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CONCLUSION 
 

This study was set out to explore levels of interference between differ-
ent practices, analyzing them from a historical, theoretical, and prac-
tical point of view. Moreover, it dealt with the process of thinking and 
considering theatre beyond the theatrical performance. It searched and 
found connections and interactions between theatrical and extra-the-
atrical statutes, so far not thoroughly investigated, showing that this 
connection is not only legit but also in need of further reflections. 
The significant turning point is the deconstruction of meditative and 
spiritual elements embedded in the religious phenomena, in order to 
combine them, according to a principle of efficacy, with the exploration 
of the theatrical action in the space and time of the actor’s training. The 
main aim was to explore layers of relationships, between meditative and 
performative techniques, theatre and cognitive neuroscience, but also 
between theory and practice within the academic field of theatre stud-
ies, to shed insights on the actor’s technical knowledge. As the Italian 
theatre scholar Raimondo Guarino points out, “[t]he actor’s technical 
knowledge cannot be explained as the result of a linear transmission. It 
rather express itself in a parabola of reawakening, in a hidden legacy, in 
the evocation of efficacious objects”.1 In line with this assumption, this 
study aimed to reawake that hidden legacy by looking at the principles 

 1  Raimondo Guarino, “Nel tempo, fuori dal tempo,” Teatro e Storia 15 (2000): 159. 
Translation F. C.
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of meditative and spiritual techniques, to give access to those efficacious 
objects to enhance the actor’s technical knowledge.

The main findings have shown that this relationship between med-
itative and performative practices, which is at the core of this disser-
tation, is concrete and it has been validated by and throughout the 
work and practice of the theatre reformers of the Twentieth century. By 
conducting a historical inquiry I have demonstrated how all these prac-
titioners, such as Stanislavsky, Meyerhold, Grotowski, Barba, to name 
a few, have dealt with the exploration of different techniques coming 
from different traditions with the common main aim to investigate 
and enhance the actor’s psychophysical practice. I have illustrated out-
standing examples of interactions and contaminations between those 
techniques and practices, that have been until now left out or not thor-
oughly analysed in the academic research in the field of theatre studies. 
For the subject matter, one of the most noteworthy is undoubtedly the 
connection between Kostantin Stanislavsky and Yoga. We have seen 
how Stanislavsky practically applies in his method some of the teaching 
coming from yoga traditions especially the one related to the concept 
of Prana, by means of a specific work on breathing focalization and 
attention. If Stanislavsky’s example can be mentioned for his practical 
application of Yoga in his acting method, this study also showed how 
Grotowski on the other hand can constitute a further step in this analy-
sis. In fact, the polish master, exactly like Stanislavsky studied and used 
some techniques coming from Yoga, specifically related to the work 
on asanas, the Yoga positions, integrating them in his training at the 
Teatr Laboratorium. But we have also seen how he constructed a the-
oretical reflection upon meditative and spiritual practices, such as the 
Hesychast tradition coming from the Orthodox Christianity, analyzing 
them within the field of consciousness and awareness, as practices re-
lated to the achievement of a theatrical knowledge. Another illustrative 
analysed case concerns Eisenstein’s researches. It has been demonstrat-
ed, notwithstanding the lack of available sources, that Eisenstein, surely 
well known for his theory of montage, carried out an in-depth study 
specifically upon the Spiritual Exercises of Ignacio de Loyola, founder of 
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the Catholic Jesuit tradition. Eisenstein’s example represents an impor-
tant point within this dissertation, because not only he positioned the 
Spiritual Exercises near his theory of montage, but he especially created 
a clear parallelism with Stanislavky’s techniques regarding the actor’s 
scenic actions montage. This last part is particularly relevant because it 
has been deliberately omitted in the English edition of the collection 
of Eisenstein’s writings, in this way creating one of those gap that this 
dissertation was set out to fill in. In the light of the examined examples 
it was possible to point out how all those theatre practitioners, albeit 
in different ways and forms, applied and explored extra-theatrical prac-
tices for their specific characteristics related to processes of attention, 
concentration, and awareness, which are all fundamental principles also 
in the space of the theatrical training.

In order to validate on an empirical-scientific level what had already 
been discovered by the theatre masters of the Twentieth century, this 
study has considered the approach of the cognitive neuroscience to-
wards those meditative and spiritual practices. Neuroscientific studies 
have in fact demonstrated that not only a constant involvement in this 
kind of practices produce an enhancement in cognitive functions re-
lated to focalization and attention, but also that those techniques can 
positively affect our brain on a structural level, for what concerns pro-
cess of knowledge acquisition. I have hereby defined the notion of ‘ac-
tor’s system of knowledge’, connected to the cognitive analysis of the 
first-persona experience as main tool for the acquisition of knowledge. 
This concept of knowledge has been defined borrowing from the Fou-
caultian acceptation of connoissance and savoir, respectively technical 
knowledge and general knowledge.2 The ‘actor’s system of knowledge’ 
has then been defined as a complex system made of the experience that 
the actor has of the training and the experience that the actor acquires 
during and through the training. It is within and throughout the theat-
rical training that the actor can explore his/her psychophysical possibil-

 2  See Michel Foucault, The Archaeology of Knowledge, trans., A. M. Sheridan Smith 
(New York: Pantheon Books, 1972), 15.
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ities and have access to a non-daily level of awareness. Meditative and 
spiritual techniques are part of an organised and structured practice of 
mindful exercises that allows the meditator to deconstruct automatisms 
and to create a new ‘quality’ of embodied potential. Therefore, when 
integrated in the theatrical training they can modulate the psychophys-
ical aspects of the actor’s work. They can inform, nourish, and enrich 
this actor’s system of knowledge by providing additional and effective 
ways to reach deep levels of awareness and concentration. Hence, bor-
rowing from neurophysiological terms, it is possible to conclude that 
meditative and spiritual practices constitute an enriched environment 
for the actor.

In line with what has been examined and discovered and in line with 
the experiences of the analysed theatre practitioners, I have operated a 
reduction of those principles that are shared and equally important in 
both the theatrical and extra-theatrical practices. This has been actual-
ised in the development and application of a form of ‘combined train-
ing’, informed by different techniques, and by that shedding insights 
on new possibilities related not only to the specific area of the actor’s 
training, but also to a further scenic application for a future drama-
turgical work. Paraphrasing again Guarino, in order to conduct an in-
depth study on the actor’s knowledge, the discipline of theatre studies 
is in need of a “direct inquiry”.3 That is why this study has relied on a 
practical application, to shed insights on the world of meditative and 
spiritual practices in their practical essence, to show that the relation-
ship that at first glance might have sounded antinomian, is actually a 
concrete and physical one.

This dissertation has offered a historical and theoretical, as well as an 
empirical perspective on a topic so far neglected in the field of theatre 
studies. It opens up also further possibilities of encounter, not only 
with the religious field, but also with the area of cognitive neuroscience, 
which in an interactive way can provide different methodologies and 

 3  Raimondo Guarino, Il teatro nella storia. Gli spazi, le culture, la memoria (Ro-
ma-Bari: Editori Laterza, 2005), 67.
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angles of analysis to explore theatrical phenomena. Furthermore, this 
study claims the need for an opening of the academic field of theatre 
studies towards practice-based and artistic research. By engaging with 
the established fields of Practice-as-research and Performance-as-re-
search, this dissertation provides a further reflection on the difficult, 
sometimes stubborn, opposition between theory and practice in the 
academia. Reading this relationship through the Deleuzian notion of 
“incompossibility”,4 this analysis emphasises the importance of diver-
gences, arguing for the differences as source of determination to affirm 
new epistemological values. That is to say that instead of affirming the 
possible coexistence of Theory and Practice in the academia by identify-
ing possible identities in one another, it is through the characterization 
of the differences that constitute them, that the cooperation between 
the two becomes fruitful. It is important to bear in mind the need 
to overcome this formal hierarchical relationship, acknowledging the 
enrichment that can come out of such cooperation, especially when 
dealing with the subject theatre.

Theatre in fact has certainly an undoubtedly valuable and still undis-
covered history; it constitutes, in all its forms, an indispensable feature 
in the production of culture; it generates theoretical analysis and phil-
osophical speculation, but I do not think to be too bold to state that 
theatre will be nothing without its practice. Because theatre is, by all 
means, practical; it is writing and directing, rehearsing and training; it 
is acting and inter-acting with the gaze of an audience which even now, 
century after century, can still look back and discover something new.

 4  See Gilles 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.


