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ABSTRACT 

Brick Garden, which premiered on January 23, 2003, was a dance work in which one of 

the dancers performed her part telematically, through the use of webcasting technologies.  

Telematics was also used during the entire five month collaborative rehearsal process by 

the choreographers.  It brought together dancers and choreographers from Arizona and 

Washington.  Brick Garden was created with two overriding goals:  (a) Inclusion of a 

dancer/choreographer from the larger dance community in the telematic process (i.e. 

working outside of an academic or institutional setting).  (b) The use of telematics would 

be reflected in content development, but would not override the essential nature of dance.  

The overall objective was to find methods for the creation of a telematic space that was 

accessible and affordable for the dance community at-large.  This was achieved through 

the use of existing materials, along with the download of free, reliable and user-friendly 

software. 
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Brick Garden 

 

 Brick Garden began as an investigation of telepresence in performance, the use of 

collaboration during the creative process in a telematic setting, and the configuration of a 

system for working telematically that was accessible to choreographers working with 

small to medium-sized companies.  The work, which started in earnest in July of 2002, 

culminated in two performances on January 23, 2003.  Brick Garden was a thirty-two 

minute performance for two dancers.  One dancer was physically present on stage in 

Tempe, Arizona.  The other dancer was telepresent on the stage in Tempe, Arizona, while 

physically performing her part in Bellevue, Washington. 

 

 The initial idea for Brick Garden was conceived of by myself, Nancy Happel, but 

the development of the work’s content, movement and visual design was a collaborative 

effort between myself and Linda Boyd.  Along with her work in the creation of the 

project, Linda also performed as the telepresent dancer.  Webcasts, phone conversations, 

e-mails and a Web site for image and movie postings were used throughout the process.  

Linda was living and working in Bellevue, Washington, while I lived and attended 

graduate school in Tempe, Arizona.  Additional input from the project’s other 

participants, Suzanne Emanuel, Lona Lee, Ravi Pandya, and, during the last two weeks, 

Apryl Seech, was welcomed and elicited.  I served as Artistic Director for the project. 
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Brief Overview of Telematics 

 

 Telematics is a very broad term for the use of computers and telecommunications 

(What is Telematics?).  Telecommunications encompasses any type of distance 

communications where various sorts of data is sent and received (What is 

Telecommunications).  A Google search using the word “telematics” gives an idea of the 

wide range of communications scenarios that can be defined as telematic.  The 

preponderance of references have to do with the development of Global Positioning 

Systems within the automotive industry, and with the development and support of various 

Internet mediated communications for business and education world-wide (Google 

Search: telematics).  Narrowing the Google search by adding the word “art” to 

“telematics” reduces the number and scope of links returned, but still provides access to a 

very wide range of descriptive and theoretical material referencing not only telematics, 

but also a broad spectrum of various types of telecommunications used both in the 

creative process and in collaborative, community building projects (Google Search: 

telematics +art). 

 

 In telematics, the place communication occurs within can be referred to as the 

telematic environment.  The immersion into the telematic environment is generally 

referred to as telepresence.  A concise definition of the method of immersion which 

creates telepresence seems almost impossible to pin down.  Often, what constitutes 

telepresence seems to depend on the theoretical point of view of the person or institution 
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doing the defining.  There are two definitions that I find best encompass the range of use 

and the concepts behind telematics and the telematic environment for all sectors making 

use of the technology. 

 

 George Legrady, Professor of Interactive Media at the University of California, 

Santa Barbara takes an historical approach.  Though Mr. Legrady is an artist, his 

definition is a good reflection of the current trends in telematics found in many business, 

medical and defense applications: 

 

There is a broad, more historical way of defining telepresence, and a narrow, 

more contemporary view. 

 

Historically, it can be seen as any telecommunications technology that allows a 

person to perceive, in real time, information from a remote place.  In modern 

times, however, telepresence has come to mean technology that allows a person to 

perceive information from, and perform actions in, a remote place.  (MAT200A 

Winter 2002, Definition section) 

 

 Dr. John Draper (1995), formerly of Human Factors for Telerobotics at the 

Robotics and Process Systems Division of Oak Ridge National Laboratory, published a 

paper in which he discussed the three common usages for the term telepresence. 
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The term telepresence is often encountered in the literature and it deserves special 

attention.  Three definitions of the term telepresence are in common use:  the 

simple, the cybernetic, and the experiential.  In the simple definition, telepresence 

refers to the ability to operate in a remote or computer-mediated world generally.  

In the cybernetic definition, telepresence is an index of the quality of the human-

machine interface.  In the experiential definition, telepresence means a mental 

state in which a user feels physically present with the remote world. (53-85) 

 

 Mr. Legrady’s definition reflects the changes that have occurred in the technology 

of telematics, and how those changes have effected expectations of telepresence.  Mr. 

Draper’s three part definition reflects the nature of expectations of telepresence and 

encompasses its many and varied uses developing in all aspects of our lives. 

 

 What qualifies as telematic in an artistic event or performance reflects the broad 

definition given to the word telematics.  As long as computers are incorporated in the 

communication of data, a telematic event has occurred.  This would include everything 

from faxes sent and received, to a satellite transmission, to a chat room, to the reception 

of live video sent over the Internet. 

 

 What differentiates one telematic artistic endeavor from another is not only the 

type of technology used, but how that technology is combined with the medium it sits in, 

how much or how little the artists are involved in working in the telematic environment, 
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and how the viewers are incorporated into the telematic environment or event.  Because 

telematics lends itself to certain metaphoric ideas which reflect broad concerns about 

such issues as power sharing, global consciousness and mediated environments, many of 

the early telematic works were generated from and configured around the creator’s social 

theories.  This practice continues, but aesthetic interests and personal metaphor are 

creating new priorities in telematic works. 

 

 The public’s engagement with computers began as computers were finding their 

way into the work place and, eventually, the home.  The World Wide Web has become 

inextricably linked with our use of computers as a tool for convenient and inexpensive 

methods of communications and information gathering.  However, telematics used as a 

tool for the creation of art pre-dates the World Wide Web and the common usage of 

computers.  Efforts to link artists at a distance through the use of computers and 

additional hardware occurred early on in the history of computing, usually with the help 

of large, scientific or corporate institutions. 

 

 A search of the literature indicates that the earliest telematic work to incorporate 

real-time video was SATELLITE ARTS PROJECT '77, "A Space With No Geographical 

Boundaries.”  Created by Kit Galloway and Sherrie Rabinowitz, this 1977 project 

included collaborations in dance, music and performance (Arns, 1997, 20).  The telematic 

environment created by SATELLITE ARTS PROJECT '77 took place in composited video 

of dancers working simultaneously in California and Maryland (Satellite Arts Project ’77, 
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¶ 3).  The live video images were brought together through satellite technology provided 

by the National Aeronautics and Space Administration (NASA) (Project credits for 

Satellite Arts Project, Major Support). 

 Prior to the advent of the Internet, artists wishing to make work which involved 

nearly real-time imaging of events at remote sites had to rely on the manpower, hardware 

and goodwill of institutions.  Galloway and Rabinowitz needed NASA’s cooperation to 

receive and send images separated by nearly 3000 miles.  Robert Adrian, an early creator 

and theorist in telematics, received support from IP Sharp Associates for many of his 

telematic works and conferences (Adrian). 

 

 In the early years of the Internet, graphical capabilities were limited, and, thus, the 

Internet was a mostly text-based system.  Making use of the technology at hand, art 

making was commonly done through the use of text-based works.  Depending on how the 

work was configured, the interaction with and manipulation of text in a text-based 

telematic work was commonly done either by an invited group of artists, or by anyone 

able to access the work via the Internet.  Roy Ascott’s La Plissure du Texte (1983) was a 

very early example of this type of “distributed authorship” (Shanken, ¶ 27).  With 

technical support from Artist's Electronic Exchange Network, or ARTEX, La Plissure du 

Texte was able to connect eleven collaborators located in various parts of the world 

(Arns, 15).  Each collaborator was given systems that allowed them access to ARTEX’s 

e-mail network (Adrian, ¶ 11).  As described by Edward Shanken, “Each remote location 

represented a character in the ‘planetary fairytale,’ and participated in collectively 
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creating and contributing texts and ASCII-based images to the interactive unfolding, or 

distributed authorship, of the emerging story.”  La Plissure du Texte can be seen at 

http://telematic.walkerart.org/timeline/timeline_ascott.HTML (La Plissure du Texte, 

1983). 

 

 These and other models, though telematic, do not begin to replicate the 

immersive, telematic environment of the works which involved live video feeds.  Prime 

examples would be the very early SATELLITE ARTS PROJECT '77 referenced above, 

and Paul Sermon’s Telematic Vision, created in 1993 (Sermon, Paul: Telematic Vision).  

Telematic Vision made use of ISDN telephone lines (at 1993 speeds) to link installations 

at two remote sites (Sermon).  Telematic Vision was designed to place the 

viewer/participant at each site directly within the telematic environment.  Each site was 

identically furnished with a couch, a television set and a camera.  Exhibit 

viewer/participants were invited to sit on the couch.  Each participant was recorded by 

video camera as he or she sat on the couch.  Video images from both sites were mixed 

together and then broadcast to the television set in front of each couch.  Looking at the 

television set, which was receiving the combined images from each site, a participant at 

one end was able to see his or her own self along with that of the participant at the second 

site.  The effect was a seeming sharing of space for the two individuals as they 

telematically shared the couch together.  The participants, encouraged to interact with 

each other telematically, were in control of how events in the telematic space transpired 

and the development of the richness of the telematic environment. 
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 Twenty-seven years have passed since Rabinowitz and Galloway began their first 

explorations into telematics.  Twenty-one years have passed since what may have been 

the first telematic, collectively authored event, Roy Ascott’s La Plissure du Texte.  

Thirteen years have passed since the release of the World Wide Web (Cailliau, 1995, 

1991 section).  As is the way with all technologies, communication tools have not only 

proliferated and became more sophisticated, they have become staples in our homes and 

personal lives.  Fax software is bundled with the sale of nearly every PC.  Cell phone 

usage has soared and seems to have become a permanent appendage to people under the 

age of twenty-two.  The infrastructure of the Internet has developed, allowing for the 

transmission of larger packets of information at higher speeds.  The development of 

business and consumer Internet products has kept pace with increased Internet 

capabilities by responding with a wide range of hardware and software that allows for the 

capture of live events via video or web cameras, and the dispersal of these events to 

remote sites.  Video conferencing in the workplace and video enabled live chats in the 

home via messaging software are the most well known of these webcast technologies.  As 

a culture, we have become obsessed, needful, and perhaps a little too distracted by instant 

communications.  And, as is the way with art making, artists have reflected these changes 

and additions to our lives. 
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Use of Telematics in Brick Garden 

 

 Because dance is a kinetic art form, its art makers naturally move toward 

technologies that support the capture of the kinetic qualities in dance.  The Internet and 

webcasting technologies are the most versatile tools at this time for the creation of 

telematic works. 

 

 My first exposure to telematics in dance was in August, 2000 at Arizona State 

University’s (ASU) summer workshop entitled Cellbytes 2000.  I was not part of the 

workshop, but viewed the final performances on two evenings at each of the two 

performance sites.  I was moved by some of the images I saw unfolding and inspired by 

the potential I saw for the creation of powerful metaphor and meaning in the combining 

of dance and telematics.  I was drawn in by the intertwining of the ephemeral (dance) 

with the ephemeral (projected, live images).  I saw the possibility for new and unwritten 

subtexts that could be woven into a dance work, and excited by the sheer visual impact of 

the two mediums combined. 

 

 In July of 2001, I participated in ASU’s Summer Workshop in Performance 

Telematics (SWIPT).  Workshop participants, gathered in collaborative groups, worked 

in telematics through small exercises and through the creation of a work for public 

viewing.  The telematic space in the various exercises ranged from those meant to be 

viewed by others, to those created for viewer participation. 
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 At the close of the 2001 SWIPT workshop, the participants and workshop 

mediators gathered for one last discussion.  I raised a question to the mediators, asking 

how the work we had been doing in the very well funded labs of the Dance Department 

and Institute for Studies in the Arts related to small and mid-sized dance companies.  I 

could not imagine that dance companies could easily acquire the necessary hardware and 

software needed to continue the research done at SWIPT.  In my mind, the work we had 

done at the workshop might as well have been purely theoretical, as the practical 

application to nearly all dance companies seemed impossible based on access and 

finances.  There was very little response, and no real discussion of how telematics might 

be made accessible to choreographers.  I wondered about the implications of pursuing a 

tool for making dance that was, essentially, unusable for most choreographers. 

 

 In the Fall of 2001, I received a grant from ASU’s Institute for Studies in the Arts 

(ISA) to research the use of telematics in a collaborative setting.  I based my research on 

one of the models I had been exposed to while viewing the research of the Association 

for Dance and Performance Telematics (ADAPT).  ADAPT consists of several 

universities who are investigating performance and media in telematic space (Mission 

Statement).  The universities involved at that time were:  ASU, California State 

University at Irvine, Ohio State University, University of Madison-Wisconsin and the 

University of Utah.  The ADAPT model I chose to emulate was one in which the 

telematic space for viewers remained solely within the Internet.  Movements and images 

created at two or more remote sites were combined via a mixer and then broadcast over 
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the internet to be received by viewers via a QuickTime Player.  The dancers whose 

images were being broadcast were able to see activities at other sites via either a 

projection in their dance space or a television monitor. 

 

 In my research at ISA, I was forced to deal with the questions of accessibility, 

finances and inclusion that I raised with the mediators of SWIPT.  Four choreographers 

spread throughout the western portion of the United States, Hawaii and Alaska were 

interested in working with me on the research.  They were:  Linda Boyd, Don Decker, 

Betsy Fisher and LuAnne Nelson.  In total, there would be five remote site participants.  

Of the five, only two had access to the equipment necessary to create a telematic 

environment as the technology requirements of webcasting had been introduced to me 

through ADAPT and SWIPT.  These two were myself and Don Decker.  We would both 

be working through the facilities of an ADAPT member, ASU and the University of 

Utah, respectively.  The other three members where chorographers who had never been 

exposed to telematics, but were interested in the project.  Siew Wong, who served as 

technical support for the grant, devised a system using Microsoft Encoder and Windows 

Media Player that allowed each of the five participants to be a part of the project. 

 

 All five participants were able to view the composited webcast being created and 

sent over the Internet at ASU.  Using an 800 number capable of accepting conference 

calls, all five were able to discuss the work we were doing as it unfolded.  The individual 

webcasts from which the composited broadcast was composed took place at two of the 
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five sites.  One of these sites was ASU, an ADAPT member.  The second broadcast was 

created in the home studio of Linda Boyd, with the help of her husband, Ravi Pandya.  

We were able to include Linda’s home studio because the system that Siew had devised 

used free software from Microsoft and the existing hardware (a computer and video 

camera) at Linda’s home.  We had hoped to be working with three broadcasts, but as it 

turned out, Don, at the University of Utah, did not receive the help he needed in learning 

the University’s systems for the creation of a broadcast. 

 

 As I began to think about the development of my thesis project, I reflected on my 

various exposures to telematics, including the research I had done at ISA.  I found that I 

was still intrigued with telematics and dance, but was not too thrilled with the model I 

had based my research on.  The model offered the possibility of the creation of beautiful 

imagery, but it lacked many of the qualities of dance that had originally drawn me to 

dance and has kept me interested through all these years.  Further, I felt that dance and 

the dancer tended to become an adjunct to the technology, which was not an aesthetic I 

was interested in at the time.  Finally, what intrigued me most about telematics in 

performance was the combining of the physically present environment with the 

telepresent environment.  This was not possible in the model I had been working with 

because the telematic environment occurred solely within images accessed via the 

Internet.  It was the combined physical and telepresent imagery I had been exposed to in 

Cellbytes and SWIPT, filled with both mystery and meaning, that continued to draw me 

to telematics. 
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 Philosophically, I remained disturbed by the non-inclusive nature of the research 

in dance and telematics being done through the work of ADAPT.  I could not understand 

the point in doing such research if the ultimate goal was not to bring it to the broader 

dance community by addressing issues of accessibility, and then finding ways to share 

the process and work.  It seemed self-referential, insular and parochial to ignore the 

community of working artists through whose efforts dance remains vital, and from whose 

ranks are drawn the students which feed universities with purpose, including those 

universities that make up ADAPT. 

 

 Synthesizing all of these thoughts and concerns, I began to conceive of how I 

would like to further investigate telematics in dance.  Several issues came to the surface 

as being of utmost importance to me in my research and in the creation of telematic work.   

They were: 

 

l The technology used must be reproducible by almost any dance company both 

in terms of access and finances. 

 

l The work should need telematics to exist.  In other words, should all dancers be 

physically present on stage and no telematics in use, the potential meaning, 

impact and tension that might exist between the dancers and for the audience 

would be greatly diminished. 
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l I wanted the work to recognize and take advantage of what is unique in dance 

and what interests me in dance. 

 

l I did not want the technology to subsume the dance.  At the least, it should co-

exist with it.  I did not want the viewers to constantly be reminded of the 

technology, but, rather, allow the viewers to slip into the performance of the 

physically present and the telepresent dancers as they worked together to create 

a performance event. 

 

l Working in a telematic environment (where communication is central) I felt that 

the development of the work would be strengthened if it were created 

collaboratively. 

 

 Collaboration on the work began before some of the other issues were addressed.  

The concept for Brick Garden was developed my me.  The structure of the dance and the 

choreography was developed by myself and by Linda Boyd.  Linda, whom I had worked 

with in my research at ISA, would once again be working from her dance studio in the 

basement of her Bellevue, Washington home.  She would be using a computer and other 

equipment that was already in use in her home, and would download free software for the 

creation of her broadcast.  I would be working with the equipment and software available 

to me at ASU’s Dance Studio Theatre in Tempe, Arizona. 
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 In Brick Garden, telematics was used to broadcast live events via the Internet.  

There were two telematic environments; one in Linda’s dance studio, the other on stage 

in Tempe.  The actual performance occurred in the theater in Tempe.  Linda’s broadcast 

to us was brought in to the theater using a projector and projection frame.  Our broadcast 

to Linda was received on an Apple laptop, displayed full screen, with the monitor turned 

so that she could view it in her studio.  In performance, Linda used our broadcast to 

interact and take timings from the dancer in Tempe (Suzanne Emanuel) and from other 

events occurring on stage.  Linda’s broadcast to us was similarly used by Suzanne as she 

performed.  By projecting Linda into the stage space, she became the telepresent dancer. 

 

Description of Technology Configuration, Set and Personnel List 

 

Set 

 

 The set for Brick Garden consisted of three frames.  Two of the frames, both 

wooden picture frames, addressed content development within the piece and are 

discussed further under Choreographic Intent.  One of these frames was hung from the 

catwalk upstage in the theater at ASU.  The other was hung from a ceiling beam in 

Linda’s studio. 

 

 The third frame held a surface for reflecting Linda’s projected image on stage at 

ASU.  We tried several types of material for the projection surface.  We chose to use 
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muslin because it gave Linda’s image a warmth that materials typically used for 

projection surfaces did not.  The muslin was stretched across a metal frame suspended 

downstage.  Back projecting onto this surface was a video projector placed on a platform 

hung from above.  We referred to this projector as Projector A.  Brick Garden also used 

the scrim for projecting both Linda and prerecorded video.  The projector used for scrim 

projection was permanently hung downstage in the theater, and referred to as Projector B. 

 

Dance Studio Theatre, Tempe 

 

 Rehearsals at ASU and the performances were held in the Dance Studio Theatre 

on ASU’s campus.  The theater is a black box type theater.  It also serves as a classroom 

and rehearsal space for the dance department.  The theater’s lighting booth was equipped 

with three permanent Apple computers, each with Internet access via a 100 Mb switched 

Ethernet.  We used two of the computers during rehearsals and performances.  The third 

computer was not necessary for creating or receiving the broadcast, but we did make use 

of it on occasion to receive still images or movies for rehearsal, and to access our website 

for review of rehearsal movies.  Sometimes it was used by the tech support personnel to 

send e-mail or chat when the dancers or choreographers were on the phone discussing 

movement.  A router in the booth was used to direct the broadcast from Seattle and the 

prerecorded video to the two projectors on stage. 
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 Within the system of computers and router that we used was also a video monitor.  

As I describe the routing process below, I will bypass the monitor’s role in the routing 

system to make my description of the setup clearer. 

 

 The three computers were referred to as Computer A, Computer B, and  

Computer C.  Each of the computers were running on an OS 9 operating system.  My 

preference would have been to upgrade one of the computers to OS X so that I could use 

Apple’s QuickTime Broadcaster to create our broadcast, but I was not given permission 

to upgrade the University’s software, and so had to make use of the software installed. 

 

 We used a Sony TRV608, Hi8 camera to capture events occurring on the stage.  A 

coaxial cable was connected from the camera to the router in the lighting booth.  The 

router was used to direct the signal from the camera to Computer A, where the broadcast 

was created. 

 

 During rehearsals, the camera was placed either just in front of the stage or 

directly on the stage.  The camera was used to capture the movement of Suzanne, the 

dancer in Tempe, for broadcast to Bellevue.  It was also used for discussions between 

Linda and me, to show new movement, to give corrections, and for discussions about the 

use and design of the stage.  For the performances, the camera was placed in the balcony, 

just outside the booth. 
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 To create our broadcast on Computer A, we used Sorensen Broadcaster.  Sorensen 

creates a webcast file which then needs to be placed on a streaming web server via ftp 

software.  We were given access to a Quick Time Streaming Server by ASU’s 

Information Technology. We used Transmit, an FTP program, to place the webcast file 

on the server.  Once our broadcast was established, Bellevue used a QuickTime Player to 

receive it. 

 

 A QuickTime Player on Computer B was used to receive the broadcast coming 

from Bellevue.  Because Bellevue was using QuickTime broadcaster and we needed to 

play the broadcast full screen, we were using QuickTime Pro 6.  Once we were receiving 

the broadcast from Bellevue, we played it full screen.  This full screen image was then 

sent to one of the projectors via the router.  

 

Bellevue Studio 

 

 Bellevue used one computer, an Apple PowerBook G4, to send and receive 

broadcasts.  They used Apple’s QuickTime Broadcaster and ASU’s streaming server to 

broadcast their image over the Internet.  The software packages QuickTime Broadcaster 

and Apple’s Darwin Streaming Server (the later used during performances) were 

available for free download from Apple. 
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 The Internet connection was made by running a CAT 5 cable from the home 

office to the dance studio.  As a point of interest, Bellevue’s DSL Internet connection was 

considerably faster than the connection available to us at ASU.  As mentioned above, 

when Bellevue’s broadcast had begun, we received it on Computer B using QuickTime 

Pro 6. 

 

 Bellevue received our broadcast with a QuickTime Pro 6 Player.  The images 

were played full screen on the computer’s monitor screen, which was turned to face in to 

Linda’s studio space. 

 

Communications 

 

 The broadcasts from Bellevue and Tempe were video only.  Voice 

communications during rehearsals and performances were made via cell phones.  The cell 

phones, one at each location, were equipped with a headset.  Linda kept her headset on 

during rehearsals, including while dancing, until several weeks before the performance.  

The majority of the time, I was in communication with Linda.  At other times, Suzanne 

and Linda used the cell phones to create and discuss their improvisations and to work out 

timing and movement issues in the choreography that needed resolving.  During runs in 

the final weeks of rehearsal and during the performances, Ravi Pandya (Linda’s technical 

support) and I were in communication at all times as I called the show. 
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ASU’s QuickTime Streaming Server 

 

 The server we were given access to by ASU’s Information Technology was a 350 

MHz Apple G3 (Blue and White) with approximately 384 Mb of RAM.  Jim Casey of 

Information Technology was very helpful with resolving initial broadcast and reception 

problems as we worked around Ravi’s firewall and home network. 

 

Prerecorded Video and Audio 

 

 For various reasons, including timing of video and audio, and to simplify our use 

of the router, all audio and prerecorded video were run from a DVD player.  I laid down 

all the music we were using in Final Cut Pro and placed the prerecorded video (about 13 

minutes total) in the appropriate sections.  I then created a DVD.  I brought my DVD 

player from home into the booth.  Audio from the DVD was sent to the sound board.  

Video was sent to the external monitor in the booth and then to a projector using the 

router. 

 

Personnel 

 

 Telematics was used during the entire five month rehearsal process.  Telematics 

can be an unwieldy partner in the creative process.  Because the space we were using was 

constantly in use by others for class, rehearsals and performances, we had to set-up and 
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break down all components (except the computers and one projector) for every rehearsal.  

Having support personnel at both sites was important for speeding up the set-up, and was 

critical to allowing space for the creative process. 

 

 In Tempe, the personnel involved were: 

 

Nancy Happel - Artistic Director, Co-Choreographer, Technical Support, Stage 

Hand.  As Artistic Director, I set the itinerary for rehearsals, made final decisions 

about set design, content and movement, and coached both dancers in their 

performances.  I assisted with the setup and breakdown of the space, and was in 

charge of all technical support issues.  When problems developed with the 

broadcast or equipment, I was responsible for correcting them. 

 

Siew Wong - Technical Consultant.  Siew was critical to the success of the 

project.  Before we began our rehearsals, Siew instructed me on how to use the 

system in the booth, gave me advise on server, artifact and delay problems, and 

put me in touch with Jim Casey of ASU’s Information Technology. 

 

Suzanne Emanuel - Dancer.  Suzanne was the physically present dancer in Brick 

Garden.  We began the rehearsal process with improvisational exercises between 

Suzanne and Linda.  Some of the movement used in Brick Garden evolved from 

these and other improvisational exercises. 
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Lona Lee - Technical Support, Stage Hand.  Lona assisted in setup and 

breakdown of the space, helped in the creation and reception of the broadcasts, 

handled the camera once rehearsal had begun, and helped with various other tasks 

and troubleshooting issues.  I also relied on her as an outside eye when I had 

questions regarding the development of the work. 

 

Apryl Seech - Technical Support.  Prior to the performances, it became apparent 

that an additional person would be needed at the router.  Apryl Seech was brought 

in two weeks before the performances.  Like Lona, she helped with the setup of 

the space, and I was comfortable asking for her opinion as I made last minute 

creative decisions. 

 

 In Bellevue, the personnel involved were: 

 

Linda Boyd.  Co-Choreographer, Dancer.  Linda and I discussed content 

development, choreography, props and set design, and made decisions 

cooperatively.  Movement for various sections in the dance was created 

collaboratively between us.  Linda created movement for other sections in which 

she and Suzanne were not directly relating.  Linda was the telepresent dancer in 

Brick Garden. 
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Ravi Pandya.  Technical Support, State Hand, Stage Manager, Camera.  Ravi was 

responsible for the creation and reception of the broadcast in Bellevue as well as 

troubleshooting and solving technical issues.  Ravi assisted Linda in setting up the 

studio for rehearsals.  He was responsible for camera handling and management 

during rehearsals and performances, and was the stage manager in later rehearsals 

and during the performances. 

 

Physical Appearance of the Telepresent Dancer 

 

 We decided in advance that we wanted the telepresent dancer to appear on stage 

in the same proportion as her actual size.  Because of the camera’s field of view, we 

knew there would be some discrepancies as the telepresent dancer moved forward and 

backward.  We kept this movement limited.  The first step in achieving a one-to-one ratio 

was to always place Linda’s camera in the same spot in her studio.  The floor was marked 

for placement of the tripod legs.  Once the camera was in place, either Lona or I would 

communicate with Ravi as he adjusted the camera’s focal length so that the height of 

Linda’s Personal Frame was seen fully with no space above it or below it in the 

Projection Frame.  He would also center Linda’s Personal Frame in the camera’s 

viewfinder at this time. 

 

 Once that was done, Suzanne would stand behind the Projection Frame as Lona or 

I adjusted the focal length of the projector until Linda appeared in a one-to-one ratio with 



 

 

   

 

24 

Suzanne.  We used the dancers’ hands as a reference point.  We also focused Linda’s 

image at this time.  This was one of our pre-rehearsal rituals. We called it Sizing Linda. 

 

Sound in Bellevue 

 

 Brick Garden had eight sections, each with its own music.  As we worked on the 

various sections, I would upload possible music choices to our website.  Ravi would then 

download the music and make a CD for Linda.  Later, as we began to string sections 

together, I would upload the mixed music.  Until the actual performances, I was still 

tweaking the prerecorded video and short pauses between some sections.  This tweaking 

affected the length of the music necessitating that I create an MP3 file of the entire audio 

prior to every rehearsal and upload it to our website for Ravi. 

 

 Webcasting does not, in actuality, give the viewer an instantaneous picture of 

what is happening at the remote site.  There is a limit to the speed at which electrons 

travel.  Internet traffic and other network conditions have an additional impact on the 

time it takes for images to travel from their source to their destination.  In telematics, this 

is referred to as delay.  Before each rehearsal and the performances, we would do a delay 

check to determine the length of the delay on that day.  The average delay was five to six 

seconds.  Establishing the delay time was crucial for timing the start of Bellevue’s sound.  

I would cue Ravi to start the music, count off the delay, and then start our sound.  There 
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most likely were minor fluctuations in the delay and discrepancies in my count to start 

the music, but this was never an issue for us during rehearsals. 

 

Character of Telematics in Brick Garden 

 

Technical Character 

 

 There are several idiosyncrasies in webcasting.  When using webcasting to create 

a telematic environment, these idiosyncrasies create qualities and a character which make 

the telematic environment an additional entity within the creative process and in 

performance.  Among these idiosyncrasies are delay and artifacting which, at times, can 

make telematics an uncooperative partner.  Communication can pose an interesting 

problem as well, especially when the exchange occurs within an art form such as dance 

which relies on showing and copying movement, relative and general directions, and 

qualitative distinctions. 

 

 Though our usual delay time was five to six seconds, there were a few times when 

the delay was even less.  More frequently the delay was greater, ranging from about 

seven to twelve seconds.  For us, the biggest issue we had with delay was getting used to 

hearing the other describe a movement idea or demonstrate timing or movement 

problems over the phone, and then waiting…  to see the actual movement appear in the 

broadcast image.  Needless to say, the immediacy and excitement about “showing” 
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something is altered.  It also affects the flow of the creative process and collaborative 

dialogue.  Getting an idea across simply takes more time.  Rehearsals take more time.  

How much time depends on the delay of the day. 

 

 Keeping the dancers together while doing movement that was created to be done 

within the same time frame was not as much of an issue as we had originally supposed it 

would be.  Linda was not always able to keep her eye on the monitor.  Her head might be 

turned away from the monitor, or she might be moving so quickly that it was not easy to 

steal a glance.  At ASU, because Linda’s projection was life-size, Suzanne was able to 

see most discrepancies in timing and adjust her timing accordingly.  When Suzanne and 

Linda were dancing together, we purposely did not set counts to the movement.  Instead, 

the dancers relied on the internal clock which develops with practiced movement.  For 

extremely important timings I gave a voice cue - given, of course, in advance within the 

time-frame of the delay.  As an example, in the first section, as the prerecorded video 

finished, it was very important to me that Suzanne and Linda not enter at the same time.  

By verbally cuing Linda, I was able to ensure that this would not happen. 

 

 Internet and network congestion affect not only the delay, but can create 

artifacting and signal degradation.  Settings in the receiving software can also create this 

problem.  Under normal conditions, the image received in webcasting consists of a 

contiguous series of still images received in the proper time order so that the actual 

moving image is accurately and realistically represented.  It relies on persistence of vision 
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as animation and film do.  The term artifacting, or artifact, is used to describe how the 

image looks when some packets of information about the actual moving image are not 

received with the rest of the image’s information.  The receiving software is unable to 

complete a new image in total and so leaves the previous image in place in those spots 

where new data has not been received.  The effect looks like little boxes or bits of 

disjointed image laid on to the otherwise moving and changing image being received.  

Depending on the cause of the packet delay and its duration, the effect might 

momentarily appear and then resolve itself, or it might continue on a bit longer and then 

resolve.  It might be something that is only very occasionally experienced in a session, it 

might appear more often, or make its presence known off and on for a very large portion 

of the session. 

 

 Image degradation contains artifacting, but the disruption of the apparent flow of 

movement is more severe.  The image, as a whole, can appear to stop and start.  During 

my early research at the Institute for Studies in the Arts, the image reception at both sites 

would eventually degrade over time so much so that we had to stop broadcasting and start 

the broadcast anew. 

 

 The effects from artifacting and signal degradation can be quite beautiful.  They 

appear unexpectedly and can create surprising layers of meaning not originally intended.  

As Linda and I began discussing Brick Garden we had many conversations on the ways 

in which we could incorporate artifacting and signal degradation into the work’s content.  
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However, when we began rehearsals we found that we had little to no artifacting and no 

signal degradation.  We were using different software than we had used at ISA, and Ravi 

and I had done extensive testing on the creation and reception of our broadcasts to 

achieve the best possible image with the least amount of delay.  During the rehearsal 

process, we had little opportunity to deal with and incorporate artifacting and delay 

because neither were occurring.  

 

 As I think back, I suppose Ravi and I could have changed our broadcast settings 

to create images that trailed, sputtered and eventually stopped moving, but Linda and I 

grew accustomed to seeing one another fairly clearly and realistically depicted.  We 

developed the work with what we had.  Re-reading my notes on our discussions about 

how we could use these devices, I feel a sense of loss thinking about ideas that were 

never developed.  However, I can honestly say that creating a dance piece from beginning 

to end using telematics was so new and challenging for us that, creatively, there was 

simply no more room for any additional frustrations.  That is not to say that I would not 

be interested in creating a work that uses these devices, but, ultimately, the work we 

created did not need the devices of artifacting and signal degradation. 

 

 The QuickTime Server which we used to stream our broadcasts from was also 

used by ADAPT in its research.  There was a period in the middle of our process when 

ADAPT began working on a large project of its own that I was told required that its 

participants be broadcasting at all times of the day.  The various universities involved in 
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ADAPT, along with us, were all drawing on the processing power of that one server.  We 

began to get longer and longer delays, and more and more artifacting.  During that time, I 

had a showing scheduled with my Graduate Committee and, on that very day, we 

experienced the worst reception of Linda’s image that we had experienced during the 

whole rehearsal process.  My mantra during that showing was, “It’s never been like this 

before.”  My committee members seemed to be very understanding, but I could sense 

their underlying concern. 

 

 We did not experience anything like that again until the performance day, when 

our reception of Linda’s image was again filled with artifacts and was unacceptable for 

public viewing.  For Linda, the artifacting was not such a great issue.  She knew 

Suzanne’s movement and the order of events onstage, so was able to work with the image 

she was receiving from us.  However, none of us were at all comfortable with the quality 

of the image we were receiving in Tempe.  During all of our rehearsals, Ravi had been 

using the ASU server to bounce his webcast from.  He had installed QuickTime’s Darwin 

Streaming Server software on his machine, but chose not to use it because he would have 

had to drop his firewall to allow the broadcast to get out.  For the performances, Ravi 

turned off the firewall rules on his laptop.  Using the Darwin Streaming Server software, 

Ravi was able to stream his broadcast directly from his laptop.  Along with the artifacting 

problem, we were experiencing a twenty-one second delay.  Though the delay was like 

nothing we had ever worked with before, the dancers and technical personnel were able 

to adjust.  The artifacting was greatly diminished for the first performance.  In the second 
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performance, there were only one or two instances of artifacting and the delay had 

dropped slightly to about seventeen seconds. 

 

Creative Character 

 

 Most of the time, the telematic environment is like a web that sometimes gives 

less and sometimes gives more support to communications.  Whether discussing and 

showing ideas, improvising, or working with set movement material, careful listening and 

patience are involved.  Reading movement through a screen or projection is a learned 

activity.  Dance movement not only involves shape and directions in space, but qualities 

such as weight, delicacy, changing momentum and intent.  In general, I think Linda and I 

were very successful in passing on, receiving and understanding qualitative movement 

suggestions.  Our dance training and aesthetic preferences, though different in some 

ways, were similar in many other ways.  We had seen each other dance in class fairly 

often in New York, so we knew each other’s movement styles and preferences.  All of 

this, I’m sure, helped to smooth out communications for us. 

 

 During our work at ISA, I had once compared working with telematics to riding a 

bucking bronco.  Though the telematic environment became more stable in Brick Garden, 

it was still an unpredictable and sometimes unreliable partner in the project.  There were 

times when it made work impossible.  In Tempe, we had additional technical demands 

from the projectors, router and computers that were used on a regular basis by others at 
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the university.  During one planned rehearsal, Internet service on much of the west coast 

was down.  Our dress rehearsal took place sans Linda because Ravi’s cable modem quit 

working shortly before the dress was scheduled to begin (which, I’m sure, made a big 

impression on ASU’s regular stage staff). 

 

 Even with the struggles and problems we encountered, my analogy to working 

with telematics has changed.  I would now compare working telematically to a massage 

therapist working on a client’s body through a thin piece of material instead of having 

direct contact with the client’s skin.  The immediacy of the tactile nature of the work is 

refashioned.  The therapist is able to feel familiar structures, but the material creates a 

veil between the body and the hands.  The therapist must be especially attuned and 

constantly re-attune herself to what she is feeling.  At times, the energy emitted by the 

body is muddled and must be inferred.  At other times, important situations and 

conditions are missed altogether 

 

 Telematics alters the sensations of communications.  Because of the delay, 

working in a telematic environment makes even set movement feel improvisational to the 

dancers.  Eventually, once all the technical kinks have been worked out and everyone has 

become as comfortable as possible working telematically, the telematic environment 

seems quite natural and manageable.  In our performances, especially because of the 

unexpected problems we encountered, working in the telematic environment seemed to 

heighten the awareness of the dancers for each other. 
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 After the performances, both Linda and I experienced a period of withdrawal 

from each other.  We had been in intense, creative conversations over the phone for six 

months.  Though separated by over 1550 miles, we had shared a telematic space together 

for five months.  We worked together in that telematic space, meeting at first twice per 

week and then three times per week.  It was there that we came face to face with one 

another, said hello, talked, shared movement, cursed, laughed, made compromises, and, 

ultimately, created a 32 minute duet together. 

 

 I love learning new things and exploring new environments.  I have lived in five 

major cities in the United States and toured Europe, Asia and the Middle East as a dancer.  

Each one of those places have provided me with memories and experiences that I will 

revisit till the day I die.  The telematic environment is a place within a place, able to 

create those same types of memories and experiences.  It involves a new and different 

type of sharing of community.  I truly developed a fondness for the place we (Linda, 

Lona, Suzanne and Ravi) created through telematics and the community we built around 

this project. 

 

Choreographic Intent 

 

 There are natural metaphors which arise from telematics such as communication, 

distance, time, degradation, disconnection, reconnection, questions of control and 

perception, voyeurism, and access.  In looking at these metaphors, I began to think of the 



 

 

   

 

33 

relationship Linda and I had developed over many years.  It was a relationship that could 

be described with many of the same metaphors evoked in telematics.  Our relationship 

began around the lens of dance and grew as we revealed more and more of our personal 

lives to each other. 

 

 We met in New York City in the mid-80’s.  Both of us had come to New York to 

study and find work as dancers.  Linda left and returned to New York quite a few times 

during the years I lived there.  Initially, we did not maintain communications when she 

would leave, but picked up our relationship each time she returned.  In 1994, I left New 

York City and we continued our relationship long distance through phone conversations 

and letters.  As the years have gone by, we’ve found ourselves going through similar 

personal changes in perspective about the world around us and similar concerns about our 

lives.  Our choices in response to major concerns, especially those surrounding family 

and home, have often been quite different. 

 

 In 1998 I lived with Linda and her husband, Ravi, in their home for four months 

and then moved to Florida.  Since that time, even though we have been separated by great 

distances, our relationship has grown.  Being able to situate Linda in the wonderful home 

she had created with her husband, and in the artistic work life she had developed for 

herself outside of New York City added a depth to my understanding of Linda and what 

she valued in life. 
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Aesthetic Approach 

 

 As we began to develop ideas for Brick Garden using the similarities between our 

relationship and the inherent metaphors found in telematics, it was our goal to not let the 

technology override the organic and human qualities found naturally in dance.  We were 

not interested in creating a work that commented on technology.  We hoped, rather, to 

look at elements within our relationship that could be further revealed through the use of 

telematics. 

 

 Though we were using reflections on our individual lives and our relationship 

together, it was not our intent to speak directly of specific incidents in an 

autobiographical sense.  Rather, we wanted to use those incidents in a poetic sense for the 

creation of movement and content.  Being two human beings living within, relating to, 

and affected by a larger culture and society, we felt our personal experiences were not so 

unique that they could not be reflected upon in collectively felt ways.  We hoped that the 

final dance work would be a reflection upon universal aspects of relationship over 

distance and time through the lens of the personal relationship between us, augmented by 

telematics. 
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Frames 

 

 In Brick Garden, Linda and I decided to continue our explorations of some of the 

imagistic and metaphorical elements we had begun working with in the 2001-2002 ISA 

research grant.  For the grant, we had used Susan Vreeland’s novel Girl in Hyacinth Blue 

as a starting point for creative dialogue.  One theme that ran through discussions between 

participants in the ISA research was the idea of the frame as it relates to the paintings of 

Vermeer.  Using a suspended picture frame, Linda had created short video clips exploring 

how the frame might be related to by a dancer.  The frame tended to narrow the viewer’s 

focus and redefine the person held within.  It brought up issues of identity, perception, 

impression, and redefinition for the group.  Linda and I decided to use suspended picture 

frames in Brick Garden. 

 

 Each site would have what was referred to as a Personal Frame suspended in each 

space.  The frame would be a wooden picture frame.  Linda’s telematic presence would 

be projected onto a third frame suspended in the stage space of Tempe.  We called this 

the Projection Frame.  Suzanne and Linda would be able to interact with each other 

through the Projection Frame. 

 

 Before rehearsals began, we decided to back project Linda’s broadcast on to the 

Projection Frame, meaning that the projector would sit behind the Projection Frame.  

From the audience’s point of view, this would allow the two dancers to be seen in detail 
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as they interacted face to face.  We could also place Suzanne behind the Projection 

Frame, allowing us to create instances where Suzanne, the physically present dancer, was 

seen as a shadow on stage while Linda, the telepresent dancer, was seen in full detail.  

Besides being an effect that we liked for pure visual reasons, it helped to balance out the 

presence of the two dancers on stage.  It also provided metaphorical imagery for the 

nonverbal and emotional connections between the two dancers. 

 

 Originally, we had planned to attach wood molding to the Projection Frame so 

that it would appear to be a large picture frame.  After looking at the Projection Frame 

with molding temporarily attached, we realized that the projection surface should not be 

framed.  Visually, it seemed to clutter the stage.  Worse, it seemed to draw too much 

attention to the fact that Linda’s presence on stage was limited to the Projection Frame 

and the scrim.  By leaving the Projection Frame unframed we kept Linda’s presence 

open, strong and as unrestrained as possible on stage. 

 

 In the simplest of terms, the suspended frames represented the singularity of each 

of the two selves; the single paths and lifestyle choices of each, the distinct natures of 

each, viewed at once on the shared stage space.  The Personal Frames represented how 

each had chosen to frame, or define, herself in the context of her life, how each had 

chosen to see the other over time, and how each had watched and redefined the other as 

the other’s life had unfolded. 
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 There is another layer that arises through the use of frames.  The frames, by their 

nature of being able to intersect the body and contain it, raise questions of control and 

agency.  During rehearsals, Linda and I explored ways in which the frame, which defines 

the audience’s view of the dancer, could be manipulated by the dancer as a way to gain 

control or loose control of how she is framed, or viewed.  As Brick Garden begins, the 

frames are simply objects that the dancers move in and out of.  Through the dancers’ 

intent while leaning on, moving, turning, swinging, pushing, and choosing to re-frame 

themselves, the frames became partners to and extensions of the characters on stage. 

 

 There is a point in the dance where Linda’s character begins to contemplate a 

major shift of priorities in her life.  Sending prerecorded video to the Projection Frame, 

the audience sees Linda’s character framed as they did in the first section.  However, 

through choreography, her character’s relationship to the frame becomes disoriented.  

There are intentional, sustained, tactile references to the frame.  While these images of 

disorientation take place, we begin to project Linda’s telepresent self on to the scrim 

where she is seen nearly full body by the audience for the first time.  The telepresent 

dancer begins with a tactile reference to her frame.  As we simultaneously view her 

prerecorded image in the Projection Frame and see her telepresent self dancing on the 

scrim, we seem to be able to see her thoughts become reality.  The prerecorded video on 

the Projection Frame fades out.  The telepresent dancer is seen deliberately shifting and 

reorienting her frame.  Her movements become larger as she begins to swing, push and 

hang on the frame. 



 

 

   

 

38 

 The physically present dancer, Suzanne, is now entering the stage.  She makes her 

way to her Personal Frame and relates to it with calmness and surety.  With those same 

emotional qualities, she toys with the orientation of her frame, and finally comes to a 

place of repose with it. 

 

 As the telepresent dancer fades from the scrim, her relationship with her frame is 

unresolved.  We see Linda’s character reappear in the Projection Frame as before.  She is 

lifting her frame up and over her head, finishing by placing her body in front of her 

frame. 

 

 We used the camera’s ability to frame the telepresent dancer in other ways as 

well.  In one short section, she is seen from the waist down.  In another larger section, the 

camera is above and at an angle to the telepresent dancer while she does movement on 

the floor.  When she stands up, we see only her legs. 

 

 Compartmentalizing the body was not really possible with the Suzanne, the 

physically present dancer, except, perhaps, when she was behind the Projection Frame 

where the focus on her was from the hips up.  What could have been seen as 

discrepancies in our handling of the dancers was, I believe, balanced out by the 

physically present dancer’s ability to move far away from her Personal Frame.  This 

provided a different perspective of the physically present dancer than we had of the 

telepresent dancer.  There were also two sections in which the physically present dancer 
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wrapped and unwrapped her body in cloth.  Both dancers were treated equally in the 

prerecorded video used throughout the piece. 

 

 When I first began working on movement material for the first section, I found 

that the female nature of the dancer was brought out in a very natural, unaffected and 

beautiful way when juxtaposed against the utilitarian, right-angled Personal Frame.  It 

was personally important to me to take advantage of these qualitative differences.  It 

seems to me that the traits that define what is female and what is feminine are more and 

more controlled and manipulated by media and popular culture.  It’s a trend that bothers 

me.  I feel very strongly that young women are being misguided into thinking that, by 

allowing their roles as women to be so manipulated, they will gain some form of 

meaningful power, confidence and influence.  The qualitative interplay between the 

unaffected female dancer and the frame seemed to create a space for the dancer to be 

female just as she exists. 

 

Cloth and Bricks 

 

 Another element that we carried over from our ISA research was fourteen yards 

of hyacinth blue chiffon.  The cloth was a visual device that Linda and I liked very much, 

and it came loaded with salient meaning for Brick Garden.  A person’s journey through 

life is often compared to a path.  The fourteen yards of this strikingly beautiful material 

was a perfect metaphor for the shared and divergent paths both of us had taken. 
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 Using bricks as props and set components was an idea I introduced.  Initially, I 

was thinking of them in terms of brick walls that could be torn down and reconstructed 

throughout the dance.  The walls could be used to provide yet another device to represent 

the intentional breaking down and reforming of the self.  As objects of construction, the 

bricks could be used to represent the foundation of our relationship.  The wall could also 

be a reference to the commonality of place we shared, New York City.  There was a lot of 

back and forth discussion on how the wall and the bricks might be used.  For simplicity’s 

sake, we dropped the idea of using bricks to create walls.  Overall, it was a good decision.  

Instead, each dancer manipulated up to five bricks in her space.  They still held 

references to the buildings of New York City, and they also came to represent the 

building and shifting of relationship.  Perhaps more importantly, they came to represent 

the foundation of the dancers’ personal identity.  They could be manipulated, laid out, 

stepped on and gathered.  It is from the shaping of identity through outside and inside 

forces that self grows, thus the title, Brick Garden. 

 

 The bricks and the cloth were often used together.  The audience sees the 

physically present dancer rolling out from the wings on to the stage dragging the cloth 

laden with bricks.  Later, the telepresent dancer is seen moving in an agitated manner, the 

bricks and cloth jumbled together beneath her. 

 

 Brick Garden finishes with the physically present dancer feeling the length of her 

cloth in her hands as she slowly turns on the floor.  She reaches the end of the cloth, 
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gathers her bricks in it and pulls the cloth and bricks to her frame.  She drapes part of the 

cloth through the frame while leaving a path of cloth trailing out and away from her 

frame.  At the same time, the telepresent dancer enters and is seen measuring her cloth by 

the yard and then draping her frame with it to create what could be a window curtain.  

Standing behind her frame and moving the draped cloth aside, she peers out from the 

frame, now seeming very domestic.  She is joined by the physically present dancer.  They 

both pause together before they exit as prerecorded video of the two dancers begins to 

run on the scrim.  When we see the dancers again, they are sharing the space of the 

draped frame.  The frame itself becomes animated by the cloth.  The physically present 

dancer leaves while the telepresent dancer spins the frame by turning around it while 

holding on to the cloth that hangs from it.  She exits, leaving the draped frame to spin and 

rock on its own. 

 

Prerecorded Video 

 

 The choreography, use of frames, cloth and bricks, along with the lighting, were 

designed to create a work that would be imagistic and ethereal in quality.  Before we 

began choreographing, Linda and I speculated that, because of the nature and limitations 

of the telepresent dancer, qualities and elements such as sustained movement, weight and 

use of space might be missing from the work.  We knew there would also be limitations 

in the interactions between the two dancers.  We thought that using prerecorded video 

might be a way to add various qualities and elements that might otherwise be missing 
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within the piece.  Using prerecorded video would also allow us to give some additional 

context to the work. 

 

 We decided to open Brick Garden with video that would introduce the dancers, 

helping to situate them as beginning from a place of physical commonality and sharing 

similar aspirations.  We discussed how the camera lens would act as yet another frame 

within the piece.  Like the Personal Frames, the frame of the camera could intersect and 

redefine the body through the use of close-ups and extreme close-ups on various areas of 

the body. 

 

 We looked at possible visual devices that might reference similarities between our 

relationship and telematics.  We discussed time, its passing, its seeming to stand still, and 

its appearing to shift back and forth through memories.  Being nearly at the same point in 

our lives, we talked about the closing window of time for our ability to have children and 

how that related to our careers in dance and the perception of our bodies.  We decided to 

use images of watches and clocks in the video footage.  We discussed how the frame of 

the camera, when using close-ups, draws attention to identity and perception as it reveals 

detail while obscuring the whole.  Connection and separation could be addressed by 

showing the dancers individually, meeting, traveling together, and then alone again.  I 

knew that the way in which I manipulated the camera in relationship to the subject would, 

itself, bring up certain issues.  Allowing the camera to move around, follow or pass by 

the subject would evoke issues of perception by others and control. 
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 Using the camera in these and other ways, along with editing choices, would also 

give us added physicality, momentum and weight within the work as a whole.  Use of 

space for the telepresent dancer, along with how the physically present and telepresent 

dancers could interact, were limited on stage.  The video allowed the character of the 

telepresent dancer to be more physical and to take more space.  The video also allowed 

the two dancers to cover space together. 

 

 Edited, prerecorded video was used in three sections of the work.  Opening with 

video allowed us to concretely place the performers as dancers in a large city.  Cut in 

with images of the dancers are short clips of city architecture, clocks and urban flora.  A 

short series of clips of the urban environment is run at the end of the first section, 

finishing with a slow zoom in on the arched window of a brick building. 

 

 There is a point in the dance where both characters are contemplating the 

common path they share and the possible paths they might take.  In this section, 

composited video footage is run on the scrim behind the dancers.  I used close-up footage 

of the dancers, shot from overhead, as they slowly turned on a wood floor, wrapping and 

unwrapping themselves in the cloth.  I superimposed these images above a still picture of 

a brick wall, fading the dancers in and out individually and together. 

 

 Video footage is run again after the dancers exit from this section.  We called this 

video section The Big Section.  Up until this point in the dance, the performers have 
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existed in an experiential, ephemeral and nonliteral environment.  My goal with the video 

in The Big Section was to bring in the elements of time and progression, and to provide a 

storyline to the transitory glimpses of the dancers’ worlds that had preceded. 

 

 The video footage is never directly linear, but progresses forward towards a 

conclusion while slipping back to earlier ideas and events.  I used short to very short 

video clips, cutting quickly to and from images of action, place, relationship and repose.  

Throughout the footage, Linda’s character begins to slow down while Suzanne’s 

character is always moving in pedestrian and studio settings.  Suzanne’s character is seen 

entering a studio door, white light streaming through the doorway. 

 

 Cuts are made back and forth to random urban images, shared experiences of the 

two dancers, and their experiences apart.  Interspersed within these images are several 

clips of Linda’s character turning away from the camera in an undetermined space.  A 

male hand comes to rest on her shoulder.  Later we see him in profile.  The drive of 

Suzanne’s character to continue on the path she has chosen is shown by now placing her 

mostly in the studio. 

 

 As the clips continue to shift back and forth, interrupting the progression of time, 

the content moves forward.  The camera views Linda’s character from above and at an 

angle, sitting at a table.  Eventually, the camera reveals that she is nursing a child.  Unlike 

Suzanne’s character, she is no long dancing.  The clips continue, with the camera and 
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Suzanne’s character providing all the motion.  A clip of Linda’s character closing a 

studio window is interrupted by a shot of her tending a garden.  Momentum returns from 

Linda’s character when we see her walking away from the camera, hand in hand with the 

man seen earlier.  Suzanne’s character suspends in space one more time, and the video 

finishes inside an empty dance studio with a slow zoom away from the studio window, 

white light filling the space of the window save for a leafless tree outside silhouetted by 

the light. 

 

 The video footage allowed us to keep the two dancers we see on stage in a 

metaphoric and experiential place.  The video footage augmented that place, but it also 

provided a vehicle for moving the piece forward without disturbing the dancers. 

 

Telematics 

 

 On the most basic of levels, the telematic environment in Brick Garden represents 

the communication that is sustained by the two dancers even as they are physically 

separated by great distance.  Where the dancers reside physically has no bearing or effect 

on their level of communication.  Rather, what effects the intensity of their 

communications are those times when disconnection and separation are necessary to re-

evaluate and re-orient the self. 
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 The telematic environment is the space where they meet again.  Communication 

can be renewed because, in this environment, time can slip backward and forward.  

Located in the past, present and future, shared memories, a shared passion, and shared 

interests are the constants that allow them to know one another after absence.  As time 

shifts forward, they can recognize and understand the other as she has redefined herself 

by relying on their common base. 

 

 The telematic space in Brick Garden connects two places through two individuals.  

It also provides a connection to a third place, the city in which the two people met and 

that impacted their lives in deep and recurrent ways. 

 

 Visually, having one of the dancers appear through telepresence gave the work a 

feel that could not have occurred otherwise.  I’m not sure I can separate myself enough 

from the work to adequately define “feel.”  I’ve used the words ethereal, ephemeral, 

transitory and experiential.  But there was a weight, presence, visceral intimacy and lush 

quality, as well.  There was a grounded nature to the work.  It was cool and warm at the 

same time, and very inviting. 

 

Reflections on the Telematic Process in Rehearsals 

 

 I discussed the rehearsal process to some degree in the section Character of 

Telematics in Brick Garden.  I talked about the significance for me of working in the 
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telematic environment at the end of this section.  I return to the rehearsal process because 

there is still more to say about it. 

 

 Our rehearsal process represents some of the most significant work in the project.  

Except for several days in December, when I flew to Seattle to shoot video footage of 

Linda, all of our planning and rehearsals were done over a distance of 1550 miles.  The 

dancers, Suzanne and Linda, never had a physical, face to face meeting.  While 

incorporating telematics organically into the content of Brick Garden was an artistic 

priority for me, it’s incorporation was a necessity.  I wanted to work with Linda and she 

was interested in working with me.  In order for this to happen, I had to find a way to 

include her in creating a telematic environment.  Doing so achieved my priority of 

recognizing and including the general dance community in the investigation of telematics 

and dance.  Accessibility is fundamental to enabling the dance community to begin the 

investigation of telematics and dance, and to making it a dynamic practice. 

 

 As described earlier, working telematically can be very frustrating at times.  The 

telematic rehearsal process takes considerably more time than the conventional rehearsal 

process because of technical demands, the delay, and an altered state of communications.  

There are staffing demands that further complicate things.  It’s very possible to create a 

simple project that would not require additional personnel, but, as projects become more 

complicated, the need for assistance becomes greater.  Factors to consider would be the 
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technical configuration required, the use patterns of the rehearsal spaces, and the 

technical savvy of the choreographers or dancers that might be involved. 

 

 I purposely spoke little to Linda about how the rehearsals felt to her.  For many of 

the rehearsals, after Ravi had set things up, she worked alone in her studio, connected to 

us only by the earpiece of her cell phone and moving images of us on a screen.  When I 

did have the nerve to ask her how things were going on her end, her responses would 

include, “Well…,” and, “…kinda odd…” and, “…a little lonely.” 

 

 Working with others in a telematic environment is unique.  The physicality and 

energy of a shared space is replaced by a space that one could put her hand through.  The 

incidental sounds, the smells and feel of the other dancers are gone.  Weight and shared 

space must be created in a new way.  Attentiveness to the other dancers becomes a new 

experience.  With all the signs of physical presence missing, a telematic space, though 

shared, is also empty. 

 

 For the creation of a dance piece, the telematic space is a strange place initially.  

But, just as happens when one moves to New York City for the first time, a rhythm 

begins to develop.  One falls into the rhythm without knowing, and what was strange 

becomes familiar.  In spite of the inherent difficulties of creating a dance work using 

technologies one is not accustomed to, I believe that creating a telematic work from 
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beginning to end is a very doable thing for resourceful choreographers who might be 

interested.  And most choreographers are resourceful by nature. 

 

 It is my belief that working telematically has a place in many types of creative 

practices.  On quite a few occasions, Linda and I would work telematically outside of our 

regularly scheduled rehearsal times.  Linda would use the same system that was used for 

broadcasting to the theater, and I would receive her broadcast from home.  To create a 

broadcast from my home, I used Microsoft’s free download, Windows Media Encoder, 

on my PC.  Linda used Windows Media Player to receive my broadcast.  Sometimes our 

connections were a spontaneous sharing of an idea.  Other times, we would schedule a 

home-to-home connection to look at changes and development in choreography.  I think 

telematics would be very advantageous for conventional dance works where collaborators 

are separated by some distance and meet only occasionally for rehearsals. 

 

 There are probably many other ways in which telematics could assist the rehearsal 

process.  And there are certainly many other ways in which telematics could be 

incorporated into performance.  What those ways are will only be known as 

choreographers become aware of the potentials, accessibility and relative low cost of 

webcasting. 
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Artistic Shortcomings and Successes of Brick Garden  

 

 The technologies I was dealing with in Brick Garden - webcasting, projection, 

routing, videography, editing - were relatively new or brand new experiences for me.  I 

had outside problems I had to contend with such as being bumped from the rehearsal 

space by department needs, being informed by ASU halfway into rehearsals that Suzanne 

could not do any weight bearing on her Personal Frame due to construction deficiencies 

in the theater, and dealing with a malfunctioning router that the Department’s staff was 

unwilling to help with.  These issues most definitely drew me away from the creative 

process, reduced our number of rehearsals and affected the quality of the final work. 

 

 The structure of Brick Garden needs tightening up.  Parts of some sections need 

to be re-choreographed.  I did have the opportunity to re-choreograph what we called the 

Crib Section when an excerpt of Brick Garden was chosen, by jury, to appear in the 2004 

Arizona Dance Festival.  I am fairly comfortable with the choreography in this section as 

it now stands, but I realize that the improvisatory movement with the frame is just too 

long.  I need to find another piece of music and cut about 60 to 90 seconds of the 

improvisation. 

 

 Some sections need more development.  The ending of the dance is one such 

place.  If Linda had had full-time assistance in her studio, we could have played more 

with the motion of her camera.  We had talked quite a bit about how we could use her 
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camera in the Crib Section, but the extra help never materialized.  Linda’s part on the 

scrim during the Worm In Head Section needs some development towards the end.  As 

Artistic Director, I should have been more direct about that. 

 

 I had a major limitation in creating the video for Brick Garden because I could 

not afford to fly Suzanne to Seattle to create footage of her and Linda together.  For 

scenes of the dancers together in the city, Ravi was kind enough to act as camera person 

as I substituted myself, from the waist down, for Suzanne.  I could have created more 

powerful images in the studio and the city if the camera had been able to play with the 

real dancers together.  Were I to have the opportunity to produce Brick Garden again, I 

would make changes in some of my shot choices, including incorporating images with a 

more surreal quality.  I think my skills in composition have improved since then, and I’m 

more comfortable and calm when shooting.  In general, I think the editing of the video 

footage was effective. 

 

 There are parts of Brick Garden that are just beautiful.  All three of the short 

Brick Sections are little jewels.  There are jewels embedded in parts of all the larger 

sections of the work.  Certainly, the First Section is striking as the dancers enter into and 

exit from their Personal Frames.  In the Worm In Head Section, I love the contrast 

between the two dancers’ qualities and movements. 
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 I think we succeeded in blending the technology with the art form.  Brick Garden 

does not ignore the technology, and the technology never overpowers the medium in 

which it is set. 

 

 The performances of the dancers were wonderful.  Suzanne was spectacular in 

capturing the internal life and motivations of her character in each of the sections without 

revealing too much.  Linda gave the telepresent dancer solidity, maturity and a nuanced 

presence. 

 

 Brick Garden reflects a collaborative vision.  Collaboration requires compromise.  

The choreography and structure of Brick Garden would be different with a different 

partner or a single vision.  There are choreographic, developmental and videographic 

shortcomings in Brick Garden.  Even so, I was very, very pleased with the work and how 

it was performed. 

 

Significance of The Work 

 

 Since my first semester at ASU, I have been aware of the unusual and almost 

privileged position that the university setting provides a dancer.  There is an abundance 

of knowledge settled in one place through the professors.  There is also an abundance of 

resources, including free studio space, access to a theater with lighting and production 
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help, and, in the case of ASU, resources available to investigate technology’s role in 

support of dance performance and education. 

 

 One of the most significant aspects of Brick Garden was the inclusion of a 

choreographer/dancer from what I call “the real world of dance” in a project that used 

technology not traditionally accessible in the dance world.  In general, dancers and 

choreographers are an underappreciated and underfunded group of artists struggling to 

contribute and succeed through an art form they are passionate about.  They do contribute 

and do succeed, and the lifestyle, with all its artistic and relational rewards, is 

unparalleled.  However, resources are usually limited, including access to new 

technologies and/or the expertise to implement them.  Brick Garden was configured so 

that, were the ASU participants to set up their technology for webcasting as it was set up 

in Bellevue, the project could have been developed and performed completely outside the 

aegis of any institution.  This is important to me, and to the development of the use of 

telematics in dance. 

 

 In modern dance, the development of new ideas and trends has tended to be a 

bottom-up endeavor, often reflecting current societal concerns and interests.  New 

movements in dance which carry an historical impact generally percolate through and up 

from the mass of work being created by small and mid-level companies  It is not often 

that a well funded and established choreographer or company introduces theory or 

practice that fundamentally changes how dance is made, at least not in the United States.  
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A prime example of a significant bottom-up change is the movement investigations, 

events and dialogues leading up to activities at Judson church, and the subsequent 

influence on dance created after the Judson Group’s explorations.  As ideas move up and 

out, so do some choreographers.  Of the various choreographers participating in the 

Judson Group movement, some moved on to critical and financial recognition of their 

work.  However, the initial philosophy and aesthetic that brought them such recognition 

was developed from a place of fearless and unselfconscious explorations unencumbered 

by artistic and financial expectations.  Most major dance companies, whether they have 

major historical effect or not, begin from this same place. 

 

 Dance for the camera and the use of video during live performance are hybrids of 

dance and the technology of video.  They illustrate how technology, once made 

affordable, can have great impact on the creation of dance and the maturation of an 

aesthetic.  Douglas Rosenberg, in his article Video Space: A Site for Choreography 

(Rosenberg, 2000, 276), makes the point that, with the advent of low cost video 

equipment, video technology became an accessible tool for the dance community, and, as 

a result, both the use of video in live performances and the creation of dance for the 

camera increased dramatically.  Growth in access, experimentation, critical inquiry, and 

actual work being created have given a voice and history to dance and the camera.  The 

inclusion of the larger dance community in the investigation, performance and dialogue 

around remote site telematic performance and dance will be an essential component of 

the integration of this technology as an organic tool in support of dance. 
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 In Bellevue, a highly configurable, reliable, user-friendly and free piece of 

software (QuickTime Broadcaster) was used to broadcast images over the internet.  To 

allow his computer to act as a streaming server during the performances, Ravi used 

another free software package, QuickTime’s open source Darwin Streaming Server.  The 

computer Linda used, the studio, the camera, the internet connection and the cell phone 

service were already in place and part of everyday use.  Linda’s technical support was her 

husband.  On the ASU side, we were fortunate to have access to hardware and software 

that allowed us to create a telematic performance with a level of richness and layering 

using two projections.  If given permission, we could have duplicated the Bellevue 

broadcast configuration at ASU and created Brick Garden on entirely free software. 

 

 If the blend of telematics and dance is truly capable of creating a viable, 

interesting and provocative performing art, I think there will be a natural interest in 

experimentation within the larger dance community.  However, before telematics can 

even begin to be tested as a viable artistic partner for dance, the dance community needs 

to be acquainted with telematic technologies that are accessible and affordable.  The 

configuration of hardware and software that existed in Bellevue begins to address this 

issue in a significant way. 

 

 As Steve Dietz (Open Source Telematics Timeline) points out in the introduction 

to the telematic timeline on his web site, Telematic Connections: The Virtual Embrace, 

telematics has been in use in the creation of art long before the introduction of the 
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personal computer and the creation of the World Wide Web.  Telematics lends itself to 

the conception and creation of installations and events.  On the whole, the contribution 

made by dance to the body of telematic work has taken place at a slow and erratic pace.  

This, in spite of the fact that the first telematic piece using live video was the dance 

experimentations and performances of Kit Galloway and Sherrie Rabinowitz’s 

SATELLITE ARTS PROJECT '77. 

 

 Telematics in the arts has taken many forms, with video streaming over the 

internet being one of many.  Researching the use of telematics in art reveals a rich history 

of artists attempting to reflect upon and extend the ways in which human beings build 

communities and communicate.  I would hope that Brick Garden adds to this rich 

tapestry a bit more, extending the dialogue and imagination of artists choosing to 

investigate telematics in the arts.  In the inclusive and egalitarian tradition of much of the 

telematic work outside the field of dance that has preceded us, I also hope that our 

research showing that the creation of a telematic environment is an achievable 

undertaking by dance artists will benefit the dance community over time. 

 

Reflections On The Future of Telematics in the Arts 

 

 The use of technology in the arts sits at an historically important juncture.  Most 

young people have been exposed to computers and computer-based equipment from a 

very early age.  For them, as compared to early and even current innovators in telematics, 
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there is no mystery surrounding the use of computers.  Technology is a fact of life for 

them.  They know how to work the technologies, and, often, how the technologies work.  

Young people are known for their ability to manipulate and shift technologies in ways 

that the technologies were not originally designed for.  Corporations that develop 

technologies monitor the use patterns of youth and use those patterns to their advantage 

as they implement changes in their products.  Web and cell phone use patterns are a good 

example of this. 

 

 As the ranks of artists continue to be filled by technically proficient young people, 

I expect the incorporation of increasingly more sophisticated technologies in the arts will 

take place.  How the technology will be incorporated and the aesthetics that develop will 

most likely be quite different than that developed by artists of previous generations.  

Their relationship to technology is different than my generation’s, the generations before 

me, and even the generation that immediately preceded me.  The models the new artists 

create will be their own.  The theory they develop will most likely reflect a less 

romanticized view of technology.  The differences will reflect changing aesthetic 

preferences along with influences from the commercial use of technologies.  However, I 

suspect the differences will be reflected to an even greater degree by their very 

comfortable and even intimate relationship with technology. 
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