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>> JANE NORMAN:  Good morning, everyone!  Hopefully everyone had a restful night.  So now we are on to Saturday's agenda.  And before we move ahead with the agenda for today, we just have some housekeeping things that we want to make sure are taken care of first.  There have been some confusion among you.  People often assume that this badge would be able to get you into the banquet.  If you are a full registered participant, or a nominee, you are able to attend the banquet.  Some people had assumed that there was a card that would allow them to get into a banquet.  That is not the case.  The actual card is for you to get into any of the -- the award ceremony that will be tonight.  So if you have any questions about what you are able to attend, you can always see the person at the desk, and if there are any other issues, please feel free to see me and talk to me about it. 
If you want to purchase a ticket for the banquet, I'm sorry, we are sold out.  So there are no longer any tickets that you can purchase for that event.  

I'm sure that you've seen some of the T-shirts and the other attire that are advertising the WDCF, WorlDeaf Cinema festival logo.  Those are available for purchase.  And at lunch there will be a form that is on your chair at the table that are you sitting at.  Please feel free to take a look at that and fill it out.  It is a feedback form.  We strongly encourage you all to put down your opinions and how you felt with the festival.  We also are look -- it's important to get that information for future, so please fill that out at lunch.  

Wow, we have an extra chair here.  Did it just appear by magic?  Maybe if we can move everyone over a little bit so that there is enough room.  

Hopefully that doesn't mess with the audio, but today is an exciting day!  For this morning we will be talking about producing.  The very important part, the very integral part of the movie industry, or any project.  And I want to make sure that people can see me okay from where I am standing?  Great.  

So first I would like to talk about what you can expect.  We do have members here on our panel, and they were sent an e-mail, a last-minute's notice, and I had asked them to change their topic or their idea of what was supposed to happen for today.  So they had their PowerPoints all prepared for today.  They had their notes prepared, and then at the last minute I had asked them to disregard anything that they had prepared for today.  

So we've asked them to be flexible.  And we had asked them to talk about where they are now, and where do they see themselves going?  So looking into the future of their work, if there is something that they are aspiring to do, to talk about that.  If they foresee any barriers being a problem, to identify those barriers and to talk about them.  

So that will be part of the discussion.  Each will have seven minutes to talk about that from their own personal view.  And then at that point I will have Mr. Samuel Goldwyn come up to present, and then he will be seated after his presentation up here on stage.  You will have the opportunity to participate.  So while you are watching or listening to everyone speak, we want you to be think being questions that you would like to ask at the end.  We want to make sure that your questions are on point, that they do not deviate from the topic at hand.  So feel free to ask your questions at that time.  

So with that, I would like to first introduce Ann Marie Bryan otherwise known as Jade.  She graduated with a BFA in film production from Tisch School of the Arts at New York University.  She had setup the deaf vision film, incorporated, company, as well as Jade Films and Entertainment with the intent on forming an agency exclusively focused on producing fashion shows, music videos, feature films, commercials, coordinating model recruitment, managing talent and special project developments.  

Jade has produced and directed the documentaries "Listen to the Hands of our People"  "On and off stage the Bruce Hlibok stories,"  and "9-1-1."

She is currently working on a project and with that that is Jade who is one of our panelists for today.  
And then we have Terry Riley who is the chief executive of the newly-setup British Sign Language Broadcasting trust which is called BSLBT.  And BSLBT started transmitting a new series of sign-presented programs which started in 2009.  

So Riley has a wealth of experience in deaf television, and a very important person who helped setup the European Deaf Television and Video Network.  That has expanded to include over 20 countries such as Japan, Greece, Australia, and the United States.  

He also has been asked to speak at various conferences and various events, and he has received many different awards.  He recently was granted an honor's degree from Wolverhampton University.  So that's Dr. Riley.  

And then we have Jevon Whetter who is a recent graduate with a MFA in producing program at the American Film Institute Conservatory.  He also has received the Pat Hitchcock O'Connell scholarship while at AFI.  He has produced more than four different student films in the two years that he was there, and he crewed over 15 short films with other hearing individuals.  

Jevon also has a master's degree in theater arts from San Diego State University, and his credentials also include working with the National Theater for the Deaf and Deaf Quest Theater, and he also worked at the California School for the Deaf.  In his spare time he has developed several different projects with other AFI alumni.  So we would like to welcome our panelists here today.  

(Applause) 

The first question that we would like to ask you is to take about where you are now with rent your current projects, what your goals are, and then looking into the future where you see yourselves going, what are your aspirations?  What are your goals?  What would you like to do?  Everyone faces certain barriers, but if you could talk about what those barriers are for you, we'll start with that question.  

>> ANN MARIE BRYAN:  I guess I'll start.  Good morning.  

First I would like to say that I would like everyone to participate in this because that gives me some positive energy.  So why not join me in waving our hands, doing a little applause.  

(Applause)
That way we get our juices flowing this morning.  The PowerPoint that I had prepared today and the notes that I had prepared for today are not what I am going to be referring to.  I am going to speak from the heart this morning.  

October 8th there was a preview of my film called "If You Could Hear My Own Tune."

The film was actually produced and created nine years ago, so a lot of work had gone into it.  And then in 2002 at the Deaf Way 2 conference I was actually on a panel to talk about that film.  And here again, I am on a panel to talk about that film but I can finally say that it has been completed.  

(Applause)
So it definitely feels good have it done.  

So October 8th was the preview.  It was not a premier, however, I wanted to have a diverse audience, including the ASL Community, the Deaf Community, as well as the hearing community.  As people had watched the film I had sat in the back of the auditorium just to see what their response was, and the response that I had seen was very positive.  There were some people who were in tears, some people caught up in laughter, and now looking at my film and in terms of where I want to go from here I know that there will be a selling point for that film which will also include sound, voiceover, Sign Language, cross-cultural aspects coming from a variety of cultures and perspectives.  

Some people have asked me why I haven't submitted my film to the WorlDeaf Cinema Festival.  I said that the reason for that is because it is quite new, and I do have a much larger goal that I want to accomplish with this film.  I would like to submit it to other hearing Film Festivals around the world, and that's really where the market is.  That's where there is also a hearing audience.  So I've traveled to different Film Festivals, and I will be submitting it to various Film Festivals.  I know that it is too late to submit it to the Sundance Film Festival, but I will do Tribeca, the Toronto Film Festival, Seattle Film Festival, and a variety of others just to see what happens.  

And then from there, if there is a buyer or producer who picks it up and likes it, it is possible for it to be distributed.  However, to show my film here in the Deaf Community I would actually prefer to incorporate that into a business of sorts and not to submit it to Film Festivals.  You know, as a producer, in order to make money, you know, I am wearing a producer's hat everyday.  That's my life.  I don't get financial support from anyone to do this.  This has all been done on my own.  I have hey to fund raise and do a variety of other projects in order to raise money to be able to support the film.  For a feature film, it took me nine years, so it was a challenge to complete.  And trying to remember the other things that I had put on my notes, and, again, I said I wouldn't do that this morning. 
But with that in mind, you know, I am going to see where it takes me, see where that leads, and I am hoping for the best with the film.  

Now, script writing I remember from a few days ago, that was something that we had talked about.  I wish I was on that panel discussion to talk about script writing.  You know, script writing is an endless process.  It's something where you are constantly revising your script, and even when the movie has been filmed and edited, looking at the script and how it translates into American Sign Language and making sure that the hearing people are speaking their lines in English, there is something that's called automated dialogue replacement.  So that means that if you have a hearing actor doing some improv, I would have to bring in a person who could hear what they said and to clean up script and make any changes necessary.  

We also wanted to make sure that these scripts were accessible for people coming from other countries.  So that's another experience that I have had and wish I could have also sat in on that panel to talk about my own experiences.  The reason why Jane had picked me for this specific panel is because produce something a very large responsibility, and it does make sense because with production, producing films, it can take you really anywhere.  And if a buyer picks up my script and likes it, if they want to buy the rights to it, then I'm all for that.  I definitely would allow that to happen.  

So if a person is willing to purchase it and I've given money -- I'm given money in exchange for that film, I can then continue to produce further films and hire a producer I can give that sole responsibility, to and then I could focus on the directing aspect which would be easier for me.  I believe with that my time is up.  

>> JANE NORMAN:  Now, what's the most difficult aspect or challenge that you've dealt with throughout that experience?  

>> ANN MARIE BRYAN:  Well, of course, the biggest barrier is getting financial support for your film.  I had recently hosted a event and the event is called MICA, multicultural and international consortium of deaf and hard-of-hearing artists and advocates.  

So with that, I've hosted various events like fashion shows, film showings, talent competitions, and a variety of other events.  I also have had music videos and the greater idea with that is to look at bringing in a sponsor, a well-named sponsor with financial backing.  And then people who will benefit from that are deaf and hearing people.  The point of MICA is really to promote and expose and educate the world.  I believe strongly in integration and marrying the two communities.  There needs to and lot more exposure about who deaf people are, and so with that we can show that we can do anything that hearing people can do just as well.  But I think that oftentimes people are afraid, and we want to really get away from that fear by educating them. 
At the same time, we can also entertain our audience.  So oftentimes financial support isn't just enough for a film.  For me, I was able to actually complete it.  Fortunately, I mean it did take me nine years to do it.  It was a nine-year journey for me.  But for the other films, I've produced about eight of them, documentaries, and the one that I had just named is a feature film, the first feature film.  

I've written three of them, but that was the first one that was completed.  So it's amazing, and you don't even know how it feels when you finally complete your first feature film starting off with very little support.  So it's definitely something to feel great about.  

(Applause) 

>> JANE NORMAN:  All right.  Thank you.  Terry?  

>> TERRY RILEY:  Well, first of all, I need to take off my jacket.  That's the first thing.  Now, you might not like what I say, but what I am about to say is important, and it's important for something -- what I want to do is to when you leave this room and I have provoked thought in you, then I will be happy.  

I think that's fantastic to see the dramas that have been done.  I don't work in film.  I only work in TV.  TV programs is what I work in, and not in film.  

I think what I have seen over the years in the development of TV in the UK has been expansive, and now what I am seeing is the development of deaf talent which is growing just as large.  My aspiration is that when I retire, my legacy, my legacy, what I want to see is that deaf people are in the media.  See Hear was a program that I worked on for a long time.  And there were only two -- now there are only two people who are deaf who work on that show.  Before when I was working there, there were 10 deaf people on it.  And it's heartbreaking to see that after breaking through the ceiling and bringing 10 deaf people on to the show there is now only two deaf people there.  So what I want to do is I want to see more deaf programs.  I want to see more deaf people involved in the production of programs. 
You know, there are a number of production companies here from the United Kingdom, deaf producers.  There are deaf directors.  There are deaf researchers.  That's one of my aims, to increase that and improve that.  

I think one of the problems I see is that we as deaf people are isolated individuals.  We don't have any divine right to a job.  That's the first thing.  We don't have a divine right to a job.  Out there it's a hard, bad world.  And the industry is not like it was in time gone by, especially TV.  There is a huge amount of attrition of jobs and redundancies and scrapping of programs as well.  So achieving our aspirations is even harder than it was before.  

So you don't need to be the same as the hearing people you work with.  You need to be better than the hearing people that you work with.  What you can't do is walk in and go, "Right, I'm deaf.  I want to make deaf programs.  Give me a job."

You can't do that.  What you've got to do is you've got to be prepared as an individual.  You've got to make hard decisions.  You know in the old days, it was much easier.  There were people that gave you things, and things were given to you on a spoon.  Those days have gone now.  Now if we want to be seen as equal in society out there, then sometimes we've got to take that first step.  You've got to say, "I am a producer." 

Not, "I am a deaf producer."

The first and foremost thing you have to say is, "I am a producer who happens to be deaf."

That's my aim.  That's what I would like to see.  

When Jade was talking before about scripts and how scripts can go in different ways, many years of working I've had discrimination because of scripts.  And there has been lots of barriers that have been there.  But you can circumvent those barriers.  You can get around by using things like storyboards, using things like interpreters.  Using different ways to circumvent these barriers and remove these barriers out of your way.  

Most of all, when you make a program, you've got to have a good story.  Many times people have given me a treatment of something they think is a good story, but there is nothing there it doesn't tell me anything.  There is nothing that comes out.  I look through the storyboards of it, and I can't commission a 30,000 pound program which would be $45,000 U.S., on a program if I can't see it.  Now, obviously I am open to a lot of criticism because of that.  But what I've got to ensure is value for money, for the money that we have, there are some brilliant producers in the UK who have made some amazing dramas on a low budget.  But that's the world that we're in today.  The old days of getting 250,000 pounds to do a drama has gone.  They've gone.  Now we have to adapt. 
We've got to adapt to the life that we find ourselves in.  

So before when I started to film in TV, there were 15 of us in a crew, a 15-man crew.  Now people are going out and doing single shoots.  They've got to shoot themselves and edit themselves.  So as time changes, you have to adapt with that change.  One thing is we often look at these barriers that we see as deaf producers, and we've got to look at it and see how we can get around that.  

We've got to make sure that we are well prepped.  We've got to make sure that our CV is as good as it can be.  When we go into an interview, we are as ready as we can be.  We have to look at what our U.S. peers, our unique selling point, our USP.  

I am a brilliant producer is how you have to approach it I have a brilliant idea.  I've got a brilliant script.  I can deliver to you this, this, and this.  And you sell it.  

You what can't do is go into a room and say, "Okay, I am deaf.  I am going to need an awful lot of help with things.  You have to help me with all of these things."

No!  Accentuate the positives!  

When you make a film, specifically in TV, you've got to be really hard because sometimes you can spend hours creating this beautiful craft of the shot that you want to do, and then in the edit suite you've just got to take an ax to it and take it out.  That can be really hard, but you've got to be ruthless in the process.  You've got to be flexible because if you've made this beautiful program but it's too long, are you going to lose the audience.  They'll switch off.  

So, please, start thinking about the language and, you know, think about the language and about the art.  We saw about Fellini the other day, and it was a wonderful example of how he shot things, and how he filmed like that.  And it's rare that you see those types of shots and that movement in deaf TV.  There is some of it but a lot of deaf TV is just a static, locked up shot of someone signing.  And language is important, and it's all about the language that's signed.  Okay, language is important, but we can think of more creative ways to film it than a locked off static shot of someone signing right in front of you.  That can be tough watching it.  Deaf people don't live like that.  You look at Jade, you look at the other people on the panel, and we're able to look at each other now. 
People are able to access what I sign.  The language is great, but we don't only have to show the beauty of the language and the culture.  We don't have to be imprisoned by the language itself.  That's rubbish.  We can do many shots.  We can shoot it in many different ways.  There are barriers with the language that we use, yeah.  And the language is important.  But as producers you've got to think, "Okay, what creative ideas can I come up with to get around these slight restrictions?"

What you don't do is drop all artistic merits just so that you can do a static shot.  The language of TV is something that we need to know about.  A lot of people don't know about.  There are a lot of people who do, and some in England who are here now, this contingency, that do know about it but a lot of people don't know what the language of TV is it's grammar.  It's sequential shots.  It's looking at how do you something.  You what don't do on a show is start off with someone signing and they sign the entire program right until the end of it.  What you don't want is to see one shot of someone just doing a monologue.  That's not the language of TV.  

The other thing that you need to think about is you need to think about who am I making these programs for?  Am I making them for the deaf or a hearing audience?  Because the audio, and are you going to have audio in your program or not?  How important is the mainstream and their access to your show?  

I think that Film Festivals like this are brilliant!  But my great argument for years is where are the deaf producers?  Where are the hearing commissioners?  Why aren't they here looking at the deaf producers and meeting them?  Sam is here which is great to see somebody here like that, but where are the others?  Where are all of the people who make programs and sell films?  Why aren't they here as well?  We need them to come to this festival.  We need to think after strategy of bringing hearing people who make these decisions to fantastic Film Festivals like this.  

When you make a film, what is the very first aim?  Is it entertainment?  Is it telling a story?  Is it the strength of the emotion?  Is it just pretty pictures?  I've got some cash, I'm going to spend 30,000 quid, and I will make pretty pictures.  You've got to decide from the outset you what want to do with it.  I am not saying that you don't do this or don't do that but I think that sometimes a lot of people lose the big picture by focusing on the small detail.  

You all have great skills.  You all have a creative mind.  You need to show it, but you've got to work three times harder than your hearing contemporaries.  And also, I think that what's absolutely fundamental from festivals like this is that you need to grasp this opportunity to share your experiences, to share your skills.  Analyze what people have done with their films?  The other people on the panel, I have not seen the film that they've done.  I am being told that I meet end soon.  I have not seen the films that they've done.  Our schedule is absolutely packed.  There is a lot to do.  But if we do watch the films, we need to ask each oh "Why did do you this?  Why did do you that?"

Have a discourse.  We need to have the opportunity to have a critical discourse.  At that, I shall stop.  

(Applause) 

>> JANE NORMAN:  Thank you.  Now, Jevon.  

>> JEVON WHETTER:  Good morning, everyone.  I hope that the morning has been well for you.  I am a AFI alumni.  That's the American Film Institute which is unique institution which is in Hollywood.  There are a lot of colleges and universities that have different departments that focus on it, but AFI is the only one that focuses specifically on film.  

I focus on producing specifically while at AFI, and I also work at the California School for the Deaf, and I teach there.  

Many people don't know what it means to and producer.  I want to talk you to what it means to produce.  That means to start.  That means the producer is the one that looks for the materials and develops the project.  A film cannot begin without a producer.  

I've always wanted to become a producer and get projects started.  Now, there are three different types of producers.  These are not the official terms, but just three kinds of classifications.  The first one is the money producer, the second one is the creative producer, and the third category is the line producer.  The money produce certificate one that finds the money and the funds and pulls in the investors and the financial backing to get that package together.  

The creative producer is the one that looks for the story and maybe finds someone life's story, and is the one who has the creative aspects of it.  Sometimes the creative producer writes their own script, or sometimes they get a screen writer and then pitches that story idea and tries to sell it.  And so that's the general duties for that.  

Now, with the line producer, they are the ones who focus on the day-to-day operations, looking at the schedule, the budget, and everything for the film, and making sure that everything is on track in how it's supposed to be going.  I have been trained in all three areas, but my strength lies within the second area.  So I like to develop a lot of projects and have meetings with people and work my network.  And I developed that network through my two years at AFI.  I was there at the film school for two years, and I learned to be very patient.  That was something that I needed to learn, and how to pace myself.  

I think about it as a marathon in trying to keep my pace.  So I would focus on producing on my side, on my own time.  Maybe think being summer vacation, or in the evenings when I have time to do that on the side.  So I have learned patience.  

I also learned about quality.  If you rush through something, the quality will suffer.  And so at AFI with the training that I received, we focused on narratives, and that was something that was driven home, talking about short films.  But, of course, many of us are interested in feature films, but it's better to have that short films where you can make those mistakes because those are very cheap mistakes, if you will, whereas if it was a feature film those would be expensive mistakes.  And so I see why you could look at the short films because the quality can be focused on and very tight.  So I learned to pace myself with developing those projects.  

I can't go into the one project that I am working on, but another one that I am working on is a high budget, and then I am also working on low-budget project.  Obviously one of the challenges is being deaf and looking at the communication barrier that comes with that.  And I got a good taste of that at AFI because of I was the only deaf person there.  I did have an interpreter, but I would have to look at people's eyes and their body language and I could identify that.  And I had to play it cool and be patient and make friends and develop a network.  Things got better as I went by.  

And the Dean of AFI actually was who I developed my reputation with and developed a good rapport with.  So I worked through that, and I built that rapport with different people.  But being a deaf producer, it is a challenge because I can't pick up any tips or gossip or trends or things going on.  I also can't make phone calls.  It's a fast-paced environment, and I don't have access to that.  Also, people who are in the international scene have difficulty with that as well.  So a lot of my teachers that were in a lot of Hollywood film gave me some advice.  And what they told me, they told me, and I agree with them, that it's best to get started off by partnering with a hearing producer so that we can work together until I got my feet wet, and then I could go out on my own eventually. 
Not meaning that I rely on that hearing producer, but we make a team because producing a film is a collective process where we brainstorm together and work together.  

It's important as an executive director that you can do different things and not just focus on one.  Of course, I want to focus on what my strengths, are but people have different skills.  Some producers are better as writers, some are better at actually shooting, others are better at editing, and I am also a director and a writer, but I have chosen producing because I think that the deaf community really needs somebody who can get things started rather than waiting be hired and brought into a project, I have the power as a producer to get things started.  So that's why I've chosen producing.  Now, we'll see what the challenges are in the future, but I will be patient.  

(Applause) 

>> JANE NORMAN:  Thank you.  

Thank you to our three panelists.  Now I would like to introduce Mr. Samuel Goldwyn, Jr, but I would like to talk about him before he comes to the stage.  He is an Emmy award winner and academy award nominee for producing and he is always willing to take certain chances on films that no other person, no other producer would take.  There are some films that he is known for, for producing.  Those films include based on Shakespeare's script, "Much Ado About Nothing,"  and he is not that type of person to back away from controversy.  He has presented a drama called "Long Time" at a time in America where people didn't want to talk about AIDS.  So it's a film that relates to AIDS.  

He is also a long-time member of the Board of Governance for the Academy of Motion Picture and Carts and Sciences.  

He is also the President of the Samuel Goldwyn Foundation, a non-profit organization that focuses on health, education, and child services.  The Foundation sponsor as yearly writing competition for the University of California's system, the ten different universities there.  That's where people usually start and launch their career as young talented screenwriters.  

Mr. Goldwyn's first visit, his first visit to Gallaudet University, and his first visit to a Deaf Film Festival.  So please join me in welcoming Mr. Samuel Goldwyn, Jr.  

(Applause) 

>> SAMUEL GOLDWYN, JR.:  Good morning.  Thank you, Jane.  

I find it very interesting listening to the three panelists talking about the problems.  One of the things I know particularly Terry has spoken to me about is why aren't Hollywood doors more open to the Deaf Community?  And I would like to just address that a little bit, because I want to tell you a little bit about what Hollywood is like.  

There is a feeling always about Hollywood that behind those steel doors lies immense power, lies the answer to the whole entertainment world.  That is not true today.  

There used to be studios all run by men who came up from nothing.  Today there are no studios where they are run or owned by one person, or even a small group.  Sony is owned by -- Sony pictures is owned by a company in Tokyo.  Universal is owned by General Electric and is about to be sold to Comcast.  

Fox is owned by a worldwide publishing and television complex called News Corp.  

And Paramount is, again, a small part.  Paramount, for example, is only responsible for 12% of Viacom's interest.  The point I am making with that is that the world many of you think Hollywood is a world that's long since passed.  The number of pictures that we turn out has changed.  

Five years ago Disney was making 28-30 pictures a year.  This year they will make 12.  Now, where does that put the new innovator?  The person who says, "I want to deal with a totally new audience?"

I am told, for example, that there are 30 million people who are deaf in the United States.  Do you have any idea how big of an audience that is?  The potential of that audience?  

So what I feel is that instead of worrying about what Hollywood does, because Hollywood is going Back to a mode of wanting to make less pictures, bigger pictures, because every film they make, they have to report the numbers at the end to somebody, in another part of the world practically who say to their Board, "Why aren't we doing this?"

And that's very real.  Now, the movies have gone through lots of different changes.  It started out that there was a little thing that was done for about 10 minutes that they used to call them "chasers" because they were played after a Vaudeville show to get the people out of the theater to come back in.  So the people could come back.  And then somebody very innovatively said, "You know, we could do one of these.  We could expand them, and we could put stories to them, and we could make movies."

And so was born silent movies.  And then they were going very, very well, and along came -- and then things started to get bad.  And somebody said, "You know, Mr. Edison's been working for almost 20 years on the idea of putting sound to this thing." 

So sound pictures were born with "The Jazz Singer."

And then began the period, the great period of Hollywood, the period of golden era, the period of stars, movie stars, lots of them.  More stars than there are in the heaven.  

Today there are practically no star today who can open a motion picture.  

Then came the war, which was very good for the movies.  At the end of the war things went well for, and then something came along that was a dirty little box that they had pictures in black and white.  And television came.  The movie industry said, "Nobody is going To watch that thing.  They're going To go to our pictures."

Well, the answer was television came in and people suddenly didn't have to go to the movies that way anymore.  So this was another change.  

Now, we're confronted by a world that has really got us, and that's the digital world, because this is the next big thing.  The potential of what you can do and where you can project films, it won't be very long before first-run movies will be projected practically on a cell phone.  And they're going To have to find a way to collect money for it.  

You may wonder why I am going Into all of this background.  Because the background is the background for change.  We in Hollywood have been very slow to recognize change because we're frightened By it.  Because change means less people work, less money available.  

So what is the situation in relation to the deaf world?  I was very impressed by what Jade said, what she is trying to do because the opportunity here, and I know this sounds very -- is that you have the potential of 30 million people.  Can you imagine what that could mean economically?  The kind of films you want to make.  I am not saying that all 30 million people would go every week or this or that, but there is a great opportunity out there.  And I think that one of the things that your whole system needs is more entrepreneurs, people who believe that there is a way to marshal these people into audience.  This has happened several times.  This happened in the early '60s with the black audience.  Suddenly people discovered that there was a black audience that was hungering for pictures that they could relate to. 
And it was a surprise to everybody.  This opportunity is there.  I think what she was talking about, to me, made such sense.  But I think it's also ultimately the direction that you must think, that the producers or the entrepreneurs, and maybe this is a job for people who have come from the business world.  But I think there is a huge potential there that you should look at.  Now, what will they want?  I think that they're going To want films that they can relate to.  I think they want films that are accessible.  They're probably going To see them in the new media, so to speak, whether it's a little camera, this and that.  

I think it will stimulate probably dozens of filmmakers and give them the encouragement to say, "Hey, I will go and do it.  I'll try it."

Because one thing that's happened that's very good that it's easier to make -- to physically make a movie than it ever was.  For instance, to give you an example, it used to be that if you went to film school, a lot of the kids couldn't afford to make films because you had to do it on film.  Had you to develop the film.  you had to make prints.  Today you can use a hand camera and make a movie.  That's exciting!  That's very exciting!  So the wherewithal is there, and I think that one thing that is needed here is for the first great deaf entrepreneur to enter this area and not worry about trying to breakthrough something that is old, that is rigid, that itself is concerned about where it's going.  

I think that should be viewed as a time of opportunity.  I think the things that Terry had said about people want good scripts and good writing, yeah, sure.  But the opportunity, that will be part of this whole opportunity.  You know, producing, I was very fortunate that I grew up in a family, my father had come to this country at the age of 14, and ended up -- he was a glove cutter.  And then he was a glove salesman, and then he went around and saw the Nickelodeons, and he said, you know, geez, I tried to get into it.  And he got together with his brother-in-law, and they made a little movie, and they took an out-of-work guy who wanted to and director called Cecil DeMille, and they made a little movie, and the story has been duplicated by many people.  But it was people from -- who wanted to solve things themselves. 
And that world doesn't exist anymore the way that it was.  But I think and I hope maybe there is somebody sitting out there today that will think about what I am trying to say is you've got an audience there.  Is the number 30 million?  This is what I have been told.  But it doesn't matter.  If it was 20 million or 15 million that's still a large audience and a receptive audience, and just think of them at 12 bucks a head.  

I'm sorry?  

I would hope that if I can -- this has been quite an experience for me coming here.  I've learned a lot.  I've met an awful lot of nice people in the two days.  And I have had quite an experience.  But what really excites me is that the same thing, I was fortunate enough to be involved in the beginning of what became the black film with a movie called "Cotton Comes to Harlem" which I made in the 1960s.  I had no idea what it was.  The "New York Times" said it was disgraceful.  It made fun of black people and everything.  

The only problem is that outside of the theater we opened to bigger business than James Bond did in New York.  Because that audience had been waiting.  And I remember the director who is a wonderful man named Ozzie Davis, and never directed a film, but I felt that he was going To do a good job, and I convinced the people putting up the money to do it.  And we made what played very, very well.  And it was very, very exciting.  And pretty soon they started making more and more and more of these pictures and they did very well.  And then the pictures got more and more sophisticated which they are now.  And I think that this opportunity is here.  I wish that I could tell you exactly how to do it, but it will happen.  And I really do have faith in it.  And coming here and meeting you all and seeing this excitement is something that I say, "Hey, there are pioneers here."

I think that Jade is going Very much with her thinking in the right direction.  Maybe she is one of them.  I would hope that I am write about this.  But I think -- because I think that I am.  Thank you very, very much.  

(Applause) 

>> JANE NORMAN:  Thank you, Mr. Goldwyn.  We would like to now open up the floor to questions.  So if you have a question, please feel free to lineup.  Come up and ask your question.  So make the most of this time.  And I will be sitting up on stage and moderating from the chair.  

>> Audience member:  This question is for Sam.  Very nice presentation.  Thank you.  I really enjoyed watching it.  

Now I was just think being this question.  I hope I thought through it clearly.  I hope it's clear.  It just came to me.  

I have traveled a lot, and I see what people have done in different parts of the world and what they're up to, and I went to work in a village in Israel, and I went twice this year, and I notice that the hearing woman and the deaf woman there watched soap operas from Lebanon.  So soap operas from Lebanon.  That's what they're watching on TV for hours on end.  They just got electricity about a year ago, and so they've just gotten television, and they're watching these soap operas from other countries.  

Now I was thinking here soap operas in the United States have actually started to decline.  However in other parts of the world they are on the upswing.  So when talking about new audiences and new ideas and what people want to watch, so I am just wondering, I just want to ask you to help me to understand why people stopped watch soap operas here in the United States, however in other parts of the world they are interested in it?  Why aren't we all on the same page?  Why are the ideas so different?  Is my question clear?  

Okay.  Let me try it one more time.  

You said in your talk, you talked about producing movies back in the 1960s, "Cotton Comes to Harlem" and how they didn't realize there was an audience there, yet they flocked to that movie.  It was something that was unrealized.  And so at that moment that people realized and discovered there was that new audience there, you just kind of did you guess that they were kind of calm?  Did you have a sense that they would be out there?  What was the indicator that this new audience existed?  So how were you able to know that, that an audience wanted to see a movie like that?  What was that aha moment that let you know that the audience was looking for something different?  

>> SAMUEL GOLDWYN, JR.:  I had a funny experience with that, because I had a sneak preview in Chicago, the Roosevelt Theater, and the company that had financed it and was distributing it really didn't think that the movie was going To do that well.  And we had almost a riot at the Roosevelt Theater because people couldn't get in.  

And there had been no publicity or anything.  That was just a word.  And the word travels very, very quickly.  Again, the parallel, as I said, in the deaf community, the word travels.  It just has a way of traveling, and I think that's what it is and ultimately becomes it.  But it needs a little nudging.  Does that answer your question?  Audience member:  Yes, thank you.  

>> TERRY RILEY:  If we realize how we watch films and how we watch TV, and how our behavior is changing as well we used to all sit down in the house and watch TV as a collective, as a family.  Now in a home, people go to different parts of the house, and they are watching TV through different mediums.  Before, an audience would sit uninterrupted and would watch, and they would watch a film from before, and they would watch the entire film all the way through without getting up or having breaks.  

Now people need packets of information.  They haven't got time to sit down and watch a three-hour film at home.  They watch a bit of it, they pause, they walk out of the room.  So I think that there are many places in the UK, and we had switch as a drama which was an amazing drama that did very well.  That was also used as tool in education because there were role models in the drama.  Deaf people of different ages expressing real-life scenarios.  And it was used in schools with deaf children so that they could see how deaf people live.  So that was a series, you know, and you could have that type of series in the U.S.  The TV isn't just for pleasure.  You can also use it as a Trojan horse to educate people, too.  I mean, obviously drama is expensive, and that will be the first thing to be cut when austerity measures are brought in. 
It's expensive to do drama.  

>> JEVON WHETTER:  I also wanted to follow up on Dr. Patton question in regards to soap operas.  Think about "Dynasty" and "Dallas," and when you think about that, they were prime time, but they were soap operas.  Nobody wanted to call them soap operas during prime time because no one would watch them.  So I think producers and creators need to know their audience.  What is the target audience?  And know those four quadrants, the age groups, also I think it's, what, males from 18-28.  I am not sure the exact cut off.  And then the older male population, and then females, and then the younger ages and the older ages, we call them quadrants 1, 2, 3, and 4, so it's important to know your target audience.  They may not all be interested in the same thing. 
And so you may have certain shows that are formed for the male audience, or the female audience.  Who watches "The Bachelor" for one example?  
How many of you watch "Dancing with the Stars?"

So if you look at ABC's lineup, they have "Dancing with the Stars" and a lot of the TV shows slated capture the female audience.  So they've done their research and they're trying to pull those people in and keep them in their seats.  They keep them back to back with the lineup to reel them in and keep them watching the same time.  So I think that the same thing is happening in Lebanon, and I think that it's popular there because they are pulling them in.  

Another thing is looking at test groups.  

>> JANE NORMAN:  If I may interject, I know that there was another question.  

>> TERRYLENE SACCHETTI:  Thank you all for inspiring us today, and Mr. Goldwyn, thank you for your honesty about Hollywood and what's going On there.  

I am really excited about this WorlDeaf Cinema festival and the dialogue that we're able to engage in with filmmakers that are here from all around the world because we're starting to engage in discussions, and this afternoon we're going To talk even more about adding sound to their film, and how we may have good shots and good films, but we don't have any audio components to it.  That's important for distribution because if we don't have an audio component to it.  

So I am really glad that are you here to be able to capture your expertise and what your thoughts are about us, and what our vision is as trying to direct movies and what the position is for those films, and what new position could exist, a position that maybe didn't exist prior in Hollywood in the system, but something that I would call a sound director.  That sound director is somebody who could work alongside the person who is the visionary, the main director who acts as the director and the visionary, but you have that sound director who is there to monitor such things as the music, and the Foley, and any kind of voicing of the dialogue and the lines that happens there.  I mean, I'm not sure all of the details of that because right now dialogue doesn't have any voice components. 
It's only captioned.  With the Foley and with the music is that sufficient to not have the voicing of the lines?  So there are a lot of different ways, and how should we incorporate that into our filmmaking because it seems like it's incomplete, and does it qualify for Film Festivals if we have that or not?  Because a lot of us out here as filmmakers don't have that, and I think that that might be a barrier for us getting into Film Festivals because they are viewing our films as being incomplete because of that lack of sound.  So I am wondering what you think about my concept of having a sound director to support the director with filmmaking, Mr. Goldwyn?  

>> SAMUEL GOLDWYN, JR.:  I am not sure that I understand.  You can do anything.  There are no rules.  We live in a world where there are no rules.  You can do anything.  You decide to make a film, you want to be the sound director, have somebody else be the sound director, you put them on.  You try it.  There are no rigid rules.  That's one of beautiful things about making movies.  There are no rules.  You've got to -- if there are rules, you've got to keep breaking them now and then.  

>> TERRYLENE SACCHETTI:  Okay.  Great.  Thank you!  Wow!  I just love what you had to say.  Thank you very much for those words.  

>> JANE NORMAN:  Next person?  Next question?  

>> Audience member:  I've just gotten involved with filmmaking, and, of course, there are many hats involved with that, writing, editing, and everything that's involved with filmmaking.  

Now, when submitting a film to a Film Festival, something that comes to mind, and I really want to target Jade with this question is how you really take it up a level to get it distributed and become world renowned and get your story out there to the wider audience.  

So my question is when filmmakers are working on distribution and looking at Deaf Film Festivals, what are other producers doing?  Are they looking at that?  Are they trying to recruit from the festivals to get your film produced elsewhere?  How is that done?  

>> ANN MARIE BRYAN:  Can you ask your question again, or maybe rephrase it?  

>> Audience member:  Sure.  There are many of us that are filmmakers, and we're kind of self-grown.  We're doing it on our own, and we're putting this whole film together.  We try to submit it, for example, to a Deaf Film Festival.  Now, if I submit it to a Deaf Film Festival, will producers to be able to pick it up from there to take it to the next level and get it out to that greater audience or community so that the world can become aware of our story?  

>> ANN MARIE BRYAN:  Well, to answer your question, I would actually suggest that when you are making a film, that maybe you host a small preview, and then that will help you to determine your audiences reaction.  That's really the only advice that I can give you before you submit it to different Film Festivals.  You could do that, but it's also going to cost you money to submit it to Film Festivals, so you don't want to be throwing away dollars and getting it turned down.  And I have made that mistake myself several different times.  So that's the reason why I was very careful with this recent film in looking for different places to submit it very carefully.  I wanted to submit it to the A-list Film Festivals, Sundance, Tribeca, Cannes, and all of the others. 

So submitting it, but being very careful about how you go about doing it.  Most Film Festivals that are out there are very selective, and they want to make sure that if you were to take California for example, you say that you made your movie in California, doing a preview in California, you have to be very careful not to advertise that very widely because if you are submitting it to Hollywood, like a Hollywood Film Festival, Hollywood will typically ask you if you've shown your film in California or in other places?  And if you check off yes, that may minimize your chance for your film being accepted.  That's the reason why I am very selective and very careful about submitting it to Deaf Film Festivals, and that's the reason that I have not.  I am waiting for the right time to do so. 
And I am willing to collaborate with some people who are out there, and I know that my film, the one that I made, is very important.  It talks about the black, deaf culture, as well as hearing relationships, and I don't think that there are any films that is out there that talks about those relationships with hearing people.  I am not aware of one.  I don't know if Europe has one or any other country, but the film that I made, I saw the audience, I saw they were out there, I saw their reaction, I could see it in their eyes that they wanted to have stories about them, this black, deaf community.  You need take advantage of this opportunity because it's out there and it's now.  Again, I said that it was nine years in the making.  But nonetheless -- 

>> JANE NORMAN:  Next question, please.  

>> Audience member:  Hello, everyone.  I have a question, and it's probably not the same for every country, and probably it varies.  

You've all talked about money, and the problem of funding.  Now, my analytical mind, I want to know what the problem with funding is.  What's the answer?  What's the solution?  What's the big answer?  How do you get there?  Is it magic?  Is it not going to happen?  

Mr. Goldwyn mentioned that movie dollars, and that movie about Harlem, okay, so that was one thing.  But what was the secret with that?  And does anyone else on the panel know about any secrets?  And other countries are able to get government funding, but we can't do that in the United States.  If you approach the government for grants, that's difficult.  So I am just wondering what the solution is?  Is there any work-around for that?  

>> SAMUEL GOLDWYN, JR.:  Look, you are in show business.  Show business is throwing dice.  It's a gamble.  That's what makes it exciting.  You're depending on a lot of things.  You have to find somebody who shares your dream and get them excited about it enough to come up with whatever the amounts of money are.  Whether you are dealing with a studio, whether you are dealing with your grandmother who maybe is rich, or you are dealing with going around to 10-12 people with hedge funds.  

But kid yourself not.  There are much better things to do with money than put it into show business, but it's not as much fun.  That's what you have to do is to excite.  That's what entrepreneurship is, to incite people to give you money with the dream.  That's what it is.  It's not sound investment.  You know, people try to say, "Well, you know, if you invest in films, it's a better investment than the stock market or the bank.  And you can get 16% back on your money."

But they don't guarantee it.  It used to be you could go to the bank and use the negative of the film as collateral, that doesn't exist anymore.  And the Bank of America was really built by Mr. Giannini with the growth of the film industry.  And then, of course, the Bank of America got out of the business because it wasn't sound.  It's not a sound business.  But it's an exciting one.  

>> Audience member:  Good morning, Mr. Goldwyn.  I am Hilari Scarl, and I am the director and producer of "See What I Am Saying" which is right now the first opened-captioned commercial film in American history that's playing in mainstream movie theaters.  And exactly from your example of how I got my investors was going with the numbers that there are 30 million deaf and hard-of-hearing people.  

Now, we did very, very well for and independent documentary, out in over 100 movie theaters, mainstream movie theaters playing there.  

>> SAMUEL GOLDWYN, JR.:  Very good.  

>> HILARI SCARL:  But the problem was that our films couldn't compete with other films because we didn't have a producer like yourself, or Magnolia, or Focus Films, because a lot of times we would submit, and I believe even to your office, and I would always get back the response, "I love your film.  I think that you have a magnificent film.  However, I don't know what the mainstream audiences are going to think."

And I would come back with more proof, more numbers to show it's not a deaf film.  It's a film, period, about four artists, et cetera.  And I had numbers to back it up.  And it was still going into a niche area, like the deaf community, convincing Hollywood that there is a market, that there is this strength and all of that was a very tough thing to do.  Now, I know back referring to your film that did with African-American community that they came out in numbers, that maybe had access to the information of how to find the film, you know.  As an independent filmmaker it's tough to reach a niche audience because a lot of us here can't afford television ads, we can't afford billboards and such.  And so when you have that, how do you breakthrough to convincing the mainstream audiences, or mainstream distributors even to get behind some of these filmmakers and their incredible films? 

>> SAMUEL GOLDWYN, JR.:  The answer to me is practically speaking, first of all, you work the niche audience.  And you try to do it in a way through publicity, but you go to your key audience, and you don't worry about the secondary audience.  But if you establish it in a niche audience and it really becomes a niche success, then it begins to spread.  What is this film that they are all talking about?  

You can't expect -- the mainstream people who go to see "Avatar" is not the same audience, you know?  It's just different.  You've got to -- it's a publicity and marketing issue.  And sometimes you achieve it, and sometimes you don't.  I know that's not a satisfactory answer because you are convinced probably that there should be, and there should be.  But I say this again.  You've got to cultivate this audience.  There has got to be a better job.  This is going to happen.  This thing I am talking about, the entrepreneurship.  Look at the job Tyler Perry has done with the black audience.  

>> Audience member:  Good morning, everyone.  My name is Lisa, and I am from Boston, Massachusetts.  I want to thank the members of our panel for being here today.  I did have a question to ask you all.  

My question is related to producing.  I know that here in the United States there are very few opportunities for deaf people to become producers, and it seems that there isn't anyplace right now for a local community, so I am just wondering if you have any ideas of how that could get setup through maybe the local cable TV stations, or if there are any opportunities that are out there?  So that's my question for the panel.  

>> JANE NORMAN:  Would anyone like to respond to that question?  Maybe you could respond, Jevon, as the American response, and then Terry from the international response.  

>> JEVON WHETTER:  There's not a lot of money out there, and with grants, they are becoming less and less because of what's happening here in the economy.  If people want to become producers, I would encourage you to keep trying.  Do different things.  Write.  Just try something.  People usually put it off and I think that it's really best to get started.  I would suggest that you also get training because the whole field of producing and thinking about the training that I received, I want to see it more people getting this type of professional training that I had.  

If you are a deaf individual, really, anybody can become a producer, but through trial and error, seeing what works and what doesn't, I think that eventually you can become a producer.  I actually surpassed all of that, and it saved me a lot of expensive mistakes by taking it the way that I did and going through school and think being it as a Hollywood business.  If you know a few filmmakers, feel free to ask them some questions.  You would be surprised how many people are willing to engage in dialogue and to give you and help with you the training that you need.  

>> TERRY RILEY:  I think that in the UK we have one advantage.  We have legislation enacted on the statute books that says that 5% of all digital terrestrial broadcasts must have Sign Language on them.  And of all programs on digital terrestrial broadcast 80% must have subtitles, captioning on them.  So there is a great leverage there for broadcasters in the UK.  The leverage is the legal situation.  

Now, how did deaf people take those opportunities is the next question?  

At BSLBT, at our trust, we've settled an alternative to the legislation as it is now because the broadcasters have two choices.  They can put a sign out on their programs that they've already made, or they can give BSLBT, the trust, they can give us the funding, and we can make our own deaf programs.  And what that does is it helps them because they get signing of their programs that they don't want signing on.  

This is one of my ideas and one of my visions of how to give young deaf people an opportunity to be able to get involved.  So we brought on two projects, one of them called "Seeds,"  and that's a project where if someone has the idea, we give them the camera support, the editing support to make a three-minute film, which was a real success as a project.  

And then we advanced that idea with a second project, and we advertised for deaf people to bring their ideas to make a 10-minute short film, and the key theme with this was that we brought in a hearing production company to back them up, to work in partnership with them.  I think that's the key word I would like to say, "partnership."

It's key.  There are hearing people that have the skills, and they can promote and develop deaf skills in tangent with.  And it was a very successful project, and there were four of the films from that project that won awards at Film Festivals.  So the proof is there.  The proof is there.  

>> JANE NORMAN:  Thank you.  Jade?  

>> ANN MARIE BRYAN:  I just wanted to add in terms of funding and being able to finance your film, if you have a passion I would say start small not large.  Like I made that mistake myself.  So start small.  You can easily use a credit card or get friends to support your film, or if you know rich people, that's great.  More power to you.  Then they can support your film.  

And getting grants is very challenging and very difficult because there are so many people competing for them.  I would say that there's probably one grant for every 1,000 people trying to get that grant.  

>> SAMUEL GOLDWYN, JR.:  She is absolutely right.  

>> ANN MARIE BRYAN:  And back in the day, it was lot easier to be able to get those grants.  

>> SAMUEL GOLDWYN, JR.:  She is absolutely right.  She said something just now that I had an experience with.  There was a young comedian by the name of Robert Townsend, and he had an idea for a movie called Hollywood shuffle.  

He made it with his credit card.  We used that credit card was the entire campaign.  I was able to get him on Johnny Carson three times and explain how he managed to make a movie with a credit card.  The answer was the film was extremely successful, and it was known as the movie that was made with a credit card.  She is absolutely right.  

>> JEVON WHETTER:  And depending on the type of movie that are you making, if you are making a short film, it's hard to sell a short film.  You can send it to a Film Festival.  My film was accepted by a Film Festival, but it required questions to be answered, but there was no financial impact.  If are you making a feature film, you need to know that you have a market for it, and then you can get people to invest in it.  And then you get that return on that investment.  

But there is a good chance that are you never going to see that money again.  

>> JANE NORMAN:  And the next gentleman that has a question?  

>> Audience member:  My name is Gavin.  I've listened to what each of you have touched on.  First of all, we have vision with risk.  Then there's taking chances.  How do you find the money?  Well, you already have a collective audience.  What if 1% of your back pocket went into a film fund here at this University?  I don't know.  I think you have the money.  It's pooling it.  

The other thing is using the new media online.  There is a UK advertisement for seat belts, and it's called "Embrace Life."

It's had millions and millions of hits.  It's a 30-second commercial, silent.  Look at it.  It's what you do naturally.  What if you put a lot of hits out there, little 30-second You Tube pieces to inform the world about the film that you are making?  What if you ping, what if you fill up the bandwidths?  Oprah responded to the most successful multiplatform product -- yes?  

>> JANE NORMAN:  And the question that you are asking?  

>> Audience member:  Yes.  It's already there if you take the risk.  And how can you organize yourselves collectively to test some of the new media online?  

>> SAMUEL GOLDWYN, JR.:  They're doing it a great deal.  In other words, you are talking about using the online as an advertising media?  Is that right?  

>> Audience member:  Yes.  

>> SAMUEL GOLDWYN, JR.:  It's spotty.  And it's a little deceptive because you can get like 3/4s of a million hits.  But that doesn't mean that are you going to get 3/4s of a million seats of people sitting in the theater.  It's risky, and it's still not proven.  But it's obviously a direction.  

>> Audience member:  Thank you.  

>> JANE NORMAN:  Thank you, ladies and gentlemen, for your questions.  This is a very important part in our history.  And I would like to ask Mr. Goldwyn if you have any closing remarks to wrap up this session?  

>> SAMUEL GOLDWYN, JR.:  Well, I think your questions are extremely good, and we're all talking about the same thing.  You know, every filmmakers, when they get together they start talking about high art and it always disintegrates into money.  

(Laughter) 

Because it's true.  Because, let's face it.  That's always -- I've got the great idea, I've got the money.  But I do feel that there's an audience out there, and I think it's going to take -- it's going to take some doing.  And along will come something that will start this.  And I think that as long as you all are thinking in this direction, and the new filmmakers are thinking to look for it I think that this will happen.  I really do.  And I am not being Pollyanna about it.  

(Applause) 

>> JANE NORMAN:  Thank you to Mr. Goldwyn and our panelists.  And over the past two nights I had a wonderful opportunity to engage in a rich discussion with Mr. Goldwyn.  And I've really come to agree with his perspectives on this.  

This definitely is new territory for all of us.  And it's definitely a new time.  So I think that we have beared the burden of a stone, and that's definitely something that, you know, could be passed on to generation in the future, but we want to be able to lift that stone, that burden, and we want it to be a new time, a new era for those deaf people and those deaf children in the industry of film.  

So with your films, your stories, your own personal experiences with the collaboration that Jevon had mentioned, having collaboration, and with careful planning and making sure that you have a clear understanding, as Terry had pointed out, a clear understanding of this business and not being afraid to take risks as Mr. Goldwyn had stated.  

But now it's time to turn the page.  It really is.  And it's up to all of us to be able to let go of that burden and to really shake it up and shake it off.  And to be able to gain that momentum and embrace it with heads held high.  

The only person who is stopping you is yourself.  I can't thank our panelists enough, and Mr. Goldwyn, and our panelists for letting go of that past and being able to talk about where they are now, and how they are moving into the future.  And being willing to share your perspective.  Thank you, Mr. Goldwyn in taking time out of your busy schedule to be here with us today and sharing your words of wisdom with all of us.  Your experience, and most of all, your courage from which we will be able to take and draw from and move on with the wisdom that you've given us.  So thank you, again, Mr. Goldwyn for being here.  

(Applause) 

Thank you all.  Enjoy your break.  

(Break) 

>> JANE NORMAN:  Let's dive right in everyone.  

Well, we are delighted to have our final formal presentation from a panel today.  And once that's concluded, that will be followed up with lunch, and after that, that will again be followed up with a forum.  

So it is my delight today to introduce you to the four panelists that we have this morning.  I want to just do a visibility check.  Everyone can see clearly?  Excellent!

Well, I would like to introduce a gentleman by the name of Andrew Gernhard who is quite an interesting fellow.  He grew up with a strong interest in creating film from a very young age using home video camcorders he would shoot short films.  He has written, directed, produced, edited, and, in fact, often acted in his projects.  During his college years as a communications student he made close relationships with friends with a filmmaker who would soon become his partner.  Together they produced feature-length films entitled "Trees" which was a spoof of the Steven Spielberg blockbuster " Jaws."

Eager to continue and build on their initial success, the two friends agreed to produce another movie entitled "Root of all Evil."

This was a bit higher budget production, meaning that they were able to hire a Hollywood crew to work on this film.  

And cast well-known talent to be in front of the camera.  

In 2004, Gernhard in conjunction with Richard Lucas and Bonnie Farley Lucas formed Synthetic Cinema International.  Their first production was entitled "Predator Island."

Which achieved wide international release for both home video and television.  

Synthetic cinema international specializes in the production, distribution, sales, and financing of independent feature films.  Gernhard has served in various positions in production for many major companies and broadcasters, including National Geographic channel, NBC Television, Viacom, HBO, WWE, MSG Networks, and many independent productions.  

In 2010, Synthetic Cinema International partnered with Keltic Cinema International to create a film, TV sales and distribution company called Synthetic Entertainment.  I would like to welcome you.  And please take the floor.  

>> ANDREW GERNHARD:  Hello, everyone.  First of all, I would like to say that it's an honor to be here.  Thank you for inviting me.  I'm not really much of a speech person, so basically I would just like to say that my experiences in life and in film distribution from my practical point of view.  

I started out with a film called "Trees" which is a shot-for-shot parody of "Jaws."

While we were making the film, it came on the 25th anniversary of "Jaws."

And at that time Blockbuster and many of the video stores across the nation were actually looking to fill shelf space.  So by luck, I got into distribution totally by luck.  

(Laughter) 

They picked up "Trees," and it was available am in of the video stores across America.  

After that, I thought I was unstoppable, so I went ahead and I got a lot of money together and created a film called "The Root of all  Evil" which didn't go so well.  But I learned my lesson.  Filmmaking is about what works and what doesn't work, and learning that.  I almost got out of the business after that last film, but I decided to give it one more chance.  The way that I got into distribution is I just basically asked distributors what are you looking for?

It was an interesting way to proceed with filmmaking in the fact that when I got out of college I wanted to be more of like an artsy filmmaker, an independent filmmaker.  Where something I did was something that I had really a lot of passion for.  You know, dramas, you know, movies that meant something or could change something.  But then when I got into the business of film I realized that that's not what necessarily distribution companies and broadcasters are looking for.  

So affidavit failure of "Root of All Evil," and I talked to a couple of distributors, and I asked what they were looking for.  They said you know what sells well are monster movies and action films.  

So I teamed up with another director and we got together and wrote a film called "Hell's Beacon," and I went around looking for money.  And that's when I ran into Rich and Bonnie which are now my partners in Synthetic Cinema International.  They came up to me and said, "Instead of just funding this film, we would like to start a company based on this."

So we shot the film "Hell's  Beacon" which had everything that distributors wanted down to a "T."  I went across to board to Lion's Gate, Universal, Dimension, and keep in mind this was at the boom of DVD, about 2004/2005.  They had monsters, boats, underwater stuff, explosions, high-concept locations.  Really not a film that I wanted to make, but something that I thought maybe these guys would buy.  So we made this film, and two weeks after completion amazingly enough Universal Studios picked it up for DVD and home video release.  Looking back I don't want to see the film again.  It's terrible.  

But it did get this mass distribution.  And the scary thing is just to give you a picture of how hard it is to get into distribution, "Predator Island" was released in 2005 and it was the only film in Connecticut's history that was shot entirely and made entirely in Connecticut to get mass distribution.  To this day all of the films that we've done are totally made in Connecticut to get mass distribution.  

After "Predator Island" success, keep in mind -- well, it was called "Hell's Beacon" and Universal retitled it.  The term "hell" doesn't rent well.  And, of course, it was shot in New England, but the box featured a nice tropical island that it was shot.  So it's all about marketing, key art, and trailer work.  

After that we decided that, hey this is where we can go to do these films.  Let's do these monster films.  So we took advantage of the DVD boom, and we did two more films, "Blood Descendants" which was a slasher film.  And then we did another film called "Bliken," which has been retitled and picked up by Lion's Gate and is one of our widest releases and, again, one of the worst films I have ever seen in my life.  

But then in 2000 -- I am losing track of time now.  2007, we kind of upped our game.  Distribution started to change.  DVD sales started to go down.  We had to increase the production value.  We did a string of film starting with "Ban she" and then assault of big foot, and we finished a film with a wrestling star Roddy Piper.  And they're released on the sci-fi or chiller network and then go to DVD.  They also go to the new format that everybody is getting their film on which is video on demand, VOD, or digital download.  

And that's where I would like to shift the way that the business model has now since changed.  I was just here listening to the studios, and how they mentioned the studio system is different now.  It has changed.  Over the past couple of years I have seen studios become very weak.  They don't know how to make money.  Many of the studios are multi, multimillion-dollars in debt.  Lion's Gate is almost $600 million in debt.  They can barely afford product.  Now is when the Indie filmmaker has a chance to come out and hit their audience.  I know that you guys talked about the niche audience, the deaf audience.  I have my own niche audience which is the horror audience and the monster audience.  But they are expecting more out of films now.  With technology being so easy to make something really great, it has to have a lot of production value, a lot of good acting, tight story, good effects in order to get your film sold. 
So our model that we started in 2006 has changed a lot.  We're just a factory in 2006 making these very low-budget films.  Now even though we kept that same studio factory mentality, we have to basically make them bigger and better.  And the big question that everybody has is:  How do I sell my film?  That's the all-time greatest question.  

Again, I have been lucky most of the time.  I have sold my soul to the devil.  

(Laughter) 

Because I do make films that are products more than films.  Admittedly, they are pretty fun.  There is nothing like hanging around with a bunch of kids during the summer chasing monsters.  But it is getting tired, and I am getting older.  This year we're getting into more dramatic creature features by acquiring books.  This day and age when you depend on video on demand and that niche audience, you need as much people with eyes on your movies as possible.  So the best way to do that is to get acquired product.  You have a book, even if it sold 300, 500,000 copies it will all help you to get people to see the movie.  

Now, again, it comes down to how do we get studios to see your movies?  Studios like was mentioned before us, they are making less movies.  AFI is happening right now.  The American film market is where you sell your films, but this year it was very dismal.  There's not that many films there.  There are usually 5,000 films there.  I think that this year there are 2,000.  Distributors are getting pickier and pickier.  The best way to get distributors to notice your film is to really push it yourselves.  Start a website.  Make your website look good.  Cut a very good trailer.  The trailer should only be a minute and a half to 2 minutes max.  It's got to tell the story but keep them wanting more.  The other way is to get people to review your film. 
And I am not talking about like your local newspaper.  I am talking about you have to get like for us it's like "Fangoria" magazine, or Dread Central, genre pieces where people say, "Oh, those people like the movie and we should."

Amazingly enough agents aren't coming to as many Film Festival as they used to because it's money, and they don't have money.  So they've been combing the web.  Agents and sells reps have been looking for stuff online, and they see if anything is starting a buzz, or if it's something that could be interesting, and they're looking for all types of products, and not just monster stuff.  I just happen to know monster stuff because that's my life.  

So you have to really start on the web.  It's an easy way to start.  Get it out there.  Get it on You Tube.  Get it on your site.  Get press rolling.  That will start the interest in your film.  

Now then you have the question of:  Where do I go with my film after that?

The bad news is that DVD is dead.  Blu-Ray is dead.  It's -- when we release films in 2005 and 2007 we sold, you know, for us it's a good thing to sell 80,000, 100,000 units.  This year we released two films, and each one probably only has sold so far 12,000 units apiece because where can you go rent DVDs from?  There are no stores anywhere.  Blockbuster is closing up in the next two months.  You have Netflix, everybody thinks that's the Holy Grail, but it's not.  They buy maybe 2,000, 3,000 copies of a Indie film.  Even in major films they only buy 50,000 copies, 100,000 units, so being in Netflix, they can get as low as 30 copies after motion picture.  So it's definitely not replacing Blockbuster.  I was very sad to see Blockbuster go.  

But there is a Holy Grail, and that Holy Grail would be video on demand.  Basically that's putting your film in everybody's home to watch this film.  But that's where your marketing comes in, finding your niche audience.  You have to get it out there so that people know that my film will be on video on demand for six months.  You should rent it, or buy it.  On Itunes it could be on your cable stations, and it's just getting it out there.  But it's not as easy as just giving them your title and there it's going to be on TV.  

Our video on demand is through Warner brothers digital.  I will let you in on a secret.  Warner Brothers is dying for product.  Of every genre.  Warner Brothers wants to be the leader of digital product.  They want largest library.  They're looking for all types of product in every genre.  One of the specifications are to do a Warner premier is that the film can't be distributed anywhere else.  It can go to Film Festivals, of course, because it's a small audience, but they want to make sure that they have the VOD window world premier.  And they have a six-month window with that.  They'll show it for six months, and then you can do whatever you want with the film, DVD, Blu-Ray, network television, whatever you want to do 

So VOD will be big.  At first I was unsure.  Up until last week.  Because Warner did release "Assault of the big foot" March 1 st.  And I thought how many are they going to sell?  It's like in 100 million homes.  I was surprised that our royalties from the 1 st quarter was higher than any DVD sales that we've ever done.  

But one of the tricks is -- here is a trick for you guys to know -- with VOD at least now your film should start with -- this is the stupidest thing you will hear -- your film should start with either "A," "B," or "C" or a number.  What happens on video on demand is it scrolls, and if you are at the top of the list they rent it.  Our film was originally called the "Sasquatch Assault."

So Warner said change the title.  And they believe that a lot of the sales are due to the title change alone.  So now being the businessman that I am, we have this film "Opponent"  with "O."  I don't like that, so the first word is "the" so it's at the top of the stack.  We have to decide if we go to Warner or premier.  

I want to make sure that I cover as much as possible while you are here because I would like to share my experiences with you guys, both the good and the bad.  

Five minutes left.  

(Laughter) 

So what I can do with films now, and as I said, let me reiterate, get it online, promote it as you can within your genre, within your community, and then go from there.  Now, it is hard to get films to distributors because they see hundreds and hundreds of copies.  Now, if I was coming into the business now, I probably would not be a filmmaker.  Because it is so tough.  The economy is so bad that it is very tough thing.  I don't envy you guys.  It is very tough.  I came in at the right time.  There was a lot of luck.  It's a lot of perseverance.  Even now that's there.  What you guys have going for you is equipment that's easier to use than when I started out so you can make a good film.  Plan your film.  One other point with distribution is, number one, be critical of yourself. 
When you see this film, don't say, "This film is as good as Armageddon"  which is not a good film.  Really critique yourself on what's in your film and what it really is.  

Take a realistic view of yourself.  Don't put it on Facebook and all of your friends are like, "This is the greatest thing I have ever seen,"  because you only have so many friends.  It's the big audience that you have to worry about.  

The other thing is that I do recommend what they mentioned before in the last panel, do short films.  Start out with short films.  Learn your craft.  Make sure that you've got lighting down, you've got pacing down, you've got production value down, you have everything down before you move into a feature.  

Do not show a major distributor your work until you think it's ready for them to see your work because what happens is even though you might be small on their list, they do remember you.  I mean, I have guys that work with NBC now that they remembered "Predator Island,"a whole different part of the department, in 2005 I started working with these guys this past 2009, and amazingly enough the company still remembered that film.  Even though this did very well for them.  You know, Andrew, I don't know if you can do films, because those are really bad.  Can you do a real good monster film?  
So you live with that "Stigmata"your entire life.  

So for me I have to figure out what I can do that's bigger, better, and more sellable.  That's where we are now with getting in some stars.  The good thing is that stars are cheap now.  If you want stars, the economy affects everybody.  So you can get them for a pretty good price.  

I think that's all I really have to say.  I will leave it up to the other panelists.  

(Applause) 

>> JANE NORMAN:  Thank you very much.  

I would like now to introduce a friend, William Mager.  I don't know if any of you have seen his work that recently appeared on the Internet.  He had a project that was about a deaf mugger who decided he wanted to rob a person in this film.  

So the mugger brings along an interpreter.  

(Laughter) 

Yes, yes, exactly.  And the interpreter is more than a little disconcerted with the conflict in their role and their ethics.  So it was an example of his work that I can recommend.  Now, I believe that he has two films nominated for awards within this festival.  So, William, he is here today to talk a little bit about himself and then talk more about distribution.  And we're delighted to have him here with us today.  Please take the stage.  Thank you.  

>> WILLIAM MAGER:  Okay.  I think I need an interpreter to be with me.  Thank you.  

Okay.  Well, first of all, I would like to thank Jane for such a lovely introduction.  And I would like to thank all of the organizers for their hard work and their dedication in everything that they've done to make it material and here now looking at all of your smiling faces.  So thank you to all of you.  

Now, my area of knowledge is really in short films.  As we said before, short films are used to develop your craft in developing the art of making the films.  I've made seven or eight short films now, and the earlier ones were okayish.  And I think I am right in saying that through the process they are improving time by time.  

I have had a lot of success with Film Festivals.  Recently in 2008 I had a short film called "Stilettos" and that's been shown at about 40 Film Festivals around the world, and is available on video on demand as well.  So that was good.  But I didn't get any money from that at all.  

(Laughter) 

Oh, well.  But I've learned a lot of things.  That will help you distribute your short films as well so that they can be seen at Film Festival which is what you want.  

Here in the U.S. I have met a lot of interesting people who have made a lot of fantastic films as well.  They all ask the same question:  Why do you want to make films?  

And for me the answer is really simple.  Because I want as many people as possible to see my film.  I want as many people as possible to receive my message and to see what I want to say.  And when I say "people" I mean anybody deaf, hearing, anybody.  

So how do you show your film to as many people as possible?  

Well, the first thing to think about is what we've talked about before, is the product, the film product needs to be something to sell.  Well, I think slightly differently from that in that you are the products, you are the directors, you are the makers of the product.  Also, you are the product as yourselves.  So, therefore, you have to sell yourself.  That means creating a good image for yourself, creating your own website, creating a bit of a buzz around yourself.  

I mean, I am standing here now in front of you, and I don't know what you think.  Hopefully you see me as someone who is roughly reasonably successful at making some good films so far.  

So what this means is that you've got to create something simple, but something that's blindingly obvious as well.  You've got to create something like your own website, a profile on the net which has clips of your films there.  It has contact information, it has lots of things.  

Also, when you make a film, you must promote it.  I mean, you may think that I am telling you blindingly obvious things here, but I am telling you them anyway.  

Okay.  So you make your film.  You are happy with it.  And you think it's pretty good.  And you are now ready to send your film to Film Festivals.  

So the first thing is that you write a list.  Now, there are different types of Film Festivals that exist.  The first lists will be the A-list ones, the real top ones, the famous ones, the high-profile ones.  And they are very so selective on what they will accept.  

But you send it to them, first of all.  And when they say no, you then start sending it to the second list, which is your medium groups, which is your mid-level festivals.  

And after that, you aim at specific niche Film Festivals.  Now, for this you need money and you need patience and you need time, too.  Because when you send your film to a festival, you've got to wait a long time, months and months and months to get an e-mail back that says, "yes" and possibly "no" but, fine.  You move on to your next task.  

And sometimes you've got to allow about 18 months, 18 months for one film.  That is from when you start to send it out to when you want it to be accepted.  And that would be the life cycle of distributing your film.  

Now, hopefully you win some awards along the way.  Maybe I'll win an award this evening.  Who knows if I will or not.  But you get it through the Film Festival circle, first of all, and then you put it online.  

You Tube is the best thing for me to use because it's the most easiest and accessible way to distribute my short film.  I mean, I've had hundreds of thousands of hits with my films on You Tube.  And the amazing thing about You Tube is that you can show your film all over the world.  People in Brazil contact me, and people from China contact me, and people from Australia, and people from the U.S. as well.  

Okay.  But then after it's gone out online, you then need to do something else.  I know DVD is dead, as you said, but you can still use DVD as a business card.  It's an alternative to a business card.  When you come to festivals like this, give it out.  You know, it can included your contact information.  Hopefully they'll watch it and like it and maybe they'll give it to somebody else, and they'll watch it, and they'll give it to somebody else.  It's another way to spread it.  If they don't like it, they'll put it in their bag.  That's okay.  That's fine.  

Now to go back to the start.  When we're talking about how to distribute our films out there, one of the big questions that you have to ask yourself is:  What film do you want to make?  

I've watched lots of deaf films, and I ask myself this question:  Will that film be shown at mainstream Film Festivals?  

Now, if you want to make a deaf film, that's only for deaf people, that's absolutely fine.  But you also have to appreciate that you are only going to target a much more limited audience, but if you want to try to make a deaf film that includes a mainstream appeal, then you may be lucky enough to be able to have your cake and eat it at the same time.  Because you will be able to show your films both to a deaf and hearing audience at festivals.  

But for that to happen, you need to have really good sound, really good story, and you've got to make a film that makes a hearing audience look at deaf people in a different way.  

For example, "Hands Solo."

Some of you may have seen "Hands Solo." It's a comedy documentary about a deaf porn star.  Some people thinking what?  What is he going on about?  But there it is.  There is the hook.  There is the peg.  People have heard that there is a film about a deaf porn star.  Wow, that sounds interesting.  I will have a look at that.  

Now, when I made " Hands Solo,"  what I wanted to do is show a deaf person to people in a different way than they had seen it before, to show someone who is excited about sex, thinks sex is good, and has fun.  Not an individual that's keeping things away I wanted to show an individual in different types of ways.  It was interesting the reaction that I got from deaf and hearing audiences.  And it was very strong.  

My film was very successful in both hearing and deaf Film Festivals.  So I know that some of you don't want to include hearing elements into your films, and you want to just purely have a deaf reflection.  And that's fine.  But do you have to look at your Film Festivals and think, "Why would they want to see a film that's only really about deaf people?  What is it there for them to catch?"

So you've got to think how you can make your film interesting to them.  I mean, here I've seen some brilliant films this week so far.  Some of them were obviously only for a deaf audience.  But that didn't mean they were bad films in any way.  It doesn't.  It just limits the size and the scope of the audience.  If you are serious about making films, and you are serious about being a film director and making it a career as well, then you've got to broaden your horizons and make a broader appeal to people and to audiences.  

So I think what I am saying most of all is to be careful about what film you make.  Don't be frightened to promote yourself.  And ask yourself:  Who would actually want to watch the film that I have made?

Thank you all.  I think that I have gone on for long enough.  So I shall stop.  Thank you.  

(Applause) 

>> JANE NORMAN:  Thank you very much, William.  

And I am excited now to present Hilari Scarl who is quite an interesting person herself.  She has won numerous awards as a director, and is one of the people who out of 12,000 filmmakers to appear on the Steven Spielberg television series, "On the Lot."

She received outstanding reviews from judges Gary Marshall, Carrie Fisher, and Brett Ratner.  

She has produced TV shows for CBS, the History Channel, TLC, and Court TV.  

She directed and produced over 12 short films.  Her narrative "Short Snips and Snails" is a horror short that she produced.  The film has won awards and screened at Film Festivals around the world.  

Scarl's interest in the deaf community began in 1992 when she started working in deaf theater.  She brings her experience and her expertise, and her personal friendships with deaf people in the deaf community to her films.  

And the film that she currently has in distribution, "See What I Am Saying."

I would like to welcome to the stage Hilari Scarl.  

>> HILARI SCARL:  Thank you so much for inviting me to this festival.  It is a huge honor, and I am a hearing filmmaker, and I faced a lot of challenges both in the mainstream world, and I see how it works in Hollywood in the mainstream world, as well as in the deaf community and what works there.  My goal is to try to bridge those two worlds together.  And so that's what I am trying to target this morning with my presentation.  So I am here with you this weekend.  So bear with me as I sign this morning.  I am trying my best.  

My background is in theater.  I learned a lot of things in theater.  I learned to be a performer, a director, a producer, and a writer.  But most of all I learned how to convince people to watch your work, and why to choose your performance or your work.  Why out of all of the options they should choose to attend yours.  One option is through word of mouth.  The other is to read or do a review.  The third option is they may see a poster still and may be interested in doing something like that.  Now, remember that's with a limited budget.  So that just gives you a little bit of information about my background.  

Now back to what Andrew had talked about.  Talking as a TV producer, and what I learned in that role.  I learned that a wonderful TV show, something that I think is wonderful and love, doesn't necessarily mean an audience will watch it.  It doesn't guarantee that it will be popular.  

At the same time, I worked on another TV show, and I was not crazy about it at all.  I thought possibly the art was good and it was highly promoted, and people watched that TV show.  For example, I worked on a show called "Most Shocking" and that show "Most Shocking" talked about the police chasing after people and talking about the arrests that they made or whatever things happened.  It wasn't necessarily that good as far as quality goes, but people liked to watch it.  So that was a learning lesson for me.  And trying to choose what to get involved with because you have to make a connection with the audience.  So that was the lesson that I learned as a TV producer.  

And then talking about being a film producer and director.  It's interesting because all three people up here have talked about short films, and I think that's because that's very important.  The first thing that I learned from short films is I learned how to craft my art, and that it's okay to make mistakes because those mistakes are less expensive and easier mistakes.  And I also learned about distribution.  Because when I first started I didn't know that you could actually distribute short films.  I was showing short films at festivals and winning awards, but a distributor actually came up to me and contacted me and expressed an interest in distributing my short film.  And so that was the first time that I got a distribution contract. 
And, granted, it was only about $500, but it was still a learning experience for me.  So I learned how that works and how to go through that process.  And it's a very low risk type project.  Also at festivals you can network.  If you get to a festival and you've got your badge there and you've got your film there people are interested in approaching you and talking with you.  

So that's a good opportunity for exposure.  

And then finally I made it to my first feature film, which is called "See What I'm Saying." I am very proud of that film.  Because all of the lessons that I learned from the different roles that I had I incorporated into this project.  So I used all of that prior experience that I had.  It still took me several years to go through production, one year of shooting and two years of editing, and it was really important to work with a test audience because I needed that feedback because I wanted to be successful not only with the deaf audience but with the hearing mainstream audience as well.  So I needed to test both groups to make sure that the hearing audience really understood deaf culture and that they accepted captioning and they could relate to the characters. 
And with the deaf audience I wanted to make sure that I was portraying things appropriately and that they would accept the film.  I wanted to make sure that it would be a success on both sides.  I was happy to get positive feedback from both sides community of.  

And I think that because it was kind of a universal message, and it had that humanitarian aspect in it, and people were able to make a human connection with it.  So that's what allowed for its success.  

I actually got the critic's pick in the "New York Times" and it's being distributed in over 100 cities worldwide.  But the important part is the rights have been split for the distribution, and so I would like to talk about that.  

There are three options.  First you've got fast, second you've got cheap, and third you have good.  Now, you have to pick two out of those three.  If it's a good film and it's cheap, it's not going to be fast.  

Remember one of the prior panelists talked about working for 18 months and how it was a very slow process and how you didn't have the money to pay people and how it takes time to make that happen and maybe you can do other jobs to reduce your fee?

So I distributed myself.  It took a lot of time to go to all of those people and collect e-mail addresses and do the leg work.  So I wanted it to be good and cheap.  So that meant that I had to sacrifice the time.  If you want it to be good and fast, you can do that, but it's going to be very expensive.  Because you need professionals that will work with you, but they cost a lot of money.  If you want something fast and cheap, then guess what?  Like Andrew said, it's not going to be very good.  

So you either get your time that you have to put into it to do a lot of fundraising.  I have to admit that I put a lot of time into my work.  

I want to go back to what Andrew mentioned earlier about trying to set a goal.  So you have to think about what your goal is.  Do you want artist recognition?  Do you want to tell some moving story about yourself?  If that's what your vision is, that's fine.  Know what your goal is at the same time, you have to know that that goal may not be accepted.  You may not get funding for that your audience may not be interested in that but that's okay to have that as a goal.  You just need to realize what your goal is and what a realistic expectation is for that goal.  

Now, what if your goal is to change the world?  If you want to make a difference in the world, that's fine, too.  Maybe you could show that to a group and try to distribute that to organizations or schools or other countries.  That's fine, too.  Again, it's important to know what your goal is when producing a film, and it can happen in different ways, and would you have to market that film in those ways, and you need to know that in advance what your goal is.  

Or maybe you just want to have fun.  So you can experiment.  I did with my short films because I wanted to learn and have fun because I wanted to work with specific actors.  And that's fine if that's your goal.  I didn't really care about the production value or the money that was involved.  I just wanted to have a good time.  And that's fine, too.  Or maybe your goal is to get rich.  Well, good luck with that goal.  

(Laughter) 

You can, like Andrew said, his films are very commercialized, and they make money.  And there is a market for that.  He had to do the research into the market to see what is selling.  So if you want to be rich and make money, then you need to do your homework to be able to do that.  Or maybe you want fame.  Well, you can get marked with a celebrity, I don't know.  

(Laughter) 

There are different ways to distribute.  With "See What I'm Saying" I distributed it myself.  I as a hearing person didn't think that I would do a good job of marketing to a deaf audience, and I didn't think that a hearing distributor would do a good job with that so I decided to do it on my own.  

So what I did was I used a door split which meant that I shared a percentage of the box office.  So the movie theater got a percentage and I got a percentage and that's what we did.  And it was a win-win for everybody involved.  

If you look at the fourth wall, that would mean -- that's the second bullet point -- that means I would rent the theater, maybe in your hometown, and then you know people will go there, and it might be worth it to you as the person who is involved to rent the theater.  And then you get 100% of the ticket sales, and you pocket that completely and are able to make a profit.  

Now, it's a gamble because it's high risk.  So you have to decide whether that's something you are willing to do or not.  The other option is to do a license fee.  So, for example, if -- with "See What I'm Saying," if you wanted to show it at a college or university, charge $10 a person, or charge $2,000 to show the film, and then you get 100% of all of the ticket sales goes to the college or university.  And so there are a lot of organizations who actually are able to make money off of that approach if they can convince people to attend the event and watch the film.  

Now with self-distribution, you have to build a fan base from day one.  And you've got that grassroots audience, and you have to get the information out to them.  And you will need to let them know that your film is there and that it's out there.  And that's a good way to market your film.  As Andrew said, too, you need to do a promo of your product early.  Show it to people.  Investors, potential audience members, whoever they are so that they can help you, especially grassroots organizations can help with getting that distribution of your film out there.  

And if you want it within the deaf community, you can do that as well.  

Now I am going To sum it up here at the end.  To make a short film, it's important to know your audience, how to market, do your homework, and know who the distributors are.  It's important to know all of that.  

If you don't know those names, then you need to do your homework.  Read up on that.  Go to Film Festivals.  Ask questions when you are there.  Find out who those distributors are, and find films that are similar to the one that you are doing.  

And the biggest mistakes are not attending festivals.  For example, short Film Festivals, or competitions.  Because there is more information available online and on websites.  So that's an open door for you to be able to show your film, or to go to Hollywood.  So approach me afterwards and I can talk to you about how to do that.  And I can show you how I did it and how you possibly can approach your project as well.  That's my way of giving back.  

And that's it for me.  Thank you very much.  

(Applause) 

>> JANE NORMAN:  Thank you very much.  Thank you.  

I like her attitude because she talked about retribution -- or reciprocity.  She talked about that, and that's a very important concept here.  It's important that each benefit from it.  

Now, the maker of "Dances With  Wolves" originally hired a lot of Indians to act in the film.  And the people that were involved in the film actually received payment for their time and involvement on the film.  

So after all is said and done in that community, they realize affidavit fact that they really didn't get full reciprocity because they could have earned a good deal more off of the film, or perhaps funds could have been established to endow a scholarship, things of that sort, things to help their local school programs.  Or finding a way to identify a way in wit group that has worked with you can benefit.  So I've learned a good deal from your presentation.  Thank you very much for that message.  

And now I am very excited to have Tayler Mayer join us.  He is really someone to watch, and someone to admire.  He has taken more than one bold step and has been often criticized for his work on the Internet.  I think that I will let him talk a little bit more about his background.  But before he does take the stage -- well, no, I think that I will let him tell his story because it is so fascinating.  

>> TAYLER MAYER:  I have been asked to, in brief, give you a little bit of history about myself.  My name again is Tayler Mayer, and I run a few websites one of which is primarily made up of video blogs, vlogs.  And I would never claim to be a filmmaker.  I have too much respect for filmmakers, but I would say that my work is often been criticized as Jane mentioned, but I don't take that as criticism of myself, but rather when a person tells a story or makes a film to express an opinion, my work has often parallelled issues of freedom of speech and fighting for that.  Now, if one doesn't agree with what's being said, a person can easily object to that.  And maybe I agree with one side or another on a debate.  But it's not my place to take a position in the debates or any of the contention. 
I support freedom of speech.  In the Deaf Community, we don't have a singular meaning of what it means to be deaf within the community.  We have various means of communication, different identities, and so that's the whole purpose of allowing that argument and discussion.  

Now, I have spoken on this topic once before.  This is the second time I have talked about it.  But this is a 45-minute session and that was a 45-minute session then now being condensed into a 15-minute session.  

We need to switch laptops.  Give me one moment.  I'm looking for the remote now.  Oh, okay, I can do it without the remote.  I've only got five slides.  And that's my claim to fame.  I generally have one word per slide.  Now this is the exception because it's the title of my presentation.  So it should be easy to scroll through.  

So now I would like to talk to you just a little bit initially about the fact that I don't work with a high budget as many of the other filmmakers do.  This is something that you could do at home with some small amount of funds available.  And there are differing amount us that might start with.  But what you need is -- well, I will talk about the technological issues involved first, and how to get your information out there on the web, get your product out there, and then also talk about the marketing.  

So let me dive right in.  

Now, as I said, my single word on the slide, "website" says it all.  There are two main ways to do this.  The first is a website and, again, depending on the budget available, and the goals that you have in mind.  What it is that you would like to do with that video.  For example, do you want to sell your movie?  Do you not?  If so, then, of course, you could have a trailer and then have the ability to have a second bar that could be clicked on to sell it and purchase it, or sponsorship of the film.  You could have a sponsorship bar as well.  

Now, there is You Tube, but I want to say that I am not limiting this to You Tube and their own service.  But there are other sorts of shared video services, Vimeo and others that you might be aware of.  But most people are quite comfortable with You Tube.  So what you have to think about in terms of using You Tube is the audience, and what the audience will be comfortable.  

So, for example, if you see a link to Vimeo, many people are unfamiliar with Vimeo, so they're not sure whether they should click on it and whether it's trustworthy, whereas You Tube is well-known and that sort of tracks people into the You Tube videos more easily.  But it just depends on how you want to go about marketing it.  

Now if I go forward with a website without a shared video service and host it on the website, then it will be post-edited put into QuickTime because that's the least consumption of bandwidth that we can manage.  So you have to balance that, how much bandwidth you need, and it can be difficult to predict the amount of bandwidth needed for your product.  So there are services, web hosting services, that advertise unlimited bandwidth.  But it's not true.  They'll undercut you, and you really don't want to do that because all of the work that you have done on that film, it's marketing, and then in the end releasing that film, and then you run out of bandwidth when you try to release it.  People are lined up to see the film, but the opportunity is not there.  And that opportunity doesn't come back.  That's why you want to plan it right the first time. 

Now, the web hosting services that advertise unlimited bandwidth will typically say that the problem exists with the CPU itself and not the bandwidth and say that you simply have to be shut down.  So it's a big problem.  Be sure that you've purchased enough bandwidth to put your movie out there.  

Now, to get back to video sharing services, obviously you can use You Tube, for example, and on You Tube you can't have that additional capacity to have a bar to click to sponsor or purchase a video.  You can simply embed some code, though, so that it will then link to You Tube on the web page that you have wherein somebody can click that sponsorship.  So it just depends on whether or not you've clicked on embedding or not.  And if you do have embedding on and then you have your film on your own website, that means that other people can do the same thing.  Do you see what I mean?  So the work can be taken from you.  So it's quite complex.  

My advice is to keep your videos all in one place.  Don't put them in multiple places for them to be taken against your will.  Now, all of the other spaces, Internet spaces in which you want to advertise that should be links that link you to the central place wherein you are hosting the video.  And, again, whether or not you go with web hosting really depends on the goals that you have for your product.  

One other thing I would caution you about is that numbers are important.  As more and more people have seen your work, then your marketability increases, your reputation and stature increases.  So with You Tube you've turned on embedding, for example, and you have people lined up to see your film.  So let's say that you have 100,000 visits to your film.  So we have those numbers.  

And then as you are embedded then on other websites, when you look on You Tube, the number of hits there is no longer accurate.  It's no longer accurate.  Now, it doesn't count and separate the different places where it's embedded.  So the only way to get an accurate count on You Tube, for example, is to watch the video on You Tube and You Tube alone.  So do you risk having lost the ability to count the number of views that you have had in that format.  So now if we've got the video on You Tube, embedding is enabled on your website, then you want to see how many on your website, how many hits have gone there, then you can see whether or not somebody has gone to the website but not clicked over to the movie, and you can have a secondary setting so that when somebody actually clicks on the film, that's counted separately. 
So instead of just the number of hits on the website, that gives you a more accurate count of who has actually looked at the film.  

Now on to marketing.  

Marketing is tricky.  It's not a science.  It's more an art.  Especially when dealing with the Internet.  

Just as with your movies, a lot of planning goes into any of these products.  So marketing has to have the same sort of investment in time and energy because it's so important.  You have to have a marketing plan.  And when you are ready to begin broadcasting your video, all of your pre-planning should already be in place.  And what I mean by this is that once you are ready to send that out on the Internet, you can utilize Guerrilla marketing, taking advantage of word of mouth, the opinions of people, and you also need to know that you know a lot of people, those people know a lot of people.  So that's connection is important.  So when you are in the planning stages, and you have not yet gotten to release, you should have already contacted your friends prior to this, the people that you know should already be involved. 
Don't contact them the day of release.  They should already be creating the buzz prior to that.  That's part of your marketing plan.  So let them know that you would like their help, getting the word out there about your video, and your friends.  If your friends are going to say yes.  So ask them to forward on the link that you've sent them.  

Now, I'm big on e-mail.  E-mail is -- how can I say it?  -- it's an entrenched part of our daily life today.  Now, other social networks like Twitter and Facebook, they have their own things, but e-mail is still the best.  

Now, let me tell you why.  When you click a link to see a video on Facebook, you really don't know, you can't accurately gauge, there's no accurate measure of interest in the video.  That's an important thing to consider.  And the same thing hold truce with Twitter.  You can't actually see that reaction.  You see comments, but that's limited.  Going back to e-mail, though, if I am sent a link to a friend who is expecting that link, by the way, and then that gets forwarded on to a wider audience, then they've sent this, forwarded it, say, "Please see this movie from a friend of mine." You will see a list of addresses that that has gone to, a list of e-mail addresses that that link has been forwarded to.  So then you can see that whole chain of how far it's been forwarded, and you can get a sense that the fire's burning. 
I am going to continue it.  I am going to stoke that fire, you know, which isn't the same on social networks like Facebook.  Here I can see so many people really liked it.  I was forwarded it.  Perhaps forwarded by more than one person.  I want to continue that chain.  And e-mail, I think is a great key here because, you know, social networks depend on when you look at the social network.  If it's in your inbox, it's in your inbox and it stays there.  E-mail is personal.  That's something that I've sent you directly to your inbox.  It has a different connection.  

Now, those are different strategies.  E-mail is a strategy to get your film out there.  Now, viral is another way to go.  For example, there are concerns like Trojans or viruses, things like that, that might harm or damage your computer.  Those spread because people use their computers which have the virus on their forward things, et cetera, et cetera, and that's how it spreads to larger population.  The same can be true of your film.  And that can spread a great deal beyond the initial group that you've sent it to.  But it depends.  If you are playing on people's emotion, for example, if you get an e-mail that says -- and you can see that this has been forward several hundred times, you know, it depends on whether that's the emotion that are you looking for. 
Your friends should already be part of your marketing plan as I've said.  So once they are ready and you've forwarded it to them and they send it out to that broader network and it gets out there, then it can go, as we say, viral, beyond that.  But there's no guarantee that the viral approach will work.  

And I believe that yesterday there was mention made of wanting to advertise the work, but somebody else had stolen their thunder when they began promotion.  So let me give you some other examples of this.  

So I've sent an e-mail about my work, but somebody else has stolen the attention.  There's some other big event happening at the same time.  It's stolen my thunder.  Again, that can hold true with a viral approach.  Sometime it is will hold true and sometimes it won't.  If there is a large event.  If it's happening on a weekend.  An extended holiday weekend, things like that you want to avoid those times for distribution.  And also look at the time of the week.  That can be important.  I am not sure if you are aware of that, but I have seen videos fail solely because it was released on the wrong day.  Let's say Sunday.  Sunday is a failure for releases.  Now, I have identified Thursday as being the best day because it allows enough time for people to engage in some discussion, get people talking about it out there. 
People will check their inbox at work on Friday and then the word starts to spread from there.  People are checking their e-mail.  People often won't check their e-mail until the weekend.  You know, their personal e-mail they will check usually on a Saturday morning, that sort of thing.  So that allows enough time for the links of the chain to connect, and for the distribution to really get out there by word of mouth.  So the time of week can be important if it's a dead time of week, you know, and you haven't planned for the timing well, then there's no time for discussion, for people to really roll up their sleeves and get into the meat of what it is that you've put out there.  So the problem sometimes can be if you send it out too early is that you have oversaturation.  The buzz is out there, but it's oversaturated, and it hasn't yet really gotten to the wider network because the first network of people to have come into contact with the buzz are really hashing it to death. 
And so the time of week comes into play.  Also, you want to avoid release at the same time as other major events might be happening.  And I've gotten a cue, my two-minute warning, and I think that I am pretty good.  Actually, I am done.  All done.  Now, if you do have any questions, feel free to meet me after the session.  I am happy to entertain any questions.  

(Applause) 

>> JANE NORMAN:  Thank you, Tayler.  I would like to opt floor up for questions, so please lineup on the side.  Feel free to ask any questions of our panelist members about their experience or work.  We do have a few minutes.  I think that it's a tough challenge, but they did a great job sharing their experiences, and I really appreciate that I encourage you to go up to them individually afterwards.  So let's go ahead and begin with questions now.  

>> AARON KELSTONE:  Thank you all for your time today.  Now, could you share a little bit with us about how you prepare yourself for the legal processes, the signings of contracts, licensing, permits, et cetera, how do you take care of that part of your work process?  

>> HILARI SCARL:  Well, for me, first of all, you have to hire a lawyer.  In the beginning when I got started I found a great lawyer who I happen to meet through a friend of a friend and was really willing to reduce their fee which was great.  

Again, way back in the beginning, that was before I started the film, I had experience as a paralegal, and so I got the suggestion that I should hire an actual lawyer because things can get complex and complicated very quickly especially when talking about rights for TV and foreign distribution.  Things get very complex.  It doesn't matter how savvy or experienced you are, it's important to have a lawyer on your side.  

>> Audience member:  Thank you all so much for sharing such valuable information with us.  We truly benefit from us.  Thank you for sharing your knowledge and expertise.  

Now, I saw you talk a lot about short films and stressing that we should start with short films and use test audiences.  So if we start with the short film and everything looks good there, are we ready then to go on to feature length work?  Or should we take that short work and turn it into a feature length?  Should we leave it in its short form?  What would your response to that be?  By that I mean is a short going to get out in theaters?  You know, a feature length will actually show in theaters.  Now for a festival or something like that I can see where shorts would be showed.  But what's your take?  

>> HILARI SCARL:  I think you should answer it.  

>> WILLIAM MAGER:  Can you repeat the question?  I am getting the interpreter to repeat the question for me.  Okay.  

I can think of some examples of where short films have become feature length.  There are three or four British films which were very successful shorts, and they became feature length.  However, all of those films suffer because it becomes obvious that they were short films in their birth and then they were just expanded.  They were just increased in size.  

But you could do something with the same characters, maybe with the same topic, maybe with the same area, but just not the same actual film by padding it out.  I hope that's answered your question.  Great.  Okay.  

>> JANE NORMAN:  Thank you.  Aaron, do you have another question?  

>> AARON KELSTONE:  Now, Tayler, you were talking about a viral approach and the approach of e-mail and how that's successful.  Now, how do you deal with the fine line of that kind of forwarding in Spam?  Because Spam filters, you know, if there are a lot of forwards on an e-mail it seems that a Spam filthier is more likely to reject that and not deliver the e-mail.  

>> TAYLER MAYER:  I've got a short answer for that.  Really most of the time that's not a concern because Spam filters know if it's come from your friend, if it comes from your friend, and if it does that's not considered Spam.  

>> TERRY RILEY:  I just wanted to pick up on what William Mager said.  I would never recommend just lengthening a short because a short film has been created with that space with that story, with that concept.  It's totally different.  A short film is strong at its length.  Don't think that if you expand it you keep its strength.  You don't.  Part of my job is putting films that are longer and making them shorter because usually the shorter film is the greater the impact.  

I've seen this week some of the films, I've seen them, and I thought, gosh, I could have thought a lot earlier.  We could have said that point a lot earlier.  So what I would say is that if you want to keep people with you, if you want to stop the audience from switching off, cut the film earlier rather than expanding it.  

>> HILARI SCARL:  Can I add something?  

>> JANE NORMAN:  Well, we really do need to stop now just because of time.  It's time for lunch.  I do want to thank all of you again for this very important part of the process that you've shared with us today.  This is one of the areas where we really need to begin examining and learning more about distribution because of its complexity and the fact that it's so multilayered.  We will find our way with the proper learning, knowledge, education, and networking.  So thank you very much.  Our lunch is ready.  And on your plate you will also see a survey.  We would like to encourage you to fill out that survey because it helps us, and it's so valuable.  I can't tell you how valuable it is.  Please do also put down ways in which -- 

>> THE INTERPRETER:  Correction of the interpretation.  

>> JANE NORMAN:  The survey is a way by which we can collect your contact information and be sure to allow all of us to stay in touch with each other.  So I hope that you will be willing to add that as well.  

Thank you very much!  I thank all of you so much.  It's been a pleasure to have you here.  

(Applause)
Truly a pleasure.  And welcome to Gallaudet.  I hope that this won't be the only time that you come.  It's a pleasure to have you here.  Thank you, thank you, and thank you.  And thank all of you.  Lunch awaits!  

(Lunch break) 

>> JANE NORMAN:  Has anybody lost a iPhone?  We have a iPhone that's been found.  We have a rose as the wallpaper photo.  

I would like to before we get started with our next session first introduce a friend, penny Joseph will have to leave today, but I want to tell you what's so special about Penny, and the fact that she is here representing Panasonic who is our largest sponsor.  Gallaudet, of course is the primary sponsor, but Panasonic has partnered with us from the very beginning of this process.  

So before she leaves, I just wanted to have her come up and share a few words, you know.  She unfortunately has to leave.  I wish she didn't.  But her colleague, Tony, who is responsible for accessible products will be with us this evening at the gala, but Penny is so dear to us.  Would you come to the stage and share a few words?  

>> To Dr. Norman, Dr. Hurwitz, the entire Gallaudet family, it's truly been a pleasure to be here with each and everyone of you for the past three days.  Some of the films that I have viewed have been just phenomenal and it's unfortunately that we have to label them as being done by deaf artists because for me they were just brilliant pieces of work that anybody could do.  And so they have been fantastic.  I will continue to look for your work up on the big screen in a broader distribution.  I think the world needs to see more of your work.  But I've enjoyed meeting and talking with you.  I hope that everyone when you leave Gallaudet, that you get home safely, and hopefully our paths will cross again in the not so distant future.  So thank you, thank you very, very much.  

(Applause) 

>> JANE NORMAN:  Thank you so much, Penny.  And now for our last forum, an opportunity for rich discussion, and I know that this is a topic that will resonate with all of us.  It's definitely a hot topic.  

In films by deaf filmmakers, we want to consider whether or not audio should be put into the movie.  We have a speaker who graduated from USC with a MFA who has attended a school that focuses very strongly on audio, and has an incredible audio training program.  So she will moderate this forum, and has a very strong understanding of audio components, and will discuss those with us.  She is also a graduate of Gallaudet, a filmmaker.  One film she has been involved in produce something one of our nominees.  So it's a delight to welcome her to come back home to the stage, Jules Dameron, please join us.  

>> JULES DAMERON:  Thank you so much.  

Okay.  Good afternoon.  

I'm Jules, welcome to this session entitled, "Should My Film Have Audio."

So before we discuss the audio portion of our title, first we need to talk about film, and what does film mean for all of us, and what makes a film.  

If you can actually answer that question, what your film is for, then you can make all the following decisions based on that answer.  

Maybe you know the expression that if a tree falls in the forest and nobody is there to hear the loud fall, has it actually made any sound?  

Now, obviously we could talk about that as philosophical point, but this has also inspired me to think about it in regard to film.  So we have this awesome piece of cinema, and if we don't have an audience to watch it, then what is it?  Does it exist?  Does the film work do what it's supposed to do?  

So I believe that you cannot have a film without an audience.  You have to have viewers regardless of whether it's one person or a crowd of people.  And so it's very important for us to keep that in mind.  As filmmakers, it's very important for us to understand who our audience is.  

So as a filmmaker, I made it a point to always look into who my audience is, regardless of whether they're deaf or hearing.  I don't want to categorize deaf and hearing people into two categories as if it's a black-and-white type of thing.  So there are varying levels of hearing, and, you know, some people may be categorized in either of those two groupings, but they're on a spectrum for sure.  

Now, there are hearing producers who would also like to make films for deaf audiences.  That does happen often.  So now we come to the audio portion of our discussion.  

Should we add it to a film?  

And audio has three different purposes:  One is for entertainment, just for enjoyment reasons.  I have heard some people say that hearing is tangible.  So it's as if sound touches the eardrum.  Now, obviously as deaf people we don't have that experience.  But hearing people say that they feel touched by the sound.  And so they have sort of that awe factor, that enjoyment of the sound.  The second is for mood and tone.  So sound really sets the tone, it sets the feeling, and you can do that visually as well, but what we're saying here is that audio serves that purpose.  The third purpose is to expose information.  So as the story moves along, there are times when sound may explain something.  Now obviously we as deaf producers are going to use visual cues to explain information. 
There are no rules against that.  But there are times when audio does that.  Now, we have varying tracks of audio as well.  Again, there are three different tracks of audio.  One is conversation.  So voice, dialogue.  The second is music.  And the third is Foley, or special effects.  Now, you may be wondering what that is, Foley or special effects, and that may be where one object may rub against another.  Maybe the sound that clothing makes when you walk.  Or a clap of the hand.  Or some other sort of abstract sound that is in effect that doesn't have anything to do with the visual cue.  So, for example, pouring a glass of water, and the sound that that makes when it hits the floor, or a plane above, or great large explosion.  Now, of course, you know, we don't really want a true explosion on our movie because then we would hurt everybody else's eardrums, but we do want to work to replicate that as best we can. 
So I just want to share a few things that I learned in school.  

For example, you know, if you have two characters fighting on the screen.  Are you actually going To hit somebody and then create that sound from the true-life hitting?  Of course not.  

So in order to replicate that punching sound it needs to be created not from a real-life situation, but just from the sound experts who make it sound like somebody's actually being hit.  

Ask me later, and I can show you exactly how that's done.  So I am going To go ahead and show you a clip.  Some of you have already seen this.  So I am going To show this clip two different times.  The first time I am going To show it with sound and the second time without sound.  It's just a little bit of an experiment.  

I would like for you to pay attention to your own experience and how you feel when you watch each of these clips.  So I think if you don't mind, can we put down the house lights, please?  

Is the sound okay?  Good.  

(Video) 

(Music) 

I am going To show this clip again without any sound.  So if you could lower the house lights once again, please.  

(Video) 

So I would like to ask you to please stay in your seats for this question, but how did you all feel?  Was there a difference between the two clips?  And there are deaf people saying there is no difference.  Anybody else with levels of hearing?  Did you like the feeling?  Somebody else?  So what was the difference for you.  In terms of the two clips, what hooked you in?  What made you feel connected?  Did you feel -- somebody is saying they felt disconnected when there was no sound.  Somebody sells saying that they felt very restless and felt like it was very slow without the sound.  Somebody else is saying the first time I watched I felt completely disconnected with it the second time I felt much more connected because of the sound.  Now interesting, you are deaf, correct? 

Yes.  Well, it's interesting first the first one had sound and the second one didn't.  Somebody else is saying I am deaf and I don't know the difference.  But I am wondering if I had a balloon that I was holding on to maybe I would feel vibrations and it would feel different.  I don't know.  

Now, the last comment, for the first one I felt really connect and it felt emotional.  The second one I just used what I remembered from the first experience and applied that to the second experience.  

Okay.  So one person had said that it felt very slow.  And that's very true.  That without sound it feels very slow.  And that is the experience of many deaf people when we go to the theater.  We feel that the movie is very long, and it is designed in a different way for hearing people so the sound makes it feel like it's not so slow.  Hearing people are having a very different experience.  They feel like it's going At rapid pace, and they want it to slow down.  Whereas deaf people feel like it's taking forever to get through this movie.  

So this demonstration that I just showed you is actually something that was shown to me by my professor, Tomlinson Holman, so he was actually part of the sound design team for "Star Wars" and he was my professor at USC.  This example just blew my mind because I finally understood that it is about hearing the sound, it's about understanding the purpose of the sound.  And that's very important as a filmmaker.  You know, as a filmmaker, and a deaf filmmaker, now I feel like I can learn about sound and how sound affects people.  So if you understand why people feel restless when there isn't any sound, then we'll know how to add sound into the film.  

Now, I will be honest with you.  I am deaf.  I hear a little bit with my hearing aid, but when they're off, I don't hear anything.  So hearing people hear between 0-15 decibels, I hear about 75 decibels.  So I can't hear whispers.  I can hear general sounds with my hearing aid.  So with my hearing aid I hear about 55 decibels.  

So I can hear the interpreter speaking, but I don't understand what she is saying.  Basically it's just blah, blah, blah, blah, blah, and I know that she is a woman, and I can identify that a woman is speaking and not a man.  

The reason that I am sharing this with you is because I don't want you to get the mistaken impression that I am completely deaf.  I do have a very small window into sound, and it is very interesting to me.  And so I would like to share my experience with you.  

And then you all can make decisions for yourselves on how you would like to work with sound with your film.  

So the question here again is, "Should my film have audio?"

And the answer is, it depends.  It depends on who your audience is.  It depends on where you are going To be showing your film and so forth.  

For example, if we take a look at the room that we're all sitting in, what is one thing, one substance that you see everywhere?  Can anybody tell me?  One person is saying chairs.  Somebody just said carpet.  Somebody else said quiet sound.  Right.  So there is a lot of cloth in this room.  Somebody just said that cloth absorbs sound, and that is right.  Cloth is designed to absorb sound this is like a theater space and, of course, that designed for hearing people.  But we need to understand that as well, that this is designed to be like a theater, and it's designed to have perfect sound so that we can actually focus on whatever is being presented.  

So you either need to be able to focus on the person speaking or the movie that you are watching or whoever is up here presenting, and so when filmmakers add sound to their track, they want you to really enjoy the audio track as if you are apart of the film that they have created.  

So the demonstration that I just showed you with "Star Wars" when there was no sound, for those who can hear it felt very slow and uncomfortable without the sound.  And especially because we are here in a theater space.  

Now, in the real world out there for hearing people sound always exists.  And it just washed overhearing people all the time, whether it's the refrigerator or the air conditioning or a bird or a tree or just people talking, there is sound constantly in hearing people's environment.  But the film is actually designed so that we can focus on the art that is being presented.  

So if you want to show your film in a theater space without any sound, for people who can hear then those hearing people are going To be uncomfortable.  Is that you what want?

So something that is visual without sound has a psychological effect.  It's like virtual reality.  You know, you are showing some sort of design to the world.  So deaf people don't hear anything.  They are very comfortable with no sound.  They experience the world visually.  They are very comfortable with a movie without sound.  But hearing people, people who can hear, are very uncomfortable without sound.  And so it would make sense to design something that makes them comfortable with your film so that they are comfortable just like you are.  So sound has that psychological effect.  

Now, we do live in an internet era which means that a lot of people watch film on their device.  They don't always watch the film in a theater.  And so if they're watching on the Internet, if there is no sound, it seems like that's a different experience.  You know, I see people who are cooking and multitasking and watching their computer or their handheld device, and it doesn't have any sound and it's just fine.  

Because there is a lot of sound in the environment.  So I actually have a hearing friend who is very interested in the Deaf Community and Deaf Films, and she has created this beautiful film that's very visual.  And she showed folks on the Internet and people who could hear were very comfortable with it.  And that's because they were watching on the Internet in their normal environment where there are sounds around them.  

So you may ask:  What about silent films?  Aren't they silent without any sound?  And I know that some of you in the audience already know the answer to this, but those silent films weren't actually completely silent.  There was always music accompanying the acting because there was a need for it.  

My point here is that I'm really encouraging you to look at the story that you are trying to tell.  What feeling are you trying to communicate and share with other people?  What do you want your viewers to experience?  Maybe you are sharing a personal experience with them.  Maybe about language or translation.  And maybe you want them to experience the same thing that you are experiencing.  And that can be done in a variety of ways.  There are many, many different avenues to explore in order to show that.  And I am very interested in the deaf community's view of the world.  

So just one example just about myself.  My own experience basically is an auditory silent world, but not visually silent world.  If somebody is angry, I can see it and experience it through my eyes.  And so we can play with music.  Music is abstract sound, and we can use that to really demonstrate the deaf experience.  And so we can really experiment with that and find some creative ways to express what we're trying to express.  

So I can talk a lot more about how to work with sound, but I would like to open the floor for questions and I can go ahead and provide you with some answers.  So thank you all for your attention.  

(Applause)
And if you would like to ask a question, please lineup on the side of the room and we'll go ahead from there.  Anybody?  

>> AARON KELSTONE:  I wonder if you could talk a little bit more about how a decision is made to perhaps eliminate audio and substitute visual cues.  What kind of visual cues would you consider to be equivalent that would help in that experience?  So I am saying that if the sound were eliminated off of the film and you weren't going To use that at all, how would you balance that out with visual cues?  And what kind of visual experience would be equivalent so that the sound was unnecessary?  What would you think that would look like?  How could that function?  I mean, for a deaf or hearing audience who was watching the film, how would you substitute the one experience for the other?  

For example, on "Star Wars" we saw the credits slowly streaming, and it was a somewhat boring experience for most.  What could you have added to that so that it then becomes an equivalent experience for deaf people.  I am looking for that balance if you can talk more about that concept.  

>> JULES DAMERON:  That's a very interesting point.  Thank you.  So basically you are talking about an equivalent experience in the visual realm.  

Excuse me for adjusting myself here.  So in any case, on the computer we are limited to three Mega bytes, and it can only handle a certain amount of information, and in the films with audio pretty much about 1/4th is audio and 3/4ths is the visual realm.  I love watching deaf films because basically they use 100% of what's available for the visual realm.  

And maybe, I don't know, for a hearing person that may be too much.  But I enjoy that very much.  But that's not what you are asking exactly.  You are asking more about how to make it equivalent, and I do think that it has been done in many different ways, many deaf producers have really shown that visual realm.  They've included more movement, more information, more rich layers of visual information.  And, you know, it's not just one simple snapshot of a person speaking in their movie.  So these deaf filmmakers have included a lot more visual components.  And, remember, we said that sound is for three different reasons.  One for the emotional experience, one for information, and then one for mood.  And if you can show all three of those pieces of information through the visual realm, then you've accomplished what you are trying to accomplish.  

>> MARK WOOD:  I have been working with ASL Films for a number of years, and I have been asked a number of times until I am just sick to death with it about sound in the movie, and sound in the film.  But quite honestly in my opinion I don't know the least bit of anything about sound.  And I don't know where to start.  Who are the right people to work with?  I don't have a bridge to connect to the other side of the divide here, you know?  So that's something.  And in talking with the director, that provides some experience in terms of how to add that sound in.  But I can see the right sound gets the reaction from the audience.  You know, a suave, muscular buff vampire with the wrong voice is going To just bring laughter out of everyone.  If he has got a feminine, you know, voice that he doesn't sound threatening At all, if he is just about to bite you. 
So it just doesn't get the right response from an audience if the sound isn't on target with the film and the image that you are trying to convey.  

Now, I get how sound affects mood and all of that, but I am wondering about how a deaf filmmaker can get with the right kind of sound.  Five years ago I was asked this question.  But I still don't know where to start.  So I wonder if you can maybe clarify that?  How do you get your foot in the door with that?  I don't have the slightest idea how to begin.  

>> JULES DAMERON:  Very, very good question.  I would be thrilled to answer.  

>> MARK WOOD:  Do you want me to wait a moment?  Do you want me to sit?  Go ahead.  

>> JULES DAMERON:  So like I said, fabulous question.  And you are correct.  I think that this is one of the largest areas where people struggle.  You know, we're proud to be deaf filmmakers, and then this is one area where people face some troubles.  And it's really a psychological issue here.  You know, I want to have full control of my movie.  I'm directing this movie.  How can I put sound in here if I don't hear it?  So the first step is really to learn about sound.  

Which is what I did, and it really, really opened up my world, and I understood it a lot better.  And even though I can't hear anything, I understand that sound has different meanings.  And once you know about the different property of sounds and the different effects that it has, it's much easier to work with.  

So my suggestion for deaf filmmakers is to still have full control of your movie, of course, and then ask for feedback, which is something that we all need anyway.  

So get the most neutral feedback as possible.  Maybe have a panel or group of five different hearing people, and ask them very specific questions.  So maybe you will want to ask them what kind of experience they're having when they watch the film, and if they've had the same experience and it's what you want them to experience, then you have achieved what you are trying to achieve.  Also, you what need is a sound team.  Just checking with the interpreter to make sure that the interpreter is understanding here.  

So the first person that I look for is a sound editor, and luckily for me I found somebody and really it was a wonderful bonus.  This person knew Sign Language.  I had put an ad out for that.  So it was wonderful that this person can communicate fluently.  And so the two of us worked together, and she really explained to me what was happening with the sound and we had the interpreter as well telling me everything that was happening with the sound.  So I use the interpreter to tell me A-Z what she is hearing.  

And so my suggestion really is to work with other people.  Get feedback from them.  And I don't recommend that you entrust one person to take care of the full sound of your movie, but have a variety of people to help you out.  

>> MARK WOOD:  Well, what I am wondering is, you know, we get these creative juices flowing, we've got the ball rolling, and then all of a sudden this snag in the process messes up the whole thing.  That's what I am worried about.  All of the energy that I have already invested into this, and then, "Hold on, wait a second, my energy is over here and the sound editor is saying wait, wait, we've got something wrong.  We have to quit."

This cultural snafu is what I am worried about, and how it affects my creative process.  

>> JULES DAMERON:  That's a very good point it depends on what your experience has been.  So I have to admit that it was wonderful when I worked without sound.  It was a much quicker process.  And I was, you know, lucky that I then got to practice using sound and got used to it.  

So the director of photography or cinematographer and I, they also tend to struggle with the sound.  So even in the hearing professional world they all experience those struggles hampering their creativity.  So do learn from the sound editors.  There's lots of different things that they can use especially for dialogue, like they can use a boom.  So, for example, if there is an actor who is being very emotional with what they are saying, how are you going To really portray that in the film?  And it becomes very technical for the actor that sometimes they lose that performance in the technical production of it.  And so you really can create the world of sound from scratch, and sometimes the biggest problem is dialogue, vocal dialogue.  I don't know. 
Hopefully that answered your question.  I will move on to the next question.  

>> Audience member:  I am actually a filmmaker myself.  I am Jonathan Louis.  I have been making films, and adding sound for me is sort of a burden.  It's not something that I am interested in.  I think that Mark Wood already asked the question that I was planning on asking.  But when you go and you start meeting people, how do you suggest even getting that connection?  Do you post something on Craig's List?  You can go to different colleges and universities and ask people if they're good with working with sound?  Is that a long process?  Has it been a frustrating process think?  Many curious to know more about your own personal experience with that.  

>> JULES DAMERON:  So I keep coming back to my experience at USC.  That's because it was rich, valuable experience there.  I didn't just go to school and watch films.  Or watch lectures.  I mean, it was three years of in-depth study, and I had hands on-experience from the get-go and the professor encouraged all of to us break out of the familiar and to really think outside of the box and to not be afraid to look for new people and to meet new people.  

So now I live in Los Angeles, and I was very surprised to see just how many people there are looking for work.  

You know, they are just looking for even volunteer work so that they can add it to their portfolio.  That's how I found my sound editor because she was looking for work.  She did my first project for free, volunteer, completely free.  So after I started posting online, for example, on Craig's List, on other places where I've just advertised, you know, when I first posted I was very nervous.  And then when I got such a great response I realized that this is something that is easy to do.  And so then I had to sit down and interview people.  For me, the most important part was rapport.  If I was able to connect with the person and really communicate with them well, then it goes uphill from there.  And everybody needs to know, you know, that every film is going to have something that goes wrong.  
I learned that the hard way.  And you just have to deal with it.  You have to deal with the unknown.  And the unknown is really very scary especially at first.  But now with more experience it makes it more fun, and working with new people just makes it even more fun and wonderful to connect.  We share experiences, exchange information, share information about our projects, and it just makes life much more rich.  

>> Audience member:  I have five sisters and three brothers.  We were watching a movie without sound and we found that there was classical music on the track.  So we were watching the whole movie, and then, you know, the music stopped, and then we actually felt like we had to backtrack, put the classical music on it wasn't on the track of the movie.  We just played it to watch during the movie.  And you know about share wear, for example?  There are soundtracks that are free for use, music that is labelled according to mood, things like that.  

So you can purchase a track to put in your movie rather than having to start from scratch.  

>> JULES DAMERON:  That is a very interesting point and question.  In terms of music, yes.  There is freeplaymusic.com online that I tend to use.  Like you said, it has lots of music that's labelled with varying emotions, and sometimes that works well.  It also has different lengths of music that you can add to your visual.  And there is also some default music that you can just sort of use, for example, if I haven't finished my film and I want to show hearing people I can just add it to my film so that they don't feel uncomfortable.  So there is a sound library with different effects, for example, different nature effects, birds, trees, so forth.  And sound editors have those.  And you can find them online.  And I don't know exactly where all of those are, although I will probably be finding out very soon. 
So feel free to contact me at later date and I will give that you information.  

Next person?  

>> Audience member:  I have had hearing problems for about half of my life.  I heard for half of my life and now I am deaf.  So I am late-deafened.  

So when I'm doing a picture, I'm always wondering whether this needs or doesn't need audio.  I remember the experience of hearing, but now I'm deaf.  So that's a big change for me.  So why do we add sound?  Just for the audience?  I think of it like a painting.  I can see a painting and so can all of the hearing people.  We all have the same experience looking at that painting.  You don't add sound to it.  So if it's a deaf movie, that seems to me to be an exception.  

For example, DVS, Deaf Visual Sound, for example, is like a Foley.  If you've dropped a glass object, then you would hear the sound shatter.  So in order to show that sound visually, I would find a visual cue, something that can give that same sense, that sharpness, but it's something that the eye sees and not what the hear ears.  

So I would show the objects slowly falling to the ground, shattering, and in slow mow show the pieces shattering piece by piece.  That's just my suggestion.  

But it does depend on who the audience is.  If it's a deaf audience or a hearing audience.  If I know the film is for deaf people, then I'm not worried about sound.  I will leave it silent.  I will show it all visually.  

>> JULES DAMERON:  Well that is something that we've discussed.  So we have this tube of information basically with limited amount of information that can be included, and basically what you were say something how do we express the hearing experience visually?  And, really, you can play with that.  It is possible, absolutely.  Yes.  

>> TERRY RILEY:  I think that this subject is so, so important.  If you want to sell a film, or if you want to make it attractive to hearing people, then they cannot watch a film that doesn't have any sound on it.  They can't.  In the UK before I used to say to my film directors to go to the sound and watch it while it's done.  Learn the mechanics.  Learn the process of what happens in a sound booth.  Because that's part of the responsibility of a director after shoot.  In the UK we have one deaf man who is really skilled at mixing sounds for music.  Pop videos and things.  So deaf people with do it.  I think my question to you is, you are talking about the audio, and you are talking about the Foley in the U.S., we call it atmos, atmospheric sound. 
And what has not been mentioned is about dubbing.  We have not mentioned dubbing commentary.  Because I remember in Deaf Mosaic before, there used to be the signing, and then after that there would be the captioning that would come on, and you would only have half of the access.  When a hearing person was on the show, they would speak and would you have their sound.  But when a deaf person signs you wouldn't have a voiceover so you haven't mentioned about commentary and voiceover and sound.  Would you like to mention something of that?  That was a very, very long question.  Either you can answer now or we can meet later on if you would wish.  

>> JULES DAMERON:  It is very interesting talking about dubbing and commentary.  I think that basically that's related to voiceover and conversation.  I'm not exactly sure what else I can add to what you have said.  And maybe like you said, it is a dialogue for a different time.  But that idea of having somebody sign and not having it voiced-over, I mean, ASL is a visual language.  It's in visual medium, and that's where the art is different.  So those who have used sound all their lives, they know the art of playing with sound.  They can put sound and sight together, and they know how to make people feel different emotions with all of that, and so really the visual realm is a whole other art itself, but dubbing and commentary like you said is a conversation for another time. 
Moving on.  

>> Audience member:  I am David Reynolds.  I applaud your work.  Thank you for explaining this to me.  I have grown up a deaf person.  But I do like sound.  I will crank up a sound at a television show or movie, without at this many not engaged.  I have had that discussion with a number of deaf people, that we do enjoy sound to some degree.  Now, Mark Wood and I were talking, we had a vibrant discussion about the divergent views in the community, and how we seem to be divided along these lines.  I want to clarify that remark with him, but it does seem that with Foleys, background noise, mood, feeling, all of that, I strongly feel like that has to be incorporated because otherwise we would close the market.  You know, it's a closed market.  And then we only are deaf people making stuff for deaf people and nothing else. 
But we really have to expand the market, incorporate these tools, and then we can reach that wider audience that will be drawn to see the movie.  The big question though is about, you know, Foleys, background, sound, music, all of that we have that on the one hand.  But then we have voiceovers for ASL.  ASL being such a beautiful visual language, then laying a voiceover on top of that.  We really, most of us, seem to be supportive of the idea of captions for ASL and sub-titles, but not voiceover because then it's more equivalent to the experience that would you have in a foreign-language film where you still see that but are visually engaged and not having that dub over.  Do you have any do's or don'ts with regard to that?  

>> JULES DAMERON:  Thank you for that question.  Again, that is a discussion for another time for sure.  But I can say that I have been through that myself.  I just made a film that has not been released yet, and it is completely in American Sign Language, and, you know, my philosophy was that all my films needed to have sound.  Of course, that's my training.  And so my film does have sound.  But, you know, I am riding on the concept that hearing people are going to enjoy the movie as long as sound is happening in the movie.  

>> Audience member:  I want to be clear.  What kind of sound are you talking about?  I want to clarify, when you say "sound,"  I am talking about two different kinds of sounds.  There is Foleys, background music, mood, and then there is dialogue sound and specifically talking about voiceover for ASL.  So what kind of sound are you talking about?  You kind of blurred the lines in your answer.  So I see a clear distinction between the two, and I want to know which you are referencing.  

>> JULES DAMERON:  Okay.  That make sense.  So I am talking about more at atmospheric sounds.  So it would be nice to have voiceover for the dialogue, but I am naturally resistant to that myself because I think that, you know, it's much more natural to have the visual language there and then have captioning.  

So then just the sound is more atmospheric, background noise, and then that creates that comfort.  

>> Audience member:  My name is Gavin, and sometimes I don't ask a question, and I apologize for that I think that this point that's been made about Foley, the adding of atmospherics, is important.  And I might cross a line here, but don't shoot me just yet.  

When we did our film course with the deaf, they discovered by accident that when we were recording on a soundwave file, the bursting of a party balloon during the tragic shuttle launch of challenger was trying to create and understand how atmosphere for you and emotion is expressed.  And everyone actually made a sound.  We didn't pick it up necessarily, but in their (gasping) sound because of air through the voice box came out and they saw it recorded in soundwave, and then they asked -- and we had missed this -- then they asked the question, "Do I make sound?  Is that me?"

And immediately they went into another realm that absolutely surprised me.  They said, and I shared this before, "We imagined sound sounds like a wave crashing on the shore, and they made what they thought the sound was,"  and it matched the file, the soundwave file.  

So I am asking this wonderful question.  In a sense you hear in a different way.  Now, if you know the construct of adding atmosphere and what the slamming of a door, the dropping of a cup looks like in soundwave form, I think you already have gifts to be explored, just this area of adding sound of which is up here (indicating).  

Now, am I on the wrong track?  Have I touched on something that you already have?  

>> JULES DAMERON:  Thank you.  Well since I've been working with sound, it happens often that I have a few deaf is friends who also work with soundwaves, and they look at the video track for editing purposes, and then you can also see the soundtracks and the different waves where if it's something very loud it's a big, strong wave, and if it's something soft it's very small.  

But you can't identify any sound with those sound waves.  I think that the purpose of those soundwaves are just to show the different volumes.  So if something is very loud, or if something is very soft sometime it is can show the texture of the sound.  But it is an interesting point.  

I do have friends that have tried different things and have been experimental, and they tried to really match the beat with something visual.  So they use those waves, those soundwaves, and connect them with the visual cues.  

I think my friend should be here in the audience.  You know who I am talking about.  But in any case, he did visual editing with each spike in the soundwave.  And as a result, it was just phenomenal.  So there are ways to work with that.  

And then just to add to that, something interesting, I think that hearing people hear those soundwaves a bit differently than deaf people see them.  So sometimes there is like an echo in their life, and I don't think that it would happen here, but if there is a hearing person walking on cement, there may be some sort of echo where their voice bounces off the cement that they're walking on.  And so it's more of a sharp sound than a soft sound.  So that, I think, is the gift as deaf people that we are able to take advantage of those visual pieces that we can see within those situations.  

So if there is a boom mic on a set, you can tell exactly where you are recording the sound from, and you can move that boom mic to different places on the set, and it is very important because you don't want the sound to be delayed.  You want the sound to be recorded perfectly for editing purposes.  And so there are pros and cons to both ways.  

>> Audience member:  I want to thank you for your presentation.  My name is Lisa.  I am from Boston.  I am working on my thesis which incorporates sound, and that's part of the requirements of the thesis.  So when I was doing a rough cut without sound, the audience was not happy at all.  And I was asked to include sound.  And it was a tough decision.  You know, who to pick?  One classmate volunteered and I was very thankful for that, but I would like to have people from the deaf community to help, too, interpreters as well.  Again, it was very hard to pick who to work with because I did feel that I want to maintain control of my script.  And they kept changing it from the original interview and the original project.  So in your experience, when you write a script for a show of any sort, do you hire an actor or interpreter, and do they change the original? 

>> JULES DAMERON:  Are you referring to the voicing part of it, the voiceover for deaf people?  

>> Audience member.  About.  Losing something because of the changes.  

>> JULES DAMERON:  So basically the question is how -- if we have a script, do we follow it exactly, and if we hire interpreters, how do we maintain control of that script?  Is that your question?  

>> Audience member:  Yes.  

>> JULES DAMERON:  Okay.  Very good question.  Now, are you referring to basically a film, a story?  

>> Audience member:  Right.  Sometimes if a word is changed in the voicing, that sort of thing, it changes the story.  

>> JULES DAMERON:  So are you recording the actors signing first, and then you are translating it?  

>> Audience member:  Right.  The actor is deaf, and if they prefer to keep the voicing original.  

>> JULES DAMERON:  So you are asking a very specific question, and I want to make sure that I am understanding correctly.  So if there is a film that has actors telling a story, you can really closely monitor the words that are chosen in the voiceover.  So you can partner with somebody who translates the transcript and translates it from beginning to end, and you can talk about the different vocabulary and different words that are used and work as a team to collaborate and create that voiced-over script.  And I do not recommend that you use interpreters.  I recommend that you use actors because actors are trained to really convey various expressions.  No offense to the interpreters here, but, you know, we have professionals in theater and film, and it's a whole different world than actual translation. 
I hope I answered your question.  But you can maintain control of that script.  

>> Audience member:  Yes.  Thank you.  

>> TERRYLENE SACCHETTI:  Hello there.  Now I don't exactly have a question.  But I do want to share just a brief experience.  Two brief experiences with sound actually.  

I made a teaser that I was filming, and it was really intended to be a fundraiser for the film that I wanted to make.  And, let's see, there was ambient music, and atmosphere is really important for me as well.  

And Jules was actually my boom operator.  And let me tell you, she make as boom operator.  She can work that boom around easily.  I was impressed and very proud to have a deaf boom operator, and I could communicate with the boom in ASL.  It was amazing.  So my character is deaf.  The other character is hearing.  So we needed voices for those characters.  So in the editing of the first cut, you know, for music, luckily I just had a friend, a interpreter friend, whose husband was a musician.  And I just asked that friend, and asked another editor friend if they would work with me on it, and they mixed the sound in, and it worked out great.  And thank goodness because I couldn't really judge those skill sets.  I just sort of had to go on a gut feeling, and then after I had that product check with people and, you know, gauge their reactions and, you know, in the end, put a lot of trust in there. 
But that is now on my website.  

Now, the second experience that I had, had to do with a song that was translated.  There was no actual music done on it.  There was no voice.  But the song was done in ASL.  And then they had Jong Lee, a deaf filmmaker come who was working on mixing the sound.  I had no idea what they were doing.  This woman was singing who was called in to do the voiceover song, and I am telling you this is a deaf person.  A profoundly deaf person who was using these giant earphones and working with the sound board to mix it all together.  I was aghast.  I wasn't sure what to do, if I should have any faith in it.  So I had another friend check in on it, a hearing friend, and they told me it was an A-1 job.  I couldn't believe it.  So it can be easier than we think.  

(Laughter) 

>> JULES DAMERON:  Thank you.  

>> TERRYLENE SACCHETTI:  Thank you.  

>> ANN MARIE BRYAN:  Hello, again, I am Jade.  And I also don't have a question.  I just wanted to share some valuable information to filmmakers.  

And those of you who want to become filmmakers.  

It's very important to understand your story, the content of the story.  If you want to use sound, that's great.  If you don't want to use sound, that's fine.  But think of your audience.  You also have to really think about what kind of information that you want to communicate either with or without sound.  As an example, in my film, if you can hear my tune, now, I have some audio, I have dialogue, I have Foleys, I have the whole nine yards.  And there is this one girl in it who is deaf, and she has a relationship with two different hearing actors.  One is a complete ass who is not sensitive to the culture.  Not sensitive to her, and she breaks up with him and starts going out with this other fellow who is sensitive to deaf culture.  And that's part of what's conveyed in the movie. 
And then as the film progresses, he really dives right into deaf culture, learns American Sign Language, and is signing in the end.  So in that side of the film, the sound is gone because there is signing back and forth.  I want my audience to get the message that the communication is there visually, get that psychological effect of the sudden silence.  So I think that's important to think about the purpose of sound and what you are trying to do with it.  I saw Mark Wood disappear out of here, but I know that he had a comment.  I wanted to respond to his comment.  

About what to do if you don't have sound.  I want to speak to that.  Now, Mandy, that you were just talking about, I love Mandy:  

>> THE INTERPRETER:  Mandy.com, correction on the interpretation.  

>> ANN MARIE BRYAN:  That's wonderful.  You can find clips there, music, background sounds, whatever you need for your movie.  Now, Mark was kind of uncertain about how to begin, but I just want to say that there is nothing to be afraid of.  You can do this.  You can have a sound person with you to explain what they are hearing, how it works, all of that.  This can be realized within the vision that you have of your film.  So I just want to tell deaf filmmakers don't be afraid to use sound at all.  Thank you so much.  And great work.  

>> JULES DAMERON:  Thank you so much.  

>> Audience member:  I don't have a question, but I have three comments.  Now, I graduated from RIF with a MFA in film production, and because of my experience I know I've always had some difficulty deciding whether or not to have sound or no sound.  And in the deaf community people say we shouldn't.  In the hearing community the people often say that we should.  And I have decided that I should be using sound because I am thinking in terms of myself.  You know, as hearing people go to movies with dialogue and sound, you know, I know that when the captions are missing I am frustrated at that missing information.  For a hearing person, an equivalent experience in watching a deaf film is when they don't have captions for them, or sound for them.  So I don't want to put them in my shoes at a hearing film where the captions are lost. 
I want to make sure that, you know, if we're asking them to caption their movies for us, we should be adding sound for them.  And so that the audience, whoever the audience is, has an equivalent experience.  Also about the process of adding sound, yeah it can be a pain in the ass, there are a lot of issues to worry about, but in the end it's very rewarding to add sound because it enhances your film.  You know, sound effects, all of that are better.  Now, I am distinguishing though between dialogue and sound effects.  But we also have professional musicians who help with the film.  And that also is an enhancement to your film.  Even more than just the sound of dialogue or the sound effects because mood is so affected by music that I really have to recommend that in general if you are going to have a hearing audience at all, add sound. 

Now, my last comment was that deaf filmmakers should not solely have a focus on making deaf films for deaf people, but also network with the wider world.  Network with hearing filmmakers who can help you make these films even though they don't get deaf culture right away, they can help you with filmmaking.  You need a sound person, or sound designer, they're lined up.  I'm telling you, they're lined up.  And maybe that person isn't the person you meet or network with isn't a sound person, but they can find that sound person for you.  So it's worthwhile to keep in touch with hearing people in the film industry.  You never know when you will need them or their friend or they'll need you or your friend.  So those networking opportunities with hearing people are a benefit you to and your film work. 

>> JULES DAMERON:  Thank you so much.  And that wraps it up from there.  So I want to thank you all for coming this afternoon.  Thank you for your discussion about audio in film.  And we will end right there.  Thank you so much.  

>> Thank you so much for your presentation.  Thanks to our interpreters.  I want to let everyone know that we'll have a film screening in Elstad at 2:30.  And we'll have another screening up on the 2nd floor at 2:30.  Enjoy the rest of the day.  

(End of session) 
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