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Space	 Cadet	 investigates	 black	 and	 Asian	 women's	 slippery	 presence	 in	 performance	 through

collaboratively	devised	solos.	I	am	interested	in	the	(in)visibility	of	lived	experience	and	am	curious	about

the	 residues	 of	 subjugation	 and	 erasure	 in	 the	 body.	 Through	 this	 process,	 I	 am	 working	 to	 activate	 a

methodology	 of	 kinetic	 imagination	 that	 might	 serve	 in	 re-orienting	 marginalized	 and	 oppressed	 bodies

towards	new	possible	 futures:	 I	am	seeking	 to	activate	 the	body	as	a	 living	and	reflexive	archive	and	a

futuring	 medium.	 How	 might	 we	 consciously	 and	 strategically	 tap	 into	 our	 kinesthetically	 stored	 and

sensation-based	 memories	 and	 present	 realities	 and	 allow	 them	 to	 be	 generative	 in	 our	 making?	 How

might	we	support	each	other	in	a	practice	of	re-visioning,	orienting	the	knowledge	stored	within	our	bodies

toward	 futures	 that	 serve	 ours	 and	 our	 communities'	 greatest	 good?	 How	 can	 I	 position	 embodied

knowledge	as	a	primary	source?	Considering	 the	 institution	of	academia's	history	of	disavowal	of	black

performance	 traditions,	 and	 the	 reality	 that	 this	 work	 was	 created	 and	 produced	 within	 that	 same

container,	 I	 intervene	 to	 ask	 the	 question:	 how	 might	 I	 return	 to	 the	 centrality	 of	 the	 body	 and	 its

communities’	sites	of	knowledge,	situating	theory	as	a	means	to	affirm	and	name	practice?	
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All	this	energy	that	I	had	sometimes	locked	up	or	ignored	during	quarantine	was	being	released	during	this

semester's	process.	At	first	it	was	mostly	energy	but	as	the	process	went	on,	I	went	from	a	raging	whirlpool	of

emotions	to	a	river	flowing	in	a	backyard.	

I	emphasized	playfulness,	breath,	and	ritual.	I	especially	felt	close	to	the	word,	breath.	I	think	breathing	is	a	piece	of

living	evidence	that	proves	that	one	is	existing;	however,	we	tend	to	take	granted	of	breath.	As	a	Chinese	woman	in

this	current	society,	I	constantly	need	to	remind	myself	to	breathe	so	I	don’t	fall	into	the	rabbit	hole	of	this	crazy

world.	At	the	same	time,	I	need	the	breath	to	remind	me	of	being	living.	As	a	dancer,	I	need	the	breath	to	balance

my	body	where	I	don’t	push	myself	to	the	edge	where	I	would	get	consumed	by	the	industry.	As	for	myself,	I	need

the	breath	to	calm	my	mind	every	second.	

I	have	not	seen	the	work,	and	I	don't	think	I	will	ever	be	able	to	see	it.	My	role	as	a	performer	within	the	work	places

me	at	a	beautiful	disadvantage.	My	proximity	to	the	material	means	that	I	know	it	deep	in	my	body	and	from	the

vantage	point	of	an	active	participant,	but	I	can't	step	over	to	the	opposite	side	of	that	fourth	wall,	where	the

spectator	sits.	

I	could	not	forget	the	feeling	of	where	three	bodies	exist	in	the	same	space	but	at	different	times.	There	was	an

invisible	connection	between	three	bodies	and	three	solos.	It	was	a	moment	I	wish	could	last	forever.	I	felt	a

community	was	created,	and	a	ritual	was	held	during	the	three	solos.	

How	can	I	do	that	with	the	discussion	we	had	the	first	time,	how	can	I	change	things	that	I	have	done	in	the	past,

what	new	emotions	can	I	explore.	I	still	had	more	in-depth	questions	for	myself	even	up	to	the	opening	of	the	show

and	I	had	more	after	I	was	finished.	I	would	like	to	continue	to	think	about	space	under	your	pelvis.	I	feel	like	that

would	be	interesting	to	continue	to	explore.	

The	beauty	of	this	work	is	that	it	continues	to	vibrate,	even	in	its	completion.	It	has	legs	that	extend	beyond	just	a

creative	practice	and	has	extended	into	a	life	practice,	encouraging	curious	and	compassionate	introspection	and

deep	practices	of	listening	and	seeing	with	the	sole	purpose	of	bearing	witness	to	another	human	being.	It	is	difficult

to	reflect	when	the	work	has	not	ended	but	rather	shifted	into	another	form	that	will	no	doubt	continue	to	shift	and

morph	as	time	treks	on.	As	I	close	this	current	iteration	of	the	work,	the	edges	have	made	themselves	more	apparent,

but	not	in	ways	that	I	can	give	language	to	yet.	They	are	settling	into	my	skin	and	bones	and	patiently	waiting	to	be

attended	to,	hopefully	in	a	studio	and	hopefully	in	the	presence	of	fellow	space	cadets.		
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