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Précis

By experimenting with the improvisational tools of dance, one can begin to understand how to rectify
trauma in the body. The black body is central to the work presented. This work studies historical oppression and
its manifestations. Here the black body is portrayed as a site of research and liberation. The black body once in
service is always in service of having provided the labor that has built and continues to build the foundations and
expansion of this country. My research in literature, writing and improvisation permits this black body to mani-
fest as a site and source for persisting and insisting through the hold of colonialism.

This repository examines the pertinence of putting energy back into the earth to confront trauma. To em-
brace the practice of ecological restoration it would take demanding a humanitarian and ecosophical revolution.
Thinking of this catalogue and book as a devices helps send the reader in many directions. Sending the reader
to me, to references, to the biographical, to material, and to dance is about encounter. Dance is about encounter.
This research examines how this black body encounters dance, how dance encounters this body while being in
conversation with other dancing bodies. Dance can explain more than physicality as it can model ways to dis-
rupt, dismantle and destroy regularly understood systems of oppression. This book can be read in multiple ways
which demonstrates my thinking that is circular, non linear, associative, and abundant. Here’s to responsibly
celebrating and sharing the geographical, ecological, and the biographical.
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T0 MEET ME
SEE PAGE PAGE 23
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emergence of lines s OftCl;l ambiguous. Which one comes first? I have always

been struck by the phrase “a path well trodden.” A path is made by the repeti-

tion of the event of the ground “being trodden” upon. We can sce the path asa

trace of past journeys. The path is made out of footprints—traces of feet that

“tread” and that in “treading” create a line on the ground. When people stop
treading the path may disappear. And when we see the line of the path before
us, we tend to walk upon it, as a path “clears” the way. So we walk on the path
asitis before us, but it is only before us as an effect of being walked upon. A
paradox of the footprint emerges. Lines are both created by being followed
and are followed by being created. The lines that direct us, as lines of thought
as wcll s lines of motion, are jn this way performative: they depend on the
:::::;:Z :i:::::f::tdoz:enﬁon.s,. of routes and paths taken, but the.y ar.e
052y that we find our v, s repetition. To say that lines are performative 15
3y and we know which direction we face only as an

effect of A .
work, which is ofte, hidden from view. So in following the directions,

I arrif'c, asifby magic.
PIGE?
the

of bodily action, that makes it a useful resource for feminism (1997a: 406).
What bodies “tend to do” are effects of histories rather than being originary.
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We could say that history “happens” in the very repetition of gestures,

| Repetitive strain injury (rs1) can be understood as the effect of such repe-

tition: we repeat some actions, sometimes over and over again, and this is

partly about the nature of the work we might do. Our body takes the shape of
this repetition; we ge# stuck in certain alignments as an effect of this work. For

instance, my right ring finger has acquired the shape of its own work: the
constant use of a pen, in writing, has created a lump, which is the shape that is
shaped by the work of this repetition; my finger almost looks “as if” it has the
shape of a pen as an impression upon it. The object on which and through
which I work hence leaves its impression: the action, as intending, as well as
tending toward the object, shapes my body in this way and that. The work of

repetition is not neutral work; it orients the body in some

ways rather than others.
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something other than the reproduction of the facts of the matter happens;

o . - lines to
hope that reproduction fails i the hope for new impressions, for new
emerge, new objects, or even new bodies,

this table. The “new” would not involve

for bodies to arrive in spaces where they

. d
which gather, in gathering “Zu:d
the loss of the background. Indecd,

are not already at home, where tl;z
. i . . r
are not “in place,” involves hard work; indeed, it involves painstaking labo

b e ) - ved, s

bodies to inhabit spaces that do ot extend their shape. Having mv?d’ : o
bodies in turp might acquire ney shapes. And spaces in turn acquirc !'lblc
bodies. So, yes, we should celebrate gycly arrivals. The “new” is what is PO

. . us
When whatis behjng U8, our background, does not simply ground us of keep

+n place, but allows us to move and allows us to follow something other than
l:]: Pl'me; that we have already taken. Yes, women philosophers do gather and
¢ . % ; . ' )
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On Blackness and Being
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I have been put off for a while at the overuse of the worg
“rigger”—1 think too often people use it when )

annoyed or offended or something less viscera] t?hc:nn::gn

gered. Inside that sense of overuse, I am simultaneously glad
that people are finding ways to say, in real time, “something | 1

happening right now isn’t rightfor me.”
W

s of Feeling Good

red by adrienne maree brown

PRIZe

v/
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What I do know is that triggers can look like CX“;":C
and overt responses, but they can also make us freez fc nl:
us very quiet, steal no from our mouths, keep U o .
being clear about what we want and don’t want, and causc
confusion afterward. We are socialized to swallow € t:i?a
reactions, to be pleasant instead of present. SO here

e o 1 , of
few tips for .wha'tT‘b“:‘c’!B*if'you‘:ﬁndyaunsclffﬁgg“ed
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™ In advertising, many choreographers and performers are not celebrities.
Consequently, they typically remain nameless, hired bodies whose creative
contributions go largely unrecognized outside of the industry. While adver-
tising agencies house contracts and detailed production credits, information
regarding performers and choreographers is often not released to the public.
Press releases, news stories, and archives do not typically record the names of
| performers—this practice is true for both dancers and actors—and they only
| Sometimes identify choreographers. Credits go to production and celebrities.
Thus, advertising primarily promotes the authorial presence and recognition

consuming

d

CHOREOGRAP
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b E-l? directors, ad agencies, and production companies.
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New York Times Best Seller

™ 1 -

advocate and activist Jaan Whitehead warns: “The relationship of language to iden-

tity is one of our least appreciated issues. Language is always more powerful than it
seems in everyday life. It expresses our view of ourselves, but it also constitutes that
view. We can only talk about ourselves in the language we have available. If that

language is rich, it illuminates us. But if it is narrow or restricted, it represses and

Rl cw
b

DANLE = LA
i) &l

1 conceals us. If we do not have language that describes what we believe ourselves to

be or what we want to be, we risk being defined in someone else’s terms.”

gions are danced religions: It makes good sense that we use our ordinary

ph‘xs_igal bodies as a means to transport us to extraordinary flights of the spirit. In R

“ ” L | 1 1 O

' gtten and Gathered by adrienne maree brown
. P15
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Why was it that the white world loved the culture but disdained its creators —
loved black dance but oppressed/repressed the black dancer, the black dancing
body?

The only answer I have found to this question is the ongoing power of

racism and its perpetual grip on world consciousness. The sobering reality is that

racism today is rearing its head in new and more complex ways at the same time
that theories of race are facing extinction at the hands of academic scholarship.
Cultural scholar Kwame Anthony Appiah “has called for an abandonment of the
very concept of race, arguing that it is a biologically meaningless term that con-
. fuses socially constructed descent systems and prejudice with biological hered-
ity.”! There is enough variation within any ethnic group to make the theory

e worthless. Likewise, there are enough examples of similarities acrosw ethnic
| groupsto further debunk any racialized genetic theory. Why? Because there are
| 10 “pure” types—no races, as such. Europeans, Africans, Asians—we are all
; mixed bloods, mixed “races.”” Race is not a biological imperative but a social
| construct convenient for purposes of classification and differentiation. The varia-

tlf)fls that gene theory is finding in humankind do not fall within the old racial di-
] vxs10ns; Clearl_y,

att . .
titudes, not race, We need to apply genetic theory from a different perspective,

to utilize j¢ from a non-

we need to address peoples in terms of context, culture, and

racialized starting point.

: In spite of scientific findings, many people still buy into the old ways of think-

ng, T
8 Butso goes the world: now over a century after Einstein’s groundbreakmg dis-

_Coven, . . :
~ ¢S we still perceive the world in Newtonian terms. On the one hand, some

: : G T ﬂﬂ
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3 Limitrophies of the humap A
Monstrous nature, thingly life E

and the wild anima]

| N

Monstrous Nature. Or we could just say: Nature. Both would mean the

same. For isn’t this what nature truly is; anti-natural

Deleuze and Guattari remind us, “illicit unions” and « ;;2:2;:;23;0’3::5 As B‘%
“the only way Nature operates—against itself” (1 587?2’45‘,‘242). Or'ia't}:e L

against a certain image of itself. Which, at least in the history of Wester:;

dance, has sided the human with the unnatural. Thoinot Arbeau (1519-1595). h

Jean-Georges Noverre (1727-1810), Carlo Blasis (1797-1878), Isadora
Duncan (1877-1927), Rudolph von Laban (1879-1958), Martha Graham !
1894-1991), and the dance critic John Martin (1893-1985)—from all [
of them we see the same line of argument unfolding, about the human as
anti-natural entity, as the paradigmatic emblem of a being that has lost its "' 4 U
nature.! The human has been imaged by Western dance’s hestiary as that ¢
animal that is not quite an animal, forever striving to find its lost (natural) - | ¢t
grace—through endless efforts of discipline. I ¥ 174

In this sense, dance’s understanding of the human only reflects a wider vc2f-
cultural-historical foundation. If, as Jacques Derrida reminds us in his four
essays on animality, a whole anthropo-philosophical and onto-theological
tradition in the West asserts that “the human order is distinguished from
nature,” this distinctiveness derives from “an i,mperfecti;_m3 because of an I nY
originary lack or defect (défaut) in man, who has,” paradoxically, “received
speech and technics only inasmuch as he lacks something” (l')emda.and
Mallet 2008: 122). That “something” the human animal lacks is, precisely,
nature as its nature.? In this “lack or defect,” in this loss, the art of da"‘?le_ i
Western modernity has functioned as a pedagogical-medical remeds; a ¢t
cal as well as an aesthetic discipline whose goal is to th,l..E h‘-’ma;l'tx-fs%ry
165 lost nature, In this qumince is plagued by the rea['z_a“oln t ?: lDanCC Pl
Practice reveals the ultimate impossibility of any remedial ¢ ostcﬁifg?he Jl‘”’
'mains all too human. Every one of its steps, even when flpﬁ:::] e from 1M
aMmal, ends up retracing the boundary that severs It afn:ii eict;tual im;;erfec-
ex"ca.s h.umame’s own denatured nature. It - animal, called “limitre-

» °€1n What Derrida, writing on the non-human anifees which vantage

b . i ing from
" series of experiments on “the bordercrossing

ee brown
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) that TUIC dUTtros= T u\.lal-5exllal
virtue) establish . Racial c. .
entation. Racial positioni

domination and measurable docum p Ngs—of the

auctioneer, the buyers, the onlookers, the enslaved—hold St.eady this dog. A
ination through the gaze, the exchange of money, anfi bodily evalyag; i,

While the authenticity of stories about the Green Hill auction block have
“not been documented,” seeing and engaging with geographies of captiy- E
ity, human sale, and dehumanization render the auction block much More
than a well-constructed stone object. Engaging with the materiality of the

S

-

\tmlt[}]x telling spatial ¢ d Harrier J.aCObS helps
think about this, black women ha.ve always had a meanmgfu! r‘elatiOn_
ship with geography. In addition to important coptempor'ary feminist s,
ies and their interruption in white Euro-American social theories, black
women's lives are underwritten by ongoing and innovative spatial prac.
tices that have always occurred, not on the margins, but right in the mid-
dle of our historically present landscape. Marlene Nourbese Philip makes
this ongoing geographic relationship very clear when she sites the space
CHORE O between the legs as a location through which the material New World is
OV WIATAR| socially and materially produced. But we can see this elsewhere. There are
other maps and other “non-hooksian” geopolitical strategies. In addition

onsequences. Second, an

COLLEEN T. DUNAGAN @@1]5
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traditional geographic arrangements, Black women’s geographies stil] re

on those “not-quite” spaces and the “different stories” of displacemen t\t
but this a workable and “insurgent” geography, which is produced in tan.
dem with practices of domination.)While “Mama’s Baby, Papa’s Mayh
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New York Times Best Seller
*

FOR ALL BLACK PEOPLE WHO, STILL,

INSIST LIFE AND BEING INTO THE WAKE.

Phenome

L E A
* URE
¥ &

Those of us who teach, write, and think about slavery and its after-
lives encounter myriad silences and ruptures in time, space, history,
ethics, research, and method as we do our work. Again and again schol-
ars of slavery face absences in the archives as we attempt to find “the
e buried beneath” (Spillers 2003b) the accumulated erasures,
Projections, fabulations, and misnamings. There are, I think, specific
rl’:)'s tclllgt B1a<5k~ scholars of slavery get weMarﬁal truths of

e archuves while trying to make sense of their silences, absences, and

o | m d - their s nces
R ool dis/ap pearance. The methods most readily available to us

S ey v:enl:txersfh(;ftt?numes: force usinto positions that run counter towhat
3 P | 4 is,

: w8 isgained from 0ur°s‘fu§1'10wledge, of slavery and Black being in slavery

P 216 gained through the kin 1€s, yes, but also in excess of those studies;* it1S

al;ls“m.c k‘nowledge from and of the everyday, fro™
® Sittingin the room with history.”? We are &

. ; | SLINUARLINUIDY !
:\.

a
| torical and ongoing rupture. With this as the ground, I've been trying @o@@nﬂj
il toarticulate a method of encountering a past that is not past. A method * ¥

rom

L ‘_q‘ [EA T

ok

at DiOnne Bran de

“n” fhe :re» y th ¥ grafmma:\,rl::te Fmaﬁntnw‘z, gt

ing. To be 10 - of theorizing: m/for/ igom rank Wilderg,,
C 0 n S u provide an?‘ther[‘:n )’] i the hold of the ship.”2° With each of thoge def,.
refers toas sty gs ent throughout my text, I argue that rathe, than
nitions of wake pre blackness’s Ongoing and irresolvable abjection, | D

. ion t

| sceking ; resoh::::h glack being in the wake as a form of conscigy,g.
one mig t ;lppcientis ts, historians, philosophers, literary scholars, ap,
CHOREDG ,,&;S_polmcs etian far thought the endurance ¢ :
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MY GEOGRAPHY

SEE PAGE 16
IMAGE P60

Jill Scott's "Womanifesto" from The Light of the Sun album




ollaboration and progression at unattainable distances. The force behind distance
and division has molded the world we are situated in and not only exists as an exter-
nal obstacle. This force also drives the division between the mind and body. | argue
that the mind is the body. In thinking with the body, improvisation is a tool that
resonates with my history. Improvisation counters a systems of hierarchical reality.
Improvisation models ways for sustainable living.

This is important because the journey of this book acknowledges that | am improvising through the wake of transatlantic slavery,
auction blocks, systemic racism, institutionalism, police brutality, oppression, suppression, expression, the Harlem Renaissance,
Michael Jackson, Michael Jordan, Baltimore Club Music, dollar parties, Catholic education, Baptist church-going, praise and worship,
nature walks, sunsets, and rigorously coloring inside the lines.
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Hi,

My name is Jhelan Ashané Gordon - Salaam (Zh Lan “Asia” nA Gor dan Sa Lam). | publicly go by “jags”and use the pro-
nouns she, her,and they. For as long as | can remember | have run into pronunciation issues with my name. | hope
that was helpful. | identify as a queer black woman, which locates me as part of an underrepresented minority group
in more ways than one, especially in the field of education. With relatively quiet and suburban beginnings, | am from
a small neighboring town to the city of Philadelphia, and dance has been a part of my life for 20 years. It is because
of my relationships with Philadelphia and with dance, and after assessing my long-standing relationship with codifi-
cation and choreography, that | have developed my research around stillness, endurance, improvisation,and ethics. |
am a “young” black woman concerned with making and sustainability. My interests have expanded through the lens
of dance into written language, theory, critique, and what feels like socio-static understandings of our current events.
“Socio-static” describes how | feel towards social structures, standards, statuses, and stereotypes or anything else
that binds people to the positions and problematic hierarchies we face in all of society. Falling victim to society is
easy. Getting up is a privilege. | would also argue that getting up is a right, however, some of us were never meant to
experience an “up”in life.

| spent several months thinking about how to make a book that gives the viewer a less-than-usual experience. This
book was made to perform. This book puts all of the information | have been collecting in dialogue with one another.
To activate the matter within, this book requires intimate interaction. You are here. From here you could go any-
where. However, perhaps you are here because you followed the suggested route. | encourage you to find a journey
through this book that suits your curious desires and relative stillness. Allow this book to perform for you.

| find something profound about stillness that is counteractive to the nature of capitalism.Also, there is something
equally compelling about improvisation: if codified technique comparatively resembles systemically racist structure
than improvisation models a pedagogic approach to experiencing the body in opposition to colonization. To exercise
my right to create stands in opposition to the tightly coordinated work of oppression. It is imperative that | find

and keep finding ways to sustain the evolving shape of my voice. My responsibility to creativity as a young black
person is to-simply, yet complexly-continue. In continuing, setting an intention is imperative. This is an Artist’s Book,
and | haven't offered the world much of my art yet, but this compilation of material is meant to promote all things
process-related, including the process of one becoming acquainted with the work | am presenting here. With this in
mind, | have developed a question that has remained central to my research...

SEE PAGE 12
IMAGE P19
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HOW MIGHT RESEARCH IN PRACTICE OFFER A TEMPORAL AND SPATIAL OCCASION FOR GATHERING, FOR
ORGANIZING, FOR RESISTING, AND FOR THINKING?
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move and make decisions

| make tea
| record myself in pieces
| make paper

| read

| listen

jags.cargo.site



| chose two poses

| cut the pictures into pieces

| recomposed my body on paper

Robert Glasper's "Let It Ride" from Black Radio 2 (Deluxe Version) album
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We move around motivations that are fastened to physical sustainability therefore we comply with the
responsibility of our personhood by feeding ourselves, working to feed ourselves, paying our bills, paying off
debt, or affording to call a place home. Movement toward survival brings into the foreground a person's
interests or maybe just what's available.




Tt fos: beer important for me Lo declare my
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ORIENTATION TOWARD AFFORDING LIFE

"bread winning,” “paper chasing,”“bringing in bacon,” “making
cheddar; “making paper”



If I can, for a moment, continue to speak about human centered determination | understand that
we have intentions to be able to provide for ourselves over the course of time. | have deter-
mined that | move because | am a researcher.

Erykah Badu “The Healer” from New Ameryak, Pt.1 (4th World War) album

pf them we see the same line of argument unfolding, about the human as
SEE PAGE 14 anti-natural entity, as the paradigmatic emblem of a being that has lost its
ature.! The human has been imaged by Western dance’s hestiary as that
animal that is not quite an animal, forever striving to find its lost (natural)
brace—through endless efforts of discipline.













The action becomes finding and | cannot imagine a place where | could be
haphazardly or irresponsibly looking and not find something. What's even better
is I've stopped looking so hard and now | see that things turn up all the time.
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The value and concept of money play a dominant role in maintaining any of life's necessities.
Money also contributes to the portion of this essay that speaks to “paper making”

Gil Scott Heron's poem "Whitey on the Moon" from The Revolution
Begins: The Flying Dutchman Masters

SEE PAGE 46



| CARE

To care is to believe in every effort toward, not forward.

37
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| care about sustainability. | care about expressivity. | care about relationality. | care about the process. | care about progression.

Through engaging with the world’s histories of domination, discrimination, and displacement, | have been
able to assess my existence. One might think we would want to center our conversation around progress
because of the information that | have impled as primal in relation to this research. In comparison to
progression, progress is not the same. Progression is about always arriving.

SEE PAGE 16
IMAGE P66
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Colwyn

Mount Lawn
Cemetery

Mary tiygs at once.

Antony and the Johnsons' “Future Feminism” from Cut the World album
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With attention to the many,some things are “older” than others. Some thi
come to an end. i




Dawnce

In the case of dance, there’s a lot to tend to because dance comes in contact with and through the body directly. With
“through-ness,” dance makes its impression in the body, on the body, and around the body as it moves in space and
from place to place. Also with through-ness, the emphasis is on mobility. | admire dance for being about more than

physical mobility. | am interested in talking about non-exclusionary mobility so that we're not just talking about
physical ability but more broadly about how dance has the capacity to facilitate information. I'm interested in the
transaction of the physical experience between dance and the dancer. This relates back to the porosity of our physical
boundaries. | encounter the dance and the dance encounters me. The material isn’t tangible, though it is felt and lived
through. Now | am talking about process.

SEE PAGES 27 AND 46

Kaytranada's “Need It” from BUBBA album
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| believe it was recycling day in a city rampant with shipments,
consumerism and excess when | noticed a large pile of brown cardboard
boxes stacked anywhere between 7 and 8ft tall in a funktified Philadelphia
alley. My impulse told me | needed those boxes. However, | was a lot less
interested in trading my bird’s eye view in for the labor of lugging these large
brown boxes to anyplace where | would then assume responsibility for them.
From my perspective these “brown bodies” were performing their dispos-
ability for me.| knew where they were headed. Then | started to relate to the
boxes. The disposable brown boxes. The disposable brown bodies.

Then it was Christmas time 2019.1 don't particularly like shopping
in stores due to my self-diagnosed obsessive compulsive disorder plus stores
are especially disorderly during gift giving season. However, | was interested
in gift giving.A lot of online ordering and waiting for gifts to arrive “in time”
As | was receiving packages | was keeping the boxes that the gifts were com-
ing in.| had started a collection. | kept collecting boxes past that moment as
well. The more | gathered the more | noticed how boxes showed up. | thought
a lot about what had come inside of them already, the content they were car-
rying, where those things were going and why. Then | became more aware of
the information on the outside of the boxes, the information that more obvi-
ously reflected me, my name, address, and the address of the box’s departure.
There was something about the labels, barcodes, fragile warnings and all of
their trajectories and movement in the world. | was fascinated by where they
were coming from and where they were going. | felt more than the gratifica-
tion of receiving something | had bought. Looking deeper into advanced
technology and “tracking” packages, | had started to understand something
about myself, not to say that | have at all met the ends of that understand-
ing, but it has certainly revealed a beginning. | also started to understand my
issues around waste.

Then it was March 2020.Who knew after the first week of March
and an academic retreat that that would be the last time | went out in public
for almost 8 months. A tragedy pierced not only the country but the world at
large. We experienced an outbreak that achieved pandemic status due to a
lack of urgency toward a life threatening issue, an invisible threat. This virus,
COVID-19, sent waves of panic,unemployment,and complete uncertainty
through the hearts and households of many. What started as a two week
mandate to quarantine has lasted through the remainder of the year 2020.
In the case of dance | will always grieve how hard the hit was. To sacrifice
the community that dance cultivates, especially in the School of Dance at the
University of the Arts,was an intense compromise that had to be made.

In April 2020 adjustments were made and everything appeared
in the frame of a square or a box. It took no time to recognize the obnoxious
overuse of the boxes that are our computer screens, video call windows, TV
screens, cell phone screens, auto-fill electronic forms, four walls of bedrooms,
bathrooms, jail cells, or a myriad of other sites and spaces. These frames mir-
ror the conceptual boxes that are meant to contain and restrain a body. These
are the same frames that make us choose identity as if there could only be an
extremely narrow set of options. These frames are so unfavorable and intoler-
able of my existence that my actual being is sensitive to the spaces or frames
in which | present my presence (see page 17 image P62).To experience
suppression as a child in Catholic school was to know a persistent energy in
every instance toward uniformity and an effort to equalize my uniqueness

and historical difference. There was pressure for me to wear my hair relaxed
so that it looked manageable. To move inside of most institutions is to try

to move in boxes that are already about ten sizes too small; it is to know
viscerally that a space is not meant for me. It is to know that | do not belong
with my body, not because it was said but because it was felt. Whereas, when
[ receive a package, the box is at least three sizes too big with extra padding
to ensure the safety of the contents. Here it is important to recognize how
we have moved through the issues | raise around boxes as disposable brown
bodies and boxes as white spaces.

| acknowledge that these architectural, digital, institutional,
socializing and cardboard boxes are not able to fully contain what is inside.
However, to function on the inside of these boxes as a black woman, | have
had to learn how to build my own padding. The padding as I've experienced
it secures and sustains me within the system.For a long time, | didn’t have
this padding. | experienced the cushioning others had. The work is threefold:
learning the system (the box), learning how to cushion my being within the
system and now learning how to resist the system (tearing the box apart).
Ironically, building my own padding also taught me how to obliterate the
box. The more | gather my creativity, my family, my history, daily rituals and
practices, the more | am able to push against the limits of the physical, con-
ceptual and literary boundaries the boxes set before me. My brown body lives
by existing and rupturing in the boxes that are white spaces. There’s already
much waste in the world; with the boxes in pieces | want to do anything but
add to it.

Since | am not interested in trash, | am embarking on a repurpos-
ing journey.| am turning these boxes into paper.

Turning to paper making is helping me understand the importance
writing has played in my life. Writing has been a part of my life even longer
than dance,and | have been training in dance since | was 4 years old. | was
always practicing my letters, print, then cursive, then my mom’s signature,
then my signature, then journaling. Writing became well rehearsed for me
and | always sought refuge on a piece of paper.If | didn’t have the courage
to say how | felt to someone, | had the power to get it off of my chest and
onto a piece of paper.How can one inscribe or impress with the body? There
is a correlation between writing with the hand onto paper and writing with
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the body through movement. As | think about writing into space with
the body | think about legibility and being able to see or feel what is
being said. However, | do not think that legibility is synonymous to being
recognizable or identifiable. I'm thinking more generally about when
something is felt intuitively versus being identifiable by name. | think of
legibility in relation to sensation.

There is a sensation that | am leaning towards with the
desire to make paper. The sensation is urgency. It is urgent to make
paper.The urgency is in the making of the art, the making of the thing,
the making of the money; it’s in the making. This paper is significant
because of the conditions through which the boxes have been sourced.
The conditions of contamination, dis/ease, socially distanced exchange
and fear are embedded in this paper making process as they are in the
fabric of the boxes themselves. The process of making paper represents
tearing up and destroying the institution then making its debris my
material. The pulp | produce conforms to my needs as | use it to hold my
black thoughts.

Again, how might research in practice offer a temporal and
spatial occasion for gathering, for organizing, for resisting, for thinking?

“Making paper”to be sustainable in this world answers this
question.As previously mentioned, | think sharing is closely related
to recycling (see page 21). Through the lens of dance I've arrived at
recycling because dance teaches me that energy can be shared and
repurposed. Recycling energy in and through the body is necessary in
order to stay engaged with dance. Improvisation in dance is where |
practice energetic circulation. Improvisation is available to me when
my movement is restricted by an unforgiving system. In relation to the
boxes I've had to maneuver inside of, improvisation has been the tool
that has allowed me to persist inside of white spaces. The task was to
build my own padding because it wasn’t innately there. This ability to
improvise gives me the capacity to both negotiate constraint and
create support. Improvisation as both negotiation and creation gives me
a way to maneuver inside of the box while moving towards a way to get
out of the box.

Being invested in research as a practice offers a temporal and
spatial occasion for gathering, organizing, resisting, thinking through or
otherwise assessing what’s around and inside of me. What’s important
about the occasion of research is that it provides the frame for practice.
[ am thinking about practice in relation to life and death and how time
gets physicalized, endured, or enjoyed. No matter how alive a person is,
it doesn’t mean they are living and just because someone dies doesn't
mean that everything dies with them. | think of boredom as being close
to death though boredom can also be considered a privilege. What we
practice animates our state of being. | have been thinking about excess,
scarcity, resilience,and abundance. What is it to confront excess and
waste? Why do we experience scarcity when there is more than enough?
What is it to have endurance for resistance, restoration and revolution?
How can we responsibly nurture the potential of our abundance?
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How to Make Paper

1. Tear, break, rip, or cut the cardboard into pieces
(manageable enough to put in a blender)

2.Put the pieces in a bucket
3. Soak the pieces in water overnight
4.Fill the blender with your soaked cardboard pieces
5.Add more water if needed
6.Blend to a pulp

7.Pour pulp into a container that satisfies your desired paper measure-
ments/dimensions

8. Dip a framed wire screen into the pulp
9.Lift and sift gently
10. Distribute the pulp evenly
11.Add any dried accessories to your pulp for decoration
12.Use a sponge to gently soak the remaining water out of the pulp
13.Flip the frame over
14.Remove formed pulp from the screen
15.Sponge the opposite side

16.Set or hang until dried
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