
KARA MILLER 
PAR JOURNAL UNEDITED NOTES 
DOCUMENTING MAKING THE FILM “FLAQUITO” 
 
Thursday Jan 21, 2010 
Today I went to Tijuana to work with Minerva at the Tijuana Cultural Center.  We had two 
missions, one was to document on video one of her new dance with my video projection design 
so that she can present this work to theaters.  The other was to audition Gustavo, one of her male 
dancers, for the video dance film I am thinking of making for Minerva’s choreography 
“Flaquito”.   
 
Because I need to keep a journal for my PAR, it occurred to me to make a video journal of this 
day.  Images enter my mind and move in my body in an embodied way.  I asked Minerva and the 
dancers how they felt about this idea and everyone was open.  So I started rolling tape from the 
moment Minerva picked me up at H street in Chula Vista at a Subway shop.  I filmed as we 
crossed the Mexico/Tijuana border. Can I do that? Minerva thought it would be fine as she had 
never heard a rule otherwise.  Halfway across, the police flagged us down and directed us over to 
the area where the border patrol were unpacking and searching cars.  I was not scared but several 
things occurred to me: 
 
“I hope they don’t take my camera” 
“I hope they don’t revoke Minerva’s special speedy border crossing pass” 
 
Minerva rolled down the windows and a female border patrol cop with big guns approached the 
car.  She talked awhile with Minerva in Spanish explaining that sometimes press can get this 
footage but only after filling out official forms.  Then she asked me to show her the video tape 
and erase it in front of her.  After I erased the footage, she reviewed the erasure.  We drove on. 
 
Minerva later shared that she was not scared either and but shared this thought, “What if Kara 
says no, I won’t erase the tapes.  What happens then. ” 
 
I like the idea of the video journal of Gustavo’s audition because there is so much that goes on 
that never gets in the final work of art.   
 
video journal  “video asta journala” or “the one who makes video journals” 
making space 
listening 
considering the process to be alive, actively engaging me as I engage it 
 
 
 
 



Friday January 23, 2010 
It was a good day filming.  The documentation of the new choreography went well.  We ran out 
of time for the audition since the crew had to close the house but I got one Flaquito run through 
(in semi darkness) on tape.  
 
I was looking for the feeling of the performers and place in my camera shots.  I recorded the 
feeling of peoples bodily expressions through warm-ups, spoken commentary throughout the 
day, visual shadows 
 
After reviewing the footage I feel Gustavo is not ready.  He doesn’t own the movement just yet.  
Somehow the distance of the stage does not read this in live performance but the camera is very 
intimate.  The images on the camera footage say to me that he is still thinking about the dance, 
rather than being the dance.  I will wait to make the film until he has more experience 
performing the work. 
 
 
August 11, 2010 
Gustavo has been performing Flaquito all summer.  Minerva thinks he’s ready and asks if we 
should set a time to film.   
 
With all the violence in Mexico right now I am to afraid to cross the border.  I ask if we can wait.   
 
We agree to wait. 
 
 
ONE YEAR LATER 
April 2, 2011 
Minerva and I have been talking about making a video choreography of one of her dances for 
many years now.  
 
The truth is, it often takes me many years of “process” to create a piece.  At least one that has 
lasting life and is meaningful to me.  There is usually a long trace of accumulation that leads to 
the performance and that performance is often the beginning of another trace. 
 
I was in the studio when Minerva first created the dance for Donald McKayle’s choreography 
class in studio 1100 at UCI in 2005.  She shared variations of her work in progress and we all 
would give feedback.  I remember thinking what a great video dance it would make.  It was 
originally created as “flaquita” a dance for a woman.  When she got a new male dancer into her 
company, Gustavo, she changed it to be “Flaquito” for a male.    
 
Since I had not seen Gustavo play this part, I thought it might be a good idea to have him 
audition on film.  
 
It is a year later now.  Gustavo has been performing the role in shows every month since the 
audition.  I just learned I got the job and we’re moving to Hawaii.  Time is running out on this 



project because of location.  I called Minerva to see if she’s up for working on this now. She said 
“Yes, let’s do it.” 
 
Minerva says it’s good timing because Gustavo is actually performing Flaquito at the Culver 
Center today and she will film a wide shot and send it to me to see.  She asks if a handheld small 
camera is fine because it’s two blocks from her car to the museum and she is carrying a lot.  
Choreographers always “carry” a lot.  Costumes, cameras, props…. Yes, a handheld shot is fine.   
 
OK, Flaquito, I think it’s time to manifest on film. 
 
In addition to the video choreography, I would also like to interview Minerva and Gustavo about 
their process.  And also about their thoughts on how a “folk concept” becomes re-envisioned as a 
“modern” work since Flaquito is indeed this kind of work.  
 
 
May 10, 2011 
I’m up at UC Davis cramming for my QE’s.   
I’m up at UC Davis prepping for my QE’s 
No, if I’m really honest, I’m cramming.  I started to edit my words because I know this 
document will be read. But I know my artistic work is the one place where I feel I can be totally 
honest so I decide to unedit. 
I’m cramming for my QE’s.   
 
My mind feels crammed and it has been hard to work creatively in the past few months.  I like to 
have a lot of space around making.  Usually when I swim or sit quietly my mind clears and 
images float to the surface.   
 
There has been no time for this. 
 
It’s like there is a split between my theoretical thinking mind and my open responsive creating 
body/mind/image.  I am challenged to do both at the same time.   
 
Leo Cabranes Grant suggested I stop thinking of myself as schizophrenic and instead consider 
myself as a tree with many branches.  Setting aside specific chunks of time for each project, but 
not trying to do them all at the same time. 
 
Five weeks have passed since Minerva and agreed to a timeline for the filming of Flaquito.  
Usually I have a shoot plan by now.   
 
I’m scheduled to meet her for location scouting in Tijuana on May 15.  When we originally 
discussed this project a year ago I told her I was thinking of filming in multiple locations.  The 
same choreography but cut and seen in different spaces.   
 
The images in my mind were one of the Tijuana downtown candy store underneath those white 
tents.  This is because images of her Flaquito are sold there, and because since we don’t have a 
budget for this project, I know the white tent will solve all our lighting problems. 



 
The second image was in a brightly colored salon the color of deep green.  And another space the 
color of bright orange.  Bright colors in the background.  
 
I described these images to Gustavo and he went and took some pictures to send me.  This was 
last September and then I headed off to India so we had to wait to go any further.  I’m going to 
go back to my email and look at them now.   
 
(pause) 
 
(still looking in my yahoo account for his email) 
 
I know it’s time to craft a work when an image inside my mind crystallizes.  I can see many 
images, but usually one clicks.  And I know.  I know the creative moment when I feel a sensation 
in my body that travels from my core out to the end of my limbs and beyond my skin.  Then all 
momentum propels forward for the project. 
 
OK, here it is dated September 17, 2010:  
 
From Minerva Tapia: 
Message: FW: Locaciones para Flaquito y mas 
 
“Kara, Gustavo sent these pictures for your eyes.  Minerva” 
 
As the pictures are downloading I am remembering why I putting off this project a little bit.  I 
knew it had to be shot in Tijuana and I felt fear.  So many kidnappings and random murders were 
happening right at the US/Mexico border, even in Tijuana.  Still are.  I was apprehensive. Even 
though they are still going on though, I do not feel that fear.  Probably because I have been in 
Hawaii and not watching the news.  I think everything is going to be fine with no problems.   
 
Gustavo sent ten pictures.  Here are the 3 I honed in on: 
 

            
 



 
 
 
Interesting.  These are pretty close to my initial images except for the movie house.  The old 
theater has nice lines but maybe to dark to film in.  I like it though so we should try it anyway.  
Thanks Gustavo. You are great! 
 
I would take a phone pic of me right now for documentation.  I am writing here lying on the 
floral print comforter at the econo lodge on D and 4th street in Davis.  Except that my phone died. 
Damn technology. 
 
Another practical problem is the camera equipment.  I brought back my Panasonic from Hawaii 
but I only have one cam and it is not hd.  I have resisted upgrading to hd in the past year mostly 
because I thought if I would get the job at UHM, they might buy cams for digital classes and 
then I could purchase an additional one so we have the ability for multi cam shoots. 
 
Larry has tripods.  That’s no big deal.  His camera is a canon and won’t match so I will have to 
rent a matching camera.  Don’t know if anyone rents this old camera anymore. 
 
Not worried about live ambient sound because we can simply ride the audio track over the top. 
 
Lighting has to be carefully considered.  There is no money for a pro setup. 
 
 
 
May 15 
We were supposed to go location scouting today in Mexico.   
 
Minerva called and is overwhelmed with her coursework assignments for her phd in dance at UC 
Riverside.  I am too.  We decide to postpone and move everything back by a week. 
 
Over the phone we both pull up the images Gustavo sent and discuss them.  We decide on 
visiting “Cine Bujazan” first and “El Callejon de la 6ta” second.  If there is time, we might get 
some pickup shots in the candy store.  
 
Minerva offers to ask Gustavo to call these locations and get permission to shoot.  
 
I ask Minerva if she would be open to an interview.  She agrees and wants me to send her 
questions.   
 
I also ask her to revisit the initial impulse of the work.  She said the idea was not political but 
instead one of an embodied revisiting of the drawings and painting of  
Jose Guadalupe Posada.   
 
I do a search online while she is on the phone and pull up his images: 
 



 
 
 

 
 
 

  
 
 
 
I ask her if there was one challenge she could identify in the making of the choreography what 
was it?  Minerva says it was in dimension.  Making a full bodied person into and moving like a 
skeleton figure. 
 
My ideas are many.   One would be to take Jose’s images and incorporate them into the film.  
Another would be to insert fragments of the images in the negative spaces of the body and  
costume on the video throughout, and another would be more narrative.  Developing a story 
where Gustavo is viewing a painting of Posada, and then becomes his painting as the film 
morphs into the dance choreography.  
 
What to do about copyright of Posada’s drawings?  It may not be an issue as Posada’s cartoons 
were created before his death in 1913. 
 
Note to self – have to look deeper into the representation of Posada’s work in this video and 
copyright.  Also music. 
 
The live performance staged version of Minerva’s Flaquita, 
With female performing the role: 
 



  
 
 
 
 
 
May 18 
Minerva calls to ask if we can push back the filming date by two weeks.  I look at the calendar.  
There is no way I’ll get the editing and reflection done in time to meet my PAR exam.  Minerva 
and I are always flexible with each other.  This time I cannot be.  I say it is fine to push back the 
filming but would need then to focus my PAR exam on another project.  She says, ok, we’ll go 
ahead and film but she needs to bring her computer and write for her phd coursework during the 
shoot.  Or leave early on to go over to her mothers studio to write.  Wow this is crazy for both of 
us.  I’m afraid though if we don’t film the project now, it may not happen as Larry and I are 
moving. And you never know how long Gustavo will perform the work.  
 
I realize our limitations.  The truth is that the “work” does not require us to be in the same place.  
Her choreography is complete and I’m really re-imagining it for the screen.  It is fine to work 
separately but I realize I feel disappointed because what I enjoy so much about collaborating 
with Minerva is our friendship and all the things that happen in between the work.  What I enjoy 
so much about collaborating is the shared community.  Our conversations, our lunches, and the 
pleasure of sharing.  These are things that are not visible on stage in the choreography or in the 
space of the screen, but are visible in the transformation of my life through my relationships and 
how I live in the world. 
 
I am not blaming anyone at all for my disappointment. What to do? We are both crazy busy right 
now. 
 
Idea for PAR reflection: The Pleasure of Sharing 
 
Another thing that gets put on hold right now is the future of the San Diego/Tijuana Dance Film 
Festival.  Neither Minerva or I have the space to reconceive this.  Larry and I are moving to 
Hawaii.  A bill came in this week to renew the website.  We all agree to go ahead and pay until 
we have space to discuss the future later in the summer. 
 



May 27 
9am 
Minerva called me today to ask for my interview questions so she can translate the answers in 
her head before Sunday.  I send her an email with these: 
 
Interview Questions for Flaquito: 
 
What was your inspiration for the theme?  
When and how did you create the movement for the choreography?  
Why shift from Flaquita to Flaquito? 
Describe the costume and makeup design and what this represents to you? 
Who is the composer and how did you put together the music? 
Why did you use a chair and what does this mean? 
What do you think will shift when the dance becomes a film? 
 
Why use Posada images? How are inspirations from his drawings used in other ways in Mexican 
culture? 
 
I also ask her if she has kept a chronology for the performances of our collaborations: 
 
date, year, town, country, stage performed 2005 - present (or as much as possible): 
 
Ellas Danzan Solas (live stage performance with video projection design) 
Juan Soldado (live stage performance with video projection design) 
Juan Soldado (film) 
 
She says no as she does not actually always even know when the company is performing 
different parts.  Right now they are working a lot with out her while she focuses on her phd.  
Minerva suggests Melissa will help put together this timeline. 
 
So for Sunday’s filming we agree that I will park my car on the San Diego side of the border and 
she will pick me up from there.  We’ll cross over together.  
 
I’m a little bit worried because I haven’t done any site visits to the places we are going to film it.  
Only looked at pictures that Gustavo sent.  I’m going to have to wing it and respond to the 
environments rather than construct them.  The one thing I can do is create a shot story board so I 
will work on that now, and then add in the texture of the place later. 
 
I also don’t have the matching two cameras.  My Panasonic is now out of date and local 
companies don’t rent them any more because it is not an hd cam.   
 
I have to figure out how to do this shoot with one cam.  
 
 
 
 



 11am 
As I’m putting the equipment together it occurs to me that we need Gustavo to repeat the 
movement phrase the same way with the same timing every shoot.  So we need a cd player.  I 
wonder if Minerva has also thought of this?   
 
I call her.  No, she had not thought of this.  So we organize a music playback system, probably 
an old fashion cd player.  Neither of us have one, Gustavo does. 
 
Equipment checklist: 
 Panasonic PV DVX100a Camera 
 Lens cloth cleaner 
 6 blank mini-dv tapes 
 2 fully charged camera batteries 
 Bogen Tripod 
 Cart for rolling equipment 
 Ipod player for music for Flaquito to dance with 
 Digital still camera to document the process 
 Notepad 
 Pen 
 Passport 
 A couple of small towels for wiping off dirty surfaces 
 Extra cash because you never know 
  
  
 
 
May 29, 2011 
 
Morning 
7:30am  Heading to Tijuana today! 
 
I hope we have enough time. 
 
 
 
Late Night, back in San Diego 
Wow wow wow!  Gustavo you are amazing.  You are performance of Flaquito is POWERFUL!  
Thank you for so generously sharing yourself. 
 
We traveled all over Tijuana.  We ended up meeting at H street again and Juan drove us over.   
 
We shot in the movie house, the candy store, and the bar hallway.  I love working in a space by 
listening to the room and not having everything planned.  That way I can follow the energy of 
what is present there. 
 



The movie house was a little dark.  The candy store was great but we had to work super fast 
because we were in the middle of people shopping. The bar hallway was my favorite. 
 
It was to dark there to get proper long shots of the hallway, but what I loved were the color of the 
walls.  I shot a lot of pink background thinking I might be able to use this as a frame for the 
piece.  I shot Gustavos movement at the beginning and end this way. 
 
The feeling of the spaces while shooting: 
 
Cine Bujazan memories 
Old movie house. 
Dust everywhere 
Disco ball hanging over an old bar stool 
Looks like used for parties 
The red in Gustavo’s costume is different from the red in the curtains 
The gold detailing on the columns is warm 
Very little light 
Opening all the doors on either side of the room to try to get some light in the space 
I know I have 5 shot angles I want: A wide for safety, a dolley shot with my makeshift wheels 
from the car, close-ups of Gustavos face 
The descending staircase opens up  
The room is very sculptural and maybe I can play off of that 
 
 
 
 
Wednesday Morning 
 
 
I 
 
 
   DANCE 
 
 
TO LIVE 
 
 
     IN A STATE OF FREEDOM 
 
 
NOTHING CONFINES ME 
AS I STEP 
INTO A SPACE OF OPEN POSSIBILITY 
 
MUSIC IS MY BLUEPRINT 



THE VIBRATION OF SOUND 
      LEADS ME 
       TELLS ME 
         WHERE TO GO 
 
mmmmmmmmmmmmm 
 
DO YOU HEAR IT 
IT SOUNDS LIKE FLOWERS OPENING IN THE SPRING 
 
MY HEART OPENS 
I BREATHE 
AND SIT WITH THE SOUND 
 
 
mmmmmmmmmmmmmmmmmmmmmmmmmm   
 
 
IN THIS PLACE OF SOUND AND MOVEMENT AND GESTURE 
 
 I DO NOT DECONSTRUCT, DESTRUCT, DECOMPOSE 
 
 I AM 
 
 BEING 
 
 
*** 
I am getting ready to digitize the mini-dv tapes from our shoot the other day.  Yes, it’s 2011 and 
I’m still working in SD.  I’m excited that there is a new HD camera waiting for me in Hawaii.  
Thank you UHM.   
 
As I get ready to digitize, I realize I have several DIFFERENT projects colliding here at once 
this morning.  My Flaquito collaboration with Minerva and the editing involved with this, my 
writing in preparation for my dissertation,  and the planning and choreographing for the UCC 
performance in Tampa, where part of my assignment is to figure out how to get 5000 priests up 
to dance.  They are of the Protestant intellectual sort who generally don’t dance.  
 
As I check my emails, there is one from Scott.  He sends me the music for the walking 
meditation.  I’m listening to it right now.  The quicktime title on my screen says “For the Healing 
DEMO.mid” 
 
THERE  
 

IS SO MUCH  
 



OPENNESS  
 
IN THE SOUND 
 
     OF “FOR THE HEALINGDEMO.MID” 
 
Very different from all of these words streaming across in a line on my page. 
 
Do all of these different activities converge and inform my creative choices right now?  I’ve been 
seeing red, an all red screen, and I think I will experiment with solid colors in the edit. Flaquito’s 
costume is partly red and one of the backgrounds is the same color, I’m still looking for red 
costumes requested for the UCC performance, and I feel like I’m in the red zone for my quals.   
 
RED 
 
R             E             D 
 
Once I have a “concept” for a piece, the “making” process for me usually connects with a piece 
of music.  It works differently with the act of creating choreography and with video.  In the case 
of Flaquito, since I am creating an edit based on Minerva’s choreography, I am thinking I will 
lay out the one wide shot of her choreography that we filmed in Tijuana so that I have the music 
and the musical phrasing of the movement in place.  I asked Minerva while we were filming if 
she had any desire to keep the film edit of the choreography in it’s current sequential order and 
she said, no, she trusted me to play with it.  So that is how I will begin. 
 
I’M STILL LISTENING TO MUSIC AS I WRITE 
 
 mmmmmmmmmmmmmmmm 
 
MY ENERGY FOR LIFE 
 
 COMES FROM THE OPEN SPACE 
 
 
THE OPEN SPACE OF 
 
 A MUSICAL SOUND 
 
 THE BLANK PAGE 
 
 A VAST OPEN DANCE FLOOR 
 
 THE EMPTY SCREEN 
 
THERE IS A CHARGE 
 



THAT MOVES THROUGH ME, IN ME, WITH ME, ALONGSIDE ME, 
ABOVE ME, BELOW ME, AND  
 
I                 N                  T                 O 

 
 
 
Time to digitize.  I will clean house while the tapes transfer.  I always have to do that before I 
“choreograph, edit, write”.  It’s like the space around me has to be as open as the process in order 
for things to flow. 
 
 
I can’t seem to leave the space of this page. 
 
What else do you want me to say? 
 
                 mmmmmmmmmmmmmmmmmmmmm 
 
 

 
 
 
 
 
*** 
Edit Session One 
I plug in my Panasonic dvx100 via to my mac laptop.   
I’m also connecting my external firewire drive to the laptop and storing the media there. 
Digitizing. 



  
*** 
Edit Session Two 
 
I had 90 minutes of tape from the documentation shoot in 2010 and about the same from the 
flaquito shoot so I spent the last 4 hours digitizing.  Two full days of shooting. 
 
When I sat down to edit I thought I would start with Flaquito but then I started revisiting the 
2010 footage and cleaning it up.  The question I have is how to “present” this in the archive of 
this project.  Do I keep it entirely unedited?  If I am considering the footage to be a journal, that I 
am fine with it being raw.  Except there is a different lens of perspective running alongside all of 
this.  As I write these words, I know that for this specific project someone might read them. I 
write with the sensory state that I am being observed.  As I look at the video documentation I 
also have the same sense.  I know no one will look at 90 minutes of unedited rambling tape.  
However there is something in that raw footage.  One thought I had was to cut it down to a three 
minute montage and slide some music underneath, and maybe play with the timing a bit.   That 
would make the watching of the activity accessible. However, what if a member of Minerva’s 
company might one day like to go back and have this footage as a memory?  For now I’ve 
decided to compromise.  I started cutting back excess and got the footage down to twenty 
minutes.  I’ll keep the raw feeling of it and not try to add anything.  Then maybe I will take one 
more go at it at a later time. 
 
documentation clips of raw footage, no treatment to the edit  
 
** 
Edit Session Three 
It’s early morning.  I do a quick review of the cut footage from last night.  My eyes are tired of 
looking at the computer.  I need more coffee. 
 
** 
Edit Session Four 
I put the candy store wide in the sequence as the base and match up the separate audio track 
underneath.   
 
I frame the beginning and end with the closeup of Gustavo against the pink wall.  I start to fine 
tune this and then realize I better hammer out the entire work first and then go back to fine tune 
or I’ll get stuck.   
 
Making several sequences and separating the footage according to the location: 
1-candy store 
2-movie house 
3-outside movie house 
4-colorful bar hallway 
 
separating out Gustavo’s creepy crawley walk shots at the end of each sequence 
 



** 
Edit Session Five:  
Laying out the sequence 
 
Trying to make the edit cuts like bones and joints 
He’s a skeleton ghost so he can appear anywhere at anytime 
Very flat, the drawings are flat so the images can be flat 
 
I don’t “think” thoughts when I edit.  My thoughts as “words” are silent.  I look at the images 
and listen with my gut for how to put them together and then assemble. 
 
** 
Time for a stand and stretch. 
 
** 
Edit Session Six 
Having shot this footage with only one camera at a time is a problem.  I knew that going in. 
 
Movement is never performed exactly the same way twice so matching up choreographic shots 
and phrasing in each clip is not easy.  When I have a dilemma like this I often think of Liz Keene 
(my first choreography teacher) who told me that even if you have two broken legs you can still 
make a dance. 
 
So I can make something out of the lack of footage and camera angles I have here.   
 
For this reason I have to know the choreography as well in order to match shots across the 
different landscapes. 
 
Today – still laying out the images across the canvas of the screen from beginning to end, and 
experimenting with layering the posada cartoons over the movement, may be to busy but we’ll 
try it and see. 
 
** 
Edit Session Seven 
I’m playing with putting the posada drawing on top of the video, using the luma key to 
instersperse the dance image underneath.  It’s busy, but I like the framing.  Maybe I could blur 
out the center of the posada image so that just the edges of the drawing remain as the frame.  
 
I started out with the pink images, then transition to the stone.  But that could be anywhere and 
Minerva and I talked about wanting to show that this was Tijuana.   
 
So I think I should first cut to the candy store.  How funny that people are looking right into the 
camera.  I kind of like that rather than a shoot that places the dancer somewhere “cold”.  I like 
the dancer in the middle of real life activity.  
 
** 



As I insert the walk throughs, musically the walking is not on the beat and feels slow.  Since this 
wasn’t this in the original choreography.  So I’m playing with speeding up the footage.  Ha ha 
Gustavo is so funny at a 150% faster.  I could just watch speedy Gustavo all day. 
 
I’m changing the choreography by doing this.  Minerva, I do not know what you will think but 
the wind is blowing it in that direction so I’m going with it for now.  
 
I’m also reversing some of the footage which means the choreography is actually playing 
backwards. 
 
** 
Edit Session Eight 
Oh man.  I’m really changing the sequence of M’s choreography. 
 
** 
I can’t tell at the moment if my video edits are making him look like a deranged clown or not.  
Onstage, he is very cute.  Here, he has a real trickster energy.  I think part of it is the makeup.  
Onstage, the big skeleton mouth is needed for clarity, but up close, I think the makeup needs to 
be more detailed for the camera.  
 
** 
I’m running out of footage with matching cam angles.   
 
So I have an idea for a filler.   
 
Taking a solid swash of the pink wall and making the skeleton drawings dance. 
 
I am cracking myself up.  
 
** 
I show Larry this cut. 
 
He agrees that it fizzles ¾ of the way through because of lack of camera angles.   
 
His suggestions are – maybe go back and shoot more footage in a different location to add one 
more leg to the journey.  Or, cut the music. 
 
 
** 
Edit Session Nine 
Called M to see if she would be ok with cutting a minute if we need to, she said yes. 
 
-I tell her the reasons are: a) we didn’t shoot with two cams and I’m running out of footage, b) 
three fourths of the way through Gustavo looks tired as it is the end of the day and he has 
performed the movement a million times already  
 



After the phone call I think maybe we should go back later this summer and do one more shoot 
to fill in the missing “minute”. We could use one more location and some cutaways in the places 
were already were. 
  
** 
Onstage Flaquito looks “cute”.   
 
Upclose in the frame of the camera he appears more devious and even a little maniacal.   
 
I think the film now will not only be an entire re-imagining of the choreography but also a 
different emotional expression because of distance.  (the stage distance to the performer vs. the 
cam distance to the performer) 
 
Also in the different locations Gustavo is not able to perform the choreography full out all of the 
time because of the hard floor or limited space.  This affecting the difference of what is on 
screen. 
 
** 
Edit Session Ten 
Took a break and playing with the titles.  damn  my livetype title software is packed away in 
Hawaii.  I will have to revisit the titles later.  Will use the fcp basic ones for now.   
 
So the question is always whether to have rolling credits at the end or not since Minerva shows 
her videos during live performances and it always seems dead to me at the end to have rolling 
film credits.  I think I will not, then if we want to send this to film festivals we can look into it.  
 
** 
I show Larry my revisions.  We often do this at various stages, whether he is editing a project or 
I am editing a project, it’s great to have another eye. 
 
My solution for the lack of footage problem at the end is to compile cutaways to different 
locations.  The big finale.  He thinks it works.  The middle is to mushy though.  The dissolves 
could be faster. 
 
He thinks the flaquito looks maniacal as well.   
 
I think this is a problem in the film because I know Minerva has commented that on stage he is 
very “cute”.  But the distance of the audience eye from the house to the stage, and the distance 
from the camera eye from the shoot to the body, are completely different. 
 
Larry doesn’t think it’s a problem.  He thinks there is something in the Mexican culture about 
death and presence of ancestors that is different from our understanding.  And this character can 
be both “cute” and a little devious.  
 
When he said that I also realized I needed to listen differently to the images.  Minerva has shared 
with me how people in Mexico see the day of the dead and these kind of skeletons.  But since I 



did not grow up there, I really don’t know how these skeletons are embodied.  Right now I’m 
just working off of Minerva’s comments and listening to the spaces and dance.  And my 
intuition. 
 
Flaquito can be “cute and devious” in the passage between living and the dead.  I think there is 
something in his journey between locations that also reflects that passage.   
 
I also thought there was a problem with the lack of lighting in the bar hallway.  He  said he did 
not mind this as it is just another leg of the journey. 
 
Additional Larry feedback: 
Experiment inserting a few more of the cutaways I shot of the space may soften the “maniacal” 
energy 
 
I showed him my first draft of the skeleton drawings using the luma key to layer in the video of 
the dance.   
 
I parked it in my scratch sequence because I thought it might be to busy in an already “busy” 
film with so many different backgrounds. 
 
He liked this scrap though and thought I could maybe play a little more with inserting it. 
 
The pink skeleton drawing edits is still off the beat. 
 
Larry is my best critic.  He always tells me the truth when something is not working. 
** 
Edit Session 11 
I watch the edit again.  
The pink seems important.  It is framing the beginning and end of the piece, and the skeleton 
drawing dance.  But I think I could use it a little more.   
 
There is the footage of Gustavo behind the chair looking through with the  pink background but 
I’m just not sure yet where it should go.  pink background with chair where do you want to go? 
 
** 
I am thinking about how raw this footage is.  It’s unprocessed. No slick commercial look, no 
special lighting.  Everything was shot on the fly. 
 
There is a difference in how I feel about making choreography and video in terms of commercial 
product.  With choreography I feel I have to do certain things to make the work produced at a 
level that is commercially viable.  I consciously think about this very carefully as part of my pre-
planning.  With the video, I’m not interested in that.  Partly because I know the level that 
commercial video can work at and we don’t have the funds.  But there is actually something else.  
I like the low key nature of working this way, the freedom to “listen” and experiment without 
something having to be “commercially viable”.   
 



** 
So I’ve been playing with the movie house footage, taking out the dissolves. 
 
My problem is that I don’t have enough to match. 
 
But there is some nice cu footage of Gustavo in the chair.  There was some nice morning light 
coming through the door when I shot that. 
 
Actually, while shooting the light kept changing.  I was relying on the natural light spill that was 
available through the side doors, but that kept changing the color in the room on the camera. 
 
During the shoot, several times I asked Gustavo to re-adjust his chair.  I accidentally recorded 
while he was doing that.   
 
Now I’m playing with that accidental footage by speeding it up. 
 
There is something fun about focusing on how he sits in the chair.  It’s cracking me up. 
 
I don’t know where the humor is coming from in this film.  Is it Flaquito coming through or is it 
Gustavo coming through?  Gustavo is sooo funny out of character.  I think it might be a 
combination of both.  
 
** 
All this fast super high speed in the edit.  I think this film is reflecting my inner state right now.  
I’m holding so many different pieces and have to work so fast for my quals that it’s like I’m on a 
high speed drug.  There also is no piece in this work where Flaquito “settles” until the end, I’m 
chopping the footage so he is displaced.  Also a reflection of my life right.  Displaced.  
 
Well the good news is he finally really “sits” down at the end. 
 
** 
Just finished the chair section in the movie house. 
 
In my opinion, this “accident” is the highlight of the film! 
 
** 
 
So I’m working on the skeleton drawing edit and getting the images to dance on the beat.  I had 
to many cuts and I’ve culled some away.  What  I learned in the “accidental chair” section and 
the “pink skeleton” edit is that the cutting repeats can be just like choreographing dance.  There 
is a phrase, then you go back and repeat making a variation on the phrase. 
 
 
** 
Now I’m at the three quarter marker again and it feels flat. 
 



Since I don’t have more footage, I’m going to try to create difference inside of the screen. 
 
Since there is some blue wall in the screen, I’m experimenting with chroma keying in the 
cartoons. 
 
Nope, trying the blue screen. 
 
48 
18 
-18 
10 
 
the magic number for my blue key setting 
 
… 
OK, well then, salso add a little chroma key 
 
 
** 
late night misc thoughts after editing 

- I shoot and edit like I choreograph, using many of the same techniques 
- Write more about blue screen from a technical perspective 
- There is a intimate relationship with the dancer on screen that goes only one way in the 

editing process.  I spend hours experimenting with the dancers body and feel that I get to 
know that dancer very closely.  Though the dancer may never know this.  I have this 
experience every time I shoot. 

- In the act of making this I’m not consciously thinking about culture, I’m just doing, 
responding.  What made me think of this is that Larry and I were talking through my 
creative process notes and he was surprised I had not talked a lot about music, and how 
the role of this specific music.  

- What I like about editing dancing bodies that is different from choreographing dancing 
bodies – the film can easily go anywhere, it is not expensive to produce and travel;  the 
screen is like a dance studio, except I don’t need to rely on dancers to rehearse, I can 
spend hours and hours revisiting and experimenting with the choreography 

- Ego – there is some ego in choreography for me.  For years now I have been paid to do it 
and productions are usually tied to commissions or grant funded projects. It has been one 
of the main ways I earn income over the years. 

-  With video, I feel very little ego.  If you like it, great, if not, fine.  All of the roles are 
very collaborative, I have no big budgets to work with, and there is no risk.  I do not put 
myself out as a commercial artist or try to earn a living at shooting and editing. When I 
make the experimental video dance work that I do, I am not tied to an expectation that I 
have to fulfill.  Working in this risk free zone is very freeing. 

 
** 
At the cleaning stage for now 
Asked Larry to do a detailed cleaning pass with me 



I do this with choreography as well, when the entire piece is fairly well assembled, I always have 
other eyes come in and clean for technical details 
In choreography that means looking at the delivery of phrasing and movement detail 
In my editing process that means going shot by shot, sometimes frame by frame, to trim and 
work on timing 
L – you don’t always follow the rules and edit like a “modern dancer noodling with final cut” 
L had a good idea at the end, suggested putting in the word “Fin!”  
 
For now I decided to leave out the credits because the performance will be online.  I can put the 
credits in the text next to video,  will do a pass later this summer when I get to Hawaii and have 
access to my text software. 
 
** 
Ready to show Minerva  
Time for the next round of edits 
 
I upload the cut to an unlisted site on youtube and send it to her.  In past projects we usually meet 
to view, discuss, and talk through. Because of the rich fullness of both of our lives right now we 
can not coordinate this.   
 
We had arranged to talk on skype so that we could record the conversation for our 
documentation.  We couldn’t get it to work so then we just talked on the phone. We discussed 
what was working/not working, concerns, happinesses 
 
My notes of her comments: 
Wow that is a lot work 
There is nothing glaring that stands out to in terms of the edit that needs to be “changed” 
The only thing was the slide down the banister, she didn’t know how that would be perceived 
even though it was her idea.  But Juan watched it with her and laughed there so in her gut she 
thinks its probably fine 
She will need to watch it again several times and then we can meet to go over it phrase by phrase  
She is to close to the material though so we need to show it to other people 
I asked if she had any concerns and she said the one thing she was potentially concerned about, 
how I might see and place Flaquito visually in Tijuana, but after looking that was not an issue at 
all.   
She loves the different location images 
I expressed a sense of loss that I had throughout the edit at losing some of the choreography 
Which I do feel because I spent a lot of time on working out shots on some really nice movement 
sequences, but then the passage transitions and middle chair sequence took over 
She is not concerned about this because she feels film does something different and is not a 
straight documentation 
She cannot tell if Gustavo looks maniacal in his character on the film because she is to close to 
him.  Gustavo looks like the clean soul he is. 
She thinks that the skeletons in Mexican culture represent how people view death there.  They go 
to the cemeteries and offer food to their family and loved ones.  Death is normal and funny.   



For her, the red color, the red of the costume, the dancer being the skeleton, represents the life of 
death.  
We agree to meet in a few weeks to show Gustavo the film (rather than sending it out online) and 
to go over the film in more detail.  
 
 
** 
One thing I haven’t written about on these pages is how many baths I’ve taken during the editing 
of the video and the writing of my reflections about the process. 
 
For some reason, after I “do” the making, or “generate” an image, then it is in a full to the rim 
bathtub that I am able to reflect.  I find that my mind is at a standstill until I immerse myself in 
water.  Once I’m there, thoughts reflections responses flow freely.   
 
In general I am not a compulsive bath taker, averaging only one shower a day.  During the 
intensive edit and writing of this process though, I may have taken 2 or 3 soaks a day.   
 
** 
Something I thought about on a break in the bathtub: 
Dream Story Remembered – Getting stuck in the creative process 
 
One night years ago I had a dream that I traveled to the edge of the universe.   In my sleep state 
the edge had a texture.  I lifted my hand and felt a soft rubbery gelatin like skin.    I was able to 
gently push through the surface.  I did not break or pop the rim of the sphere above my head.  
Instead, I inhaled and in my mind I connected my awareness of the breath in my body to the 
bubble above me.  On the exhale I was able to softly go through.   
 
I hoisted myself up and sat on the edge with my feet dangling freely below me.  As I looked 
around, I saw expansive space.  There was no end in sight.  Yet somehow I knew that this place 
was only a world within a world.  I could continue my journey out into space and each time I 
would meet another surface.   When I reflect on this dream today, I think about how when I 
reach a point in my creative process where I get stuck, I don’t need to push harshly to reach the 
other side.  At various times I have tried to scream, kick, or knock over various obstacles in the 
making of a dance or film.   Now I know if I simply breathe and listen, I will go through 
easefully to the next stage.   
 
 
** 
 
Minerva just emailed me several pieces of documentation of where our collaborations (my role 
as video) on other projects have been performed.  I am parking them here in on these pages so I 
don’t lose track for the future: 
 
i 
Choreography: Ellas Danzan Solas…Illegal Border/They Dance Alone…Frontera illegal. 
(live stage performance with video projection design) 



 
#1 
Date: November 6&7, 2009 
Town: New York 
Stage performed: Joyce SoHo 
Venue: Joyce SoHo 
 
#2 
Date: June 20, 2009 
Town: Ensenada, México 
Stage performed: Foro Experimental 
Venue: CENARTE 
 
#3 
Date: March 27, 2009 
Town: Flagstaff, Arizona 
Stage performed: The Orpheum Theater 
Venue: Northern Arizona University 
 
#4 
Date: January 24, 2009 
Town: Riverside, California 
Stage performed: University Theatre 
Venue: University of California, Riverside / 16th Annual Noche Cultural 
 
#5 
Date: November 28 and 29, 2008 
Town: Los Angeles, California 
Stage performed: Frida Kahlo Theater 
Venue: Frida Kahlo Theater 
 
#6 
Date: April 26, 2008 
Town: Tijuana, Mexico 
Stage performed: Centro Cultural Tijuana 
Venue: International Contemporary Dance Showcase “Bodies in Motion” 2008 
 
#7 
Date: May 9, 2006  
Town: Irvine, California 
Stage performed: Winifred Hall 
Venue: Dance Department UCI 
 
#8 
Date: May 15, 2005 – Premiere 
Town: Tijuana, Baja California México 



Stage: performed: Centro Cultural Tijuana 
Venue: Centro Cultural Tijuana –Minerva Tapia Dance Group 10th Anniversary 
 
#9 
Date: August 27, 2006 
Town: San Diego, California 
Stage Performed: Casa del Prado Theater, Balboa Park 
Venue: Celebrate Dance Festival 
 
 
Juan Soldado/ dance film (Spanish and English)  
#1 
Date: April 20, 2007 
Town: Tijuana, Mexico 
Stage performed: Centro Cultural Tijuana  
 
#2 
Date: September 27, 2008 
Town: Tijuana, México 
Stage performed: La Escala 
Venue: La Escala / Centro Cultural Independiente 
  
#3 
Date: June 20, 2009 
Town: Ensenada, Mexico 
Stage performed: Foro Experimental 
Venue: CENARTE 
 
#4 
Date: July, 2009 
Town: Malaga Spain  
Venue: 23rd World Congress of Dance Research, July 
 
 
Juanito/Saint of the Migrants (live stage performance with video projection design) 
#1 
Date: April 23, 2010 
Town: Tijuana, México 
Stage performed: Centro Cultural Tijuana 
Venue: International Contemporary Dance Showcase “Bodies in Motion” 2010 
 
#2 
Date: June 20, 2009 
Town: Ensenada, México 
Stage performed: Foro Experimental 
Venue: CENARTE 



GUSTAVO’S WRITTEN RESPONSE AND THOUGHTS ON PERFORMING 
FLAQUITO FOR THE CAMERA FOR OUR SHOOT: 
 
Flaquito en Cine 
 
Por Gustavo Nava Mendoza 
 
Grabar Flaquito es la experiencia de bailar ante un espectador, ante un ojo con memoria, una 
cabeza que me permitirá adentrarme en sus recuerdos para ver qué de mi danza es lo que 
interpretó. Y finalmente que de su memoria es lo que ahora yo espectador puedo interpretar. El 
lente no es el espectador común, este se entromete en lo más íntimo de mi movimiento, hurga en 
los espacios más recónditos del cuerpo y se toma la libertad de pedirme que lo haga una y otra 
vez. 
 
Pero entre el lente y yo intérprete, existe un convenio silencioso, sabemos que al final, nosotros, 
juntos daremos un discurso a más espectadores y que lo que ahora yo dance será materia que mi 
nuevo amigo pulirá. Entonces habremos creado un mismo discurso, habremos pasado por un 
proceso creativo. 
 
Y esta es la gran diferencia entre saberme bailarín de un escenario, para un público, y de un acto 
efímero; donde la distancia y la tradición ha dado su lugar a cada uno, estableciendo los acuerdos 
con los que se comunicarán y que en efecto alguien ocupará prioritariamente el papel de escucha. 
Mientras que el bailar para un lente donde la comunicación es recíproca e instantánea, donde se 
llegan a acuerdos y se converge en ideas, es con el único fin de crear juntos lo que más adelante 
será por siempre. 
 
Son dos creativos en comunión, dos artes que ahora se dedican a hablar como una sola. 
 
 
 
Flaquito Collaborators: 
 
Kara Miller, Editor/Camera/Film Director 
Minerva Tapia, Choreographer 
Gustavo Nava, Dancer 
Margarita Hernández, Costume Designer 
Jorge Jiménez, Chair Designer 
Alejandra Escobedo Muñoz, Makeup 
Marvel Génesis Gallegos Guzmán, Production Assistant 
Jesús Antonio Mosqueda Ortega, Production Assistant  
Raul Tudon y Son de Artesa-La Cucaracha, Music 
Juan Cedeno, Still photographer 
Larry Asakawa, Advisor 
 
 
 



FLAQUITO WORK IN PROGRESS LOW RES VIDEO 
Your video will be live in a moment at: 
http://www.youtube.com/watch?v=VP88TrErYVE 
 
documentation VIDEO 
http://www.youtube.com/watch?v=BFJaJGsBzm0 
 
filmingflaquito.wordpress.com 
 
 
Text taken out of critical evaluation that I don’t want to lose: 
 
In the fall of 2009 I began thinking about focusing my PAR writing on the process of making 
digital media for dance.  From a theoretical perspective, the reason for choosing this aspect of 
my dance practice is because I feel it is an area that is under theorized.  On a personal level, I 
knew I had several performance events scheduled that would provide good opportunities to write 
through.  For me one of the pleasures of making new work is in the collaboration and discovery.   
Over the past two years I have made several attempts at writing alongside various media dance 
projects including a full concert length projection design project in collaboration with Loretta 
Livingston in Istanbul, Turkey, the creation of my own video reel, the co-producing of the San 
Diego/Tijuana Dance Film Festival, the filming of interviews and studio footage in Mumbai, and 
a community dance concert photography presentation in Hawaii.  While I learned a great deal in 
the documentation of each of these events, each time I felt my writing was not complete.  I failed 
to include detailed journal notes in key parts of the process or my critical evaluation was more 
descriptive than theoretical.   Part of this was due to time and how many different creative 
processes I could play with successfully all at once in connecting dance, video, and writing.   For 
my final PAR submission I figured the easiest route might be to go back and revisit one of my 
projects and essays.  However in my gut something told me this would not entirely hone in on 
what I really wanted to know.  The knowledge I was seeking was in the rawness of the moment, 
in the experience of trying to make visible in my journal the texture of my artistic choice making 
in the act of writing in a state of performativity.  
 
I see now that all of these experiments with writing are an accumulative practice much like dance 
and video making are.   
 
It takes practice to write about practice.   
 
And, for me at this moment the writing is a continual unearthing of digging deeper down through 
layers to get to the core of what making dance/dance film is.  For this reason, the performance I 
will attempt to engage in this PAR essay is a new work in progress.     
 


