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“The Editing and Filming of Flaquito” 
PAR Critical Evaluation 

 
Kara Miller 

 
Creative Process as Performance 

The creative process for me is very circular.  I am a lifelong learner, constantly growing, and 

expanding my radius of understanding in the world.  My position in the realm of art making activity is 

constantly shifting and I have worn many different hats as a dancer, choreographer, dance filmmaker, 

educator, supportive audience member, and newly emerging writer.  My first love is dance and 

everything else radiates out as an extension of this passion.  I approach creating work as a spiritual 

practice.  By that I mean that the process of choreographing dance or editing video informs and is part 

of my sense of being in and relating to self, community and environment.  Making art is a way of life 

for me.  Each new project begins as an unknown journey that eventually leads to some sort of change 

and discovery.  There are not always clear directions to follow so the pathway involves transformation 

and expands my perception about what is possible.  In each step along the way I listen to my intuition, 

body, physical place, and collaborators.  I see the fruition of a project, the presentation of a dance or 

the screening of a dance film, as a temporal part of a larger whole.   Doreen Massey’s notion that 

“space is an ongoing production”i resonates with me in the space of creative process. For me the 

creative process is the performance and any particular project that marks the edges of the practice in 

time and space is a continuous “ongoing production” of a series of containers for my life experience 

that I can revisit for inspiration, research, and evaluation.    

 

Accumulation 

The critical evaluation is of my creative process in the role of dance filmmaker in collaboration with 

choreographer Minerva Tapia in the making of a short film “Flaquito”.  My analysis examines the 
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accumulation of my written and video journal in the creative spaces of pre-production, production, and 

post, as well as a close reading of my experiences filming with a panasonic dvx100 camera on location 

in Tijuana, Mexico and editing with Final Cut Pro 7 at my computer in San Diego, California.   I 

compare my shooting/editing experiences to my dancing/choreographic process because my dance 

background influences my creative choice making in video, and, because I write this document with a 

dance filmmaking community and audience in mind.  The project is a work in progress so it is clearly 

marked as an “ongoing production” which I think is important because all of the pieces I create are 

continuously evolving.  I often go back time and time again to re-visit a dance or film and make 

something new of a previously worked concept. 

 

I began thinking about Flaquita as a potential video dance in 2005 while Minerva was choreographing 

the piece.  Flaquita in spanish is an endearing term for “super skinny” and the dance is a solo work 

inspired by the folk images of skeletons found in Mexico and the political satire cartoon drawings by 

Jose Guadalupe Posada’s in the early twentieth centuryii. I was a participating member of the class 

during the semester that Minerva created the modern dance for Donald McKayle’s choreography 

course in studio 1100 at the University of California, Irvine. Below are some still images of Minerva’s 

live stage choreography from her website.iii  

              
 
I remember thinking the dance would be a fascinating film study for several reasons.  The 

choreography is clearly structured and fun to watch, the length of the piece is fairly short so we could 
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experiment without needing much of a budget, and the content is inspired by drawings which creates 

the possibility for film to do something that the stage performance cannot by juxtaposing images of the 

cartoon inside of scenic backgrounds.  John Bishop, a Los Angeles based dance filmmaker suggests 

that “like a choreographer, the camera defines a space, places subjects in the space, and moves them 

through that space”.  In relationship to his idea of the camera moving bodies through space,  I thought 

that Minerva’s dance could be interesting in a shoot that moves the choreography around unique 

historical locations in the space of Tijuana.iv   Plus, I like Minerva and thought it would make a nice 

video memory.  A lot of what motivates me to create dance films is the joy and interactivity of sharing 

that occurs in the crafting.   

 

This early seed of impulse to film the dance did not come to fruition until recently.  What happened 

between 2005 and 2011 though was filled with work on other projects and an accumulation of 

collaborative process between us that feeds this current project.  In my process journal in April I wrote 

the following note: 

 April 2, 2011 
Minerva and I have been talking about making a video choreography of Flaquito 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. 

 
The “accumulation” and way of working is a process of collaboration between us over the past five 

years on several projects that lay the foundation for the making of the film version of “Flaquito”.  In 

our partnership my primary role has been as camera person/editor and Minerva’s has been as 

choreographer.   In 2006 I created the video projection design for her choreography for the stage “Ellas 

Danzan Solas” and a short docu-dance film about inspiration at the border.  In 2008 we created two 

versions of “Juan Soldado” as a dance film with texts in English and Spanish, and, “Juanito/Saint of 

the Migrants” with projection design.  In addition we have co-produced (along with Larry Asakawa) 
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the bi-national San Diego/Tijuana Dance Film Festival that presents international experimental dance 

films to our local communities.  The “accumulation” of process that foregrounds the ability to make 

the film “Flaquito” in such a short period of time is the “trace” of a spirit of trust, honesty in how we 

give feedback to one another, an openness to experiment with one another’s ideas if an inspiration 

arises, the fun we have in playing together, and comfort in knowing that no matter what obstacles arise, 

we will get the work done.  All of these “traces” of process over time work cohesively to make new 

projects flow easefully. 

 

The accumulation also extends beyond what is visible in the final screen edit. Many artists and 

individuals perspectives are present in the video by giving feedback on filming or editing, creative 

discussions about process that happen throughout, and the behind the scenes presences of set up and 

organization.   In this project Minerva Tapia has provided endless inspiration through her 

choreography, staging, and ongoing discussions about the meaning of the choreography.  Gustavo 

Nava’s presence in performing Flaquito brings Posada’s drawings to life by infusing these cartoon 

images with his fresh spirit and sense of humor.  Larry Asakawa contributed numerous hours pouring 

through the edit with me shot by shot at various stages and having long discussions trying to get to the 

raw heart of why we love this medium so much.  Juan Cedeno generously drove us back and forth 

across the border and took beautiful documentation photos of the shoot.   The production crew, friends 

of the Minerva Tapia Dance Group Marvel Génesis Gallegos Guzmán, Jesús Antonio Mosqueda 

Ortega, and Alejandra Escobedo Muñoz, designed the makeup, carried the heavy signature Flaquito 

chair through the streets of Tijuana, provided music playback during the shoot, cleaned the spaces for 

the shoot, and offered the joy of laughter to the process.  Present in the line of structural form in the 

film are the talented works of Margarita Hernández who created the costume and Jorge Jiménez who 
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built the chair. And finally the musicians, Raul Tudon y Son de Artesa-La Cucaracha, create the 

rhythm and vibration of the pulse of feeling in the dance film.   

 
 
Pre-Production Planning 

A great deal of planning is involved in the pre-production stage of filming the dance.  The organization 

for “Flaquito” began in January 2010 and included coordinating an audition for the talent, rehearsals, 

film site location hunting, setting up the crew, making a shoot plan, and prepping the technical 

equipment.   Often this phase will also involve organizing costumes and props and getting music 

permissions. Minerva had already attended to these items since the dance had a five year history of 

being performed live on stage.   The initial planning process is the most exciting to me because it is an 

idea generating stage and I enjoy the act of producing.  The time involves a lot of dreaming, creative 

conversations between collaborators, and a sense of adventure of journeying into the unknown.  Pre-

production is the fertile period to become super organized and at the same time be ready for the 

unexpected to happen during a shoot.  Often I find that seeds of creativity are planted here that I don’t 

recognize until later while editing.   

 

The Audition 

The site of this collaboration occurs in a circle of choreography, performance, filming, and editing 

between two cities and two countries, San Diego, U.S. and Tijuana, Mexico.  In the fall of 2009 

Minerva and I began to seriously discuss crafting her solo dance for the camera.   Originally the solo 

was for a female body.  When we began to discuss the film, she had the idea to make “Flaquita” into 

“Flaquito” featuring Gustavo Nava, a new male dancer in her company.  When I play the role of 

filmmaker in collaboration in dance, I intentionally leave total freedom and space for the 
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choreographer to decide on the performers and choreography.  What I am interested in directing 

though is the performers relationship to the camera.   Before shooting I need to know that the dancer 

knows the choreography well enough that he/she doesn’t appear as if they are “thinking” about the 

dance.  Often times when performer learns a new dance, there is a period of time in rehearsal and 

performance where the choreography seems to move from a space of “thinking” about the movement 

and each step that comes next in the sequence, to actually “doing” the movement without thinking.  I 

have experienced this in myself as a performer. I have observed that the “thinking” process stage of a 

dance can be somewhat concealed on stage but becomes very visibly present in the eye of the camera.  

The reason I believe this happens differently is because onstage there is a distance between the viewer 

and the performer.  In a proscenium type theater, the space draws the eye of the watcher to the larger 

outline of the form, technique, and choreography of the body moving.  In video, the camera makes the 

viewing experience very intimate and details of facial expression or the kinetic energy of body parts 

become enlarged in close-up shot angles.  For this reason, since Gustavo was just beginning to learn 

the choreography in the fall of 2009, I wanted to have him audition the dance for the camera.  

 

On January 21, 2010 Minerva and I traveled to the Tijuana Cultural Center to record and document the 

dance and video projection design that we collaborated on for another project “Juanito: Saint of the 

Migrants” so it seemed like the perfect time to audition Gustavo for the Flaquito film.  That is the day I 

began keeping a written journal of process for this project.  I also thought it would be important to 

keep a video journal of that event because there is so much that goes on behind the scenes that never 

makes it into the final film.  Bishop describes this accumulation of impressions when he describes how 

video has it’s own “syntax” that incorporates “physical impressions and emotions from the 

performative and reprocesses them into its own kind of experience”v.   The “syntax” of digital image in 
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a video journal, through the recording of  impressions of “performativity” of space and dance,  then 

compliments a written journal in terms of documentation.  Video captures the presence of the space 

and the performers in the moment of creation.  After the audition I wrote in my journal what I thought 

my act of filming the audition was doing within me: 

January 21, 2010 
making space 
listening 
considering the process to be alive, actively engaging me as I engage it 

 
My process for recording was a both a generating and responsive mode.  I generated making space 

within myself by not thinking and being present in the moment.  I responded by listening with my eyes 

to the architectural space and framing bodies in relation to it, listening with my whole body to the 

dancers moving through space and time by following their choreography and feeling it physically as if 

I’m actively doing it, and listening with my ears to comments people were making.  Through the lens 

of my camera, I responded by framing the elements I experienced in this listening process.  The 

listening process brought me into an active state of being attentive to looking for detail such as the way 

a dancer tendu’s while warming up, the silent lighting designer working quietly at the back of the 

house, the visible particles of dust seen in the rays of a stage light, and the excitement of performing 

Flaquito in the sound of Gustavo’s voice.   

 

Gustavo’s audition went very well.  His enthusiasm spilled over into gusts of articulated gestures of 

bones shifting through space and he moved with strength and certainty.  However upon reviewing the 

video tapes, I could see that he was still thinking about the choreography. I wrote in my journal: 

January 23, 2010 
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 
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thinking about the dance, rather than being the dance.  I will wait to make the film until he has more 
experience performing the work. 
 

I perceived his “thinking” the dance in his body.  When his mouth would open in the choreographed 

“Flaquito smile” his eyes were distant.  There was a tenseness in his skin and muscles that looked to 

me as if he was wearing the dance as a costume rather than being the movement.   Because he is a 

strong performer, I knew he could get to the place of fully embodying the character but just wasn’t 

there yet.  I spoke with Minerva about this disconnect and we agreed to give Gustavo more time to 

perform Flaquito onstage before shooting for a dance film.  

 

Choosing the Site Location 

In the year that passed from the initial audition, many other aspects of pre-production were organized.  

Gustavo performed “Flaquito” live onstage in different venues every month and we started to think 

about site locations.   I had in my mind the idea that the choreography could be filmed in multiple 

spaces. One of Massey’s theories on the concept of “space” proposes that conceiving of “space as a 

static slice through time, as representation, as a closed system”vi is a way of controlling it.  As I 

meditated on this in the preproduction phase of the film, I considered that part of what I think film 

uniquely does is creates the visual possibility to see multiplicity across what we might conceive of as 

bound geography through connecting a wave of images in a flow of different spaces and time.  What I 

wanted to attempt in the film was to create a kind of unbound flow.  Rather than trying to “control” the 

dance by containing it in one environment, I wanted to experiment with mixing movement images 

across multiple spatial environments.    

 

My original impulse was to keep the choreography intact from beginning to end but set in different 

backgrounds.  My thinking was that Flaquito as a film had the potential to flow through different social 
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and architectural space in Tijuana.  Creatively, Minerva’s choreographic inspiration to base the 

movement off of Posada’s skeleton image, an image broadly enmeshed in Mexican popular culture, 

was driving my thinking about trying to find backgrounds that would compliment the intent of the 

choreographic impulse.  I was looking for a way for the dance to connect with perceived culture 

visually.   

 

The first image in my mind was that of the candy stores underneath a white opaque tent roof in 

downtown Tijuana.  The reason for imagining Flaquito in this kind of site is because images of 

Posada’s skeletons are sold as household decorations there. I also thought that the opaque roof would 

easily solve any potential lighting problems as I knew we would be working without any budget for the 

creation of the film.  The overhang would work as a natural reflector and diffuse the sunlight while at 

the same time creating enough illumination for the performer’s face and body.   The second image I 

had in mind was in a brightly colored salon, a historic kind of place that might have been around when 

Posada drew his cartoons.  In my imagination I saw solid walls of color.  I think this is because 

whenever I cross the border into Tijuana, I’m always struck by the change of color in the buildings.  

Houses and storefronts are sometimes painted bright red, yellow, pink, or blue.  When I return home to 

San Diego, I notice the architectural coloring is more muted in cream, brown, and grey.  

 

I described these images to Minerva to see if she resonates with them or if she has others.  She 

suggested Gustavo go and make some stills of sites in Tijuana based on these images that we could 

play with.  Gustavo sent ten images of which I honed in on the following three of them: 
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                        El Callejon de la 6ta            Mercado "El Popo"                 Cine Bujazan 
 
I thought about dimension on the screen as I reviewed these images.  Because a recorded video image 

on a screen is two dimensional, shooting and lighting techniques of creating distance between the main 

dancer and the environment help differentiate form in the space of the screen.  The photos were pretty 

close to my initial images except for the movie house.  The candy store at Mercado "El Popo" had a 

nice lighting setup as I anticipated.  There would be lots of activity and all the people moving through 

the shot would develop a sense of depth.    I loved the multi-colored hallway in the El Callejon de la 

6ta because it had many diverse solid washes of color even though it was not a “salon” as I was hoping 

for.  The challenge of that space was that it is a very narrow hallway and I knew it might be difficult to 

place the camera far enough away from the dancer to capture the entire moving body in the frame and 

to create dimension between the movement and the walls.  When filming dance I have learned from 

experience that is useful to have plenty of 360 degree space to move around the body.  That would not 

be the case in this space but the bright colors made it worth the trip to film there.   I was extremely 

worried about the old theater at the Cine Bujazan.  Old abandoned buildings don’t always have 

electricity, I didn’t see any hanging overhead lights or lamps, and the colors of the marble might look 

bland on the camera.  Not having enough light would mean there would be very little shadow to play 

with.   I never told Minerva this.  She was very enthusiastic about this location and thought it would be 

a fascinating historical connection.  I trusted her instinct and thought it was worth a try.  Later on after 

filming there it turned out to be a fabulously rich sculptural site for creating depth in the image. 
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As we got closer to the shoot day I organized my camera equipment.  While this sounds like a 

mundane action, it is actually extremely important to think through. For example not having enough 

tapes can sabotage the entire filming process.   My list included the following: 

May 27, 2011 
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 
 
It was good that I made the list because in doing so I realized I had not planned for the audio playback 

system.  The reason was that sometimes when I shoot movement, improvisation is involved and there 

is no need in the later editing process to match movement exactly in different camera angles.  With 

Flaquito, I really wanted to keep some of the visibility of Minerva’s choreographic structure in the film 

so it was important that Gustavo perform to the same rhythm and timing of the musical phrasing each 

time we filmed so that I could match frames in the editing process.  Also because of this need to have 

Gustavo perform the dance to recorded music in the different spaces, I decided not to include any 

ambient audio in the final editing mix.  It would be to jarring to blend live “ambient” sounds of the 

songs with the layered in musical track in Final Cut Pro.  

 
Production: The Pleasure of Sharing in Collaboration 
 
Sharing in Collaboration 

May 29, 2011 
Morning 
7:30am  Heading to Tijuana today! 
I hope we have enough time. 
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As I headed down the 805 highway to Tijuana I was worried that we might not have enough time to get 

all the footage in so many different locations.  Everyone’s schedules were tight, Gustavo was in 

school, Minerva was spending most of her days up in the Ph.D. program at UC Riverside, and I had 

many deadlines to finish up the preparation for my QE’s at U.C. Davis and pack the house to move to 

Hawaii.  Given all of this, we had to work quickly to get the shots and only had this one window to 

work.    

 

As I reflect on this hurried state we were in, I realize that part of what I have valued about working 

with Minerva in the past is the kind of quality time we have taken in working together, both creative 

planning time and social interactivity.   I have experienced a pleasure in sharing our different ideas 

about how we perceive movement and art, and discovering how any one current project connects with 

family life and daily activities.   This is what I enjoy about my collaborations with other people as well 

however there is something I have experienced in the culture in Tijuana that I think makes space for 

this kind conversation.  Much of my interaction with artists in San Diego is a bit hurried as everyone 

always seems on the go.  When I am in Tijuana, I notice that the artists I have interacted with there 

take time to greet and genuinely inquire about the well being of one another without a feeling of being 

in a rush, even if they do have to move onto another activity.  This attentiveness to being present and 

hospitable in interactions is something I sense in my friendship with Minerva.   It is something that 

gives meaning to my life and that I learn from in the space of the work we create together.  

 

In the preparation of the Flaquito shoot, the requirements of our different Ph.D. programs created 

obstacles, which blocked the kind of social time, we usually share together in the making of a work.  In 

my journal I wrote: 
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May 15 
We were supposed to go location scouting today in Mexico.   

 
I call Minerva and told her I am overwhelmed with my coursework assignments.  She is too.  We decide 
to postpone and move everything back by a week. 
 
May 18 
Minerva calls to ask if we can push back the filming date even longer by two weeks.  I look at the 
calendar.  There is no way I’ll get the editing and writing done in time to meet my PAR exam. Minerva 
and I are always flexible with each other. I say it is fine to push back the filming but would need then to 
focus my PAR exam on another project which is fine.  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.  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 feel disappointed.  What to do? We are both crazy busy right now. 
 

 
Experiencing “disappointment” has actually become an important discovery for me in my journal of 

process.  Because of my journal entries, I began to consciously understand part of what motivates me 

to create dance films.  In the moment of planning the shoot, I realized our limitations.  I was being 

demanding with my need to have a shoot schedule within a short perimeter.   The truth is that the 

“work” of the project does not require us to be in the same place.  Her choreography is complete and 

I’m really re-imagining it for the screen.   The work could easily happen separately but I felt 

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.  Conversations with Lynette Hunter 

about her work on holistic criticism and placing theoretical value on friendship and respect is part of 

what made me aware of making this part of my process visible on the page.vii  These are things that are 

also not a large part of our current critical discourse on the art of making dance films.  
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In spite of all of the “busy-ness” surrounding this time, we had a wonderful day of filming and there 

was plenty of time for sharing. Together we made time for lunch at Sanbourns for the entire crew and 

enjoyed a lovely meal and conversation over a delicious course of Menudo and sweet honey flan.  

 

Sharing in Space: Responding to Objects 

There are many layers to the creative process of sharing.  One layer was in my social interaction with 

Minerva, another layer was in my relationship to the dance and space through the lens of the camera. 

Shooting dance images for me feels like painting with my eyes.  I share a visual relationship of 

exchange within each environment.  Each place I shoot in contains a palette of colors that I look for 

and try to make sense of in my frame.   I connect with the camera like a paint brush and my favorite 

mode of filming is responding to an environment rather than going in with a fully fledged shot plan.   

 

I prefer to shoot with at least two cameras when filming dance, usually dedicating one camera as a 

wide angle and one camera as a closeup angle.  The reason for this is dance is never performed exactly 

the same way twice.  When I try to mix and match camera angles shot from only camera, I can never 

find exactitude in the placement of the body in space or on the musical phrasing.  With Flaquito though 

I only had access to one camera, my Panasonic dvx100a.  I looked into renting a second camera but 

production houses no longer use these because they have all upgraded to HD.  So I knew going in that 

I was going to have to wing it and respond to the environments rather than construct them through a 

pre-planned storyboard.  I did map out some camera angles on two pages of notes during pre-

production, but that was mainly so I would remember to get a few specific angles throughout the day.  
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I like shooting on the fly like this because the process leaves space for the unexpected.    There are two 

modes that I work in when creating new work in dance filmmaking.  I consider these modes to be a 

generating mode and a responsive mode.   These are not fixed places or methods, rather they are 

always shifting and there is fluidity between them.  Sometimes the modes happen separately, other 

times they occur simultaneously. In video making, I am responding to a set design need, color palette, 

movement phrasing, or larger structural narrative of the story being told.    In the generating mode, I 

have an idea in my mind of a theme, choreographic phrase, or video image, and I start to create based 

on this impulse.  Once the action of creating responds to the impulse, the mode could be considered 

both generating and responsive at the same time.   

 

Poetically speaking, there is a vibrating wave of cause and effect, or relationship, between imagined 

thought, and action in the making of the shooting and editing of images for the screen.  These artistic 

elements then bounce off of one another and inform my choices made in relationship to one another, 

often between dancer and space.   I think about these modes of generating and responding in space in 

relationship to Anne Fenemore’s idea that “space itself might be responsible for the construction of 

performers and spectators’ bodies as objects”viii.  She engages the notion of “map” and “tour” where 

thinking about a map “creates objects in a visual field, whilst retaining the self as subject” while a tour 

“creates objects in a spatial field and constitutes the self as one object amongst many”ix.   While I was 

in the middle of making this piece, Peter Lichtenfels inadvertently brought Fenemore’s article and 

course discussions about the relationship of objects in space to my attention and caused me to consider 

how bodies and space work together as objects in motion.x   I will try to unravel this relationship of 

generating, responding, sharing and exchange between bodies, objects and space through a close 

reading of filming at the Cine Bujazan site. 
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Cine Bujazan (photo by Juan Cedeno) 
 

               
 
 Cine Bujazan Memories 

Old movie house. 
Dust everywhere 
Disco ball hanging over an old bar stool 
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 dolly shot with my makeshift wheels from the 
car, close-ups of Gustavos face and half body at beginning and end, cam left midshot 
The descending staircase opens up  
The room is very sculptural and maybe I can play off of that 

 
 
My relationship between how I direct the camera and the space is in the way I “play off” the structure 

of the architecture.  The space informs my decisions much like Fenemore’s idea of “tour”.  I shoot like 

I choreograph dance in the way that I respond to space.  When I choreograph in architectural places, I 

think about how my movement will compliment the line of the building and flow of the objects in the 

room.  I listen to the lines in the room and where they tell me to move my body.  When I film, I frame 

my lens so that the dancers body is like an object that may visually interact with the space.  This is 

similar to how I choreograph as I will improvise first by listening to the form of what is in a room, and 

then begin to shape the phrasing.  With the video in Flaquito, first I walked into the movie theater and 

improvised by looking around the form of the building.  I began to respond to the space visually.  My 

eye followed the curves of the rolling curtains and how this meets the solid round columns.  I thought 

about how Gustavo’s body moving through space would  interact with the architecture as if the space 
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was a dancer in duet with Flaquito.  Then I set up my camera and in a responsive mode, tried out a few 

different arrangements balancing color and shape.  If my camera is sitting still on a tripod, I allow the 

space to frame the screen and the body to go in and out of the image.  If I am shooting handheld, I let 

go of the space and hone in on the pulse of the body in motion.  My eyes allow the body to ground the 

center of the image and the space to go in and out of focus.   

 

I also “play off” the environment through “playing” and having fun like a child in a sandbox with a lot 

of toys. I would consider this a generating mode.  The dancing body seen through the camera becomes 

an “object” as one among many “objects” in an environment.  How many different spaces can we 

experiment with the movement in?  How does the space inform what choreographic choices might be 

made in that location? How can we generate synergy, something new, in the structure of body, skin, 

breath, stone, fabric curtain, and steps that are there?  In Cine bujazan I notice the area where the light 

spills in through the room has a stone ramp and creates another natural frame.  I start to play with 

framing and Minerva is having fun experimenting as well.  She stages, generates, a “walk through” 

that while not planned in that first moment of shooting eventually becomes a key element of the final 

edit.  

  
Stills from video footage: 
 

       
          Stone Ramp        Secret Hallway               Cine Bujazen Outside 
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Sometimes the creative process involves generating and responding at the same time.  At the top of the 

lobby stairs is a passage where the wind is blowing a red curtain ferociously through.  I ask Minerva 

what she thinks about playing in this area because it feels like a secret space to me.  I am responding to 

the breeze and shadows in the hallway by framing the curtain blowing.  First Gustavo runs the entire 

dance there, then I build upon the accidental initial “walk through” idea he did outside the door on the 

stone ramp and have him dance his way through the frame as a journey.  During the shoot we were just 

“playing” but as the filming day continued on, these ideas accumulated.  Mostly because it made us 

laugh every time.  In each setting I filmed the walk through using a different backdrop and camera 

angle.  In this way the response to a breeze in a hallway began to generate a cycle of repetitive filmic 

ideas through the shoot day.  The staircase had a flat surface that the dancer could slide on and 

Minerva goofs around suggesting that Flaquito should slide down the banister.  We were having fun 

intuitively working with the structure of the room, or, the room was having fun playing with us.  

 

In the pre-production stage we also had not planned to film in the dilapidated area of the Cine Bujazen.  

In the spirit of play, we walked out in that space and decided to try it.  What I loved about responding 

to this space was the fact that it felt old, like a ruins.   Somehow this connected for me to the day of the 

dead images yet with a voice of history and presence that is still speaking.  The feelings of ruins spoke 

to me in the skeleton image and in the architecture of the space.  I walked up to the top of the balcony, 

set up the camera, and recorded one long shot of the dance, occasionally pushing the lens in and 

pulling out. I wanted to show the texture of decay in what I was feeling.  As I related to the movement 

and architecture through the lens of the camera, I felt Flaquito’s dance carves space and brings absent 

space – present.  The absence of family members gone, past time, and Posada’s life through the 

choreography of skeleton images.   As I was filming Flaquito in that space, his tiny body in this giant 
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crumbling theater made of earthen stone became part of the visual texture of our life cycle. Later in the 

video edit, the discovery of all of these playful and reflective shooting elements generated an important 

part of the choreography of the dancing image on the screen.  

 

Post Production – The Spine 

Organizing the Edit 

Post Production editing is a very solitary activity.  I sit facing a computer screen and all of the 

sensations of dimensional space and social activity of the filming process come to a rest in a quiet 

place at my kitchen table.    I don’t “think” thoughts when I edit.  My thoughts as “words” are silent. 

As I begin a new editing project, I like the open space in the Final Cut Proxi timeline on my apple 

laptop.  This screen with no footage speaks of infinite potential, a site before sensations of experience 

collide to make a new memory. 

 

I also don’t try to imagine how all the footage will assemble before I’m looking at it.  The initial 

editing steps are mechanical.  I load the tapes into my camera and then log and capture them into Final 

Cut Pro editing software.  I organize the different clips and name the bins I create in the browser. I 

sorted out the footage into FCP sequences according to site location.  Then I carefully set up the 

pathways they will make to storage on my external hard drive. The beginning of an edit refreshes my 

senses.  I am not generating or responding in the creative sense.  I am simply doing.  

 
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 close-up 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: 



 20 

1-candy store 
2-movie house 
3-outside movie house 
4-colorful 6ta hallway 

 
separating out Gustavo’s creepy crawly walk shots at the end of each sequence 

 
Once I have the footage digitized and sorted, I start making decisions.  I edit dance films like I 

choreograph dances. I consider the overall structure and then dive into the material in sections sorting 

out individual phrases.  Often I discover new ideas in the process and the overall form takes on a new 

skin by the time I get to the end of the process.  Once I start editing I lose myself.  Time disappears.  I 

start swimming through clips and five hours later feels like only three minutes.  I have this same 

experience filming and in the choreographic process.   

 

Initially I conceived of the choreographic structure of Flaquito as being the visual spine.  In the candy 

store footage was there was a sense of journey in the hallway and people were going about their 

shopping sometimes noticing and other times oblivious to Flaquito’s dance.  Occasionally people 

looked right into the camera.  I kind of like that rather than a film that is oblivious to the presence of 

the camera.  I am also interested in the idea of framing a dancer in the middle of real life activity rather 

than being alone in a structure.  This kind of visual creates a feeling of dance being in the midst of 

social life rather than be a remotely separate activity in a staged space.    

 
 

          
                        Candy Store Hallway Passage   Candy Store Bright Colors and Wind 
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When I was filming the candy store, I intentionally set up the shot so that image would include the 

passage of bodies.  While I was editing, I began to see that this flow of people also metaphorically 

represents for me a connection to a passage of time through life and death via the image of the 

skeletons.  Flaquito is dancing in the middle of daily life, our ancestors and death are dancing among 

us.  I also set up the shot and this particular junction in the hallway because the background colors 

were so bright.  A low hanging paper cut streamer framed the top of the screen, and bright yellow store 

signs with sweet candy brought out a feeling of the abundant brightness of being alive. The colored 

piñatas that were swaying with the hallway breeze revealed the flow of wind in the space that made 

invisible presence, visible.  For me this flow of presence is also a metaphor for the tangible invisible 

presence of embodied memory made physically seen. I recently read a quote from a Cineaste Magazine 

interview with Japanese Filmmaker Akira Kurosawa that expresses for me what I was looking for 

through the cameras in the hallway.  Kurosawa said,  “What I meant to say is that some of the essential 

scenes of this film are based on my wondering how God and Buddha, if they actually exist, perceive 

this human life, this mankind stuck in the same absurd behavior patterns…I wanted to see through the 

eyes of a heavenly being”.xii     In the hallway I noticed a presence in the gentle breeze that was blowing 

the piñatas and I wanted to be able to somehow “see through the eyes” of this presence which we 

cannot define and communicate this understanding through the camera.   So I decided to use the wide 

shot of the candy store as the base to build the sequence on.   Then I framed the beginning and end of 

the dance with the half body shots from El Callejon de la 6ta.  Everything else cut in between was an 

experiment. 
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                     Beginning/Half body Shots - de la 6ta        End/Half body Shots - de la 6ta  
 

Edit Session Five 
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 

 
 
Visually I tried to make the skeleton of the edit feel like bones.  While editing I think about the image 

relation and timing of each cut musically in relationship to the audio track and visually in how the 

dancing body is placed in space.  Musically the marimba sounded like bones and choreographically the 

movement was disjointed, so I played around with making the edit cuts fast and disconnected to 

compliment these elements.  

 

Experiments and Discoveries 

The discovery of the edit for me was in my experimentation with “accidental” footage.  The 

“accidental” footage included shots that filmed that I did not anticipate would be come so central to the 

theme.  Allowing the space to not have the storyboard entirely pre-planned provided room for this 

experimentation to give birth to a new idea.  For example I started inserted the “crawly walk through” 

as a transition marker and as a way to show a journey between site locations.  I played with changing 

the speed of the footage so that the dancer would look less like a human body moving through space 

and more like an unreal character.  I found in one of my clips that I accidentally left the camera rolling 

while I was asking Gustavo to move his chair to the center of the frame.  This chair accident became a 

center point in the middle of the video and I re-imagined these accidents as visual choreography. 
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What is interesting to me about the medium of video is that it creates the opportunity to alter a physical 

place and see an image blended into a structured space of the body and architecture visually.   Before I 

started editing I had an idea about layering the cartoon images inside of the dance.  In my journal I 

wrote: 

 
May 15 
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.  

 
As I was editing I kept these fragments in mind.  I kept a scratch track in my FCP sequences and tried 

several experiments there.  First I tried to layer Posada’s cartoon drawing on top of the pink footage 

and reduce the opacity.  Then I experimented with keying out the brighter sections with the Luma 

filter. 

 

      
       Posada’s Cartoon Drawing                     Original Clip  
 
       

          
            Clip with Reduced Opacity                    Clip with Luma Key 
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The joy of playing with this footage is that anything is possible.  In the moment of experimentation, I 

felt neither of these images worked though.  The reduced opacity made the image look milky and 

unclear and the luma key final image was to busy.  There were to many lines in the frame.  Then I tried 

another idea.  A few of the walls in the de la 6ta space are blue.  So I applied the blue and green screen 

key and messed around with the color level, tolerance, and edge thinner settings.   

 

           
 
 

           
      Clip without Blue Screen            Clip with Blue Screen 

 
The editing expands the choreography of the movement to the choreography of spatial relationships in 

the architecture.     

 

Working with blue screen is tricky in video editing because the edges of moving bodies become fuzzy. 

Altering a physical space with blue screen has the potential to be perceived as cheesy. I think this is 

because we are unconsciously trained through watching movies and television to see sequences of 

images in a bound way. We are used to “seeing” reality represented on screen and when that picture 

changes to include another layering of image, it looks unbelievable and feels unsettling.   When that 
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pattern is altered, there is no frame of reference for how to make sense of it.    In the space of Flaquito 

on the screen I believe it works harmoniously because the cartoon in the final image was only partial 

and the pink and yellow painted walls around the image offset the blue screen, and, because the image 

utilizes cartoons.  In the cartoon world, we do not expect to see reality. So something absurd like 

Flaquito gesturing a pointed finger towards a wall that seemingly causes a skeleton drawing to appear 

does not feel unsettling.  Instead the image makes him look like he has super powers.  Somehow that is 

believable I think because of the implied reference to the cartoon.  Many of us grow up as children 

watching cartoons and are “trained” in a sense through the repetition of watching these images to see 

and believe that the impossible can exist in that space of hand drawn imagination. Whereas when an 

image is altered with blue screen in a visual space of reality that is not cartoon like, we do not make 

sense of the representation.   

 

Cleaning 

Three quarters of the way through I am working on an edit I usually begin to collaborate with other 

video editors by asking them to review the footage.  Because I have looked at the material for hours on 

end I get a point where I am to close to it to see what is not working.  I do this in choreography as well.  

At various stages I will bring in observers to give feedback and help “clean” the movement”.  With 

Flaquito I spent many hours reviewing the clips with Larry Asakawa and discussing what was working 

and why.  Sometimes this process would involve looking at only a two or three frames and figuring out 

whether or not those tiny bits of micro-second matter.  At some point in the process Larry asked me, 

why the use of red in the opening credit titles?  Until he asked that question, I hadn’t thought too much 

about the reason for it.  Visually, I liked showing Posada’s cartoon drawing first because his work was 

the original impulse for the dance and the direction of this film.  Because the drawings are black and 
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white, the title needed to pop in some way so I used the color picker in final cut pro to extract the red 

color from a clip of Flaquito’s costume while he was dancing.  I began to think more deeply about this 

though.  At some point in my process journal earlier in the edit process I had put a red square on the 

page.   

 
 
 
I couldn’t stop thinking about red.  I had been staring at Flaquito’s costume all day and all I could see 

in my mind’s eye was this bright color.  When I later talked about red with Minerva, she said that this 

costume color represents for her life in death.  For me in this project the red represents my intimate 

relationship with the moving form of the dancer on screen that only goes one way in the editing 

process.  I spent several days looking at and experimenting with the dancer’s body and the red costume 

on it.  I felt a very close connection and relationship to Gustavo’s dancing form and the color red he 

was wearing.  This duet between the editor and Gustavo as the digital body on screen is a relationship 

that the Gustavo in real life may never know.  I have this experience with dancers bodies every time I 

edit dance.  For me, Gustavo on screen is red moving form.  

 

Spaces of Freedom 

In closing, what I like about editing dancing bodies that is different from choreographing dancing 

bodies is that the final film can easily go anywhere.  A DVD is not expensive to tour and travel like 

transporting a group of dancers can be.   The screen is like a dance studio, except I don’t need to rely 

on the available schedule of dancers to rehearse once the shooting is complete, and I can spend hours 

and hours revisiting and experimenting with the choreography.  In dance, there is some economic 
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value in choreography for me.  In film, there is little or no economic exchange as I do not put myself 

out as a commercial artist or try to make a living at shooting and editing.  My choreographic 

productions are usually tied to commissions, performances in educational institutions, or grant funded 

projects as it has been one of the main ways I earn income over the years. When I make the 

experimental video dance work, I am not tied to an economic expectation that I have to fulfill.  

Working in this risk free zone is very freeing creatively.  

 

There is a lot of potential in this project to imagine creative choices in relation to culture because the 

collaboration happened between two cities in two countries divided by a border. For this reflection 

though, I have consciously chosen to focus on the practice of making dance for the camera, and 

attempt to develop theory out of moments of arrest in time and “space” in the circular process of 

creativity.   
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