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Abstract
It is surprising to see how eagerly actors/dancers tackle the time of approaching the stage. To somehow define the instances prior to an actor’s on-stage presence involves analyzing the steps a performer resorts  to win the stage, being required to acquire the resulting principles of their various training. Dancer, subjected to their own mastery or self-governance, posses a technical knowledge which produces a self-transformation to their other selves: the performing body.

Somehow, during this learning transmission certain schemes of thought applicable to the different fields of action that correspond to them are legitimized.

The art of presence will come into play and allude a continuous construction that escapes the figurative to converge into the body of the performer.

  The performer’s bodily presence acts as a connector of meaning within the attraction it provokes for an audience. The crisis of the figurative is easily visible in the insufficiency of the codified performative behaviors. In this sense, performative practices lead us to rethink concepts and establish a new relationship between theory and practice.

  This paper tries to address the creative process that awakens in the body of the performer —far from the mere description of facts—, based on its presence as a junction that encompasses movement, emotion, and action, investigating the various ways of training and methodological approaches.
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New performing approaches promote the experience of what is bodily; taking an unusual dimension in the construction of theatricality (1). We can say that the body presents itself as the initiating possibility of a process. The exposed body, the trained body, appears as one of the elements of performance specificity. We consider the body as a unit that allows us to open up to experience and is conceived as a generator of new expressions. Phenomenologically, the body in motion is the representation of the subject that puts it in relation to the world and its expression, as Merlau Ponty’s ‘lived body’ of the ‘I can’ precept suggests which creates its history, interacting and broadening the perspective of action.

In this sense, the work of the actor/dancer on stage implies an exchange in which their action ceases to focus on ‘themselves’ and exchanges with ‘the other’, the audience, finding the poetic dimension of the theater as pure possibility.

When we talk about the body of the actor-dancer, we are talking about a body that not only is perceived visually by the viewer, but also kinetically; it haptically brings the spectator's bodily memory into play, their motor skills and their own perception. (Pavis, 1998:108)

The body of the dancer on stage overcomes practices with emotion and transcends the different artistic languages with the purpose of appropriating a necessary knowledge that establishes the experience of corporeality. A worked-on, trained body, owner of a synthesis, is one that is prepared for the performance and this ‘power to do’ means complete ownership over its art. This body, as a subject, is not the result of planning or regulations, nor is it a mere communicator, but rather it is the embodied experience, reaffirming a knowledge that is consolidated in an internal learning process. 

In this sense, we can take Thomas Csordas' words when he defines the concept of embodiment referring to “an indeterminate methodological field defined by perceptual experience and the mode of presence and engagement in the world” (Csordas, 1993: 135) while suggesting a being in the world with "textuality and representation". In this sense, embodiment is the ‘feeling, thinking and doing’ occuring in the bodily-theatrical training, from the creative movement which experiments on the performer’s body and on the viewer's. The training is introduced in the performance task through diverse procedures, to create its foundation and transmission, placing itself as the creator of new representations.

_________________________

1 Theatricality derives from theatrology to address different aspects of the performing arts. It is a paradigm that suggests the analysis of different practices inherent to theater, extending to the cultural, social, and political fields.

Theatricality can be conceived as: 1) a code system that privileges construction and visual perception; 2) a coexisting, poetic event. A co-presence phenomenon of artists, technicians and viewers “complexity, multiplicity, simultaneity, limitation, speed, are categories that are ground for the coexistence experience. Semiotics can read into the poetic-linguistic manifestation, but not from a place of affection of the coexisting experience, the living culture, the energetic. The theater must undertake the challenge of rethinking theatricality from its coexistence foundation.” (Dubatti, 2002:56) 3) as an extension of the phenomena of theatricality, adding other supra-performing elements such as Fernando de Toro’s game.

For Josette Feral, theatricality is the creation of another space where fiction can emerge. It is the identification —when desired by the other—, or the creation -—when the subject projects it onto things— of another space of the everyday, a space that creates the look of the viewer, but out of which they remain. There are other studies that define the concepts of performance, social theater and cultural theatricality. Other studies that define the concepts of spectacle, social theater and cultural theatricality are those included in the works of Néstor García Canclini and Balandier. García Canclini considers the importance of differentiating the sociological art and social art denominations, considering that the former does not seek to represent the social but rather seeks to provoke a reflection on the conditions and mechanisms of it.

When Schechner speaks of theatricality, he does so by defining the term performance and considers it as: 1) a theoretical construction; 2) an academic discipline. For Shechner, the field of performance has no predetermined limits. It includes music, dance, different genres of theater, and also sacred ceremonies such as rites, games, demonstrations, electoral campaigns, popular entertainment, the media, shamanism. Performance studies take some research from biology, social sciences, psychoanalysis, woven into a multiplicity of other disciplines. "Performance studies are intergeneric, interdisciplinary, intercultural, and therefore inherently unstable, resisting and rejecting any fixed definition" (Schechner, 2000: 19). For Schechner, performance is not just a concept, it is an ever changing matter.

IT ALL STARTS AT SOME POINT

There are various schools of thought in the field of theatrical art and body movement founded by Stanislavski, Barba, Grotowski, Artaud, among others; some produced ruptures, others appeared opposing each other. Although Artaud’s manifesto on theatricality is known, he did not provide a working methodology for acting training. His manifesto was the starting point for a series of speculations and interpretations that were conceived as Artaudian which were the basis for several theatrical works. These projects derived on their own approaches based on corporeality. Beyond these conceptions, those who were followers, defenders, predators and enemies, unraveled theoretical proposals and founded positions that were developed in the professional field while articulating knowledge and experiences that resulted from their exclusive appropriation. It is appropriate to question then, if the performer is legitimized in the relationship between their education and training —which aims to attain full domain of their body— and if the presence of the aforementioned on stage responds to an inherent capacity of the individual or is it the result of their training that produces modifications in their action.

There is a deep belief that “theater is an art which can be learned” (Feral, 2004:215). Somehow the expressing movement is conceived as an enabler of processes that take relevance in the symbolic level, allowing the exploration of the senses and the body intertwinement: grounds for performance creativity. One wonders if this need to be trained aiming to accomplish stage presence concludes in “a complete actor whose education wants to be, from that moment on, not only physical but also intellectual and moral, with the intention of endowing him with a new philosophy”. (Feral, 2004: 168).

Beyond the training of the voice, the flexibility of the body, the training about bodily awareness advocated by different schools which offer techniques for actors’ education, it is up to question if the technique that is used implies the learning of a series of exercises beyond their mere repetition. Josette Feral considers that 
 “the technique is intimately linked to learning and exercises, hence the accent placed by many on the setting and role of exercises within the training core” (Feral, 2004: 213).
This actor, who achieves their mastery or self-governance, needs a theoretical background which produces a self-transformation to that other self: the performing body aforementioned. On the other hand, practices founded in the body lead to the understanding of the actor's body as the basis of their theatrical work. According to this, it is necessary to develop the concepts of ‘body expression’ as a process of change and construction of a perceptive subject that rescues improvisation and spontaneity as part of the production during acting training. Based on this discipline we suggest, taking experience into account, a dual-approach for the preparation of the performer: 

1) perception training;

2) movement training in improvisation with the other.

The first, goes from the development of a being who explores, imagines, perceives, recognizes, interrogates and registers, to the acquisition of knowledge that denotes the study of movement and action, which reveals itself in space and time.

In the second, we establish the movement that, starting from the knowledge of their own body, allows oneself to interact and improvise with others. Alterity. Their interchangeability equals the starting point for creation. 
“If, as Merleau-Ponty suggests, attention constitutes objects from an indeterminate horizon, the experience of our bodies and of the bodies of others have to reside somewhere along that horizon” (Csordas en Citro, 2009: 87)

The work of the body trainer is in line with "that other" who does not teach but contributes to the task of activation and sets the ‘saying-thinking-doing’ in motion by causing the elaboration of a transforming activity that is later turned into action.

It is possible to then think of the performing subject as a gestalt, as a group of emotions, energy and images that are summoned in the body of the performer. It is them who can manage this lively art.

Dominion (from the Latin dominium) is defined as the power one has to use and dispose of one's means; it is the power or ascendancy that is exercised over other people. The central axis of the performance work needs to ‘be able to dominate’ to transcend the live stage, but let's convene that, when we refer to the bodily matters and its use, actors tend to reshape this concept at the time of approaching the live scene.

We can now state that an actor/dancer who prepares themselves from different methodologies, who has interwoven, sifted, internalized, and transformed them needs arduous training, to conquer the domain of their own body when approaching the scene.

(...) The intellectual schemes shaped as automatisms, are often only learned by a discerning response to the processes already carried out, which is always difficult. Consequently, they can rule and regulate the intellectual procedures without being consciously learned and managed. (Bourdieu, 2003:49)

In other words, the artist, the thinker, the performer, needs to organize their own education which is due to a set of common places, social spaces and experiences, that reference encounters and understanding. Somehow, this learning transmission legitimizes certain schemes of thought applicable to the different fields of action that correspond to them.

ABOUT THE PRESENCE
Performative practices suggest the deliberation of bodies by interweaving the spatial-temporal and referring to action in the here and now.  

Something always happens in the bodies and it is fundamental to uphold their presence so that ‘something’ happens between them. The art of presence will come into play and allude a continuous construction that will escape the superfluous to converge into the body of the performer. It is worth asking how, where and before whom one is. An artistic journey begins because of a presence. Somehow it comes from a relationship, in a way that implies a link between a “one” and “another”. That “other” —audience that does not question what it is seeing or what is happening within the body of the performer— is also present in that performatic coming and going.

The presence can be built upon different perspectives which the body of the performer perceives. It is possible that the public takes something that it receives or perhaps it is a construction that varies according to different cultures.

The ways of witnessing something are different from person to person. Presence represents an endless possibility of receptions and interpretations. What is interesting about performance is its diversity of perspectives. A plurality of voices can be guaranteed so that none prevails over others. This relationship between a “one” and “another” creates a tension that both the performer and the audience are aware of.

The performer (“one”) does not try to transmit anything that has to do with the interpretation, and the public (“another”) does not try to read into anything that the performer transmits. In that space between one and the other, there is tension, which we can call BETWEEN, and that is where performativity is hosted.

But what happens there, in the presence of another, results from the experience that the performer shares and that the other, the audience, completes. As Nietzsche says, “there are no facts but interpretations”.

That presence, which escapes representation, alludes to a continuous construction. Presence is the counterpart of absence, which is outside of “one” suggesting a sacrifice, understood in Schechner's words as “restored behavior”:

The restored behavior is symbolic and reflexive: it is not an empty behavior but rather full of meanings that spread out variably. These difficult terms convey only a single principle. The self can act on someone or as someone; the social or trans-individual self is a role or set of roles. Symbolic and reflexive behavior is the reinforcement in theater of the social, religious, aesthetical, medical, and educational process. (Schechner: 2000: 108)

This sacrificed present does not allow for description but the analysis of the creative processes immersed in performativity which refer to the non-representativeness of the scene. But the experience of the performativity is carried out in front of an audience through a body that acts and experiences but does not represent; it rather becomes concrete and present in that precise moment.

SEARCHING THE WAY

The performer is the creative subject who works on a “being there” that, avoiding to display emotional illustration, associates and interweaves different components of rhythms, textures, qualities, spaces which leads to an appealing combination that alludes to an arduous experimental work of something that goes beyond the mere sensorial experience.

As previously stated, the issue of Presence was addressed by different Performing Art pedagogues, for example Stanislavsky, who when speaking of PRESENCE referred to it as the need to dilate the body away from everyday life. In passages of An Actor’s Work, the author attacks the lack of training by suggesting exercises that would help develop the voice and movement of the body, whilst considering the practice of different kinds of gymnastics, fencing, acrobatics, and ballet classes.

Eugenio Barba became interested in the body of the performer from pre-expressiveness to presence on stage. For this —and based on encounters with different cultures that he called Floating Islands—, he defined his work with the Odin Teatret considering that the physical presence of the performer is shaped according to principles different from those of daily life. For researchers at ISTA, there is a relationship between the term ‘presence’ and the term ‘pre-expressiveness’ in which the performer's work is organized in a bio stage.

We can consider how in Anatomy of the actor (1985), Eugenio Barba begins to use the word training referring to the work of the performer. 

In the first period of our history, all the actors partook in the same exercises together, in a collective rhythm. Then, we realized that the rhythm was different for each individual. Some had a faster vital rhythm, whereas in others it was slower. We began to speak about organic rhythm in the sense of variation, pulsation like that of our heart, as our cardiogram shows. This continuous though microscopic variation revealed the existence of a wave of organic reactions involving the entire body. Training could only be done individually. (Barba-Savarese, 1988: 217) 

For Barba, an exercise is an action with precise objectives that are mechanically respected at first, then internalized for the actor to finally choose only some of them. With just a few exercises you can do a long training. The exercise is used to model, play, measure one's own energies. Repeating is useless because in that case, there would be nothing to overcome. With training, the performer puts his ability to achieve physical presence into play: a must for improvisation.

The first session of ISTA took place in Bonn and brought teachers and actors together. Some from Balinese, Kabuki, Non-Japanese and Kathakali theater from India; Grotowsky was also present and his objective was to “learn to learn”, recognizing the technique of oriental theaters and the use of body energy and the relationship of weight and balance in the body. ISTA research leaves the Western tradition given by psychological reflection and embarks on Eastern traditions. The physical presence of the actor and his work determines his expressiveness.

Both Barba and Grotowski studied training in the West by taking small exercises such as PATTERNS which the actor must practice to then find the necessary ‘temperature’ to mold their own energies transforming them into a skill that becomes their own. They are not learnt exercises but rather part of their body domain. 

Grotowski is the one who develops the theory and practice of training and with him the word training becomes part of Western theater. Grotowski referred to two fundamental aspects: physical domain, i.e.: the control of their own body; and physical intelligence. Training means the removal of which implies a creative blockage. These features do not exist separately but tend to overlap.  

It must be added that there is still a belief that entails that what makes the performer grow are the training exercises, but this is just one side of the learning curve since work groups and quality training is “the temperature of the process and not so much the exercise itself”. It is not the mastery of the exercise itself, but its principles which make the body gain visibility.

From this paper, we can conclude that the power of the performer is legitimized in their action, and is influenced by their training which leads to self control over their art. The performer finds themselves after having overcome their own transformation from different trainings, at the point of full dominance of their own physical awareness, which supports them and at the same time exercises power over ‘the other’, which is the audience. As long as the field of art senses “what a body can do”, the presence of the performer unfolds in the moment where their life experience is shaped into art by more art. 
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