step further on the ground. When your foot hits 
the ground shift the weight of your body so the step really has impact. 
Then with your weight on this foot, take the next step the same way. 
First slide the foot over the floor until it passes the other foot, then lift 
it flexed in a 45° angle from the floor, etc. 
Samurai 2. Stand sideways from the way you are going. Get into the 
basic position. In this exercise you don’t lift the feet, you only slide 
them when you take a step. Every step begins and ends in the basic 
position. With every step you turn your whole body to the other side, 
while looking at the point you are moving towards. When you turn, 
your foot passes the foot that stands still and then slides into the basic 
position. The hard thing is not to fall and keep the strong posture.  

 113  The Samurai exercise is a follow up of a similar Grotowskian exercise. For more 
information see Carreri, On Training and Performance, 28.
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Samurai 3. The basic position differs in this exercise because you hold 
a stick above your head, the rest of the body remains the same. The 
arms are bend in a 90° angle and don’t move during the exercise. Only 
through shifting the weight from one leg to the other it will look like 
you’re moving the stick but in fact you are not. There are three move-
ments in this exercise. The first is to turn the other way, as in the pre-
vious exercise. But this time your turn begins at two feet and ends at 
one with the legs bended. One in the air the other one on the ground. 
Then shift your weight to the other side, this way you will lose your 
balance but you will reach it again by catching your weight with the 
other bended leg. Now, one leg, where the weight is, is bended and the 
other is stretched. From this position you do the first movement again, 
so you turn your body to the other side.

Resonators114

Principles: Voice; Precision; Breath; Listening; Space (inner space).
Starting Position: ACTIVE. Standing in a circle.

Everyone at the same time repeats a text over and over again. Let-
ting resonate in different parts of the body: under-belly; chest; throat; 
mouth; nose; forehead; top of the head; back of the head. Follow the 
instructions during the execution. The person who is leading the ses-
sion gives instructions with the hand going up and down the respective 
areas and from/to the body indicating the volume/intensity. 

 114  The Resonators is a follow up of the same exercise developed by the Odin Teatret 
actress Roberta Carreri.
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The Extra-Theatrical Exercises

Pilates115

Principles: Precision; Breath; Weight/Balance; Space; Gaze (inner gaze).

Examples:
THE HUNDRED116

Pose 1
a) Lying on back
b) Lie flat with body resting on floor
c) Stretch arms (shoulder-wide, touching body, palms down) straight forward
d) Stretch legs (close together, knees locked) straight forward
e) Stretch toes (pointed) forward and downward

Pose 2
a) Inhale slowly
b) Lift both feet about 2’’ above floor
c) Raise head with eyes focused on toes
d) Raise both arms about 6’’ to 8’’ above thighs

Pose 3
a) Exhale slowly
b) Raise and lower both arms (tensed)
c) From shoulders only
d) Without touching the body
e) Within a radius of 6’’ to 8’’
f ) Mentally counting 5 movements while
g) Exhaling slowly
h) Alternating with 5 similar movements while
i) Inhaling slowly

 115  For further analysis see Joseph H. Pilates and William John Miller, Pilates’ Return to 
Life Through Contrology. Origillay Published in 1945 as: Return to Life Through Controlo-
gy (Chagrin Falls, OH: Presentation Dynamic Inc., 1998).
 116  Pilates and Miller, Pilates’ Return to Life, 27.
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j) Begin with only 20 movements and
k) Gradually increase them in units of
l) 5 additional movements each time until a 
m) Maximum of 100 movements is reached
n) Never exceed 100 movements
o) Relax completely

THE ONE LEG STRETCH117

Pose 1
a) Lie flat with entire body resting on floor

Pose 2
a) Bend head forward until
b) Chin touches chest, then
c) While inhaling slowly clasp hands and
d) Pull right leg as far as possible toward chest
e) Keep left leg stretched forward (knee locked)
f ) Stretch toes (pointed) forward and downward with
g) Heel raised 

Pose 3
a) While exhaling slowly
b) Clasp hands and
c) Pull left leg as far as possible toward chest
d) Keep left leg stretched forward (knee locked)
e) Stretch toes (pointed) forward and downward with
f ) Heel raised

 117  Pilates and Miller, Pilates’ Return to Life, 37.
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THE SWAN-DIVE118

Pose 1
a) Lie on belly; chin on floor

Pose 2
a) Hands below forehead; palms on floor

Pose 3
a) Inhale slowly
b) Head raised upward and backward as far as possible
c) Chest raised high from floor
d) Raise arms upward and sideward in line with locked shoulder
e) Turn palms upward (right to left)
f ) Legs (close together) stretched and raised off floor
g) Toes (pointed) forward and downward (knees locked)
h) Body rigid
i) Back locked

Pose 4
a) Exhale slowly as you ‘rock’ forward
b) Inhale slowly as you ‘rock’ forward

Massage Session119

Principles: Listening; Breath.
The massage, more than an exercise, is a moment during the session 

in which the participants can relax and at the same time focus on a 

 118  Pilates and Miller, Pilates’ Return to Life, 49.
 119  For further analysis see Alexander Lowen, Bioenergetics (New York: Coward, Mc-
Carin & Georgen Inc., 1975); Francesco Padrin, Il Massaggio Bioenergetico (Milano: 
Zenia Edizioni, 2005); John B. Harder and Sharon Munde, The Alexander Technique 
Resource Book (Lanham, MD: The Scarecrow Press, Inc., 2009); Carol M. Davis, ed., 
Complementary Therapies in Rehabilitation: Evidence for Efficacy in Therapy, Prevention, 
and Wellness (Grove Road Thorofare, NJ: SLACK Incorporated, 2009).
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different experience of the body. In this moment, in fact, the main aim 
is to explore the body, by means of its structure, bones, and muscles, 
through the tactile contact with the body of one of the others partici-
pants. The massage is done in couple. There is a giver and a receiver. Af-
ter a variable duration of time (10 to 20 minutes) the couple can switch 
positions. It is modulated from two specific techniques: Bioenergetics 
and Alexander. The main function is to individuate the tensions present 
in the body and those points characterised by lack of energy, in order 
to re-establish an energetic balance. By focusing on the other’s body the 
giver has the chance to focus on his/her own body.

Yoga Session: Asanas120

Principles: Weight/Balance; Precision; Breath; Listening; Gaze (inner 
and outer gaze)

Exploration of different yogic positions (asanas) divided in “Stand-
ing Poses”, “Floor & Supine Poses”, “Arm Balancing Poses”, “Twist & 
Seated Poses”.

Examples of poses:
CHILD’S121

Start Position: Kneeling (while kneeling, sit on heels)
1. Rest buttocks towards heels and lean over thighs.
2. Touch forehead to floor.
3. Extend arms alongside body.

 120  For in-depth descriptions see reference on Yoga in Chapter Three of this disserta-
tion; see also S Dutta Ray, Yogic Exercises: Physiologic and Physic Processes (New Delhi, 
Jaypee Brothers Medical Publishers (P) Ltd, 1998) and Daniel DiTuro and Ingrid 
Yang, Hatha Yoga Asanas: Pocket Guide for Personal Practice (Champaign, IL: Human 
Kinetics, 2012); for illustrative material see Dharma Mittra, Asanas: 608 Yoga Postures 
(Novato, CA: New World Library, 2003), 47-641.
 121  DiTuro and Yang, Hatha Yoga, 18.
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CAT122

Start position: Child’s
1. Come forward to align hips over knees and shoulders over wrist in 

neutral spine.
2. Round spine on exhale, pulling belly in and chin to chest.

COBRA123

Start position: Lying on belly
1. Place hands under shoulders.
2. Straighten arms slowly, lifting chest; gaze forward.
3. Keep tops of thighs and feet on floor.

Meditation Session 1: Guided Visualization124

Principles: Breath; Gaze (inner gaze); Listening; Space (imaginary 
space); Weight.
Further Principles: Voice; Space.
Starting position: Lying on back; hands on the navel; eyes closed.
Meditation: guided by the voice of the one leading the session.
Instructions: listen to the sound in the room; individuate those 
sounds close to you. Listen to the sound outside the room; individuate 
those sounds far away from you. Bring back your awareness into your 
own body. Concentrate in your breathing. At each breath you become 
more relax. Feel the weight of your body on the floor. Notice the out-
side sensations of your body, whether is cool or warm. Now notice 
the inner sensations of your body (stomach rumbling, contraction or 
tensions in the muscles). Bring your breath and awareness on those ten-

 122  DiTuro and Yang, Hatha Yoga, 16.
 123  DiTuro and Yang, Hatha Yoga, 20.
 124  See Swami Durgananda, The Heart of Meditation: Pathways to a Deeper Experience 
(South Fallsburg, NY: SYDA Foundation, 2002), 23-30, 110-114.
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sions. Bring your awareness on your thoughts and start to picture vivid 
image. Start to leave the room.
* At this moment the ‘journey’ begins. The instructions change de-
pending on the situation and on the group. 
* at the end of the journey the one leading guides the participants in 
their coming back. The exercise ends after having repeated the previous 
instructions.
* further instruction: in the last part, while focusing on the breath, 
produce a deep sound while exhaling. Feel the sound in accordance 
with the other participants. Create a long open-ended sound without 
interruption.

Meditation Session 2: Free Visualization
Principles: Breath; Gaze (inner gaze); Listening; Space (imaginary 
space); Weight.
Starting position: Lying on back; hands on the navel; eyes closed.
Meditation: guided by the voice of the one leading the session.
Instructions: listen to the sound in the room; individuate those 
sounds close to you. Listen to the sound outside the room; individuate 
those sounds far away from you. Bring back your awareness into your 
own body. Concentrate in your breathing. At each breath you become 
more relax. Feel the weight of your body on the floor. Notice the out-
side sensations of your body, whether is cool or warm. Now notice 
the inner sensations of your body (stomach rumbling, contraction or 
tensions in the muscles). Bring your breath and awareness on those ten-
sions. Bring your awareness on your thoughts and start to picture vivid 
image. Start to leave the room.
*At this moment the ‘journey’ begins. Each participant is free to con-
duct his/her own journey without any instruction.
*The exercise ends when all the participants are in a cross-legged posi-
tion with their eyes open.
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Meditation Session 3: Silent Meditation125

Principles: Breath; Gaze (inner gaze); Listening; Space (inner space); 
Weight.
Starting Posture: Sitting on the floor in a comfortable cross-legged 
position; spine naturally erect. Eyes are closed. Hands are placed palms 
up on the thighs with thumb and forefinger touching.
Meditation: focus on the relaxation of muscles; gentle inhalation and 
exhalation.
Duration: 30 to 60 minutes.

 

Meditation Session 4: Mantra Meditation126

Principles: Voice; Breath; Listening Gaze; Rhythm; Weight.
Starting posture: Sitting on the knees or in a comfortable cross-leg-
ged position. 

The gaze is directed to a specific point on the wall. Hands are joined 
together at the chest or with the palms on the knees. 
Repetion of the Mantra: Nam Myoho Renge Kyo.

This practise comes from the Japanese Buddhist tradition that refers 
to the Lotus Sutra. Practitioners belonging to this Buddhist school nor-
mally chant facing the Gohonzon, a painted scroll containing Chinese 
and Sanskrit characters. This represents the main object of devotion in 
the Japanese Buddhist tradition. The Dai Gohonzon has been inscribed 
by Nichiren Daishonin, founder of this school of Buddhism, on Oc-
tober 12th 1279, during his exile on the Japanese island Sado. The Go-
honzon is kept in a protective box called Butsudan on an altar on which 
the practitioners position the different offers, such as water, incense, 
candles, fruits, plants, and a singing bowl127. 

 125  See also Durgananda, The Heart of Meditation, 59-65, 81-84.
 126  On Mantra Repetition see Durgananda, The Heart of Meditation, 66-73.
 127  For further analysis see: The Lotus Sutra and Its Opening and Closing Sutras, trans., 
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FIG. 11. Meditation Session 1: Guided Visualization.

FIG. 12. Meditation Session 1: Guided 
Visualization.
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There are many questions that have accompanied the whole process 
of development and application of the exercises: what is that I know 
now that I did not know before? What did I aspect from the course and 
what did I find instead? And, what did the students learn?

All those questions converged in the end to one answer: if there 
is a ‘learning’ outcome in this process, it is strongly connected to the 
personal experience, mine and the students’. I would then rephrase the 
questions in the following way: what did the students experience and 
what did I learn? The main access to possible answers were undoubt-
edly the ‘work journals’, because they represented the written proof of 
their experience. That is precisely why they constitute such a useful tool 
of documentation.128 Reading through the notes, both mine and the 
students’, I have had the possibility to reconstruct these experiences 
throughout the analysis of the whole duration of the course. I have had 
the possibility to confirm through the participants’ words what I have 
observed myself while leading the sessions. For example, I found out 
they all agreed on their change of perspective on the usefulness of some 
exercises, repeating and exploring them with the right time. They have 
noticed how some exercises have different layers that can be accessed 
only through practice in time, repeating and experiencing that same 
exercise all over again, session after session. I have had the possibility 
of recognizing in their writings their conscious focus and attention on 
the fundamental principles. Some of them for example have pointed 
out how less conscious they were of the importance of ‘balance’ before 
engaging with this kind of practice. Others have said to have discov-

Burton Watson (Soka Gakkai, 2009); Nichiren Daishonin, The Writings of Nichiren 
Daishonin (2 Volumes) (Soka Gakkai, 1999 (vol. 1) 2006 (vol. 2)); Daisaku Ikeda, 
The Wisdom of the Lotus Sutra (6 Volumes) (Santa Monica, CA: World Tribune Press, 
2000 (vols. 1 & 2), 2001 (vo.l 3), 2002 (vol. 4), 2003 (vols. 5 & 6)); Daisaku Ikeda, 
Buddhism: The Living Philosophy (Tokyo: East Publications, 1976); for more infor-
mation and a list of publication see also the Nichiren Buddhism Library website  
<http://www.nichirenlibrary.org/en>, accessed July 10, 2016. 
 128  See also the Appendix to this chapter.
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ered the scenic possibilities of the work with the gaze, phrasing it in 
“how much more an eye can do!” I have learned by watching them 
and training with them, and by reading through their observations and 
experiences, how to shape the exercises to make them more effective. I 
have also discovered what works and when. For example, I have learned 
how to make the session more efficient, how to structure it, meaning 
in deciding which exercise comes first. I have had, we have had, the 
possibility of experiencing what it means to work on extreme levels 
of concentration to then start with the construction of scores for sce-
nic application. I have learned and we have learned only thanks and 
through the experience, practical features that cannot be expressed in 
their complexity and entirety in such a written account.

5.5. Conclusion: A Possible Scenic Application
What I have presented so far, as stated in the introduction to this chap-
ter, is the development and application of a combined training made 
of different techniques, both theatrical and extra-theatrical. I have also 
illustrated the methodological approach to the description of the exam-
ined training program. Furthermore, I have provided, departing from 
the Deleuzian notion of ‘incompossibility’, an approach to overcome 
the split between Theory and Practice in the academic field of theatre 
studies. By way of closing the circle, let us now systematically follow 
the steps. Firstly, the set out methodology allows to present and analyse 
the system of the exercises. Secondly, the practical application of the 
instructions permits to fully grasp and experience the chiasmic system 
behind each and every exercise. Ultimately, they together underline the 
dynamicity of the training. It is never a stationary practise; it is rather 
a process in constant evolution. It is an enclosed time and space that 
occurs behind and before the very own time and space of the theatrical 
production. At the same time, it is an operational process that works as 
a preparation to the production itself. To conclude, the ‘incompossible’ 
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combination of the two stages, namely the theoretical and the practi-
cal frame, is what makes a practice-led research amenable to provide 
a fruitful reflection that can contribute to both the academic and the 
practical field of theatre. 

I am going to illustrate in the following conclusion some examples 
of possible scenic applications of this form of combined training. In the 
second half of the course part of the sessions were dedicated to a ‘third 
phase’ in the development of the program, which involved a further 
step in finding scenic possibilities in what had been explored in the 
execution of the exercises. In practical terms, the students were asked 
to retrieve from the exercises actions and scenic material that could 
be transformed into the performative sphere. The first step consisted 
in combining the two systems of exercises with the aim of developing 
material. To give some examples of this practice:

• Substitute the mantra of the meditation exercise with a text and 
move the point representing the Gohonzon on the body of one 
of the other members of the group. This allows the group to keep 
working on the principles characterizing the specific exercise on 
a relational level.

• Translate in impulses and actions the suggestions received during 
the Silent Meditation; working in couples with the Stick exercise 
or in solo with the Thread. This constitutes a starting point to 
begin to search for concrete scenic actions.

• Transfer in the space the journey mentally developed during the 
Guided Meditation Session. This allows the participant to start 
working on a dramaturgy of the scenic space.

After this preliminary phase in which the students were asked to 
combine the exercises and the principles underneath them, their task 
was to create scenic scores. This aimed at a further development of 
the exercises on a scenic and dramaturgical level, to then concretely 
build up a scenic application of such a training method. A score can 
be defined as a short preliminary piece, dramaturgically constructed, 
by means of a group of actions, related to each other, consisting of a 
beginning, development, and an end. In the following passage I am go-
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ing to give some examples of the creation of the scores from the ‘Work 
Journals’ of the participants.

A: “Everyone creates his/her own score existing of 4 actions. 
Each of these actions has to have a precise purpose/intention 
and they have to come together in a repeatable cycle/score. One 
action could be ‘moving the head once from left to right’, or a 
more complicated one like ‘sitting down’, but every action has 
to be one whole, with a beginning, an intention, and an end. 
Rehearse your score again, this time combined with a personal 
text (this can be the one from Resistance, Resonators, the Gaze). 
While rehearsing, play with different points of resonation and/
or speaking/moving in different mediums (Resistance).

Every single score can be later combined together with the scores 
created by the rest of the group to start working on an ensemble com-
position. 

J: “My score: A. puts her foot on my chest. Says her line then I 
begin with my score. 
“Kom terug, ik zou willen, dat ik die woorden zo zacht zou 
kunnen zeggen dat niemand het kon horen.” → Stroking my 
hair with resistance “Dat niemand zou kunnen denken dat ik ze 
dacht.” → Stroking my belly and thighs with resistance.
“Kom terug” last two strokes
Short pause
“Ik zou willen – ik ze dacht”: stroking the back of my legs 
going faster and faster and speaking louder every stroke.  
Get up

Group composition: everybody lies on the floor, in a differ-
ent spot than the score spot. 

M. enters, repeats his score three times every time referring 
to a different person. He goes to the chair that is standing in the 
middle of the front and sits on it.
• Music comes in and everybody gets up in the resistance of 

mud in sync with the music. We start walking.
• Everybody is up and we pick a spot on someone and walk 

towards the spot in the resistance of stone.
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• Continues until we receive a clap signal, then run in level 15 
to the score spot.

• Everybody execute the score in a precise order.
• M. does his score again, everybody slowly turns towards him.
• Start walking towards M. Surround him. Stop.”

This is how Pushing my brain out, Germophobia, Sunshine, John, Hi 
there!, Fighting with walls, Childhood, The Genitor, Obsession came to 
life. A group of actions enclosed in a structured score with a precise 
starting point, a development, and an epilogue: a short, basic feature 
for a dramaturgical work. In this way also the ‘characters’ started to take 
shape. The actions were the ones talking for them and not a pre-con-
stitute role from a dramatic text. So, at the end we were dealing with a 
grandmother lost in her memory of her lost love; a victim of abuses and 
her abuser; a ‘special’ son, forced to live in a world in which he does 
not belong; a child, who finally knew why everybody was whispering; a 
soldier, coming back from a war.

The role of the director is that of seeing through the different scores 
those possibilities that could lead to further developments; as well as 
those dramaturgical threads that, once linked to one another, can give 
life to a story. So in a collective dramaturgical process we found our-
selves in a family dinner to which all the family members are invited 
and in which no one really knows the person that is seating next to him/
her. An invitation to which everyone responds by wearing the mask of 
the social conventions. But, what happens if all the masks fall down?

It goes beyond the scope of this dissertation to delve more into the 
dramaturgical implications of these scenic applications of the proposed 
training. However, this research process, in the specific case of The Sce-
nic Body workshop, became concrete in the realization of the theatrical 
performance Next of Kin, that is still under construction and that will 
soon see the light of day.


