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Abstract: In their research work ‘4 Dictionary of Theatre Anthropology: The
Secret Art of the Performer’ Italian anthropologist and researcher Eugenio Barba
and Nicola Savarese analyze acting, actor, and performance from an
anthropological perspective. In their analysis, they investigate how the concept of
‘performer’s presence’ is constructed. This research demystifies the significance
of three critical idioms of performance—balance, dilation, and energy in the
construction of ‘performer’s presence’. It also examines the pivotal role of these
critical idioms hold in constructing performance. Through this inquiry, the article
traces the origins of the actor’s physical and psychological presence during
performance, based on the study of human behavior and existential practices. This
article aims to dissect Eugenio Barba and Nicola Savarese’s anthropological
analysis of ‘performer’s presence’ by bringing it into dialogue with the
perspectives, philosophies, practical knowledges and epistemological debates of
other important national and international theatre theorists, researchers, directors,
actors and practitioners. This study intended to support professional actors and
directors in order to gain contextual understanding and borderless epistemology
for exploring performance.
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“A body-in-life is more than a body merely alive. A body-in-life dilates the
performer’s presence and the spectator’s perception.” (Barba,1991: 54)
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“The moment you are not alive on the stage, you are dead.” (Petit, 2010: 3)
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The pre-expressive level can be defined as the level at which the performer
constructs and directs her presence on the stage, independent of the before her
final goals and expressive results. (Barba, 1991: 64)
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“The performers presence her way of being on stage organically, is obviously a
physical and mental presence.” (Barba, 1991: 64)
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“Time must be brought to light and genuinely conceived as the horizon for all
understanding of Being and for any way of interpreting it.” (Heidegger, 1962 : 39)
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The body and the psychology are one thing. The body is developed and trained so
that it becomes sensitive to this connection. Movement is not gymnastic but
psychological in that it affords us the experience of states and conditions of being.
(Petit, 2010: 15)
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“Being in the body, these gestures (forms) come to the actor directly as
knowledge, or a physical connection to the action. [...] The inner gesture is the
spark to the fire of life on stage.” (Petit, 2010: 48)
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Balance- the human ability to hold the body erect and to move in space in that
position is the result of a series of muscular relationships and tensions with-in our
organism. (Barba,1991: 35)
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“It can be said that this ‘luxury’ balance leads to stylization and aesthetic
suggestivity” (Barba,1991: 41)
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“Immobility is not an obstacle to the feeling of movement” (Barba,1991: 40)
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The performer's dynamic balance, based on the body’s tensions, is a balance in
action: it generates the sensation of movement in the spectator even when there is
only immobility. (Barba,1991: 40)
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Bakhtin argues that we experience the body in two ways: either we see another's
body from the outside or we feel our own body from the inside. (McCaw, 2016 :
103)
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We often call this performer’s power ‘presence’. But it is not something which is,
which is there in front of us. It is continuous mutation, growth taking place before
our very eyes. It is a body-in-life. The flow of energies which characterise our
daily behaviour has been re-routed. The tensions which secreth govern our normal
way of being physically present come to the surface in the performer, become
visible, unexpectedly. (Barba,1991: 54)

Sl % “TAfgls’ o G el [Raw =31, A (3 NLR e Sofgfors foas
33 | @t @36 SfRET FoSie qag AfRTSTAET efE=, I SN (GITLF AN 60T |
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BIPNTE] SSTTSIR AR SGRCPTRIS G T (AHE7= o #12 &71fes I, @A
SfeCTer 94 37 ¢ XI{Ee AR fearerer wferrer giTe Eaifgfe g
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A peripeteia is an interweaving of events which causes an action to develop in
unexpected ways or to conclude in a way which is opposite to how it began.
(Barba,1991: 56)
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The actor makes a total gift of himself. This is a technique of the "trance" and of
the integration of all the actor's psychic and bodily powers which emerge from the
most intimate layers of his being and his instinct, springing forth in a sort of
"trans-lumination. (Grotowski, 2002: 16)

T e, WferTor AEpa TN B QR &I (A THAH® R THT ¢ =i
*feq TR =R Sferme! T4 NTes AT F0F, O O ¢ M 7 @-
@ ASTTOR TofFfS 0 Sgs J A«TIfeE FQT TFEIfed AR TUI0R |

@ T g FIOCHH-UF (@G e B! ffaees Sfefd fress Jerm S @3
SRTHT (FTAHT AN O @F AFFIIIE e, “ @t @6 Al T, b s
Sfor, W@ 8 QI ML *RF, T 8 WG N4 GFS FIoT I 9 TS A2S
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SR 8 FTFIel TG FCH 1”7 ArFIFIEF 70T 200 @ AR SRR Ao [
8 (M2 RO ©F I917 ©2IZre F41 T,

Ay *rogat o @HPIE (Patanjali Yoga Sutra - 3rd to 4th century CE) @R
@ oMt I eI e ©f ZeET “Fa foerele famiy”- wide @ = fbres
(mind) 3Jfex (sfeTaere) ey @7 wgdens @ @W #AfifEfere wfgm e
ARTETNT T 20 T, T 8 AN | T ©U2 K A9 T@o© HAGIA
e Tl S oeee! e Tl W I | G2 FCHT, @ AT (yoga practice) JTe
TR MR, T @R (GOF A ¢ IR & @6 O rafere A |
3TfEfe IT «3 N SpreEs gdre 3ffe =[9 (dilated body) ¢ s
(dilated mind) ReE AT @R GfeE Tty @ SR Tof@ PIFF @R
TS | A T R, @ SAFACS @R ffofs oo TRl S, AT, 2SI,
417, G SR N SPeaiar e afds =7 8 W agred Faffvzgy o
“f§ e Si7 Fmepifas Fwe T#if%fe (dilated presence) SIS 7 & | T
@RS GIfETE STy ZCE N @ (AT SH<ifbes =TT 4T «3 fgenmee
TERT WGP e FT | R @A eFifre e sy SiF AT Iweecs T30
@ RN Y Taifer 3 ey e (Fe) TEitviRe Teis afegiow
FE | GFLACER ACf® FCWAETS! (extra sensitivity) @PNE TAIARS &S,
TR, AR-f ST e ST ¢ [ TGLRTT 7T I (ST | @3 el
ATAMAANTSIFS S FefEfe 7 IS T9-93 o7 ferd RKeasar F4ce 512 |
S (M 8 WE W3 @ ARGAR (@ Sy d TeifEfe [iie &7, ©ite 3 «Fem
@IPNTFIRNT TBTPT TS ZCE OF ToIHa ¥Nifewa SenwesE [iFer €6 17
(FINFE, © G 203¢)




W T (g AT, 4@ 38, MAT-35, TR 209 T 2038

2TfEfe IAT APBTST 8 ANHIA AT SferTer SoifFfe e w7 ¢ 7z @2 13wa
M ARARE TF FoR A0 @3 Ty famie oft Sifexrer ffeq asf
(T9'F (The Bridge) 21 Sl@< FCACRA | Sifowe oft TRi@wT—-

“a. Alternation of daily balance in the search for precarious or luxury balance, b.
Dynamic opposition, c. Use of coherent incoherence” (Barba, 1991: 55)

SR, #AM6TST 8 &I e “AfAE*AITeE Sfered TAHE ¢ *HRARE @ B «3
o SIS “AfFeTfre 27 | T2- F) TFET SR NRFIE F0HT 2ATeied SRACHA
sAfgaeHreTe, ¥) afbarsd [y, o) @FA oA YA SPTHTeR IR | SO
IR Toifgfe faficet i 3ffe «1f9 ¢ TTq @ PEeR eFg eF A N2
(FTST I,

First and foremost is extreme sensitivity of body to the psycho-logical creative
impulses. This cannot be achieved by strictly physical exercises. The psychology
itself must take part in such a development. The body of an actor must absorb
psychological qualities, must be filled and permeated with them so that they will
convert it gradually into a sensitive membrane, a kind of receiver and conveyor
of the subtlest images, feelings, emotions and will impulses. (Chekhov, 1952 : 2)

e, 7 e RO N (7R ¢ AR ST (@R GO IRCIAATS! | 9%
FALAGTAETST (FET *NEE LN LI S FT M8 97 | 4 AEF [F 017 &y
TG ASTTS TTECHH AT TR | T & ST HLwaier (g elfeqgrs
SR g RETRRETE €6 FA0E G (0 M TR @F ASTToR T *[17 elfeqgrs
S Sere Teiigs fErmee efefar Fatz | @3 Feameie (=g Sfeted Mg
ey fowl, 2, Wefe, Wl 9 TR (@TNSTE 45 ¢ IRF RO Fre
T | NI (5 AT TS (A, T 2 =N (3 ({803 = e,

The qualities which fill and permeate each muscle of the entire body, will provoke
within you feelings of hatred and disgust. Thus, through the gesture, you penetrate
and stimulate the depths of your own psychology. (Chekhov, 1952 : 65)
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T4 SferTeR ToifFfs amifde o3, vF SferTer Twsifgs Agamaiee! ©F A=
fSfB (>t AT ACHIfeT® B0, AT 0 Sferrer == nwbrs el ¢ ol
ol {9y Sqefed Tme WHITe THY T | WOIF, SforTe! e @ (gesture)
T e TTBCE TSR AT FCAF OIR TS & | 92 ALARTAE [ '8 Tifor®
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SferTer ¢ s Bifrrre T SferTema Rrgas Fea e T ¢ *[iwa Toif3fe o
frarieres e fAfee g |

The Stanislavskian actor's mind in ‘perezhivanie’ (return to life) is really a dilated
mind. This dilated mind induces and justifies coherent physical action executed
by a dilated body, exactly as occurs in nature: but due to conscious work. (Barba,
1991: 65)

‘Perezhivanie’ af Return to life SifF=Iofa sifomy safed «afG [Reew «i@er | @ft «xw
a3 3o 3ftre T @A AfSre! [ «F TAHF ¢ I SIP Taref
T SRR AT ORTENT e Ty GiIe IR (Sl | Wormed waiigs «3 [y
S AffEfee g affe 371 Gt e Sfermet *[iEE 71 e e
ML T W | FHICE AR S (6 TG S SOl | T AforTol g T4
1R 7 AT AN (@, fof ware o | 9% [2eies Toifers w157 73w ¢ fata=s
FAET A ‘pre-expressive level” (Barba,1991: 64) 1 F=F YT A0 SRS
AR | O3 SRI ST GF6T 19, TniF @ T TBIfGF Solte A FF, @
g wrie vy wferTer e miza @ifes (T TG o #A17 | WSTTei 7e
06 | wF L Wifere g7 O 8AATRRS (performer’s presence) |

©. *fE: TereR (@9l 8 AgF e

TeTe *If& 1 FoT T NRT IS TR Tl | SforTor SoifFfe it 42 srgaeit
OFT ST oM | ASETSRT @Y *1%, AET Al TS 2 AN ACF =7,
R SV QIS G *F AT g 07 | SR, «ff 2o sferTem FRE
@32 (Mfefes *Ife | v GiaeT @3 «ife” faaf siceitT stateg a1 S g
T, I TSIeE G MY TS *feq FefE Fof 2T 07 | [F€ @ [orw
AR 9 REGE W2 e fog @F F91 711 03 | o AT Sere *few Az
LB STFIAT Z 6T | 9T AT AT 8 SIS 0,

Performer's energy is a readily identifiable quality: it is the performer's nervous
and muscular power. [...] Studying the performer's energy therefore means
examining the principles which performers can use to model their muscular and
nervous modalities. power according to non-daily modalities. (Barba, 1991: 74)

TfetTeR “NfE FGTT 2 @ A e [eaae T4, A I I FOEoRT FREE
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BB, IS F419 CF0q, TAfFfs exieer It sfifasiif¥fe femaaicsa oy g s 1@
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1 Ee EfeRifreeid Wi 20 Wite- ©f AT WAL (408 2, T G I
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YT RS IFTI  HPIF IR | S A(STTT FREICI (LT I (@, WIFERY QR
I, YA SFEF (R | W FECag 1 #Nedl A welife 2o I g
witg | wdfe bh@ @R e wfeter TRegd G2 AEIel AN WP Wi
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I | 93 HRAEd TTSIET 8 B AfSYZCS ACF Tod A HICAE (NFIRE I
Gy SNE FER | AW e G wfoewe!, bel, Sigefe 17 7@ sfwag wwwegd
T Bea Rvaet Feale | Sfewy e sk@ e sifzef® s wmis sfey safe
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TSI Ee G S[FIT TIF ZITS SN ST @ AT IJICHNTF TSI 217 (SIS
SRR I AT TG HICFT T ¢ FFAG® (@S (T # SA7 TFE
G OFE AT R A6 T AT TOIA ~RFFAR A ST IG ST A
T WA T AW (KN - @% el Afafgfereg W Twecy
TEIfaee!, qfes qae A7 (oo foer Tenfn fftey SRANTEr @ a3
TarleT 20 60 | IR DR g I T FI00 FACO AFB! ANC ©f AN
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gren e ferer, [Ty wf%s SR SRR GSRIA AARILCRIEE Agpforeas
SIS T (N CFoIR ©1F | SRR ST PR RO O S0 TR A0 SERT
SGITE 04, [T, AR~ 267 MTT poAbI= I07 AFSIN | SRR @ VOHy IR
TR Sl et e et SIS | T (@S AT QL AT FOo5T 0
HRIEE 0T T 4T | S AT FCE (&, SR & G TF LA @,
Topelen, Sifvese! Wpiecad b fasfied o seace | @ qyscacas wemwea i
I elfSfaam @ Feia Ae0Ed A A 2 S vy wifer A «e fegawer
7 I 95 JTST AT QTP AT AL Y7 Tl R0 ACF | T 7 A AT
0l TS 0T AT “YFod TETSTAT 79 (A #GCR T 0T | AN Ve ST 1oy
g3 Reg f5g IR =7 @ “gfexrar (e 307 99 @fre 2 7t @wod fwe
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ST T ST 92 G2 FCOF AT B FERPANEE TN | (@F NG N (552
TR oot 1, Mo 20w @ Yot (LT TR SNE T Z0O AT TR | G9IE &
QI At T 393 TR RS Seres 56T (- @fTned #iee (@ees wifeea Smee
31 Fopif =1 ¢ WS Yrowten— e Aoewe (TreiTe qoely VICE cerere
(T IFCICAT TS F56E BeTe AR (AT IFCICAT SPINCH J9Id TR Afofamar
TR A WG SER G5 JTOF WFAGT AT AR A 7 74 Topiiny =[S
st fReTa e (o |

TSI TIFCIY HR@ 1o FUAT TG NN AT ST ST SR
FYTS ¥ AHAZCIT T Sfas 8g e 2Rz | 9@ e sfea
SfeqEE Sfotre! Tre S I Fe- I 5@ e sas «3e SferTe™
TIBIET T, TR AT TqCF S FCAR | NG @2 IfFS I o
*AE *fe= T IECR WL HRER &) ST AT AT IR | A
TCAAIRS SeieReed M e 3fde w Tom on Fw @ e e
TERCR- 93 *feq gFE AferTel RENd witaa AW S THAfRRs” et
Feacz | (o, 53 T 203¢)

oa: WFEe AT Nfoamae foom &

foerT f&mra ArFIRFIER T »RACEDar S0 @RIT AT @, SfetTer Toif%fs e
Sferel Rera foft wAdwfas Stz Spieee ey i’ siaft s
PR | 2 NCACARE AT A SR@Ba MLF LFI0oT ey ety 592 =i

oY Sfeofie =i R NG efejfzae! fsfie SbE-7327 (extra daily form

of behaviour) fsfite e Bl @Tdtz | T Sferws! e v T4l ffe
QR | JEET 8 TSI TGO,

By means of techniques passed on to performers by tradition, or through the
building of a character, they acquire an extra-daily form of behaviour. They dilate
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their presence and consequently also dilate the spectator's perception. They are
body-in- life in the fiction of the theatre or dance. (Barba, 1991: 79-81)

TS T LT FAOIE [FGS HCH | HSTAFICET WO AT SIS
foer femm g fofefs Tmsifge e@fe oIt Wt Mras a3t = ggfes
Gy ¥fe AT FCACR | AT AR € SIS ©IC B uge “ffzfe T pre-
expressive level I #ifdfow | fow ferr wfemz gl w3 AffEfe S F2we e
& (soft energy) K Fawe T *If &< (vigorous energy) M4 TAZIfore 20T |
GBS TTBIEE SIS TR Foq g sforreld (foerT fomra) stemsm,
A N H1-SAT IR TICA A1 C=Teoreras @i b1+ 7w 2 i’ fowrT feme
SferTe! RETT T I f5ear Tofgfe emier qdeer sl stacz | SfereE
TEIgE Q3 >R *ife SF SR 1O 0o Tl 2, T WSt M 0T
I (@ T AGINGRE ST R | ©ft (A (A N0 R, W0 O TS (@R
G THS] ROITR R (WIRIRE mefegw i fors o wfemy Txter Fares | faaf
ef¥ (@6 @dre ‘trans lumination” YIFET AT F=ysiel | 9 @Ce 50 SCADAT a1
TR | TIFCI B TSI ey fowr fem e e iea’s cerore (qed Tare
SGACE IREAFIC (@oTgeE =ff e Piey TR oy oo o7 fre sifste wiote
LT, ST ©fF ST (L T A (- ©IF TTBIGS Tmroial @ @ IR @3
VR WA AN T awfs [eqe =20y fieaes | weees Tow sieaibe foont ferma @3
s 7 fere Sgem s TGS PIea (el (TR Z0e &l1®)’ 2re wifkgse
TR | foort foms TwRifgs «de RS NHAZITES ST T, O AATS
=fe a3 e oo e Neafied gdam 2 Fore | 8 epr @i @b
I,

“The result is freedom from the time-lapse between inner impulse and outer
reaction in such a way that the impulse is alreadz an outer reaction. Impulse and
action are concurrent: the bodz vanishes, burns, and the spectator sees only a
series of visible impulses.” (Grotowski, 2002 : 16)

i, SR e TEligs & e e «fe'7 T T Sfemer
T ST XA GL0 HII | SWiStTOR ey @ AR fereR v = oo
TATRRS’ (performer’s presence) | foorT fort Wrwca vfv@ ffiee wifvzre® q sifemy
“afeq Magic ‘If’ 31 AR T’ -(F 5@ ey Moaced | A1 vlaad «ffEfe amaem
SASIF SICHAF ST I (T | 92 ATAACTI T ASAOT TGS O
SRS FHIF AT HRGE FOE V(3T ISR &y wfereis ~Iffgfs wqait @ifes
a1 7w @ 03 | Magic ‘If’ a1 I TW gpree aifmE sifscre!, R,
NITF TS BSSF 0T,

“This word has a peculiar quality, a kind of power which you sensed, and which
produced in you an instantaneous, inner stimulus.” (Stanislavski, 1937 : 46)
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Bifzre% a wWfena mfoq Magic ‘If’ 1 Aafa AW @91eer A1 Ieeigs s
wferar, @R «3e fHifEFs Afaar 3@ qcem,

Stanislavski did not think that an actor could honestly believe in the truth and
reality of events on stage, but he said that an actor can believe in the possibility
of events. An actor must only try to answer the question, “What would I do if |
were in King Lear’s position?” This “magic if,” as Stanislavski called it,
transforms the character's aim into the actor’s. It is a strong stimulus to inner and
physical actions. (Moore, 1960 : 27)

sdfie, Bz’ wfemy s&fets Magic ‘If' (IW...) @ v @sfb Giffre @
FFT Torrae RO FIer 9, A ST FFAI, W@ 8 WARE (psycho-
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TopTeRE
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TN vy WARE Mo ASIF W, I AT TS TS @
Segferraces 2o faaw | aft it pigce qar e @ B ¢ sieferit
“Toifgfs” el s | I, SfSTTeIR 0 @ * IR ST (90e IF [Kge wiey
tSfg I, I e oifé (AtF SfSrTeE T e Wt AT [eew Tiwfaeery
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TIBCE O & FferTeR worefs, 5o, *= ¢ et Feeifae 27 | «ft ez witea
ST e TGS @ W AL I, T T¥F- NSS! @R NFF AJYRT FACS
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