
LA IMAGINACIÓN Y SU ESPEJO

IMAGINATION AND ITS MIRROR

Rubén Vega Balbás
UDIT, Universidad de Diseño, Innovación y Tecnología

ruben.vega@udit.es
https://orcid.org/0000-0001-6862-9081

DOI: 10.32621/ACOTACIONES.2026.56.14
ISSN 2444-3948

Resumen: El ejercicio del espejo es básico en el entrenamiento del 
actor. Toda sala de danza tiene un espejo. El mismo teatro ha sido con-
siderado metafóricamente el cristal en el que la sociedad se contempla. 
Desde una perspectiva filosófica, la principal pregunta que se aborda 
es: «¿Cómo se relacionan la imaginación, la reflectividad y la perfor-
mance?» Tratando de averiguar si existe alguna posibilidad para los cu-
erpos físicos de actuar sutilmente, este artículo busca a ambos lados del 
espejo la transmutación de las ideas en imágenes y viceversa. A partir 
de la heterotopía de Foucault, la fenomenología de Merleau-Ponty, el 
monismo de Deleuze, el concepto sufí de barzakh (Ibn ’Arabi, Corbin), 
la tradición tántrica del pratibimba y el espejo-mente taoísta, diversas 
filosofías trascendentales son convocadas para alcanzar una inter-
pretación común en la que lo visible y lo invisible se reflejan mutua-
mente. El análisis se extiende desde la tradición mimética y el proscenio 
como dispositivo reflexivo, pasando por la semiótica de los espejos de 
Eco y la fenomenología del agua de Bachelard, hasta la técnica imagi-
nativa de Chéjov y la teoría contemporánea del universo CPT-simétrico. 
Siguiendo el espejo desde el ejercicio pedagógico hasta el instrumento 
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ontológico, el artículo argumenta que la imaginación opera no como 
imitación reproductiva sino como movimiento performativo, y que la 
reflectividad constituye una condición ética y creativa tanto para el in-
térprete como para el espectador.

Palabras clave: Pedagogía de las artes, filosofía de la performance, 
imaginación, antropología simbólica, investigación basada en la prác-
tica artística, ejercicio del espejo, monismo, reflectividad.

Abstract: The mirror exercise is a basic exercise in actor training. 
Mirrors are ubiquitous in dance halls. Theatre has been considered 
metaphorically as the glass where society gazes itself. From a philo-
sophical perspective, the main question addressed here is: «How does 
reflectiveness concern imagination and performance?» This article in-
quires on both sides of the mirror about the transmutation of ideas into 
images and the reverse, exploring whether physical bodies can perform 
subtlety. Drawing on Foucault’s heterotopia, Merleau-Ponty’s phenom-
enology of perception, Deleuze’s monism, the Sufi concept of barzakh 
(Ibn ’Arabi, Corbin), Tantric pratibimba, and Taoist mirror-mind, the 
study gathers several transcendental philosophies into a common in-
terpretation in which the visible and the invisible mirror one another. 
The analysis extends from the mimetic tradition and the proscenium as 
reflective device, through Eco’s semiotics of mirrors and Bachelard’s 
phenomenology of water, to Chekhov’s imaginative technique and con-
temporary CPT-symmetric universe theory. By tracing the mirror from 
pedagogical exercise to ontological instrument, the article argues that 
imagination operates not as reproductive imitation but as performative 
movement, and that reflectiveness constitutes an ethical and creative 
condition for both performer and spectator.

Key Words: Arts pedagogy, performance philosophy, imagination, 
symbolic anthropology, art practice-related research, mirror exercise, 
monism, reflectiveness.

Copyright: © 2026. Este es un artículo abierto distribuido bajo los términos de una 

licencia de uso y distribución Creative Commons 4.0 Internacional (CC BY 4.0)



413

ARTÍCULOS

Acotaciones, 56  enero-junio 2026

Sumario: 1. “Mirror, mirror on the wall, / Who in this land is fairest 
of all?”; 2. The Devil's Looking Glass, a stone; 3. The pensive mirror; 
4. The performative mirror; 5. On the opposite side; 6. Finale; 7. Refer-
ences, 8. Notes.

Rubén Vega Balbás (Rubén Vejabalbán, Madrid, 1975) es artista, 
investigador y desarrollador full-stack cuya práctica explora las rela-
ciones entre las artes escénicas, la filosofía, los nuevos medios y la tec-
nología. Su trabajo integra dirección escénica, iluminación, videoarte y 
dispositivos interactivos, configurando entornos performativos donde la 
luz, la imagen y el sonido funcionan como materia dramatúrgica. Entre 
2001 y 2021 codirigió la compañía Acciones Imaginarias, dedicada a la 
experimentación y la pedagogía teatral. Paralelamente desarrolla insta-
laciones y proyectos de arte digital para contextos escénicos y museísti-
cos. Es doctor cum laude en creatividad y profesional en el ámbito de la 
tecnología aplicada a las artes y las humanidades digitales.

Creative Research Disclaimer. This work incorporates fictional 
narrative as a method of artistic and scholarly inquiry. Although 
it engages with real cultural, historical, and theoretical contexts, 
the characters, dialogues and narrative situations have been fic-
tionalised and should not be read as factual representations of 
specific individuals or events.
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1. «Mirror, mirror on the wall, / Who in this land is fairest of 
all?»
It wasn’t long ago when I spoke with my friend Hamid on the phone. I was 
looking forward to congratulating him on his new position at the City 
Council School of Dance. Hamid was born in the Palestinian camps in 
Lebanon, and being a youngster, fortunate to receive refugee status, he 
moved into Europe where he graduated at the Institute of Dance Arts, 
in the city of Linz, Austria. His biography is full of tears and emotion, 
love and art. Being almost seventeen, right after the second Intifada, he 
decided to try fortune in his ancestor’s homeland. For a while, he settled 
in El-Bireh city with some relatives, and he enrolled the young section 
of a well known dance company devoted to national folklore, Bare’em 
El-Funoun, where he was early valued because of virtuosity on dabke. 
He soon became popular because of his natural appeal, and also known 
in some close circles because of his homosexuality. Some rumours and 
misunderstandings led to rise suspicions for collaboration with Israel 
after his elder sister was involved in a violent event concerning a Hamas 
leader selective murdering. The situation became critical for his family, 
and specially for him. Violence was dramatically raising once more, this 
time with an increasing number of fateful murders of Palestinians by 
Palestinians. With the precious help from a friend with legal experience 
in social organizations, with some gimmicks — as he was yet under legal 
age —, plus some family money and good fortune, he managed to flee 
safety to Europe. We knew each other in Prague during the 2011 Qua-
drennial. He was finishing his studies that summer, and volunteering in 
the exhibition grounds with some schoolmates. «How is your risāla1 on 
imagination going?», he asked me on the phone. 
— Fine, it’s going fine. Nearly finished. I’m almost free for hanging out!
— You should drop in soon! I’m gonna be busy; many classes next se-
mester.
— Let me ask you something. Can you give me more details on that epi-
sode you once told me about the first time you assisted in a dance class?
— I can’t remember to have told you before… It may seem irrelevant but 
I keep that scene like an intimate and indelible experience.
— Yes, you did, the first time we met. I knew you were flirting… I keep 
it in mind so neatly. It doesn’t matter. It was long ago and we had a good 
time, hadn’t we?
— You are pretending to embarrass me, aren’t you?
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— Hamid, I’d need you to tell me about the mirror experience again. 
Would you do it, please, for my risāla?
— I had never been in front of one before. The big mirror at El-Famon’s… 
You know what?
— What you felt? I am writing down on dance and reflection…
— My classes are actually postponed to the next semester, a mishap 
occurred, and the room is closed for renovation. A first year student 
hit against the mirror. The smash was so hard that the mirror broke to 
pieces and the guy ended up in the hospital. I had not mixed up dance 
with blood so badly in a long time. The blood split all over the place. For 
a moment I thought I was beneath the bombs back in Palestine. I felt 
sick, but this time I was the professor. Can’t relate how, but I managed 
to stand my ground. Happy for the kid; aesthetics surgery in the West 
can accomplish miracles. I’m still waiting for the crushed mirror to be 
swapped for an unbreakable one. What were you specially concerned 
about dance mirrors? May be dangerous…
— Oh, that’s terrible!
— There’s even more. Another student was filming the scene with his 
cellphone. I can point you to the video if you’re interested in extreme 
performance. They were kinda posing for the Instagram when the acci-
dent happened. The school is taking measures but the footage became 
viral already.
— I don’t know what to say. I was fascinated with that story of your 
mystical first experience in front of the dancing mirror, although this 
incident really shocks me up…
— When I first saw my whole-body image I felt deceived. It was like 
if the experience of myself that I had right up to that moment were a 
phony. Later on, I learned to distrust mirrors. Specially in elevators. 
And for dancing. When I dance, any other vision of myself different 
from the one which I inwardly experience only leads me to disruption, 
and pisses me off. Have I told you about that teacher of mine who used 
to cover all the mirrors in the dance hall? It’s not that easy doing so. She 
showed up everyday half an hour before the class with a huge roll of 
masking tape and a bunch of black cardboards. Does it help?
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— It does, indeed. Thank you so much, Hamid. And congratulations on 
your position!

Figure 1. Lighting for Pandur: Fragmentos del alma (2019), by Juan Gómez-Cornejo, is 
an installation that revisits his artistic collaboration with stage director Tomaž Pandur 

(1963–2016). The device consists of a carousel of photographs from their principal mise-en-
scène, projected onto the base of a black lacquered mirrored box, whose illuminated edges 
synchronize with the accompanying music. The photograph is by the present author, who 

programmed the device and served as technical director for its first presentation at the Prague 
Quadrennial of Performance Design and Space in the Spanish Pavilion.

Hamid’s account condenses the central tensions of this inquiry. The 
mirror that «deceived» him, the blood on the studio floor, the student 
filming for Instagram, the teacher covering mirrors with black card-
board — each of these scenes enacts a different modality of reflective-
ness: the mirror as identity-shock, as physical danger, as spectacular 
mediation, and as pedagogical obstacle. The question that emerges is 
not whether mirrors are useful for dance training, but what kind of 
knowledge the mirror produces in the encounter between the body and 
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its image. This article pursues that question from the studio into philos-
ophy and back again.

Mirrors are not places for dense bodies. You can’t inhabit a mirror. 
The mirror shall be the place for images to exist. My main concern, just 
like Alice did through the looking-glass, is to find out if it may exist 
any continuity between the density of the physical and the subtle nature 
of images. Most of the times, every attempt to go through the impene-
trability of the reflective boundary ends up with a dance room full of 
blood, or with a drowned Narcissus. Gaston Bachelard (1942/1983), in 
L’eau et les rêves, observed that Narcissus does not go to the fountain se-
duced by his image: his image is the pretext for his reverie. He does not 
contemplate himself; he dreams himself (pp. 37–42). The natural mirror 
is water, and water moves — it distorts, ripples, and dissolves the fixed 
contours of identity. Before the looking-glass, the subject confronts a fro-
zen double; before water, the subject confronts an image that is already 
becoming something else. The dance studio mirror participates in both 
registers: it is glass (fixed, clinical, specular) and yet the body before it 
moves, so that what the dancer sees is never quite what the dancer is. I 
believe that Hamid would agree with Michel Foucault on that which the 
latter posited in his 1967 lecture Des espaces autres (Of Other Spaces, 2004, 
p. 15): the mirror constitutes both a utopia — a placeless place — and a 
heterotopia — a different space —, and therefore the mirror reveals the 
distressing experience of the self-consciousness, dense and incorporeal, 
observer and observed, here and there at the same time. Notwithstand-
ing, that represents the principal dancer’s aspiration, to show up in the 
real world outperforming the gravitational rules of the matter that tide 
together time and space. So that, there always exists a long mirror pre-
siding in every dance room. To get rid of reflectiveness is like to break 
the mind-body dualism, something yearned for by dancers as much as 
by metaphysicists. The mirror compromises the continuity of presence 
and appearance, hence the constancy of identity. Instructing Pasha on 
the art of representation, Tortsov warns about the mirror to mislead the 
actor to solely resemble the manner, the appreciable outside of the role. 
Yet the mirror is non negligible; as art requires a form, it may be helpful 
for the actor «to reflect the inner feelings», to set technical ways of ex-
pressing «the life of the human spirit» (Konstantin Stanislavski, 2008, 
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pp. 23–24). For that reason fighters also shadowbox in front of the mir-
ror: to refine skills gazing oneself from the outside, letting the mirror 
to tear apart action and perception. It can be claimed to happen as a 
hysterical experience, an autoscopy: «I do not see myself in the mirror, 
but I feel myself in the body that I see» (Gilles Deleuze, 2004b, p. 49).

If a single allegory for personal identity should be proposed, it may 
be confidently stated that the mirror can play the role. Both identity 
and reflectivity, as did René Magritte in his intriguing 1926 homony-
mous painting, should be considered deceitful and Dangerous Liaisons. 
Linkages between the subject and its own imago, far from establishing 
a balanced perception-consciousness intercourse, can only deploy what 
Jacques Lacan (1949) described as a méconnaissance (misrecognition). 
Although, oedipic temptations of falling into the delight from self-con-
templation are libidinally strong. What Charles Baudelaire claims in 
his prose poem «Le miroir» («The mirror»), «Je possède le droit de me mirer 
; avec plaisir ou déplaisir, cela ne regarde que ma conscience» («I possess the 
right to see my image; with pleasure or displeasure, that concerns only 
my conscience», Baudelaire, 1864/2013, p. 151), can be understood as 
the statement of intent for the newly born modernity, which can also 
be named as the Photographic Era. If mirrors were precious and rare 
for centuries, the progress of technology has made the camera obscura 
(dark chamber) ubiquitous in our everyday life. A decisive transforma-
tion occurred in this ubiquity with the shift from analogue to digital 
photography. The analogue image required a darkroom — a literal cam-
era obscura — and a temporal delay between exposure and visibility; the 
subject could not immediately confront its own image. Digital photog-
raphy abolished this interval: the selfie is a mirror with memory, an 
instant self-reflection that can be edited, filtered, and distributed. The 
smartphone has become the portable mirror that Hamid’s student was 
holding when the studio glass shattered — not merely recording the ac-
cident but performing the act of spectacular self-mediation in real time. 
The false perception of the I as a coherent identification with its external 
appearance can be recognised to be one among the defining characteris-
tics of the contemporary social mediation. Hedonistic, narcissistic, and 
displaced from what Stanislavski called «the life of the human spirit», 
self-reflection constitutes the touchstone of the Society of the Spectacle 
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(from the latin root spectare, to watch, from which also derives speculum, 
mirror). However, being the mirror not inherently deceptive, the way 
it can be used is which may cause a «concrete inversion of life» (Guy 
Debord, 1967, §2).

The excessive fascination of appearances imposes and defends the 
reign of the Eye King, extending simulacra all over ideas. It is the onan-
istic contempt for otherness which heads the subject up to the false per-
ception of autonomy, being compulsion for reflectivity its triggering 
mainspring. The question is not aesthetical but ethical, and it is related 
with the lack of a constructive alterity. When the ego affirms itself in 
its own reflection for the sake of identity, it is the imago that the mirror 
generates, not the subject, that becomes an autonomous, mobile though 
non-living phantasm. What Debord early noticed was the interdepen-
dency between the production conditions in the capitalist societies, and 
the advent of a new spectacular order predetermined by the over-satura-
tion of self-reflections. Mediated social interactions have had, as a result 
of their iconic nature, the unexpected consequence of emptying the sub-
ject in favour of its own shadow: phantasms raise as characters to the 
detriment of substantive actors, turned into objects for the prevalence of 
the mediation itself. As expected, it took me no more than a tick to deep 
into the Internet for the video of the mirror crashing. I don’t know if 
twelve thousand views in about a week are enough for a Youtube video 
to be considered as viral. Don’t go for it any more as it has been deleted. 
If you are really interested, Hamid says to keep a copy.

2. The Devil’s Looking Glass, a stone

There is a variant of this exercise, widely practiced in every school of ac-
ting, the so-called mirror exercise; known as «Follow the follower», this 
variant is accredited by Viola Spolin in her preface to the second edition 
of Improvisation for the Theater. The game consists in two players facing one 
each other to become simultaneously both the subject in reflection, and 
the mirror for one another (1999, pp. v, 62). The exercise not only works 
on the student’s understanding of the unity of acting and reacting, but 
on the indebtedness of selfness to otherness, of identity to difference. 
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What the instructor expects is a continuous and perfectly synchronous 
movement without initiative nor impulse. Augusto Boal (2002) develo-
ped the exercise further in Games for Actors and Non-Actors, introducing 
group-mirror variants in which an entire ensemble follows one leader, 
then shifts to leaderless mirroring, and finally to a mode in which every 
participant mirrors and is mirrored simultaneously — an exercise Boal 
explicitly designed to dissolve the leader-follower hierarchy. These va-
riations deepen the same principle: mirroring is not imitation of an indi-
vidual but the emergence of a collective body that acts without a single 
originating will. As we have noticed, the mirror concerns space — it is 
not easy for organic bodies to occupy the location of reflection —, but 
furthermore, the mirror subtlety evidences the impossibility of both pre-
sence and appearance to be simultaneous. What the exercise pretends 
is simply impossible, and for that reason as much it can be practiced, it 
will be never mastered to perfection. Mirroring is the duplication of a 
presence in space as much as it is in time. Photography proves that even 
being still, an image is always an infinitesimal capture of an instant, and 
mirrors are considered magical mainly due to their capacity to break 
the lineality of time, intersecting what is being actually with an other 
virtual temporal dimension; therefore, in their own right, mirrors can 
be considered heterochronies. The mirror brings to our perceived present 
both the reflection of the past as of the future. Even trying to break the 
mirror itself, temporal displaced images are a constituent part of a diffe-
rential reality: «I wanted to crush the mirror of the past. I knew it was 
impossible; my image was reflected in that mirror» (Jerzy Grotowski, 
2013, pp. 92–93).

Involved in memory function, magical mirrors, as they can bring the 
invisible to exposure, are not mirrors for light, but dark mirrors, like 
it is the John Dee’s black obsidian mirror, nowadays on display at the 
British Museum. Shakespeare’s Prospero, described by Yates as «not 
only the Magus as philosopher and as all-powerful magician ushering 
in the scientific age about to dawn, but also the Magus as creator of the 
theatre and its magic» (1969, p. 172), is claimed to be inspired by his 
persona. The allegorical figure of the theatre itself as a reflective device 
forms part of the mimetic tradition which conceives art as a representa-
tion of the world, and which has its main architectural landmark in the 
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proscenium arch, credited to be first built in the Teatro Farnese, Parma, 
in 1618.

This intangible frame sets different densities apart, those of the ac-
tion and those of the observation, building them up reciprocally. The 
magical nature of the so called fourth wall consists in bestowing status 
of reality to the virtual world. We must not get tired of remembering 
that the virtual does not oppose the real, but the actual (Deleuze, 2004a, 
p. 101). The virtual-image, albeit thin in density and displaced both in 
space as in time, is neither unreal — what opposes the real is the possible 
— nor completely real. If they were not real at all, we could not be in-
fluenced by images, and we, inhabitants on spectacular societies, know 
about the influence of spectres, and how easily it may result to end iden-
tified with, and gobbled by one’s own. Plato memorably warned about 
phantasíai (φαντασίαι), from the verb phaínō (φαίνω), «to bring to light», 
as they divert access to ideas, and Aristotle emphasised on their dyna-
mism, on their capacity to move the soul, its perception and belief, even 
towards falseness, to catharsis. Gnoseologically, reflective knowledge 
is mimetic, hence deceptive, and nothing more reflective than identity. 
Furthermore, the theatre is not merely a representative device mirror-
ing the audience; as Ovid suggests, the audience mirrors itself: «Spec-
tatum veniunt, veniunt spectentur ut ipsae» («They come to see; they come that 
they themselves may be seen,» Ars Amatoria, I.99; Ovid, 1919). The 
spectator, in front of the glass of fashion, is brought to what Friedrich 
Nietzsche nominates ipsissimosity to end up becoming a self-mirror at 
the benefit of his own eidolon; the knowing subject, with the urge for 
objectiveness, «puts himself at too great a distance to have any basis 
for choosing between good or evil» (2002, §207). When Bertolt Brecht 
meant to bring the audience out of the identifying process, that is to 
say out of the mirror-stage, the fourth wall— the proscenium’s framing 
faculty together with its illusory, and hypnotic effect — had to be un-
dermined to expose the reflective mechanism of the theatrical device. 
Thus, when the actor addresses directly to the spectator, the mirroring 
apparatus does not result abrogated, but shown in plain sight; from this 
point on, the individual, neither isolated nor ethically distanced, results 
disclosed as part of a collective body, as much observant as observed, 
ethically responsible for its own judgment. Magic vanishes at the instant 
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when all of the light goes on, likewise staring directly into the sun leads 
to total blindness. Light itself cannot be appreciated, only through and 
object to be reflected into. It is not possible for human knowledge to fall 
of mirrors completely since every knowledge is — virtually — virtual. 
Art, on its behalf, does not require a regular mirror; on the contrary, 
a deforming one — one akin to the concave mirrors of Ramón María 
del Valle-Inclán’s esperpento, where reality is deliberately distorted 
to expose its grotesque truth — or, to put it in Bertolt Brecht’s words, 
«if art reflects life it does so with special mirrors» (Brecht, 1966, §73). 
During centuries, the mere possession of a reflective shard had consti-
tuted sufficient evidence of catoptromancy (divination by a mirror) for 
inquisitorial prosecution (Melchior-Bonnet, 2001, §7). Unrecognised, at 
the same time as feared by its epiphanic function, the mirror of art has 
been accused of speculum fallax, where the devil’s face arises to confuse 
the human soul.

Umberto Eco (1990), in his semiotic analysis of mirrors, approaches 
the question from a different angle. For Eco, the mirror does not operate 
as a sign because it does not substitute for an absent referent. The mi-
rror-image functions instead as a prosthesis: it extends the visual field 
and presents the object itself rather than representing it, though in late-
ral inversion. This distinction matters for performance theory: when a 
dancer looks into the studio mirror, the image is not a representation but 
a perceptual extension — a virtual duplication belonging to the order 
of physics rather than semiotics. While Lacan’s mirror founds the ima-
ginary subject, Eco’s mirror yields not signification but presence. It is 
precisely this production of the I as double that generates the uncanny 
disturbance described by Foucault and experienced by Hamid. Eco’s 
analysis reinforces the philosophical and mystical traditions examined 
above by insisting that the mirror’s power precedes interpretation: be-
fore it signifies, it shows.

Why did I startle in my dream, so that I awoke? Did not a child come 
to me, carrying a mirror? «O Zarathustra» — said the child unto me — 
«look at thyself in the mirror!» But when I looked into the mirror, I 
shrieked, and my heart throbbed: for not myself did I see therein, but a 
devil’s grimace and derision (F. Nietzsche, 2012, p. 464)



424

ARTÍCULOS

Acotaciones, 56  enero-junio 2026

Figure 2: Speculum fallax (David, 1610, p. 11)
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3. The pensive mirror

Contrary to the understanding of the mirror as a dishonest, even though 
a satanic instrument, several traditions have drawn on it, metaphorica-
lly and as a simile, to describe the reflective functioning of the major 
theme of this piece — reflective imagination. As Ulla Kallenbach ob-
serves, imagination remains a «missing mystery» in theatre and perfor-
mance studies (2018, p. 301). What follows approaches that mystery not 
as an ineffable faculty but as a structural movement of reflection, dis-
tinct from the dialectical method. More than duplicating the external 
and visible phenomena, with the purpose of either gaining understan-
ding on the object through a new perspective — the anamorphosis — or 
even achieving self-consciousness by gazing the act of gazing, my inter-
est resides elsewhere, in the transit of the internal to the external, in the 
transformation of the invisible into the invisible, in the liminality itself. 
For that purpose, the radical split between matter and energy, the rigi-
dity on identity’s boundaries, both result helpless. It sounds obvious for 
the image to come about a reflective process, but admitting the transmu-
tation of images into things, of ipseity into alteriry, requires either to ac-
cept the order of Nature to be much more plastic, or to resort to magic. 
Endorsing to what Maurice Merleau-Ponty pointed out, «[t]he mirror 
itself is the instrument of a universal magic that changes things into a 
spectacle, spectacles into things, myself into another, and another into 
myself.» (1971, p. 168). The episteme that apprehends the unity of being 
— constituted alike by dense bodies and subtle reflections — stands in 
tension with dialectical inquiry, whether materialist or idealist. For its 
part, monism permits to track down the state changes for bodies into 
spectres, for reflections into objects, without resorting to sorcery nor 
to any other order beyond physics. Whilst scientific methodologies are 
concerned into discovering the truth, if we want to take hold of the limi-
nal gap between our inner-perception and our mirror-image, we should 
be open to recognizing that any insight is verifiable over and above the 
performative utterance of the phenomenon itself; truth cannot be dis-
covered, only understood. We can be far away for comprehending the 
factual, misjudging the virtual as unreal, however, nothing(ness) can 
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scape the order of Nature, which is one and the same for both ideas and 
eidola, and between them only a mirror mediates.

Taoism, Dharmic philosophies, Hermetism, Theosophy (both Chris-
tian as Jewish mysticism), Sufi metaphysics, and Quantum physics can 
be named among those systems of knowledge that embrace a common 
interpretation of the Universe with no contradictions between unity 
and plurality, differentiation and individuation, matter and energy. 
Contrary to the alleged complexity of the theories, resuming the Follow 
the follower mirror-exercise, let’s observe how easily both states can be 
embodied at once, how wisely the mutual dependency between being 
mirrored and becoming the mirror results exposed, and how naturally 
we can perceive being here and there simultaneously, now and upon. 
«This game quiets the mind and frees players to enter a time, space, 
a moment intertwined with one another in a non-physical, non-verbal, 
non-analytical, nonjudgmental way» (Spolin, 1999, p. v). These resolu-
tions seem very similar to what Taoists called wu-wei (non-action) and 
wu-hsin (no-mind), both grounded in the absence of deliberate effort 
(Feng Youlan, 1966, §22). Concerning the mirror exercise, Phillip B. 
Zarrilli observes that «[a]lthough this is an exercise used in training 
actors, acting itself is not necessarily involved. The movements of the 
first person, and therefore those of the second, might not represent or 
pretend.» In this respect, he converges with Eco in suggesting that mi-
rroring is non-semiotic in this context, since representation «lacks the 
psychic energy that would turn the abstraction into a personification» 
(Zarrilli, 2002, p. 44).

What these diverse traditions converge upon — from Spolin’s studio 
exercise to Taoist wu-wei, from Tantric pratibimba to Sufi barzakh — is a 
single insight: the mirror is not a metaphor but an ontological instru-
ment. It does not represent the relationship between self and other; it 
enacts it. The philosophical traditions examined below do not merely 
illustrate this point; they provide the conceptual vocabulary for un-
derstanding why the mirror exercise works, and what it reveals about 
imagination as a mode of knowledge that precedes and exceeds repre-
sentation.

This apparent contradiction between action and non-action can be 
understood through the practice of dhyāna2, a contemplative discipline 
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analogous to practices found in both Taoist and Dharmic traditions.3. 
The way to preserve an active yet non-intentional attitude, to reflect the 
world without collapsing into identificatory fixation—is for the mind to 
remain reflective, as in dhyāna. The late 4th Century BC philosopher 
Chuang Tzu appeals to «emptiness, stillness, limpidity, silence, inac-
tion» for the mind to be «the mirror of Heaven and earth, the glass of the 
ten thousand things» (Chuang Tzu, 1968, §13). In this respect, dhyāna 
should be conceived «neither as a species of poetic imagination nor as 
an intuition of the Bergsonian type» (Eliade, 2011, p. 129), but as a 
psycho-mediator that enables transmutation between the physical and 
transcendental spheres. Another notion, influenced by Buddhism and 
articulated by Shao Yong in The Book of Supreme World Ordering Princi-
ples during the 11th Century, is that of reflexive observation ( fanguan4), 
which expresses the process through which the «ten thousand things» 
become reunified in the mirror of the mind: «not observing things from 
the standpoint of oneself […] but instead observing them from the stan-
dpoint of the things themselves» (as cited in Wyatt, 2010, p. 35). In a 
like manner, the Tantric tradition of pratibimbavāda posits the reflective 
image (pratibimba) to constitute the access for the empirical subject to 
the absolute monad. This theory resists the negation of both iconic and 
acoustic reverberations — of appearances (ābhāsa, Sanskrit: आभास) 
— on the grounds that only nothingness exists without vibration to be 
reflected, and therefore beyond the reach of sense and mind. The Vijña-
nabhairava, the ancient Tantra text compiled around the 7th or 8th Cen-
tury AD, reveals that the truth of the existent «is without any essential 
reality like a magical spectacle. What is the reality of a magical specta-
cle?» (Singh, 1993, p. 123, verse 133).
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Figure 3. Lighting for Pandur: Fragmentos del alma (2019), by Juan Gómez-Cornejo. The 
photograph documents the scenographic device for Inferno (2005), based on Dante’s Divine 
Comedy, designed by Ven Jonke for Numen/For Use (n/d): «Spy-glass mirror acting as the 
front wall of the cube, separates the encapsulated stage from the voyeurist audience, which 

the actors now cannot see, facing instead their own multiplied image.» The photograph, taken 
by the present author, stages a triple specularity: the mirrored scenography of Pandur, the 
exhibition device that reframes it, and the spectator’s digital capture. Reflection here is not 

merely optical but structural.

Like in a hall of mirrors, the images of Śiva dancing reproduce them-
selves as new reflections (bimba-pratibimba) in the actuality of space and 
time, ontological and epistemologically gathering together within the 
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interchangeable-self by means of its cognitive and sensible imagina-
tion. This understanding plunges into crisis objectivity, and extends the 
scope of the research to a so-called «spiritual naturalism» or «spiritual 
realism» (Stanislavski, 2015), conducting the way for imagination to ex-
press the life of the human spirit by means of embodiment. A creative 
state of mind integrates cognitive, affective, and bodily dimensions into 
a unified mode of action. In the encounter with otherness, such integra-
tion may give rise to interpersonal resonance — phenomena often descri-
bed in neuroscientific discourse as mirroring. While Gregory Hickok’s 
critique of the mirror neuron paradigm rightly cautions against neuro-
romantic inflation, it does not undermine the phenomenological claim 
that resonance emerges in conditions of co-presence. Vittorio Gallese 
(2005), one of the original investigators of mirror neurons, proposes the 
concept of embodied simulation: a pre-reflective process through which 
neural systems implicated in one’s own actions, sensations, and emo-
tions are activated in the perception of others (p. 23). Such activation, 
however, does not exhaust the lived structure of empathic resonance. 
This embodied simulation provides a neurophysiological ground for 
what the mirror exercise enacts at the level of practice: the dissolution 
of the boundary between self and other not through intellectual iden-
tification but through shared motor activation. For the performer, the 
relevance is direct: the mirror exercise works not because the student 
«understands» the partner’s movement but because the body simulates it 
before understanding arrives.

The concentration of the creating actor calls out the concentration of the 
spectator and in this manner forces him to enter into what is passing on 
the stage, exciting his attention, his imagination, his thinking processes 
and his emotion. […] It embraces his mind, his will, his emotions, his 
body, his memory and his imagination. The entire physical and spiritual 
nature of the actor must be concentrated on what is going on in the soul 
of the person he plays. I perceived that creativeness is first of all the 
complete concentration of the entire nature of the actor. (Stanislavski, 
1956, pp. 464–465) 
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Baudelaire, in his 1856 letter to Alphonse Toussenel, resorts to ima-
gination as «the most scientific of the faculties, because it alone embraces 
the universal analogy or what a mystical religion terms correspondence» 
(apud Hüppauf & Wulf, 2009, p. 43). In this context, correspondence 
extends synaesthesia to a wider scope, to a spiritual and mysterious one, 
making think, without any noticed dependence, of the Isa Upanisad, a 
Vedic text suggested to be composed by the 1st millennium BC, which 
sixth verse teaches to behold «all beings in the Self5, and the Self in all 
beings» (Müller, 2001, p. 610). This rule, which gathers the one and 
the multiple, the tangible and the intangible, equals that of the mirror, 
reflective analogy. Another correspondence quotation, from the 1871 
renowned Arthur Rimbaud’s letter to Georges Izambard, reads «Je 
est un autre» (I is another), which would be even today diagnosed with 
schizophrenia under the normative myth of the autonomous identity; 
although, it echoes indeed the sixteenth hymn in the same venerated 
poem, «That person up there, I am he!» (Olivelle, 1998, p. 407), bringing 
light into the interdependence between the self-consciousness and inter-
subjectivity, the actor and the role, audience and players: «the transper-
sonal witnessing awareness mirrored by sacred theatre» (Yarrow et al., 
2007, p. 90).

	 It is important to remark that it is not a theory of knowledge 
what is being discussed, but a way for self-development; to know is to 
recognise, science is quiescence — that of the water which only when re-
maining still can reflect both the heaven and the earth. In this respect, 
concerning the Follow the follower, Spolin comments that «this exercise 
can bring miraculous unity and harmony to a group of players» (Spo-
lin, 1999, p. v). While dialectical reason addresses straight the logical 
intellect, both acting theories and the philosophical texts broached in 
this inquiry are to be understood in relation to practice, not capable of 
transmitting any learning by themselves without being physically in-
corporated. In consequence, the field of Performance Philosophy (Cull, 
2014) is so naturally advocated to disregard the radical observer / ob-
served constructive distinction — knowing is becoming —, as it is also 
predetermined to understand theory and practice, as both the sides of a 
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single reality, dependent on each other like action and cognition mirror 
themselves into imaginative awareness.

4. The performative mirror

Meditative reflectiveness, discussed in the previous epigraph, corres-
ponds to the first of the two principal dimensions of imagination — 
sensory perception — while creative dynamism constitutes the second. 
Contemplative consciousness apprehends the natural order without 
altering it, whereas poetic imagination operates performatively, trans-
forming that order into newly perceptible configurations. The former 
is centripetal as the latter is centrifuge, even though both of them are 
self-dependant and from the specular paradigm of monism. The reflec-
tive analogy that justifies non-contradictory dualities — the visible and 
the invisible, selfness and otherness, the micro and the macrocosmos — 
is synthesised in the renowned Emerald Tablet of Hermes, which English 
translation, included in The mirror of alchimy by Roger Bacon, reads: «It 
is true without leasing, certain and most true. That which is beneath 
is like that which is aboue: & that which is aboue, is like that which is 
beneath, to worke the miracles of onething» (1597, p. 16). The Hermetic 
tradition in the West links up the ancient Egyptian knowledge with the 
earlier Hellenistic philosophy, at least until the development of the dia-
lectical method and the prevalence of reason in scientific epistemology. 
Hermeticism can be also claimed the root for Neoplatonism, Alchemy, 
and Nature philosophy, as all visible things are reflections of the ar-
chetypal crucible. As Hermes Trismegistus taught to Asclepius, son of 
Apollo and god of medicine in Greek mythology: «Nature is the mirror 
of truth; the latter is at once the body of the incorporeal (things) and the 
light of the invisible» (2000, §8.5). Performative imagination has been 
associated with magic (Vega Balbás, 2020) because of its capability for 
producing a kaleidoscopic maze of inexhaustible virtualities, the theatre 
of mirrors. Nothing can be created, for every creation is a recreation of 
the original principle (ἀρχή). As the demiurge shapes all the corporeal 
things in the Universe, performative imagination reflects that labour as 
an admirable thaumaturgy.
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Figure 4: Integræ Naturæ ſpeculum, Artisque imago (The wholeness of nature reflected in 
the mirror of art). The Artes Liberaliores (liberal arts) sphere includes: (counterclockwise) 
fortification, painting, perspective, geometry, music, arithmetic; (clockwise) motion, time, 

cosmography, astrology, geomancy. (Fludd, 1617, p. 12)

Let’s observe one more acting exercise concerning the mirror to 
bring the discussion further.

The second exercise is also something that’s done daily — looking in the 
mirror. For women, it’s putting on make-up and combing their hair; for 
men, it’s shaving. At home, practice with the real mirror and objects, 
then with the imaginary. […] After looking at yourself, explore each 
object through the five senses. Go through each sense slowly. Ask your-
self, ‘What am I touching, smelling, seeing, hearing?’ and so on. For 
example, without literally touching yourself, investigate how the make-
up brush or razor feels against your skin and on each specific part of 
your face. When doing the exercise in class, try to create the experience 
anew without just imitating what you practiced at home. (Strasberg, 
2010, pp. 17–18)
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In regards to poetic imagination, this quotation allows us both to 
delve into the Kantian difference between active versus reproductive 
imagination, and to introduce the topic of memory. Lee Strasberg’s po-
pular Method, a derivation thrived in the USA since the 1930s from 
Stanislavsky’s system, postulates emotional memory to be «the key to 
unlocking the secret of creativity that is behind every artist’s work, not 
just the actor’s» (2010, p. 28). Following this theory, the performer must 
draw upon pertinent sensory-emotional memories in order to build a 
realistic character. However, as I will argue, memory functions not only 
as an internal resource rooted in the past but also as a conduit to a cos-
mic imagination that flows within a nonlinear temporality. Attributed 
either to intuition, recollection, or subconsciousness, this transpersonal 
flux — which can be recognised in the figure 4 as the feminine presence 
inter-chaining the human-ape to the ultimate monad — is understood by 
the Neoplatonic philosophers as memory, coming from Plotino’s Fourth 
Ennead the adage «the soul is and becomes what she remembers. In-
deed, to remember is to think or imagine» (Vol. II, 1918, IV.4.3). In 
Giordano Bruno’s magical system, memory plays also a specially rele-
vant role, as it is reminiscence, streaming through imagination, which 
connects potentiality with actuality6. Strasberg postulates memory as a 
representative of the radical empiricism which believes that nihil est in in-
tellectu quod non sit prius in sensu (nothing is in the intellect without having 
previously been in the senses). Sensorial imagination is, thus, reproduc-
tive and combinatory, whilst radical imagination, with the terminology 
by Cornelius Castoriadis, «consists in the creation of figures (or of mo-
dels) of the thinkable» (1997a, p. 269). The former assumes reality to 
exist previously to be reflected in the autonomous psyche of the subject, 
the latter assumes reality to be instituted in the social imaginary (Casto-
riadis, 1997b) by means of (the politics of) symbolic mediation. In other 
words, we can reiterate that the actor’s phantasy must be completed by 
the audience’s, because autonomy can only be performed dynamically 
within a set of imaginal categories — including language itself.

A different lineage of actor training offers an alternative to Strasberg’s 
reliance on emotional memory. Michael Chekhov, nephew of the pla-
ywright and himself a student of Stanislavski, developed a technique 
centred not on the recall of personal emotions but on the imaginative 
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body. For Chekhov, the actor’s primary instrument is the «psychologi-
cal gesture»—a physically enacted intention that generates feeling rather 
than merely recalling it. In his system, imagination is not reproductive 
but productive: the actor forms inner images and allows the body to res-
pond to them. The images generated by creative imagination differ from 
clichés precisely in their living, flexible, and transformative character. 
This distinction is crucial for our inquiry into the mirror. Whereas Lee 
Strasberg’s method employs the mirror as a tool of self-observation, re-
inforcing psychological identity, Chekhov’s technique treats the autono-
mous image as a partner — not a reflection of the self, but an other that 
the body encounters and to which it responds. In this framework, the 
mirror ceases to be specular and becomes dialogical. As Chekhov wri-
tes in On the Technique of Acting (1953/1991, p. 5), citing his student and 
collaborator Ethel Boileau:

You will see images as in a vision mirrored in your imagination. You 
will give them form, substance and reality, but you will never know 
quite whence they come. They are greater than yourself – and when you 
see them manifest a symbol, they will have a life of their own which is 
not your life – a mind which is not the reflection of your own. It is then 
that you will ask yourself, ‘What is this that I have brought into being?’ 
And the profounder their meaning and significance, the more you will 
question.

The make-up or shaving exercise comprise the search of realism and 
aliveness in acting avoiding mimicry. Recalling memory, the actor is 
intended «to create the experience anew» (sup.) Training in front of the 
mirror allegedly permits to apprehend sensory experiences simulta-
neously with providing an insight into the actor’s identity by means of 
his or her reflection. In his book A Dream of Passion, dedicated to the de-
velopment of the method, Strasberg underscores that this exercise «tells 
us something about the actor in addition to training the senses. We find 
that some people have no sense of themselves. Some are not able to to 
see themselves in the mirror; others respond very subjectively and react 
in unusual ways to the sight of themselves» (1988, p. 134). Focusing the 
actor’s psychology instead of his or her image-in-action, the dichotomy 
of object versus subject arises back together with the illusory sense of 
autonomous identity.
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Figure 5: 15th century illustration depicting Marcia from Giovanni Boccaccio’s De Mulieribus 
Claris. In the collection of the British Library, Royal 20 C V, fol. 104r

Nevertheless, from the perspective of the transcendental monism, 
three points are to be remarked: that what is experienceable stands for 
nothing apart from a reflection itself, that nothing can be created anew 
but recreated from pre-existing archetypes, and that reality and imagi-
nation cannot be considered the opposite but the complementary. Even 
if the actor manages to bring into the present time of the performance 
a pertinent affective memory from the past, that true experience will 
constitute a new appreciable phenomenon before the eyes of the audience 
through the looking-glass of the proscenium. The question is not whether 
if the performative experience streams from a real feeling or not, rather, 
the question consists in if the acting is perceived indeed as real or fake 
in the imagination of the spectators. Contrary to the belief that reality 
naturally projects a sense of reality, Stanislavski first-generation actor 
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and partner, Yevgeny Vakhtangov insisted that verisimilitude depends 
on the actor’s ability to believe in his or her line of actions, as an opposite 
way to the line of feelings; action is transformation: «Only things active 
are worthy of the stage. […] Without action nothing on stage is received 
[by the audience]» (2011, p. 95). Scenic action is founded on the dyna-
mic power of imagination (φαντασία), capable of moving the soul, in 
accordance with Aristotle’s statement in De Anima (III, 428b30–429a), 
«from perception in accord with its being-at-work» (2012, p. 82); and 
it behaves in a similar way to the alchemical transformation of false-
hood into truth by means of the magic of mirrors. Reality and phantasy 
are not contradictory in the theatrum philosophicum, controversially, the 
former needs the later to proceed. In 1922, during a discussion with 
students, Vakhtangov asserted: «Naturalism in theatre should not exist, 
and neither should realism. […] Fantastic realism exists; it must now be 
present in every art.» (2011, p. 158).

5. On the opposite side

Being mirrors double-surfaced, only one plane is reflexive. The other 
invites consideration, particularly with regard to the autonomy of art. 
If reflectiveness governs the manifestation of the idea, can the artist 
perform more than a mechanical transformation? Is there any method 
capable of overcoming the natural law of analogy — any procedure that 
might break through to the other side? It is certain without leasing, cer-
tain and most true: no way. In Nature, following Epicurus’ early atomic 
theories (Letter to Herodotus, 1994), nothing can be conceived beyond 
bodies and void (§39). Images (εἴδωλα), though seemingly spiritual, are 
themselves subtle bodies «which are neither invisible nor incorporeal» 
(§70). And most important, especially for novice students of dance and 
their well-being, it is to remember that «[t]he moving body itself, howe-
ver, cannot reach several places at the same time» (§47). Nature admits 
no rupture of its own conditions. That being so, how would it be possible 
between dualities any other relationship different to that of perfect har-
mony? Is dramatic antagonism incompatible with the law of physics and 
its uniqueness? Although art may appear to constitute new realities, one 
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must recall that, as Epicurus, following Parmenides, maintains, «out of 
nothing, nothing comes» or, in the words of King Lear, «Nothing will 
come of nothing.» (Shakespeare, 1608/2026, Act I, Scene 1). If every 
creation is therefore a transformation, as the alchemists likewise as-
sume, how can we recognise any autonomy in the artistic exercise? If 
the magic of mirrors consists in bringing the possible into appearance, 
and if what is possible is unlimited, then no ultimate boundary can be 
either surpassed or exhausted. Art, though not autonomous in an onto-
logical sense, may thus be understood as the exercise of freedom within 
immanence. Even the hypothetical «other side» of the mirror, were it 
accessible, would still belong to the totality of nature. As Epicurus su-
ggests, there exists «an unlimited number of cosmoi, some similar to this 
one and some dissimilar» (§47). Plurality does not imply transcendence 
beyond nature, but expansion within it. Gaston Bachelard, in L’air et 
les songes (1943), offers a phenomenology of the dynamic imagination 
that illuminates this question from within the element of air. For Bache-
lard, imagination is not the faculty that forms images of reality; rather, 
it deforms the images furnished by perception (Bachelard, 1943/1990, 
p. 10). The ascending imagination — the reverie of flight, of verticality, 
of the aerial — does not escape matter but creatively transforms it into 
movement. This is precisely what the dancer enacts: the leap is not a 
denial of gravity but its creative transfiguration, as the body enters an 
aerial duration that, however brief, constitutes a genuine other-space. 
Bachelard’s insistence that imagination is dynamic — that it moves, de-
forms, and transforms — aligns with the monist framework elaborated 
throughout this article: imagination does not reproduce the world; it 
actualises its latent virtualities in perceptible form.

Contemporary physics offers a suggestive, if speculative, resonance 
with these philosophical and mystical traditions. Latham Boyle, Kie-
ran Finn, and Neil Turok (2018) propose a CPT-symmetric universe 
in which the Big Bang functions as a mirror boundary, with a partner 
anti-universe extending backward in time. In this model, the universe 
is literally doubled across a temporal mirror; the laws of physics on «the 
other side» are the charge-parity-time reversal of our own. While the 
analogy to theatrical mirroring should not be pressed too far, the struc-
tural homology is striking: just as the proscenium constitutes a reflective 
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boundary across which performer and spectator exist in complementary 
relation, the CPT mirror may be understood as a cosmic proscenium: a 
boundary across which matter and antimatter, forward and backward 
time, are not oppositions but symmetries within a single reality.

Artists can either explore the commonness of an actual social reality, 
or they can, on the contrary, choose to bring a totally divergent one to 
the limelight. If everything exists as a reflection of the oneness, the quid 
of the matter is codification. Artistic languages can push forms to the 
edge, looking for the limit in which it may result almost attainable to 
turn what is invisible into tangible. In consequence thereof, the perfor-
mer (ποιητής), impersonating the Demiurgue, achieves to build a new 
and autonomous heterocosm, despite being virtual, real for all purposes. 
The breach of the rule of Nature in fact asserts for itself, and magic is 
nothing more than an even now inexplicable yet natural transformation. 
If the artform looks unnatural, the mirror of the artist can be blamed for 
distorting. Theatre can both imitate and defy life. Mystics and dancers, 
in the search of that thirdspace neither corporeal nor invisible, likewise 
aim to attain their own lesser death to get rid of the density of their or-
gans, to become mirrors themselves. In 1985, in the guide to the perfor-
mance Let Artists Die, Tadeusz Kantor put in words about «Reflections» 
(in Kobialka, 2009, p. 387):

I am walking from the depths of infinity, which I have left behind. I am 
walking forward. There is a mirror in front of me; the invisible boun-
dary of the mirror which marks the beginning of an extension of reality 
and the time of poetry. From this moment on let us repeat the warning: 
everything is reality, illusion does not exist. Maybe it will be easier for 
us to enter the world of poetry. I am walking forward. Someone, who is 
another I, is walking up to me. In a moment we will pass each other or 
bump into each other. I am thinking about this moment with growing 
uneasiness. However, it does not escape my perception that I am not 
walking forward but in the direction of the depth where I started a mo-
ment ago. I am walking forward back. 
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Figure 6: John Tenniel’s illustration in Lewis Carroll’s Through the Looking-Glass, and What 
Alice Found There (1st edition, 1872, p. 12). Alice’s passage through the mirror enacts the 
central question of this article: whether the reflective boundary between the visible and the 

invisible can be crossed by a body, and what kind of knowledge that crossing produces. Source: 
Houghton Library digital collection.

The notion of thirdspace, even given its tradition in political geogra-
phy (Lefebvre, 1974), must be considered also in its temporal dimension; 
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reflectiveness is a physical phenomenon that concerns vibration, both 
in a visual (light) as in an acoustic spectrum (sound). The stage, as a 
space of representation, contains «all other real and imagined spaces 
simultaneously7» Here the argument comes full circle: the mirror is not 
one metaphor among many for the theatrical encounter but its structu-
ral principle — the device by which the stage produces a space that is 
simultaneously real and virtual, present and absent, here and elsewhere. 
It is as much a place of encounter for the reassess of otherness — the po-
litics of differentiation —, as a momentum for experiencing the collective 
power of imagination — the mystics of daydreaming. According to the 
Sufi cosmology, there exists a third world which enacts as an interme-
diary between essences and appearances, the world of symbolisation. 
Known by its Arabic name, barzakh «is the dream world that partakes 
of both life and death, the image in the mirror that both is and is not the 
observer; it is the unperceivable instant between past and future […] 
is the world of the imagination that stands as a mesocosm between the 
spiritual and material worlds.» (Jaffray in Ibn ’Arabi, 2006, p. 75). The 
Spanish 13th Century AD mystic, Ibn ’Arabi, throughout his vast pro-
duction, approached the divine power of imagination (khayāl8) to be the 
mediator, and put the isthmus (barzakh) into force. The mundus imagina-
lis, as Henry Corbin named it (1972), enacts as a theophanic transducer 
in which the absolute gets reflected, hence creating a myriad of new 
archetypes, from which phenomena gets conformed in Nature by way 
of an endless succession of recursing reflections. With this respect, the 
words by Faivre succeed by way of summary: «The universe is a theater 
of mirrors, a mosaic of hieroglyphs to be decoded; everything in Nature 
is a sign, the least object is hiding a secret» (2000, p. xxi).

6. Finale

Throughout this inquiry, the mirror has appeared as a pedagogical 
tool (Spolin, Boal, Strasberg, Chekhov), as an architectural device 
(the proscenium), as an epistemological instrument (Eco, Bachelard), 
as an ontological threshold (Foucault’s heterotopia, Ibn ’Arabi barzakh, 
Tantric pratibimba), and as a cosmological principle (the Emerald Tablet, 
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CPT symmetry). What unites these manifestations is not mere analogy 
but structural identity: in each instance, the mirror enacts a boundary 
across which the visible and the invisible, the dense and the subtle, the 
self and the other are not opposed but co-constituted.

	 Imagination, as this article has argued, names the movement 
that traverses that boundary — not as reproductive imitation but as per-
formative kínesis, the dynamic power that Aristotle attributed to phanta-
sía and that every dancer, actor, and spectator enacts in the encounter 
with the reflective surface. Reflectiveness, then, is not a property of 
glass but an ethical and creative disposition: the willingness to see and 
to be seen, to mirror and to be mirrored, to generate presence rather 
than merely consume images. In a world saturated by spectacular self-
reflection — the selfie as Narcissus, the screen as speculum fallax — the 
performing arts offer a counter-practice: a form of reflectiveness that 
does not fix identity but sets it in motion.

	 It wasn’t long ago when I spoke with my friend Hamid on the 
phone. I was looking forward to announcing to him that my risāla would 
finally appear in Acotaciones, the journal of the Royal School of Drama-
tic Art (RESAD), Madrid. He didn’t seem surprised when I told him 
that I was aiming to include his commentaries on it. «Congratulations! 
Sooner or latter I knew it was going to happen», he said to then conti-
nue:
— I’m glad to be useful. If only I were able to prevent another glass for 
crashing… You know, as my mother used to say: «ءافص نم كولسلا نسح 
.«behaviour is the mirror of the heart» ,«بولقلا
— By the way, how is your student doing?
— Oh, he’s fine. He made his dreams come true; quit dancing; became 
an influencer.

***
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8. Notes

1	 From the Arabic ِر َلاسَ  in this context with the meaning of “tract, or small ةٌ
treatise or discourse […] comprising a few questions, inquiries, or problems, 
of one kind.” (Lane, 1863)

2	 Sanskrit ध्यान meaning “meditation, thought, reflection, profound and 
abtract religious meditation”. Derived from dhyai ध् यै meaning “to think of, 
imagine, contemplate, meditate on, call to mind” (Monier-Williams, 1960, 
p. 521).

3	 The mirror-mind metaphor in Buddhism is known to constitute a large 
topic (Lusthaus, 1985; Wayman, 1974)

4	 Chinese 反觀 meaning “to observe, turning one’s sight inward” (Theodor & 
Yao, 2014, p. 113)

5	 Ātman, from Sanskrit आतम्न ्, “the soul, principle of life and sensation; the 
individual soul, self, abstract individual” (Monier-Williams, 1960, p. 135).

6	 Manuel Mertens in his monograph notes: “Bruno’s mnemonics and his 
magic as being two sides of the same coin, rather than distinguishing be-
tween them as cognitive and operative, respectively”, to continue later 
asserting that “mnemonic practice itself was understood as a form of par-
ticipation in divine creativity, bringing forth forms in the mind analogous 
to the divine creation of forms in nature.” (2018, pp. 218–219)

7	 The emphasis is mine. 
8	 In his work on Ibn al-̒Arabī’s Barzakh, Bashier summarizes that khayāl, usu-

ally translated as imagination, “is anything seen like a shadow, an image in 
the mirror, for instance, or on water”; and in the context of our Andalusian 
scholar, it comes to signify “the power of manifesting a spiritual entity in a 
material form. Imagination is situated at the boundary between the realm 
of the spiritual and the realm of the material like the khayāl of the beloved 
that appears at the boundary between darkness and light.” (2004, p. 167)




