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ABSTRACT

Theatre artists and philosophers all over the centuries have often pointed out the existence of two levels within every phenomenon; we call this thought “Dualism”. During the last centuries many have focused on a specific, although traditional, example of dualism, which envisions a superior, transcendent reality - that is not connected to ours -. The performer can create such a connection, through her work on “verticality”, touching the superior invisible realm, which must then descend back to our everyday dimension. This article analyses one of the main tools used in order to set up a connection between these two dimensions, that is attention, according in particular to one of the main thinkers of the 20th century: Simone Weil. In this regards, the author explores the last pedagogical work of French actor and theatre pedagogue Louis Jouvet and the last period of research by Jerzy Grotowski and his pupils, both focused on that “attention” and “descending way”, which works on the same line of what is better known as “Verticality”. 

In the second part Campo comments on Weil’s selected passages.
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Preamble. Ontologic dualism in performing arts.

It is a quality of the greatest authors’ works that of being able to be read in many different ways, from a variety of points of view, and still being able to evoke and reveal and propose topics and questions to readers who belong to different epochs and backgrounds.

Gotthold Ephreim Lessing is known among scholars of aesthetics mainly for his genial Laocoon
 
 (Lessing 1925), which was an anti-dogmatic turning point within the eternal debate about fusion or separation of arts, making the reader think about the general law of an artist’s mission; truth and expression, over time, space, actions – simple and collective, grace as beauty in action, in poetry, in painting and even, partially, in sculpture.

However, another work of Riccoboni’s German translator, Hamburg Dramaturgy, is even more significant. The text is inspired by the work of the great theatre reformer Konrad Ekhof, and explains the principle according to which “the modifications of the soul, when have as a consequence some modifications in the body, are in turn determined by these”, and the actor’s action is compared to a texture in which both the textile and the embroidery exist in the same substance.

This is a representation of duality or dualism, which art reveals through its “peculiar object”, the human being, since “the true taste is the universal one” and “the function of art is to make for us this selection in the domain of beauty, and facilitate the concentration of our attention” over a copresence of particular and universal 
.

Around the end of 18th Century, Joann Jacob Engel wrote Ideen zu einer Mimik
, a treatise in the form of letters which dealt with the figure of the actor-musician, on the basis of what we imagine about Greek art, in which music, dance, poetry and singing used to merge. Performing here is force in action in time, the art of the eye, of space, related to duration; what is plastic misshapes time and so music does: the art of the actor is an energetic art.

The same dualism, as a functional principle, is retrieved by Eisenstein in some notes for his 1923 production of Ostrovsky’s Na vsjákogo mudrecá dovól'no prostotý (1868) 
. Here the actor’s work is viewed in the dynamism of the different levels of representation, which is mimical, and generalisation, which is conceptual, synthetical. The indicating sign links to the process in its development, with all its various forms.

At that time in revolutionary Russia the productivist theorist of Constructivist avant-garde Boris Arvatov, underlined the dialectic between technique and material. In building proletarian (authentic) art, looking for the essence of it, if we just replace technique (that is burgeoise) with material we find out that the object of theatre is the human being herself, the material of it being the performer, and consequentially the actor’s work is that of achieving excellence in life and teaching it to workers.

For Stanislavski, readability, construction of signs, was necessarily linked to credibility, the event of living again the processes of life. This for an actor means reviving and repeating actions of her life, scanning any possible physical variations of tempo-rhythm, catching through a sensorial  exploration the relation between the external and the internal world of the self, reproducing a life in order to produce an higher quality version of it, to live anew. In other words, achieving in such a way the connection with the external rhythm (and here is the generalisation), overcoming the impression of reality in order to touch its essence. For Nijinsky, that dualist mental and spiritual structure eventually took the extreme form of a process of imitatio Christi, the incarnation of God. 

We see that the practice of dualism in a human psychophysical process exceeds art and designates a work on the self on one hand and on the being and the world on the other. This qualifies the theatre of 20th century and it constitutes its “scandal”: the matter of truth is the centre of research with (which uses) theatre.

Here the two dimensions are usually taken as both immanent, establishing themselves as a singular double, in consideration of the fact that the transcendental world, even when assumed as conceivable, is not achievable. Between them there is a potential link, a possibile way for a connection, that is Grotowski’s vehicle of art, or Amor, δαίμων. Simone Weil found this in the Greeks, in Plato, and in fact the actor Louis Jouvet spoke mainly about this, that is attention, “the rarest and purest form of generosity” referring to Simone Weil and, indirectly, to Artaud. 

Contemporary Western scholars, from Marcuse to Adorno and Benjamin and to, more recently, Foucault, on a Kantian basis put forward again the issue of the practice of art and the way of individual action as a matter of truth. This is an organic and ontological
 approach which in terms of methodology, and after numerous attempts, overcame any disciplinary criteria. Engel himself had yet explained that “the theory of a such made art, theory that wanders about examining the human being, even taken in itself with no regards for the advantage that can give to the artist, must be a desirable and very valuable object at any reasonable person’s judgement”, since “we know nothing about the nature of soul, except for the little that we collect by spying its effects” 
. That is, we cannot claim to understand the nature of a soul, because we cannot penetrate it, we can only watch the outcomes of its various expressions, and this is the typical, peculiar operation of a truthful, high art form, which aims at analysing and reproducing these expressions. The recommendation is that ficta voluptatits causa sint proxima veris, (“the fake in amusing would come near the truth”), drawing the “principles” out of nature, and “picking the most beautiful flower [expression] among all” 
, where the “supreme truth” is in the “supreme illusion” 
.

Having said so, if 20th century theatre is a “species” of theatre, intended as a laboratory of life where practicing a work on oneself, in order to understand it in its various levels it is necessary to open up its study to the contemporaries of the time and, above all, of the soul, of the masters who founded it. For this reason it might appear valuable to research Simone Weil, a 20th century master over the dimension of art, which still crossed but that, mainly, revealed through a parallel journey. The 20th century theatre is indeed the theatre of the director and, to a certain extent, all directors’ theatres are laboratories, due to the pedagogical nature of their explorations. They were totally new, and theatre had to be reinvented after the fall of the 19th century European theatrical systems. The protagonists of this new theatre normally came from other environments, and in order to understand its principles of research, we need to broaden our vision to embrace the explorations of the significant ones who, although they followed different paths, outside theatre, still worked on the same principles of the work on the self.  In other words, if performers are incomparable at a level of forms, while they are at a level of techniques and principles, in the terrain of Simone Weil which is the level of the being (as bios and value) there is identity rather than similarity. This overcomes craft and art itself although it must be generated by it and so must be investigated within this field.

In particular, I believe that Simone Weil’s reflexions concerning the issue of attention and related topics are especially pregnant for this area of studies.
 Here I will show some links between these aspects of Weil’s thought and contemporary theatre practices. I will start from exemplary and explicit connections in order to reveal others, hidden, with special reference to the last pedagogical work of Louis Jouvet and the last period of research of Jerzy Grotowski and his pupils, focused on the “descending way”. In the second part of this article, I will comment upon author’s selected passages in order to highlight their organic nexus and availability in theatre. 

Louis Jouvet’s classes

Simone Weil died in Ashford, England in 1943 when she was just 34 years old.

Louis Jouvet devoted his classes at the Conservatoire of Paris on the 21st of November 1950 to the Weilian text Waiting on God (Weil 1951).

This was the last season, ending on 29th May 1951, in which Jouvet could teach. The actor would die on 16th of August. These series of lectures are shaped in the form of conferences open to the students’ questions. Rather than to the techniques of acting, they are devoted to the principles, ethical and functional, of theatre, addressed for the comprehension of the essence of theatre and of the actor’s nature. Here I translate that part of the text

, reviewed by the author himself, which explicitly refers to Simone Weil and the topic of attention:

Now, about attention, I will read to you a few extracts from a text by a philosopher, a woman, Simone Weil. Whom amongst you do know her?

2 or 3 students respond.
She was an Israelite who died five or six years ago in London, who did not convert to Catholicism, but of which treated some quite important points, which would have been condemned by a Roman Court of 17th century, but that now are commented upon and paraphrased by religiouses, and by the Dominicans in particular. She was a lecturer in philosophy.

Although people seem to be unaware of it today, the development of the faculty of attention forms the real object and almost the sole interest of studies. Most school tasks have a certain intrinsic interest as well, but such an interest is secondary. All tasks which really call upon the power of attention are interesting for the same reason and to an almost equal degree.

You see what she said here about the exercises that the high school students must do; their intrinsic value is not that interesting, and you know it by yourselves: although you are not far from your studies you have forgotten almost all you have learnt.

However it is not important what you have done, but the growth in yourselves of that faculty of attention, of receptivity, that is the only means for living and working.

Never in any case  whatever (she said) is a genuine effort of the attention wasted. It always has its effect on the spiritual plane and in consequence on the lower one of the intelligence…

      
(That is different: attention and intelligence don’t have any relationship).

…for all spiritual light lightens the mind.

See how Simone Weil puts above intelligence the faculty of attention, that makes saints, prophets, people who appear to be ordinary during a conversation, but to whom suddenly the phenomenon of attention grants the faculties of intelligence and revelation that they don’t usually have. 
Most often attention is confused with a kind of muscular effort. If one says to one’s pupils: ‘Now you must pay attention,’ one sees them contracting their brows, holding their breath, stiffening their muscles. If after two minutes they are asked what they have been paying attention to, they cannot reply. They have been concentrating on nothing. They have not been paying attention. They have been contracting their muscles.

We often expend this kind of muscolar effort on our studies. As it ends by making us tired, we have the impression that we have been working. That is an illusion – Simone Weil says – tiredness has nothing to do with work.

Work itself is the useful effort, whether it is tiring or not. This kind of muscular effort in work [in studies (A.N.)] is entirely barren, even if it is made with the best of intentions.

You know well, by yourselves, that there are moments in which you can’t do anything good, and it is because there is no attention that you are not able: you are in a state that refuses to be receptive.

Here there is an important passage on which it is worth meditating because here there is the secret for those who can put themselves in a state of receptivity:

Will has practically no place in study. The intelligence can only be led by desire. For there to be desire, there must be pleasure and joy in the work. The intelligence only grows and bears fruit in joy.

It is really true. I read this passage again, it is very important; it is for this very reason that at the beginning of the course I told you that it was better not to come at all rather than attending bored.

(It is the same theory of some monastic orders). Here is another important fragment:

Attention is an effort, the greatest of all efforts perhaps, but it is a negative effort.

Did you understand?

(some students respond): Yes… No…

(JOUVET): It is a negative effort, if you say: I want to be attentive and “disoriented”, you have a will of the soul – which must be joyful and become pleasant – for listening, understanding or receiving.

When you go to theatre wishing to watch something, the most extraordinary moment of the performance is when the hall is full and the spectators are in a state of elation, of pleasure that they don’t even understand: the curtain that moves, the front stage that lights up,  this waiting slightly impatient because happy. Such is a state of attention which does not involve effort.

Attention is an effort, the greatest of all efforts perhaps, but it is a negative effort. Of itself, it does not involve tiredness. When we become tired, attention is scarcely possibile any more, unless we have already had a good deal of practice. It is better to stop working altogether, to seek some relaxation, and then a little later to return to the task; we have to press on and loosen up alternately, just as we breathe in and out.

It is a phenomenon of depersonalisation, of dispossessing the self, and all of a sudden one is crossed by a feeling that makes the attention breathe out, by a repossession of oneself which must get out again so that one is de-possessed and receptive.

Twenty minutes of concentrated, untired attention is infinitely better than three hours of the kind of frowning application which leads us to say with a sense of duty done: ‘I have worked well!’

Isn’t it true? You see that it is a matter of preparation. What matters in work, is the preparation, the state in which one must be in order to attend a performance or a class.
But, in spite of all appearances, it is also far more difficult. There is something in our soul which has a far more violent repugnance for true attention than the flesh has for bodily fatigue. This something is much more closely connected with evil than is the flesh. That is why every time we really concentrate our attention, we destroy the evil in ourself. If we concentrate with this intention, a quarter of an hour of attention is better than a great many good works.

Attention consists of suspending our thought, leaving it detached, empty and ready to be penetrated by the object, it means holding in our minds, within reach of this thought, but on a lower level and not in contact with it, the diverse knowledge we have acquired which we are forced to make use of. Our thought should be in relation to all particolar and already formulated thoughts, as a man on a mountain who, as he looks forward, sees also below him, without actually looking at them, a great many forests and plains.

It is a nice comparison.
Above all our thought should be empty, waiting, not seeking anything, but ready to receive in its naked truth the object which is to penetrate it.

Here is another point:

All wrong translations [from classical languages (A.N.)], all absurdities in geometry problems, all clumsiness of style and all faulty connection of ideas in compositions and essays, all such things are due to the fact that thought has seized upon some idea too hastily and being thus prematurely blocked, is not open to the truth. The cause is always that…

(and this is definitely true).

…we have wanted to be active; we have wanted to carry out a search.

Do you understand? There is no need that the thinking goes faster; one must follow a text instead of preceding it.

We do not obtain the most precious gifts by going in search of them but by waiting for them.

This sentence is important too. And she ends saying:

Our first duty towards school-children and students is to make known this method to them.

Miss LETONDAL: What is this book by Simone Weil?

L. JOUVET: Its title is: Waiting on God.

Another thing comes to my mind: if it is possible to depict the matter of the inventor, of the man who discovers, this is exactly the phenomenon of attention. Even Lavoisier said that those who find are not those who seek, but those who wait, with a concern of the spirit oriented towards something.

It is always the same phenomenon of attention, attention or distraction, I say distraction meaning the abstraction from the self; it is the state of emptiness that matters. The inventor who, at the end of a certain time, experiences a discovery, is in a state of distraction from himself, to get the sense of a problem rather than its solution.

Without any doubt you know the story of Galileo; he was a pious man – a thing that didn’t prevent him from having troubles with the Inquisition – ; one day he was in a church and saw the lamp of the sanctuary lighting up, it was pending from the central dome, and started swinging. There is no will when one is in a state of religious sensitivity, and Galileo in that moment was distracted; in that state of attention, he received the sensation of that swing, and only later that image brought him all at once to the solution of the phenomenon of the pendulum, which is at the base of a series of important discoveries, in particular of that of the rotation of the earth.

It is likewise from a phenomenon of distraction that Newton, who was resting under an apple tree, received the sensation of an apple breaking off the tree. The impression in him was so strong that, being prepared by a series of specific observations on the phenomenon of attraction and pendulum, he determined all at once the famous laws of gravity and attraction of earth.

These phenomena of attention and distraction are at the base of all discoveries.

We find a substantial identity of approach, and then of analysis and conclusions, when we compare Simone Weil’s theories and critical practices with those of Louis Jouvet, who analyses “clinically” the work of the actor in the collection of texts called Le comédien désincarné.

This is the Frontispiece (author’s title) of that work: “Clinical documents of the anxious spirit of a man for whom love for theatre is inseparable from a sentiment of fraternity. L.J.” (Jouvet 2002:7)

What unites the two figures is not just the vocation for the initiatory kind of transcendental research, that is the choice of a direction taken to reach a direct contact with the universal spirit, but the acknowledgement that such a way can be pursued, it must be pursued, within an environment that is not separated from the “secular” life, that is within the disorder of the worldly life, different from the order of religion.

Simone Weil’s biography can help us to understand this. She was born Jewish, although she was not raised according the principles of Judaism or any other religion. She became aware of it only at the age of twelve, and grew up as an atheist. After she embraced Catholicism, she refused both baptism and cloth, that she immensely desired, and she explained that the reason for this was that she did not want be separatated from the suffering and godless humanity. Jouvet equally pursues a way in theatre that is for its nature and history an impure place, in which the risk implied by the profession, if not the origin itself, is indeed impurity, and vanity.

Communities of actors always lived promiscuously, separated from the rest of the world, creating their own set of rules, different from those of the rest of society. In a way, here, vain actors are comparable to godless humanity. Nevertheless the first contact of the actor with himself might come from there, from vanity, and so the sense of necessity of overtaking it which involves, indeed must involve, the spectator. Awarness of what an actor’s activity implies, which comes from the practice, brings to a paradoxical outcome, where the ‘I-just-me’ must necessarily be overcome in order to produce the authentic expression of this art, that is based on the credible presentation of ‘I-as-others’, the fictional characters.
There is compassion and generosity in the choice of theatre or in that of not pursuing a strictly religious life made by Simone Weil, who doing so brought critically at its widest cognisance the vertical way of the spirit, the radical path for an higher connection with the unknown, beyond the individual self.
This way rejects any “ideological”, or imaginary, approach, it is based on direct experience. Simone Weil’s account of her “dark night” (inspired by Saint John of the Cross), a long challenge that the spirit faces while experiencing the the different stages of life , has the same nature of that described by Louis Jouvet, based on his experience as an actor. The human being, and therefore the actor, who is a human being,  consciously placed in a laboratory setting, starts from an impulse related to the vain exhibition of the self, a desire that is impure, attached to what is “low”.
This desire is the necessary, unavoidable element, which allows us to exist and recognise ourselves as human beings, from which to start in order to reach the transcendence. When the desire breaks off the object (the “me” in the character) and moves idle, leaning on the imbalance of the dualistic game of the comédien, between the ‘I-me’ and the ‘I-someone else’, it reveals the “self” in the character, and beyond the character, the universal “I”. This objective, through the real, concrete theatrical mechanism, is generously given as sacrifice to the spectator present at the performative event. To make this concept clearer, we can recall what Grotowski referred to as the actor’s ‘Total Act’, the revelation, thorugh and intimate confession, of a universal dimension of life that exceeds individual mortal life. Once we see our essence, we touch the universal essence.
To sum up and identify the main features that connect some of Weil’s principles of research with Jouvet’s approach to acting, we should acknowledge that theatre is not just a social art practice or one of the possibilities for human creative expression, but a category of thought which accompanies human history. At the centre there is the actor, a human being who practices assiduously an active work over the instinct (that everybody naturally has) to modify his own existence in order to live it fully and elevate its spiritual quality. This is achieved through a process of understanding of the self, starting with the personality: that is the ‘I’ created by one’s experience of life, and its gradual weakening, to reach the essence, the unique, given, as well as universal, ‘I’, that is in turn given to the character and the spectator. With reference to ethnographic studies, Jouvet considered the transformation into a character, a form of possession. In trance-possession rituals, the entity that ‘mounts’ the possessed, comes always from another, transcendental, dimension.
Therefore the actualisation of the principle of doubling, with the actor becoming at the same time the essential ‘I’ and the ‘I-other than me’, finds its root in the necessary, initially just temporary, operation of elimination of the self-personality and produces the state of attentive waiting for the coming of what is beyond it.  
The comédien must start from her “me”, from her own experience, knowledge and senses, in order to find the dramatic sentiment; at this stage she is moved by egoism. Then she transcends it, has the sentiment of someone else, while remaining, and actually revealing, the true self, the universal thought, that is open to an higher connection.
The identical and the change together, the variation and the invariant, the union of contraries, it is indeed one of the fundamental Weilian concepts that we find in Jouvet.

In synthesis, the activity of the actor is of a meditative kind, where the character comes as a consequence of a sort of process of possession, and in such a way it practices on thought, a topic that, by the way, is also particularly relevant to Simone Weil: 
“Sensation=emotion=sentiments=ideas” (Jouvet 2002:218)

The reader should refer to the quoted text for a more complete treatment of this subject. From another source I take this “conclusive” comment on Sarah Bernhardt, on her audio record of her declaration by Phaedra to Hippolytus (Class at the Conservatoire of the 16th of December 1939):

When the dramatic actor reaches the peak of his expression, there is trance, there is a catalectic moment. He cannot have sentiment to express, the expression (nuance) comes from the power of the internal expression. (Jouvet 1968:80)

Grotowski and Simone Weil

An important fact links the figure of Simone Weil and contemporary theatre. That is the use that Polish director and theatre master Jerzy Grotowski (and his literary advisor Ludwik Flaszen) made of her “Prologue”, the poem published in the Note-books and at the beginning of La connaissance surnaturelle.
 The text was chosen for Apocalypsis cum figuris, the performance shown for the first time in 1968 and presented until the 1980/1981 season.
This work concluded the Grotowskian experience of “theatre of productions”, opening at the same time new dimensions for a further utilisation of the theatrical tool by the Polish master and the generations that followed. The text was used towards the end, as the last big monologue, in an almost unabridged version, slightly modified for dramaturgical reasons, spoken by the character of John played by Stanisław Ścierski and addressed to the character of the Simpleton played by Ryszard Cieślak.

Beyond the specific value of this composition within the frame of the Weilian production, what appears very clearly here is the direction of the action of thought. It is the narration of a supernatural encounter and of its consequences in life.

It is also the narration of one’s abandon, by somebody who had previously accepted the one who was impure, disreputable, one who was outside an environment protected by institutional logic (in the first version of the “Prologue” there is this full sentence: “I said to him: But I am not Catholic. I have not been baptized”.) For Grotowski, it was about the encounter he had in the theatre of productions, a place impure by definition, and the consequences of it in the moment of his abandon.

1968 is also the year of the first publication of his book Towards a poor theatre, in which this encounter is told having as intermediary Ryszard Cieślak, the protagonist of The Constant Prince, a production that had just ended with international triumph. There it was told about the “via negativa”, a way which is potentially able to bring to transcendental contact through the knowledge of the self. Afterwards the matter will be the “descendent way”, which allows the being so individuated to constantly improve in the scale of verticality, keeping all the time the trascendental contact, even if living (properly living) in a state of full awarness of the ordinary dimension.

We see now briefly with some of Grotowski’s words what are the qualifying points of contact – for analogy – between him and Simone Weil throughout his theatrical and pedagogical experience and how this consonance kept consistant in the whole of the following work of the Polish master with himself and his pupils.

On thought:

Intellect, that is νους, is different from διανοια, that is reason, and we must be very careful to distinguish it, to discern it. Intellect does not have the function to formulate abstract conceptions or reaching conclusions through deductive reasoning. Intellect comprehend through the way of immediate experience for intuition or simple cognition, which was the term used by Saint Isaac the Syrian. Intellect is absorbed, is fused in the depths of the soul; intellect constitutes the powerful aspect of the heart – it is a quotation from Saint Diadoch –, intellect is the organ of contemplation and in the Macarian Homilies – [Macarius of Egypt] is another one of the fathers of the desert – it is said that intellect is the eye of heart. 

We see that this is very distant from the notion of machine for thinking. 
(Grotowski, Tinti 1983:202)
On attention:
When my colleague Huichol wanted to explain to Europeans how to behave… he used the word ‘concentration’; he said exactly which position to relate to which movement, he showed it and said: ‘Have concentration’. ‘Ah’ – I said to myself – ‘it is a word that it is not in his vocabulary.’ And I told him: ‘Listen, what does mean concentration?’ and he said: ‘Attention’. ‘This’ – I said to myself – ‘it is much closer to his vocabulary, but it is still not precise.’ And I said: ‘But what does mean to have attention?’ and he gave the best definition that I have ever heard, the best subjectively, in my opinion. He said: ‘The feet are well leaned on the ground; you look and see and don’t just look, you see; you hear and listen to (entends) and don’t just hear, you listen to.’ Yes, it is this indeed: to have the feet well leaned on the ground, or, if you want, to have the body well leaned on the ground; to see and listen to: it is the attention.

We can direct attention putting the stress on, as we say, the external world, but it is possible as well to direct it towards the internal world.

It is the same of what that bizarre yogin hindu did, the one who began young to immobilise himself completely, which in our civilisation it would be intended as catatony. Why? Because his attention was vigilant. Only, it was not directed to the external. That’s all.

Then, attention is something much more modest than trance, as a word. But this allows things to become less mysterious and elevated and much simpler and natural and understandable. 

Then I would say that through the vehicle of the zikr, as well as through the vehicle of the philokalia or of the mantra, one can reach a perfect fixation of attention and that this attention is at the same time vigilant, organic, centred. Centred, this is important: it is, exactly, this shifting of the ‘I’ towards the self or, if you want, towards the superior ‘I’. But you can clearly make use of many other categories. For example it is possibile to use categories without any subject: attention is moving from the centre that we call ‘the I’ towards a transparent consciousness. There is no subject there. It is not necessary to use a word which defines: ‘the superior I’, ‘the self’, etc. it is correct the ‘I’ quite de-contracted, ‘de-crispate’ (decrispé).” (Grotowski, Tinti 1983:136-138)


On the “descending way”:
In Art as vehicle the impact on the doer is the result. But this result is not the content; the content is in the passage from the heavy to the subtle.

When I speak of the image of the primordial elevator, and therefore of Art as vehicle, I refer to verticality. Verticality – we can see the phenomenon in categories of energy: heavy but organic energies (linked to the forces of life, to instincts, to sensuality) and other energies, more subtle. The question of verticality means to pass from a so-called corse level – in a certain sense, one could say an ‘everyday level’ – to a level of energy more subtle or even toward the higher connection. At this point to say more about it wouldn’t be right. I simply indicate the passage, the direction. There, there is another passage as well: if one approaches the higher connection – that means, if we are speaking in terms of energy, if one approaches the much more subtle energy – then there is also the question of descending, while at the same time bringing this subtle something into the more common reality, which is linked to the ‘density’ of the body.

The point is not to renounce part of our nature – all should retain its natural place: the body, the heart, the head, something that is ‘under our feet’ and something that is ‘over the head.’ All like a vertical line, and this verticalità should be held taut between organicity and the awarness. Awarness means the consciousness which is not linked to language (the machine for thinking), but to Presence.” (Grotowski, in Richards 1995:125)

It must be noticed that Grotowski made significant changes and elaborated for this English edition of his article “From the Theatre Company to Art as Vehicle” (the original being in Italian, Grotowski in Richards 1993) 
the part of this excerpt which directly concerns the descending process.

Thomas Richards, who is Grotowski’s heir, describes the practical work on the “descending way” in this way: 
…in someone’s perception it can be all connected, like a river which is flowing from the vitality to this very subtle energy someone might perceive as being behind the head and above, even above, touching something that is no longer just related to the physical frame, but is as if above the physical frame. As if some source, when touched, begins to be activated, and something like a very subtle rain is descending and washing every cell of the body. This journey from one quality of energy, dense and vital, up and up toward a very subtle quality of energy, and then that subtle something descending back into the basic physicality… (Richards 1997:20)

As a matter of fact Simone Weil (with Jouvet who connects to her) and Grotowski and his followers have in common many more subject matters besides, for example: baptism, transmission of knowledge, gnosis, alchemy, links between Christian and Greek culture, the Mediterranean Basin as “cradle” of civilization, of Hamitic origin, Greek and Medieval “mysteries”, the non-heterodox christianity related to a direct experience, at the limits of heresy, analysis of the tripartition of human being and related practices, oriented towards a vertical and organic research, like the prayer, music, chanting and other “personal actor’s techniques”, personal techniques in a comparison between the East and the West, the notion of sexuality, the analysis of the centres of energy of the human being and of key episodes and figures like Saint Francis, Meister Eckhart, Saint John of the Cross, Saint John's Gospel, the Cathars.

Examining each of these topics is not possible in the current context. Nevertheless their syntesis is actually in a certain sense, as we have seen, in the “Prologue”, a poetic act central in both authors’ life experience.

Simone Weil and attention, waiting and the descending way.

Here I gather some fragments referring to the topics of attention, waiting and descending way, taken from different Weilian texts, including her private diaries, and I comment on these, also using more direct theatrical sources. The non-specialised reader must be aware that the texts taken from Weil’s diaries do not have an organic composition, and although they are among her most significant testaments, they are often difficult to grasp in full. They require patience, dedication and openness to critical interpretation, and I ask forgiveness for the relative obscurity of the material proposed, inviting to further readings that might integrate them and help reconstruct a context for these necessarily limited extracts. 
As an initial thought on the texts related to attention and performance, I would like to emphasize that Simone Weil, like Artaud, aimed for a reunification of science and art and therefore of body and soul, through work. In the contemporary era indeed the various human activities, which previously were organically linked with each other and with the world, came to fragmentation and must be recomposed.

Such an event can occur through an individual operation of outgoing from the self, for a rebirth of the self. The research consists of some precise steps, which might be experienced and then repeated as teaching for the others. The role of thought is central, in fact this is the only framework in which the individual is stronger than collectivity, intended as
potence and entitlement as far as intervenes in material life. The decadence of contemporary civilisation is due to the lag of action and thought, and attention contrasts this tendency. (cfr. QI: 131) 
.
“Fleshes of attention are nothing but fleshes of genius
” (OC I: 392)
“In studies we always develop discursive and representational skills, never the  intuitive faculty. However this must be improved too. It can be developed through a face-to-face contemplation with the unintelligible – but of the unintelligible that is above the meaning, not the one that is below. This is the genius… in this exercise no effort is fruitless and the profit, whether visibile or not, is matematically proportional to the effort.” (QIII:156)
What Weil reveals here is that the realm of truth is reserved to genius, but anybody, through efforts of attention well oriented, can penetrate it. Genius is then an activity, a creative one, rather than a given factor.

Stanislavski writes about a sign that was put in the pit: “Creative attention”, “because we must learn how to walk, move, sit, to stay on stage… and it is essential to learn also to look, to see, to hear, to listen, on stage.” (Stanislavski, 1997: 86,88).

Intuitive attention, that of the genius, is pure attention. Attention of a lower level is discursive attention. This last one serves as a preparatory stage. Again from Stanislavski, a “study” on non-discursive attention: “Concentrate attention on a definite thought.” (Stanislavski, 1997: 554).

Via negativa is the specific operation that was identified and practiced by Grotowski in order to realise his Poor Theatre. Here we find a Weilian reference to it.
The practice of attention is a via negativa (negative way) that concerns every human’s field experience, which are mind (thought, intellect), heart (feelings, emotions) and body (meaning action). In the area of thought it is consubstantial to the operation of doubt. (see LF:243-245 and LF:226, 228-229). 
In the writings elaborated during her work in a factory, Weil clarified that attention of a higher level exists, that is the “pure” or “creative” attention, and an attention of a lower level, for example of the kind that forces an assembly line worker to keep the production level dictated by the established rythm and to make the machine work. Attention of the highest level, which coincides with prayer, enters in a contact with the external to the world, but it also requires the support of the other kind of attention. It appears evident that there is a need for a right orientation that allows us to enter this kind of spiritual atmosphere and which makes possible the mystery of creation to emerge.
On the vertical journey of the spirit, the next stage that we need to take into consideration is waiting, a topic that Weil has extensively analysed. Here I gather and propose some texts on this topic, adding just a few considerations, with the help of some theatre masters. Eugenio Barba for instance, quoting Simone Weil (Barba 2009:224-225) stresses the moment of waiting for the “evocative level” of the performance in the last stage of the director’s work. See also Stanislavski’s My Life in Art for what concerns the principle of spiritual actor’s training before performance (see Stanislavski, 1963: 363-64).
In the following fragment, Weil refers directly to classic theatre.
“Aeschylus.

Zeus, anybody who, thought turned to him, will invoke his victory, 

That one will obtain the fullness of wisdom.” 
Aeschylus, Agamemnon, 174-175. (QIII:156) 
Simone Weil here, in her private diary, isolates and writes down this fragment from a classical tragedy, to note that according to Aeschylus, God is obliged to descend to the human, if the human places himself in a condition of constant attention towards him, of silence in waiting. The attentive waiting of the spirit, the thought, is the step that preceeds the descending of the unknown, the universal energy, producing the fullness of wisdom.

This next fragment reflects on some key elements of Greek Tragedy, with specific reference to Sophocles’ Electra:
Divinity placed on nature the seal of similitude. A seal which allows Electra to recognise Orestes… Images of recognition of God through the human… the seal is the beauty. To recognise does not mean to acknolewdge a civil status. Electra, after having seen the seal, looking at Orestes, sees clearly, immediately that it is him the one he was remembering about (memory of the Orphics and in Phaedrus), she believed him dead, but now that he is in front of her she does not want to leave him anymore.

Agamemnon, Orestes, Electra. The Father, the Son, the Soul. Apollo, is the Spirit. Recognition is reading… (see QIII:43-45,47,48)
Here we learn that recognition, a typical operation found in classical tragedies, such as in Weil’s favourite Electra, should be understood beyond the immediate reference to the characters in the plays. The actual operation that Simone Weil identifies through dramatic recognition, is the acknowledgement of the spirit of the presence of the unknown, after the attentive waiting, which produces the ability to recognise its signs.
I now offer some other fragments from Weil’s diaries, particularly long and complex, seemingly disordered, however rich in food of relevant thought. Although it may not be apparent at a first reading, the central topic of the text is the artist’s transcendent, meditative technique, particularly significant for theatre and the actor’s work. I don’t break these fragments into small sections because as a matter of fact, this proposed reconstruction has an internal structure that should be preserved in order to keep the integrity of the fragments. 
A public life in which it would be possible to read the supernatural truths in all works, in each act of work, in every festive occasion, in all social hierarchy relations, in all art, in all science, in all philosophy…

Solar energy enters vegetables in the form of passage from water-carbon to sugar. We destroy it in the form of a return of sugar to water-carbon state. Lymph, grapejuice, etc., is water plus fire. Water is the Mother, fire is the Father of life, that is air, blow (anima, πνεύμα), and in fact breathing is this passage. Hindus used to regard respiration as a holy act, like us the food of the communion. The destruction of solar energy provides our energy… We absorb hydrates of carbons.

The disassociation of hydrogen and carbon (which ties with hydrogen) liberates energy, sun… the whole energy proceeds from sun. Fire joins hydrogen and carbon. Their dissassociation returns to us the fire, that we can employ in another work of union of contraries.

Every destruction, every disunion of contraries, liberates energy. This energy can be abandoned to degradation, or picked up and oriented. Pain liberates energy, and the utilisation of such energy is joy. Since some losses are always inevitabile, there is waste if the energy is not utilised for something more elevated than what it was serving.

The same solar energy works within the grain, the wheat stalk and the peasant who ploughs…

Wine is the blood of the sun. Dionysus…

Technique is an adaptation of the means to the ends. But the authentic art is aim without end. The technique of the authentic artist is then a transcendent technique. Transcendent technique and inspiration are the same. On one hand, in art there is nothing but inspiration, because the non-transcendent technique must not play any role in it. On the other hand, there is nothing but technique, because inspiration is technique. (Links between the notions of order and technique)…

The Greeks used to assimilate love to that shock that those who are destined to be master and pupil feel at one of another’s presence…

What is stronger than the strongest? The extreme weakness: a dead or a new-born baby.

Prometheus Bound is stronger than Zeus…

Mesopotamia, Phoenicia, the Philistines, Egypt, derive from Ham. (Japheth: peoples wandering everywhere; Shem, Asia Minor). Ham saw the nudity of drunken Noah. Is it not perhaps the mystical, Dionysian inebriation, and the nakedness that is the opposite of shame of sin that drew Adam and Eve to cover themselves up, the salvation, the perfection? Was it not perhaps a revelation of Ham? Is it not the curse that hit him perhaps that of the wretchedness that attends any contact between the human and God, any human purity? (See Hippolytus by Euripides). Shem and Japheth did not take part in the revelation. (It really seems that the Hellenes received all the revelation from the Mediterranean peoples among whom they arrived. The Romans did not have it…)…

…comparison of Egypt with the Tree of Life in the earthly Paradise. And is it not the Word the Tree of Life? “In the Word was life” (John, I, 4). Is it not to indicate the sanctity of Egypt, its initiatory mission? And perhaps even the incarnation that took place in Egypt… In Israel, the ban of sacrifices in high sites and at the foot of the trees. Everything that was referred to mediation was interdicted to them… The history of Israel begins with a prostitution. Original impureness…

Pain is separation of contraries, dissolution of harmony. Harmony is the bolt, the key that keeps together the contraries. Pain turns the key. It enables us to overcome the door. It forces us to go by the other side to close the door again. Succession of doors (like initiations)…

A harmony keeps under lock and key our powers against. We are locked between them. Pain turns the key, unlocks the door. If we do not move, our powers vanish. We must stand up, walk, overcome the door, close it again from the outside. We are then in another room. There is another door. We start again. We travel so in our soul from room to room until the central room where God waits for us since the whole eternity…

The Jews, this handful of the uprooted caused the uprooting of the whole terrestrial globe… the uprooted Europe had uprooted the rest of the world through colonial conquest. Capitalism, totalitarism are part of this progression in uprooting; the antisemitics of course propagate the judaic influence. The Jews are the poison of uprooting. But even before that they started uprooting by poison, Assyria in the Orient, Rome in the West had been uprooted by the sword…

When the door is opened and locked again, from room to room, a being had reached the central part of his soul, which is a point, it does not move anymore; the doors are opened, they are locked again, according to circumstances; he no longer goes to close them. His presence to his own soul is like the presence of God in the world. If then all the doors open at the same time under the pressure of wretchedness, really there is participation in the cross of the Christ.

Τουτο δος εμοι [Allow me this]…
Symbolism of the tree. The solar energy descends to a tree and make it arise.

If, fixing (or having fixed) the attention on unintelligible mysteries, they appear simple truths and clear in full for the intelligence, but that it had not perceived, one obtains a criteria.” (QIII:272-274,277,280,290,291,293-297)
To sum up, Weil reflects on the fact that the energy that we call spiritual, or subtle, is solar energy. This energy is contained in harmonic objects, unions of contraries (Weil used to refer to the christological symbol of the seed) and in order to access it, we have to break these objects, causing them to leak. This break happens within us through the operation of eating and breathing, and through the utilisation of the energy that is so produced by paying attention to the life itself that flows within ourselves. In such ways we have contact directly with the sun. Otherwise this energy is not utilised and deteriorates or it is dispelled by inertia. On the contrary, once a break is identified, thanks to pain, and the energy contained by the object is utilised, we must move to a further harmony.

Once we learn these operations, we repeat them without any effort, and we contact the One when we permanently desire him. It is a transcendental technique, utilised for authentic art, where  inspiration is present . It should be underlying any work and public life.

Our traditions tell us that this way has been experienced and transmitted by the peoples who had followed the revelation of the contact obtained by Noah and witnessed by Ham. From here comes the Egyptian and Greek culture. It is the symbolism of the tree and Dyonisus and theatre. The Jews and the other sparse people (like the Romans and others who come from those who were originated by Japheth) contrast all this, since they refuse the link with divine energy and persecute all those who move in that direction, since they have as the one and only criteria and principle the imperium of force.


Similarly Artaud reflects about the meaning of the ancient religion of the sun, of which history reveals its identity with the true theatre (made of trance, poetry and music), of which he writes with nostalgia. See in particlar the various texts attached to his Heliogabalus: Or, the Crowned Anarchist.
(Artaud 2006)

In the text we also observe that Weil explains the way in which energy is transformed throughout the process, which proceeds vertically at various stages, like a succession of rooms and doors, requires recognition/revelation through human mediation/incarnation and, once it is acknowledged, descends to realise the transcendental contact. It is the descending way. Weil dreams a public life where festive occasions, and all spheres of society would be informed by this process.     

She also reveals that similarities are the sign of the harmony of the fundamental contrary God and human, and the recognition of such signs is the reading in the world of the grace of Incarnation. Since the human in her life experience cannot recognise the infinite power of God, the only way to acknowledge the similarity is through its contrary state: the infinite weakness and pain, the cross. For the actor, this is the final stage of sacrificing the self, the conscious process of separation and detachment. This leads to incarnation (Jouvet’s ‘possession’), identification with love. According to Weil, love, beauty, truth and God are one and the same. This is reminiscent of Stanislavski’s obsession for reaching the truth in acting, also making use of authentic memory.
Authentic memory in Weil is the recognition over time of beauty as a sign of the harmony of the contraries. This memory is present in suffering. The Orphics, Plato, Aeschylus and the Greeks in general, who are the constant references in Weil’s considerations, pointed out this reality. Again, it is the function of recognition in classical tragedies, particularly evident in Electra.


As Artaud said: “…it is the consciousness of the consenting separation that leads us to detachment from things, that brings us back to God’s unity. One conquers love first through consciousness, and then through the power of love.” (Artaud 1969:53)

Simone Weil thinks of creating an informal, esoteric religious order, able to perform the reading of the recognition of transcendental signs. In a sense, historically, in the 20th century and beyond, it is the “poor” theatre that sets up grassroots communities and carries out the work on oneself, which makes use of effort, tiredeness, and suffering, in order to seek for the sources of creativity. Stanislavski’s definition of a “spiritual order of artists” with reference to Sulerzhitsky’s vision and experience at the farm-house in Evpatoria on the shore of the Black Sea, is well-known. Closer to Weil, Copeau used to talk about his school as a “confraternity of artists”.

Some short Weilian fragments are even more obscure and difficult to interpret, however they can be contemplated as they were some sort of koans, especially when they cross-reference and comment on ancient sources. The next extract is particularly relevant because, summing up the entire process of the vertical chain of the work on onself, following the sequence of attention, waiting,  recognition, descending moment (possession), it refers to the final stage. It describes in short the conditions for reaching the actual transcendental contact. 
Purple robe, crown of thorns, etc., of Christ and carnival.

Wine, mixture of water and fire…

Mark, IX, 48-50: “The Gehenna, where their worm will not die and the fire will not extinguish. Because every being is salted with fire. Salt is a good thing…”

As a matter of fact, meat is salted and smoked; one uses salt and fire. Salt captures what is corruptible and makes it incorruptible and nourishment. One must kill the soul in oneself, and in the moment when it starts rotting, one must capture it and make it incorruptible by salt. Such salt is the fire of the Holy Spirit, that same one of Gehenna…

“Everything that is worthless escapes light” [see John, III, 19-20]. Down here one can hide under the flesh… (QIII:308,309)

Weil here describes the operation, necessary for the spiritual path tending towards transcendental contact, of breaking the individual soul. One must kill the soul cutting it in two, leaving the self alone with the vegetative energy and the other part, the trascendental one, the water, waiting on the divine light, the fire which salts and cauterizes. One must abidingly orient attention towards the one in order to make the cut. Then, after having experienced the supreme suffering of the cross, that is after having touched the other dimension, which in the Passion of Christ is carnival, travesty, theatre, one must orient all the attention so re-qualified by direct light towards that side of the soul, in order to preserve it, that is external to the self. The grace of the Holy Spirit, the divine energy, might preserve this part of the soul so not to lose it while waiting for the extinction of the flesh, which acts as a screen between human and God. It is the descending way, that often in theatrical terms is described using the metaphor of the “transparent body” or “burning body”.


We should note that we find an analysis of redemptive suffering and the correspondent symbol of salt even in the Talmudic tradition inspired by Isaiah.

The following fragment is even more explicit in its description of the same process. The descending way is seen here in its basic features and movement, using religious-like terms, such as love of God. If we would replace these terms with more performance-related terminology, keeping the same structure and functions, we could easily compare the process to the final stages of a higher point of performance, after the performer’s self is transcended and a mysterious, external force has taken its drive.
The pure love of creatures; not love in God, but love which has passed through love like through fire. Love that detaches itself from creatures to ascend to God, and descend from him associated to the creator love of God.

So the two contraries that tear human love are united: loving the beloved as he is, and wishing to recreate him.” (QIII:350)
This is the descending way, the descending realisation, here explicit and made clear in its essential steps
. It connects with other Weil’s considerations about energy and the symbol of seed. A seed achieves conception if there is not a sufficient action of spiritual energy in a way opposite to gravity. It reaches it for degradation. The underworld is the symbol of it. Similarly, a descending way that is not preceeded by an ascendant realisation it achieves an “upside realisation”, infernal like a “counter-initiation” 
.
The next Weilian fragment, a reflexion about Thought and Trinity, illuminates some peculiar characteristics and the final outcome of the descending way. 
The meaning of the Trinity is that God is thought. Every thought has a subject and an object. The Father thinks his word…

Work: descending movement. The human being must make himself a thing so that the thing would make itself human energy. (In the same way God who makes himself human so that the human would make himself God…). (QII:202)
Simone Weil here explains that understanding the Trinity is understanding that God is thought, that he is a relationship between subject and object. The human’s work on the self that we have previously described, imitates the movement of God’s thought and the incarnation, and is a descending movement.

In synthesis, by this she illustrates one of the principal aspects of the “descending way”, the same practice analysed in 1939 by René Guénon in his article “Ascendant and descending realisation”, published as the last chapter of the posthumous volume Initiation et Réalisation spirituelle
 (Guenon 1952).
 There Guénon says that the being that he describes, through this process of spiritual realisation, becomes a “vehicle”. 
 As we have seen, the latest of Grotowski’s and his pupils’ practices of Art as vehicle (even if actually such an approach was already used in the work with Ryszard Cieślak) are expressly based on this “second step” of spiritual realisation, that of the going down again in the world, after an initial moment of going up on the scale of vertical transcendance. In his text on Ethics, Stanislavski also refers to a permanent higher state of consciousness of the elevated actor, permanent and present even outside the performative moment (the first step, ascendent), in everyday life (the second step, descendant).
Weilian performative attributes of the descending way. Harmony, Aestethics, Shocks and Beauty.

In conclusion, I propose the next series of fragments in order to clarify some performative elements of this specific way of work on oneself.

“Number, harmony do not allow error because they do not allow fear and hope, search and repulsion.” (QIII:353)

Interpreting Weil’s view on harmony, we can say that beauty can only come out of something correct, because it exists only if it forces attention on the present and allows the detachment of the self-I. Think of the right time-rhythm in Stanislavski.

Weil’s view on aesthetics helps us understand the relationship between theatre  and the work on the self, providing further evidence of the significance of the connection between Simone Weil and theatre, the principal subject of this study.
“Aestethics is usually taken as a specific discipline, while instead it is the key of supernatural truths.” (QIII:364)

If we relate this reflection to the sequence of Weilian thoughts on the vertical journey of the spirit, we acknowledge that aestethics is the key to supernatural truths because it studies the laws that in this world correspond to the other, and the way to act in consequence. Aestethics in practice is theatre with a triple non-performing-action: Via negativa through attention, ascendant movement through intelligence of necessity (like the analogic meditation) and descending way in the body.

Other fragments deal with elements and tools that we normally use in theatrical practice, such as time, space and memory, revealing their qualities as potential instruments for a transcendental research.

“[Achieve the annulment of perspective in time like in space. Eternity. From here the power of remembrance, of the antiquities, ecc.” (QIII:407)

It is exactly the work of theatre to negate the perspective in time and space, and it is thanks to this peculiar attribute that it is able to make a breach to eternity.

Beauty is the subject of aestethics, and a topic Weil often connected to truth, like the 20th century theatre-masters. Religion is based on belief, just like theatre, and both use metaphor to actualise this belief, which in both cases has spiritual meaning.
beauty and carnal love – beauty is the figure of the eternal ‘yes’ – beauty is the tangible eternity […]

The story of Christ is a symbol, a metaphor. But once metaphors were believed to come to existence as worldly events. God is the supreme poet.

The four imbecils (folklore of Schoharie Hills) […] are certainly metaphors with a spiritual meaning. Sun and hay. Attempt to bring God to this world instead of exit the world. (QIV:85,86)

In popular traditions there are metaphors of the descending way, that add on the figure of beauty and the metaphor of the story of Christ. Aestethics can be nothing but the study of such metaphors and practice of the belief in them as worldly events. Theatre, that is their real outcome, it only exists as belief.

In the following fragment waiting, one of the passages in the chain of the vertical journey of the spirit that we have previously analysed, is related to the practice of shocks, a typical operation well known by theatre masters.

Καρποφορυσιν εν υπομονε.

Υπομενο – They will bear fruits in waiting. (Luke, VIII, 15).

(waiting – holding a shock). (QIII:404)

Waiting allows us to prepare our organism physically for a strong shock, which, as Gurdjieff explains, determines a passage of level, it is a breach. I remember Simone Weil’s long friendship with the poet René Daumal, who was in contact with Artaud and Gurdjieff’s circle. 
 Weil indeed learnt Sanskrit studying his notes – taken from Mme. de Salzmann, who was one of Gurdjieff ‘s principal collaborators. We know about Grotowski’s and Peter Brook’s interest in the work of the Armenian master.

The next, and last fragment that I propose here, deals with waiting, love, carnal love, balance (co-existence of opposites), and art. All these subjects connect to the main topic of this article, they are focussed elements that imply, and allow, the ascending and discending movement of the spirit, and can help understanding some theatrical principles. 
υπομονε (waiting) – Taoist water – Stoics.
One of the most delicious pleasures of human love, that is serving the beloved without him knowing it, in the love of God is only possible through atheism.

Carnal love is a quest for the Incarnation. One wants to love the beauty of the world in a human being, not the beauty of the world in general, but that specific beauty that the world offers to everyone and which corresponds exactly to the state of one’s body and one’s soul.

The sea, a movement in immobility. Balance, order of the world. Image of the first matter. Ξαιρε κεξαριτομενε (“Hail full of grace”, Luke, I, 28).

In art. It seems like it is moving, and it is still. Music, the movement gets hold of the whole soul – and such movement is nothing but immobility. Like in the spectacle of a wave, the movement in which it begings to fall down it is the same point of concentration of beauty. (QIII:406,407)

Actor’s bios, as theatre anthropology points out, manifests itself in a situation of extreme balance, in the unstable balance, in the edge-point. The co-existence of the opposites, their lasting movement, the dance of energy, is a demonstration of unity and coherence as well as, at the same time,  immobility, pure, pre-expressive, presence. 

In order to reach transcendance we must work on details, on what we have to hand, instead of imagining transcendance, that there is no way we can know directly. This is the teaching of masters such as Stanislavski and Dullin.

So, an adequate practice directed towards the transcendental contact may be, for example, the Taoist “acting like water”, atheism, carnal love.
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� See Boris Arvatov, Iskusstvo I Klassy ("Art and Class [Classes]"). First Edition: Moscow-Petrograd: Gosizdat, 1923; (in English) Boris Arvatov, Everyday Life and the Culture of the Thing (Toward the Formulation of the Question), [1925] trans. Christina Kiaer, October, no. 81 [Summer 1997] and (in Italian) Boris Arvatov, Arte produzione e rivoluzione proletaria. Le proposte dell' avanguardia sovietica degli anni 20 per un' estetica socialista e un' arte proletaria, ed. by Hans Günther and Karla Hielscher, Firenze, Guaraldi, 1973.


� Here I intend as “ontological” the research object, the essence of the thing, as I do not mean to associate such term to the point of view, the method, which is critical instead. Simone Weil clarified well this point in her lectures of philosophy: “There is no other philosofical study rather than metaphysics. But we must understand well that there are two ways to conceive metaphysical research: the ontological point of view and the critical point of view. Relationships between scientific, ontological, critical points of views: Science: quantitative relations between phenomena. Ontological point of view: one takes God’s point of view. One assumes to know things in themselves and compare them with one’s own knowledge of them. Critical point of view: one tries to become conscious of what one does when one does science ecc. The critical point of view tries to compare science as it is with the perfect method that we have. This point of view is perfectly legitimate, while the ontological point of view is absurd. Critical philosophers: Plato, Descartes, Kant who invented the term. (LDF:232). For a fervent yet convincing confutation of metaphysical ontological approaches see Bertrand Russell’s early essay “Mysticism and Logic” (1918).


� Johann Jacob Engel, (Italian version) Lettere intorno alla mimica, Milano, Pirotta, 1820, p.16.


� ibid., p.5 e 11. This is a repeat from Lessing, who comments Le comédien by P. Rémond de Sainte-Albine. Take note of the corrispondance with Zeami’s example of flower. 


� Ibid., p.13.


� Besides various notable episodes connect the life of Simone Weil, who was a philosopher, a lecturer and a worker, to theatre: for example her theatrical vocation born at the Vieux Colombier after Jacques Copeau’s public readings; the close friendship with Copeau’s daughter, Edi, at the time of father’s and daughter’s contemporary conversion, which brought Copeau to his “thearical conversion” from the centre, that was Paris and the productions, to the going out of the centre, towards the countryside and the pedagogical work; Simone Weil’s purely theatrical reflexions, also stimulated by the view of other productions, in particular those performed by Louis Jouvet; the operation theatrically notable of trying to improve the lives of factory workers, pursued with offering them some spiritual nourishment through her theatrical efforts, such as the articles written for the journal “Entre nous”; the projects for a rebirth of classical tragedy and the writing of Venise Sauvée (Venice saved), as an operation exclusively spiritual on the self along the way of transcendance.


� Jouvet’s heirs and copyright owners acknowledged my work and request for publication by email on 30/5/2019. 


� This is the Prologue by Simone Weil, written in the April of 1942:


He came into my room and said: ‘You poor wretch who understand nothing, who know nothing. Come with me and I will teach you things you have no idea of’. I followed him.


I took me into a church. It was new and ugly. He led me before the altar and said: “Kneel”. I told him: “I have not been baptized”. He said: “Fall on your knees before this place with love as before the place where truth exists”. I obeyed. 


He led me out, and up to a garret from whose open window one could see the whole town, some wooden scaffoldings, and a river where boats were unloading. In the room there were only a table and two chairs. He made me sit down.


We were alone. He talked. Now and then somebody else would come in, join in the conversation, then go away again.


It was no longer winter. It was not yet spring. The trees’ branches were bare, without buds, in a cold air full of sunshine.


The light rose, shone bright, faded, then the stars and moon shone through the window. Then the dawn rose again.


Sometimes he paused, he took some bread from a cupboard and we shared it. That bread truly had the taste of bread. I have never found that taste again. 


He poured wine for me and for himself, which tasted of the sun and of the soil on which that city was built.


Sometimes we lay down on the floor of the garret, and the sweetness of sleep descended on me. Then I woke up and drunk the light of the sun.


He had promised me teaching, but he taught me nothing. We used to talk in a rambling way about all sorts of things, like old friends do. 


One day he said to me: ‘Now go away’. I fell down on my knees, clung to his legs, begged him not to send me away. But he flung me out towards the stairs. I descended them as if unconscious, as if my heart was torn in shreds. I walked through the streets. Then I realized that I had no idea where that house was. 


I have never tried to find it again. I saw that he had come for me by mistake. My place is not in that garret. 


It is anywhere else, in a prison cell, in some bourgeois parlour full of trinkets and red plush, in a station waiting-room. No matter where, but not in that garret. 


Sometimes I cannot prevent myself from repeating, in fear and compunction, a little of what he said to me. How am I to know if I remember it correctly? He is not here to tell me. 


I well know that he does not love me. How could he love me? And yet, there is something in the depths of myself, some point of myself which cannot prevent itself from thinking, with fear and trembling, that perhaps, in spite of everything, he does love me. (see FLN: 63)


� Request of permission for translating and publishing this fragment of the text has been emailed to copyright owner Luisa Tinti on 3/6/2019.


� Weilian texts which are useful to theatre are numerous and it is not possible to report them here. The reader should refer to the general theoretical study I have published online at � HYPERLINK "http://www.teatrostoria.it" ��www.teatrostoria.it� (section “Hospites 2006”, in Italian) with the title Dall’attenzione alla via negativa. Simone Weil/Jouvet/Grotowski. However some concepts are essential for a basic understanding of her approach, and these I present here shortly, together with examples of connections with theatrical practices.


� From here on I will denote in brackets the page number and initials of the textst titles where quotations are taken, mostly from Italian editions, listed at the end of the essay.


� André Weil, referring to the time of his training, notices: “It is been long time, and at the beginning after reading the Greek poets, since I got convinced that in the history of humanity only the utter geniouses count and that in order to get to know them it is only worth the direct contact with their works. Afterwards I learnt to quite moderate such judgement, although I never completely denied it; my sister instead, who – spontaneously or maybe influenced a little by me – had assumed this way of seeing, remained loyal to it until the end of her too short existance.” (A. Weil 1994:32)


� This great and fundamental Weilian thought, which anyway refers to the Greek tradition, is original and, for example, does not take place, at least expressed in this way, in the Vedic and in general Indian classic tradition, that is even still rich of examples of incarnations, realised, among others, by the Tantric practices. According to Charles Malamoud indeed the incarnation as encounter between two wishes, like that of Krishna – in turn incarnation of Vishnu – and of the Bengali sage Caitanya (XVI century), or even just out of the desire of the god, might take place, but the asimmetrical relationship prevents the human from obtaining the incarnation of the god out of his own sole will. See C. Malamoud, Un vento violento mi ha separato da me (A violent wind separated me from myself), paper presented at the University of Rome “La Sapienza” on the 26th of November 2004. 


� See Artaud, Antonin, Heliogabalus; or, the Crowned Anarchist, USA, Solar Books, 2006, and the new English edition, titled Heliogabalus, or the Anarchist Crowned, Richmond, Calder Publications 2019. In the text I will refer to the Italian edition, Eliogabalo o l’anarchico incoronato, Milano, Adelphi 1969, and the French edition, Héliogabale ou l’anarchiste couronne, Paris, Gallimard, 1967.


� It is also the final condition of the state of the Bodhisattva (Sattva refers to one who owns the mind of illumination), to whom we can associate the so-called “solitary realisators”, who even Chandragomin in his The Twenty Verses on Bodhisattva’s Vows, considers as buddhas’ spiritual sons and respectfully prostrates to them. About fire see also the Rig-Veda, X, 51 and the notion of Agni as charioteer of the “cosmic cart”.


� Except for the extreme case of the awliya es-Shaytan. See René Guénon’s The Symbolism of the Cross, Hillsdale NY, Sophia Perennins, 2004..


� French edition: Guénon, René, Initiation et réalisation spirituelle, Paris, Les Éditions Traditionelles, 1952; English edition: Initiations and Spiritual Realization, Hillsdale NY, Sophia Perennins, 2001.


� In this essay Guénon clarifies the functional identities of the Mandukya Upanishad, of the avatara (Sanskrit for “a going down”) of the Bodhisattva, of the rasul of the Islamic tradition, of the grades up to 30 in the Scottish Massonery, until the sacrifice (from the Latin sacrum facere) of the Maha-Purusha, and even finds traces of them in Plotino’s and Dante’s lives. Besides the author explains here how and why ecstasy is a transitory condition. This article worked as the base for another published in 1953 by Michel Valsan (who took over from Guénon the direction of the journal Etudes Traditionelles) illustrating the thought of the Shaykh Al-Akbar (which corresponds to the Latin “Doctor Maximus”) Muhyiddin Ibn Arabi with reference to his “descending realisation”, clarifying some of Guénon’s intuitions, in particular concerning the details of the function of the wali (saint). 


� See Franco Ruffini, I Teatri di Artaud, Crudeltà, corpo-mente, Bologna, Il Mulino, Bologna, 1996.


� See also Franco Ruffini, Grotowski e Gurdjieff, Napoli, Editoriale Scientifica, 2019.
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