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ABSTRACT 

This master's research is a study and exploration around the themes of hierophany, 

sacred, ritual, transcendence and liminal spaces towards artistic practices in the fields of 

dance and choreography. Through a body-mind relation I tried to search for physical 

revelations and translations from my own body with the intention of exploring and give 

meaning to my movement language. 

Investigating themes and concepts linked to religious practices with the aim of 

connecting the nearest possible to an idea of primary sources and after bring them into 

the current reality, to generate new ideas. The auto-biographical as an original source, is 

a starting point for this research. Mapping a personal background to understand why 

the ÒcallÓ to specific matters and use them as a tool to expand awareness, create insights 

and develop artistic practices. From the gathering of materials such as essays, 

sentences, journaling, images, drawings, objects, that may reinforce and be relevant to 

the research. Moving from personal to universal, to develop a possible methodology 

and refine new definitions for an artistic language. This research culminates with a final 

project that includes the creation and presentation of a dance solo piece named Body 

Lost. 

Keywords 
Ritual; sacred; hierophany; liminality; being lost; butoh; choreography; Burnout Society. 
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1. INTRODUCTION 

ÒWe are all afraid to tell the truth. Truth I want the truth.Ó  

(Emin Tracey,  2019)  

I begin this research report with a quote of the British visual artist Emin Tracey about 

truth, and with the truth, I will take the Þrst step into this work report.  

Maybe because truth, helps me to better engage with my thoughts and actions. It is a 

place where I can feel myself free and provokes me sensation of freedom and lightness.  

Truth can be also revolutionary, and this idea of revolution is also an important word for 

me, truth can undresses, it can be a tool to create shifts, it can leave a healthy discomfort 

or a sensation of vulnerability, it can embrace or help to connect to particular 

singularities and help me to dive on deeper levels. With truth I can become aware and 

awareness can be an insightful tool. These places are places that I try reach and work as 

a tool during artistic processes. 

The sensation of truthfulness it is one of the few places where I feel I can trigger 

something insides me that starts to move immediately and "take offÓ, like several layers 

that move at the same time, body and thought, intuition ßows and I get motivated with 

this moving triggers.  

The Portuguese writer Rui Nunes in one of his interviews shared that, t ruth always begins 

with something very personal (2013). The personal for me, is linked to truth, the auto-

confessional and autobiographical, I use these as research tools where I  connect to my 

truth, experiences and try to be engaged during artistic processes. Working with speciÞc 

particularities of myself or of each dancer, linked to personal stories or emotions and 

giving orientations through certain exercises. The personal is connected with the 

autobiographical. This resumes one of my research methods and artistic tools, the 

autoethnography, either written, narrative or visual. 
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Revolution is to give voice to something that needs to be heard, here I also connect the 

truth and the emotions, to places that needed to be heard. 

Ò I just know that the world needs to be more humane and this is a pending revolution.Ó 

(Saramago, 1995) 

This quote of the Portuguese writer JosŽ Saramago, sums up in my opinion, an urgency, 

honesty and a poetic and realistic sense of no illusion concerning the world and 

humanity, strongly present in all his work. A appealing to the human place of truth and 

humanness, as Saramago said, a more human  world is a pending revolution . 

It seems for me that this pending revolution , is a claim for the hidden humanness to 

reveal itself.  

These places I can review myself as my motivation as an artist, some of my questions, 

aims, why I create and also why I applied to this master. To keep learning, discovering, 

developing, putting into practice the body and reÞne all the questions through each 

process I am involved as a researcher, a choreographer and an artist. 

Through this master I had the opportunity to reßect and organize my artistic material 

without moving away from myself, and become aware that my artistic work is based 

somehow directly or indirectly on my autobiographical material, ethnographic material, 

resonances, afÞnities and personal limitations. I work to transform realities, to dialogue 

with realities, to question, knowing that my micro reality is part of a macro reality, from a 

personal transformed in artistic material to be transformed again into universal material, 

archetypes and universal symbols, meanings. It is a learning in a path of not knowing 

nothing. 

This research it is about afÞnities, afÞnities that have to do with my personal history and 

artistic journey, academic background, made from my choices, experiences, learnings 

and failures I went through along the way.  

Choices are constantly present, originated from constant questions, choices that are 

transversal to personal and professional life, affective, emotional, unconscious, 

conscious, banal, practical, easy and difÞcult experiences. 
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I have start from myself to better understand and reßect about my artistic choices, my 

learning journey on this master and artistic tendencies that already existed before and 

that I have decided to develop, work and discover new tendencies and relations and 

better deÞnitions that I have became aware during this masterÕs journey. 

What were my goals in the beginning and what they have became at the end of the 

master, what aims, triggers, difÞculties but also new doubts.  

What makes me want to continue on searching and researching, creating, what my body 

wants to keep telling and sharing through dance and want I want to keep working on 

and why.  

It is about discoveries and questioning the inner and outer, inside and outside myself. 

As I mentioned this research is based on a personal journey and artistic trajectory.  

Some of my questions is, how to develop a choreographic language and methodology 

that can be a tool for community and individual change? 

My aim on this master is also to give myself the opportunity and the time to experiment, 

make mistakes and develop a choreographic language. Achieve awareness and reÞne  

meanings concerning my artistic world, tendencies, signature and develop artistic 

practices, at the same time enriching movement and dance language, develop as much 

as possible an aesthetic methodology and new tools for creative processes. 

My work has been mostly as a professional dancer, actress, dance and teacher in the 

Þelds of dance, movement and drama. My academic background started on gymnastics, 

then the circus school, after the dance, classical dance and contemporary, where I also 

discovered butoh, that completely changed my awareness and body perception.  

BUTOH 

Until that moment of discovery, I was already working physically and artistically but 

didnÕt know that existed a dance called butoh with a speciÞc practice and methodology. 

I felt an afÞnity and immediately engaged with it and wanted to know more. From there I 

started to study and having classes of Butoh with Yumiko Yoshioka, Christine Chu 
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Shinae, Kan Katsura, Ko Murobushi, Atsushi Takenouchi, Yuko Kawamoto and Francis 

Barbe. 

The body exercises are conjugated with energetic practices and philosophical and 

spiritual approaches, that enables a type of perception and reading the surrounding 

world. This was a shift for me, physically and mentally. Later, I also found Chi Kung, 

where I did a three years course of Therapeutical Chi Kung at the Chinese Medicine 

School in Lisbon. Chi Kung as physical and energetic practice, I use some exercises, for 

my warms ups and as a regular practice of body-mind balance and to protect my body 

from injuries as a dancer. Somehow it is on the following of learning and discover about 

energetic bodies and movement, with the aim of achieving deepness, body knowledge 

and at the same time well being,  where I also can step away from external forms ideas 

and concerns, and nor being so controlled by the rational and the logical thought but by 

an idea of body wisdom, body oracle, body intuition, a deep listening and observation 

of external and internal inputs that guide intuitively the movement and let the body 

speaks by itself without being conditioned by rational judgment or mind control that 

can sometimes limit the body unconscious and its impulses and ÒmessagesÓ.  

BRIEF SUMMARY OF MY PROFESSIONAL PATH IN CHOREOGRAPHY 

My path as choreographer started in 2013, where I created and choreographed my Þrst 

piece, a solo for one male dancer Lost and Found, for a competition in Lisbon, where we 

won the honorable mention award. After this, in 2015 I choreographed a quartet of 

dancers, where I also entered as a dancer, with a live pianist,  Inner Land in Quinta da 

Regaleira, a monument that is part of the Cultural Landscape of Sintra, in the historic 

centre of Sintra, a village that it is classiÞed as a World Heritage by UNESCO. In 2016, I 

transformed  this quartet in a solo, one dancer and a pianist, with the premier also in 

Quinta da Regaleira; in 2017 I choreographed Magner  a female duet with a pianist for 

performing arts street festival. On 2018, White Noise , for two dancers, an opera singer 
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and a pianist. In 2020, The Cave for four dancers, a singer and a live musician of 

electronic music and soundscape and in the same year, Poros, for one dancer and one 

live electronic musician. All these pieces, I also participated as a dancer, except the Þrst 

solo in 2013. I regularly collaborate with other theatre and dance companies, to 

choreograph. 

1.1 IN NEED FOR AWARENESS AND CLARIFICATION 

What experiences, what provocations do I need to unlock, to able to develop new 

choreographic procedures, methods, ways of working so I may gain awareness, quality 

and clariÞcations in every choice and step I make.  

I think I am aware that this research will not end with this master, it is just a Þrst step to  

open a door. 

This journey begins long before this masterÕs degree, this sentence does not add 

anything new for most of us, but for me it is important for the context. 

Our life journey, our path and experiences are continuous and transversal, the ÒnowÓ 

where we are at this moment, is maybe a result of the previous experiences we did 

before. And if we want to keep on looking from where it all begins, perhaps the journey 

starts the moment we were born. Mentioning this issue, is like a kind of anchor of the 

whole context, which in my case, at least, makes a lot of sense to state. 

This master has helped me to better observe, learn, become aware, pose questions to 

myself during artistic processes and at the same time reÞne directions of my research 

and artistic practices.  

Where I would like to arrive? what I am searching? I think it takes time, with a possibility 

that I may never get there.  

But a wish is, may I have opportunities to continue many researches after this master and 

to continue developing my work, share and create artistic projects with others. 
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These two years research, were a long journey, theoretical and practical, inside and 

outside myself, intersected by two yearÕs of a pandemic situation with Covid-19, with 

regular short and long lockdowns.  

It was a fully immersive experience for me, because meanwhile all these events, I was 

trying to dive on my research, where I went trough liminal spaces, sacred moments 

within great transforming rituals, one of them was my pregnancy and being a mother for 

the Þrst time.  

The global moment we were all facing, inßuenced my vision and work, directly and 

indirectly in my research. 

It was a big dive for me and a turning point, from a personal point view, in these two 

years I moved home six times, I become pregnant and a mother for the Þrst time, gave 

birth on the second year of the master, the 26th of May of 2021and had one broke up.  

It was also during this process, that I came into contact with the books of the Korean 

philosopher Byung-Chul Han, The Burnout Society and The Disappearance of Rituals 

(2020). From a social context point of view, I felt everything was collapsing, with the 

pandemic and the successive conÞnements, the daily news and my search for meanings.  

These texts are also part of the research and were triggers for the process of my Þnal 

project, the solo Body Lost. 

During the application procedure, I had to present a prototype or some guidelines ideas 

as a proposal to work during the master. I had an opportunity to reßect about what I 

wanted to work and what was emerging in that period. In this initial process I felt the 

need to question myself and reßect about what inspires me, what I feel attracted for, 

what interests me artistically? 

Looking to my previous works, I tried to Þnd connections between them, related to the 

type of movement or certain themes, I found some similar inputs related to urgency as a 

physical motivational trigger for the movement, and these were also points of 

connection between them.  

Also as a dancer, there are similar triggers I use, for example, the inner motivation or the 

urgency that keeps want to be tuned to my body, the repetitive rhythm of the 
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movement, shapes and dynamics of gestures and the way to achieve certain type of 

physical states related to a psychological or emotional type of energy.  

My motivation was also questioning, why I want to dance, to move and how to 

appropriate myself of the dramaturgy into movement, the material into movement and 

the organization into a choreographic language or an aesthetic methodology? 

For this masterÕs application prototype, I presented a project about death, loss, grief and 

mourning with the idea to explore these different questions, meanings and contexts. 

Based on this purpose, there were the carpideiras (from the Portuguese verb carpir  

means to cry or lament), a tradition  in the north of Portugal, where women go to funerals 

to cry out loudly and express sorrow, through laments. 

How after, during this master, my interest in these themes could lead me to develop a 

new choreographic language or new practices and methods of working.  

One of the Þrst assignments on the Þrst year, was the Mapping method. 

My learning and understanding from the process of Mapping was a very important step.  

I could identify and visualize ideas about my artistic work and bring to a surface of 

awareness the clariÞcations regarding to what I wanted to develop. Organizing artistic 

materials to work with and to make questions that could trigger me to further develop 

my work and provoke the unfolding of new creative processes. At the same time, to give 

myself the opportunity to look to what point am I was as an artist.  

The act of discover feeds the curiosity and vice versa. 

When I started to map my work and searching for afÞnities: words, themes, concepts, 

images, essays, biographies, interviews, I had the opportunity to have an overview of 

some deÞnitions that could be some key elements to my work, interests and materials I 

could further work, develop and engaged with during masterÕs research.  

Some of the words, themes, artists that came up initially: 

Contemplation, death, mourning, rituals, masks, insight, intuition, control, uncontrolled, 

escaping, strangeness, unfamiliar, boundaries, revelation, healing, manifesto, dreams, 

being lost, invisible, unconscious, meanings, Butoh, Bill Viola, Louise Bourgeois, Romeo 
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Castellucci, Peter Brook, Antonin Artaud, Anna Halprin, Tao Dance Theatre, Wim 

Wenders, among others. 

Each phase, was an opportunity to clarify and reÞne, re-select and Þnding new relations. 

It was a process of unfolding and reßecting about my artistic work. One step at a time 

and zoom in to the bare essentials. 

1.2. The beginning: organizing the chaos  

In the Þrst year of this master, I felt like I was in the middle of chaos, a feeling of being in 

a house, where all the furniture drawers had been opened and emptied and everything 

that was inside them, had been scattered through the space. Inside these drawers 

everything was already mixed but now everything was scattered and out of place 

outside.  

This is what I felt when I became aware of my artistic work and the place I was at that 

time.  

Too many words, images, ideas, inspirations, projections I had about my work.  

It was process of awareness, clariÞcation and let go, reÞne and re-reÞne again and again. 

What was triggering? What is moving my artistic practice?  

From the Þrst phase I was able to resume three main words that I could get triggered  

with, Death as a process, metaphorical, a zone where the human being is forced to 

break, break cycles, routines, or to leave something behind, to let go of something heÕs 

attached. Death has a process of detachment, as a ritualistic process, as rite of passage, 

as a liminal space and transitory zone, also connected to the sacred, to the mourn, 

silence, unknown and the two lines of visible and invisible. 

Death as a symbol and a reminder that nothing is under control or in a Þxed point 

forever. 

In this condition of irreversibility, of can not go back, at the same time, an immensity of 

possibilities that can soften this fact and events happen everyday, in a sense that we can 
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live and repeat emotions, keep visiting same places, have the same encounters, repeat 

rituals, repeat ceremonies, we also have our memory we can access.  

At the same time everything is circular, cyclic, seasons, days of the week, birthdays, 

celebrations, the planets, day and night, from micro to macro events, from personal to 

universal, from bodies to nature, from life to death, from death to life.  

The theme of death, as a metaphor for processes, is also linked with two other words, 

contemplation and healing. 

Contemplation for me, activate a state of awareness, where there is non judgment, you 

observe and feel with all senses. Contemplation is sensorial and spiritual. 

The word Healing, I connect, with the idea of healing on an emotional level. The 

emotional is linked and represented by the social and collective side of the various 

dynamics and layers of society, where one can try to deal, identify and understand 

emotions, such as sadness, joy, surprise, anger, fear, among other emotions more 

complex. Healing as a mechanism that can unleash these processes, through 

discovering and working with your own emotions, by facing them, afÞrming, stating, 

sublimating them, always in terms of artistic contexts and their practices, it can be a step 

to start an healing process, individually or in group, community, society, micro and 

macro. Healing as a medicine syrup for the emotional body of an individual or the 

collective community.  I relate this idea with the Systemic Thinking (Bertalanffy, 1930) 

theory: from the particular to the whole, from personal to universal, where Òbiologists 

began studying communities of organisms.Ó  (GOMES, Lauren Beltr‹o et al., 2014)  

ÒThe focus was placed on studying the relationships that link organisms together. The 

understanding of living systems as networks offers a new perspective on the so-called hierarchies 

of nature. In this sense, according to Capra (2006), there is no hierarchy in nature, but rather, 

networks that form within other networks.Ó (GOMES, Lauren Beltr‹o et al., 2014) 

Later, this theory gained strength in the Þelds of psychology: 
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ÒBoth as a theoretical foundation for research and for clinical intervention with individuals, 

families, and social groups.Ó (GOMES, Lauren Beltr‹o et al., 2014) 

I tried to work on these three words, from an artistic perspective, by questioning  myself 

on to how Þnd new meanings, approaches and transform these ideas into body 

movement, to be able to work on  a choreographic language, or dramaturgically or 

through my artistic practices. These were some of my initial inputs. 

ÒAs we tap into the deep sources of bodily wisdom through creative art expression, we dance the 

renewal, recreation and healing of ourselves and our world.Ó (Anna Halprin, 2000) 

The Þrst year in this master, was about questioning myself, who am I as a choreographer, 

and what is about my work? How can I develop and deÞne my work? Does my work 

have speciÞc characteristics that I can identify and name them?  

So I went on this journey of searching, connecting and reßecting. As I mentioned, I 

searched for words, concepts, images, themes. I mapped all these Þndings and tried to 

create dialogues between them. 

From the theme of death, mourning and grief, the research developed to liminality, then 

to hierophany and Þnally to to sacred and ritual. 

The themes of the sacred and ritual, were the chosen themes and my learning process, 

they also embrace and intertwine the the Þrst concepts of the research. 

More questions came after: 

 What is sacred? What is ritual? 

What places does the sacred and the ritual occupy in our lives? Where can we Þnd and 

identify them? 

Beyond the concepts and the scientiÞc meanings of sacred and ritual, there is also the 

empirical position, which is linked to personal experience. 

To meet and bring all these meanings together, I worked in an artistic context, exploring 

dance movements, searching for new meanings, new methods, relations, or an 

inspirational trigger to create a body impulse that can be generator of a shift perception, 
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a dramaturgic thread, a scenographic atmosphere. 

My Þnal project was the result of all this research, a solo named Body Lost. 

During these two years masterÕs research, I could become aware that the elements of 

the sacred and rituals resonate with my work, and consequently have helped me to 

better understand and deÞne the Þelds of my research, what I want to continue to 

explore more and characteristics of my artistic work and perhaps further continue to 

develop and experiment. 

ÒI need to find and create rituals, new rituals to practice on my everyday. I need the 

dimension of sacred in my life to create references and a meaningful life, but I canÕt find it 

easily, sometimes it is difficult. Each day it seems that I get more and more far away from 

these dimensions. I search and wait. Sometimes seems to reveal itself for a few seconds 

and then disappear. Why is it so hard to find these days?Ó  (Clara Marchana, 2021) 

 

With the aim of opening up these topics, I decided to continue questioning, what is 

sacred and what is ritual, and see where these questions could lead me, searching new 

answers, directions, in the two waters.  

From my perspective the dimensions of sacred and ritual can add meaning to life to an 

individual, but maybe also to society, and it can help to cultivate self-awareness, develop 

empathy, balance and sensitivity.  

The times we are facing are disorderly and disorienting times (RenŽ ten Bos 2022, p.04) 

and can give a feeling of being lost.  As an artist what interests me is to explore what 

these states reßect and provoke in the body. 

How does the body behave when it feels lost or disoriented internally in an unknown or 

defragmented outer space that loses its references and standardized codes?  

While the physical body exhausted searches answers through the choreographic 

movement and tried to resolve the maze equation.  

ÒThe problems of the Anthropocene have grown far too large. In fact, nobody can be held 

accountable anymore.Ó (RenŽ ten Bos 2022) 
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The Korean philosopher Byung-Chul Han in his book The Burnout Society, shared a 

vision about our contemporary world and society. He refers that our society cultivates 

increasingly the annulment of the personal and individual identities, what is particular 

and unique in each individual in favor of globalization, progress and non-differentiation, 

whether in the context of a country or a people, where everyone is a symbol of 

production, running to be the happiest and most active in life. And all of this goes 

through a validation on the social networks. A society that lacks a sense and in a 

constant having to prove to the outside that it is on balance, when in fact, many are 

broken inside and in their intimacy are wearing out and collapsing.  

ÒI just wanted to point out that human culture is becoming more and more de-ritualized, that the 

conversion of production and yield to absolute values is killing rituals.Ó (Byung-Chul Han, 2020) 

The hypnotizing screens and the events in the world, wars, civil conßicts, pandemics, 

catastrophes, environmental disasters and world warming, all run over us and many of 

us without real awareness of this impact on us, others are forcing themselves into 

oblivion. This is creating disorders in individuals from depression, burnout or anxiety.  

ÒOur competitive, service-oriented societies are taking a toll on the late-modern individual. Rather 

than improving life, multitasking, "user-friendly" technology, and the culture of convenience are 

producing disorders that range from depression to attention deficit disorder to borderline 

personality disorder.Ó (Byung-Chul Han, 2015)  
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2. THE NATURE OF MY CREATIVE PROCESSES 

ÒThe body is a tissue architecture, genetically programmed, finite, in permanent construction and 

deconstruction, pulsating according to affections, like everything inside a tube, with its chambers 

and valves, always in search of more life, inflating, deflating, thickening or stiffening according to 

its degree of tolerance to the rhythms of excitement generated by experiences of love or 

disappointment, fear or aggression, agony or pleasure.Ó  

(Regina Favre, 1991) 

Art for me is also medicine, where I feel I am searching to Þnd a kind of healing, related 

with the invisible inside me, path decisions, questions, dilemmas, worries from the daily 

life, complex reality, perceptions from the inner and outer myself. To unravel realities to 

be able to deal with and better understand them. 

The artist is the one that dives deeper and swim in these layers to bring to the surface 

different meanings, perspectives or to collect something that wants to emerge. 

Emotions  

Maybe because of my academic background on butoh and theatre, I give particular 

importance to emotions during my artistic processes and experimentations on 

choreographic movement. Perhaps behind this, it is also linked to a personal 

background, writing journals since the pre-adolescence and discovering that through 

my writings I could better understand myself by exposing emotional processes, 

anxieties on paper. 

Maybe is a physical need of wanting to understand and transform my doubts and 

concerns. The emotions are a vehicle for processing and transforming worries, doubts, 

questions, manifestos and this process for me must be physical, from pushing and 

orienting my body to insights and moments of awareness.  

My body is a vehicle for insights, asking questions and getting answers and the 

emotions are a sort of network that I need to follow through an unknowing path, 

searching for answers or an healing or releasing of something. 
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For me the body, since I remember, is like the mouth on babies and their oral-phase, 

where they need to discover the world through the mouth, everything goes on mouth, 

so that they, can get to know and get in touch with the world around them. For me, my 

body has this signiÞcance. I am in a continuous Òbody-phaseÓ where I need to 

understand the world through my body (as a mouth) and its emotions.  

Emotions are like the primary source of language, expression of the body, the Þrst 

connections, synapses, algorithm between unconscious and conscious impulses, mind 

and body circuit.  

ÒThe importance of emotions to the artÕs process and how does it contribute to knowledge.Ó

(Apar’cio, 2008) 

Through this journey-research  I became aware of these discoveries and relations. 

ÒThe skin is a visible organ of communication and perception. It is the largest organ of perception 

at birth, becoming the medium for physical contact and for the transmission of physical sensations 

and emotions.Ó (MŸller, 2001) 

The nature of my creative processes, is the emotions allied to intuition that I explore to 

try to transform into movement, physical dialogues and choreography.  

Emotions are the ground, where I feel I can enable artistic processes to happen and to 

be explored. While I deepen these relations, I gain also insights through the process. 

The idea that the body always Þnd ways to express inner emotions outwardly is related 

with concepts of Mind-Body Connection, where the body and inner emotions or 

feelings Òare a bodily experienceÓ. (Fletcher, 2021). 

 The mind here is related with mental states such as thoughts, emotions, beliefs, 

attitudes, and images. This connection between mental states and inner emotions was 

the connection I tried to work in the movement language and choreographically in my 

Þnal project Body Lost.  
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This was one of my discoveries on this master and that I would like to continue 

developing 

Mental states can also be explored as extensions of these internal places and be 

transferred to scenographic spaces, atmospheres ou visual dramaturgy. 

The body creates, expresses and speaks through forms. Internal states (mind) speaks  

through body external movements. 

Emotions hide many forces and impulses, conscious or unconscious, have so many 

ÒkeysÓ to work with. Emotions and body have memories. Emotions are ambivalent, at the 

same time, they have all the potential inside but can also be dangerous.  

They are like the works of the ambiguous spiders named Maman from Louise Bourgeois, 

they can protect but also can frighten and destroy.  Emotions can contain life and death 

inside at the same time. Emotions are universal, like dance. Through dance and 

movement, we can work the awareness about emotions.  

ÒOur skin receives not only the signals that come to us from the environment (heat, cold, etc.), 

transmitting them to the nervous system centers, but also picks up signals from our internal world 

(emotions).Ó (MŸller, 2022) 

Butoh  

Also one of the discoveries and insights I had in this process, was to become aware that 

my work nature that it is linked with my studies and background with Butoh are more  

present in my artistic practices than I thought. I was using in my work the same principles 

of Butoh, philosophy and inputs of movement, qualities, dynamics, visualization of 

imagery, orientations. Even if the result on the piece, visually in the presentation is not a 

butoh piece, but the principles are there, inside and behind the work, used as a tools 

and methodology and motivation triggers.  

Where I review myself and my work on Butoh?  
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Where one of the principles is that we can search for our own butoh body, our own 

body voice, our own roots; it is also a practice of capturing images, capturing messages 

from the subconscious and dreams. (Thormann 2017)  

Butoh reßects the search for this lost identity, this idea of a defeated and occupied 

nation (Japan) and the radical transformations in culture and in its society values. (I 

resonate with the idea of lost identity, defeated and occupied being or humanity). 

It also reßects the union of the human being with nature. The awakening of the inner 

and unknown powers of body, the sublimation of the body and emotions, the transitions 

of the body and its several states, from life to death.  

The idea that acting is not part of butoh, you donÕt need to represent something but to 

breath moment, to live the body moment, to contemplate or explode what is emerging. 

You need to cultivate and practice the Òhighly sensitive stateÓ (Thormann 2017), during 

the dance to capture the Ònot actingÓ frequency, it is almost a meditative state, you are 

open but without attachment. 

If your body needs to represent or act, it must be from an unrealistic form, exaggerated, 

expressionist or grotesque. To capture the images that comes from inside, donÕt create 

resistance but allow the difÞculties, the conßict to emerge, allow most difÞcult images to 

emerge, even if you donÕt understand them, because they can hide and bring new 

possibilities, new transformations, new perspectives, and it is through the practice of 

butoh that the body reveals itself and that the being can evolve. 

Intuition 

Intuition I connect with the idea and deÞnition of Òsuperior intuitionÓ (Bergson 1972, p. 

361), that for the author, in the Þelds of sciences and arts and he deÞnes as a: 

ÒSubtle presentiment of the true and the false, which has been able to discover among things, 

long before rigorous proof or decisive experience, secret incompatibilities or unsuspected 

affinities." (Bergson 1972 , p.361)  

COMMA Master Choreography 
Research Reporting 
2020-2021 | Clara Marchana 22



For some reason that I have not yet discovered, I have naturally developed an ability to 

answer many questions in my life through intuition.  

For this reason and as an artist the intuition is also a tool for me during creative 

processes. Sometimes I feel an impulse and urgency to explore certain moods and 

movements or speciÞc atmospheres, which at the moment I don't understand why and 

their relation with the material  I am working.  

Only further during the process, these ÒplacesÓ start to make sense and everything 

slowly seems to Þt together. Exactly the same feeling when you look at an unmade 

puzzle that at some moment the pieces appear and start to Þt together and you begin to 

see a part of the puzzle image completing. 

It seems to me, that the more I become aware of my intuitive choices, the more I can 

develop my knowledge, the more I deepen my work, the more I can take the intuition 

further.  

Working with rational structures it is not natural, but if I insist and work with these, that  

ÒunnaturalÓ part, it allows me, eventually, to gain consistency in my work, at the same 

time, I end up developing more the work with intuition and body intuition.  

Manifestos  

Manifestos help me to bring out loud a personal confession or an urgency that needs to 

be said, putted out. Give the voice and the strength to something that is hidden  and 

needs to be manifested. 

It gives the courage to action, to act. 

ItÕs a statement that I know I have right to read out loud. It is a marking position, it is 

liberating. 

There is also something in manifesto that I like it is the way that is written. Its grammatical 

structure, short and direct in its communication. 

  

ÒTo be broken is to be open. 

To expose oneself to authenticity, honestly, fragility, showing and speaking whatÕs hurting 

you, whatÕs touching, telling the truth. Telling the true is a way of transcendence,  
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transcending the fear of truth. When you follow yourself by manifesting what needs to be 

manifested, you create an act of sacred. You transcend yourself when you go beyond 

reality patterns and limiting beliefs and fears.  

You show yourself as you really are. You allow yourself to be seen. You get out from the 

patterns of modern life.  

In nowadays, telling the truth, expose yourself, ItÕs an act of courage and transcendence. 

Fragility is sacred."  (Clara Marchana, 2021) 

2.1 Saints and prayers from the street: a diary 

ÒThe sacred, that is, the unknown depth, the core, what is most unconscious and original in the 

human being. The divine is the expression that contains all the possible metamorphoses of the 

unknown which Man has always sensed - between what is his own and what is alien, between the 

absolute and the irremissibly relative, between the innermost and, at the same time, the 

insurmountably distant. 

(Maillard, 2012, p.204) 

Since a very young I was fascinated to religiousness. My parents are not practicing 

Catholics, but I was baptized when I was six months. Catholicism it is still the main 

religion in Portugal. As a religious legacy probably inßuenced the general Portuguese 

behavior, moral conduct and culturally. I felt curious about processions, churches, 

ceremonies, rituals, prayers, paintings or devotional sculptures with the representation 

of saints, sometimes with a heart in their hands burning (representation Þre) or bleeding. 

The continuous bleeding of saints and its unconditional bleeding of love. Their stories 

are often associated to the transcendence of the ordinary world. The believers that 

gather, based on their faith and belief, the space to the phenomenon to happen, a 

connection that is beyond the visible and the logical.  

I write diaries since I was young and I had a phase where I collected Þgures of saints and 

prayers on my diaries, in that time I was constantly Þnding those lost images in the 

street. I didnÕt question myself, why I was collecting that images, I simply liked it and felt 
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the impulse. I didnÕt question about Catholicism, it was not important the facts in that 

time. Was just a coincidence, a curiosity, an intuitive need. 

Was more a curiosity how the saints were represented, the heart in their hands, the 

bleeding, the expression on their faces. From Catholicism, years later, I got interested to 

other religions, Buddhism, Taoism,  Judaism, Zen Buddhism, Anthroposophy. 

I got interested in how the intangible could affect the human body and behavior. 

Archeology of Þndings  

I like to discover. 

The Þrst profession I wanted to be was an archeologist. The act of digging and 

discovering the old, treasures, discovering something that was lost. In my childhood was 

a little lost in my identity, I grow up looking for directions. Trying to rescue and discover 

the puzzled identity. 

Maybe, the interest for collecting Þndings comes from there,  documenting objects, 

images, excerpts of texts, poems, journaling.  

Collecting Þndings it is not only during the walks and collect objects, this ÒarcheologyÓ is 

also connected the themes I work, where I feel the society tends to hide or bury, 

speaking about death, mourn, the strangeness, Ònegative emotionsÓ like sadness or fear, 

being lost, failures, insecurity, contrariness, inconvenience, ruptures and contradictions. 

2.2 I am a spiritual child, questioning my presence in the world 

A part of my childhood was difÞcult due to domestic violence in my family and Þnancial 

instabilities. From this fact I built my relationship and perception of reality and the world. 

Fortunately and to balance all this, every year during the school summer vacation, I went 

to the countryside in Alentejo, to the house of my grandfather and aunts, with a lot of 

animals, where I took many walks in the country side, climb and eat fruits from trees, 

laughters and whispers of nature, ßowers, storytelling, books with stories and fables, the 

imaginary and the imagination, stories of spirits and ghosts, creatures from the the 

invisible, but when I returned to my home city, I was again in a conßict zone of my 
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parents and wanted to scape from that confusing reality of discussions that I didnÕt 

understood.  

It was in these two realities, that I felt the need to escape and discover the imaginary of 

stories, the secret places, the invisible, angels and protection, the religion, that somehow 

I felt nourished with a kind of hugs and answers, with new perspectives, possibilities, 

new directions, that fulÞll the need of escaping or trying to calm the feelings and reality 

inside and outside myself.  

And that is how the curiosity for this metaphysical and religious places grew, based on 

identiÞcation and projection of a personal reality I was living, observing, witnessing, 

felting and experiencing, maybe for this reason I was a spiritual child. 

Few years after I started to write diaries, I experimented prayers, I collected prayers and 

saints, each day I felt more curious to know more about, world religions, perhaps I was 

looking for something that could help me to detach from pain or trauma and soften 

memories and a reality in which I grew and have created a certain impact and 

conditioned my being. 

2.3 Questions that I donÕt need to answer 

Questions, for me, are more important than answers. The questions are triggers to 

move, to search and to create.  

The processes are more important than the answers. Because during these, I can be 

open to other unexpected perspectives and other answers that I haven't even asked 

questions about it. 

It is the process, the journey that will help me work on the quality of my questions and 

Þnd greater depth in the answers. It is the not knowing feeling in the unknown path that 

keeps me interested in searching. 

The questions that make me move, for now, are: 

What is the meaning of sacred in the contemporary world? 

Is there, in human beings, a need for sacredness?  
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What is a sacred body? 

Are rituals, rites or manifestations of the sacred important nowadays, regardless religion 

or spiritual beliefs, that each one of us practice or not? 

Can I identify sacred moments in these times?   

What moments I would identify as sacred? 

What is a ritual? 

What places the sacred and the ritual occupy in our lives?  

Is sacred neglected from our daily life. Are we getting far from sacred?  

If I donÕt Þnd the sacred? 

Through this trajectory of questioning and searching, I would like to reßect and 

intertwine concepts of sacred, ritual, liminality, hierophany and transcendence.  

In my perspective these concepts seems to be related and can be in continuous 

dialogue. 

If hierophany operates in the mind of each human being and their individual reality, I 

would like to question also, what is reality? 

Hierophany is proposed by the visual artist Stoleriu, as one of the main driving forces to 

perceive and know the sacred.  

ÒHierophany is the main modality of knowing the sacred and the essence of his vision is 

represented by homo religious.Ó (Stoleriu 2013. p.37)  

In what ways can reality build a connection to perception and transcendence? 

What is transcendence and in what ways transcendence can be linked with the sacred? 

For the question above, during the process of the research I found this interesting 

deÞnition from Adrian Stoleriu (2010, p.72): 

ÒDefining the concept of the sacred as the primordial element of the existence that spiritually and 

practically guides humankind and relates it to the entire creation is as easy as complex and 

difficult.Ó  
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Is there a speciÞc emotional-bodily state, that we need to have to be able to feel the 

sacred, the hierophany or to transcend our own reality? 

Is there a need in human beings to transcend themselves?  

Questioning keeps me in the process of searching and through this, maybe some 

answers or new questions will arrive. 

3. CONTEXT: SACRED AND PROFANE  

ÒThis moment of Hierophany, of creation, of revelation of the sacred, allows and implies an 

overabundance of reality, an irruption of the sacred in our world, the profane world.Ó  

(Eliade, 1957, p.47) 

I wanted to work with ideas, sensations, different meanings and approaches that the 

word Death can be related. Ceremonies and rituals can be related with death, in the 

sense of letting go something, releasing, transmutation or the healing.  The act of 

mourning also can be linked with the letting go and the acceptance of something that 

ends. Death can be seen as a metaphor, a Ògroan zoneÓ of transmutation, transitory, a 

liminal zone.  

The mourning, which may be related to stages of life linked to the closing of cycles, 

these situations can bring the emotions into a more inner and personal perspective, to 

zones that can be, despite difÞcult can be ÒfertileÓ, push something inside to open, 

where, at some point, it will ÒforceÓ something to release. 

The unknown and the fear can force or facilitate the open, the let go, in order to create 

space to something. Deep human processes can be also rituals of life stages associated 

to new cycles of rebirth and renewal. This happens again and again in different periods 

of life. 
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The term hierophany, means manifestation of the sacred, is an anthropological term 

used by the religious historian Mircea Eliade in his book The Sacred and the Profane 

(1957). 

The choice of this topic is due to the intention of deepening my view on the subject of 

ÒdeathÓ and mourning and the types of processes that it can provide or involve.  

In transitional zones associated with death and mourning, experiences tend to be 

ritualized and connected to a religious or spiritual purpose, and for that reason, 

transformed in a sacred moment. I became aware that perhaps Hierophany, could 

become the realm that could support and combine interests of my research, such as the 

themes of death, mourning and sacred. 

Working with the sacred why? Because I always need to come back to myself when I am 

feeling lost and through this process of returning to my body-home, my body that can 

be sometimes a sacred territory, where can I feel a sense of protection, clarity, silence, 

union and uniÞcation. 

I wanted to learn how to embody the sacred, to activate my perception, my awareness, 

senses, intuition, my alignment. 

To explain this choice about sacred, it is important to return to Hierophany, that from 

Greek it means Òappearance or revelation of the sacredÓ (hier—s as sacred or holly signÓ, 

pha’n !  as appear). The term was used and developed by Mircea Eliade in the his book, 

The Sacred and the Profane: The nature of Religion (1959). According to Eliade, the 

space is not homogenous, it has breaks and interruptions. And in this space, there is the 

sacred space, that is consistent, signiÞcant and structured, where the human being, can 

Þnd meanings and signiÞcance. In opposition, there the space without consistency and 

that is the profane space.  

The sacred space can create sacred experiences, where it can be revealed ou raised 

levels of awareness, insights, openness, where one can reßect about life. 

Sacred brings me closer to life and myself. In each process, personal ou artistic, I try to 

begin from my inner. 
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I question myself and work with my experiences and perceptions. I collect personal 

materials, journaling notes, drawings, messages, Þndings, sentences, thoughts, insights, 

dreams. 

Through autoethnography method and the gathered material, I try to listen to what is 

urging, what needs to be said, which directions to take, what makes sense to me to work 

at that moment, in that present. Things start slowly to manifest. 

If I could draw a timeline with the central themes or concepts that I found in my research 

until arrived to the Sacred (and Ritual): 

 

Death  Hierophany  Visual Dramaturgy  Liminality  

 

Transcendence  Sacred and Ritual  

In the book Man and the Divine (Maria Zambrano, 1955), brought me a new perspective 

about sacred, she explains and give an example of, the action of writing, that Òif the 

nature of a human action is too much human, we can not name it sacredÓ (Zambrano, 

1955, p.11), we can call it a transcendent action, but at the same time transcendence can 

be directly connected to sacred and happens when there is no project, no waiting, no 

purpose, no desire or no ambition to transcend. Transcendence happens as an 

unexpected moment offered to a human being. 

3.1 The sacred of our times (The death of rituals) 

ÒToday we use things very differently. We exhaust them, consume them and destroy them. In 

rituals we treat them in a totally different way, with care, as if they were friends. Ritualized things 

can also create community.  

Rituals have a repetition factor, but it is a lively and life-giving repetition. It has nothing to do with 

bureaucratic-automatic repetition.Ó  

(Byung-Chul Han, 2020) 
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I believe that the dimensions of the sacred and ritual can add greater meaning to our 

lives, cultivate self-awareness and sensitize us. 

The need and urgency to experience the connection and sense the unity in myself, 

through experiencing a world that I feel is collapsing and breaking into pieces. A world 

disperse in significance, references and meaning. 

The pandemic situation seems that also accelerated this process and expanded problems 

that already existed.  

3.2 Sacred has to do withÉkey elements  

Some terminologies of my research have changed in the process, to allow myself to Þnd 

better deÞnitions to my artistic tendencies, to help me develop clear directions. 

Some key elements I have worked and tried to answer:  

¥ Rituals: Borrowing, collecting and studying movement from religious practices  

facilitate the experimentation into the practice. I like to borrow and collect movements 

based on religious practices, to appropriate myself and try to translate these rituals in 

my own form and bring them to a contemporary scenario and daily reality. Recreating 

new contemporary rituals.  

This was included on my Þnal project, either in the movement or in some scenographic 

and dramaturgical elements. 

Religious practices I have collected for the Þnal project: 

 

- CandomblŽ: African diaspora religion that was developed in Brazil during the 19th  

century, through a process of syncretism between a traditional African religion and the - 

Roman Catholicism, Christianity. 

- Umbanda: Afro-Brazilian syncretic religion developed in the late 19th century, blends  

Roman Catholicism, Spiritism and Indigenous American beliefs. 

- Voodoo: Afro-American religion. West African animist and spiritist religion, which  
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means that all aspects of the natural have a spiritual identity immune to physical death. 

Beliefs in personÕs spirit surviving the death of the physical body.  

¥ Strangeness: what interests me in strangeness, is the unexpected,  

the unknown, unfamiliar, inexplicable, incongruous, singular, irregular, the curious and 

the surreal as characteristics. Different layers, from a scenographic space, visual 

dramaturgy, music collages, the costumes, the body manifesting strange movements or 

physical states. Maybe the result can be compared to the uncanny, an art concept 

associated to Sigmund Freud and his essay The Uncanny, in which he describes as a 

strange and anxious feeling sometimes created by familiar objects in unfamiliar contexts , 

(tate.org). 

¥  Fragility: fragility is sacred, to be broken is to be open. 

To expose oneself, to be seen by others, showing whatÕs hurting. One has to be brave to 

show how he really is. Telling the truth, itÕs an act of courage and activate the sacred 

within you.  

¥  Manifestos: Communication with sacred world - confessions, personal needs, wishes, 

manifestos, statements. 

¥  Visual Dramaturgy: space and time corresponding to profane and sacred world - 

scenography and dramaturgy. 

Elements I explored on Þnal project: the straw (element used also in religious rituals 

practices, mood-boards of speciÞc movies (space scenography) and photos 

(photojournalism), to inspire in how to create contrasts and dialogues between events of 

daily reality and sacred spaces or rituals. 

¥  Journaling: selecting sentences to work during rehearsals or just to share as triggers. 

3.3 Transcendence, hierophany and liminal spaces 

Death (mourn, grief, loss)   

The model and theory of the Þve stages of grief (1969) of, the psychiatrist and pioneer 

of the near-death studies, Elisabeth KŸbler-Ross, in her book  On Death and Dying, 

where she postulates, that those who experience grieving process, go through Þve 
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stages of emotions, denial, anger, bargaining, depression and acceptance. Even if this 

model has not been very well accepted, due to the lack of empirical evidence and for 

that is considered inaccurate. KŸbler-Ross later observed that this stages does not have 

a linear progression and do not follow the same order described and the theory served 

more as a reßection on how people deal with death.  

This type of stages linked to human emotional processes made me connect with the 

processes and steps of rituals or rites of passage, which Victor Turner also refers in his 

book The Ritual Process: Structure and Anti-Structure (1969). Also linked with liminality 

and hierophany, that can be internal processes or a step to trigger and start a process.  

Processes are part of human beings and are inevitable and important for awareness 

raising and can act as agents of individual and community change. The process of death 

and grief it is important for me because it seems to me the strongest which we can not 

scape, and it is universal, where we all have to deal, with the let go of something, to 

loose, to fail, to fall. 

Death has a meaning for processes, that can be internal or external that can be explored 

in the methodology process, improvisations, the lighting, the scenography, dramaturgy, 

physical or choreographic sequences, by visual metaphors, but the process it can be 

transversal to all what mention above. 

A process that is linked to the phases of a ritual or the phases of mourn in psychology or 

psychoanalysis , the three stages phases of a ritual. 

Hierophany 

According to Mircea Eliade (1957), the term hierophany is deÞned as the moment of 

revelation in which the sacred manifests. He refers to this moment as a moment of 

rupture, a breakdown, or an interruption of time. This manifestation can provoke a shift 

of perception in time and space, where the everyday object or references, immediately 

shifts through this breaking point where daily reality instantly change. 

ÒReligion starts when there is total revelation of reality.Ó (Mircea Eliade, 1957) 
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The term hierophany is also used to describe Òa point of opening, or communion, 

between the realm of the sacred and that of the earthly, mortal, or profane.Ó (Meyers 

2015, p.5). This quotation is from the visual artist Adrienne Elyse Meyers, in her Senior 

Honors Thesis and book, Hierophany: The Sacred Breaking Point (2015), where she 

guides us through her research and personal story, relating the attraction she felt since 

was young, to the strange and spiritual, that was constantly presented in her dreams and 

visions, and how later she related these matters to her artist path as a visual artist and to 

also understanding visual phenomena. I can identify some points in common with 

Meyers, in terms of the spiritual attraction she felt when younger, her approach to the 

research and her perspectives regarding the themes. 

Liminality   

The concept of liminality was introduced by the anthropologist Arnold van Gennep and 

further developed by Victor Turner. 

This concept is related to rituals and its transitory zones, a time corresponding to a 

ÒthresholdÓ zone, where one is leaving a previous phase and entering in another and 

new phase. In this middle zone between zones or states, at the end of something and in 

the beginning of another, there is no deÞnition still,  it is ambiguous, there is 

disorientation, a loss of status, hierarchy, social labels and an absence of references.  

I associate the liminal zone with the physical and emotional state of being lost or 

disoriented and the dramaturgy of scenographic spaces and places that I like to work 

with. 

The shifts moments, the crisis, liminal zones are hiatus that corresponds to a fertile void 

(Perls 1947), where something ceases and new meanings begins. Eliade, mentioned in 

his book Myths, Dreams and Mysteries (1957), the idea that every existential crisis can 

put the human being questioning himself about his presence in the world and also the 

reality of the world which he participates, and for that ÒcrisisÓ is in a certain way religious, 

where the human being and the sacred meet. 

I tried to work and create a liminal zone in the scenographic space of my Þnal project 

Body Lost and also in the choreographic movement throughout the piece. 
COMMA Master Choreography 
Research Reporting 
2020-2021 | Clara Marchana 34



At the level of movement exploration and choreographic development zones that I 

wanted to explore in the Þnal project and want to continue to explore are associated 

with these liminal, physical, spatial and internal (emotional and psychological) places. 

Victor Turner, in his book, The Ritual Process: Structure and Anti-Structure (1969), refers 

to the studies of Arnold Van Gennep (1909) in his book The Rites of Passage, where he 

demonstrated that Òall rites of passage or  transigi— are characterized by three phases: 

separation, margin (or limen , meaning threshold  in Latin) and aggregation.Ó (Turner 

1974, p.116)  

This three phases of passage, Turner has deÞned them as, preliminal , liminal  and 

postliminal.   

Also on my Þnal project, Body Lost, I divided the piece in Þve sections, as an idea of 

stages, the stages of grief or as a ritual process.  

ÒThree main stages of preparation each leading to an initiatory step.Ó  

(Emily Pierini 2016, p.5) 

Pain escape  

This expression, I relate it to the liminal zone, where I associate the ÒescapingÓ to our 

society and its individuals, that are running away from pain. It is a pain escape, where 

they tend to ßee from the liminal zones corresponding to the internal processes of the 

stages of life, that implies sometimes self confrontation or moments of rupture, of 

mourning, of letting go. 

Form me art is not natural is supernatural, art is already an act of transcendence and 

transpersonal. I see dance and its space of sharing as sacred places, ritualistic spaces for 

the body, for redemption, where one can cross liminal zones, embrace shadows, failures, 

ridiculous, sorrows, grief, embrace imperfections and ßaws in order to redeem oneself, 

sublimate, become aware or reconcile. 
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4. TOOLS FOR EMBODYING THE SACRED IN ARTISTIC BODY PRACTICES  

I discovered that working in sections or layers can result in a process near to collage art  

and this can lead to hybrid, to unfamiliar dialogues between things that normally are not 

mixed with each other.  

I work with layers that during the creative processes and rehearsals: documenting 

(photographing, video, collecting images or objects, writings, journaling), mapping, 

walks, movement improvisations, conversations, deep observation and deep listening, 

collecting imagery linked with sacred and rituals, readings, feed myself with essays of 

philosophers, scientists, poets, biographies and interviews, all of them help me to create 

insights and revelations about the world and the current reality and solutions for 

rehearsals or artistic processes. 

The walks and relation with nature are important to my process. I use the walks to 

activate awareness, to a deep observation and create insights. 

The act of contemplation and walking in nature, gives me back a feeling of unity, of 

identity and meaning.  

Each one of us has a personal experience and opinion connected to the meanings of 

sacred and ritual. I wanted to meet and bring these different meanings to my work, to 

gain new perspectives about it or just create inspirational triggers, impulses that could 

generate different observations and insights.. 

During rehearsals of Body Lost I wanted to collect evidences about sacred and rituals, 

on different people and backgrounds, so I create an inquiry, based on three questions:  

¥ What is the sacred for you? 

¥ What is a ritual for you? 

¥ Do you have an example to share of a personal ritual, you need everyday or you  

use it as a rescuer, an sos (an object, song, prayer, belief, etc? (I gave totally freedom to 

answer, video, dancing, writing, audio, etc.). 
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4.1 Images and metaphors 

Everything in the piece is a metaphor that seeks to characterize and reinforce the 

character's internal process, thoughts and emotions in her relation with the outside 

world and society.  

The German philosopher Peter Sloterdijk, in one of his interviews for EL PAIS on 2020,  

talked about the importance of the thought attached the act of remember, attached to 

the forgotten divine essence, and the importance of images and metaphors: 

ÒTodayÕs life does not invite thinking. Modern philosophy has more or less abandoned the depth 

metaphor. We prefer to say that everything is on the surface, and if there is depth, it must be 

raised to the surface as if it were superficial. Otherwise, you become a mystagogue, an initiator in 

sacred mysteries.Ó (Sloterdijk 2020) 

SuperÞciality imposes itself on depth. He refers to the act of thinking and relate it to the 

ancient Greece, where there were two greek philosophers that had different 

approaches, Democritus that was always laughing, and Heraclitus, that was always 

crying, they were also represented in sculptures with these characteristic. For Plato, from 

a different tradition, said that thinking is the highest pleasure. This was related to the 

essence of thought, that is linked with the act to remember. Remember the fact that 

once we were very closed to divine essence, and the only thing to remove the obstacles 

that we have now, is through remember.  

ÒImages and metaphors often have a profound conceptual value, and that not only conceptual 

discourse can carry important insights.Ó (Sloterdijk 2020) 

For me images and metaphors are important  on my artistic practices because they can 

work with the conscious and the unconscious at the same time, and for this, it can bring 

insights. The importance of working with unconscious is in somehow, for me, to break 

the mind resistances and the prejudices that unable us sometimes to perceive and to 

engage with our own inner world, our truth and emotions.  
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4.2 Reality and perception: angels and sensory empathy 

ÒI believe that we can be more human, if we accept more than one reality."  

(Poppy Crum, TEDxLA Talks, 2017) 

The movie Wings of Desire  (1987) from Wim Wenders, with the script of Peter Handke, 

has always been a reference, where the story of these angels that regularly visit humans, 

that help them and ear them thinking. In this beautiful scene of subway, where the 

spectator hears all the voices at once, from the thoughts of the passengers in the 

subway, while the silent angels listen to them. They act invisibly to humans. Human 

fragility and fears, internal conßicts, sometimes confused, sometimes conÞdents. Only 

animals and children can see these angels. At a certain moment, one of the angels fall in 

love for a trapeze woman, that dresses like an angel. There is also a poet, a solitary old 

man that thinks about the world in a touching and profound way and a cinema actor that 

feels the angels presence. Love as a sacred emotion, brings a question to the angel: ÒDo 

I want to continue an angel or to become an human to meet the trapeze angel woman 

that I fall in love?Ó 

The weakness of humanity and the weakness of the angel, humble angel, that choose to 

become human, to meet the woman he fell love. To be born as human, he will literally 

fall to earth and bleed for the Þrst time. He feels happy to bleed, he as become human. 

For me, the poetic side of the movie, is the attempt to capture the beauty of two worlds, 

the sacred and the profane. You can Þnd poetry in the pain, in sacriÞce, in fear, in 

fragility. Both worlds are fragile. The profane is also fragile. Sacred can guide, take care 

and embrace. To be fragile to allow oneself to be touched. Profane can bring strength to 

survive, feel the fear with courage and transform the pain.  

Fragility always present, sending reminders: that nothing is permanent. Two worlds that 

wish to communicate with each other, angels and humanity. The Invisible, the sacred, the 

inner that searches the profane, the visible, material and the outer. 
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Fragility, humbleness, silence, delicacy in dialogue with conßict, worries, difÞculty, 

obstacle, Òhard stonesÓ, labyrinths of mind, confusion and mind noises. All pieces of the 

same puzzle. 

Empathy is the capacity for understanding the other, emotionally, cognitively and 

affectively. An artistic act can have a lot to do with empathy, the ability to put ourselves in 

the other person's situation, in their perspective like the angels in Wim Wenders' Þlm. 

The neuroscientist Poppy Crum in TEDxLA Talks (2017) speaks about shifts in perception 

to show how human misconnection can be transformed from frustration, 

misunderstanding and disagreement, to connection with empathy and tolerance. Giving 

credence to proverbs that tell us that to really know someone we must walk a mile in 

their shoes. She shares how Þnding these empathetic opportunities every day can make 

us more human. By challenging our assumptions about why someone else might have a 

different world view, sensory empathy can inspire another human and create news ways 

and connections we might otherwise never have found. 

Sensory empathy is a term used in psychotherapy which it is linked to Òphysical 

sensationsÓ (Zanocco 2006, p.145), to the capacity of connecting to the communications 

of the unconscious of another person, it is seen as the Òprimary sensory area and which 

becomes intertwined with the evolution of affects.Ó (Zanocco 2006, p.145) 

Sensory empathy can be use as a physical tool of the body in the creative processes, 

artistic practices, rehearsals, collaborations, co-creations. To be able to connect through 

sensory empathy in a rehearsal, a performance presentation, it is maybe a truthful and 

direct away to get connected with the other, regardless of what is communicated. Art 

can be communicated more fully and have more impact, through empathy.  
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5. METHODOLOGY 

ÒDo not kill the instinct of the body, for the glory of the pose.Ó  

(Vanda Scaravelli, 1991, p.15) 

The unknown and the not knowing allow me to question and to let go of the control of 

what I think I know.  

What I am trying to build it is a methodology where I can able to stimulate through 

sensory empathy and a body very physical activate, open to insights and aware while he 

is moving in a liminal zone.  

Warm-ups are collection of butoh exercises  and ritualistic movements with the intention 

of activating, reconnecting, bring authenticity, spontaneity and openness to each body, 

where can takes us back  to a sensation of origin, to unconscious messages, a personal 

but also the collective and universal memory. Also guided improvisations: focused on 

the personal body story and its movement or the dramaturgical topic, where after, one 

writes about the movement that he improvised. Feeding the dancer through guidance 

based on a supportive speech, related with movement, dynamic qualities and intensity. 

This is also in relation with my observation through movement perception that can be 

linked with the dramaturgy of the piece. It is important for me to keep pushing the 

dancer to an area where the movement leads the dancer and not the contrary. For that, 

it is necessary to keep pushing the dancer to a surrender zone, where thereÕs no 

resistance. At this point, we achieved, what I called a place of truthfulness, where the 

quality and ßuidity of movement happens, without critical thinking. 

The walks and journaling, to stimulate insights, thoughts or collect images or materials/ 

objects that one can Þnd. Deep observation and deep listening to stimulate intuition 

and let the mind and thoughts ßow without grabbing judgmental thoughts, but allow 

oneself to feel. Ans also the interviewing and informal conversations with people. 

During rehearsals of Body Lost, I looked for empathy approaches to connect with the 

other and try to build a relation of trust, to create a process of sharing and creativity. 

New Þndings about my artistic methods: 
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¥ Sensory Empathy. (Art can be communicated more fully and have more impact, 

through empathy).  

¥ Truthfulness and authenticity. 

¥ Choreographing the inner thoughts and inner emotions (guided movement from 

choreographer to the dancer). 

¥ Working on the creation of manifestos as a confessional statement, exposing oneself a 

truth, an urgency to say or declare something intimate.  

¥ Walks  

My choreographic work is based on choreographing emotions and thoughts, I call them, 

inner emotions and inner thoughts. The journey of this female character in Body Lost, 

inside a frame of daily reality, where at the same time, the movement is in a non linear 

narrative, not representational but with attempts of deconstructing its own reality. 

One of my starting points was to Þnd a scenographic space, where I could ÒbreathÓ 

about the  idea of sacred and rituals.  

Creating a set that could invoke a daily life frame and present moment would help to 

create a contrast of scarcity and disorder, where the sacred and ritual would appear as 

revelation, a way out and a healer. 

6. A JOURNEY AMONG PENINSULAS 

I develop this idea of peninsulas as an exercise to have an overview and to understand  

better the topics of my research. 

The sacred, is the big Òmother-wordÓ, where inside are my personal and artistic 

perspectives. Sacred has three peninsulas, where inside these peninsulas are ÒlivingÓ the 

topics. 

6.1 The Peninsula of Body Exploration 

Exploring the collection of movements related to religious ceremonies and rituals, 

walks, body improvisations, sensory empathy.  
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6.2 The Peninsula of Mind and Emotions 

Autoethnography, journaling, interviews/inquiries and manifestos.  

6.3 The Peninsula of Space  

Visual dramaturgy, the scenographic elements and scenographic space.  

.  

7. THE BODY AS AN ORACLE: A DISCOVERY 

During rehearsals, between movement explorations for the Þnal project and my 

research, I tried to connect my body to the topics and leanings in this investigation. 

ItÕs almost trying to translate an emotional-mind-spiritual state. I try to read what my 

body writes. Sometimes in these ÒsentencesÓ have daily-life gestures. Sometimes it is my 

body  that leads and speaks between a language naturally subjective, abstract, intuitive, 

spontaneous, oneiric, sensitive, sensorial, symbolic, other times it is my mind that gives 

clear inputs, directions, stimulus, images to my body translate. And then, my mind loose 

again the control and the leading and allow my body to speak, manifest again its own 

language and it is from here, I try to build my movement and choreographic language. 

In all these states my awareness is always present, witnessing this Òdouble demandÓ 

(Tunca, 2020) of both experiences. 

7.1 Body Lost 

This idea of the human being, is an incomplete being, attracts me to explore, the 

sensation of feeling incomplete makes accelerate the search for something that he 

doesnÕt know exactly what it is looking for. 

ÒHe accepts himself as the incomplete man at the point of his own deÞnition.Ó (Maillard, 

1990, p. 203)  

A woman seated on a sofa, with abandoned body, looking in front, a mesmerized gaze, 

she seems to be looking at the television, but there is no television, just the sound of the 

news, a reporter speaks in Arabic about war, while hearing bombs exploding, screams, 
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slowly enter the area SolveigÕs Song from the opera Peer Gynt (1867) by Edvard Grieg, 

with the poem from Henrik Ibsen. 

There is a doll on the sofa that the woman sometimes grabs with reanimation gestures 

and mouth-to-mouth breathing. Then she starts to do mouth-to-mouth to the doll, to the 

sofa, to the sofa, to herself, as if she he had an urgency in something, she is restless, and 

sometimes wants and tries to escape but can not. The movement has impulses to 

escape but stops her after. There is a choreography on the sofa, until she falls on the 

ground. 

The scenographic space, has a small table and a small bench in one side of the stage, 

with a bottle with water, a glass and cutlery, fork and knife taped to table, in the middle 

of stage a small sofa with plastic ßowers, a lamp from the eighties, on the back wall an 

altar with posters of saints and prayers, the sofa and table have the same type of white 

lace tablecloth. The woman wears black and is barefoot. 

This is the Þrst section, she is lost, and it is about collapsing, she is collapsing inside 

herself, within a society that is collapsing too. Then at the end of this section comes the 

manifesto poem Body Lost. 

The second section is on the table, this space invokes the meal, the everyday mealtime,  

but the movement reßects at the same time her internal state of disorientation. The 

fourth section is an audio with interviews and the voices of testimonies. The Þfth and last 

part is where it happens the rupture of the space, the hierophany, by an entrance of an 

unfamiliar element and another character, I wanted to use my pregnancy as a link to my 

research because it had become for me a metaphor for the sacred and ritual. And the 

introduction of the straw element, after many questions, would make sense with the 

appearance of this being. I wanted to create a pregnant body with a straw head, to 

deconstruct the Þgure of a woman and bring it closer to a hybrid being, an entity, with a 

revelation moment. (I was not able to build this idea of the straw head in the 

presentation of the Þnal project and I gave birth meanwhile, so there was no pregnant 

woman on stage). 

The woman sees the straw and feels someoneÕs presence in her room but donÕt see the 

straw woman.  
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It is the appearance of this being, that create the moment of revelation by entering in 

someoneÕs space and bringing the straw, provoking a shift. The body relates to the new 

element, also creating a change in movement and its intention. From there I call the 

section of the ritual and sacred, the space changes, the physicality changes, the 

surrender, movements with less control and deÞnition.  

The piece ends with the displacement of objects of the living-room, as a meaning of 

change, the internal structure of the woman changes and consequently changes the 

space she inhabits. The space as a metaphor of the internal change, everything shifts. 

She returns to the micro, as if she has become aware, as if she could Þnally hear herself 

and confesses that she misses herself. Awareness is a Þrst step towards change. 

Working with characters, can be the vehicle to create and follow a non-liner narrative, 

can be the link to metaphors, dramaturgy and the type of movement, it can trigger the 

audience by a process of identiÞcation, reference and help to poeticize the body with its 

own story. I can build and Þll a character with a story and from there transform, disrupt 

its reality through metaphors and movement.  

One of my questions, was how to create a scenographic space, that could invoke the 

sacred and the rituals without being literal? 

I thought in creating a set that could invoke an ordinary daily life frame, to characterize a 

contrast of scarcity and disorder, where the sacred and ritual would appear as a moment 

of rupture of that space and revelation. 

In an interview of Byung-Chul Han, he mentioned to contemporary society, as the cause 

of personality disorders and exhaustion, a  society of tiredness (É) in a continuous 

process of acceleration and self-exploitation  (Byung-Chul Han 2015, p.11), with extreme 

cultivation of positivity, with emphasis in the optimization of production, there is no time 

to lose, and to rest is almost immoral. This reßection engaged with my work  and 

inspired me to build the context of the scenographic space. 

Body Lost is about questioning and searching through a picture of the daily life of a 

woman with a lack of a meaningful dimension in her life, in a tired, lonely and collapsing 
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society. How important is the sacred and the invocation of a ritualistic dimension to 

elevate the meaning of life? 

The title of the piece is something I wrote in the Þrst year of this master, during my stay 

in Rotterdam, I found this text while rehearsing in one of my notebooks: 

ÒMy! body is lost, not my head, my body, not my body, 

my head, not my head, my heart,  

not my heart, my feelings, 

not my feelings, my relations, not my relations, 

my house, not my house, my lover, 

not my lover, my city, not my city, 

my eyes, not my eyes, my love,  

not my love, my freedom, not my freedom, 

my dance, not my dance,  

my world, not my world, the world, all senses, all kisses, all barriers. 

On my knees, I search for a way out, barriers all around. 

I miss me. I miss me so much.Ó (Clara Marchana, 2020) 

7.2 Body Lost or Body Oracle? 

I feel my body like an oracle, in which I ask questions and it gives me answers, but like in 

a deck of oracle cards, it's up to each person to interpret their cards, their body. 

The body speaks through symbols, perhaps it is connected to another source, perhaps a 

divine source. 

For me, who like to interpret dreams and for my experience I have with my body, it gives 

me answers. So I searched and found this possible deÞnition for this dynamic that my 

body has.  

After the presentation of the Þnal project Body Lost I started to think and question about 

all the process I went through. From here, to where go now? Few months after, in the 
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studio where I was experimenting some movements I became surprised by the 

movements of my body and went on searching and letting go the body through this 

ÒconversationÓ. I felt my body was like as a predictor, a body-oracle as a medium, an 

instrument of insights, a vehicle of expression of inner-outer realities, where I have a lot 

of questions and the unknown present and future, and perhaps the model of an oracle 

can facilitate this dialogue and how I can interpret creatively the body orientations. 

8. CONCLUSION 

So much discovers happened through this process, so many things changed and 

transformed. 

I discovered that my work is much deeper than I thought it was and that was not aware 

of this, as I dug into the process I realized the number of layers and it still needs to be 

more explored. There is still a lot to learn and develop, it is just one more step on my 

artistic and choreographic learning journey, but it is already a great accomplishment to 

have come this far. 

All the choices I made, were linked to new Þndings and the knowledge I gained. 

I could become aware and deÞne better my artistic work, identify elements and artistic 

tendencies. I was able to create a methodology based on my artistic background, like 

the butoh, and aggregate to new discoveries, new tools, new approaches transformed 

in new artistic practices.   

During rehearsals of the Þnal project, because I was pregnant, I decided to invite a 

dancer and work just as choreographer. 

The difÞculties I had due to the pregnancy were challenging. Choreographing and 

passing the movement to the dancer, where I had to talk much more than I normally do, 

because I couldnÕt move so well. I didnÕt felt so happy with the result of the movement in 

some parts of the piece, I think it didnÕt worked so well and I needed more time to work 

on, specially the last part. The scenographic element of the straw could have been more 

explored. 

COMMA Master Choreography 
Research Reporting 
2020-2021 | Clara Marchana 46



It was a running for me, all the time, the rehearsals, where I was alone, thinking on 

everything at then same time, scenography, costumes, lights, space rehearse and 

present the piece, the assignments, the zoom meetings, where I felt sometimes my head 

couldnÕt think. 

I Þnished choreographing this piece on the 25th May, Stela was born in the morning of 

the 26th May at 9:14, for sure she was, at least, the co-creator of this piece.  

It was a very hard night at the hospital and had to accept that I couldnÕt present the 

piece on the ofÞcial date. The months after were also hard because I wanted to gain 

time but I couldnÕt, my body didnÕt answer. I thought quitting, I had doubts, I question 

myself.  It was a process of acceptance and to restart again and again, until Þnishing 

writing this research report.  

I started this research with the theme of death and Þnish with  the topics of sacred and 

ritual and giving birth. Beginning and end, end and beginning. 

It is probably a coincidence or my body-oracle guided me through this process. 

It almost seems that I materialized my research into pregnancy. It was a transformational 

process and a ritual for me this research.  

ÒI want to integrate life and art so that as our art expands our life deepens and as our life 

deepens our art expands." (Anna Halprin, 2013) 
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APPENDIX 

1.1 In need for awareness and clarification 
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1.2 Organizing the chaos 

2. The nature of my creative process  
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2.2 Saints and prayers from the street: a diary 

3.2 Sacred has to do withÉkey elements  
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3.3 Transcendence, hierophany and liminal spaces  

4. Tools for embodying the sacred in artistic body practices  
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https://www.researchcatalogue.net/shared/
e066d4a34c237c15aa32869f11f85004



4.1 Images and metaphors  

4.2 Reality and perception: angels and the sensory empathy 
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5. Methodology 

6. A journey among peninsulas  
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7. The body as an oracle: a discovery 

 

 

7.1 Body Lost 
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8. Conclusion 

I donÕt know.  

I donÕt know if I know how to dance this dance.  

I donÕt know if I know.  

Ð Notes, Fragilities of today, Clara Marchana 2021 
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