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In April 2005 I completed my doctoral thesis, within which I presented a proposal for new practice, namely: The Dance Consciousness Model. The model was designed to allow dancers and choreographers access to specific states of consciousness within improvisation, choreography, rehearsal and performance. To not only permit controlled access to these states but also the ability to manipulate these states. The model, as its title suggests, was explicitly constructed for use within the dance context and was not necessarily directly applicable within a theatre, live art or performance art context. Whilst this was noted as an area of further investigation in the final chapter of my thesis, in June 2005 I pretty much put the thesis in a big glass jar and put the lid on tight, I put a label on that jar which read ‘Karla Shacklock’s dance thesis 2005’ and put that jar on a shelf. In January 2011 I took that jar down, dusted it off and had a good look at it. The time had come to delve a little deeper, to go beyond my initial findings, to go beyond my initial proposal for new practice and to go far beyond what I thought had been possible. My aim was to bring together a cross-disciplinary ensemble and to collectively go beyond what we thought physically, vocally and emotionally possible, by going beyond what we thought consciously possible. Or vice versa – to go beyond what we thought consciously possible, by going beyond what we thought physically, vocally and emotionally possible.

Over a period of 19 days (during which not all the artists were always present), I worked with a dancer, an actor, a musician, a costume designer and a lighting designer. Over those 19 days we went beyond many times, in many guises, we discovered a new way of working and as such, today I would like to share that with you, in the form of a proposal for new practice. A new practice which holds at its very heart, the performer and their consciousness. 

It was of utmost importance to me that this was a period of research, experimentation, discovery and emergences, not a period of construction. It was anticipated that something would emerge from our collective consciousness, but the preoccupation was never with product. In order to undergo the research, we needed to engage in a particular way of thinking and being, and take on a philosophy specific to our investigation. We did not know what would occur, where we would go or what would be unearthed, but we did know that we would always be guided by a set of a parameters, an ideology, an approach. We opened our consciousness and from that place something happened.

Going Beyond

We allowed ourselves to be transported, to go beyond what we thought consciously, physically, vocally and emotionally possible, and to go to our extremes. Like Franko B, we needed to render tolerable what we initially thought to be intolerable and amplify the physical and psychological capabilities of the human body and self. We discovered our own ‘incessant drive to conquer limits’, we were seeking the ‘intensification of sensations, the exploration of other velocities’ (Miglietti, 2003, p.187). We tried to test and push the envelope of our ‘threshold of tolerability’ (Migiletti, 2003, p. 22) and went in pursuit of the deepest pleasure and deepest pain in the deepest nether regions of our consciousness. We had to be open, adventurous and reckless, for, as Miglietti notes, ‘It is recklessness that … triggers the liberating accident, makes things happen’ (Miglietti, 2003, p. 27). 

Like performance artists Gina Pane we tried to transform our ‘own body into a site of rebellion’ (Migiletti, 2003, p. 28). We rummaged ’around in the under and seamy sides of life, bringing to light the secret and hidden’ (Vergine, 2000, p.9) and allowed the phantoms of the mind to become visible. We didn’t render anything unperformable. We had to maintain a position where we were at once the performer and spectator. Indeed, as Miglietti notes ‘there is no doubt about it, you must look if you wish to be looked at’ (Migiletti, 2003, p.35). We had to see ourselves and our abilities through new eyes and become foreigners within ourselves, within our consciousness. We had to see ourselves as a project to be subjectively and objectively explored;  again to quote Miglietti, ‘Feeling oneself to be foreign is the beginning of an undertaking of oneself that is luminous and uneasy, it is setting oneself forth as a project, as a special effect’ (Miglietti, 2003, p.93). We tried to see ourselves as an “other” and to see this other ‘inside oneself, outside of oneself’ and ‘distant from oneself.’ (Maglietti, 2003, p.93). At times we had to even consider the loss of ourselves in order to completely free ourselves, both consciously and creatively, like Marina Abramovic who ‘offers the abandonment of oneself in order to become a creative act’ (Miglietti, 2003, p.94).

The conscious body

The body and its consciousness were to be the protagonists of the work. The conscious body became the idea itself, whereas ordinarily, according to Pane, it is ‘nothing more than a transmitter of ideas’. From this stance it was possible to ‘enter other spaces, such as from art to life, where the body is no longer a representation but rather a transformation.’ (Pane, cited in Miglietti, 2003, p. 28). We tried to sit at the cross roads between our inner self and outer self, blurring and unhinging the duality between interior and exterior, between the thinking body and the exhibited body. We engaged in ‘an act of inverting the internal/external relationship of the body’ and thus putting ‘the more intimate and personal and hidden dimension of a being on show: one’s own interior.’ (Miglietti, 2003, p. 30). We needed to allow part of our own self, to be ‘catapulted to the exterior of one’s body and projected well beyond a limit that no longer exists.’ (Maglietti, 2003, p.116). 
In order to become a human being who transcends the limits of his/her own body,  according to Vergine, the conscious body must be ‘stripped bare in an extreme attempt to acquire the right to rebirth back into the world’ (Vergine, 2000, p. 8). So we sought to ‘donate’, ‘open’ and ‘exhibit’ the self, to transform the body and eliminate the concept of skin being a boundary, or limitation, between self and the world. We invaded and interrogated our body. Not just ‘the body as blood, skin, limbs, senses, but also body as fear, panic, anguish, depression, tension’ (Miglietti, 2003, p. 21), desire, passion, exhilaration. We lay our bodies bare, both their inside and outside. We dealt ‘with the body as an extension’ of the consciousness (Miglietti, 2003, p.123), seeking total complicity within the conscious body and demanding the totality of existence.  We were searching for an expanded consciousness, both within and outside of the body. In fitting with the thoughts of Sartre, we sought to consider that ‘the body is a part of every perception. It is the immediate past in so far as it still emerges in the present that flees away from it. This means that it is at one and the same time a point of view and a point of departure  - a point of view and a point of departure that I am  and that I also go beyond as I move off towards what I must become’ (Jean-Paul Sartre, cited in Vergine, 2000, p.15).

Truth and authenticity
Fundamental to our research was the existential articulation of truth and authenticity in the presentation of our conscious experiences. When we were present with our consciousness, open to the direction in which it pulled us to move, honest with ourselves and others, we were able to locate truth and authenticity and an unmediated access to actual lived experience. When we allowed anticipatory thoughts, judgemental scatterings or retrospective excitation to enter our consciousness at a fundamental level, we lost sight of the truth of our experience. We didn’t want to re-construct, re-present or re-invent reality, we tried not to contaminate our experiences, and of key importance is that we tried ‘to express them in a direction that is pure’, as it is in our minds (Franko B, cited in Migiletti, 2003, p.34). We were in pursuit of realism and at all times we needed to detect and assault false reality. We, therefore, needed to keep alert and to keep our wits about us. We needed to maintain a higher order conscious thought that ensured no intervention, fabrication or falsehood of our experiences, and to do this in a way that need not disturb the fundamental state. The monitoring state must be supplementary, it must sit in an introspective seat high above the fundamental state of the truthful and authentic state that is going beyond. We needed to apply a state akin to that referred to by Aristotle, a state ‘that knows itself, endlessly circling in its self-awareness’ (Biesenbach et al., 2008, p.86). 

This allowed us to connect our consciousness with reality, to present that reality, to present our true self, and in doing so to present theatre.  Indeed, as Fisher notes, ‘Authenticity in the context of theatre equates to a yearning for greater honesty, truthfulness and, importantly, a greater correspondence to reality’ (Fisher, 2011, p.112). We did not need to project anything beyond the reality of our selves. There was no need for an extraneous concept to be laden upon the research, the concept was in itself the truthful and authentic pursuit of beyond and all that that entails. To this effect, rather than perform the concept, we decided to live the concept ‘through the live implementation of the concept itself’ (Athey cited in Maglietti, 2003, p.240). 

We had to draw upon the multiplicity of our human consciousness and transmute whatever emerged into an authentic and real experience – ‘a time that is not manipulated, transferred, alienated, distanced; it is a reality of experience that is transmitted (Miglietti, 2003, pp.94-95). We needed to live each moment as it appeared to consciousness. As Abramovic notes, ‘by being in the present you stop time – you don’t think about the past or future, you’re just there, with everything turned into that idea of here and now’. (Abramovic in Biesenbach et al., 2008, p.13). Remaining in the present is no simple feat and necessitates disallowing one’s mind to escape to other anticipatory or post-reflective states, thoughts or experiences, again through the application of a supplementary higher order thought which can monitor the fundamental state in the present moment. Once able to maintain a grasp on the present moment, you are able to open yourself fully to an audience, you are completely vulnerable and, according to Abramovic, ‘this is something that really breaks down the walls between you and the audience’ (Abramovic in Biesenbach et al., 2008, p.25). In this respect both audience and perfomer gain insight ‘not only into the situation that has been lived through but also existentially into what it means to be in the world’ (Fisher, 2011, p.113). Occasionally we may even have encountered what Heidegger refers to as an ‘authentic seizing of one’s own existence’. (Fisher, 2011, p.113).Indeed, as Fisher notes, what was ‘at stake is not factual veracity but fidelity to the very conditions of our own existence’. (Fisher, 2011, p.112).

The process

And so for 19 days we adhered with great discipline and diligence to our shared philosophy. As I noted at the start of this paper, we didn’t really know where we going, but eventually, piece by piece, a way of working seemed to arise. It is tempting to lead you through a verbal recollection of what happened each day, but perhaps of more use is an introduction to the practice we discovered and some illumination of how that resulted in the performance you saw last night. 
Phase 1

We began, always, with an exercise designed by myself, which I anticipated would in some way encourage the performers to go beyond what they thought physically, vocally or emotionally possible. An example is a simple endurance task, in which they are asked to hold a fairly difficult position for a duration of, say, 15 minutes. My hypothesis, based on my own experience, was that after a fairly short period of time, their conscious mind and body would want to give up on the endurance position – most commonly through discomfort or boredom. In order to pursue the task, however, and maintain the position, they would be forced to enter a different conscious state which would permit them to escape the thoughts of discomfort or boredom. Once able to access such a state, it was possible to maintain the endurance position for far longer than they initially thought possible. This is a very basic example of going beyond what you thought physically possible. What was of interest here, was not necessarily how long one could hold the position for, but where one went consciously in order to hold that position, and then subsequently, what was possible within that conscious state. 
This place was the point of exploration and discovery that we were seeking. An endurance task such as this, became Phase 1 of our process. For some time we played with simple Phase 1 tasks – for example vocal or emotional endurance exercises such as repeating tongue twisters or forced laughter for extended periods of time. Gradually we began to combine these Phase 1 tasks – for example repeating the tongue twister ‘red lorry yellow lorry’ whilst physically demonstrating your vocal level of articulation with your body and such an exercise would invariably prompt an emotional response too, such as frustration or anger. Another example, would be maintaining a physical endurance position and simultaneously vocally describing an event that you are ashamed of. 
The performers had to acquire a new knowledge and understanding of, and control over, their consciousness. Enduring an exercise often necessitated great discipline and at times something would stop the performers going beyond, they would put up barriers, apply coping strategies or methods of distraction. They were often flooded with higher order thoughts. These thoughts would often be protective, thoughts to try and keep the self safe. But these thoughts could stop the performers going beyond. The performers discovered that in most instances they could go further than the higher order thought initially permitted. In order to do so, they had to apply a second order higher order thought above it, one which could reflect on the first order and discount it, overrule it, allow them to bypass it, allow them to go beyond.

Having mastered control over their consciousness the performers were able to just exist as self, self dealing with the present.  Even when characters seemingly emerged, these characters still existed as truthful extensions of the self. The emotions the performers experienced were real, not re-enacted or remembered, but real in the present moment. They had to learn to embrace the pleasure and the pain. Each day one of the performers would have an overwhelming experience in which they went physically, vocally, emotionally and/or consciously beyond, in doing this they often displayed the greatest communication of self. This could often be highly emotional or even scary, but essentially at times we were unearthing deeply rooted or hidden parts of the self, and experiences that may ordinarily pushed away, and so these strong responses were inevitable. 
Their conscious bodies would just respond in the present moment, at times they were in a state of trance. One Phase 1 exercise required the performers to maintain a difficult endurance position for 10 minutes, during this time their consciousness would become present centred and fully connected to self. I then shouted out various years from the performer’s lives, the performers were required to speak whatever memory or image instantaneously appeared to consciousness in association with that year. Their responses were real, authentic and truthful, they weren’t pre-meditated in any way, or designed to entertain or be interesting, they were just their honest response to that year. There was no space within their consciousness capacity to overthink. 
In phase 1 the performers also began to experiment with their consciousness commentary, an opportunity to speak exactly what appears to consciousness in the moment it appears, it is not designed or filtered. This would sometimes be built into an exercise – i.e. in its simplest form, to speak your consciousness commentary whilst in an endurance position. But the performers were also introduced to the idea that if ever their conscious thoughts became more dominant than the exercise itself, they were permitted to speak them. For example, if mid-exercise a performer became distracted by an intrusive scattering, they were permitted to speak it in order to acknowledge it and subsequently overcome it. The commentaries became ingrained in the practice, and also became a means of confessing to the moments in which authenticity was slipping. The performers even developed a ‘confession symbol’, a physical and vocal sign which indicated a moment in which they weren’t able to maintain reality and weren’t being authentic. These techniques allowed an insight into the workings of the performer’s consciousness, and gradually were needed less and less.

The experiences being encountered in phase 1 were real, truthful, authentic, present centred and encouraged the artists to go beyond, they were a state of being, but whilst these experiences, these states, remained at Phase 1 they remained a private experience and somewhat limited in terms of performability.   

Phase 2

After some time, we discovered a Phase 2. This phase involves allowing the Phase 1 experience to resonate in the conscious body and mind. So, for example, following an endurance of a physical position for 15 minutes, the performers would be asked to STOP, close their eyes and allow the experience of Phase 1 to resonate through their conscious bodies and minds, and to allow that resonation to arise physically, vocally and/or emotionally. This would prompt an exploration of the state they had just reached. The exploration could take any form, the exploration was whatever appeared to consciousness in that moment. The material nearly always managed to remain truthful to the Phase 1 experience, and the performer’s knowledge and understanding of the philosophy of the project ensured that they were able to either maintain this, or to retrospectively reflect on why this hadn’t been possible. 
Whilst the resonation material was always fascinating and, again, was real, truthful, authentic, present centred and encouraged the artists to go beyond, the material still lacked form and in its current materialisation was difficult to repeat or even re-access. The experiences existed subjectively, the performers never experienced them objectively and therefore could not always re-access them, the subjective sense of it was too intangible. What was required was having had a subjective experience, to see it objectively, and then re-access it subjectively. 

In an attempt to in some way to store the experience as something to be re-accessed, we came across the jars. At the end of each exercise I would ask the artists to close their eyes and remember the experience they had just had, to remember it physically, vocally, emotionally and consciously. I would ask them to put the experience in a jar. I would ask them to put a label on the jar and decide what was written on the label – a descriptor of the contents, the experience. I would ask them to put the lid tightly on the jar and to put the jar on a shelf. I would ask them to see the jar and then, when ready, to walk away from the shelf. The jars became a fundamental part of the process, however whilst the content of the jars was still at Phase 2, it remained difficult to reopen the jar and re-access the state.
Phase 3
This led us to discover Phase 3. After allowing the performers to explore the resonation of the Phase 1 state, for some time, I would once again instruct them to STOP and close their eyes. This time I would ask them to maintain the Phase 1 and 2 states, and explain that these were the fundamental states of experience. I would ask them to apply a higher order thought and whilst maintaining the sensations of the fundamental state, allow themselves to remember the physical, vocal and emotional experience they had just encountered and to relive this experience. Intuitively the artists would just relive the moments that most appeared to consciousness, so Phase 3 would see an almost sub-conscious filtering occur, a sort of method of selection which was not driven by conscious thought, but by responding to present centred feelings and instincts. 
We experimented with presenting the material discovered at Phase 3, by asking the performers reopen the jar and present the state, the material, the experience. This allowed some sort of re-access to the state, the performers were able to connect with the experience they had encountered, and to live this experience as a new experience in the present. In order to do so the performers would need to find the triggers, the associations that could provide access to that state. One of the performers noted that ‘it’s about fuelling the fire, your fire, finding the fuel that will take you to that place again’. It’s a case of your conscious body getting to know what it feels like to be in that state and then when you recognise it you can aim for it and access it with more ease, and so it is essential that you always include a means of access in the jar. Often they would find that the contents of the experience might be similar, but it would certainly be a new experience every time and the form of the original experience may still be vague or absent. This did not infer that the experience they were presenting was not valid, or truthful or authentic or present centred, but if I wanted them to present actual material as well as the state, I would need to discover a subsequent phase.
Phase 4
Phase 4, therefore, saw the acquisition of a supplementary higher order thought. So having applied an initial higher order thought in Phase 3 in which the performers began a process of filtering material, at Phase 4 they were asked to concrete the material. Whilst still maintaining the fundamental state and all sensations associated with that state, and maintaining the initial higher order thought which allowed a truthful and present centred process of selection, the supplementary higher order thought would now be responsible for allowing a process of construction and rehearsal of the material. This process may occur physically in the space, or mentally within the mind of the performer. Again, following the process I would ask them to STOP, close eyes, and store the experience in a jar. The experience in such a jar would take the form of semi-constructed material. This material proved possible to perform, following the exercise, in a new present, whilst still maintaining its authenticity and truth
The jars
So we gradually discovered these 4 phases and also cemented our ability to jar up the experiences at any of those 4 phases. This, therefore, gave us access to a Phase 1 raw experience, a Phase 2 resonation of an experience, a Phase 3 semi-filtered experience and a Phase 4 constructed experience. The more accustomed the performers became at working with the jars, the more accessible each of these experiences became within the present. Within a few weeks we had collected nearly 100 jars of experience, all neatly labelled and stored upon a shelf. The quandary now, was how to move towards presenting these jars in a performance context, without affecting the contents of the jars, and in a manner which allowed the performance to be truthful, authentic, in the present and to continue to go beyond. We managed to filter through the jars and settled upon 20 which seemed most accessible and presentable. These were the jars that had been repeatedly and often spontaneously reopened during the process. Some jars seemed to have been shelved for good, but some kept appearing to consciousness. These jars became our repertoire, our vocabulary. Some of the jars which had originally been solos were opened and shared with an other, allowing for a duet or a trio. The sharing of material was delicate and saw the performers applying their own knowledge and understanding of the philosophy in order to facilitate their own 4 phase process in order to ensure that the experiences were authentic and fully connected to each performers own consciousness.

We meticulously constructed the rules for each jar, in terms of how the experience started and ended and clear rules about the nature of the essential content. Within these rules, the jars were to be experienced live and in the present in each performance. Some jars held more than 1 phase within them, but it would not necessarily be appropriate to present all four phases in performance, and so seeking and elucidating, what we termed ‘the epicentre’ of each jar was essential. With each jar we were sure to question, what is the precise state we want to re-access? What is the target state? Many of the jars contained a continuum of conscious experience, the experience is transient, not static, and with some jars it was only one moment upon this continuum that we wished to re-access and so the rules regarding ‘point of access’ were essential too. It was to be these rules that held ‘Beyond’ together. 

My instinct then, as a choreographer, was to try and find an order for the jars. I spent a good few hours shifting the jars around with all the usual theatrical considerations – for example peaks and troughs in terms of mood and pace, variation in material, logistics of costume and props, length of the piece etc. I was trying to make the work make sense, trying to make it articulate. I presented the order to the artists and asked them to try it out. It is fair to say that it was disastrous. All of our work regarding truth and authenticity and performing in the present was shattered. Until now everything that arose, had appeared from their consciousness in that precise moment that it happened, I had now imposed a pre-meditated experience and just expected it to feel right for them. What was in fact right, was for them to feel their own way from one jar to another. During some research days they would spontaneously open a jar directly following another jar, even when not directed to do so. They followed their impulse and this became the formula for Phase 5.
Phase 5
Phase 5 was to be our method for performance. The performers had become quite accustomed to accessing the jars and going beyond within a comfortable, unobserved studio environment, and so Phase 5 was quite a shift for them. Their intimate experiences and processes of self-discovery were now to be shared. Beyond was to be an opportunity for an audience to experience their truthful and authentic selves going beyond. 
The format for Phase 5 is as follows. Each of the performers has the 20 selected jars available to them. I, as choreographer, am responsible for the quality of the overall performance, by ensuring the quality of the jars selected. The performers must abide strictly by the rules of the jars. The only content allowed to be present is the content of the jars. They are in no way permitted to stray off into free improvisation. They must decide the order of the jars in the moment during the performance. The first jar will be selected by the performers as the audience enter. From then on they are free to delve into which ever jar feels right in that moment. They are not required to open all the jars in every performance. They can stay with each jar for as long as it feels right within that performance. Any combination of jars can occur at any time – for example the solo ‘warrior’ jar can appear alongside the ‘shame duet’ jar – but the jars cannot bleed into one, in other words you cannot mix the content of two jars together into a new experience. The performance ends when they have closed their final jar for that performance – regardless of the length of the performance. 
Our rehearsal for ‘Beyond’ became focussed on jar revision. In order for the jars to stay fresh and the material to stay alive and authentic, we discovered it was essential to not over-rehearse the experiences. Preparation prior to a performance includes sitting and talking through the rules of Beyond and the rules of each jar. And so, every performance is a result of whatever arises from the performer’s consciousness. Each of the performers is responsible for their own authenticity and truth and consciousness, within the set construction. The performers must always do what they authentically feel is right in the present moment, and so, given that they are in a different place consciously in every performance, as is the very nature of human consciousness, it makes sense that the performance is unlikely to ever be the same.  The performers are granted great freedom to roam within their present centred consciousness, with the proviso that they must always strictly adhere to the rules of Beyond.
During the first few performances of Beyond the performers continued to make discoveries about the format of Phase 5, most of these prompted by the fact that the material was now being shared with an audience. In Phase 5 some of the performer’s consciousness capacity would be taken up with the audience and therefore some of their decisions were impulses as a result of what they were feeling from the audience. The places they went to now had to include the audience and they had to work hard to stay true to the work and the experience. The performers quickly had to overcome any preoccupations with what the audience might be thinking and/or responding to. The performers spoke of an interesting battle between being authentic and everything coming from consciousness, and stepping outside of oneself in order to see self or the scene from the audience’s perspective. They had to quash thoughts concerning third person opinions on levels of quality or theatricality and trust their present centred impulses. One of the performers spoken of waiting for a genuine impulse to go for a jar and how enjoyable it is to test yourself and see if you can really wait for just the right moment, the moment when you really feel it, to not force it or anticipate it, but to let it come authentically and as soon as it does to act on. 
They had to keep the experiences truthful, to resist falling into patterns or becoming too habituated to the material. They had to learn that just because something worked in one performance it might not work in every performance, and so if it doesn’t naturally appear in the moment then don’t do it. They had to learn to live each experience in the present every time. They had to learn to trust them selves, trust the jars and trust the research.   
The audience  

And so Beyond is a truthful and authentic present centred expression of what it is like to be. It is a real exhibition of self, and this intimate sharing of one’s own individual world, one’s own consciousness, can be an instant of wonder and a poignant experience for an audience. In Beyond we discovered a place in which both performer and audience can exist symbiotically in the present moment. We discovered that an intersubjective state of consciousness between both parties was in some ways inescapable, the formula was seemingly simple: when the performer exists truthfully and authentically in the present moment of consciousness, the audience can also exist truthfully and authentically in the present moment of consciousness. To this effect performer and audience exist together, neither party anticipating what might happen, or reflecting on what has just happened. This shared stopping of time can be a cathartic and almost transcendental experience for both performer and audience alike. 
The audience are extremely susceptible to the performer’s energy and authenticity. If the performers are real and their struggle, pain, pleasure and laugher is genuine, then the experience for the audience is genuine, real and raw. The audience can really encounter all the experiences the performers are going through, without having to actually get up there on the stage and do it with them. Nothing is forced upon the audience, only the present exists, there is no past or future, just the moment, in the moment. The performers just live their experiences, and the audience can receive them and live them concurrently and perhaps, therefore, the audience are also able to go beyond. 

Conclusion
So that is a brief account of what happened during our 19 days of research, and some illumination as to how we arrived at the performance you witnessed last night. Within that is a proposal for new practice. A practice concerned with truth, authenticity, being in the present and going beyond. A practice with 5 phases. A practice which holds at its very heart, the performer and their consciousness. I’m pretty sure that we are still just at the beginning. That there is still further to go beyond, and over the coming year I intend to continue with this research. But for today, I will put these findings, the point that I am at on 30th May 2011 in a jar. I’ll put a label on the jar. I’ll put this jar on the shelf, for now.

