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Abstract

This project explores how embodied practice can generate and express experiences of
ecological selfhood the felt sense of being a porous entity which extends indefinitely beyond
the skin. Througlpractice as researcButoh dance (a twentieth century form originating in
Japan) is adapted to interrogate the possibilities for a dancer to intentionally expand their
selfhood, and toexpress this experiencdirectly to others through nempresentational
performanceThe wider contexts are the Anthropocene treddominant neoliberal capitalist

view of selfhood as properly being individualist, skiound and competitive. This research
outlines how such individualism is implicated in driving ecological crisis through aggregate
behavioural effects, underscoring the need for alternatnderstanding®f selfhood. The

project is situated within the fields of Butoh studiesplogical performance ecological

performance discourse, and ecosomatics

The psychosomatic techniques necessary to expand selfhood are researched through studio
practice and documented througlirnalling An accessible audio guide is also presented to
introduce the newcomer to such work. The use of these techniques as tfer pasisrmance

works is explored through a documented stage performance from the Edinburgh Festival Fringe
and two dance films shot in Japan, Italy, Ireland, and Scotland. The resulting contribution,
Playing with the Cut, is a method of altering the boundetyveen self and naelf through

dance; a radial selfhood which expands and contracts contextually. The method is shown to
facilitate experiences of ecological selfhood on the part of the dancer, and the generation of
performance material for general audiences in which Playing with the Cut is at the core of the
creation process. This project presents a distinctive contribteticeconfiguring selfhood as

an essential component of humanistyds respons
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Practice Works and Appendices

Excuse Me | am Expandimgapractice as researghoject,andthistextis presented in tandem
with my Practice Worksindfour appendices. ThBractice Worksomprisea selection from
my studiojournalsyideo documerationof a stage performance, two dance films, andudio
meditation. All Practice Works can be downloadedtlas hyperlink, and appendices ttis

one | will promptyou throughouthe thesis usingold, underlined text when you should

divert to one othesebefore returning here.

You should ideallysave everythingn your hard drive to avoiduality andbuffering issues
during playbackbutl appreciate thagou may be orthe move or switching between devices
| have therefore givehyperlinks in the list belowto alternativeYouTubeand PDFversions.
Promptgo visit a Practice Worlor appendiare alschyperlinkedto theseonlineversionsand

| will hyperlink generamentiors of each workhroughout for ease oétrieval(in bold, though
without the underline)To make overall navigation of the project easyeu can click thearet
symbol (*) at the bottom left of any pagéhin thistextto return to th&Contents pagewvhich

in turn links to allchapter headings

List of Practice Works

* PracticeJourna|Seeeeeeeeeeeeeeeeeeeeee.. (PDF)

* With Your Eyes Closed ¢ €¢¢é¢c¢eééececeéceeée  (YouTube)

* My Whole Face Sort of Fell Off €€ é€eeéeeéeeéé  (yoyuTube)

* Excuse Me | am Expandingé¢¢écéeéeeéceéée. . (YouTube)
List of Appendices

* Appendices ACT Analysis Coding € € € € € & - wwe (PDF)

* Appendix Di Butoh- Context and Positionality® €€ - - (PDF)

Video and audionaterial is best accessed througgod headphones and a large screen (no

phones please).
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https://royalconservatoire-my.sharepoint.com/:f:/r/personal/phenry_rcs_ac_uk/Documents/Excuse%20Me%20I%20am%20Expanding/Practice%20Works?csf=1&web=1&e=RE34ee
https://royalconservatoire-my.sharepoint.com/:f:/r/personal/phenry_rcs_ac_uk/Documents/Excuse%20Me%20I%20am%20Expanding/Thesis%20and%20Appendices?csf=1&web=1&e=KJ0clE
https://royalconservatoire-my.sharepoint.com/:f:/r/personal/phenry_rcs_ac_uk/Documents/Excuse%20Me%20I%20am%20Expanding/Thesis%20and%20Appendices?csf=1&web=1&e=KJ0clE
https://royalconservatoire-my.sharepoint.com/:b:/r/personal/phenry_rcs_ac_uk/Documents/Excuse%20Me%20I%20am%20Expanding/Practice%20Works/Practice%20Journals.pdf?csf=1&web=1&e=eut6yj
https://youtu.be/jmMNsSrtppo?si=I_UAaHGdgP-OK16l
https://youtu.be/aiIF88Idq-I?si=ltzrt5VJhKf7usOS
https://youtu.be/1xvN7nn3AVQ?si=uUqpXM8WdRw4QEr-
https://youtu.be/I1qMkjyHLv4?si=9DZGwJ0FZYJpOZgi
https://royalconservatoire-my.sharepoint.com/personal/phenry_rcs_ac_uk/Documents/Excuse%20Me%20I%20am%20Expanding/Thesis%20and%20Appendices/Analysis%20Coding%20Appendices%20A-C.pdf
https://royalconservatoire-my.sharepoint.com/:b:/r/personal/phenry_rcs_ac_uk/Documents/Excuse%20Me%20I%20am%20Expanding/Thesis%20and%20Appendices/Appendix%20D%20%E2%80%93%20Butoh%20-%20Context%20and%20Positionality.pdf?csf=1&web=1&e=mywszw

Speaking of whichyou should now playWith Your Eyes Closedefore continuingThis

short audio worKduration: 7m 12spffers an initialexposure tdhe somatic territory | have
been exploring in this projedtadviseplaying it somewhere where you do notlfawkward
closing your eyes and letting your body respond how it wantisaigo advisepproachingt

asa guided meditatiodo not seeko assess it critically at this stageyvVe will be on firmer
ground if we have a shared experienEsomatic expansion at the outset. See you when you

get back.

Figure2: Henry, P. M. (202BExcuse Me | am Expanding (Kyoto Bamboo Fore:


https://youtu.be/jmMNsSrtppo

When the pelvis is felt as a fertile garden, a source of the pjpotging up and

down tobecome the rest of the body (legs and feet as roots below the ground), and
the face is encourage be nothing(l do not have a facejhen the face that
appears is a natural, guileless resultmddssoming from the pelvic garden. This is
some weird, beautiful shit. From where is the pelgarden nourished and
fertilised? From the worldGiving love to the world is a returning because the love
camefrom the world.. | am a nothing infused with love, from which my garden

grows togive love backThis is an ecological selfhood.

Practice JournaEntry Nineteen



Introduction: Spillage

Introduction : Spillage

You are melt sounds strangan affront to somethingou are me and all the water you drink,
the waste you shit, your fish progenitors, and the sun burning bright to see itselfAgaug,
as the sunyouarean offenceo thecardinal conceit of neoliberabnsumerismthe individual.
You radiate beyond your skihrough entanglemeninsulting independenceYou canwrite
this sentencenly because of everyorieyour caregiversthetrees that keep you breathirtige
beasts anglantswho died for your sins (oil and ga#f).you feelthese are ngtart ofyou its
becauseyou think you are defined by thperimeter of your skinThe contingency of that
thoughtis the subjecof your PhD

You begin as required, with a research questimw can a embodiecpractice generatand
expresexperiences of ecological selfhood, defined as the felt sense of being a porous entity
which extendsndefinitely beyond the skin¥ouéve been having such e
dance for many yearmowandc | ar i fying how theyodére produced
navigation of an Anthropocene in which sliound individualism is the dominant social
paradigm.In your professional practice the ecologically entangled self has become a core
theme: it permeates the performances youobve
States, and Japan. It also lies at the heddiNFF1X , the first ecological performance festival

in Scotland (and a model exported to New York, Tokyo, and Bologna). You founded it in 2015

on the conviction that no better task can be set for artists than conjuring communal means of

realising the lesson of tienthropocene: we are not separate.

You researchthrough embodimertiecausy ou 6 ve f ound that tcanough e
be pointed to with word# must ultimately be felt in the bodyYou createa portfolio of
Practice Worksas t he pri mary demonsfanddtexpb(thisané) what
offering a discursive portab theportfolio. The interplay betweetextand portfoliogives rise
to themethod of accessingrological selfhoodndexpressingt in performancevhich is your

contribution

You callyour methodPlaying with the Cutl t away of surrendering your skibound selto

anoneiricr eal m whi ch d o désnmodetof operatiom gembodi@-imaginal,


http://www.paulmichaelhenry.com/
http://www.unfixfestival.com/
https://royalconservatoire-my.sharepoint.com/my?csf=1&web=1&e=ZWHstH&CID=7c9beca2%2Db888%2D4d9d%2D9bf0%2Daca787cd1c43&id=%2Fpersonal%2Fphenry%5Frcs%5Fac%5Fuk%2FDocuments%2FExcuse%20Me%20I%20am%20Expanding%2FPractice%20Works&FolderCTID=0x0120002400F4D55B800247AB431157AEFC4965

Introduction: Spillage

meaningit acts throughmages carried ithebody and makes you dandd it modifies the

cut between you and ngbu, which makes it difficult to write about and analyse since the tools

of analysisgenerally presupposeresearcher sepétafrom the research objefthe opposite

of what y o u 6Thesubjestopjectdighotony alsb onplsgesearch itself difficult,

sincet he r e s e aigatodds with hecglagizabseh mme r s i @xplonn@Moudr r e

method hingesonsef mpt yi ng and dev ot whdem partwftyoliogersy ou c &

on the outsidéo observe

You worryaboutinstrumentalisingyour dancdorm, an explicitly anticapitalistand originally
Japanesanovation called ButoHht gave youpermission texpand beyond your skin and the
means to do so in a way Yy o uanchyauwandtd shazextipse r i e n «
gift without betrayingit by turning it into a knowledgegroduct You learned itoutside of

formal institutions, instudios and rivers and foredtfisroughout Europe and Japan, from
teacheravhod vwerked for decades witlittle contact with the academps me, your face is

Irish, your bones 44 years oMour personal heritage around colonialiamd the gatekeeping

and destructioof knowledge iscomplex and youdre researching at
first facegreetingyou each days the Queen Mothér.sYou wonder what your graad Eamon

would makeof this.Your enthusiasm for thgroject isbound up with the joyful, bedrugging
emotionaitty inherent in feelingsgomaticallyinterconnected (I am you! Separation is ovér!)

but yourealise appropriatigrerasureandthe politics ofknowledgewill be something of a

countertheme as you proceed.

You sette on a methodologyprivatestudio sessionwhere you adagButoh methodtowards
generation of ecological selfhood experienggsenomenologicgburnallingas a method of
capuring data from the sessions, and performandhesxpressiorof your research object
Thestudio sessionare conductethrough a technique you call researchinygdefinitely-not
researching.This meansbanishing analysis and all thoughts of research whilst dancing,
capturing data only afterwardisrough your journalsThis techniquesidesteps the intrusion
oft he r e s e adurn@ppact@epandgubsegeerjpurnallinggivesyou datato analyse.
You make three filmsto explore how your techniques can be communicated through
performanceand a audio meditatiomviting your audiencelirectly into the somatic territory

in question
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Figure3: Hartley, B. (20175hrimp Dance.

The first film is documentation o& performance oShrimp Dancgfig. 3), a dance theatre
work springing from marine biology§indings about the effects of human adépressant
consumption on crustacean®u choosethis themebecausét speaks tawo salient facets of
ecological selfhood. Firstly,the antidepressants reach the ocean through sewage,
problematisingthe omission of excretion in the term consunfére archetype ohuman
selfhood inlate capitalisideology). Scatologyis one way to burst the bubble@insumerism.
Secondlythe antidepressants are a response to human feellingsr measurable effects on
thedistantbehaviour of shrimpalsifiesthe dualism between mind and mattdrich supports
human estrangement fronature and embodiment. If enough people get sad enshgmp

start swimming weirdThis phenomenon undercuts neoliberal framing of mental iliness as a
personal (skinrrbound) problem, reframing depression as a form of interpersonal and
interspecies connectioY.ou want to show thatesearching through embodied imagination
d o e s n 6 éngagirg anmMmakbelievebut ratheraccessingntologicaland materiatruths

around interdependence ashbeddedness.
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Your second film is callely Whole Face Sort of Fell Offig. 4). | t Greditation on mass
extinctionmade on a residency in Italysingyour own mortalityto consider what it means
live as an anthropoth a time ofanthropogeni@cocide.Can yourpersonal birth andleath
blend your selfhood with that othe nonhuman victims of ecological crisi$frough the
opportunities afforded by videmanipulationy o u ébie @o literalise some of the invisible

shiftsyou experience in dancing through this theme.

Figure 4: Henry, P. M. (2022) My Wholeace Sort of Fell Off

You begin your last flmExcuse Me | am Expandir{fig. 5), by shootingin Japan withthe

intention ofmaking a finaldemonstratiorof your methodo round off the PhD. You do well

but are unwelldislocated and adrift on the other side of the wofkis exposes relative

lacunain your research so far: differen@ndthe paradoxthatecological selfhoodpers you

to identification witheverythingb ut  d exénguistd four someonenessou déve been ¢
busy undermining individualismyou forgot your ownspecific vulnerabiliies. Feeling

unconfined bythe skin brings intimacy with other life forms anda realisation of

interdependencgédutthe status othe skinis ambguous it canbetranscended to reveal your



Introduction: Spillage

involvementwith all things but it also designates portion of the cosmos thaas been
specially placed under your care for mysterious reasons

You finish the film by exploringthis paradox,probing your personalroots inlreland and

Scotland and searching forstability whilst navigating diagnoses otomplex trauma and
neurodiversityThis experience lends nuartceyour research findings, leading yaway from

a binary of individuakcological selfhood towards a weird spectrumof concentrially
expanding selveswhich inform each other.Your practice becomes more playfu)
experimentally inhabiting selves @érying sizes and qualitiel this wayit proffersaccesgo

a pliable selfhood, capable identification with thebiosphereandof bringing this experience

back inwardsvhen the circumstances wbur skin-bound life require itAs Buddhist teacher
Jack Kornfield has it: O6The paradox is that

of I'ife, we also have t oodatg member our zip co

Figure5: Henry, P. M. (2023Excuse Me | am Expanding.

Thereds an ain¢his dehiityplay whiah wftsetsrthe dooratrewn context of
your project It promptsyou tobeginthis textin the second perspswitching placesvith your

readersince expanded selfhood collapséise separatiorbetween entitiegmeaning your
examiners are assessing a part of themselVhg) isa craven attempt terode thenembrane

A 12
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between examiner and examiriegiou imagine a shy giggle of complicity when ymeet at
thevivg a r ecogni t i o babi¢sheally, winging b threughathe IcosmsBeiti | |
membrandranscendencies what your PhD is exploringoy o u 6 r e aihcere,andite i n g
feelsmethodologicallyappropriate to toy with discursive boundariesnedl as fleshyones
Yourresearch logiargesthattheskinseparatingnstitutionalhigh style from the rest of society

S h o ul dexemptfrorn gansgressianyour examiners are only you in anothflerm, and

your shared predicamerd frighteningly obvious now thathe world seems to be endinthe
Anthropocenas e v e r y anmtextdrsu think about the bushfiresvars, missed emissions
targetsviral epidemicsandimmigration debatedefiningyour PhD yearsYou pasghe Queen

mu m @hoto hanging outside the toileBscological selfhood: that meagso u leeriresome

sensdoo.

The knowledge gaps your project addresse®erge when yostake outrelevantresearch
fields: Butoh studies,ecological performance, ecological performancediscourse and
ecosomaticsA n k o k yan Bauied#elfor Butoh,emergedn the Japaese countercultures
of the sixtiesandthe nameneans something likdance of utter darknesi$s principalarchitect,
Hijikata Tatsumiwas responding to his own cultural heritage as wahasrrival of Western
forms like ballet and German expressionist datice,imposition of American culture and
capitalism and the Japanese experiencé\rld Wartwo (Viala and MassceSékirg, 1988,
pp. 1117). His effort was to create a danoeethod which freed the body from cultural
conditioning emphasising surrealist metamorpé®ef the dancethrough surrender to the
darkness within the body (a notiamhich at this stage we can equate, tentativelyario

embodiedunconscious).

Though not focussed on ecological i si s, Hi j i k atarméstsalewlatiortany,e s s i n
and cosmic contentadvocaing erasure of the boundary between human andhooman

(Centonze, 2018, p. 16)fou 6 r e n o treseartheto grasd its relevance in the
AnthropocendCandelario2019 and 2023Y he gap youbre addressing
Butoh can beadapted torepair the rent betweerh u mans 6 s eimage and ithe t s el
ecologicaly embeddedndinterdependetreality in which this imagéoats. Playing with the

Cutoffers a rigorously researcheabdelfor how Butohderived tools cashift selfhood from

atomisation tentanglemenin light of the Anthropocene

Ecological performancdiscoursei s t he water youbve Istarech S wi m
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Introduction: Spillage

locating your project amongsthe theories and conceptxologicallyminded practice
researchers use t o Néwmatenialisnwidparticulari meyvaderdlengd oi n g .
with the resonant theory pbsthumanism. Yotry to frame your practice throughesdenses

buti t does no6tandtleeeaasons tor thisor akother gap you can address.

The firstreasons thatthe theories are part of a material turn, and whatning is academic
discoursgwhichy ou havenodt r e auntil gpow)bYeoeund viemvitedeynie d i n
Butoh, Buddhismindigenousphilosophiesand theremainingscrapsof your own ancestral
worldviews precolonisation New materialism focussem ¢he western dualism that renders
matter, nature, and bodies as inert, abject, and inardif#dsemo, 2020, p. 187), seeking to
reanimatethese things through terms like vibrant materiality amaterialdiscursiveintra-

action. Posthumanisnworks attranscending the Eurocentric ideal of the humanist subject,
coded as white, male, rational, asdmehowdisembodied.l t @rae/ocative writing but
includess cant menti on o fevetetthe noeahurhahas vibeastforithbusahds e

of years with even a modern dance form like Butoh preceding the new theories by ddicades.
feelsunethical to align yourself with mewly vivifying discoursewhen your sourcewe r e n 0 t

involvedin anydeadeningn the first place.

Your second reasdior departing fronthese theoriess a homogeneityhey exhibit through

using agency aa core concept for discerning vitality in the thirmgsund usYour practice
doesndét f ocus o rronttheiside obthetpractitionerd s w otyioo®r e pr o
gapleft since there are alternatives to agencgefineatingnornthuman vitality The third is
terminological:your embodied practiceesiststhe complexityof current discourseand you

employ simpler words like love, resonancemptinessand metamorphosis lieu of the

expected neologismblew materialisterms function well in theoretical work, byttu propose
thatembodiedesearch might be wary of adopting theimce they tend to favour the discursive

in their theoriesof materiatdiscursiveproduction f or sa ki ng t laeelidmydy 6 s r
the billions of years before discourse was b&mbodied memory is oldéhanlanguageand

wonot s ub mddiscurdivay Youdindallies imdlternative ontologies propositegms

like mixture and immersion @gounds for ecologicalescription, and animigierspectives that

evoke more emotion and embodimen&inl d r essi ng what 06s beyond t h

Thefinal reasonst h e a c hiakeomards scriptocentrism in genehbur stance is that

discourse only goes so fara keyreason why you started danciiigand you recruithe
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distinction made inthe field of generalsemantics(Korzybski 1948, p. 498between map
(language) and territoryektradiscursive reality) to insist odancenot as a preparation for

writing, but arealm that language cannaimprehensivelgccess or fully encapsulate.

Ecosomaticss a more frictionlessontainer for your contributiofhis field isstill cohering,
with the ternfirst used by Rebecca Enghauser in 2007 (Fraleigh and,Ri024, p5). As the
name suggests, its concernrisconnecting mind with body (somaand body withits
supporting environment (etmkos), which is a good description of yopractice Your gaps

here are less contentious

Firstly, your focus on selfhood emphasisédirectionaity, looking outwardsfrom the body to

the worldbut alsaurning the gaze back on itséfencouragehanges in thself; thisgenerally
goes unaddressed acosomaticsSecondly,Playing with the Cut is less linear than other
models of ecosomatic practicecognising act or s t hat are outwith th
to stay flexible in navigating the unpredictiily of embodieeimaginal unfolding.Thirdly,
where other ecosomatic models tend to describe practicenasleof thinking, your Butoh
training leads you tsomething of a hartine stanceno-thinking, theaa of cogitationand
discursive mentation singled out as a barrier to immersion in your method. Lihstly,
presentation of your project througldeos of your dancing fills a gap in ecosomatighich

is mostlydisseminatedhrough textual abstractiofhough yourournallingdoes likewise to
convey the internal experience of the performeuryconcern with the loss of embodiment
when dance is described in writinggads you to foreground performance as essential in

communicating somatic practice.

In your first chapteryou outline the context of your project in more detdihe macrecrises
comprising the Anthropocene aseimmarisedas wellas the conceptios of individualist
selfhoodandinstrumentainaturewhich facilitate thenvia the dominant neoliberal ideology.
You outlineresearchwhich resistgheseconceptionsfindings from biology,deep ecology,
new materialism, posthumanisiviou introduce concepts from nédestern traditionsvhich
align with your practice(animisms, Buddhisjnand individual writers offering conceptual
basis which supports your method: Emmanuelle Coccia, James Hillketida Neimanis,
Robin Wall Kimmererand Martin BuberYou consideembodiedoracticebased approaches
to the same issudy artistssuch assonjaBaumeland Niya B andresearchers ithe emergent

field of ecosomaticsopening onto theossibilities afforded by extr@xtual research
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Chapter two lays out your methodology, firstly through a taxonomy of key terms. This is
followed by an overview of yowpracticemethod, adapted from Butoh dance, @adelevance

to ecological perceptiorYour second methggburnalling, is introduced through discussion of
phenomenology and the revised application of it proposed by philosopher Shigenori Nagatomo
which you use ircapturingyour practice sessionsfou then explain your rationale for and

approach towards youhird method, performance, an@wyr choice ofgroundedtheory as a

mode of analysis of the data gathered. This methodgoggctgpracticefromt he r esear ¢ h ¢
gaze,alowsdat a gathering from your daandecofdls phen
performances ofilm so thatrecurring strategies used to communicate ecological selfhood in

performancean be discerned.

In chapter three you introduce yoBractice Workand t he order in which
audienceto encounteithem Your journals trace your phenomenological experience in the

studia elaboratgourneysof somatic transformatiowhich shift your basic apprehension of

selfhood or the type okntity you seem to b&he performances shoexamples of howhis

procesan be applied in making stage and screen work on a variety of themes: the ecological
ramifications of mental iliness, the spectre of the sixth mass extinction, and the paradox of

opening to ecological selfhood whilst taking care of yourself as an ingilvid

The Practice Works aranalysed in chapter four througinoundedtheory, exposing the
essential elements of your practi€@rough thisyour overall contribution of Playing with the

Cut emerges. The unifying aspect is not the imaginal or choreographical content of a studio
session or performance, pdgurwillingness to relinquish skivound individualism and dance
whole-heartedly through the ecologicali-transfomations which result. Your contributias

your method of doing sb a flexible collection of toolfor managinga d a nreceptivibys

and modes of relating tembodiedimaginal phenomenwhich arrive from outwith the cut

between me and nahe, drawing them intoealms ofecologicalselfhood.

Chapterfive explicatesyour contributionin detail and considers ih the contextof Butoh
studiesgecological performang¢ecological performance discourse, and ecosomdiesgaps
your project fillsare different in eactvariously extending and challengiongrrent narratives
Given your theme, you algpve space to reflection authorship, crossultural dialogugand

thecriteria which validate academic research
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Your conclusionexplains your intended audienaad considershe limits ofyour projecti

chiefly the COVID pandemiwhich disrupted your original plansonically by demonstrating
human ecological interdependence through viral transmis¥imn describethe possibilities
for extendingyour enquiriesn future researchandclose withan autobiographicaummation

of how you ended um the Anthropocendrying to reshape yourself through dance

By the end you hope tzave convincethat part of yourself which youraudiencef the value
of your contributon |t wonoét f or changatbevpnoritiesnof worddileaders,
butthe Anthropocene is in part an aggregate result of indivigtisslfhoods consuming and
compet i nye bees taughis@shifing thevalues and boundaries of thessfhoods
seemskey to evolving & adaptiveand compassionatesponseo what has already been
unleashedround the planeWe are in uncharted territory as a specitgingsurvivalthreats
whose outcome greatly depends upon our collective capacigctogically sane conduct
on whethemwe knowhow toact in the interests of our own flourishjras well as that of the

biosphere and all who inhabit it

(0]
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SOFTEN YOUR FOREHEAD
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ChapterOne: Animism / Deadenism

Chapter One: Animism/Deadenism

We beginimprobably,in a dead worldWesternreduction of the nofuman to a state of
mechanicamatteris oftentracedto René Descartes, whoseventeentitenturycleft between
(human)soulandmaterialjustified a view of animalas unconscious automatéich he could
vivisect with impunity in the pursuit of knowleddBescartes, 2006 [1637], pp.-48, and
1997, p. 81).For several centurie€artesian dualismman alongside industrialisatioand
colonialism legitimisingconquesandexploitation oflands, wildlife, an&communities beyond
the pale ofpatriarchal reasorDespiteadvances in animand humarrights and despite
attempts at a green capitalisvhich acknowledgesnvironmental damag#his view remains

dominanttodayand owes its tenacity to roots deeper than Descartes.

Ecophilosopher David Abramrites that GAccording to the central current of the Western
philosophical tradition, from its source in ancient Athens up until the present moment, human
beingsalonearpossessed of an incorporeal Ersdtse | | ect
us radically apart from, or above, all other forms oblife ( Ab r a m, Thi®pRildspphyp . 3 8)
persistan theneoliberalisn currentlygoverningindustrialised natins and globaed capiglist
socioeconomics Social scientists Jeanne M. Bogert et \atite that the Dominant Social

Paradigmor DSPof industrialised neoliberalsocietiesmnaintainsthe dualisnbetween nature

and culturepositingt he f or mer as somet hi mgé 6o met mich g
humanity depends on for survival&ér s omet hi ng t hat ha®ogertreher ent
al., 2022, p9).

ThisDSPoutdoes Cartesian dualism in presenting naganeot jussoullessbut limitless:&he

neoliberal economic system is based on an-gvero wi ng economy and ado
planeto model, which assumes that economic g
the environmental consequengddogert et al., 2023. 5). Thoughexpoundedis a model for

humanlife and welfare,the dependencef the DSPon a conception of natural resource
extraction meanst h a t o0neol i be emitaimenal projecd (dCartby aral n

Prudham, 2004, p. 277).

Neoliberaldeadenisn{my own term posited in contrast to the animisms explored bglsw
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something of an awkward fit with the Anthropocene, a new geological epoch in which human
impact on the biosphere and Earth processes has become a main driver for ecological shifts
including climate change (Waters et al., 2016). The Anthropocene descwioetl &f flows,

limits, and interdependence. The term was first proposed in the year 2000 (Crutzen and
Stoermer, 2000), and though yet to be formalised by geologists, there is widespread consensus
that human activity has now left its mark on the geoldgieeord. Debate hinges on which

date should be enshrined as the beginning of the Anthropoaaramon candidates include

the onset of the Industrial Revolution and the use of nuclear weapatier than on whether

it exists (Subcommission on Quatern&tatigraphy, 2024). Anthropogenic climate change
specifically is beyond doubt (Intergovernmental Panel on Climate Change, 2018), and the

| PCC consensus is viewed by many authors as:c
(Lovelock, 2009; Bendell, 2018).

Beyondclimatechange 6t he average rate of vertebrate
to 100 times higher than the background rat.
collapse known as the sixth mass extinction. The Anthropocene has entered popalaselisc

as a catcfall for the impacts of human activity on geology, climate, ecosystems, and non
human s peci érand of Deadeniamightesardve these shifts since they show
natureonly as a feedback system, not necessarilyeasouled oneCartesian dualism is
foundedon t he <c¢cl aim that humans, uni opesedrss, have
2006 [1637], p. 39) a difficult dogma to falsifythrough physical analyseBut neoliberal
infinite-growth ideology is a material claim whichdkearlyexposed by Anthropocene data as

nonsensical.

What of the humans living on the infinite, dead plaridt& assumeelfhood inflected bythe

DSP in which they are embedded. define selfhood in this [
understanding of their owlife: its needs and limitsgentity andsolidarities(or lack thereof

I the type of entity one feelneself to beNeoliberaism shapes selfhoodi n t he | mage
homoeconomicus, the ideal, entrepreneurial,-eei d e 1 n d i @arthy and Prédin{, Mc

2004, p. 276).SociologistsKathleen Lynch and Manolis Kalaitzake trace a history of
individualism in European society through Christian thought and liberal thinkifftere
liberalism d&eemphasized relationality and accommodated a dualistic ethics of
cardcarelessness between private and public life that enabledresptnsibilized

individualism to develop ( 2 0 1 8thesepauthor&haracterise neoliberalism am
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intensification of liberalist thought through fregarket logic(p. 14) Self-perceptionis now
moulded by atomistic market relationshiggomoting social connections rooted in
competitiveness andisk-reward calculations, resulting in a strategic mistrust of others. This is
accompaniedy endemic and rising inequality and an inhibition of solidarityn¢h and
Kalaitzake, 2018pp. 1312). The resuihg paradigm is canindividud human strivingamidst

an othered nature and in competition withpeers

This constitution of atomised individuals is compounded by consumerism proper: the
production of artificial needs and hitching of autheptiesto consumer products (Kanner and

Gomes, 1995, B3).Individualsconsume more thaheyneedto andbelievethe concomitant

of consumption (excretiofjasan abstrachwayto whichit can behrown. Consumer selfhood

is spurred on by the saturation of advertising in contemporaryifie psychologistarguing

that this process paomduwmisng Salrfcd s(sKa@ntner oa
80-81). Neoliberal consumer selfhoasl the apotheosis of what Buddhist teacher Tara Brach
call s 6t he s pac8:dsfined by the gkin, fordced againat attack, avaficibus

and grabby. The space suieeds stuffo sustain it driving both overconsumption and the

disjunct between the imperative to address ecological criseshariddividual consumer

paradigmmost empoweretb do so

ExpandingSelfhood

Elementsof theabovedescriptionfeel redundantdescribing aneoliberalistworld with which
many of us arelaustrophobically familiarMy social media feeds are awash with sardonic
memes about staying alive by producing for a capitalism which may end up killing us.
Greenwashingndmoresincere attempts to address ecological cnisis occupy a significant
position in the cultural and political landscapettheirlack of challenge to thiafinite growth
modelmeans they merelgdd uneasy cognitive dissonancethee dominant paradigm rather
thanupending itAnd whilst radicalrevision ofour valuesandeconomic practicesan be freely
argued forby journalists (Monbiot, 2024)enacting it feels like golitical impossibility.
Neoliberal governmentsdvertisers, and corporatiotienot promotealternatives to consumer

selfhood thoughas we shall se¢heyare plentiful
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We might begin with research findings in bic
been individual soé (Gilbert, Sapp, and Tauber
biological grounds for identifying individual animals, including huméwasie been debunked.

They illustrate this via recent research into symbionts and the deeply interleaved reliances
between organisms and the bacteria and microorganisms which they host. In the case of
humans, there are esti meatkees utph aoturd DM i efs talr
327). The authors conclude that we are not individuals by physiological, genetic, evolutionary,

or devel opment al criteria, and that such fi
self/nonself, subject/objec di chot omi es t hat have character
Applied Ecologist Tom Oliver offers dkesci ent
revolution of human identitydo (2020, p . 4)
interdependere and the urgent need for behavioural shifts in the Anthropocene. He gives
striking examples of our physical involvement with the rest of the cosmos, including evidence
that o6éover half of the atoms i n oluwersefvialdi es h
6intergallactic windsd (p. 22). Oliverods the
adaptive fiction which servedpeciessurvival in earlier stages of evolution but is now
catastrophically out o fendeht diserete ehtitids & a faldebcnd t h a t

created by evolution and exaggerated by our

Bi ologist Lynn Margulisd research |l ed to the
descriptor thanndividual for living entities (Guerrero, Margulis, and Berlanga, Z0A

holobiont is anotionallydiscrete ecological unit comprised of a host and all other species living

in and around it. -depernsdandtyd amGicl lmenrdt ,c 09d X,
333), fluid, and capable of change. This is a picture of a being quite tenuously uadivid

discrete from some angles and entangled from others. It is an ecological being, immersed with

the world and thoroughly interdependent. A selfhood basékis lightly held individuality

would be truer to the facts than atomised individualism.

| begin with scientific results to emphasise that ecological revision of ontology is not a matter
of philosophical or ethical preference only, but a question of whether the individualist DSP
accords with any credible notion of objective reality. Wheoéogy is falsifying individualism

neoliberalism idealises and promotes it uncritically.
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Western ecophilosophical paradigrostiquing individualism andtaking interdependence

seriously include deep ecology, established by Arne Naess in the 1970s. Naess contrasted

6shall ow ecol ogy6é6, or instrumentalist effort
depletion in the interests of the wealthiestsi et i es, with &édeep ecol og
l atter i ncl ud e-in@nvieonnemrt image in fawwdr of théagionat sotalfield

image.Organisms as knots in the biosphec al net or f i 1943, pod5). i nt r i
This closely mirrors Margulisé holobionts. N
anonant hropocentric valuing of al/l forms of |

and a4 | &a st ipnow manercen@moniknown as concern for climate equity (pp.
96-97). This isin marked contrast to green capitalistimat is,neoliberaism-friendly climate

change initiatives byoften polluting) corporations such as Shellheserequently happem

coll aboration with what Naomi Kl ein calls 0
resulting in marketbaseds ol uti ons which are O0the | east |
beneficial, to the | argest greenhouse gas el
capitalism advocates Ohave tried to gloss ov
imi t s6, indulging in what K206&.DeepdcaagypsorigEmagi c a

ontological revision and clear values instegairsuing ecological harmony and ethical
desirability over profit and markets. This stance also characterises the other perspectives to

follow.

Where deep ecology has fallen out of favour in academic discqastumanism andew
materialismoccupy acentral position and are thephilosophcal underpinnings fomuch
contemporargcological performance reseaf@s | will illustrate in chapter five)Jn academic

art practicel meaning the making of art through reseandtich isaccompanied by critical
writing connectingt to academic discourgetheyare successors to earlier inroads made into
importing ecocritical thought from the study of literge to performance research. This earlier
work led to the coinage d@ecodramaturgyby Theresa J. May and the growth of attempts to
promote ecologicathinking in the field of performance (Arons and May, eds., 201.2).
Such research is a key context for my progote | will be positing my own performance

practice agenerative of ecological realisations throughbig text

Posthumanismexemplified by writers such as Donna Haraywvand KatherineHayles is
surveyed i n TRePsthuBa(?al3 dracobhere® aound an assertion that our

historical moment cannot be supported or addressed by the ideals of humanism and the
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humani st subject, defined as Othe Cartesian
reasonabl e beingso, or , i n more soeholiepl ogi ce
propertyo wn e r and so aguegst hpt drenBral dootihis
and its binary Il ogic is the notion of odiff

difference and relationality become positively charged values instead. Braidotti posits the
p ost huma natienal sudject conatited ie dnd by multiplicity, that is to say a subject
that works across differences and is also internally differentiated, but still grounded and
account abThe titulal hypothedi gssentially thatraditional humansm must be
transcended because [igetence of universality was in fact coide (some)white European
malesand perhaps select otheeensequentlyrupturingthe hierarchical binary of humaron
humanenables a revision in whicthe oppressed and othered witlind beyonchumanity

become visible and valuable through consideration of relationality and interdependence.

New materialismshares some common concerns with posthumantin begin from a
monistic ontology(influenced by Spinozagnd thus oppose Cartesian dualism from the start.
They alsoshare a foregrounding of ethics aadlesire to give voice to the oppresseud
transcend anthropocentrishriters associated witthis field include Karen Barad, Manuel
DelLanda and Stacy Alaimo, andw materialism is distinct in ismphasis omaterialityand

the agency of othg@hanhuman entitiesThis extends tahe ageny of what might more
commonly be thought of as networks or systems, characterised by Timothy Morton as
O0hyper 020]13g dis exédmplds include climate change itsgifastics, and global
capitalism, each of which ammnipresent yet diffus@ftenhidden to the senseand difficult

to relate toHis naming of such phenomena as objects brings them into redefas endowed
with the capadly to effect changéthough perhapsyperverbs would havbetter suitedhe

process nature of ecologidaabuiry).

Vital materialism,a strand of new materialischiefly associated with Jane Bemeatrives
likewise to articulate materialgencyover a broad domaifanimals and plants, inert materials
like metals, and diffuse events like weather or blacko®shnettexplores the potential to
elevate norhuman matter to the status of intelligent and livEligeuses philosopher Bruno
Lat our datwnt(taur,d®88 p. 89 to describe entities in their power to thongs and
cleaves to a notion of their capability to produce effects as a marker of vigaiygtt, 2010,

p. viii). Hermotive is to counter the image of dead and instrumentalised paattetocombat

Ohuman hubrisdieandowyung ebhabhhasies of )conque:
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B e n n evbrk @ls® incorporatesfeminist perspectivesnd a concern fodifference and

structuralinequality.

Articulations of norhuman agency and the interconnected nature of life have many precursors,

most obviously in Indigenous worldviewdere, | will echo Canadian Métis scholar Jennifer
Mar ki desd6 acknowl edgement t hat using the v
problematicé (2020, p . 160), suggesting a ho
with distinct cultures. Nonkeless, Indigenous views may be pragmatically grouped together

in this discussion since they offer a common counterptoirthe neoliberal DSP and the
Western philosophy which gave birth to it: 0
worldviews do not align with an Indigenous epistemology that seesethia-relation to all

ot her bei ngs-n-refagon is dobah individual instree Isédnse of skound sek

sufficiency, but rather owes reciprocal debts to the life around it. Potawatomi botanist Robin

Wall Kimmerer clarifies this orientation through Indigeisoextension of kinship to nen

human beings:

In English, we never refer to a member of our family, or indeed to any person,

as it. That would be a profound act of di
[an Anishinaabe language] and most other indigenous languages, we use the

same words to addressthving world as we use for our family. Because they

are our family.

Kimmerer, 2.3, p.55

Markides further distinguishes Indigenous cosmologies from the DSP by contrasting their
divergent origin stories. Where the Christian conception of a hierarchical creation with humans
installed above everything exce xdeptighalism, enab |
Mar ki des cites Thomas Kingds narration of t
pregnant woman falls from the sky and lands on an Earth that is covered in water. The
swimming and flying ani mal s we sty ofttt@goemaénh er t o
Who Fell from the Skyhe Earthisca r eat ed by t he animals and th
p . 159). With such a notion at the bedrock ¢
human beings as relatives, and to recognise both their vitality and our interdepentlence

them.
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Animism(s) can be difficult to comprehend from a Western standpoint and have sometimes
been approached as superstitions. The term was coined by anthropologist Sir Edward Burnett
Tylor in 1871 and posited in contrast to Christian dualist metaphysics, with anintisesul
derided as the product of primitive and childlike ignorance (Howell, 2014, p. 108).
Westerndualistdogmafrom which anthropology grewnpededany deepeconsideratiorof

ani mi smso& Vv er ladigenous researchgetoy latite 8ear explains the animist
orientationi through his preferred terms of Aborigineadther than Indigenouphilosophyi as

follows:

Existence consists of energy. All things are animate, imkigdspirit, and in

constant motion. In this realm of energy and spirit, interrelationships between all

entities are of paramount importané& There is no animate/inanimate

dichotomy¢ Consequently, Aboriginal | anguages
rocks, an allowance not accorded in English. If everything is animate, then

everything has spirit and knowledge. If everything has spirit and knowledge,

then all are like me. If all arekié me, then all are my relations.

Little Bear, 2000, pp. #78

The hinge of historical anthropological incomprehension of animism is the ¢nétuee

binary permeating the history of sociology, which Sabrina Tonutti locates in the work of
anthropologist Franz Boas and his follower Alfred Kroeber, who hardened it into an ontological
separation of the cultural and the biological (2011, p. 189, té cultural belonging only to

humans. An objective view on animist practices in anthropology must therefore involve a
reckoning with the di sanistipbiasesof \Westero aulture:rwbadis s i n
animismandwh o i s studying i1t? Little Bear writes
decent job of describing [Aboriginal] customs themselves, but they have failed miserably in
finding and interpreting the meaningtte behin
relationships that hol d cr e aBuioaemrichechgnesticher 6 (
philosophy itself can, ironically, be characterised as superstitious, being supernaturally
oriented in gtving to locate the human soul outside of and above natarstance which the
Anthropocene suggests is doing a poor job of maintaining relationships between humanity and

the world.
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Tonutti illustrates the contingency of the culture/nature split by way of the Jivaro Achuar
popul ation from the Amazon which O0considers
who live in their own societies and make contact with humans accoaspgetific social and
behavioural rulesdé (p.194). She also cites t
a categorical or ontological separation betw
and spirits are all characterised by coossness, have a language, rationality, intellect, and

mor al codesd (p. 194). As prelude to my argu
animist cultures need not revivify the woifdthe manner of new materialissince they did

not put it on trial for its liveliness in the first place. Efforts to revitalise themonan are only

necessary in cultureshich havekilled it. My coining of the terndeadenisnfor Cartesian

worldviewsseeks to bring this into relief.

Though not typically characterised as animist, BuddtaBbows for a similar kinship with nen

human beings and radical contrast with neoliberal individualism positing the individual

selfas a illusion, credulity to which is at the root of all sufferinthe individual is akin to an
existentialetiquettenecessary for communication between and navigation amsegstingly
separatdiuman and nohumanentities with the paradox of themall self (skirbound) and
liberatedself (limitless) expressed agd coincident truths. Conventional truth corresponds to
thesuperficialseparation between individual and environment, and ultimate truth refers to the
deepekecological reality in which this mere appearance plays out (McGuire, 2015, p. 39). Zen

monk Shunryu Suzulexpressesthisashe di fference bet wwend o6s mal
self) and O6big mindd or dGndbxonilhp43).hat i s ev

The Buddhist doctrines of emptiness and interdepend#atzde that no individual self exists
inherently, meaningt is empty of intrirsic or discrete existence, being ratler aggregate
appearance comprised ioferdependentauses and condition§he selfis thusdividual and

made of norself flows, and the absence of this woddspite itsantonymin modernEnglish
dictionariesmay indicate just how foreigiis concept is in the Wedignorance of emptiness

and interdependence tends towand®weerreification of the skin boundargen monk Thich

Nhat Hanh probeposesbthab 6ed can be misleadi
ourselves, alone. -fido. bWwe de Bmadbwaegxsi D eidn d ¢ e

(Hanh, 2017)H a n Interbeingwill be part of my vocabularin subsequent @pters.
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Holding Water

The perspectives outlideabove framethe general topic of selfhoodnd its culturally
contingent formationBiology, deep ecology, posthumanism, new materialism, Indigenous
philosophies and Buddhismrelativise the neoliberal individualist paradigm through
contrastingconceptions ofvhat it is to be a entity orme andunlike the neoliberal model they
eachacknowledge ecological interdependence anel thus less dissonant with unfurling
ecological crised will hereaddfive furtherwriters becauseheir ideas, woven togethevith
aspectof theoutlooksabove will form anontologicalmodelwhich can coherentlyinderpin
my method of Playingvith the Cut The methodemerges in chapter fouthroughanalysis of
my Practice Worksandtheir adaptation of Butohirftroducedin chapter two)Since Butoh is
pre-eminently a dance forrand not an explicit worldview, | will employ the ideas this
chapterto articulate andsituatethe ontology| see asmplicit within it: the type of world a
Butoh dancer dances ithe ways in whiclButoh methodnakes selfhood expansion possible,

and thevalue of these in traversirige Anthropocene.

Firstly, phil os opfihetLife® Rlang2010)ptoposes & ortotogydidlts
from the study and contemplation of plants in whiesimersionand mixture are the first
principles of being: mutual interpenetration of being with being, being with environment,
environment with environment. The beings immersed in the cosmos mix mutually but without
losing difference and distinctidnthis to the point where tteases to make sense to speak of

the environment:

The notions of environment and ambient world should be rejected: the living
being is an environment for the world in the same way in which the remaining
things of the world are the environment of the living individual. Influence always
goes in both direains.

Coccia, 2019, p. 98

In a world characterised by immersion, action becomes inextricablerfretamorphosiga
key term in Butoh dance). To affect the world is to be changed by it, to allow the world to
affect oneself through mixture and reciproc:

the plant, but otourseit also includes the human. His theory addrefisekabitual emphasi
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seen in the subjesterb-object structure of English on fixed and definite objects at the expense

of flux:

The world for an immersed beifighe world in immersioii does not, properly
speaking, contain real objects. Everything in it is fluid, everything in it is in
motion, with, against, or in the subject. It is, properly speaking, a universe
without things.

Coccia, 2019, p. 32

I n this connection, Ki mmerer notes that o6onl
Pot awat omi that proportion is 70 percentodo (2
l inguistically entrenched, ma ik expligitly @jeatingi a 6 s v

dissection of the world into reified object.universe without thingslso recalls Buddhist
emptiness and interdependence, concepts which have been key to my thought throughout this
project.The principles of immersion and metamp hosi s wi | | defi me my m

later chapterscohering around theropositionthat to dance mearns be changed

Feminist philosopher Astrida Neimanis speaks to this situation by using water as a pivot to
discuss ecology, climate justicand the cultural construction of water, a substance normally
assumed to be a mere fact of life (Neimanis, 2017). Her resaasettles the borders between

subjects anthe objectghey define themselves agaitst stressindiquidity andperfordion:

To rethink embodiment as watery stirs up considerable trouble for dominant

Western and humanist understandings of embodiment, where bodies are figured

as discrete and coherent individual subjécts As bodi es of water we
seethe, our borders always vulnerable to rupture and renegotiation.

Neimanis, 2017, p. 2

Like Coccia, Neimanis sees our entanglement not as something with which we as individuals

must reckon, but something whighdoesour individuality as traditionally conceived:

An 6éontologicbé of amniotics [is] a mode o
that which both connects us and differentiates us. This ontological proposition
joins other feminist and posthuman interventions in challenging the idea that
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ontology first and foremost interpellates sovereignsefficient beings.

Neimanis, 2017, p. 111

Wat er is an evocative medium for grasping
renegotiationé of the boundaries of selfhood
dovetails with Coccia, with her phenomenological bent and focus on humgctsuty

bringing us closer to experiential considerations of what it means to negotiate selfhood in a

fluidly entangled world.

Concomitant with fluctuationsf selfhood is the need t@think otherhood(defined most

simply aswhatever | am notgand here | willalign firstly with Kimmere® s per,sakeect i v e
asemblematic of Indigenougersonificationof beings(human and nchumar): 61 ndi gen ot
ways of understanding recognize the personhood of all beings as equally important, not in a
hierarchy but a cir | (@013, p. 385)Note that personification is here anthropomorpiity

if the prior assumption is made that humans are the only real pa@agesiarpositionl am
nottaking.People are beings with whom we can have personal relatindsn mymethod of

Playing with the Cutthis includes everything(everyone)l encounter SO Ki mmer er

orientationallieswith it.

A second perspective on otherhood is offered by philosopher Martin 8gerdi st i nct i
between two modalities of beingitland FThou (1958). Where-It indicatesan orientation
throughwhich other beingare seen primarily as objects of use and manipulatidhpu is a

relational mode ofmeetingwherein othes are seeras numinouspart of divine creatiorand

in effect portals to God. Theternal FThoui s a humands prwhpneBubeaddr es
locates nobutside of the worldbut immanentvithin it. Buber maintains that both modalities

are necessayyvith I-It beinginevitablein managing our affairs throughout human life. But the

more present theThoumodalityis to a person, the more they are capable of relafaared
dimensions areresent in Indigenous philosophy too, but I include Buber bedasisxplicit

recognition ofl-Thou asa mode ofencounteringhe infinite in the particulaconcurswith

Butoh method

Lastl vy, I owe my methodbés title of Playing

perspective on ecopsychology begins from the Western paradigms in which | am conducting
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this project and clarifies my research object:

There is only one core issue for all psychology. Where ignied? Where does
thedmebbegin? Where does tlimedstop? Where does tliethelbbegin?

For most of its history, psychology took for granted an intentional suéject

Psychology located thiéned within human persons defined by their physical

skin and their immediate behavickr The f ami |l i ar term that coc
philosophical system waesgaé

[But] since the cut between self and natural world is arbitrary, we can make it at
the skin or we can take it as far out as you like the deep oceans and distant
starse

The most radical deconstruction of subjectiéty t o d ay wplagingthe be r e
subject back into the world, or-pacing the subject altogether with the world.

Hillman, 1995, pp. Xvixxi

Ecological selfhood is my own phrase and | include the stfod to suggest embodyiagd

somehow holdinghe self as ecologicaand living from withinthis. The difference between

ecological and individual selfhoods is located in tut between me and nohe, which

Hillman presents as a matter of cultural chologerestingly, hisuse of the word cunhatches

that of Kar en inBeatramldtidgfrorh guaneum physics t& theoassimilar
0agent i aedemancatibresohes the indetminacy of phenomertao pr oduce O6r €
from &6 @aradt 2007n pp. 139240). Playing with the Cut is my method of
experimenting with this process of boundary markbagsed in the Butoh techniques presented

in chapter two

Somatic Amnesia

Our embodiment ishe most obviousway in which our existence is ecologic8liscarnate
conceptsand language structurgs/e usfreedom to leave our bodig® visit Jupitersimply

by thinking about itBut theyalso leave us vulnerable ypnosis anadonfusion,thingifying

fluid processesand working with currencies (monetary and otherwise) which may have no

tether to materialeality. Alternatively, they can enablpowerful abstractions whosgpling
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effects on that realithave not beethought through: nuclear weapons, plastigssil fuel use.

Ourbodieshitch usfaithfully, when we remember themo,theecological trutls ofchange and
interdependencthrough breath, diet, excretion, gravigndsensual perceptioBut written

into Cartesian dualisns a divorce othe thought from the realitybodyi Descarteslid not

posit a dualism between his skwundcircumstancend existence outside it, but betwées
disembodied rational soul, existing nowhexeg everything else including his bodyreturn

to ecological sanity therefore involves reclaimisguated embodiment a process which
ecosomatic researcher Christine Bellerose éalise p a t st cemanti incg 282h,pe€iig.li a 6 (
will close this chapter with examples embodiedecological art practice Though the
immediate context of my work is Butoh dandewant to contextualise Butoh itself by

consideringother practitionersurrentlyworking throughembodiment.

Performancecentred on the bodholds great potentiaio counteract dualism through its

insistence on corporeal presence over abstraction, and coatgmporaryartists use this

medium to foreground the ecologic#lio-artist Sonja Baumél performanceinstallations

Expanded SelExpanded Self JandFifty Percent Humasee her create living sculptures from

her own skin microbes ingiantp et r i dish filled with agar. T
entangled biological being at the moment of their irapi@n, but also autonomous life forms

evolving over weeks into strange biological sculpttirgseces of the artist which she would

have callednewhen still part of her bodyow confronting her as animate other. idersonal

experience of visiting the installatsp r o mpt ed her to refl ect, ech
that humans are liké a <antnuous spectrum of interactirea ct er i all nati ons
2015).

Transfeministperformanceartist Niya B approaches ecologica@mbodiment differently,

evoking interspeciesinship through affect, empathy and erosGollective Lover(Niya B,

2019). Influenced by the eeexuality of Annie Sprinkle and Beth Stephens, Niya grew a
gendeneutral family of aloe vera transplanted from the offsets of a single plant. The initial
outcome was an installation in which audience members wetedni adopt a member of

this plantfamily, exploring living alongside #sa family member or lover. Later performances
sawNiya dancing amongst the aloe vera, becoming increasingly sensuous before breaking the
leaves and gently smearing sap on the bodies of audience members one by one, holding eye

contact.Where Baumelsubverts skirbound individualism bypalpably extendingher body
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beyond the skin, Niya Blestabilises anthropocentmotions of care byextending familial

relationsacross species.

Precursorstd hi s ki nd of wor k i rodywadks, inAvinich shesech di et a
the presence and absence of her body to connect with landscape and bbsmiostd, 2024

and Anna NdtawvdAmericam nfuencedPlanetary Dance a community ritual

harnessing thembodiedyroup power of individual intentiortewards world peacd’{anetary

dance, 201¥ Numerous contemporary artistsich as Zoe Scoglid&s¢oglio, no dafeand

Dougie StrandStrang, no dadecontinuetheir owninvestigations oembodiment as a means

of realising ecological interconnectioMy p r o j emphasisson selfhood seeks to make

explicit what | see as sometimedatent concern ithe work of many such artiststriving to

undo and then refashion the basis upon which hurmpasis their identityandthrough thisto

enactafundamentatevision of the human condition

In addition tothese individuaperformancepractices, the nascent field of ecosomatics of
particular relevance to my projebecausethough Butohdancepredates it,ecosomatic
performance might be considerg¢de larger container in which much Butoh operates
Ecosomatigracticesvary widely but cohere througthe common approaabf reconnecting
mind with the subtle lived experience of body (soma), internally and externally, and

reconnecting body itself to its home environment (eco/oikos).

For Jennifer Beauvaif2012) this prompts arextrapolation ofObject Relations theory in
psychoanalysisyith the notion of secure or insecure attachments to caregivers extended to our
bonding with our own bodies and outwards to our environm@&sulting in a model of

ecological therapyOthers, such as Brittany Laidlaw and Tanja Bakgntheir practicesvith

|l ndi genous worl dviews which see 6énatured as
and capacity f or2018ml28d4),@dmali nguttcowsmyn@t { cs as
sensing the inner body as the gateway to sen
(p. 286). Brittany Tolberwiews her bodily movemenpracticeas 6a way of knowi
(2022,p. i), and Sandra Reewwgues folsomaticpractice as essential transforming human
behavioursinceb changes in the body take practice an
theoreti c2l12p&dhangesd (

| will consider ecosomatic approaches further in chdpteybut for nowwill bluntly propose
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my own rationale for embodied researthe s ¢ aGogit@ exgd sunis never translated ds
dance therefore | apand for good reason. Embodiexploration intrinsically relational and
ecological, is the enemy of deadenianmdleveragesour lived experiences afiterconnection
towardsthe realisation that there is no such thing as disoreselatechuman interiorityHow
we perceive ourselves is entangled with what we think is not oursé&ndmdiedresearch
into this entanglement forms the core of my praojegierformancebasednquiry intothefelt

experience ointerbeing whose name right now is ecologicabks.
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Given the potential for linguisticonfusion in discussing ecological selfhood where
subject/object boundariesvobble dong with cultural norms and positionality my
methodology begindy defining my terms clearlySome of thesehave bothpopular and
specialistunderstandingas well agdivergent uses by different writer®thersare eithermy
own coinageor extant termrs whoseconnotations | am embellishirgincesome of what | want
to say falls between the cracksexistingterminology To avoid misunderstandiisgand set
the scene fomy Practice Worksthe following paragraphs givéhe meaningd intendin this

project

Selfhood indicatesthe felt understanding ob n eoivis beingi the sort of entity | feeand
conceivemyself to be. Relatedtothisegga i n Hi I | mandés sense of an
is by (Western)c ul t ur al deftheup by didedli neki myand i mme
(Hillman, 1995, p. xvii). These are similar notions, but where selfhood is a general
apprehension of the conditions of being a self, | use ego to indicate more specifically the
volume and limits of that self: that wdh is inside the ego is me, that which is not ismet

As seen irchapter ongthere are multiple ways of regardiotherhood (the statusccorded to

other beings)f r om t he consumer 06s instrumentalisin
encountering,or-Thou 1 n Buber 0sCupdesciibesshe prbcgss ¢f h@king )

this boundary between self and other.

Ecological meansthe conditiors of interdependencand interbeing cognisance ofwvhich
revealslife asintrinsically relational Interd ependenceitself meansthat entitiesdo notexist
discretely buthroughinherentprocesses of exchangeth one anothelnterdependends an
empiricalproposition generalishlefrom specificprocessexygenationingestion, excretion
and so onWe do not need a full accountthiese to establish thantitiesariseandpersistnot

throughtheirindependent powealonebut byinterrelationwith others

Interbeing comes from zen monk Thich Nhat Haf#917) andl find usefulconnotationsn

it whichhemayor maynot have intended.heseindicatean ontologicapropositionmore far
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reaching thannterdependenceyhich feelsrestrictedto the interrelatiors we might discover
empirically. | use interbeingas an extrapolatiofrom such interrelationsf all thingsare in
exchange(at varying degres of separatio)y then existence presents aspackage deal
humans, animals, plants, and s@iappen togethefhe same conclusiazan beeachedy
consideration ofhebig bang if the cosmoss the leading edge afprocess obecomingwhich
traces back to a unitary soustieenall thingsimply all otherssince weform the sum of what
the big bang did nexEurthermorewhere interdependence referdy to processesnterbeing
can alsabe understood by imagining smapshot of the cosmos total detailwhich shows
everyonegogether no entity left out, no onesiloedin a privateuniverse We (humans, plants,

black hole) necessitatand cedefineeach other.

| useemptying (and variations such alfemptying) as well asemptiness.My use of the

latter should be distinguished since it stems from Buddhism whereas the formerficome

Butoh. As seen in chapter two, Butoh posits the adoption of an empty bodymind as
foundational to the form. Thimeanssurrendering sel€oncepts and internal monologues

making space for the possibility of dancerly transformation abeiag movetby images rather

than moving from the quotidian sense of voliti@@mptying andselfemptying refer to this

process. Within BuddhisnEmptiness( PUl i : suffat U, Sanskrit: SI

refers to the fundament al Buddhi st teaching

of each other, and by logical default they are empty of an independent and inherently

existing selfé However, for the sante reason

self, they also are Afull o0 of everything el
(Shonin, et al.2015 pp.159160).

In employing BuddhisEmptiness here, | am emphasising its ecological import (roughly
synonymous with i nterdependence) . Shonin et
paradoxically synonymous with fullness shows
empty bodymind implicigf contains everything and can metamorphose into other potentialities
through dance. The two uses do, however, come from distinct traditions, with Buddhism aiming

for enlightenment and Butoh for performative, and less codifesllts.

Somaticrefershereto bodily experience, though | dmt mearthe body as distinct from the

mind as in some definitions (Colman, 201&hce | propose no such dualigmbodiment is
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a mode of awareness in which soma is conscioushatleast seracontinuausly present. Use

of these two terms promotes physical experience (or experience in which the physical is not
forgotten) asa crucial facet of my research. Another way of saying this is researcher Ben
Spatz~6s contention that embodied resd@rch i s
p. 2). They offer this by way of contrast to research in which the body is involvedl(i.e
research), but i n whyjasihitweretransparedfp. 4).8hasprejett i nst r
alignswithSpat z6s def i nréseéarctana alsw fddge npbhoednicende no |l ogi st o
emphasis oembodimentas subjectively experienced rather than objectively studied.

Bodymind is theholisticterm| usefor the human entityinclusive ofsoma intellect, emotion,
and imaginationPutting body before mindesturs towards compensain for the cultural
dominance ofthought Forc | ar i t y 6 s manly keave 3piritand $olll as latent
considerationsthoughthese are involved for me personally édonsidering selfhood and
dancing, my argument dsnot stand or fallhccording toconcern fo a spiritual dimension

(and my methods neither prove nor disprove one)

Thinking andimagination warrant clear definitionl hinking refershereto abstraction, which
itself meansplanning, conceptualisingand inner activity characterised bgign systemsor
discourse Thinking is experiential bugives the experienceof thinking not the direct
experiencewhat thinking may be signifying Imagination is distinct from thinking, and
decoupléd fromthe pejorative sensepft 6 s aimaginatioriheadandfrom daydreaming
aboutsituationsunrelated tammediateembodimentimagination is conceivethsteadas a
creativefaculty distributed throughout the boohynd andbeyond experienced somaticallgnd
entwined with but exceedingteroceptiorexteroception in that it sansformativeas well as

receptive While imagination and thought may interact, they are discriminable modalities.

From the standpoint of my practice, imaginative engagement is going on all the time
(consciously or ngtandincludesthe positing of cuts between self and othEne neoliberal

ideal of skinrbound individualism isa collectivelyand hierarcltally enforced imaginative
project whichmandates a particular cut and whies seen ichapter ongis notgiven by
biology orthe cosmos butontinually constructedDance in this projectis an embodied
imaginal activity which can intervene in this construction éygdoring alternativecutsin a
somatic ratherthan thoughfocussed way. Performance meanwhile, is dance in

communication: the expression to others of the experiential realm a dancer is accessing.
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My key termsconclude withmmersion andmixture, thebasis of myontological framework

after Coccia (see chapter on€hese are posited as first principles of beang articulate how
anyentity1 lungfish, ecosystemmountain Japtopi is both immersed aworld comprised of

all otherentities and in turnforms part of the world in which any othentity is immersed.
Mixture deepens thiso-immersion bylesseningge nt i t i e s @ forlexamplethedoiatn e s s
i n a meal 6 sworldio gutlet te gigedtiorabwhich it becomes part of mehazy,

just as the water cycling from ocean to cloudbtoodstream and back suggesiat | am
ontologically mixed with all of theselmmersion, mixturejnterdependence, and interbeing
unsettlethe culturaly normative boundar of the ego as being marked by the skin barrier
clarifying why Hillman callsthiscub a r b i t r a.ixiy) andgoifhti@gtdthe pgssibility of

alternative cuts.

With my termsclarified, it is worth revisiting my research questidmow can an embodied
practice generate and express experiences of ecological selthaag™troduction defined
ecological selfhood as the felt sense of being a porous entity which extends indefinitely beyond
the skin We can now add a complementary definiti@tological selfhood is aembodied
experienceof existing by means ahterdependence andterbeing. Some suckxperiences

relate clearly to transcendence of the skin barrier, where others inhere more in recognition that
my being impliesand is mixed withall others Where this distinction is not crucidl,will
alternate between interdependence and interbeing since both point towards the ecalutical

due to the manyariationsof it captured in my Practice Workswill sometimes refer to

ecological selfhoods in the plural

So how can embodied practice generate ecological selfhodusanswer | am working
towards is byplaying with the cut experimenihg with the contents of the ego Byrrendering

the cut which marks its boundamndrefashioning selfhoothroughexposire to ecological
experienceSurrenderinghe cut tends to mean tegobecomedarger: arentirely ecological
selfhood would in a sense recognise no other, for everything becomes me or, isomorphically, |
become everything. This project explores varying points along the spectrum running from
atomised individual to entirely ecological selfhood$fie exploration isconducted viahe
unpredictable experiences afforded by dancing assagender, odancing asurrendepof the

cut Thereasos for this unpredictabilityare threaded thumghout the following chapterand

thespecifics ofmy overallprocess will be detailednd analyseth chapter foualongsidean
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emerginganswer to how ecological selfhood can be expressed through perfoymance

My methods for researchirayemy adaptation oButohdance(providingtools forembodied
egosurrender antbr relating to the experiences this enablgsurnalling(my first method of
data gathering)and performancé@he practice of embodieithaginal expressiorof selfhood
expansioij My performancesre based inlance but alsasemusic, text, dramaturgy, visual
art, and video editing, though these ayenerallyemployed as communicative supports for
dane. Theexistence of theerformance®n film enables furthetlatg andfilming serves too

as a means of disseminatiohthe projectwithout which thistext would be insufficientand
even misleading, as | will argue in chapters four and fiVkgissue ofresearch conventions
orwhatlamcalling h e r e s e a wiltdnsefrequentlygaadzngmethodologyseelsto
addressit by respectingts necessitywhilst prewenting it frominterfering with the actual
practice of selfhoo@éxpansionThefollowing sections outline each of these methods in more

detailand considethe question of analysis
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Butoh Emptying, and Devotion

An k o k u(DaBae bf@tter Darknessnore commonlyeferred to as Butoh) originated in

Japan in the midwentieth centurylts main instigator was Tatsumi Hijikata, an Akbiarn
dancertrainedin Western forms such as German expressionist, ballet, and jazz dadd®y,

European avargarde literature and theatre, particularly the work of Antonin Artaudead

Genet Baird, 2012. Butohgrew fromhisidiosyncraticnteractionsvith these and indigenous
Japanesart forms including Kabuki and Noh theatre in the ceext of postwar Japan and
experiences of national defeat, nuclear howountercultural experimentatiognd American

military and cultural impositionsThe other major figure in Butoh is Kazuo Ohno, an older

dancer whee deep impression on Hijikata led to several collaboratiOhso and his son

Yoshito (my teacherfontributed an overtly spirituarientation oral historiessometimes
propose HijikataBacharndet el aOk n awaderesvhatdo | i ght
hagiographick ar | y account in English calls Hijikat
of the form Yiala and Massoisékiné, 1988

Butoh hassince been adopted by several generations of dancers and become increasingly
globalisedthrough international performances by Japanese artists aedhdrgence of nen
Japaneseractitioners(of whom | am one).As a modern form indebted to Europeand
American culture Butoh is not entirely indigenous to Japammeaning questions of
appropriation by the nedapanese are not straightforwdrdm however comfortable witimy
statusas an lIriskScottish Butohist, having clarified which aspects of théorm are not
authentically accessibk® me througharchivalstudy, soutsearching, and conversation with

my teacher$ principally Yoshito, who as dancerin theinauguralpublic Butohperformance

was more qualifiedo commenthan anyone except Hijikaend Kazuo(both of whom died
before Ifirst visited Japan Further consideration of ngositionality as notdapanese, araf

sensitivities around reframirButohfor new contextscan be found i ppendix D.

My projectcentreon But ohds contemporary valuslin re:
will focus here on my reasons for adaptihg formas an ecological research tool éxploring

selfhood. This is something of an exercise in reverse engineering since | have been training in

and performing this dance for the last fifteen years, and its import in the Anthropocene crept

up on me gradually as my experience of it deepened againstdrdaof ecological crisis. |
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have never been sure if dancing intensified my ecological concerns or simply provided me with
a way to work with them. My presentation of Butoh method and philosophy in what follows
stems more from my teacher sod obrwiltiterefarentes uct i o

where possible.

Hijikata posited Butoh as a rebellion of the body against societal conditioning rather than as an
ecological dance form, and this project is guoeposing of it by emphasising and extending

aspects of the original method that | see as ecological in @timt| am not alone in seeing
Butoh as ecologically engaged: my teacher A
overt in seeking to reconnect dancers with nature and the wider cosmos (Takenouchi and Frank,

2021), though | did not meet him untilMas already working on my own articulation of the

same | ssues. Hi ji kata decl ared that But oh &I
being é rooted in the discovery of the poss
into anything fromanimaland pl ants, to inanimate objectso

in which this is true is embodidchaginal, and the ontology implicitly employed by Butoh

assumes the possibility of experiences of becoming almost anything.

TheButohbodymindis positedas containing and fluidly exchanging with the ongoing activity

of the cosmossometimes justified through its evolutionary histaghpough explanations also
recal | plGlosopbyofanimersion and mixtur€2019) Butoh accepts the surreal, the
irrational, and the emergence of hidden (dark) phenomena directly in the body. It requires
suspension of assumptions about the limits of access available for sarather forms of
existence, characterised as the adoption of an empty Bodyempty bodymind (my preferred

term since it averts anyody'mind duality) issues from a quietened and sensitised presence
achieved through both physical training and a voluntary act of surrender trknawang the

boundaries of self or the limits of experience.

Thevalueof this suspension resonates wittat oftheb e gi nneof6 sZenm nBuddhi s
the beginnerdés mind there are many possibild:i
Dixon, 2011, p.1). ltcanalsobereadasan st ance of the phenomenol
and Staehler, 2010, p. 15), where daily knowledge of our situation andib&bitpendedn

the context of selfhood, emptying points directly into mystento not knowing who or what

one is in order to have experiencagsawilable tothe person whhasossifiedtheir identity

andextent As my journals andheir consideration in chapters four and five shesarching
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for the basis of one#f throughembodiedmaginationoftenleadsto realisations that can easily

be termed ecological, standing in stark contrast to Cartdsaearnateonceptualising.

The emptybodymindis receptive to images or qualia which, through their intensity, produce
movement(images does not imply a visual biaand should be read as mid@nsory
apprehensionghich can includeatmosphexandmood. Thoughtheimages can be suggested
by a teacher or choreographerany Butoh dancers adhasherto a process of spontaneous
image generation in which the images simply appeahingnto thevacuumleft by emptying

This is generally the procedure followed in my practice in pinigect.In common with the
animistic, deep ecological, and new materialist perspectives considered in cimepBurtoh
extenddife and vibrancyto what is commonly thought of as inanimate as well as todhe
human in terms of animalsr plants Metamorphicexchangewith stones, water, household
objects and weatheis available.There is a suspensiamt justof normative egautsbut of

the very notion of being human Butoh is not ironic in essenceyi t h t he danc
metamorphosis hinging on theguilelessabdicaton of daily selfhood to make space for

alterity.

The ecological import of this practicevolvesperceiving thébodymindand the world anew,
though it would be inaccurate to suggest that all previous learning is susp@itedny
knowledge of evolutiorand biochemistry operative, | might be met with the surprise of my
teeth:a mineral concoctioabsorbed from the Earth via my diet, linking toghecirculation

of all matter and dissolving the separation between self and enviroftmengéxample from

my journals is considered in chapteur). The disthction between thinking and embodied
imagination becomes cruciaére While | mayhold knowledge ofcological circulation in the
back of my mind, the active processnst thinkng but somatically dreaing into the

phenomenon of my teetiseverything, weirdly andholistically through dance.

It is thusnot entirely true that thinkinig renounced whilst dancirgince it is a integral aspect
of human functioning. When | stress-tionking in later chaptersny intention is to frame
thinking as one modality amongst the many exdibit, and toemphasisdhat it is not a
uncomplicatedlyuseful one irembodied ecological researdrhinking can forman enabling
backgroundorocesdor dancingbut must be held in check due to d@sltural dominance and
tendeng to abstract from immediate embodiment at&hl in binariesindlinearity, which in

turn tend to disrupt the flow of embodiemnaginal inquiry. There is a thougHbased
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underpinning to my practice in termstbe ontology of immersion, knowledge of ecological
flows, and a Buddhistic logic of interdependemaoel porosity, but it is not icontrolof active
practice.The unpredictability mentioned abogéms from this quieting of thougho that
dancing is an experience of acquiescence to imagethitidng ego does notagentially

produce.The imagesleterminevhatwill occur.

The aesthetiandbodymindeffect that can be had on withessé8utoh performancamight

most easily be ascribed to kinaesthetic empathy, a phenomenon around which there is a

growing field of research and in which the proposed mirror neuron system in the human brain
leads us to internally simulate the movements and behaviours of athensay to intuit their
experience and have a versiontajurselves (Shaughnessy, 2012, p. 35). A ready example of
thisisf ound in the exper i eseatduringf hojrar firp: the igwpact u t
does not inhere in languagenarrative, but in a neammediate resonance with the character

on screen, a feeling of what it must be like for them by feeling it ourselves.

Whether or not the mechanism of mirror neurea fact the trigger a phenomenological
approachcan simply recognisethe mysterious resonance between one being and another
engenderedy attendance to their presence and statmy experience and that of most critics
and reviewersthis resonance is where thralue of Butoh performances, from an audience
perspective, is to be foun@ut there is something oblique about Butoh as perceived from
outside: &king the example abovenfy teeth were an elementa stage choreography | would

not seek tanime orexplain this to an audience but simply to metamorphleseing their

interpretation of my state opehhe horror film analogy breaks down herecethe cause od

of

film characterods fright i s ¢ eespenses mayypennorei dent

mysterious. In this sense Butoh is rexpository and makes no appeal to the rationafiiys

audiencelt communicates instead througésonance as will be explored below.

| have taken to describing Butoh agracticeof radical empathy, using empathy in the sense
of O6projecting oneself onto the object of
Though this implies an individualishodel it is a good enough starting point for how the
neoliberallyeducatedubject might seek to cross ttieide between me and naohe. | append

the word radical to stress the embodied, totalising nature of the engagewekamtorphosis

Butoh requires participationof the entire bodymindand is weakened bgircumspectiorand

(rational or emotionaljvithholding.In illustration ofthe powerthis holistic approactwields,
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| witnessedn Tokyo the participation of a noted Butoh scholar in their first aBu#dh class.

Despite years of theoretical engagement with the form they burst intpvibésperingd | h a d

no i dea it Wwtamgabdutiwkat Hijikdiai wvad up to rmarkedlydifferent than
resonating with it otrying it for yourself. Embodiedimaginal engagemerstifts the whole

self rather than segmented portions of itsuch asrthealf acul ty | am calling

gaze.

Butoh playswith time (including memories both personal and ancestral) and space (including
macro experiences such as being tuggiedy stars and black holes). More locally, exercises
involve feeling beyond the skin boundarfor exampleeeling branches and flowers sprouting
from thebodyso that | might be moving with reference tblassom attached to my crown but
projected more than a metre outsidatoMy adaptationin this projectis to emphasise such
aspectsand lean intanetamorphoses productive of expades of interbeingThe features
aboveilluminate my rationalen making Butoh the cornerstone of my methodoldgg/stance

of radicalempathyandopening of selfhootb a wideningcut, coupled witlaninherent concern

for embodied imagination over sedentary cogitation, méke uniquely appropriate method

for exploring ecological selfhood.

Capturingthe Invisible

With Butoh asmy practice basisfor nurturing ecological selfhood, the remainder of my
methodology concernmethods ofexpressing it an@dapturing it foranalysis.As notedin
chapter ongeven Buddhist philosophiparticularly explicit in its negation ofndividualism)
recognises the inevitability of @nventional realityn which beingsareseparateind appear

to have invisible insides distinct from their observable outgidbe conventional cut between
subject and objecltf | have an experience of ecological selfhood, it isgiftéd to youdue to

our fundamental interbeing (if | feel | am you it does not follow that you feel you are me).
Therearestill insides and outsides to beconsidered, and my methodology mastount for
both my phenomenological experienad dancingand theways it can becaptured and

expresseadutwardly.

My initial planfor researching the inner aspe@s to conduaroup workshops with structured

A 44



Chapter Two: Embodied Imagination

feedbackio studyhow my method operatésanspersonally acroskfferent nervous systems

but by the time | had ethical clearance for this the world was in lockdown due to the COVID
pandemicMy revised approacts to capture mynnerexperiencehrough journallingandmy
outward performanceaxpressiorthroughfilm (below). My choice ofjournaling over other
methodsds explainedn chapter thredguthere Iwill argue for thephenomenologicakay I go

about it.

Phenomenologydevelopednitially by Edmund HussefR008[1900/1901}, aims toward a
method of describing howhenomena aris@ our experienceThe focusis 6 n o twhab n
appears, butohowi t a p p e aandsStaeh(e P0&0ypl¥ and thehowdoes nomeana
material explanation of whatuses appearandésr example mirror neurons in the brain), but
rathera depictionof theway eventsshow up inconsciousness. Mghoice tojournal in this
manneris influenced by its validation in related research (for example Snow,, 20Q2
Fraleigh, 2010) anly consideration of the internadxperiential locus of the researahject

in my own consciousness

Fundamental to phenomenology tise e p o wh Wacketingof what Husserl called the
everyday 0 niaphanoraehologidaltenqtiry @Hesserl, 198913], pp. 5153, 57

60). Thistranslates aa suspension of prior beliefs and assumptions about the world in favour
of an unfiltereddepiction ofits presentation to consciousneSsich suspensiomarries well

with B u t o h éemptysmgdnd offera descriptiveorientation towards practice whiaan
accommodatehanges irselfhoodand subjecbbject boundaries. Or rather, it almost dddse

basic phenomenological questiorhmwdo things appear in consciousnesyat | am adding

a crucial second questiowhich traditional phenomenology largely ignoregho do they

appear to?

This approach isnfluencedby writers such as Francisco J. Varela (Varela, Thompson and
Rosch, 1993 and Shigenori Nagatomo (199B8oth authors emphasise a blind spot in
phenomenology as practised by Husserl and to a lesser extent Heidegger and-Riertgau

This is their assumption of a static transcendesedli a whoi to whom the phenomena

appear which is abstracted from the world and looking in upon it frorpdeice. Both Varela

and Shigenori critique the ethnocentricism of classical phenomenak@gginningrom a

model of self which is excised fromecagitopl ogi c

st r e s spragrgaticoedmboelied context of human experience, but in a purely theoretical
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way 0 ( Mampsoh and Rosch993, p.19). An example from MerleaB o n t nyorder 6 |

that my window may impose upon me a point of view of the church, it is necessary in the first

pl ace that my body shoul d i mp-8asty 200 p. 404)me o0 n €
Here the self imssumed to bgeparate fronand prior tathe body, which imposes uponTihis

abstracted self is unreachable, immuniit@lamental revision.

Nagatomo'Attunement through the Bog@yovides a convincing redress to phenomenologies

born of implicit Cartesian dualisand assumingan abstractedself which is impervious to
transformation. Reeading Husserl and Merled@®onty through Japanese philosophers Yuasa
Yasuo, l chi kawa Hi roshi, and medi ev al Zen
transformative capacity of selfhood via seliitivation in meditation (Nagtomo, 1992, pxi-

xxii). He also offers a particularly useful distinction, for my projece t ween-bosybj ect
and o6lbmdbdy@&t where the or i g(shota)tarridsahe assuegtien t er m
that the subject is incarnate (Nagatomo, 1993%)pl ally with Nagatomo because he posits

that thesubjectbody need notstop at the skin, unlocking a concept which can articulate
enlarged perceptions of selfhood. Where the olfjedly has definite dimensions and limits

and is in effect the external body you can see and touch, the sobgicis found to be more
ambiguousemanating t@ hazy horizorfor perhapsio horizon at all)This felt phenomenon

clarifies the possibility of making the do¢yond the skiand is presented in nBractice Work

With Your Eyes Closed

N a g at cubjedbedyseems to malmostidentical to the one which metamorphoses in
Butoh method,capable of feltstates of interpenetration between body and environment.
Through it outside becomes less outsigied inside lesenly inside. Inthis mode objects
environmentand the bodytself begin to seem less other, and a sense of immersed selfhood
becomesachievable.Like Nagat omo 6 s p Batohaloes notobdegingfrom the
humanist subject or disembodied coglaf it must reckon with thesand distinguish itself
from them since they are théoundationsof the social conditioningvhich most of us

experienced growing up, and which surrosiod still.

| begin fromN a g a t oiewpdns$ situated within an immersed world (after Coccvalen
journaling: changing phenomena appear to a malleabte embodiedelf, and the two are
immersed in each otheNe i mani s 6 o nt o (clapter oneldertaiasheneitoo,t i ¢ s

wherebodi es 61 eé kv ualnnde rsaebeltenet o rupt ur,thoughid neg«
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will reframe this agapable of rupture and renegotiatitmneutraliseany negative connotation
T selfhood expansion beingraim rather than a risik this project When referring to my
phenomenological approach hereatfter, it is in this revised sense wherein, firstly, there is no
assumption of a static transcendentalweith apprehends phenomenad secondly, the who

to whom phenomena appeaeimbodiedthoughnot necessarily bound by the skin.

A further aspect of my approach tooth dancing andournaling regardsotherhood or
phenomena not immediately experienced as part ofivhny | default to the assumption that
whatever appears to consciousness/ deserve the name person ec al | i n-gholBuber 6
mode of encounter rather thaiitl and Ki mmer er 6s articul ation
dignifying all beings as peopl@&hapter one)lt is difficult to radically empathise witla
phenomenon if you assume that youapersonand it is notMy journaling seekdnstead to

mirror my practice inextendng subjecthoodowardsimages, beingsand objectswhich are
regardedhspart of my larger self casentitiegpeoplewith whom | can have personal relations

of solidarityand exchange

Expressinghrough Resonance

My method of researching the outexpressiveaspects of my practice is the one implicit in
Butoh qua dance form: performanteiust acknowledge up front a limit in my project in that
| could not extendny analysis toqualitative research intaudience experiencésthis was
impossibleduring the pandemiand even without this circumstantenight have been beyond
the scope of what | was able to achieltee to time constraintdly methodology is thus
bounded byresearchinto the forms of expression | develop&nl communicatescological
selfhood; thais, into the performances themselves rather than how they were recéhisd.
project is an outgrowth of my established performance praetigeh incorporates years of
feedback from audience members and crifldgs gives me wellfoundedconfidence in the
communicative impact performances such as those iRmagtice Workdiave on othetrdut

it is not evidenced irthe data | am offering her@&here ny journalscapturenow embodied
practice can generate ecological selfhood experiences, the perforrmhoedsow these can

be expressed.
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Performance on filnprovides a way for me to analysthe common approaches and tropes

usewhen thesolitary process shown in the journals is geared towaaismunicatiorfor an
audienceThesepproachemllow the samembodiedimaginative dream logiasthat process

and seek to extend the stdtegperience outwards audiences througheresonanceeferred

to above as standard in Butoh performariResonancas somewhat undeheorised here

because iis, to me fundamentallymysteriousreferringto theprompting ofphenomenological
experiencesn audiencesvhenwitnessing Butoi{which | know asan audience member and

as a performepbservingaudience responsemd receiving feedback).l do not proceed
rationallywhenchoreographingand do noseek an objective view on whadrh doing,sofilm
affords me the possibility of Iiaacdeptdanalyge t he |

my work for patterns and recurring strategies.

Additionally, | regardthe performancdéilms as key to presentation of my researthy
terminology abovesets out distinction betweeithinking, writing, and reading on one hand,
and embodiedmaginal experiencand expressionn the otherMy methodological rationale

for practice not only in research but its presentatidhas | see my practice as untranslatable
into text.Its discussion in these pagesot a translation but a contextualisation and abstracted
analysiswhich wouldamount to anecdote withoatoredirect evidence omy dancingl will
explore myconcernsabout mistaking abstraction for that from which it is abstractece fully

in chaptes four and five

The performancein my Practice Workare of two typesShrimp Dances a videodocument
of a piece intended for live audiengcaad theexpressivanddramaturgical choices madere
tailored tothepeoplen front of me during itperformance ddance Base durintpe Edinburgh
Festival Fringein 2022 The film was shot by cinematographers workingiscreetly in
conditions not designed for the cameérahting was lower than optimal for lens capture, and
the black box stage locati@electedor festival attendance rather thrematicaptnes. The
other two piecedyly Whole Face Sort of Fell OGdhdExcuse Me | am Expandingreinstead
videoworks locations, dramaturgy, music, and editimgredesigned for encounter on screen
making the resultmore immediate and impactful when viewed this wWenthose ofShrimp
Dance My project went in this direction of necessgince it was unclear if the pandemic
would allow further live performancebut this forced me to innovatand | was eventually
glad of the chance to explore what video daméters in compensatiofor its loss of live

presence: multipleitesincluding remote spots to which it would be difficult to bring an
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audience, manipulation of time and perspectve experimentation with colouring and other
effects torender visible something of the surreplality often encountered in embodied

imaginal practice.

Consideredtogether, thee three piecedllustrate the essential aspects of my method in
performanceShrimp Danceeads as documentation aheé viewer may feel at something of
a remove from what wasliae encounter between performers and audience; on the other hand,
the documentation is of aigorously constructed workof whose successfutlance
communication I am confident following the feedback | received over itsasteek run.My
Whole Face Sort of Fell OfindExcuse Me | am Expandiage more experimental in the sense
that they were created with theollaborationand adviceof only a handful of othersfifm
makers musicians and my supervisoysand completed in solitude in front of a compuldy.
trust in them as exemplars of my methsivesmainly from such collaboration and myider
experience of what communicates best when | perform for audieBoeéghey have the
advantage of being created for the medium in whjioh will encounter them, and their
production quality is higher thaghrimp Dancesuch that | carscreen them in the future to

disseminate my project.

Furthermorethe piecesollectively illustratea keyutility of my methodn performancenot

the expression o single experience callegcological selfhoodbut an orientation towards
diversetopics and phenomena in whicbpenings to ecological selfhood(s) form the core
creativeprocedurgthis will be congilered further in chapter foand my conclusion Each

work presents a distinct angle of approbghworking through a specific thentgéhrimp Dance
explores the links between human meiitakss medicationwater and sewage cycles, and
impacts on marine life tencourage a feeling of interbeing between humans and across species.
My Whole Face Sort of FelDff considersnass extinction and trarspecies solidarity through
mortality, a common predicament for all life fornfSxcuse Me | am Expandings an
expression ofhe major paradox of ecological selfhoiothe coincidence of conventional and
ultimate truth (in Buddhist terms), éhe weirdness attendant t@cognitionthat interbeing
yokes all entities together bdbes not dissolvihedifferentiationo f each oneds expe

their responsibility to theelatively skirbound self that they alone inhabit.
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Mindful Abstraction

My introduction mentioned a secondary research question for my project: howhean
generation of ecological selfhood througmbodied practice be researched without the
trappings of research themselves becoming a hindraneeflAde seen in chapter three, this
guestion emerged as | began situating my exi®uigh practice within a research paradigm
and found that framing my dancinigis way, even if only with the thoughtam researching
for my PhD now impeded my ability to empty mypodymind and engage in practice
holistically. Practice in this modseemsintrinsically at odds with what | am calling the
resear c hienoniinally thah af @ discrete and oftempartial subject regarding the
research objectAdopting this gaze is the hallmarkedmeresearch but proves a deadly enemy
of the practice of rendering the cut between me angneoamenable to ecological expansion

since it calls for a partitioning of myself into researchied research object

Though workhas beerdone to address this problamconsciousness studi¢®r example

Varela and Shear, 1999)did not finda precedent fully amenable to my proje¢tar el a d s
notion of firstperson methodologidsas informedmy approach, but the methodology | use
hereis perhaps unusually stark in its separation of practice ftata gathering through a
procedure | am callingesearchingby-definitelynotresearching(detailed in chapter three).

Most research in consciousness studies also assumedirgiigderson experiencavill
ultimately beexpressed tothers through verbal accounts, whereas my methodclmggiders
expression vigesonancé dance in performance for othérso beessentia(l argue for this in

chapter far).

My practice proceduredoes not involveintellectual knowledge acquisition by a Ron
participating aspect ahyself (held apart in order to considpracticefrom outside). Iseek
insteadto jettisonthis concerrand treat practice asitotelic The rescue of analysable data
achievedhroughjournaling after the facandmaking video documents of performandese
reasorvideo performancas privilegedover writingaloneis thatit depictsphenomenological
experience as it happens rathiean giving an after the fact description Another is that it
escapes the flattening of muttimensional somatic experience imtords about itClarifying

these specificsenables me tause a bespoke procedure which allows practice b®
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unencumbered whilst still providing modes of capturediasemination

| analyse the amassed data usBrgundedtheory, which advocatef or 6 devel opi ng
from research grounded in data rather than d
(Charmaz, 2006, pt). The basic procesmntails coding for salient featurestb& datdy using

a nested hierarchy comprisedagfen code (the highest resolution and most precise features),

axial codegwhich group open codes under a heading which connects,thathjelective

codeqthe most generalised headings which group the axial codes themsHiveaghout my

analysid usethe above colourodingto facilitatecrossreferencing omy codingspreadsheets
(AppendicesA-C) with this text.

| should note that | adapt the principlesgpbunded theory to my needs, since one of its core
principles is O0simultaneous involvemed)t in d
and as emphasised above, concurrent practice and analysis prow@pediment tany

practice. | therefore separate the two activitemmporally thoughthere issome interaction

between thenn that reviews ofny journal entries exert influence on subseqsessions

| find grounded theoryo be useful but incomplet®r my purposesand in chapter four |

augmentit in order to captureexperientialaspectsof the Practice Workswhich tend to

disappear under the lens of grounded analysis.

My core method$ Butoh-derived practice, jourting, performance, and grounded theory
analysisi are underpinned by théerminology andontological principles | have laid out
towards a coherent methodology for approaching what is a highlyedletkive and subjective

terrain: the shifting boundaries and qualities of selfhood.
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Chapter Three: Practice Works1 AccessingEcological
Selfhood

My Practice Works consistof theintroductory audio meditatiowith Your Eyes Closedny
Practice Journals and the threperformancevorks Shrimp Dance My Whole Face Sort of
Fell Off, andExcuse Me | am ExpandingMy grounded theorgnalysis spreadshedts each
of thesecan be found i\ppendices AC. The audio meditationffersa gentle exposure to
the domain of somatic ecological selfhood so lisegnerscan appreciate something of it first
hand before consideringthe more complex manifestations of my procdsplayedin the
journals angberformancesThejournalsdescribeny embodiedimaginaldancepractice aimed
atinducingshifts in sefapprehensioi experimentahbandoningsf my skinbound egoThe
performancescomprise threeexplorabry expresons of the sors of states this practice
producesthey are centreoh dancebut recruittheatrical andvideographic toolsdramaturgy,
music, lighting, video projection, text, video manipulatiand editing to enhace and

contextualise thetates in question

My aim has not been to show one waydplicateandexpressa particularexperience, but to
establish a method whickengendersmanifold ecological realisation®f selfhood and,
concomitantly, otherhood his plurality is a natural consequenaiethe fact thamy practice
results are not egoically controlldaltrather gifted to the egonce sedfemptying is engage
This seems appropriat@ncemy experiences of ecological selfhooelate to appreciation of
extraegoical phenomena agegral to my being not througiontroling them butthroughthe
opposite approach aurrendeii allowing what is normally considered note to dance my
body.Surrenders fundamental t@utoh in generagincethe images which move the bodymind
(see chapter twg)resent as autonomous, and relaiaiith themare achieved by means of
devotion: not asking them tbehave orchangebut adaptingoneselfto accommodate them
Devotion will be considered further in chapter fouBurrender introduces inherent
unpredictability to what wilbe experiencedAbdication of controlis one way in which my
method counterposemrratives of mastery and conquesthin the human exceptionalism of

thedominantneoliberalparadigm

This last point opens onto the question of agency, whichfevith part of my evaluation in
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chapter fiveWhen | speak of mgnethod of Playing with the Cut as one leading texgranded
selfhood, | do not meaam individualist unitarily agentiakelfhood which covers more territory
than theneoliberal skifbound paradigm. Ecologically enlarged selfhood is different in:kind
an immersed and entanglesklfapprehension whicltonceives of agencynore as the
collective interactions oAn ensembla&vith which theindividual will(s) collaboratei giving
and taking fluidly with the reshot throughdominancebut interdependento-constitution.
Again, his makes results unpredictafgt®yfully so sincedancingis experience@s an opening
of the selfinto belonging tahe larger ecological dance of the cosnidss is whathe private

sessiongaptured irmy journalsseek to achieve, and what my performances seekpiess

With Your Eyes Closed

(2020. Duration: 7m 12s

This piece, which you shouldlready have heard(click the hyperlink if not)is intended to

bridge the experiential gap between me as researcher and you as receiver of my research. My
hope is that by listening entirely subjectivélpas youmight to a guided meditatianyou will

have founda gentle opening into somatic ecological selfhood. The basic tesmit for is
precisely the phenomenoodny 6o fdinamesststeadatonso, 6 s u b j
1992, p.9). That is, the perception of a radial body that exddreyond the skin boundary
indefinitely. In asking you to engage with this piece first, my desire is for you to experience
from your own side a simple version of thematicrealm explored through the rest of my

Practice Work, renderingthemmoredirectly i as opposed toonceptuallyor analyticallyi

intelligible. | encourage you ook atthe pieces to follow with the felt sense of thigerience

held in yourbodymind.

Journal Entries

(20192022

| conductedhirty-threeprivate studio sessions throughout autumn 2019 until summer 2022.
Theseform my core research into how embodied practice can geniarate experiences of

ecological selfhoodThey generally comprise a wasap and silent meditation followed by
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improvised dance practice/ith or without musicRepeatedterations ofButoh-derived dance
strategiesllow me to hone thmost reliablgools and to identify and remowahelpful factors

(see chaptefour).

l initially thoughtvideo documentation would be the appropriatele ofdata capturand tried

this for the first fifteen session8ut the cameradid not reproducemy phenomenological
experience displaying no more than a hint of the internal process | was engaged in.
Additionally, its presencémposed alivision in my consciousnesisrough the knowledge that
what | was doing would beidged and analysed afterwartieeeded permission to be boring,
ugly, aesthetically clumsy, and ineipt the sessiongest notions of expertise or impressing

othersfortified the ego cut betweeny bodymind and the world around it.

Concernsaaboutmonitoring my practic@roved to be hurdle even oncedtopped filmingand
pursuedthe less intrusivemethod of journallingwhich | had also been doing since the first
session)Self-reflexivenesss often presented as a desirable componegpriacticeasresearch,

with Carole Gray and Julian Malins writing thatmo s t researchers wou
preliminary evaluation and analysis take place in parallel with data generation/collection and

arei terative, refl exi v Butiathi$ projecttelineatians bet@ee® 4 | p .
practice analysisandevaluationwereinterventions in the process, agéenerallyobstructive

onessincethey impedd selfemptyingand metamorphosisy keepingdualismsin place.

| found selfemptying to bantractably at odds witiormal researclandany reminder ofny
(neoliberallyinflected social self as an institutional researcher with outcomesigeveand

a stipend to earmMy eventuakolution to thgroblemof researching a process which does not
want to be researchedlas to compartmentalise myself temporallyy researcher self was
banished from practice sessicarsd reinstated only afterwarttsrough reflective journalling
(and occasionally sketching, adig 6 below). | had to repeatedly make the conscious decision
to forget about my PhD and its journalling when dancsigce otherwise found myself
scanning practice foinsights to write up (i.eabstractinga part of myself from what was
happening in real timeThough there was some elemenpdéliminary evaluation in as much
as | learned froneach session arappliedthe more promising strategiés the next onea

strange loop ofesearchingby-definitelynotresearchingwas eveipresent
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Figure6: Henry, P. M. (2020%elfPortrait, Journal Entry Three.

Thetenacity of this issués mainly due tahe conflict between ecological selfhood and the
researchéresearch objeqiaradigm butmay alsoowe something to my choice of Butoh as a
foundation for my practice. Hijikata was explicit in laigersiorto the use oflanceor purposes

of commodification:

To a productiororiented society, the aimless use of the body, which | call dance,
is a deadly enemy which must be taldodButoh] flaunts its aimlessness in the
face of a productiooriented society. In this sense my dance, based on human
selfa c t i v adam ramrally B a protest against thikenation of labaddin
capitalist society

(Hijikata, 2000, p. 44-45)

In as much as | am being faithful to my training, it is questionable whether | should be
attempting to produce knowledge for institutions through my practice at all. A pure Butoh
would beentirelyautotelic,produgng nothing beyond the activity itself, though this is also the

hardline stance that renders the form ungraspable and risks consigniragahitesof the
1960s8 0s (roughly Hijikatads period of activit

offering strategies for today. This has beetentral tension throughout my project.

| have selectetiventy-onerepresentativé’ractice Journal entrieswhich illustrate both the
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ecological selfhood experiences | accessedthaedonflictual process gbhenomenological
narraton of sessiongluringwhoseenactment did my utmost to forget their purpogentries

one to tenare somewhaimnessybut | include them because they contain some of the most
fruitful episodesand also illuminatehe methodologicathallenges | had to navigatetried
various gambits along the way, such aStiane and Ant&ntry three) andA Bear in Chains
(entry four) where | highlighted in yellow instances of intrusioy my researcheself and
their anxieties and plans, in an effort to distinguish these deepershifts towards ecological

selfhood

Entries eleven to twerdgne were written by means of a templateodelled after Claire

Pet i t mehmegomendlagicalinterview method for researchers studying subjective
experience (2007) found her framework valuable in clarifyitogpth the aim of my journalling

and thepitfalls to be avoidedPetitmengin stresses aspects such as maintainingréisent

tense, sticking with the concrete details of what occurred rather than digressing into theorising,
and striving for what Retireengmad0T,m 245).hThisi®& voc at
recalling of experience as if it is happening now, as far as possible fromm with same
embodied and affective state in which it originally occurieténded as a model for secend
person interviews, | adapted it for seiterviewing after the facleavinga space of around

one hour after studio sessghbefore writingthem up by plunging myself back into my
rememberegracticestates (I foundthatplaying the same music on headphoises effective

trigger for this) | settled on the following template headings:

* Framing 7 noting down the context of the session, my state in beginning it, the
duration, any music used, any initial plans | had, and prompts from my dance
teachers or other inspirationsmployed

*  What? 1 a present tense depiction of what happened, without consideration of
whatit means.

*  How?1 the approaches and techniques | used in conducting the sesgidhe
manner in which phenomena arose

*  Who?T the type ofentity | felt myself to be throughout the session.

* And afterwards? 1 Notes on the afteeffects and echoes of the session as | re
inserted myselinto the world outside the studio.
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This template hadhe benefit of giving a preomposed framework which my practice self
merelyhadto fill in without disrupting accurate recall of the sessaperiencel am including
examples of both styles of journalliigthe earlier experimental and the latter formalised
versioni becausdhey provide different (and differently imperfect) shades of access to the
practice | was engaged imhesetwenty-one entriesvill be my source material for analysing

theinner, firstpersonaspects of my practida chapter four.

Please now look athe Practice Journals in detail

Performancé&Norks

My process for developing the thrperformance worksvas largely an organic outgrowth of
theprocess showin my private studio sessionsreated by employing the same strategies of
emptying anddevoting to images There were many additional concerns though, most
obviously the intention to craft something that communicatestiters Concerns around
aesthetic impact, intelligibility, and projection in the sense of performing in an outaang)
manner for reception by audience or camera lens werénent, whereas they were

purposefily removed in the private sessions.

| appliedmy practice tathemeswhich | researched beforehafslch as the links between
human mental health and the welfare of marine, lttgsinghem outhrough the drearfogic

of my dance practice. | think of this as putting my core process to work in service of specific
expressionsand the range of supportitgpls andmedial chosewere guided by how far they
clarified and exposed thmagesarising through danc&uch thematic applicatiorstem from

the preparatory experience which inspired my doctof@teugh heoretically 1 could have
removedhemin favour ofsimply expresisg the fact of ecological selfhood expansioy, art
making has always involved having material to work withd besidesthe value | am positing

in ecological selfhood includeke gazet bringsto bear upon the worl@tliscussed in chapter
four). As described below, did in factexperiment with having no thenie Excuse Me | am

Expanding butfoundthemes imposing themselhseregardless

The issue of the resear cher Mpsprivgtasessions,argd it n o
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would be dishonest to pretend that | was creating under the continual conscious direction of
my doctoral research question. Butoh andRiaying with theCut operate by a different and
almost opposite dynamic, recalling the anci@reek notion of art as being produced by
devotion to the Muses rather than as an act of will by the ego. The opening reoyeysg

and the sustaining engine is devotion, as will be semyianalysis in the next chapter. These
stances willbe key tomy answer to how somatipractice can generate experiences of
ecological selfhoodind theynecessitatthee g csi@bmission to embodiddhagination, which

in my experience will not be dictated to by a research question. So heredaplaringhow
performance caexpresscological selfhood find that temporal separation ofy researcher

andpractitionerselvess essential
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Shrimp Dance

(2022 Duration47m 06s)

Figure7: Sinead, A(2022)Shrimp Dance.

This performancevas inspired b r o f e s s o r regehrewith dfustaceatsyGuler and
Ford, 2010). His studies of shrimp exposed to-dapressants show that increased levels of
fluoxetine, the active ingredient iAroza¢ cause them to alter their behaviowhere heir
evolutionary adaptation is to stay safe in shadowy waters, increases in fluoxetine prompt a
tendency to swim upwards into the liglften to be eaten by seagullBhe volume of
medication traversing the sewers makes for a measurable phenocimieaces ofcumulative
distresswhich discredit the notion of depression asirdividual maladyand point towards a
societaproblemlseeFor ddos wor k as a tr acki ntgnsspécies adnes
processspindly marine people transnmg humandepressionnto motion, upwards through

the currents.Shrimp Dancearose from this poetic reading bis researchwith For d 6 s
blessing)
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| premiered the pieasith my collaborators (musician Jer Reid and video artist Jamie Wardrop)
for Scottish Mental Health Arts Festival at Platform in Glasgow in 20¥& subsequently
performed it at punk rock gigs and theatre venues in Glasgoiin Frankfurt just before the
COVID pandemic shut down international travel. As restrictions lifted in 2022 we were able
to present a mature version at Edinburgh Feskualgeover atwo-week run at Dance Base,

with appropriate support frof8cottish Graduate ool for Arts & Humanitiesand Creative
Scotland to allow us to stage and document the piece for my doctorate. The version offered

here was filmed on }2August 2022.

Shrimp Dancas a black box theatre piece with a semprovisational structure negotiated
betweenme Jer, and Jamie. We base things loosely around three overlapping worlds: the
ocean, employed literally and as a figure for the unconscious of humanity; the shore,
demarcatedy the seating banfvith the audience as a figure for human sogjeiynd the
machine, evoked through projections, sound and choreography, where individuals persevere
amid the dictates of consumer selfh@al the technological and informataisaturations of

late capitalism. Thepiece is surrealist in approach, dreaming irderational zones and
emotional spaces whilst wusing Fordodés work as
links between individual mental health, wider human society, and their correlates with the
health of other species and the plaf&edivision into three worlds is slightly oveichematic

in describing what s a fluid and intuitive creation, but it gives a coherent reading &fronp

Danceis constructed in terms of my research into ecological selfhood.

Since thigportfolio piece ismost representative of my performance work (with the latter films

being inflected by the pandemic conditions in which they were created), | will describe its
development in detailThe idea forShrimp Dancepredates and partially prompted my
doctorate, going through different iterations between 2013 and its presentation here. | read
about Al ex6s work on the BBC website and it
science but in the political and dagical extrapolations | disceed. | secured his blessing to

make a piece based on the experiments and began writing free verse poetry about their
implications regarding interdependence, human social facades and the emotional turmoil

beneath their surface, and the solidarity | foumdhis material proof that so many of us are
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struggling. | then started studio sessions: emptying myself and seeking to let the shrimp, the
oceans, the sadness and the yearning underlying it fill my body through whichever images
unfolded. | also started making music using ocean samples afthiftygng Forecastheme

which connects me to my daddés | ove of [ i st e
emotional life and biography). This interplay between writing, dancing, and music is
representative of my overall artistic process, with each fe¢dengther until something which

feels like the scenes of a performance emerges.

Over theworkd s g e psetiod tathew abvious material phenomena such as the tides and the
moon became rich symbols to be minedomderto blur distinctions between ecology as a
purely material issue and moreecopsychological sense encompassing selfhood and the
emotional angbsychicflows accompanyindgiumanexistenceThe moorbecomesrepository

for unacknowledged human needs, the o@aressenger toumanity on the shorégave an

initial solo performance based in these elements in Exeter in 2014, filled with references to my
own odyssey through the maze of prescribed medicatianguasiconfessional performance

which | came to feel did a disservice to the scale fadtord&cor ddés f i ndi ngs.

| then sought to develop the piece further as a duo with Butoh dancer Yumino Seki in studio
sessions in Hastings, erasing information about my personal stake in favour of an expansive
view on collective human suffering and its ecological correlates. We mgoeriments such
asliteralistic dancingof the side effects listed on a Prozac leaflet (spasming, electric shocks),
but overall the process of oneiric imagery arising through the empty Butoh body remained the
driver. | kept writing and composing musiefining dramaturgy, and questioning whether any

of my poetry should make it into the piece or if it was just preparatory musing (as is often the
case). This continued back in Glasgow, witiemp Danceas | am presenting it here evolved

in collaboration with Jer and Jamie.

In the final version not much is explicit about who | might be as a person, but traces in the
choreography and my emotional engagement hopefully contribute to a piece that has been
authentically lived even as it reaches beyond the personal. And eventswmiife are tacitly
represented for example my trip to visit a friend in Cullen in the North of Scotland during a
period of depression. | went walking to the shore at dusk and lay down on the rocks, feeling
the weight of my sorrow as a flock of gutlscled above me, providing a perfect stereo image

which | recorded on my phone and inserted in the scednatl5sin the submitted video.
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Shrimp Danceemploys transformations of scalerofessor~ord kindly sent mehe shrimp
themselvesless than a centimetre lorad thesare displayed in vials next to similarly sized,
half-moon shapedntidepressants on a plinth at the theatre entr@igeees 8 and9). The use

of concrete objects like these, coupled with more hidden biographical material such as the
seagulls, is typical of my process: material and soc@igrged phenomena are brought in
contact with my personal circumstances, and these percolate lthnoydife and interact
obliquely with the core studio sessions from which dance emerges (in conversation with music
composition and writing). The final creation phases generally invitgenaturgy, lighting
design, costume, and venue logistics. In the cas&hoimp Dancethere was also the
collaborative interplay of discussing the issues of the piece with Jer and Jamie, and collectively

establishing the final musical and visual identity of the work.

J a mivieudlsshift from watery depths and lunar landscapes to aplfegectedmicroscope

trained on leaves and mofgy. 10) as well as his own tongue and nasal hair, blown up to
cinema sized proport i oifran hyddbghonérecordsngsuohtthy desi g
shrimp movementso distant seagulls, cavernous drones, and sudden silences where my live
breath and gasping as | dance are amplified through contrast. My body amongst these warpings

of scale is decontextualised, my dancing happening in an-eegulace, between ocean and

shore, individual daydream and consumer nexus.

The main driver behind our choicesst he desire to use Forddbés shr
against which to shift depression from an individual problem to a societal and ecological one,

and a phenomenon of connection rather than separation. The emotional waste of consumer
neoliberalism (hiddn despair) gathers in the oceans, returning to us in the choreography of
shrimp. Behind thisrecontextualation of one medical conditiorfrom individualised to
systemieecological is themore generalprocess of Playm with the Cut:transcending
identification with the skin barrier toeframe selfhood as collective and entang&aimp

Danceis thenthefirst exemplato be analysed in chapter foofrhow ecological selfhood can

be expressed
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Figure8: Hartley, B. (2017 Shrimp & Antidepressant Vials.

Figure9: Hartley, B. (2017Audience at the Plinth.

64



Chapter ThreeAccessing Ecological Selfhood

Figure10: Hartley, B. (2017)Live Microscope.

Please watchShrimp Dancebefore continuing.
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My Whole Face Sort of Fell Off

(2022. Duratior27m57s)

Figurell: Henry, P. M(2022)My Whole Face Sort of Fell Off

This piece sprang from a commission Agt.Earth (in association with Falmouth University),

to whoseBorrowed Timesymposium was invitedas a keynote performer. Though originally
scheduled as a live stage performance in Devon in 2020, the CO8/ffandemic meant the

event wasmoved toNovember 2021, by which point | was on an Artist in Residence
programmen Bologna ancelected to deliver a film instead. It was largely shot on location in
Italy, though it also incorporat@reen screen experiments | hawhd at home at the height of
lockdown in 202(fig. 12), and archive footage of a stage performance in Bristol in @@L8

13). The green screen scenes were done shortly after the start of my PhD, when the pandemic
put everything into fredall and a project geared towards connection aemgnglementvas

plunged into itseemingopposite: solitary research done in social isolation.

Thetheme of théBorrowed Timesymposiumwasextinction, ecological collapse and atake
in these as mortal beingdy Whole Face Sort of Fell G my response to,ibegun during
periodwhen the ramifications of human behaviour on the earth, other spaoetesach other

was most abstractl was living alone in a Glasgow tenement flat, Witthe visible connection
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to others besides the birds outside and the occasional exhausted bee | tried to revive on my
windowsill. The scenes shathen | made it tdtaly documented my first chance to see new

landscapes and collaborate with others in more than a year.

Figurel2: Henry, P. M. (20225reen Screen Experiment

Figure13: Henry, P. M. (2022Bristol Archive Footage
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WhereShrimp Danceaims to link the self with thevorld by opening the bodyind through
materialspillages of medication and fluiddyly Whole Face Sort of Fell Offikes an opposite
approach: mass extinctions and climatic disruption (alreadlyith the skirbound selto the
extent that they can seem absfract collapsed inwards into thedymindof an individual
human. Concrete experiences of death ofouus through the loss of friends and family,
perhaps a windowsill bee, and the struggle to relate to our own deaths. In oedeletdistant
extinctionspalpable | riskedsolipsismby making theperformancall about me, my death, my
paralysis in the facef climate crisisandthe irruption into my dreams of the spectre of the
Anthropocend wet green death of millions of eyes closiag the film has it. It opens with
one of the earliest photos of my childhdéid. 14), accompanied by a cassette recording from
1982 of my father asking me to sing. This explodes into shards falling through a void, linking
individual life with the cosmic whole, and is followed by a meditation on the mystery of being

implicated in both oftiese scales in a time of ecologicallapse.

Figurel14: Henry, J. (1988Childhood Photo.

As with Shrimp Dancgethe film deals in surrealism, leviathans turning in their sleep and
dismembered body parts chasing one another through the void. Such image&aerivy

core practice as presented in my journaitg] areextrapolated and embellished ahbhpehem

for performanceOne consolation of being forced into making films throughout the pandemic
is that they allow a more visible manifestatiortfedsescenarioghrough editing, video effects
(fig. 15), music and voiceovers. | sought to leverage these taicticempensation for the loss

of live presence found in stage performangere Shrimp Danceoffersimmediate bodily
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presencedo its audiencethis work andExcuse Me | am Expandirgjve more scope for the

reframing and recontextualising of the body which | will caiénting in chapter four.

Figurel5: Henry, P. M. (202pVideo Effects.

The performancecomprises five main episodes whose aesthe@#semblethose of music

videos andvideo art rather than narrative cinema or documentary epiedesare intended

to accrete and build in the mind of the viewer, not in ordexdicancean argument or tell a

story, but to generate and sustain a mood: the complex and ambiguous embodied experience
of living with a mortal human body, as a member of a species winpsetwe now know is

catastrophically ousized and deleterious to other species and earth systems.

Please watchVly Whole Face Sort of Fell Ofbefore continuing.
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Excuse Me | am Expanding
(2022. DuratiorB4m 18s)

Figurel16: AlexandruPopa, C.2023)Excuse Me | am ExpandirfBuchanan Castle)

| beganthis piecewith no social or politicaltheme in mingthinking toisolatemy research
guestionand show how ecological selfhoods can be expressed witheumtapplication to
specific issus | found however thathemes ofidentity and cultural differenceinserted
themselvesnexorablysincetheyformed my context | wasin Japan on a Visiting Doctoral
Researcher placemeat Keio University | realised ad proceeded that,celogical selfhood
being intrinsically relationalthere is little use in making art which simply statesm an
ecological self nowithoutshowing what that means in interdependence witlgyeographical

and cultural surroundings.

| filmed many of the scenes alone, using a 360° digital camera purchdsgaurhis allowed

me to document my dancing and daily existence there, fromléipse footage of cycling in

busy districts to dancing in the treetapgsideKyoto (fig. 17) and in secluded bamboo forests
behind Fushimi Inari shrin€fig. 2). | alsohad assistance from Japanese film maker Shuta
Shimmyo in capturing a live performance at Rakudoan Theatre in Tokyo and outdoor dancing
in a cemetery in front of Ushiku Daibutgbe allest Buddha statue in Japdig. 18). Shuta is
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a Butoh producer and old friend who has on several occasions suggestedifilouitgrally
charged locationsuch as Ushiku Daibutsand theAokigaharaor 6 s u i forestheabMount

Fuji; without hisprompting | would not have dared for fear of being seen to be insensitive.

Figurel7: Henry, P. M (2023Kyoto Treetops.

Figure18: Shimmyo, S. (2023)Yshiku Daibutsu.
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Though happy with the results of filming in Japan, | was perturbed at makiegamance
solely fromthem My aim in this projectis to showa methodof expanding selfhood into
ecological coherencanda less dissonamtrientation towardeur immersion with all things,
implying afelt sense okcological sanity. But in truth | was deeply unwell in Japan, and after
my return to Glasgow spent many monthasovering(during which | receivediiagnoses of
Attention Deficit Hyperactivity DisorderComplex Post Traumatic Stress Disordand
autistic trait3. | thoughtl could see this in the footage: a being in crisis, seeking to connect but

carrying a bearing of loneliness and dissociation.

My thoughtsreturned tahe ideamentioned in chapteameof a &éconventional t
with d6ultimate truthdé in Buddhism (McGuire,
interdependence and an expanding cut between me amdenabnventional truth articulates

the largely skirbound specitity of beingsomeongwith a personal history, genealogy, and
psychology. Mymethodaimsto generatexperiences of ecologicaiuth butwould miss the

mark if it did not accommodate the need fohealthy conventional self whose needs and
wounds must be respectéd consider this issue further in chapter foufhis realisation

changed the trajectory of tiperformancend entailed further shooting.

| grew up near Glasgobutmy heritage is largely Irish, and my main experiences of belonging
in chil dhood h a phomeetowndfBrayy Coomyy Winldow FDermglesckdown

| had finally applied for my Irish passport, and my Irishness (and concomitant lack of true
belonging in Scotland) had been on my mind. | went bamke filming further scenes and
recording music with my cousin Eoin, letting him guide things as he situated me in abandoned
mines and peat bogs, plying me with stories of family and their involvemenin these
landscapewvith the struggle to gain independence from the British. | also filmed amongst the
bizarre geology of the Burren in County Cldfig. 19). | worethe same white makeup and
kimono shirt | had in Japan, a reminder that going home was not so simple ifdrditenot

grow up in Ireland, and my rootlessness was no doubt a factor in propelling me out of my
primary culture to find a practice | could reste with in Japan. In Ireland, | was in search of

acentrearound which my hybrid cultural and psychological ei@ees could gather.

Something still felt missing, howevematmosphere ofreightlessuspension between worlds
which has been continual my life, and which | believe also defines living ameoliberal

society(thoughin my casat may be compounded byy neurodivergence) oftenfeel adrift
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betweenthe neoliberal consumerism around rzued the terrifying andincompatiblesignsof
ecologicaloverreachon the otherThis clashexposes théndividualist dreanasnot working

ataspeciedevel, but doesnotempowera new way tdive in the Anthropocene

Figure19: Edmond, M (2023)The Burren.

To try to capture this feeling went to Buchanan Castle in Stirlingshire with film maker
Christian AlexandrtPopa(fig. 16). The castle was requisitioned aBedd hospital during the
Second World War (treating Rudolf Hess after bigarre crash landingearby), and
abandoned shortly afterwardsseemed like a place which could evoke both hufoly and

n at urespoissWefilmed amongst the crumbling and decay of the buildingsthedreat
trees sprouting through the ruinsvore the same red gown | had boughtmrtalian market
for My Whole Face Sort of Fell Qfnothergesture towards the tangliig experiencel was

trying to navigate.

The samdeeling ofambivalere anddislocaton guided the subsequent editing process. The
performanceuts continuously betweelapanireland, and Scotlantébackwards and forwards

in time, supported and subverted by a soundtrack morphing between noise, Japanese and Irish
traditional music, and an improvised postk track recorded with my cousins in Bréyy

editingdecisionsareintended to express the feeling of being out of joint and in too many places
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at once,partly by highlighting performance choices | wasmaware of during the filming
process. The performance in Tokyo (shot first) saw me dancing Butoh whilst singing old Irish
folk song She Moved Through the Fair knew most of the Japanese audience would not
understand the words, and wanted to emphasise my foreignness since | was pepooming

to my teacher Seisaku and did not want to play the losing game of tryipigrid in with
venerable Japanese Butoh artists. The cultural disarray of belrighaScottishButoh dancer

in Japan continued to the kimowtad scenes in the Irish countryside, and the ghostly

dislocation among the ruins $cotland

This sense of being embedded in multiple cultures but belonging to none of thesrof@m
thread ofcontinuity inthe finalperformanceAnotherist he attempt to 6di ¢
Scottish ecological writer Alastair Mcintosh has it (Mcintosh, 20043)pto embody my
specificity, scrambled inheritance, traunaaduncertainty and to seek to expand anyway.

feel | achieved this, but not without significant health riskisis factor will be part of my
methodof Playing with the Cut in chapter foukn alternative title for thgperformancewvas
Holding Wateraf t er NBodies anWase 2017 1 the immersed predicament of

opening tdfluid ecological interdependence whilst keeping body and soul together.

Please watcHExcuse Me | am Expandindpefore continuing.

My Practice Workshus approach the question of embodied generation and expression of
ecological selfhood through three main strategiéith Your Eyes Closexkeks to dissolve the
duality between myself as researcher and my audience as receiver of my research by offering
a guided somatic experience which points towards the phenomenological realm | am studying.
My Practice Journalsecord my solitary progress in the studio and the inner shifts in selfhood
my practice engenderé&nd the performance show themodes of expression | evolved to
expresssuch shifts. The next chapter discloses my analysis oPthetice Worksand the

emerging method of Playing with the Cut which underdihngsn
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ChapterFour. The Researcher 0s

This chaptelis an actof abstraction, not ofranslation In my introduction | referred tthe

G

rF_1%

school of general semantics founded by Alfred Korzybgkiwhich6 consci ousnes s

ab st r &scsdmething @f a mantra (1948, p. 498his is a key concern for me, often

popularised ac ogni sance that the &édmap is -240tt the t

promotes ongoing recognition thatodelling or mapping real world phenomena through
language and symbols produces exactly tnatodel/map which is distinct from whatlgpicts

and isall but certain to be reductiveeavingmuch ofthe life and plurdimensional scope of

practice behindrhis realisation may account for the tears of the academic mentioned in chapter

two when they tried dancing rather than writing about Butoh.

My analysisseeks to organise and consider my practice redtlis particularly useful in

considering myPractice Journalsince theyare the only traces dahner events whicH

del i berately kept saf e f rBotoonscibusnessefsalestaactingh er 0 s

urgescautionthat the journals themselves are already a map, one step removed from what

happene@nd only fornng as full an account as | could produce with woAlsalysis of them

introduces a secordyer of abstraction, and a sedocthance to lose information

As noted in chapter two, | use grounded theogoibe the most salient featureswf Practice
WorksT concretelythis meangeadng, listenng to, and watcimg the pieces numerous times
whilst noting thepropertiesthat seem structurally or functionallynportant in them and
grouping themnto coherent codedhis enables isa topographicaliew of my practicdrom
whichthe key featurew/hich nurture access to ecological selfhood anéxressiorbecome
visible. Butl will adapttheseresultsas appropriate to myore intimateexperienceof practice

sincethesehold more depth of informatian

The Cambridge Dictionary listsameme ani ng of analysis O0Othe act
especially by separating it into iCansbridgeart s,
University Press,2021T hi s i s redol ent odnimilseDescatest2606 6 vi v

[1637], pp. 4648), which no doubt uncovered knowledgj@ut organ and nerve functions, but
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at the expense of thenimalsi destroyinghis objectsof enquiryand, ethics aside, rendering
their livesunresearchabl@he currentchapterequired namurderto produceputit is still a
dissectiorwhich slicedluidly interdependent procesg@s perhaps one complex processd
discretecategories

Thisframing is importansinceengenderingcological selfhood inheres acontraryactivity:
collapsingcategoriesresisting fixed identies, and rejoining separation¥he impositionof
separativeataorieson living realityis after allaspecial talent ofhe Cartesiarand neoliberal
ontologes| amstrivingto counterDe s car t es 6 an i maniepacknolielhaldl n ot
he kept on slicing.

What follows elevates mihesis hopefully, to the status of outcorpeoducing.l seeit as a

way topreparemy audiencdor re-immersionin practice, which is the start and end point of

my projecti throughengagement witmy performance their owndance exploratiorgr their
ongoingrelationswith embodimentMy intentionis for With Your Eyes Closetb haveoffered
adirectapprehensionf selfhoodexpansion which you can usettackthedistinctionbetween

territory andmagp that was an experience, and these are wordspagea

Please refer toAppendices AC for full enumeration othe coding consideredbelow The
spreadsheets are tirmamped where they refer to a video or audio document,hencoiour
categoriesusedthereare retained inthis textfor ease of referenceed for selective codes,

greenfor axial codes, anéluefor open codes.

The SubjecBody

With Your Eyes Closedims to invoke for the listendéine phenomenon of the radial subject
body (Nagatomo, 1992, p. 5§rounded theoryralysis of itillustrates the abstractionssue
just discussedand by extension uncowa preliminary answer to how embodied practice can
generate ecological selfhoddy coding(Appendix A) comprises listof the most prominent
features compositionakhoicessuch asntimate speeghntrospective languag@and musical
dronéphasing It reads like a fairly typical qualitativéescriptionof the data offeredWhen
performing the coding experienced myself asbounded subjedtnplicitly separate from my

researctobjectand cut off fromimmersion init. | could appreciate the tactics used, and how
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they mightoperate in interaction with a listener

But the value of the piegcavhich inheres in thesel-apprehension to be had by dropping
analysis orconceptualisingno-thinking) and devoting tosomatic experiengevasin my
experiencenowhere to be foundVhenl listen to itinsteadin the intended mode of gty
embodimentmy subjectbody surfacesasily in my consciousnes¥ou can explore this
distinction bylistening to it twice, once withthe receptivity employed in guided meditation
and again witlyour critical haton. The act of parsingeems ta@ausehe meaning of the work

to disappear.

| consider this to be a finding in itself: the tension between the modeslysis, in which the
thinking self maintains distance in order to codify what it perceived ganbodied immersion,
in which itsurrenders through the body intderdependence with the world or the work being
presentedf the piece has performed its j(dnd youyoursby approachingt somaticallyrather
than critically), you will perhapshave reached someinderstandingof this through an

experience of bleeding beyond the perimeter of your skin in a wagle¢hiasdemarcation.

With Your Eyes Closedhus performs twin functionst offers a direct entry to theesearch

area formy audienceand highligiist he 1 ssue of t Theworkdlwnmatesc her 6 s
the analysis rather than vice versecethe actual experience of expanding selfhood vanishes

under the spotlight o&nalytical scrutiny. When | speak oembodiedimaginal dimensions

being lost in translatioto text this is what | mean.

My first analyti@al insightinheresthenin thefailure of grounded theoryo access theore of
the pieceaverification that the emptipodymind fundamentato Butoh dance, seems to be a
prerequisite for experiencing ecological selfhdogl/ealedn this caseby the radial subjeet
body 6s i mtpdselfio tha wortd beyand the skinAnalysisspecifically blocks access
to the living experience on offeincethe self/othercut isenactegd and made intransigerity
the researcherésearchobject paradigm. An empty bodymind and devotion to embodied
expansiorarekey steps here as my otherPractice Works, and wiform the foundation of

my method by the end difie chapter.

The work discussedbelow is more complexand amenable tanvestigationby analysis.

Nonetheless, it springs from the same opening gestiilemptyinganddevotion with which
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categorical abstractios at odds andholdsitself aloof fromanalysisto some extenSlippage
betweenthis text and what it refers teeversesthe arrow between practice and analysis
revealinganalysisasone way in which ecological selfhood wilkely not be experiencedr
adequatelyshared This is my reason for stressing-tlonking in practice and its reception.
Researcltommunication here entaigscontinual appeal to consciousnessalugtractionmap

vs. territory) and toholistic bodymindengagement over subjeabject dualism.

Getting Weirder

My Practice Journals report my immersion in more complex, baroque forays into the
experiential domain introducedroughWith Your Eyes Closetivheremy films explore how
to express realisation of ecological selfhgdte journaldocus on how to generate and sustain
themin the first placeThe entries depidhe strategiesusein seeking to do so, and the results
obtained in the form of phenomenologicakperiences of bodyind and environment.
Grounded theory analysis is much more fruitful here since it identifierecurring
correspondences betweenentations and tools adopted on my part, #meir effects in
nurturing or inhibiting experiences @in expanding cufThe names of all codes are my own

descriptors

Fourselective code groupings present themsgliependix B). Essentials of practicdirectly
addresses the question of how a somatic practice can adapt Butoh methods to encourage
realisations of ecological selfhoddhe tactics used, as well as the types of phenomena which
typically arise and how they can be worked withablers of practicimdicates supporting aids

to practice when it falters, and the strategies necessprygtect itfrom intrusion byunhelpful
influencesInhibitors of practicelesignates factorshich also impaired my studio sessions but
which | concluded had no remedial strategies other than to accept them as variables and
indicators that | do not practice isolationfrom the circumstances of my lifeastly, effects

of practicedoes not directly address my research questions, but I include it because it looks at
how encouraging ecological selfhood within practice bleeds into my life outside the studio, and
how particular studio sessions resonate across time. Whilst outsid&ithescope of he

project, it is valuable as an exploration of the wider merit of such practice.
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The axial codes falling underssentials of practicare:stance obpennesscore phenomena
arising andways of relating to phenomen@ihese three phases are loosely chronological,
though in a given practice session they will bleed into one another and recur cydlitailye

of opennesss the basic orientation through which practice is entered and maintaihedn

be contrasted with scepticism, guardedness, or certitude. Its open codespayengand
devotion In emptyingthere is a voluntaryemlodiedbracketingof daily knowledge about the
selfwith its limits and quiddity, as well as a cessation of thinking and theorising. Paradoxically,
this bracketing is really an openinghat areexcludedare normatategorisationsuch ag am

a human person, with a bodiiis size and a dividing lindere between my insides and my
outsidesIn their placd put a sustained commitment to openness, bidirectiondhgt is, my
insides spill out into the environment, and the environment is invited inside. This is described
in the journals aslisappearing vanishing, becoming no oneandgiving rise toa sense of

humming soma exhibiting as presence

Devotiondescribes a tuning of my intention towards practice and the phenomena arising in it.
In place of discursive thoughivhich is breathed outhroughemptying (literally imagining
thoughts being exhaled can be helpfully intention is simply to fall in love with what is
arising giving myself to it unwaveringlylt feels like being faithful to the phenomena on their
own terms, and dointhis functions to sustain and enhance practiceptyinganddevotion

are thekey orientationsalreadyidentified & enablinghe subjecbodyexperiencen listening

to With Your Eyes Closed They sound simple buequire autodidactic experimentation

find myself learing and relearimg them over the years as rhjinking mind creeps in in new
ways.They can be clarified by askiragn | forming sentences gudgementsn my mind?and

am | manipulating phenomena getitioning them with loveJltimately they hingeupon

dropping thought

Core phenomena arisirdescribes the results of the first phase: shentaneoupercepts
appearing in embodied consciousnddgese are what isevoedto, and they are the reason |
wrotein chapter thre¢hat my practice is not egoically controllégince the core phenomena
themselvesare experientially, in charge They can be split into the open codesaging
analogisingand multiplicity. Imagingis, asdiscussed in chapter twa core Butoh technique

of allowing qualia to arise spontaneously in experience, and letting them influence the body.
These qualiaare frequently surreal, often ecological and evolutionary in nature, and tend to

effecta change in theortof entity | feel myself to be.
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Analogisingandmultiplicity are really flavours ofmaging Analogisingcrops up frequently,
perhaps due to the explicitly ecological research question framing my practice sessions, and
consistf parallels drawn between my body and ¢iieerstuffo f &6 nat ur e o

| felt the life of my teeth, calcium andineral evolved to their form just like
stones and rocks. They wetlgere just because life grew thetn My hand
brushed my cheek and | felt how my stubble aown of its own accord,
exactly like grass from the soill.

(Entry One)

Multiplicity denotes a pluralising of theodymind | often hold multiple selves, bodies and
spacetime scales in relationship, and these nurture, delegatesubmit to each other
(synchronically and diachronically). | am avoiding reference to a fragmentation of self because

experientially it feels more likenlargementhrough complexity and relationship

| put my own hand on my cheek, a mothering gesture bringing emotion, relief
but also the urge to cryé Soft hands come
lovingly into new shapes. Hands arise from inside the body too.

(Entry Ten)

There is the researché& concerned abougetting it right... There is the
technical dancer, mindfolf trainingé There is the being, the one who vanishes
into the dancing permeated by moonlight amevese | reach a synthesis of
some kind, lit up andancing with moofbloodé a mixture of moonlightdancer
and functional human, readgr the world outside.

(Entry Fifteen)

The third phase isays of relating to phenomenladentify four orientations adoptedwards

my relations with the imagef&gualia arising: merging resonating expansion and
metamorphosisMerging entails intentionally collapsing trdistinctionbetween observer and

image This is mutual l y e x,deleragingdeetiooirfordertodall r e s e a1
fully into the dancewith no remaindeof selfleft to observdrom outsideResonatindappes

when | relate to phenomena ani miheut(Bulmerand vy and
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Smith, 1958). Images and materiatedignified as person®ifferenceis maintained, but still

with no remainder in that my whole sa&fgiven over to resonation

| see through the square window green plants rigimgy are speaking to me

greenly, sayingipanddownandgrow é | do notbecome the plants exactly; |

resonate witlthem and exchangeenergy Br i ef |l y | resonate mor ¢
brick, sandstoneedding my body deep inside.

(Entry Nineteen

Expansionrefers to specific cases efmptyingwherein | consider the world around me as
happening inside my body, my body as enlarging to encompass the world, or a mixture of the

two.

Metamorphosisdescribes the overalthange undergone by someone practising these
techniques, and is a staple descriptor in Butoh (Fraleigh, 284 @)mergencas an open code

within ways of relating to phenomepaints up the limits ofodingonce moreMetamorphosis

mighthave been an axial code subsuming much of what | have written above,dasbasn

(stance of opennessould come undeways of relating to phenomenAppropriately for an

ecological practice, the codes flow into and immerse one anahdrtheir hierarchical

grouping in he spreadsheets sgomewhat misleading. Perhaps this sheds lighivioy the
researcherdés gaze is inappropriate for the n
intermingle freelyi r e c al | Cocci a6 s inmwhidchtherenis nedutsidefrome r s i o n
which to researcf019, p. 32)

At any ratemetamorphosigescribegeelingdeeply transformed into another being, material
or surrealViewed as a unique categoriid perhaps the end of a spectrum runméxpnating
mergingmetamorphosiawhereresonatinckeeps me distinct from phenomenargingblends
me with them, andnetamorphosiseems to leavene behind entirely such that | become

someonelse

| sprouted tentacles myself. Became Cthulhu. Tentacles out from my foot souls
[sic], under my arms, my hair a Medusa nest of squid growth waviimy face
became strong, sexual, lascivious.

(Entry Five)

Rain falls on mycrown. Gradually | am drenched. | feel my torso and upwards
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detach from my legs . My legs areghose of a Japanese ghost (I have no feet).

(Entry Fifteen)

Enablers of practiceubsumes the axial codespertisgcreating a vesseandsupporting aids
Expertiseacknowledges thehysical and emotional trainirighave undergon@ Butoh and
performance,producing embodied knowledge of gravity, muscle, fluid, flexibility, and
balance. It also includes familiarity and a sense of safety in encountering the stnahge
sometimes drastic transformations prompted by swagrk. My journalsshowan increase in
enthusiasnaspractice uncoverweird shifts inmy selhoad rather than unease or fright. This
seems to be borne of gradual exposure and its attendant reassurance that it is safe to explore

such experiences.

Creating a vessdireaks down int@ircumscribing aimlessnesdampartiality, simplicity, and
respecting body energiesThese strategiescreate boundaries marking which types of
phenomena and orientation belong within practice. There is, once more, a paradoxhi@ that
boundaries arasedto keep out influences which woulestrictopennes$ boundaries tevard

off boundariesCircumscribingmeans creating a private space vpitbtectedime parameters,

the goalbeing toconsciously drop socialised behawial restrictions for the duration of
practice.Aimlessnesgefers to ongoing recognition that discovery happens when there is no
goal in mind, and that the clamping effect of thoughts sudhaas researchinde.g.entry
three), | am choreographingpr| am being productivare deleterious and tend to fix a selfhood

T researcher, artist, good boyased in individuastriving rather thannterbeing

Impartiality maintainsa norjudgemental stance towards what is arising; allowing newness,
ugliness, deatkss and uncertainties to exist withoghapingthem towards aesthetic or
emotional preferenc&implicity meansisingclear anchors to return to when the thinking mind

gets busy despite my intentions. An example feortry five: 6 My only prompt w
my body, wait, and use the mantr a RasPdctecmase co
body energiesefers to a choicedometimesncounter between prefabricated ideas (a map) |
thoughtt o expl ore in the session, and myoshodyobs

thelatter whenever possible.

Supporting aid€lescribegesources | me use of beyond the core activities of maintaining
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openness andevotingto spontaneously arising images. They compiseulus(aninspiring
image or prompt), spirit guidegphrases from my Butoh teachertiierswhose articulation

of ecological selfhood gave me encouragememt)sic physical materialsandsynchronicity

Regarding this last code:fihd throughout my sessions that surprising confluences between
my embodied imagination and the woddtsideit i in the form of environmentandmusical
happy accidents springup andgive a sense of confirmation to my openings into ecological

selfhood

The forgotten stone appeared to my vision and somehamew that this was
the ending of the dance. As | bent to pick it up the Basinski track fadeanght
cue (1 hour and 3 minutes).

(Entry Three)

Theseare experienced as meaningful interactions between or within a blurringotrrae,
suggestinghat when | open myself to what is beyond the skin boundary, what is beyond also
opens itself to me. &m content to take pragmatencouragemenfrom such occurrences
without ascribingarationalcause tahem.Synchronicitiedave arisen consistently throughout

my performance career as well as in solitary practice.

Inhibitors of practicegathers open codes which | accept as variables of prastitegionand
capacity Isolationdenotesa lack of connection to others and life in general, something to be
expectedduring solitary research and exacerbated by the lockdowns of the COVID pandemic
during which | conducted the sessiofsmpacityrefers to my physical energy resenaxd

mental healtlfwhich fluctuated across the period of resepr&h isolated, distraught, or numb

self simply has a harder task in opening to ecological selfhood, and a more entrenched
separation to bleed beyonidwill stressinhibitorsin my model since they point to risks in
Playing with the Cut whiclwverenot serious in these sessions betaneactively concerning

when filming Excuse Me | am Expandirfgee chapter three).
Effects of practiceodes for the reverberations of these sessions outside of formal practice and
includesrunning themespermeationandsoft reentry. Running themearepractice contents

which resonate beyond a single session, humming in the background of my life such that | want
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to reemploy them€.g. the discovery of a gardbtoomingin my pelvis in entrieseventeen
andeighteer). Permeatiordenotes more general discoveries of practice bleeding into my daily
life. Examples includentry sixteenwhere the strategy obsonatingused in the studio e
emergs as | walkthrough a park, resonating with trees, discarded cans and other humans; and
thechain of breathingrom entry eight which continugin my awareness as | encounter other

humans and animals in the streets, feeling kinship through a secret pact of lung pulsation.

Soft reentryis a specific strategy | adopted for this research project. When teaching Butoh |
spend time at the end guiding participants back into a sense of noranalggcially expected
individualism in deference to their destination out on the street where the expanded sense of
self they have encountered midgbavethem vulnerable. But in these sessions | risk myself in

not demarcating the end of practice, walking back into the worla sitared or ecologised

state to explore howhis selfhood can encounter atomised socibty.ability to do so relates

to expertiseand training and | do not include it in my model since it might be dangefaus

others

Though | cannot assess the lelegn effects of practice on my selfhood within the scope of
this project, | can at least see in my journals striking changes in my perception of self and other
in the hours immediately after practice. These, | would argx@bie a selfhood which is

ecological, immersed, and interconnected

| walked very slowly through the streets afterwards, feeling | had dropped out
the social race. At the same time | was able to feel that the Life in my body is
the same life irother humans around me, and in objects. We are the same; we
are what life is doing. Just respecid be with.

(Entry One)

The feeling of never needing to speak again. The world is so full and | am
suspended within it, aampty vessel through which energy winds are
conducted (or seifonducting). | am verllOW. Nothing matters and
everything is open and glistening.

(Entry Twenty-One)
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Performng Ecological Selfhoods

My performancesesearch thexpressiomnf embodiedecologicalrealisationsas generated
through the processpturedn my journals.The inclusion of threavorksillustrateswhat | see

a particulamerit of my method in contributing to the performance aren@bodiedselfhood
expansion as modalityor gazethrough whicha range otoncerns can bexplored As noted

in chapter threegcological selfhood as a gaze was written into my préjent the start due

to my existing performance practicghough the implicatios of this are fuel for future
research, haveheretentatively establishethis gaze as necessdry attempting to remove
what my selfhood(s) afeoking atin Excuse Me | am Expandin@nd findingnothing leftto

work with. The emergentthemes of genealogy and cultural displacement announced

themselves because ecological selfhood seems to always operate in telsdiorething.

Each performancenavigatesthrough particular themes,with the resultsinflected by my
aesthetic preferences and the media in which | am skilgter artists would make different
choices and begin from differingspirations meaning that my offeringare examples of
rather tharimiting prescriptions foii performancecentred inecological selfhoodesearchl
initially codedeachwork separatelybut in seeking a coherent answerhow ecological
selfhood can be expressedl ultimately found it best toamalgamatell open codes and +e
analyse them togetherhis codingallowedmy overall strategie® be discernedand carbe
viewedin Appendix C (the first mention of eachpen code belovs also hyperlinked to a

time-stamped example on YouTube)

The codingprocess uncoveredrange ofstrategies towardsance aesthetis, and dramaturg
which areheld in common byshrimp Dancda stage performanceyly Whole Face Sort of
Fell Off, andExcuse Me | am Expandirfgothfilm works). Thesestrategiesletaila method

of expressiorwhich relieson theButohtindebtedgenerative process researched through my
journals This generative process is the cruciblevhich produceschoreography and
improvisation, ananutuallyinspires the nolanceslements of theerformancegwhich | will
collectivelyrefer to as dramaturgy but incluthee use of music, video projection, video editing
and the like)
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Three selective codes emerged to encapsthilatex axial codes (andne hundred and twenty
four open codesgathered from the filmslance orienting andsituating Dancerefers to the
performing bodynind. The chief distinguishing feature hassan approach to dance which is
presentational rather thanpeesentationaDanceis given as a mode of exhibiting embodied
imaginalstates and relationsptas symbolicexpository or reliant on g@re-existing language

the audience mustterpreti recalling theadvice often givento noveliss how, dondét t e

As discussed in chapter two, tlpeesentational stance ¢entralto Butohand its faith in the
capacity of audiences to resonate with what they wittlessigh their own embodiment; a
direct transmissionfrom a p e r f lmodymiadtodttee bodymindsof audience members,
rather tharthe use of dance to convey something other than iBetbh aims atbeing and
becoming rather than miming or explainifignis bypassg of external referents at the root
of my wider dance practic@erhaps explainingny concernwith the risk ofdepartinginto

abstractios aboutit in this text(since there is very littlaboutin my dancing.

The axial codes of whicHanceis comprised areevealing somatic & affective statgand
relations & immersionRevealingis perhaps thenostreadily apparentreferring toexposure
of different possibilitiesof the humarform by foregroundingfunctional systems material
structure, anddynamics mechanism fluidity , extrusion, incapacitation, exposure nudity,,
vocalising, flattening (fig. 20). This code also includes tlseibvesion ofimplicit norms of
physical agency byelocating the sources of movement intentemay from thefacebrain

(displacemen) andrevealingmanifold simultaneous sources(ltiplicity ).
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Figure20: Hartley, B. (2017)Flattening.

Suchmotifs express gluri-dimensionabody motivated bya shifting, oftennon-unitary self.
Theyare noffigurative in the sense of myying to communicatesomethingsemiotically, but
aresimply the presentation odalities | experience while dancirithese realitieemerge from
abodymindencounteringurprising ways to experience itselfan operended revision oits
own constitution If therewasa semiotic messagxpressible in wordst might be something

like: we are not what we think we are

Somatic & affective statedesignates the feeling tones of selfhood, or the embodied emotional
content experienced whilstvealing relatingandimmersing As with most otheicodes there

is something approximate and a little false alisnlatingaspectérom the overall performance
since everything igiven as amterwovenwhole.Nonethelesghis axial codglausibly groups
open codes whichinpointa rangeof liberated states experienced when the individualist cut is
successfully transcendesbmatic ecstasyunknowing, andastonishment Theseaccompany
beleaguered or overwhelmed statés exhaustion crisis, fragmentation, lostness

bewilderment (fig. 21). There are alsomore decisiveemotional attitudes(eruption,
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regression assertion internality ), andbinary oppositionghelplessness/contrgl

Figure21: Shimmyo, S. (2023ewilderment.

This list is drawn from viewing of the films butadso reflective of the states | experienaed
private studio sessionsndicating an achieved expression of the internal territory being
researched The more uneasy statessometimesrelate to difficultiesin transcending
individualismand the pain of being trapped within iut should nobe read entirely as such
sincethe normative connotations of physi@hotionalconditiors do not always ring true to
internal experience in this work. | haeacounterednany instances of ecstatic exhaustion,
fascinating lostnesggvelatory fragmentatigrand the like in researching my methadth
element of the phenomenologieap o (bitadketing of normal assumptidris worth retaining

as a viewer since what looks like a bad time may in facttagpy breakthrougbr the release

of a repressionHere,if obligedto attribute a semiotic messageth® work, | would offer

something likeyouare watching a sheltrackingopen, sometimes messily

Relations & immersioigathers the codesdicatingthe type of world | am dancing in, and my
modes of relating toas, and inthat world. This is expressed througbosture and body
languagegesturefacial expressiorandinteraction.The twentytwo axial codes herinclude

encountering boundary crossing vertical/horizontal, exploring (fig. 22), and
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resistance/separation which show differentypes ofrelatingby a demarcatedelf towards

othess (othess can include humans, tHandscapegor a more amorphous sense of dtaacer
addressinghe world spacepr life in general) Therearealsocodes such asonjuring, gaze

andthe invisible, in which dancing indicatea nornormative engagement with reality outside

the skin (for examplenavigating space as a charged medium rather than a mere absence of
solid objects)A third loosegrouping includesollapse immersion, merging, acquiescencg
dreaming in the womb and communion (fig. 23), where the bodynind surrendes
individuality to become part of the surrounding wofta revealdo itself and the viewenow

it is already an enfolded part of it).

Y }
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Figure22. Henry, P.M. (2023)Exploring.

A 89


https://youtu.be/I1qMkjyHLv4?si=zz_RgWkFZq38dcft&t=396
https://youtu.be/aiIF88Idq-I?si=qhqAafyygOOR_YL7&t=910
https://youtu.be/aiIF88Idq-I?si=QHGRhcj2M3CcfUt5&t=916
https://youtu.be/I1qMkjyHLv4?si=1os382W-V_6jV9gd&t=671
https://youtu.be/aiIF88Idq-I?si=7_ODqAGByW-xAcbk&t=148
https://youtu.be/I1qMkjyHLv4?si=Du0X235ok8biVUi5&t=223
https://youtu.be/I1qMkjyHLv4?si=Z5QxjuvwKT-OxpEv&t=313
https://youtu.be/I1qMkjyHLv4?si=GK2qthft6L_E37Oe&t=1333
https://youtu.be/I1qMkjyHLv4?si=kWOu_mfCddzFkrmO&t=143
https://youtu.be/I1qMkjyHLv4?si=6SXBYs_UrNG7ot0D&t=335

ChapterFourThe Researcher ds

Figure23: Henry, P. M. (2023Communion.

Particularly interesting for me isot-two, seen in the final sequence Bkcuse Me | am
Expanding(28m 04s33m 08s)Herel seethebodymindstrikinga balance betweendividual

and ecological selfhooddancing in a zone @xchange between someemessand embodied
personal historpn one handandexpandingecological entanglement with visible and invisible
materials, forces, and beingm the other There is still a human responsiveness and
emotionality displayed, but in unpredictable harmony witte metamorphosing worlthe
dancer isn and of.Curiously, both of the other works culminatebmdymind states which are

guieter andsteadierbut otherwise nadissimilar.

My Whole Face Sort of Fell Oébncludes with me walking slowly along a ridge against the
skyline and past a lonely tré20m 38s26m 25s) My bodyis firmly embedded within a world
but remaisdistinct. The deliberateness of each footstep keeps thenhiodyootedin the earth
(thisise c hoed by rointiedness)rheaecdmpanyingpoem speaks afisappearing
and impermanence, contributing toianpressiorof trembling, contingent individuation rather
thanontological individualismFor me this expressestentativenondualism(not-two), the
dancer not identical to the world botmersedn it andnot caught indelusiors of fundamental

separateness


https://youtu.be/I1qMkjyHLv4?si=-wdDoZt3LfgBmbUH&t=1684
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Shrimp Danceendswith a sequence | caBrokenRainbowBuddha(42m 25s45 50s) Here

my bodymindis calmly determined holding a posture depicted in many traditional Buddha
statues, surrounded by frenetic rainbow col@nd droning cymbalgdvancing towards the
audienceComing to restn a circle of lighti designed tcstroke rapidly, thoughthis was
technically impossiblen the Edinburghperformance$ | seem (slightly absurdly) to be on the
verge of being taken up by a spacedbia realm beyond human individualitgut nothing
happensand the piece ends with meised and trembling between the hypeloured mystery

of ecologicaloverspilland thesocial reality of the audience at whom | am gaffieg 24).

Figure24: Hartley, B. (2017Broken Rainbow Buddha.
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To state the obvious: | am not a Buddha, andekjsession oheoliberallyimpairednot-two-
nesshoversbetweenndividual predicament angdarmonousinterbeing Thisis representative

of theselfhoods unlocketdly my methodBroken RainboviBuddhais not intended ironically,

but does carry the double resonancea dieing partly transcending individualism, and partly
showing throughbrokennessjust how far contemporary society is from enabling such
transcendencd-or mepersonally this taintednondualisms so faratemporarystateaccessed

through dancing and meditatipnbut nonetheless one whickoftens the rigidity of
individualism | experiencelsewheren daily life. The semiotic messagenhight wrestlefrom

relations & immersioris that it demonstratebli | | mandés notion of the

selflothercutin actioni it shows meplaying withthecut

My experience is thataoliberal hdividualismas a creetbses credibilitywhenvibrantstates

of interbeingareregularlyexperiencedThe highest ambition of my performances would be to
impart such states to audiesc&his sounds loftyand Ido not claimresounding succesBut

| at least know in my bones that the modeeatounteringthrough which 1 interact with
strangers in the audieneg the end ofShrimp Dancg40m 00s) is more undefendedand
intimatethan anything | experience within theoliberalsocialparadigmSuchl-Thou-nesss
sadly not evidencedin my spreadshedfa tool not noted for itembodiedrelationality),
documenteanly throughmemory of the softnessd recognitionns t r a meyg®ack tine

| perform the piecd am increasingly attuned to its possibilityother areas of life, and these
performances aim t@rompt similaropenness taexpandingand entangledselfhoods in

audiences.

My remaining selective codeme orienting and situating They contain seventyfive open
codes but my analysis of them will be brief because thane essentiallya panoply of
techniques for achievinggvo main endsenhancemerftomplicationof the readability bthe
dancecodes above, antbnnecton of thedancecontentto materialsdiscoursesthemes, and
the audience themselveshey fall into the areas aframaturgy music, lighting,visuals,
location textspokenwords, cinematographyand editing.These techniques make the inner
world of the dancer easier to discemmrich its contextand aid the direct embodied
communication at the centre of the workbey are auxiliary in thathaveperformed in the
mannerconsidered above with nextual, musical or visual suppofand have seenmany

dancers do likewise), bthey are alsoeflectiveo f But ohds dance theatre
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inclinations when dancing on stage especially on screenl see them not as compensating

for the obscurity of embodied communication butastextuallysupporting its transmission.

Orienting refers to establishing andransforming audience perspecsven space, time,
phenomenal intensifyandthe edges of things (or where entities start and sty axial code
perspective & focussingoversstage and screen techniques likerping perspective body
doubling, isolation of objects and micro-macro scale transformationsTime denotes
analogous temporal ¢bniques such asme layering and inversion, fast cuts andnon
metricalsonictropeslike drone andsustained toneshich undermine thslicing oftime into
units. Superimpositions the use ofuxtaposition andcollageof material elements as well as
cultural andmodal layerings.Information densitys variation in theamount of compositional
elements presented at any one time, fremsory overloadto void and human absence
Finally, disruption & surrealitydesignatescorruptionsin the transmission of naturalistic
presentatiorsuch adigital filtering andglitching, coloursaturation, costume andabsurd
predicaments into which the body is throfig. 25). These techniques all serve(te)frame
the body, unsettle conventional readings of sensory informatiorassist the expression of

the worlds | am dancing in.

Figure25: Henry, P. M. (2022Absurdity


https://youtu.be/aiIF88Idq-I?si=2Tz09nYBJBB66Me0&t=1598
https://youtu.be/aiIF88Idq-I?si=5ybMLdrG4q8Mdsvn&t=2177
https://youtu.be/aiIF88Idq-I?si=fsbGo0QZTGTGFKt7&t=993
https://youtu.be/1xvN7nn3AVQ?si=pS_EzHim8qlNR-TE&t=20
https://youtu.be/1xvN7nn3AVQ?si=69IhDUOkFfm_mlJY&t=550
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https://royalconservatoire-my.sharepoint.com/personal/phenry_rcs_ac_uk/Documents/writing%20drafts/WHOLE%20THESIS/√
https://youtu.be/1xvN7nn3AVQ?si=CwZJ6nyPMjTkaQm7&t=432
https://youtu.be/1xvN7nn3AVQ?si=lwX-Ev-zxYPGHQvk&t=1022
https://youtu.be/1xvN7nn3AVQ?si=GL-viN66rzo4aUv4&t=870
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https://youtu.be/1xvN7nn3AVQ?si=K3TU6agsPRo_MW4B&t=900
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Situatingis a variety of techniques fahematically discursively, and geographicaliyacing
the dancingbodymind The axial codeontextualisingefers todramaticexposition, andthe
introduction through words visuals, and sound dfames of reference intertextuality ,
autobiography, and subjectssuch asdeath (fig. 26) or Buddhism. Environmentmeans
locationsand textures wilderness/urbar/busyness/ruing decay/crumbling, and materials
like water andmud. Thelastaxial codes areubverting discourseendwitnessesTheformer
is comprisedof discourse transgressiorandt h e D e v i(breachingtheaetiquette of
neoliberal sociality and adopting moratjyestionablattitudes for, essentially, shock value),
and the latter of the interjection ¢fuman and nohuman perspectivesother than the
perf or méuchas hhevnmo o n 6 ® huaaneondsidt) Suth elements carry the
main responsibility ofconnecting ecological selfhoas gaze to the themeand issues each

film explores

Figure26: Murphy, E.(2023) Death.

The techniques found iorientingandsituatingsurround aneénhance the central techniques
found in dance the expression of ecological selfhoottwough a nofrepresentational
employment of dance as generated throughpttoeess articulated in my journal analysis.

Where that procesgives intricate specifics in answeing how ecological selfhood can be
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generatedhrough embodied practicthe question of how it can be expressadin the end
beansweredn extremely simple terms: show it to peogBFanted, showingncompasses the
wide rangeof dancefacetsaboveand their enhancemeby ahostof tools andtechniques
which assist communication of the subtleties #meimatic contexstof particular expressions.
But my wider performance careeepeatedlaffirms to me thatudienceslo notnecessarily
needcomplexexplanationsor theoriesabout what my dancing,isind nor do participants in
my workshopsn order to access their own ecological embodimiEmeéir bodyminds resonate

with it directly, with relatively little prompting

The analysis aboveonsidersaapproximationsabstracted from miractice Worksand should
not be regarded as dispenswigh practice aghough it ispreliminary tocommunication
throughwords Comparison of my actual portfolio with the analysis abbepefully makes
this cleari the portfolio benefitgreatlyfrom the analysiswhich makes it doctoratesearch
worthy, but could meaningfullysurvive without it. The reverse is not tryand poud as | am
of my words, | hope they will nevabscurewhat they point toThe method will articulate
next draws on both practice and analysis butesigned tdelp disseminate something for
peopleto withess anddo and fee] in the manysplendouredand entangling vibrancy of

embodied experience
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Playing with the Cut

The precedingnalysis ismy main basis fothe diagrammaticarticulaton of the method of
Playing with the Cupresented belowFig. 27 outlinesmy answer to how embodied practice
can generate experiences of ecological selfhéagl 28 showsa templatefor how such
experiences can be expresdsed. 29 gives a reductioand adaptationf thesewhich shows
the core elements in oggaphic

A last reminderabout map and territoryhe figures belowshow orientations and strategies
which mustbe put toembodied usas either practitioner or audience (or both) in order to

become meaningful.
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C Essentials of Practice. ) (No-Thinking) ‘

Merging, Resonating,
kExpansion, Metamorphosis

Ways of relating to

k phenomena.

) 4
Stance of openness. D Emptying, Devotion.
, L
j ( Imaging, Analogising,
Core phenomena arising. — Multiplici
ultiplicity.
), \_
~ ~
_/

l

),

C Enablers of Practice. ’

Expertise. ) R —— ' Physical and emotional training.

—/

Circumscribing, Aimlessness,

C Creating a vessel.. ) ’ Impartiality, Simplicity, Respecting

—

Body energies.

Supporting aides. ) N ( . Stimulus, Spirit Guide, Music,

hysical Materials, Synchronicity.

\

C Inhibitors of Practice. )
( Inhibiting factors. ) > C Isolation, Capacity.)

Figure27: Henry, P. M. (2024%enerating Ecological Selfhoods.
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C Dance. ) (Show, don’t tell) \

Revealing. ) > The body as pluri-dimensional, Intention as
shifting and non-unitary (as appropriate).

e
states. emotional aspects of expanding). '
) ( Dancing the relations between self and )
Relations & immersion. — > 9 world

Somatic and affective ) > C Showing feeling-tones of selfhood (th

-
C
¢
C

\_

- o )

(" Perspective and focussing, N
Time manipulations.

. J

Space and time. ) —_>

r

Superimposition, Informationj
Density and disruption. ) e density, Disruptions and

C
t K surreality. )

( Situating. »

Thematic exposition, Introduction of
CContextuallsmg.) > cultural and intertextual contexts.

Environment Mis en scéne: Wildness, Human
’ ————tp artefacts, Materials, Geographies.

Figure 28: Henry, P. M. (2024xpressing Ecological Selfhoods.
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Stance of opennegfig. 27),with its open codesmptyinganddevotion forms thebasis of the
whole practicelt initiatesthe possibility of a shift in selfhood, and pro\s@a anchor to return

to at all stages.Ways of relating to phenomen@merging resonating expansion
metamorphosjsdescribe the main ways to proceed oneenptyinganddevotionhave made

way for images and qualia to ariaad be engaged witlCreating a vessdtircumscribing
aimlessnessimpartiality, simplicity, respecting body energiess in effectan enabler for
emptyingand devotion Its opencodes are psychological attitudes, so whileumscribing

may mearphysical and temporal boundaries as in my studio sessions, it could also mean the
mental posture adopted when practicing in wilderness or in public spacésiorswarns of

the limiting factors ofsolationandcapacity which give pragmatic limiteo the method in any

one session according tbe wellbeing ofthe practitioner The remaining codes are more
contingenti for example,analogisingand multiplicity arosefor me but may notfor others.
Expertisepertains to the deepening facility to engage the method a practitioner will gain as

theytrain their body and emotions over time.

In Fig. 28 | havecondensed the open codes as there were too many to include in a digestible
diagram.Reations andimmersionis summarised adancing therelations between self and
world. This is accompanied by tlgdobal remindes h o w,  dTheséare theorel fdatures
enabling expression of ecological selfhead performance. They stipulapFesentation over
semioticor mimetic performancegnd a focus omxhibiting the ambiguous and shifting cut
bet ween the perf or me bebose(arsdentlddingdam aldiemcewherg t hi n g
many of the other codes will likely be involved in doing so, this will depend on the situation
andspecifics of a performandeas mentioned, this method canusedwithout the trappings

of costume, lighting, musj@and so onTheselective codesrientingandsituatingcould also

be incorporated usingjfferent axial codes than those in my portfolio piet¢ess. in this sense

that | haveframed myperformancesas examples rather than prescriptions for performing

ecological selfhoods.

Playing with the Cut is thus very flexibtie to the idiosyncrasies of particular practitioners
and session&nd also to mapprehensionaboutvivisection which prevent myegardingthe
codes as absolutel would preferthatpractitioners stay open to adapting the codes according
to their experiencél he core tenets ammnptying devotion no-thinking, a ritualised attitude of
circumscription a focus onrelationsanda shiftingcut, and an emphasis ahowingrather

than explaining.
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Fig.29belowshowsa reductiorpromoting thesk&ey elements anohcludes botlihegeneration

and expressiomf ecological selfhoodsWhere fgs. 27 and 28&prang directly frommy
spreadshestandretain their dry, administrative style, | have aestheticised fig. 29 and re
wordedthe codess advice for the practitioner ianguage | feel would inspire me in practice

as a dancel am not prescribing a warmp or preparation process as the method might be
employed within a variety of practices, but the following indicates preparatory strategies | have
found relpful:

Spend around thirty minutes warming up. This can include stretching, releasing tension, and
generating warmth by shaking or jogging. If you have a meditation practice, around twenty
minutes of this may be beneficial. Throughout the wapnand the practicdself, try to drop

down into the body, releasing and exhaling thoughts about what is happening since these tend
to form obstacles to immersidomo-thinking! You can return to embodied imagination by using
imagery which dispels your thoughts. For examgée them transforming into butterflies made

of light which emanate from your body and fly up towards the sky, leaving your empty,

vibrating body to engage in the practice.

A useful strategy for emptying is to imagine hundreds of delicate;eolidtired fish swimming
through the space, tasking yourself with not disturbing them through your movements or
thoughts. The empty bodymind is the vessel for Playing with the Cumm@g bBodymind is
free to fill with images by which it is moved to dance. The goal is to be absorbed completely in
the process, so do not worry about analysing your experience (it is better reflected upon

afterwards).
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Figure29: Henry, P. M. (2024playing with the Cut.
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Thepractitioner would do best to study the method between sessions, but during actual practice
to be spontaneouso-thinking), following the images with their embodied imagination and
referring to themapabove only when needed to sustain or revipifgctice If embodiedself
transformation isevidentthere is no need to think about the methiod other words: no
vivisectingwhenthingsaregoing well or privileging the mapover the territory of embodied

experience

Themethod isin this sense, an array of remedies for faltering practice, used to get things back
on track.lt is intentionally empty of explicit conterit which images arise and how, and the
specific process of relating to them, being unitueach sessionn the next chapter | will
evaluatePlaying with the Cutn relation to my original research question, amthe context

of the fieldsto which it contributes.
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Chapter Fiveils Embodied Experience Discursive?

Chapter Five: Is Embodied ExperienceDiscursive?

Playing with the Cuis my answer to my initial research question: how can an embodied
practice generate and express experiences of ecological selfheddfill discuss below, it
contributes knowledge t®utoh studies.ecological performance, ecological performance
discourse and ecosomaticdly method altes the boundary between me and -not and
produ@sperformance worksvhich expresshese alterationd=ig. 27 in the previous chapter
summarsesthe generation of ecological selfh@dndfig. 28 deak with their expression.
Both are condensed to their essentialégin29: emptying devotion circumscriptionways of
relatingto the core phenomena producadd anonrepresentationaderformance modéased

in embodied resonaneeghich emphasises h e  p e rshifting ocughrodgh theirelations

to andimmersionin the world

My seconary researchjuestions: howcansuchapractice be researched without treppings

of research becoming a hindrafidéuch work has been done ongproblemsof documenting
ephemeral performanc@er example PhelaR005, ppl146-166), ancbn therelationsbetween
unmediated and mediated performanéeislander (2023, pp.10-68). My own approach,
tailored to the specifics of my practice and the context of producing institutional resessch,
beenmy technique of researchiiay-definitely-notresearching capturingdata by banishing

t he r esear c hgemed@tsveprgctce jeurndling phengmnenologically afterwards
and thenintentionallya d opt i ng t h e reganmiagthe jouenalfosrevigvange |
film footage in the case @erformance expressisnlt is also being answered continulyus
this thesis byemploying consciousness of abstragtiorawareness dhe difference between
map and territoryto clarify whattheorydoes and does nehcapsulateandwhat is left behind

in the transition from embodiment to writinghave sought t@onveywhat writing cannot

through my performancesd the meditational offeringy/ith Your Eyes Closed

These inquiries were initially prompted by my existing dance practice, grounded in Butoh,
through which havehad countless experiences of an ecologising shift in my sense of self, and
of the viability of anchoring performances for others in such shifts. In my years of developing

this practice | was aware of the way it spoke to the mounting concern with ecbtwigicain
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the world around me, amaf the possibility that it could contribute knowledge of alternative
ways to experience selfhood which undermmemliberal individualismMy effort in this
project has been to extract from my practickearmethod of transcendirthefeelingof being
an atomised consumer in conflict with natamed opening, experimentally, into ecological

selfhood.

Throughthe resultingmethod,selfhood expands and metamorphoses in wdyish may be

termed ecological in that they implicate the self in the world beyond the skin boundary
becomes variously inclusive of, or entangled with, phenomena beyond the individualist cut.
The stance of openneshinging onemptyingand devotion lays the groundwork for self
transformation by suspending thought and habitual assumptions of who | am and where | stop.
It also enacts an erasure of conceptual labelling, of my body as my body, of space &s space
all at once | do not know what theseeaand am therefore able to discover them anew, and
differently. And it places my volitional faculties in a position of surrender, willingly offering

my being to be moved and changedarising core phenomenaeltransformation is then
expressedhroughresonancea direct embodiedpresentation oécological selfhoods which

eschews mimesis and representation.

Playing with the Cuhas been shown to laelaptable to a wide range of siiiemes beyond
generic ecological selfhoodhe simplicity of With Your Eyes Closdaecomes moratricate

and entangled as the area of exploration widens to-spéties concerrend mental health
(Shrimp Dance)personal relations tmortality andmass extinctionNly Whole Face sort of
Fell Off), and the paradox a#xparding ecologicallywhilst retaining specificity aa situated
someone Excuse Me | am Expandingptill, the basic apprehension that selfhood can be
modulated beyonthe skin barrieand shaped by ecologicedalisationremains the guiding
thread throughout.

Nondance art formand discourses have been emplogadly to supporthe danceconten

in my performancesndpartly in recognition of the dominant logocentric and cinematic tropes
contemporary audiences expéittus broadening the accessibility of the work to those who
may have no experience emgagingwith performance through embodied resonance aldne

have also used them where they are simply better than dance at achieving particular ends.
Guiding questions for my practice ambat is the best medium for this particular expression?

what does this medium do that others dé&patdathird question of recuimg significance in
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a research paradigmhat is this medium unable to ddfis lasthas arisen mainly inregard

to the poverty of textual translations of embodheatk.

My project posits embodiednaginal practice(dance)as preeminent in generating and
expressing ecological selfhoods, but it is patenthedgjlipped to achieveertain othemims.
Themost incisive medium for communicatisoften wordsand what can best be expressed
through them shoulbe This is seen irexposition referring to the textual projections at the
start ofShrimp Dancavhi ch i nform the audience omimy Pr of es
later spoken monologues about antidepressant use samubetic connotations. Likewise,
childhood(My Whole Face Sort of Fell Offieals withspecific experiences that would be only
vaguelyrecountedhrough dance, so they are narrated throgjgtken wordsnstead And |

am using words nowalbeit witha stubborninsistencehatthey are perforce an abstracd
commentaryon practice.Here | am in disagreement with writers jgnractice agesearctsuch

as Melissa Triminghanwho mandate tht practitionersd t r atlselr avork into text
(Trimingham, 2002, p. 54an act | regard as impossimdenthework is somatically based
Ultimately my view is thatcrucial information is losin both dancing a texandtextifying a

dance.

The reader maguestiorthe inclusion of fantastical material arising through the method given
my argument that it forms a useful tool in light of the concrete emergencies of ecological crisis.
Journalentry four sees me becoming a chimera and feeling lava in my \amasinentry five

my heartis eaten by a shaneforel give birth to, andambirthed by my double One might

ask how this cultivatesa selfhood aligmg with the realworld material flows whose
derangement by human activity comprises the Anthropocene. Playing with the Cut does not
distinguish betweesuch fanciful phenomerand the(materially real)mineralcommonalties

of teeth and stonensidered irentry one My justification for this centres on the primacy of

the embodied imagination, the medium through which selfhood transformation occurs.
Embodiedimaginationis reified through permissivenessas seen in chaptéwo, this means

that the ego surrenders to images which arrive, experientially, from beyond it, in the manner
of inspiration from a Mus e.anddévetetoatquartarimgaj ob i s
capacity to transcend the conventional perception of self as independeripskah and

human

Playing with the Cut is therefore arrational (not antrational)methodoffering experiences
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of expansion beyond thexistingego cut of the practitioner, and though it can accept and put
to work materiatworld prompts, the basic process is free and empty of judgements about core

phenomenaNo-thinking.

Darkness Dancing

Butoh studies is the first field to which my project contribut&stoh developed outside of
academic discoursdsinitially in the margins of Japanese culture through the agarde
experiments of Tatsumi Hijikata and Kazuo Ohno, and hitherto disseminated and embellished
globally by several generations of dancers training in-inefitutional workshop and
performance settings (Viala and Mass®é&kiné, 1988; Baird and Candelar&f19). But by

now thereis a wide corpus of literatubout itin Englishwhich | am calling Butoh studies.

The field encompasses hr oni cl es of the formbés devel op
Candelario, 209; Viala and Massoibekiné, 1988)franslatedsource materials written by

Hijikata and Ohno (Nanako, 2000; Ohno and Ohno, 2004), records dutud Fuor
choreography wused i n Hijikat aob-bandaecounts ofmanc e
training and performance by his pupils (Mikami, 2016, Wagurijatg. There is also research

into Butoh as a mode of metamorphosis (Fraleigh, 2010), and as training for ecological
consciousness and environmental relations (Candelario, 2019 and 2023). The latter two are
focussed on theorising what Butoh dance mightotferta s hi fting of the da
ecological attunement, with narrative depictionp@fformances witnessed by the authors, and

discussion of statements by HijikaButohartists anddancecritics.

My addition to thisgrowingbody of research ian iterative interrogation dhe particulars of
Butoh through my own practice, with a sharp focus on the ecologically expanding selfhood of
the dancerTheresut is an explicit methodvhich adapt8utoh to explore shifting selfhood in

the context of the Anthropocene. This amounts to a morepletestudy of the hows of

ecological selexpansion through Butoh than has been published elsewhere.

As discussed in chaptdawo, my excavation of the possibilities for ecological selfhood
modulationthroughButohtechniquess selectvee n as much as Hi ji kat aods

total liberation of thdodymindfrom unconscious habitspnventionsand indoctrinations via
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a ORebellion of the B®9dpy4). ASsBch,ihe vias reotrespoiangy d e | a
explicitly t o e ¢ o | voork iacnad towardsi as radical, sttieglistik at a 6
metamorphosis of his dancémainlyfor the purpose of innovation in stage performanaed

a somatic emancipation from the cultural mores surrounding him irtvmeidtieth century

Japan both regarding his Japanese heritage and the arrival of Western art forms and American
capitalism (Viala and MasseBékiné, 1988, m 10-17).

Metamorphosis and transformation are perhaps the most common nouns employed to describe
the shifts Hijikatabés Butoh prompts in its p
so are well articulated by the likes of Kayo Mikami (2016) and Takdshishita (2015). But

as researchers such as Rosemary Candelario recoBuitd#y can be repurposed in the

Ant hropocene to 6double as training for deve
and their envir dagsmoneemwitho tbrya n sefveerr magtiingn of t he
somet hing el sebop 1143.rPhang with the Cut d2ependthis egploration

of the contemporary value of Butoh by foregrounding the nstibselfhood and the cut made

between me and nwohe.

Metamorphosis and transformation in themselves do not imply ecological concern in that they
might refer only to the freedom of a dancer to transform from one type of atomised being into
another. By emphasising the size and qualities of the cug andl f hine\otablé spening to
ecological connection once it strays beyond the skin, | am contributing an adapted method
which specifically addresses the problem of neoliberal individudlishowing how it can be
undone at the level of selfhood by experiengirigrdependence and interbeifas defined in
chapter twoxhrough metamorphosis. This expandskar-boundselfhoodinto one which is
immersed and involved with the world beydnthat is, an ecological selfhood fundamentally

different in kind from an atomised one.

My methodthereforeclarifiesthe capacities of Butoh to act as a crucial mode of practice and
experience in the Anthropocene, both for the solitary practitioner and for artists seeking to
generate ecologically concerned performande also peels my project away from strict
concern with the boundaries of Butoh or adhe
above, preseation ofB u t oohginal methods andistorical place is being done by others;

my research advocates rather for the potentiaButbh-derived practice to contribute to

personal and cultural navigation of the Anthropocene. This places my contrituiuioh
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studiesc | osest to Candel ariods claim that Butoh
(2023), adding the framework of the cut to gmecisionto its enablingof ané al t er nat i v
relationship between h Gandelar®2089npdll)tPlaygng withe nv i r c
the Cutofferea cl ear met hod emphasising not only Bt
our environment, but itenablingof a fundamental shift in selfhoddof who and what we

perceive ourselves to be.

Ecological PerformancandMaterialDiscursivities

The next aremto which my method contributesre ecological performancand ecological
performance discourse. | am making the unwieldy distinction between these two fields because
the firstrefers tothe practice of artists making ecologically concerned performance amak,

the second isolates tphilosophy used btheorists andomeof theartiststhemselveso frame

this work In the case of theorgiriven artistssuchphilosophyalsoinspires and/or limits the
performances they are able to produce in the first pfeewill argue,there has recely been

a homogeaity to ecological performance discourse which | find troubling, and Playing with
the Cut offersa philosophical orientation which can contribute to diversificatiobath the

discourse and the practice produced under its influence.

Beginning with ecological performance itsdlfbriefly surveyed this field in chapter two by
giving examples of artistwshose bodycentred work explores ecologgonja Baumel, Niya B,

Ana Mendieta, Anna Halprin, Zoe Scoglio, and Dougie Strahg. is a thumbnail sketch since
ecological crisis is a zeitgeid which countless artists are applying themse(ass| have

found through curating hundreds of them as artistic director of ecological performance festival
UNFIX). Playing with the Cut contributes to this areadsstinct goal for ecological
performances well as a method for achievingthie cultivdion of experiences of ecological
selfhood and amode of performinghroughresonancewhich can communicate these
experiences to audiencedy method also details howonsomatially focussedart forms
(music, video, text, and dramaturgy) aamhance this communication bgntextualising the
performing bodymindi n r el ati on to themes and discour
perception of it itime and spacé.am unsure whethéhemethod can be transfed outright

to such formsandadaptedoy artistswho do not make bodfpocussed performance, bifitso

theywill still have to train somatically in Playing with the Gust since it inheres in directly

A 11C


http://www.unfixfestival.com/

Chapter Fiveils Embodied Experience Discursive?

embodied, nommepresentationaéxploration The methodcan certainly be employed biye

and performancartists, contemporary dancers, and of course Butoh dancers themselves.

In turning towards ecological performance discourseill put practice before theoryto
reiterate,Butoh did not arise within academia, andsltould not be assumebat current

di scourses provide an appropriate theoretica
6was not a philosophy but that 63).d especdhisy it
implication that it is first and foremost an embodied practice, and any theoretical framework
must cohere with practice rather than being isgabupon itA lack of fit between my Butch

inspired methodand current ecological performance discousk indicate a gap in the
discoursenhi ch my project addresses byecplaogioati di ng
performancecan be theorisefmy use of scar e quo prefiguregpartound t

of my argument

A starting pointhereis offered by the hazy philosophical positions implicit within Bugoite
these carry over to mgwn method.My sources for the concepts below are largely oral
instructions my teachers offered within the context of pratiete/een the years of 2009 and
20231 principally Yoshito Ohng Seisaku, Yukio Waguri, Kayo Mikam¥umiko Yoshioka,
Imre Thormann Moe Yamamoto, Masaki Iwanand Atsushi TakenouchiTexts which
support them include Mikami (2016), Fraleigh (2010) and Ohno and Ohno (2004).

As discussed in chaptiree Butoh method most often begins by positing an empty bodymind.
In illustration of this, Yoshito Ohno told me that his reason for painting himself white before
performingwva s t o O e rbacsneingaybtark banvasowhich caransform This comes
underemptyingin my model. A second consideration is rationality and thought. Teachers are
known to channho thinkingduring workshops, andmptyingincludes dispensingwith sign
systemsandcommentaryRather than engagirgpre plenomendhrough thought, the dancer
addresses theemotionallyvia devotion As noted in chapter foudevotioninvolves the sense

of being faithful to corgghenomena (imaged)ly teacher Seisaku referred to this simply as
ofal l i ng i m,andButoledancetGydhdi Zattsh spoke to me of imagaations as
functioning like human relationsgive your partner yourfull attentionor they will sense

disinterestand leave.

Thirdly, Butoh assumes that each body has access to the whole cosmos (sometimes explained
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by dint of evolution); exercises may involve recapitulating the emergence of life from the
oceans or listening to the stars with whom we are entangled. Butoh as a ddacknets
implies discovery of that whicls hiddeni repressed by social conditioniagd personality
structure, or simplyying beyond whats normallyconsidered possible. This is the darkness of
the world but also of theelf, uncoveredby surrender of the individual will and a quietening

of personal agencye(nptying, and somatic in that it presents as embodied imagderption

to which compelsnovement

Lastly, while roneof my teachersisethe wordanimism it has always been clear to me that
Butoh operate by assuming relationship with an animate and possibly panpsychic world.
Hi ji kat ads statement t hat hi s met hod 6enuc

(Centonze, 2018, A.6) suggests as much, as does this anecdote:

Once on the sly | put the kitchen dipper in the middle of a field. | did it because
| felt sorry for the dipper, stuck in the sunless kitchen, and wanted to show it the
world outside.

(Hijikata, 2000, p. 75)

Playing with the CutetainstheseButoh preceptaindalsoproposes labile selfhood which
can incorporate its ecological ground through danciagotion not emphasised in my training,
perhaps because my teachers simply took it for graktsch of theseoncernamust survive

the location of my method within ecological performance discourse if it is to reroaimate

Ecological performance discourBas been shaped liye incursion of ecocritical approaches

into performance researclas seen in chapteme Wendy Arons andTheresa JMay 0 s
Readings in Performance and Ecoldggmest he | mper ati ve of ecol ogi
reconceptualization of the nature and purpose of mané@giich requiresd f i ndi ng ways
represent the moftnanh u man wor |l d on stage that Abpns not i
and May eds, 2012, 12). The ecocriticdliterary roots ofsuchdiscoursemay explain the
assumption thatimesisandrepresentatiorare what performance aims fobut both Butoh

andmy methodcentre instead ometamorphosignd nonrepresentational danc®limesis,

6t he act of r epr es enCambgdgedniveisity Press, 202ifgtomr eal it

my standpoingatelling rather thaa showing,and this difference suggedtem the outsethat
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Playing with the Cuwvill enterthedebateat an awkward angle.

The rise of posthumanism and new materiaksgithin ecological performance discoursea

more recent developmerithese theorieexemplars of a mooted material or ontological turn

were urged upon me by academic advisors in preparing my doctoral pragusablssprang

up frequently in conversation with supervisors and other researchers within English speaking
academia (at my UK institutions and during international online conferences), and
predominated in my keyword searches for ecological theorypaactice.There are book

length considerations of new materialism and the &t#t @nd Barett, eds 2012) leading

journal The Drama Reviewlevoted a whole issue ot New Materi alism and
(Schneider,ed., 2015), and explorations of this topic appear frequently in other journals
(Bayley, 2020; Choat, 20 2Quay, L&rmugamddolette2@29 1 2; DO
as well as in doctoral theses (Lucie, 2020; Ravisankar, 2019; Hopfinger, 2017). Th® case
similar regardingposthumanism, with bookStalpaert, C., Baarle, Katndvan Karreman, L.

eds, 2021), book chapters (Gomoll, 2020), and journal articles (Brisini and Simmons, 2016;
Remshardt, 2009) researching htiws theorycan informecological performance practice. |

found no similar publications on alternatives such as deep ecology.

Posthumanism and new materialigmerefae predominate ircurrentecological performance
discourseandtheyhave seemed almost ubiquitous during my period of resddscme t h o d 6 s

fit with this discourse ighus best judged by how well it aligns witthem (and with their

critiquey. | will treat them somewhat in aggregate because despite the diversity of approaches
within and between them, 6one of the most d
ontol ogies [is] their avowed posthdraaméamads mé (

macraconcerns common to both, though with different emphases.

The stress in new materialism is on envisioning matter and nonhuman beings as lively and
agenic (agentialandagenticareinterchangeablysedadjectivesby new materialist authoxs

and in positing a materiiscursive process of becoming within a monistic ontology. Material

and discourse shape each other mutually, and humans are no longer to be at the centre of this
process butmbedded within a relational milieu@fgentiaintra-actiord ( Bar a d39). 200 7,
Posthumanism shares in this monistic gidlphy and rejection of a duality between matter and
culture, emphasisingranscendnce ofthe Eurocentric ideal of the human as white, male

(though oddly disembodieyl and a rational master over other forms of life. Instead, the
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posthuman subject is definadrelational, embodiedind constitutethrough multiplicity and
difference(Braidotti, 2013, p50).

My project is clearly within the streams of new materialism and posthumanism in as much as
my method is geared towards an embodied (material) reassessment of the boundaries of the
human, respect for the livelines®f nonhuman entities, and the making visible of
interdependence and relationality as ontological truths in a moment when neoldtienasof
individualism and infinite growtfi and attendant issues of colonialism and anthropocentrism

I are being exposed &sth oppressiveandproductive of ecological crises (Coole and Frost,
2021, p.18). However, myeading otthese theories asartist indebted to Butoh, a practising
Buddhist of some decades, and a{re@ming reader into animisrmdigeneity,and diverse
spiritual and ecological paradigms that their claim of newness hinges on a largely

unacknowledged bracketing of everything beyond Western academic discourse.

Apprehension of nonhuman entities and matter as lively and interdependent with the human,
and of centres of agency other than the human, can credibly be called new only within the
frameworks of capitalist extractivisrand coloniaism i and perhapsthe selfreferential
progression of the academic humanitiesvhich pressure to announce a new discovery leads

to turns such as the linguistic one which the material now seeks to transcend. New materialism
makes for strange reading when approached from outséde tdiscourses, whether from a
nonWestern framework via Butoh or Buddhism, or a Western one with a longer memory: my
own default position would likely have been animist had my Irish ancestors not encountered
Christianity and the British Empire (Green 889 p.167).

Numerous scholars speaking either from or in support of indigenous perspectives agree with

me. Some of them are allied with the theories themselves: Stacy Alaimo, writing in a chapter

on new materialism within a bo ¢goblematicphats t h u m:
new materialism seeks to counter, that of the western dualism that renders matter, nature, and
bodies as inert, abject, and inani mat e, S
(Alaimo, 2020, p.187). Brendan Hokowhitu more balflyf nds t he nomencl at
emperor6s fAnewo0O materialismsd to be o6offens

recapitulation of the Western doctrine of discovery (Hokowhitu, 202117 2).

Zoe Todd writes of waiting in vain during a talk by Bruno Latour for him to
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credit Indigenous thinkers for theimillennia of engagement with sentient

environments, with cosmologies that enmesh people into complex relationships

between themselves and all relations, and with climates and atmospheres as

Il mportant points of organization and actd.

(Todd, 2016, pp.4q)

Il n a similar way , Mektingrthe altiverseaHakmain disappanted s
expectation of aacknowledgemenf how her theory of agential intigction recapitulates via

physics the2500yearoldpr ecedent of  Bsutethptinesandce-demeodent r i n e
arising (Barad, 2007). EIl sewhere, Virginie M
indigenous scholars o6to recognize and addres

have discovered new mater i2022jp28n and post huma

Such writers share my qualms about theories purporting breakthroughs in ecologically
conscious liberation from Eurocenthamanismbutspeaking only from withiit andfailing

to credit other cultures (and their own forgotten ones) for pipping them to the post centuries
earlier This isarguablya discursivee-enactentof the colonialism they seek to dismantle. It

is not my place to force these argumeéntisey are already being made by indigenous scholars

such as Hokowhitu abové and | recognisethe @pacities of new materialism and
posthumanism for analysis of specific issues around gender, technology, ecology, and
capitalism But | support criticism of theiframing My concern springpartly from mylrish

ethnicity andcrossculturalinterestsandit is heightenebyP | ayi ng wi t h t he Cut
from Butoh, a form which articulated many of the insights of new materialism and

posthumanism decades before tlaemnval.

| extend thiswarinessto my own project, arguing here in the standard institutional mode for

the originality of my contribution whilst also contesting my need to do so in such terms. My

PhD depends upon me saying | am making an original contribution to knowledge, implying
narratives ofdiscoveryand progresswhich are not innocent bystanders to colonialism and
ecological crisisLer oy Littl e Bear 0srocénbiovaiueggpromaing cr i t i
linearity and measuremerte nt i fi es a preferenace ffasrnt edDi @G
of an overall indictment of colonialggression (2000, p. 82)his prompts a question worthy

of expansiorat another timesinewness definitely the right criterion for research value?
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Thesereservationsnotwithstanding how does my projectspeak tonew materialism and
posthumanism The writings of Karen Barad, Rosi Braidotti, Donna Haraway, and other
exemplars of the material/ontologi@akfar-reaching, ecologidby analysngeverything from
blackouts to crosspecies relations and the interndhenqualified, agheyoccasionallyare

a srenéwvedna t e r i reetessanpesadseunprecedented things are currently being done
with and to matter, nature, life, production, and reprdadoé{Coole and Frost, 2021, g),
they offer insights whichescape the charge of cultural erasure because déaly with
phenomena which themselves are undoubtedly. Bewl find themoddly homogenous in a
way which | have not seen questioned, and whietill argue my method highlights by

operatingdifferently.

A defaultprocedure irextending life and significance to the nonhuman in current discourse is

to enquire into agencyBar addés agenti al realism (KI einmar
Bennettods wuse of Latour i n seeing vVvibrant |
capacityo ( BeThereis dlggica ratibriale forghis if the goal is to counter the
hegemonic powers of Western colonialism and capitalism, which are nothing if not agentic.

The task becomes one of articulating agenayther sources. But in my methadencydoes

not form a focus and may even be a distraction. Playing with the Cut inhereginingand

devotionto the resultingore phenomendn much the same way as you might fall in love and

find yourself mergingand resonatingwith the being of your beloved. The beloved may be
nonhuman, inert, amorphous, fantastical. But there is no question being asked of it. If there
was, it would be closer to Kimmererdsodsummat
(2013 p. 42) than the new materialig¢hat can you do?yith its faint echoes of ableism in

locating value in th@owerto perform

Where agency is more relevant to Playing with the Cut is in its abdication on the part of the
practitioner, whose willingness to be moved by soumésvith the ego forms the core of
practice. Thessourcesare appreciated as invitations to transform selfhood and realise its
ecological overspill beyond the skin, appreciated simply because appgar bearing
information about the entanglementystery,and aching beauty of embodied existence. One
incursion of my project intperformancescological discouesthen is to posit the desirability

of researching human access to more emotive and, for me, sacred experiences than the analysis

of agency.
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From the standpoint of my grounding in Butoh, my neurodivergent lived experience, and even
my teenage Marxism, | am unsure of what sort of ethics a theory of the -&dsidityaims
towards | understandhe intention tempowerthe marginalised, but not homroof of agency

can underpin valuegsunless we are saying that the marker of value is p{ercurrency of
colonialism and patriarchy themselyagly hope is that we can learn appreciatether ways

of beingsimply because they exist and we are thelations

A second point of departure my project takes conaagnterminological choicegor example,
usi ng Cocci amnersienandnbdute(2018, p.82f as an ontological pivot over

the more commonly usexssemblageCoccia is clear that

for there to be immersion, subject and environment have to actively penetrate
each other; otherwise one would speak simply of juxtaposition or contiguity
between two bodies touching at their extremities

(2019, p:37)

This is a neat fit with Butoho6s ncosmosamd o f
coheres with the type of world | find myself in when dancing. In contrast, assemblage very
much implies separate bodies touching at their extreniittesth in English and through its
derivation from the Frencligencemenimeaning an arrangement or layout (Nail, 20122).

| am aware of treating the tediterally, and that those more invested in ppsieuzian theory

might challenge mé& for examplewith B a r agdaéiBuddhiststatement that phenomena are
orel ations wit hou#p.139, meaxing there anego separata hodied pripr2 0 0
to the assemblagBut this is precisely my point: assemblage sounds wrongamtibtatedn

depth anchas unhelpful connotations in demotic vocabulary (being redolent of the assembly

line orassembling furniture).

Sculpting the wrong words into the right ones at lengglems to me exclusionary and
mystifyingi | am trying not to use the word jargdmmersionand mixture immediately sound

like what they mean. This matters in research where embodiment is foregroamdedere

words are used toreunitesoma andliscarnatentellect. That is, demotic intelligibility and
immediate connotations are critical when research hinges on abandonment of abstract
languagingn favour ofplunginginto embodied experienc@/ords $iould triggerand reflect

such experienceith minimal mediation by theory. Further, if bodies areconstructed with
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and inscribed by discourse, we might be careful about inscribing them only with

intellectualised verbiage.

My offering to current discourse here is to suggest the methodological behefiphony and
simplicity of language iraddressingnaterialsthrough embodied practicsincetheoretical
discursionssap available attention for engagement in somatic experience. Mynbatlgan
easily dance into the following statemeritam immersed in an animate world. | am merging
with this chair. | am mixed with everything. | am dissolving into ldwaight also dance into
this one, but not without a herniay task is to discern temporary assemblages of lively matter

cohering through agential intraction.

My aversionto fiddly terminology has a secondationale besidesits unfriendliness to
embodimentaccessibility. Amost every sentence | have written in théxtion and certainly
those in the works abovepuld be met with incredulity by myorking-classparentsThough
there is of course value in specialised languagenwhis necessarin articulating difficult
concepts, think much current ecological performance discoyasgonises in a manner that
has little utility other than restricting its deswination.This seems unwise whehe topic of

debate (the end of the world) needs to be addressed by everyone.

My last intervention in ecological performance discoursel&ed to the above, and it concerns
scriptocentrism (even logocentrism, since orality is not foregrounded in dance). New
materialists such as Har-dwagyuasdvBa&r pdotlkesasr
pp. 178180), partly in reaction to an overemphasis on langaadje during the previous

l inguistic turn; this is intended t7@aThsgi ve n
orientation enables all kinds of analyses of themation of our world through discouraad

power inmutual exchange with agentic material. But for my purposes it risks accomplishing

the exact opposite of its aims, that is, reinstalling alphabetic language as the medium and arbiter

of materialexperiencei a supeicharged linguistic turn. Materiality is here given its due

overwhelmingly through convoluted writing, privileging the discursive in matdrgursive.

The danger is coption of materials by discourse, encouraging a trance in which you can write
about materidtly and believe you are working directly withaterialsrather than sitting at a
desk(an activityinvolving materials but not the ones you are writing aholiteneologising

complexity of current discourse can makes pitfall less obviousBut Smpler ropes such as
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owriting witho6 r acdomtanrasimilarskl owoultd ngr eabenut @wr
a textual gesture of inclusivity towards materials who are not themselves involved in our

discourself we were reallycollaboratingwith them we would not be using human script.

| am proposing @ownside of dismantling dualisms too easily, whicbhdiviousnesf the
power differentials at playVriting is the defaultn humanitiesesearchandwasthedriver of
the linguistic turnwhich is supposedlbeing redresseldy the material turfactualmaterials
were notvery agentic ineither turn). Gone unrecognised, this bias leaves scholars poorly

equipped to give materiality its due.

Dwight Conquergood writes in this connection that

the almost total domination of textualism in the academy makes it difficult to

rethink performance in neBur ocentri c ways e Wh a 't ar e
dematerializing texts as textuality, and disembodying performance as
performativity, and then making these @hstions interchangeable concépts é

Because knowledge in the West is scriptocentric, we need to recuperate from
performance some oppositional force, some resistance to the textual
fundamentalism of the academy

(Magnat, 2022, p. 27)

This concern is part of my rationale for insisting upon bothhmaking in my method, and
consciousness of abstracting (map versus territorfjeorising about practice resulf®xt is
already an abstractidnom embodiedexperience, and analysis ibfintroducesarotherlayer
of separation; unavoidable perhaps, but consciousness of abstracting memesairMeast

cognisanof the procedure

Materialand embodimerdre the conditions in which discourse happansdtheyexceed itA
materiatdiscursive framework for thinking with (to?) theaterialworld is therefore seif
limited to theaspects of itwhich plausibly arebrought into being through material and
discourse togethert tannot account fomany aspects opostdiscursivelife T | do not eat
discursivelyi or for anyof what came before {by postdiscursive | measince theadventof
discour®). The interplay between stuff and langudges no bearing on the formation of the
universe or the emergence of complex,lintailng the irony thatmateriatdiscursive
philosophy is inherently anthropocenttinlessdiscourses definedso broadly thait may as

well meananyform of activity.
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Writing aboutthe world is not the world, and writing abarhbodiedecologicalexperience is

not the experience describd®ather, it is the possiblgmbodied experience of writing. In
beingresolutelypracticecentred my projectoffers a corrective toonfusiors aboutdiscourse

which threaten the reduction of embodied experience to theories about it. Or the kind of mission
creep that leaves no workable distinction between discourse and material. These may be co
constitutive from certain (cosmically recent) angles] axistence itself ultimately monistic

| agree with new materialism and posthumanism hénat as Conquergood suggeskove it

would be just like Western academia to turn concern for the dignity of actual materials into

scriptocentric abstractions about materiality.

TheWorld in theBody in theWorld

Where ecologicgberformancend itsdiscourse describe the wider terrain in which my project

sits, the nascent field of ecosomatics is closer to home, focussing on somatic research into
ecological realisation. As | completed my theSgographies of Us: Ecosomatic Essays and
Practice Pagesvas publ i shed, marking 6the first edit
of ecosomaticsd (Fraleigh ded nRiwheiyc,h 26024 ,i sp
that there is much to be done to gather the ecosomatic approaches goimgother

geogr apdiamdshéevepps omat i cs is a field of83)practi
| will thereforedescribeexamplegrom ecosomatics here and situate my project amongst them,

with the caveat thahorecomprehensivenapping remains to be done.

My first observation is thaBeographies of Udoes not fall prey to the failure to credit ron
Western knowledgeshich besets new materialism. Whilst some of its contributors choose the
language of intraction and assemblage, these are contextualised via whole chapters devoted
to discussion of Native American practices (Wakpa,36-63), and to decoloniaccsomatic
practice by black trans artists (Colemap, §4-74). This suggests that while practicased
researchers are alreamhcorporatingcritical theoryinto their thinking there might be some

benefit in encouraging traffic in the opposite direction.

Herearetwo examplef ecosomatic practice which can be brought into conversation with my
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own. Brittany Laidlaw and Tanja Beer proposeathodwhich shows striking overlap with

mine, and their research declares influence by Body Weather, a somatic practice related to
Butoh in that its founder Min Tanaka was a younger contemporary of, and collaborator with,
Hijikata. ThoughTanakadistinguishes his method from that of Hijikata, many Butoh dancers
(includngmgseek out Body Weather training due to
impact on Tanaka (Tanaka and Ozaki, 2022). Much of the s@iBpresearch | reviewed

similarly holdssome connection to ButahSondra Fraleigh, the editor Gleographies of Us

is herself a noted But oh chapterintthe baokentressron and
Butoh (Weissbach 2024, . 104-10) i bolstering my assertion that such methods are
particularly suitable for embodied ecological practice.

Laidl aw and Beer-6tepprocess eompripedafi t s a five

(1) an open willingness to surrender; (2) whbtaly listening; (3) moving as
one; (4) finding identity through plagraaking; and (5) reverence and gratitude

(Laidlaw and Beer, 2018, g83)

Surrender here may correspond looselgrtgtying and reverence and gratitude accord with

my own practice experience, though | did not explicitly codify them in my model since they

are, for me, effects of practice rather than tools in themselves (see my gnirgagighteen

6Vani shing into Gr ampiyhgsdrergseemdlifficulcooimpossible wi t h
to square with the preservation of external,analytical self. | have not used the notion of
placemaking, butthrough it Laidlaw and Beer recognise that identity, perhaps roughly
synonymous with selfhood, is malleable and can be expanded beyond the skin to implicate the
surrounding environmentdMoving as oné i s explained as Lai dl aw
6synchronicity of movements between herself
and reactingto&c h ot her si multaneousl!l y?o, as wel |l a s
into how my body is earth because all ITife i:

findings regardingynchronicity(discussed in chapter four)

Christine Bellerose, through her doctoral ecosomatics project, proposes a model called

6 mo wtimignkingé, and refers to the inclusion of
in her practice (Bellerose, 2021, p. 224). She also stresses the mopoofaengaging in
ononsenseb6 or 6not making sensed (p. 23) .
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mentored by Sondra Fraleigh. The énibedled | mag|
imaginal work andopening to the surreal ararational in Playing with the Cui one of
Bell erosebs examples is her experiemame of o6d
my explanation for this necessity is that the embodied imagination appearscerned with
rationality or skepticism, and that once the floodgates open by meamgofing(in my case),
a profusion of images and sensations arise whiehbatter approached witievotionthan

circumspection.

Ecosomatics, imy caseand possiblyhat ofBellerosejs a significantly childlike thing to do:

what if | turned into water? What if | merged with this tree? What if | grew tentacles or hatched

from an egg? Such notions can be embodied in surreal ways, and the fruits of this embodiment
are a fundamental shiit selfhoodtowards metamorphosis and entanglement. Tangentially,
Bellerose also objects to theorising her practice through the lens of new materialism and
specifically Bennetrtédgarvdibmagnitt mag edti hail i kimm g
(p. 64). This resonates with my critique of scriptocentrism ab®te. similaritiesdiscussed

between Playing with the Cuthe method of Laidlaw and Beeand Beler o s@m@®v-i n g

t h i n &nfimgebosomatics am appropriate field in which to locate my project.

| will argue for four aspects of myethodwhich are newto ecosomatics. Firstly, Playing with

the Cutemphasiseselfhood. As seen in chaptaro, | ally with the writings of Varela (Varela,
Thompson and Roschl993 and Nagatomo (1992) in as much as they both stress
phenomenology as an enterprise which ought to take account not only of the phenomena
appearing but of the embodiathoto whom they appeailthis expanded phenomenology is

open to malleability and tr anpsréeptionoaselfhamch of t
| have not found this emphasis in other ecosomatic research, though | believe it is latent in
statements such amergéWith pldce $hd dbsovbed hitefeatunes irttocher

identt y6 (Laidlaw and Beer, 2018, p. 296) .

Playing with the Cut is radical in the amount of leeway it affords for the who to transform
thanksto its basis in ButolfandtoHi j i kat aés i njunction to metam
of being a human at all (Centonze, 2018, p.ili@cidentally showing one more precedent for
posthumanism which | have not seen acknowledged. This psychological technique is of course

not my cration, butit underpins my emphasis on labdelfhood This emphasiseems to be

new in ecosomatics houghmy effortsto conrect somatically with what is outside the skin
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are commonn this field my project is distinctn explicitly, and simultaneously, turning the

gaze back towards its own sousrelencouragng selthoodtransformationMy methodis also
distinguished byotbeing positeés a decentring of the human adan exampleWe i ssbachos
discussionof Butoh (2024, p110. This isbecause the human as centre is dispensed with
through emptying so that the issue of concern is fluctuationsaim undefinedrather than

human selfhood.

Secondly, Playing with the Cut resentedas aflexible, cyclical, and overlapping process.

The opening move ismptying(ideally preceded by physical waraps and stretching). After

this, the orientational guidelines around relatingdce phenomenandmanaging intellectual

responses are seen as resources to be employed responsively as dancing unfolds. Each situation
being unique, | am presentimgy methodas anexperimentaprocess which will continually

surprise in its unfolding. This is somewhatofontrast to the model by Laidlaw and Belee,

ecological therapy moddly Jennifer Beauvaisonsidered in chapter one (Beauvais, 2012)
andAnna Dakods o6felt t hi nk iEachyof tmesd it wedamtedoag g 6 ( L
series of steps toe performed in linear order.

Thisflexibility is due torespect for individual differencéseven the samgersorwill respond
differently on different days. It alsgprings frommy focus on selfhood and what | see as a
spectrum of possible selves which may arise through danicohmubt | have exhausted this
spectrumods possi bdifyingtor ever defiing it, bua ininclude®n c o
amalgamatedelf which incorporates material from outs{depansiol, aresonantelf which
maintains difference but encounters material-akdu (resonatind, anda metamorphicself
which leavesthe normal me behinth becone something elsgnetamorphos)s Playing with

the Cut iskept opernto account for the fact that which tifese modes dfelvingwill arise is
unpredictableSelvingis negotiated between the ego and the imagegaringautonomously
from beyond the cut, and my methdvays of relatingo phenomends a map of possible

ways to respond.

A third novety in the context of ecosomatics is my uncompromising stance on thinking. Where
others such as Bellerosethpnkpogé &aBphl adobsgm,
ofelt thinkingé (Dako, 2020), rdsearahmsultsinl | owi n
declaring Playing with the Cut a thoughee activity (I recall a workshop in Germany where

the teacher posted a sign on the door readi |
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referred to this stance throughout as-thimking and as researchhuty-definitely-not
researching, with the intention of pgointing the types of mentatiéntheorising abstracting
conceptualising, analysirigwhich are detrimental to practice. Embodied imaginaisotine
engine and whilsttermsresonate differently for different peopénd| do not know how
Bellerose would definghe termthinking, | have found it valuable and clarifying to designate
it as a barrieand includeno-thinking in my methdl (fig. 29). Emptyingas a process involves

emptying oneself of thought above all.

Lastly, my project is unusual within ecosomatics in presenting three performanceaspdas

of my disseminationrAlmostall the ecosomatiesearch encountered was presented textually,
and sometimes photographically. Textual descriptions of practice often resemble my own
journals: phenomenological narratives of dances already perforifigd.is an appropriate
mode of conveying thd a n cietern@lsexperience to the reader. Bext aboutecasomatics

is abstractiorfrevealed by the wordbout) andl do not see whyhe fieldshould confine itself

to written disseminatiorsincethis further entrenches scriptocentrisinshare theuneaseof

many dancers have spoken to over the yeaegardingfiimed performanceshe nagging
feeling that something essential refuses to translate into pixelsid&at nonetheless shows a
simulacrum ofa dancing bodyn much higher resolution and specificttyan can be achieved

through writing.

There are sometimes excellent reasons for omitting direct evidence of pr@etesuchis
ethnographicrefusal explained byAlex Zahara (cited inTr i a Bl u Wakpabs ¢

Geographies of Us)

AEt hnographic refusal i s a practice by
participants together decide not to make particular information available for use

within the academy. Its purpose is not to bury information, but to ensure that
communities are ableters pond to i ssues on their own
Native people view Indigenous dance as sacred knowledge, they may regard

writing about such practices as controversial if not also disrespectful.
Additionally, writing about these practices may unwittingigntribute to
culturalappropriation.

(Wakpa, 2024 pp. 32-43)

This does not apply to my practice however,todhat of many other researchers since we are

alreadyensconceth Western discoursepursuing hybrid practiceandnot entrusted with the
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safekeeping of traditional knowledg&mbodiedcommunicatiorthrough live performance or
its proxy on videseems to me crucial preventingthedismantlingof ecosomatic experience

into sentenceabout it.

My own methods oémbodied communicatiom this projectareidiosyncraticand inflected

by my nondanceaptitudes musical underpinningthatenrich the world being presented, and
dramaturgiesvhich contextualise anénhancehe communicability of the selfhosdeing
exhibited. Theseselfhoodsare manifold anadonfrontdiverse themes and issues across my
threeperformancesl have never been so conceptual an artist as to wish to demonstrate one
thing to an audiengeandPlaying with the Cuts presentedbothas ageneratoof ecological
selfhoods anthe producer of gaze through which themes mayexg@lored My performances

do not seeko present faultless expertise aoffen displaymy struggle with aculturally
conditionedskin-self as it encounters prompts to expahiis positions me on both sides of
the veil: by tirns trapped in individualism and transcendingih o w,  dneeané&xposing | |
my ineptitudes as a dancand broken Buddhand itmeanssurmounting the suspicion that
filming robs my dancingof something undefinabléBut it is the closest to avartsandall
dissemination oMy practice ass possble whenperformancen persons not an optionand

it offers the considerable advantageepeated viewingwvhich allowsmy performances to be

analysed and validated by myself and others.

Mine and notmine

| will close this chapter witlan acknowledgemertirandishingan objectionMy status here is
as arartistresearcher extending methods whose basis is widely employstdrartists.My
friend and teacheAtsushi Takenouchs an excellent exampld@akenouchi and Frank, 2021),
andcould argue for his worlof many decadeas pioneeringecosomaticgn-performanceor
indeed a precursor to new materialism and posthumawiere it to be conducted in an
academic contextle avoids verbiagel have seen hinexplain his dancing bghating with
stonesabout deep time, ventriloquisingpeir responsg in a manner that provokes belly
laughter rather than chiscratchingBut Takenouchi immediately corrects anyone referring to

him as master or sensei, insistingthath®is | vy a chil d of Butoho.

A 12¢



Chapter Fiveils Embodied Experience Discursive?

The perils of overstating newneasd originalityhave been considered already, and | am after

all buildingupon somatic anghilosophicakendeavoursome of which (Indigenous animisms,
Buddhism)arehundreds or thousands of years @avenmy theme of ecological selfhood, it
seems appropriate that I ask you to imagin
contribution and 6émy®6 Immtirhtutd,uncomfortabtesith thehas pr
obligation to declare aniqueaddition to knowledge angrogresgwhose knowledge? Whose
progress?)l have no firm suggestion for an alternatfv@ming ofinstitutional research, but |

think it should be up for discussion.

Allow me to undermineMySelf by offering the CosmosAncestorsSun-PlantsQuarksand
Shrimp ther unknowable majority share ofcredit and blamefor édny6 contribution If
ecological selfhood is to mean anything it must involge®auine, ontologicaleckoning with

individualismwhich is permissible to state at every turamnot-two.
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Conclusion:

Conclusiont A Shell Cracking Open, Sometimes Messily

The individualism defining Western conceptsf the humanreachs its apotheosiswith
neoliberalconsumesm the skirboundself which is in it for itselfand in competition with
what is not itself.By a curious coincidencéoerhaps) this ideology of the self has been
perfectedust in time for the arrival of the Anthropocene, wheoascadingecologicalcrises
showthat neoliberabrthodoxycannotbe maintainedfor much longeif humanity hopes to

survive

Happily, individualismis just one of many ways wonceive of selfhoodAs seen in chapter
one, biologynow positsmore accurate alternatives such as Lynn Marghligobiont i an
entangled contextdependenbeing which includes all the species living in and around it
(Guerrero, Margulis, and Berlanga, 2018Jestern ecophilosophies such as deep ecology,
posthumanism, andew materialisnoffer ways to view the self asntologically equato and
entangledvith other beings and species, and4maimans as t@l and valuableBuddhism and
Indigenous animismbave been here all along, waiting to be notiddtof these profferthe
possibility of selfhood which, rather tharheraldinga demotion for humansnay insteade
joyous good newsSeparation is over! We can cease to be lgrestybattled skirbags and
recognise the ecological interdependence and interbeinpakeatlways been ourondition

(andthatof every entity whatsoever).

These two concerns the transgressable nature of the dk@und self, and the mounting
Anthroposcenicconsequences of natansgressingt 1 lie at the core of this projecMy
principle research questidms beenhow can an embodied practice generate and express
realisations of ecological selfhoodhis reflectsmy desire to methodise experiences | have
had since | began training in Butoh dance i©20and to articulateéhe strategies which

inculcate ecological setfansformation and allowtss communication to others.

My methodologyhas been temploy Butokderived dance to research tgeneration of
ecological selfhoodransformation andhone the most promising strategi€ata from this
activity was collected through my technique of researchigefinitely-notresearching,

which was my means of navigating my secondary question: howsgah a practice be
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researched without the trappings of research themselves becoming a hindféece?
resear c hwas ldasished &amepractice sessi@ml reinstated afterwards as | used
phenomenological journalling teapture my experiencedhe expression of ecological
selfhoods was researched through the creation of my three performahideg Dance, My
Whole Face Sort of Fell OffndExcuse Me | am ExpandinBata for this was collected by
repeated viewings of the performanc€sllation and analysis of my data for both activities
was conducted througlrounded theorycoding salienfeaturesso thatthe keyaspects and
interactions between them could be sdéme results of this werehecked against my embodied
experience of the research dorrectfor the alstracted and reductive nature of the coding

process.

My articulation of anew methodis based othis methoalogy and informed bya conceptual
frameworkgleaned from mygontextual review. Emmanuelle Coc¢2019)provided me with

an ontology bypositing existence as based immersionand mixture, a description which

coheres with the workl find myself dancing irthrough practiceT hi ch Nhat Hanads
interbeing(2017)gave me a way to articulate teense in whiclall entities are necessary to

each other, appearing as a total cosmic pidtukehich everyone implies everyone else; this

is an extension of the modynamically apparenhterdependencéhe manner in which beings

exist through constant material exchange with each ditegenori Nagatomdds r evi si on
phenomenology offered the concept of thabjectbody (1992, p. 5) which names the
phenomenological experience athangingwhowhich expand beyond the skithatis basic

to embodied ecological selfhoodobin WallKimmererand Martin Bubeiarticulated useful
orientations towards otherhood in practitee former by dignifying albeingsas persons
(Kimmerer, 2013, p. 385)and the latter bgistinguishing between an instrumentalist §aze

towards others, and a relationally sacrdthbu (Buber, 1958)Finally, James Hillman named

the cut, the demarcation between self and seff which forms the essential focus of my

research in this proje¢t995, p xix).

So how can | adjusthe cut between me and eveng else? How can | access ecological
selfhood that feel transformational rather than merely conceparaihow can | shar¢ghem

with others? Playing with the Cut is my answer, a method for trying on different selves through
dance, and communicating this by direct embodied reson@heekeys to the method are
emptyinganddevotion afreeingof the bodymind from habitualel-conceptsand discourse

(no-thinking), and an orientation towards tlgensequently arisingore phenomenthat is
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based in love and willingness tdechangedhroughrelationswith them.The itual creation
of a vesselaids this process byninimising interference from hamperinghysical and
psychological influencedWVith theseessentialsadopted the practitionenis immersed in an
experimental process stlvingwhich is negotiated between thego and the images arising

from outside it. They are playing with their cut.

Expressing the manifold ecological selfhooithsis generatedinheres in thesimple but
challenging act of showing them, rather than explaining them, to an audiéngenode of

danceis nonrepresentational and relies on resonatioe capacity of beings to be moved and
informed without mimesis or semiotics based i n attendance to on
state Expression can be enhanced through other meskibgnd speech, video, lighting, music,

editing) and through location and scenography, all of which provide waystdandsituate

the dancing bodymingh relation toits audience.

The main insight producetly Playing with the Cuis that selfhood can be pliable and
contextual: skifroound when a tiger is chasing, plaséted in the face of ecological crisis. The
core of unfolding practice is embodigdaginal rather than thoughtised.This keepsthe
process grounded in the soma and serisesssed on the territory rather than a map of it, and
this factor is what makes ecologicsglfhood realisations transformationahgtamorphiy

rather than merely conceptual.

| have located my project within the fields of Butoh studies, ecological performance, ecological
performance discourse, and ecosomatits. Butoh studiesmy method contributesan

adaptation ofthis dance form for the specific challenge of navigating the Anthropocene,
focussed on undoing neoliberal individualismexposure to incompatible states of ecological
selfhood.To ecologicalperformancePlaying with the Cut offers an unambiguous aimd the

means to achieve it: the cultivation and performance sgfme ofexperiences of ecological

selfhood. Ecological performance discourse addr es s ed t &dvocasypoha my pr
more diverse philosophical base than the predominant new materialism and posthu@snism

well as the preceding ecocritical approaches which privileged theories of mimesis and
representation)Analyses of agengycomplicated jargarand a somewhat hermetically sealed
Eurocentric view are chal | altematicks ilbthe shape opr o e
selfemptying,animist image relatins, and a wider cultural context whiabknowledges the

nonWestern and forgotteWestern philosophieshich have long had answers to the problem

A 13C



Conclusion:

of neoliberal deadenismAnd Playing with the Cutcontributes to ecosomatics by
foregrounding labile selfhooahd revision of what constituteshiamanbeing as key concerns.

It also shows the value of flexibility iguidelines for ecosomatic exploration so that the
unpredictable outcomesharent in it can be enfolded in the process, as well as cautioning
against abstraction advocating nahinking. Lastly, my projectcontributes to ecosomatics a
process which is shovwon videain its own right rather tharecounted through tekian already

dominant researctmediun to which embodiegbracticecan offer acounterbalancing redress.

Regardinghe limitations of this project am part of a cohort of researchers with strange

luck of pursuinga doctorate amidst a global pandemic. This circumstance resultetuitous

shifts for me, such as the imperative to develop my film making practice in lieu of performance
for live audiences. But | cannot escape the co€i@Y¥ID in limiting my scope Thetwo main
casualties wereesearch into the efficacy of Playing with the Cut on bodies other than my own,
andmy portf ol i dobexammersetlgoaightvided anlycannot pretend there is no

loss inswapping live presence fordeo editing.

| had intended to conduct workshopih structuredoarticipant feedback so that the effects of

my methodon othes could be studied. Social distancing and building closures made this
impossible. Secondlylanning for performances &hrimp Dancavascompromisedince it

was not clear if Edinburgh Festival Fringe would be going ahead in 2022 until quite late in the
day. As a resulthere was no tim&o arrange examined live performanc&sother limitation

which may have arisen regardless of COVID due to time constraints is that | have not made a
gualitative study of the receptionmily performances by audiendethis means my confidence

in thar impactful expression restgponmy years of performance experience and the feedback

| have receivedrather than in data | can validate here.

Two further limitations inherent ilTmy method bear mentioning. Firstlyts inclusion of

expertiseis an @knowledgement that prior somatic trainipgovides the practitioner with
increasedluency in Playing with the Cut.do not see this as a requiremdnttsimply afactor

which may restricthemet hoddbés accessibility suhthihngse wh
previously. Secondlythe risks identified ashibitors (isolationand capacity point towards

care needed aroumdental and emotional health when engadimgmethod. This relates back

to expertisan that there may be a case for the presence of a facilitator when new participants

areexploring it.
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These lacunae point towarfistherresearctio be pursued believe | have hit on a novel entry
point to embodied ecological selfhoatth the radial body exercise explored in my pi#¢éieh
Your Eyes Closedrhis was inspired by mixing my Butoh practice with the articulation of a
O0s ubbjoedcytdé by Nagat olheoexelcide®odl@ be upedas ab accessible
introductionfor more nuancedorkshops with diverse participants through which a qualitative
study of experiences of ecological selfhamaild be conducted. Combining this with a study
of audience experiences of performances would shed light ontlhese techniques can be
made maximally accessibland how far audiences find their sprception sift through

embodiedesonance.

A relatedproject would be to researaty methodhrough the lenssof demographidifference

and personal specificityhich | havdargelyavoided here. This would be timely for me in that
my PhD coincided with the upending of my own skimund sense of self through diagnoses
of ComplexPost Traumatic Stress Disorder, ADH&nd possible autism. | woulike to
researchhow Playing with the Cut can be neurodivergnce trauma and otherwise
intersectionallysensitive so thaty tools foraccessingecological selfhood can take account
of differing lifeworlds and experience§uch issues are something of a gap for Butoh generally
and addressing them cowddsist its contribution ofital resources for Anthropocetiging to

as wide a demographic as possible.

A final avenue for research the notion of ecological selfhood as gaze. Twés evident
throughout the performances in my Practice Wdskee chapter fouryvherethe core practice

of emptyinganddevotionproducel a sense of self which has a particular orientation towards
the world around itlt was brought to bear omental health inShrimp Dance on mass
extinction inMy Whole Face Sort of Fell Of§nd on ancestry and cultural displacement in
Excuse Me | am Expandinghis gazeled to my approaching these topics relatlbhand
empathetially, seeking connections and macmnalyses of them across species and
generational boundaries a way that felt so natural as to be inevitable givenettganded
selfhood from which | was viewing thefurtherresearclis needednto thenovel perspectives

an ecologically expanded self camontribute to the myriad problems attendant to the

Anthropocene.

As it stands, the audience for my projextludes dancers, performance artists, visual artists,

A 132



Conclusion:

musicians, writers, therapists, and those with congruent somatic and spiritual practices and an
interest in changing perceptions around ecological colldfsese are the demographics who
have been attending myreaming Bodyworkshops for the last decade, in Scotland and
internationally.Though Playing with the Cut is new knowledge produced through my PhD, its
seeds already exedin my workshops and | haveegood indication of the crosBsciplinary

audience who will be drawn to it.

| hope the project wilblsobe useful within academia in influencing other artist researchers
focussed on ecology. The fact that my model is a clear and flexible guide to embodied art
making around ecology makes it unusual, and | hepehresearchersvill employ it as a
template or handail for their own explorationAnd my choice to pursue my doctorate through

a 50/50 split of practice angriting reflects my desire for an audience within theoretical
domains specifically ecological performance disceerAs argued in chapter five féel this

field is currently too narrow. There is also something of away traffic such that artists
follow theorists unduly, limiting their work byonceptualisingit through aselect few
philosophical frameworkdMy project shows, | hope, that those with embodied art practices

havedistinct, valuablgerspectives which theoristanbenefit from considering.

Playing with the Cuts my contribution to knowledge, amdn be encapsulated as follows. In
animmersed world, an individualised human performs a ritual. Circumscribing time (now) and
space (here), they empty themselves of themselves, casting thought to the wind. The human
with its skincut between me and note is offered on the altar of ecologi@atention, and the
bodymind as a vehicle for expansion. Embodiedly, they wait. Imaginatively, phenomena
appear, and devotionally they address them: | to Thou, person to person. They are willing to be
changed by what they encounter, to absorb and be ausdnba dancing of the total self they
resonate, merge, expand, and metamorphose by a process that is fundamentally mysterious.
Through it, they are altered and experience avoed as fluid interplay, leaking and seething,
paradoxical and alive. Ecolagil selfhood, the embodianhaginal realisation of interbeing.
Different every time, the import is nonetheless consistent: | am involved with everyone, and if

| hope to love myself | had better love you too. | am.you
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PostScript: The Tree at the Bus Stop

I amborn in 198Qwith noinstruction manual. In utero my dependeigipotal and onesided

and| give little back to my mother as she nougsime. Postpartumthe situation scarcely

change: my needsrecatered tomy excretionsuttled out of sightThe selhood! form likely

resemblest h e n ar c-cosssmirgdt |i@fmeolideellcdnsumerism (Kanner and Gomes,
1995,p77) , or what Freud called 6His Majesty t he
p. 21).My powers seerto growover the yearsallowing my skirboundmeto instrumentalie

more ofwhatlies beyond it.

Behind the sceneshe matrix in which lamimmersed continugeto circulate its bounty
oxygen for carbon dioxide, flowers for mulch. If it stppmy pretension®f agencywill
immediately fall aparBut neoliberalsmi forty-four years later still the only ideology have
goverredthe society in which | livé is on hand to guidéhedevelopment oy strangeskin-
bag self. | am tobe a consumer;a hard worker whose hard woidignifies the continual
provisionof stuff | will not know how mosbf it works or where itcomesfrom. But the stuff

will be mine, a garland of my me.

| remember persistent childhood experiences such as the following: | am standing at the bus
stop, waiting to go to school. I do not know the proper name for the tree next to me, but when
| turn towards it, ispeaksThelanguage is a resonance, a numinous declaration of life and a
shimmering address to my embodied consciousness. | feel that what the tree is, | am too. | feel
my boundaries soften as life transgresses my skin and the bark of the tree, intermingling us.
Themetree gestalt ian experiencea suchness requiring no validating theory or mediation by
thought. | knowthe way | am relatings somehow tabad tell no onefile it awaywith other
mysterieswhich have no place in the languages of home or schtedrn these languages as

best | can
Years latergxploringritual, Buddhism, indigenousosmologiesand animism, | realise there

areotherswho know my secret: | do not stop at my skin. Even more: my imagination is not all

in my headbut profoundlyshagsmy perception of everything around nidind poets who
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know what | know William B | a k As@he Eyé Such the Obje& Erdman, 1988, p. 635
Walt Wh i t m&or évery atom belonging to me as good belaieggow (Whitman and
Karbenier,ed.,2004, p.78). Butoh provides a frameworkor exploringthis territorythrough
the body gifting me back my childhoody the time | encounter it | am aware of tharthd s
disarray anddandng throughthe following years | hegrhrasedike climate changeecocide,
andAnthropocene more frequentk.mixture of despair and vindicatiGrdespair at the havoc
and pain humans are wreaking, vindication thatyoyngerexperiences seem to have been

valid after all.

Beneath myconsumed ssolation,l aminvolved withall thingsi not because they amine

but because they angarts of my self as | of theirsThe Anthropocene shows me thideel

solidarity bornof embodied immersiomf sel-Fmetamorphosisather thathes e | f 6 s cal cul
or moral injunctiongwhich for meonly ever produce gu)itl wonderif we have the heart to

redefine ourselves, even at this late st&@pdf-interestassolidarity, altruism as self-carei

given a wide enough cut between me andmetl think about the tree at the bus stop.
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