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>> There is to be no photography in Swindell's Auditorium.  Thank you.  

(Video) 

(Music) 

(Applause) 

>> JANE NORMAN:  Good morning!  Are you ready?  Lights, camera, action!  Making sure that the screen is on me.  I would like to extend a warm welcome to the inaugural  WorlDeaf Cinema Festival.  This is a momentous occasion.  It is the result of several years of planning, and a great deal of effort on the part of several people whom I must thank.  First, our WorlDeaf Cinema Festival Committee.  I would like all of them who have been involved to please stand to be recognized.  

(Applause) 

Scott Carollo, Julia Greenfield.  They have worked tirelessly behind the scenes, and they also were working at the registration desk.  So I am sure that you already have had a chance to meet them.  With that, I would like to get into what we have planned for the day because we do have a very ambitious agenda for our festival.  

I must also start by thanking our President and his wife, our First Lady, for their whole hearted support.  As you know, during his time as the President of NTID, our sister school in New York, he was well-known for his support of the arts, particularly of deaf and hard of hearing artists, and those involved in the performing and cinematic arts.  At NTID, they have held a biennial cinema test Val.  Now since Dr.  Hurwitz has come to Gallaudet, he has supported the cinematic arts here at Gallaudet.  

Today would not have been possible without his support.  So for that I thank both Dr. And Mrs. Hurwitz.  

And, again, there have been a number of people who have worked to organize this festival, people who have worked many long days and long hours behind the scenes steadily paddling to make sure that our entire function remains afloat.  The list would be a little bit too long to go through here, but I would like to make sure that all of you who know were involved are thanked.  

I would like to now present to you the President of Gallaudet University who will share a few brief remarks.  After which we will move into our morning agenda.  On behalf of the WorlDeaf Cinema Festival, I am pleased to present you to the President of Gallaudet University, Dr. Hurwitz.  

(Applause) 

>> PRESIDENT HURWITZ:  Thank you, Jane.  

Good morning.  Dr. Norman, thank you, and I affectionately know her as Jane.  Thank you again.  It has always been part of a tradition for me to always introduce the most important person in my life, and I am sure that you can guess who that would be, the First Lady of Gallaudet University, Vicki.  

(Applause) 

I wish to welcome all of you to Gallaudet University.  It is an enormous sense of pride that I have in hosting the WorlDeaf Cinema Festival.  I also wish to extend my congratulations to Dr. Norman for her outstanding work, along with her Committee, and working she said last night they started this four years ago.  And it is within the last two years that there has been an enormous amount of physical energy poured into the events that you will be seeing for your time here.  

(Applause)
Again, thank you very much.  I was recently interviewed by a reporter for "U.S.A. Today", and this reporter had three questions of me regarding the WorlDeaf Cinema Festival, the first of which was:  Why is Gallaudet University hosting the festival?  

Secondly, what can films by deaf people do to promote Deaf Culture?  

And finally, why does the hearing world need to know more about Deaf Culture?  So those were three of the essential questions that were posed.  My response to the first question was a fairly easy one.  It is extremely appropriate for Gallaudet University to be hosting the WorlDeaf Cinema Festival because for over 150 years this institution has been encouraging, promoting, and preserving the works of Deaf artists, of deaf and hard of hearing artists, throughout not only the United States, but the world.  

Two great examples that Gallaudet hosted Deaf Way 1 in 1989, and Deaf Way 2 in 2002.  These were very successful international events which were able to showcase the works of various artists and Deaf people from around the world.  The answer to the second question which dealt with what exactly can a Deaf film teach and promote regarding Deaf Culture?  Film is a perfect medium for preserving Deaf Culture, especially Sign Language, worldwide.  With books and photographs and other art forms, they are, of course, important.  However, it is film which is shown to be the most important and most effective in showing Deaf Culture, and the world through Deaf eyes in a clear way.  And my response to the third question the reporter posed to me is why do we need to know anything about Deaf Culture? 
How is this important for the hearing world?  Because American culture is enriched by the existence of Deaf Culture.  Just as it is enriched by African-American culture, the culture of Latino people, and so forth.  In fact, Deaf Culture has already had a major impact on mainstream American culture.  If you look at the number of institutions, colleges, and universities that have started teaching ASL, have instituted Deaf studies courses, that fact becomes evident.  We also see a burgeoning number of young mothers who are teaching their infants how to sign.  And these mothers are both deaf and hearing.  And the babies are also deaf and hearing.  So we see this becoming a national trend.  So here at the WorlDeaf Cinema Festival, we will increase the number of Deaf and hard-of-hearing people in film, and also enhance the industry looking at directors, writers, and so forth. 
And with the use of a deaf lens on this particular medium, we begin to see the world in a new way, and this will affect the movie business and industry more generally.  Also, we see that there are a number of films that have been nominated by Deaf writers for various awards, and we'll see that as you stay here for the rest of the week.  

So with that, I will close with my remarks, and say to you that I hope that you have a very good conference.  Welcome, again, and thank you for your time and attention.  

(Applause) 

>> JANE NORMAN:  Next we have a video that we would like to show you.  Roll clip, please.  

(Video) 

(Applause) 

>> JANE NORMAN:  We were supposed to have Miss Kathy Hollinger from the office of motion picture and development here to say a few words of welcome.  However, because we are in Washington, D.C., and seem to have the nation's worst traffic effort, I think L.A. is first really, and we are second only to L.A., she is unfortunately stuck in traffic.  And she is making her every effort to make it to the campus.  

So in the business as we say, we're going to wing it.  

I am very pleased to be able to present our next speaker to you.  I am happy that miss Marilyn Penny Joseph could be with us today.  She works with Panasonic, and, to me, Panasonic is more than just a corporation.  It has come to mean something much more significant.  When we first started our planning efforts a few years ago, Gallaudet's development office reached out to Panasonic, and there is a wonderful woman in our development office, Doris Parent, who contacted them and talked with Penny.  Penny's immediate reaction was that of instant support.  She understood the importance of film, particularly for our culture.  She understood its value and the role of the medium of film.  So without hesitation, she pledged financial support to Gallaudet's WorlDeaf Cinema Festival. 
After months became years, the festival seemed as though it were not going to happen, and we had to cancel it.  And her reaction when I notified her of this was, "Well, when you're ready, just let me know."

When we were ready again to begin our planning efforts, we reached out to her, and she picked up right where she left off with her tireless support.  So I am delighted to introduce to you Miss Penny Joseph from Panasonic to share a few words with you.  Penny?  

(Applause) 

>> MARILYN JOSEPH:  Good morning.  My name is Penny Joseph, and I am the director of outreach programs for Panasonic corporation of North America.  

(Mic feedback) 

It is truly exciting to be here at Gallaudet and to be a part of the WorlDeaf Cinema Festival.  I bring you greetings from our Chairman and CEO, Mr. Joseph Taylor, and the entire Panasonic family.  

I am pleased to have with me from Panasonic Mr. Tony "J," and we won't say his whole name, group manager, accessibility products group who will participate on a panel later this week, and who will also be demonstrating the latest rage in the electronics and film industry, 3D technology.  

As you probably know better than me, Panasonic makes 3D products for everyday consumers as well as professional filmmakers as yourselves.  Don't ask me any questions, however.  Only Tony.  My job is to just be here to support him and pass out brochures.  

And before anyone asks, no, we don't have any products that we can leave, forget to take back, or loan out, but I can say that the prices are coming down as the demand continues to increase.  Panasonic has been a part of the Gallaudet family for many years.  So when we were approached two years ago about being a lead sponsor, we felt that it would be a great opportunity for us to, once again, partner with this fine institution and promote our ongoing efforts to support unique and diverse outreach programs.  

Gallaudet has and continues to be a leader in making certain that the hard of hearing and deaf have the same access to the world as the hearing.  Panasonic applauds everyone involved in what we are certain is going to be a very exciting few days.  We can't wait to participate in the screenings of your work.  

Thank you, Dr. Jane Norman, for your vision.  Thank you, Dr. Hurwitz, for your support.  Thank you, Gallaudet, for making it a reality.  Thank you, filmmakers, for sharing your stories with the world.  

Please remember to stop by the Panasonic display of 3D TV in the exhibit hall.  We certainly hope that you have a wonderful experience over the next few days.  

(Applause) 

>> JANE NORMAN:  Thank you, Penny.  

And Now we begin our agenda in earnest.  I would like to introduce to each of you Dr. Carol Padden.  But before I go into that piece, I want to tell you a little bit about who she is.  And who she is as a person.  

Dr. Padden is a professor and an associate dean at the University of California in San Diego.  She has almost 30 years of work that she has dedicated to researching Sign Language structures, and has been a prolific author on the subject with both publications and articles for academics and also for popular consumption.  She has collaborated with her husband, Tom Humphries, and together they form a formidable team in representing our culture in various ways and methods.  

With a member of her research group, she is currently investigating an emerging Sign Language that is used in the communities of deaf and hearing individuals located in Southern Israel.  

It is this work in which she has been doing exploration and how Sign Languages develop within a closed community, and how those Sign Languages are then modified, changed, and transmitted across generation in that community.  She has received funding from the United States, particularly in the United States Department of Education, and also from the Spencer Foundation.  

She has also received funding from the National Science Foundation, and the National Institutes of Health.  Most recently she has been given the honor of an award from the MacArthur Foundation recognizing her creativity and innovation in research.  

Please join me in offering a warm welcome to Dr. Padden as the person who is going to truly be kicking off our festival.  

(Applause) 

Dr. Padden?  

>> DR. CAROL PADDEN:  Could I have my PowerPoint projected, please?  Thank you.  

Let's see.  I should start by saying that of my particular areas of expertise regarding Sign Languages, Deaf Culture, really has been an academic endeavor for me.  My love of the cinema has not been something that has found its way into those academic efforts, but I, nevertheless, am an avid fan of cinema and the performing arts.  

I think that for Deaf people the experience of a visual medium carries possibly a greater impact than some other forms of art.  Film seems particularly optimal for conveying to us senses of truth, and for what is right.  

So as that ties into my presentation today, a great deal of my job is to observe and to analyze linguistic phenomenon.  I have been an observer, user of Sign Languages for my entire life.  For most of my career I have focused on American Sign Language, its analysis, its structure, how it compares with other signed and spoken languages.  And that comparative work has been not as extensive as my work on ASL, but more recently, eight years ago, I came to be involved with another Sign Language that is used in a community in Southern Israel.  I will show you video footage and images of this community throughout the presentation.  

But it is at this time in my career that I am realizing that some of my Western imaginings of the world, of language, really has been challenged by what I've seen from this small village.  It has re-framed how I see the world.  And I realize now that the world is much different than the world that I was born into.  

So with that, I would like to make my presentation as both a scientist and an author and a person who wants to tell a story about Deaf people and Deaf people today.  

Here we are.  

I thought about the title of today's presentation for a good deal of time.  Until something struck me.  I think that really the origins of this idea came from my father.  

Growing up my father would -- he was a real fan of trivia.  You know, he would spout out these factoid that he had observed, and these were things that have now, for me, eventually turned into books, or ideas for papers, or research projects.  

And I think about how people in general might talk about re-defining the Deaf person, or the new Deaf person.  and I saw something that while new occurred to me that it was old at the same time.  And so how is it that we bring together the old and the new?

And I am not simply referring to our histories, but there is something that is rather old about Deaf people that is still carried into the new.  Maybe I should preface this with a story that has its origins in science.  

And it's similar to any story about Deaf people.  By the way, I should say that I will leave time at the end of my presentation for Q&A, so you will have time to share some of your thoughts with me at the end.  

Film, like books, like writing publications for science are ways to tell a story.  And you may not see this story as readily when it's written for science as when it's written for film or books, but when we conduct scientific research people have a question, they conduct an experiment to answer that question, and all good stories start with a question, something that you don't know, that you want to know more about.  And at the end you learn something.  I think that in a film, in addition to just having a good story, the viewer should be struck by something that is new by the end of that cinematic presentation, just like at the end of a scientific publication.  

So here are some of my questions as to what it means to have Deaf people in my stories?  Which signed languages which I use?  What stories do they want to tell?  Which stories will they select from their context or their environments?  Where will we conduct this filming?  Similarly, scientists need to think about what subjects they will test, what their end goal is, or what their end hope is to accomplish.  

And I think that no one would argue with some of the points listed here about our changing worlds.  However, it's not necessarily apparent how these things will lead us to be able to use our experiences, or how it will lead me to be able to use my experience as a scientist to convey to the community how there are these parallels between film and science.  Both film and science are about seeing, seeing the world, seeing information.  

So these points about our changing worlds are my points of departure for this presentation.  As we talk about Deaf people, we're not simply talking about the auditory status of Deaf people, but we're talking about the lived experience of being deaf in the world.  

We all know that our world is changing, that we are an increasingly globalized society, but this was never more true until I recently went to Denmark and watched a presentation about the future of Sign Language because people are a bit terrified when face with the prospect of Sign Language and its future.  I have most often visited northern parts of Scandinavia, and this presentation was also in the northern part of Scandinavia, and someone asked something from the audience, and they brought up something that I hadn't noticed before.  I'll come back to that in a moment.  

Their point was that Deaf people are evolving, and Sign Languages are changing in parallel with the changes that we see in our population.  The images that I will show later I think will make this point as well.  

So Deaf people are changing, our world is change, Sign Languages are changing, so what is it that we are experiencing that is both old and new?

So as a scientist, where will my next points of exploration be?  And, again, I am reminded of my father who was an observer of the odd and interesting.  When we see something that is interesting or novel, that can become something to research.  

Starting with the first point, that deafness is changing globally.  I'll elaborate a bit more on what I mean by this.  

If you look across our world, particularly at populations of deaf people, concentrations of deaf people are shifting, and you understand this when you travel across the world, as I did when I went to Northern Denmark.  

People have talked a good deal about medical advancements and technology such as the cochlear implant or vaccines for a number of ailments that often led to people being deaf.  

But there is also an aspect that has nothing to do with medical advancements that is impacting populations of Deaf people.  And that has been something that's more difficult for people to understand.  Science and technology are something that is something that's more obvious, more easy to observe, and becomes an easier explanation for why our Deaf population changes.  

But there is this other source of change that impacts deaf people across the world.  

We know how many people live in the U.S.  We are careful to track the statistics of our demographics.  There are similar recording efforts in Europe that document the total population, the percentage of deaf people, but when you look at India and you look at the total population and the population of deaf people, as well as in Africa, Southern Africa, Uganda, you see that there are millions of deaf people.  You also see some of these population blooms in China as well.  The World Health Organization has documented how many deaf and hard-of-hearing people there are in countries across the world, and when you look at these numbers you see that roughly 80% of our world's deaf population do not live in the U.S. or in Europe.  A full 80% of deaf people in our world are living in other countries.  And on other continents.  

They are living in poorer, developing, underdeveloped countries.  Now, another interesting aspect of statistic that I didn't completely understand, again, I went to Denmark was this:  In looking at this graph, now, please do bear with me that I'm going to be showing graphics.  I understand that as filmmakers you prefer animation.  But the best I can give you are graphs.  

We are making a comparison here between the year 1950, the year 2000, and a projection of the year 2050.  In 1950 what you see here is a breakdown of ages of the world population.  And you see this conical shape with a point at the top because there are more young people in the world than there are people in the later years of their life.  So you see this sort of pyramid formation of our world population in 1950.  

Now, the pace over the past -- excuse me, the face of our population over the past few decades has changed in such that we don't see as much of a pyramid shape in the year 2000.  What you are seeing are that fewer and fewer children are being born across the world.  And our world's population is becoming older.  This has raised a number of questions and concerns about pension and retirement benefits.  But when you think about what this means for Deaf people, other questions are raised.  

Denmark has a population of 3 million people, and they have seen a very rapid change in their deaf population particularly as it relates to deaf education.  Schools for the Deaf are closing.  Parents are using cochlear implant technology for their Deaf children, and the Deaf Community, the face of the Deaf Community in Denmark has changed drastically and rapidly.  

You will also seeing that deaf people are not always having deaf children.  So they may have some children that may be hearing.  They may not have children at all.  So what we are also seeing in Denmark is that deaf children are not being born.  But they are being born in other parts of the world.  

So, again, taking a global perspective of the entire population.  There are fewer children.  And that is true for deaf people.  There is a rapid decline in the numbers of deaf children in the U.S. and in Europe.  And, again, this is true for all children as well as for hearing children.  

But what are you seeing is a growth in the birth rate of Deaf children in other parts of the world.  So where are these parts of the world that more deaf children are being born?  

What we see is a trend that more deaf children are born in a much more concentrated area around the equator of our globe, and this raises some interesting questions.  

I have another map that a graduate student of mine showed me that reflects the future of our Deaf population.  This map is a consanguinity map.  This represents areas in which families often intermarry, and where intermarriage is often encouraged.  In some cultures this intermarriage has to do with retaining the ownership of property.  

There is some of this sort of cultural behavior in Europe, but not as much.  What you see more often in Europe is that siblings will divide up ownership of land that their forefathers owned.  

So what you see as a response to this division of property in some cultures is that if, say for example, cousins intermarry, then you can pool the property that you have and maintain ownership of that property in your family.  And there are different cultural reasons for this, different, again, different cultures practice this differently.  But hopefully that's enough background for you to understand this map.  

The darkly-shaded areas of this map reflect more consanguinity which means that the marriages occur between people that are more closely related, such as being a first or second cousin.  You may also have noticed that these darker areas were concentrated in the parts of the Arab world, some in Africa, in East India, Asia, and you see a real paucity of this in South America and almost none in the Northern Hemispheres of North America or Europe.  And so because of some of our medical advances that we use in the Western World and the Northern hemisphere that prevent illnesses that have led to deafness and because we have different cultural practices, there has been a decline in the number of deaf people that are born to the U.S., and an increase in the number of people who are genetically deaf in these areas. 
So when you take these facts together, one, that we understand the medical effects on our deaf population better.  And you look at these cultural aspects, these behaviors, but then also the genetics of it.  How exactly do they work together?  These cultural practices of intermarriage and scientific advancements.  

Deaf Schools have been influenced by science, but then genetics often influenced by when cousins intermarry leads to a certain population and changes the pool of deaf people in terms of who the deaf people are that are born to cultures that, for example, have intermarried, as opposed to deaf people who are born to cultures that have become deaf because they were sick.  And have created a deaf culture based on schooling.  

So deaf people who are from these areas of high consanguinity would then have a different sort of cultural background, and then those backgrounds have implications for the sorts of language that they develop.  So this means that Sign Languages are changing.  

Turning now to Sign Languages across the world, do you know how many there are?  Can you even count them?  

Sign Languages Have been counted, and there are roughly 6,000, 6,500 spoken languages across the world.  Counts on Sign Languages are still at the point of very rough estimation to the extent that no one has wanted to state firmly how many they believe there are.  

On an online reference of human living languages, people from across the world can add information about languages, including where they are spoken, how old these languages are, and this is a publicly-available site.  For many years it did not include information about Sign Languages.  But now it does.  There is information about ASL, about German Sign Language, about other more established Sign Languages.  And there are now 130 Sign Languages categorized in ethnolog.com.  But there might be more.  And you might ask, how do you know that, Carol?

I would tell that you there are in the range of 1,000-2,000.  Now, the interesting thing about ethnolog is that they include information about the Sign Language for which I have been working the last eight years, which I will get back to in a moment.  

When you look at these 130 documented Sign Languages, they are overwhelming national Sign Languages:  American Sign Language, German Sign Language, Japanese Sign Language, south African Sign Language, British Sign Language, what have you.  And there are a few other Sign Languages that have been documented that are used in villages that are not officially recognized by Deaf Associations, but nevertheless they are included in the website.  One of the village Sign Languages is the one which I have been working.  

What we also see with this catalogue of 130 Sign Languages is that they are rather small.  They have populations of users from 40 to about 150.  But you see them also in India, in the Middle East, and there is something that I just discovered last year which I hadn't known before, despite the fact that I had been working on Sign Language for many years, is that there is an area that I had been working in for many years, and didn't realize that just in a neighboring community there is another Sign Language that's used.  I mean, that's like saying that people in Swindell's uses a different Sign Language than what's used at HMB.  But this is the fact because different tribes exist next to each other but don't necessarily interact.  So I was working with this one community for many years, and unbeknownst to me there was an entirely separate community living very close by using a very different Sign Language. 
And with some of these smaller village Sign Languages, they always exist in a state in which they are endangered.  And sometimes these languages do die off before they can ever be documented or studied.  And as one dies off, a new one appears.  An anthropologist was working near the south of Mexico near Guatemala, and he was working with Tzotzil, for the captioner, I don't know how to pronounce it but best of luck you to for trying to pronounce that.  Again, this is a language that was used in the south of Mexico quite near Guatemala.  There were deaf people living in the community nearby that he didn't look to at first, but then at one point he turned his attention to him and saw that there was a generation of three deaf siblings that had never met other deaf people. 
Also, these three deaf people's other hearing siblings signed with them.  This anthropologist was wondering whether or not a second generation of this Sign Language community would be born.  And you don't know.  If they don't have deaf children or if they don't continue using this Sign Language that will, in effect, be one Sign Language that was used for one generation and was then became extinct.  And if we include that in the counts of how many Sign Languages across the world, you see that the number grows exponentially.  

Turning now to where I have been working in Southern Israel.  I should also put this in the context that this is only one of many emergent Sign Languages that are being studied across the world.  This map indicates where these Sign Languages have been used, and where Sign Languages that are no longer used once existed.  So, for example, Martha's vineyard is not reflected on this map.  There is an emergent Sign Language being used in Ghana in a town called Darobi.  There is another being used in Malaysia and Bally.  Another one in Bangor, Thailand, and this one label in black is the area in which I am working.  

Another emergent Sign Language is being studied in Nicaragua, and each of these Sign Languages do have their own unique characteristics, but there are some characteristics that are particular to these smaller signed languages that emerge for years at a time and then disappear just as quickly.  

The areas that you see listed here are areas that have a very high diversity of Sign Languages.  The village in which I have been working for the past eight years, again, is located in Southern Israel, and it is a Bedouin community, and there are many of these communities actually in Southern Israel that exist in separate villages throughout this region.  

And in the course of my work, I have visited a number of families one which includes a deaf parent and two deaf children.  We met at a gas station.  The family invited me to go to their home.  They have a van so we can all fit.  We misunderstood.  We thought that they lived in that very same village which we met.  We get in the van, and we're surprised at how long we stayed on the road.  We passed a number of villages.  We passed one village that we already had been to that we knew that deaf people lived in.  But they drove just a few more minutes down the road, five minutes away, and the landscape changed drastically.  It looked quite different.  And we went into the house and there were a number of deaf people sitting waiting to meet us. 
As it turned out, they all live in this community.  One man stood up to represent the Community it seemed.  We asked how many deaf people lived there, and he said he didn't know.  As he thought more about it, you could tell that he was thinking about each and every family.  He was pointing to different spaces around him and talking about, "Oh, well 5 here, and 2 there, well if I have to estimate over the course of 200 years maybe we have" --  so I realize I am coming at this from an American perspective.  I was expecting a precise number.  41.  We have 41 people.  Now we're down to 37.  We'll have -- so I had this expectation of precision, of stats.  And I realize that he has a different world view and a different value on these numbers. 

What he be counting for?  For whom?  Counting and tracking numbers of people in their community and how many are deaf is not something that carries any weight for them.  Their community signs, some people hear, some people don't, and, you know, it's sort of like where have you been your whole life?  Where have you people been my whole life?  They're living with deaf people and hearing people across different ages, and they're not obsessed with counting them.  And this is very different from my realities.  

We then started talking about vocabulary lists.  There was a young boy that was there who lived in the village but in an area that was quite far from where we were that day.  And the Bedouin is very separate from the area in which this boy lived.  That Community has very strict practices as to who they do and don't marry.  

So there aren't intertribal things that go on, and, thus, you don't have interactions across languages.  And until recently there were no Schools for the Deaf either.  So trying to count a deaf population becomes then even more challenging.  You know, I mean, it's really a matter of handcounting people that you come across.  And that's not even outside of Israel.  This is just looking at where I have been working, just in the South of Israel, not even across the entire region.  So when you extrapolate, you can imagine that there are tens of thousands of deaf people possibly, but you don't have people making efforts to count.  

And what you see, too, here is that a number of these deaf people are born into families that are multigenerationally Deaf, and hearing people often then sign.  If a deaf person marries a hearing person, that hearing person starts to sign without question.  So what you see as a result is a very different pattern than the one that we're accustomed to.  

This is a picture of one of my more recent visits to the village.  This woman has just adopted this goat.  It's a little baby goat whose mother had died.  So she started to care for this goat.  And after she tended to the goat for a little bit she made some tea, and after a week or two I would say that my gastro tract wasn't necessarily the same for those couple of weeks, but it was an interesting trip.  

So what we see, again, is that Sign Languages are changing, communities are changing because deaf people are changing.  And these Sign Languages are changing often in underdeveloped parts of the world.  

Our experience in the Western World and Northern Hemispheres has been that Deaf Communities are formed around Deaf Schools, and that we also then end up developing these governing bodies such as Deaf Associations that then become involved with legal activity.  But elsewhere in the world Sign Languages often survive without these formal structures of deaf associations or governing bodies.  Sign Languages appear across the world.  

(Video) 

And I would like to give you a sense, please by the way do not film this footage.  Hopefully this video will give you a sense of how it is that Sign Language is just part and parcel of these people's everyday lives.  What you are seeing is a celebration of a wedding in the village where we work.  There are both deaf and hearing people in attendance.  

(Music) 

And see if you can spot the ones that are deaf.  You will see Sign Language intermittently in the video.  

(Music) 

This video captures both the old and the new.  The older woman in that picture was deaf.  She was talking with her daughter-in-law who is hearing.  

(End of video) 

I was talking with a friend in that village, one of the women who was actually in that video, about her niece who had just gotten married and subsequently moved a good distance away.  I'd say it was about 50 kilometers to another Bedouin community.  Another village.  

And so I made a comment that, "Oh, she didn't marry someone that lived a little bit closer."

And she said, "Oh, no, you have to live someone who lives a bit farther away."

And I asked if there were deaf people in that community.  She said yes.  I asked how many.  She said I don't know.  Maybe 50.  She said that she didn't know exactly where that village was, but she figured that there was roughly 50 people because her niece had gone there and told her.  And there were signs that her niece then brought from her village to this new village that she had married into.  

So so far we've talked about the fact that deafness is changing globally.  That Sign Languages are changing in parallel to these global changes of our deaf population.  So where then do we look?  How do we start to examine our ideas of Sign Languages or cultures?  

And how deaf people are changing?  

(Video) 

Now, we all know that there is this wonderful thing in our world today called You Tube.  From which you can watch a number of videos from across the world.  You can spend day after day at your desk watching Sign Languages from across the world, all thanks to You Tube.  

(End of video) 

Each of those videos represents an entire world of stories, in each frame, in each clip that you just saw.  The last video that we saw by a gentleman from Qatar was talking about the fact that hearing Arab people wanted to create one Arabic Sign Language that would be essentially a conglomeration of different Sign Languages used in that area.  And it sounded like and looked a lot like signed exact English.  The underlying concepts were strikingly similar.  And, of course, deaf people's natural reaction was one of opposition, that they did not want their natural signed languages manipulated in these artificial ways.  So there is a real outpouring Of rejection of this idea from deaf people across the area.  So it's an old story being represented in a new medium. 
So what part of this story is old?  What part of it is new?  What part of it is ongoing?  

Hopefully from what you have seen so far you see that there are elements of the old.  There are traditional weddings.  Husbands and wives, hearing female marries a -- excuse me, a deaf female marries a hearing young man from two different villages, and this is one of the first deaf-deaf marriages.  

So that's the part of the old.  But it's being filmed, and there is a DJ there.  So that's the new.  

But they are dancing and that's the old.  

So you see these intermarriages of the old and the new, of our old world and our new world, and what exactly that old and that new is depends on the area.  

I started talking about children, that the world itself is becoming older.  Schools for the Deaf are closing across our country, Nebraska, South Dakota.  Our schools that we understand are in danger partly because of our changing population.  And we think that it has to do with the fact that children are getting cochlear implants, but the number of deaf children being born is on the decline.  When you have a state like Nebraska whose population is already small and you consider that maybe only 60 children in the entire state are born deaf, that changes the types of services that a state will provide.  The lifestyle then becomes different.  This is part of the future that we face.  

Now, I'm not advocating that anyone have 12 children.  I might not want 12 children.  But in this Community 12 might be a very common number for people to have.  So culturally, some of our decisions such as how many children that we have well then affect how many children are then deaf.  Our birth rate has been on the decline which then affects our Sign Language.  Because we used to have a school model of many different children coming together and learning Sign Language from each other.  But what we are seeing now is that Sign Languages are becoming more local and becoming more variant that children are still going To school.  But across the world most deaf children don't go to schools.  That in Africa, in the Middle East, Asia, China, deaf children don't go to school in general much less a School for the Deaf, so they are learning Sign Languages and having deaf cultures and communities outside of the traditional framework of Western Deaf Culture. 
So their cultures are more tightly tied to their communities, their families, their sense of their ethnic groups, their realities which is very different from developing a culture in a school where you come together with strangers.  

So I would propose that our world is one that is seeing a change in cultures based on where and who people are.  And these people will then have different stories to tell.  My description of Sign Languages has changed drastically Because of my work with the smaller Sign Languages.  This Sign Language is very different than ASL which has a population of users in the thousands, which is very different than the Bedouin Sign Language that I look at that has a population of users only in the hundreds.  So we are shifting our thinking from the big to the small.  

So thinking then about your films, and people's stories, I want to leave you with a sense of what our future will be like.  Think about who our deaf community will be.  Who can you does this film?  In what place?  What stories might be there?  Hopefully I have contributed to the success of your festival over the next few days.  

(Applause) 

For that I thank you!  

(Applause) 

>> JANE NORMAN:  Thank you, Carol.  If there are any of how have questions, if you would please stand to your left, my right, and lineup and you are more than welcome to come and ask some questions.  And we're here to direct you and make sure that everything keeps flowing along nicely.  All right?  

>> Audience member:  I will go ahead and I will break the ice here.  I'm sorry, would you mind standing over here where we've marked it?  There.  All of you know that, right?  You are supposed to stand on your mark, right?  

(Laughter) 

And look out that way.  Okay what am I doing here, Jane?  Right here?  Okay can I do this?  Can everyone see?  All right.  

I thoroughly enjoyed your presentation, and I think you've raised a really important point also about the notion of this idea that deaf populations are changing and in decline.  

And I think that you really answered a lot of questions that we have had concerns about for some time now.  And a couple of things come to mind around that.  When you were talking about Sign Languages changing, we have traditionally looked at Sign Languages coming from Schools for the Deaf, historically Changes in developed countries, and when we were making those comparisons.  And now looking at how Sign Languages are coming from homes, and that's sort of an old idea.  So really what we're doing is old is actually new, Carol, and that's exactly right.  So I guess the second one is more of a question.  Something that I have seen often is that you have -- that there are these Sign Languages which seem to come and go almost overnight it seems, and never really generationally Move. 
That has been a trend and pattern that we've seen around homesign language signs, for example.  When you see home Sign Language occurs, and they exist when the time the family is together and then they go away.  So it makes me ask are there any new spoken languages coming into existence?  We've talked about Sign Language, but I haven't seen anything around spoken languages are doing that.  I don't know if spoken languages are perhaps merging with others, and in that particular sort of pigeonization they die, I don't know but I pose that you to about questions of human languages.  

>> DR. CAROL PADDEN:  Great question.  

Before I came here I was working on a midterm for a class that I am teaching at UCSD about language and human communication, and my students are primarily hearing, and don't tell them this question by the way because they're not going to get it until the afternoon.  

(Laughter) 

But one of the questions is, and to answer your question more directly:  Why are there no new spoken languages, but there are new Sign Languages?  

So why does that happen?  

Now, you are right in that there can be pigeonization or Creoleization of languages when there is an interaction between two people that come from different language backgrounds, and this can result in a hybrid language, what we often see in Jamaica, Belize, and other areas around the world that when you have two people that come together that have different languages and they can't necessarily learn each other's what they'll do instead is combine them.  That's a phenomenon that we see with spoken languages, but why do we not see new spoken languages?  

The argument could be made that it's too hard.  That it's too difficult.  I conducted a simple experiment with my students and asked them about communicating with someone, another student, and pretending that you are a vendor in Nepal, that you have some goods to sell, and that someone else wants to buy some things from you.  They have a box.  And they need a band-aid, and they need a pencil.  

The students had to communicate, and one student gestured.  And I said, "No, no.  You have to use only speech but in a new way."

And they couldn't.  One student in that class spoke Cantonese, and another spoke Spanish.  I paired them.  And I said you can only speak Spanish in this interaction.  And the person who speaks Cantonese can only speak their language in this exercise.  It was hysterical.  They couldn't do it.  They couldn't do it without gesturing.  You could see the angst in their faces because they couldn't complete this task.  So what you see that spoken languages don't work when you are trying to spark the very beginnings of communication, that the more rapid approach comes from gesture, that it can develop much more quickly, that the pace of change across generations is very quick.  What we see in the Bedouin Sign Language Community is that there is this rapid change across generation. 
It doesn't look quite like ASL, but there are changes.  And then you have to consider the context in which they occur.  In this Community there are a number of children being born with ASL, there isn't.  But going back to my class, once the students gave up on the speaking part of the task and they were allowed to gesture, things became much easier because they were able to use all of their human resources.  They didn't have to use sophisticated language or gestures.  They could still communicate with gestures, though.  You can imagine that if this were to continue, it could quite quickly become a language if it were used by a community.  

>> Audience member:  I have been studying a lot of old films in ASL by George Veditz, looking at the differences that have occurred, for example, in this particular use of sign for "night,"  looking how they used to be done and how they are done today.  I thought it was a good example of how Sign Language has evolved over time.  

>> DR. CAROL PADDEN:  Thank you.  Is there a question component to your comment?  

>> Audience member:  No.  I wanted to say that the topic you were talking about, Sign Language is changing, is actually verified by my own studies.  

>> DR. CAROL PADDEN:  Thank you.  Thinking, too, about the old and the new, in ASL, a language that is several generation old, if you look at the characteristic of storytelling or narratives even today, you see that its roots are still present in footage of older signers.  And so you see some patterns in newer Sign Languages that have similar patterns where the movements of their bodies might look similar.  And so that's the part that's old.  But the part that's new is that these languages are actually different.  

>> Audience member:  I am from Sri Lanka, and I left here in 1989.  And there have been a burgeoning of schools there now.  There are 22 schools for the deaf in Sri Lanka, and they are government recognized.  Even though I use British Sign Language, now what's happen something that they're beginning to develop like their own Sign Language which to me was an astounding fact.  And it doesn't look like there is going to be any one Sign Language that's happening there.  So what's happening, of course, is now with improved transportation we're able to get out to some of these schools, and that's probably what has helped, in fact in developing these Schools for the Deaf.  

So my question to you would be that if we were going to create sort of a singular language, how would we do that?  

>> DR. CAROL PADDEN:  Wonderful question.  How long can I stay?  I should take a time check before I continue with this.  

Great concept, thinking about an old school where they used BSL, and the fact that now today they're developing their own Sign Language that has a one-handed manual alphabet.  

One trend that I have seen that I find quite intriguing is that teenagers that use this Bedouin Sign Language when they go to the School for the Deaf they use Israeli Sign Language, and they do that so that they can communicate with other deaf people from other areas.  They see their options for travel as enhanced by learning these other Sign Languages, but at home they still use their native Sign Language.  And so living as a bilingual is not problematic for them.  They have a home language and a language for travel.  

Now, when a deaf child goes to the School for the Deaf and signs Israeli Sign Language, it actually doesn't look like Hebrew Sign Language.  They sort of have their own Arabic dialect in a way because they identify as Arab and not Jewish.  But they need that language to navigate their broader world.  So through language you can represent your own identity, and really create more autonomy because you have choices of where to go.  You could text someone.  You could go to a party.  You could go travel.  But they still keep their Arab Bedouin identity by way of their Bedouin Sign Language.  And then they have Israeli Sign Language as part of their repertoire, but they use it with an Arab dialect.  And so this is a way of identifying people who are Jewish that use Israeli Sign Language versus those who are Arab and use Israeli Sign Language. 
And the existence of several languages or several dialects at once does not pose a problem for these communities.  

>> Audience member:  Hi.  I am going to be signing in BSL.  

I know that we talked about the old Sign Language and how the old is changing into the new.  One example would be my father used to use this sign (indicating) for China.  This was always the sign used for China because they were the old photographs he had seen as a young boy.  My sign for China is that (indicating) but now the young generation in the UK sign this for China (indicating).  

And likewise what you can see from that is it gives you a demographic measurement of age of each person, of how old they are, so that you know the signs that they use.  And is there a huge difference now that you have found in the demographic based on age?  Is it that there are those changes on ages?  Obviously with gender, there is a difference in gender in the dialect that's used and the signs and the different schools that we went to because of segregation of gender in schools.

>> And the Bedouin village as well.  Is it the same way that Betsy went to?  Because I know that she went to a village many years ago.  Is it the exact same one as her's?  

>> DR. CAROL PADDEN:  It is.  And to answer your first question about lexical changes in Sign Language across the world, thinking even about how we're talking about WorlDeaf Cinema and the way in which we sign "cinema" there is a connotation to the old sorts of camera, real cameras.  We aren't using signs that have connotations to digital media or mobile technologies.  So this shows that some times there are old things that are still good.  That still carry characteristics of old things that you want deep.  This would be more reflective of the sign of cinema that we're talking about versus the keyboard or mobile media.  
It's like with Veditz, and new filmmakers coming together.  

To address your second part about changes, if I understood your question correctly, changes across generation, yes, young children still drive a number of changes in Sign Language because young children move at such a pace, and it's always different than an older generation.  This is true across generation, even across languages.  That young people keep the language alive.  

Thinking to Hebrew, it used to be used across a religion only, but now there are three generation of people using modern Hebrew.  And so it has changed from being a language that was used exclusively in religious ceremonies to one that's used on a daily basis.  

So you see this revival of modern Hebrew, and this intervention is part of what makes house we are.  

With that, I have to stop.  Thank you.  

(Applause) 

>> JANE NORMAN:  Thank you, Dr. Padden.  

All right.  A friend of ours has just arrived.  Miss Kathleen Hollinger.  She comes to us from the Motion Picture TV Development here in Washington, D.C. 

She has been coming here and filming and licensed to ensure that filming occurs as it should in the district.  We are very fortunate that she was able to survive the horrific traffic she had to endure to get here, and to share a few words with us.  We're grateful that you are here.  Kathy?  

(Applause) 

>> KATHY HOLLINGER:  Good morning!  I did.  I had to -- I live here in D.C., and it took me an hour and 20 minutes to get here.  So I practice patience everyday with my three-year-old, but this was I think much more difficult trying to practice patience coming here.  But I really did not want to miss this opportunity.  

I am the film Commissioner for the city, so I work for the city, and my primary charge is to bring more productions into the district.  So that we become a film destination for the industry to film in the district.  But an additional charge is to really showcase and highlight Washington, D.C., as an industry, a film industry, locally that is very vibrant, that is very innovative.  And most importantly locally that is very creative and talented.  

So when I heard about this absolutely amazing event, I had to find an opportunity to come and welcome all of you to Washington, salute Gallaudet, a tremendous institution for hosting this event, and to thank all of you for being here for those of you who organized this event to bring it to Washington, D.C., because it really speaks to what we are trying to do as a city in terms of identifying innovative and creative venues, symposiums, events that raise the platform of awareness for our city and for the industry here locally.  

So I thank you.  I welcome you.  I salute you.  And most importantly I thank you for bringing it to Washington and being in Washington because it really allows us to share in that platform in terms of what you have established to raise the visibility of this wonderful, wonderful industry and opportunity.  So I help that you enjoy the next several days.  I am so sorry that it's raining today, but I hope that you enjoy the next several days in this tremendous city.  I think that this is an absolutely fascinating program, and I hope that I have an opportunity to come back over the next few days.  I am certainly going to try, and I hope that I can bring some of my colleagues to do the same so that they know the incredible work that is being done by all of you. 
Thank you very much, and I am so, so sorry that I was so late.  

(Applause) 

>> JANE NORMAN:  Okay.  Now the honey wagon is here.  It's time to take 5.  So go and be back here at 10:30  on the nose!  

(Break) 

>> JANE NORMAN:  This is friendly reminder we would like everyone back in their seats on time so that we can continue with our agenda as planned.  Much like films must stay on track or production.  And I don't want to hear complaints about it.  Get back into your seats.  With that, we have a lost camera.  Does this belong to anyone in the room?  It not it belongs to me!  

>> AARON KELSTONE:  I am going to go ahead and start this part of our program.  I will give a few of you more time to seated.  I want to thank the University in the meantime, Jane, and individuals who have brought me here to speak with you today.  Before I get start inked heart of our panel discussion, we're going to be looking at the issue of writing.  And when I say "writing" I don't mean pen to paper.  I also mean signing.  All of the work that you do in sign.  So I want to make sure that write something not limited to just one particular meaning here, okay?

And the slides that I am going to put up here are mine.  And those are just my recommendations for discussion topics, or things to consider.  I am more than happy to invite you to come, challenge me, help me, inform me, and help me revise anything that I had put up here.  So feel free to do that as well.  I will talk with you briefly because I am more invested in having the panelists engaged in the conversation that we'll be doing here, writing for the screen.  I will have each of them later introduce themselves, and then we'll begin our talk.  

If by chance you have something you want to add to the discussion, please come over here to stage right and sign right here (indicating).  We need you to be facing in this direction so that we can capture you on camera.  And then you can have a dialogue with our panelists.  Okay?  So those are the ground rules for to us get started here.  

I work at NTID in Rochester, New York.  I am a professor there, and I have been for 10 years.  I am a playwright.  I have a number of plays that I have written.  I also taken on the role of director for several plays, and I have done that for 16 plays.  And I also have worked with the Cleveland  Signed Stage Theater for five years.  I was also working with the artistic -- I was artistic manager of the National Theater of the Deaf for years as well.  So without much more ado, I will leave that as who I am.  I started acting at school when I was 5.  And then in my professional life I actually started acting in 1990.  

It seems when we look at the writing of producers, there seems to and divide.  I think that it's an important connection that needs to occur that has not yet.  

Between deaf film and production.  I don't think that we have really yet a good identity or a good way of being able to capture and create a gap -- or close the gap that has kept us divided.  

One of the things that we've seen is that production quality has considerably increased from times past.  If you look at what Peter Wolf was doing to now, we see that there has been an enormous change in the quality of our films, with technology, and also the actual stories and content that are being created have gone from being great to okay to mediocre.  In terms of networking, I think that we, again, have a lot of room for improvement there.  I don't think that we have really created a system that successfully has us networking.  

This particular slide that I'm showing here gives you a little history.  Back in the 1980s, we began to see a growth of Deaf playwrights.  And it was an exciting time in Deaf history, and in history in general.  And in the 1990s we still see a lot of playwrightng going on, but the recognition did not seem to be given as it had been in prior decades.  

So where do we stand now?  Around I am sure that each of you here as well as our panelists can agree with what I am saying, that we often work in isolation from each other.  We are in very small enclaves barely getting by trying to create our works.  And having to do all of the production yourself, from storyboard to filming to writing to editing and directing all in isolation and alone.  And we need to find each other to support this work and yet we haven't successfully done so at this time.  If we look at the world and arena of theater, and the growing arena in theater of film, I don't think we've actually been able to cross-pollinate from each other and take all of the benefit from each other that we can.  I think that if we could bridge that divide, that would create a much more fruitful result in our works. 
So status quo has us looking at Deaf storytelling and what to do with it.  I think that your stories that you tell, whether they be in film or in theater are critical and important.  We have a number of examples of those that I am going to show you here throughout time.  

We see here beginning in the 1940s, then to 1959.  These were successful stories that were told.  And, of course, "Children of a Lesser God"in 1980, "Big river" in 2003, and back in 1942 Gallaudet College had a production of "Arsenic and Old Lace" as well as the National  Theater of the Deaf.  Deaf story does make it in the market.  I think that a lot of times we have reservations and are inclined to not tell those stories.  However, they are marketable, and they are worth producing and getting out there.  And they are great stories.  We have a great amount of potential available to us, as I have just shown you, historically here.  

But it's time now for deaf people to take the stage and stand up and start telling those stories.  There's also this idea that, well, there's just not a whole lot of deaf playwrights or writers of think?  Kind out there.  That's just not true.  Again, looking in the arena of theater for plays, we have 30 or more writers.  We haven't seen quite as many screenwriters at this point.  But they exist.  Together we've come up with at least 180 works.  Where Deaf people have been able to express their stories.  So we're out there, and those stories are there.  There is no lack.  There is no dearth of stories to tell.  Again, it's creating that nexus between the two worlds that has not happened yet.  

So I am going to be going through various topics here, and I am not going to go through all of the links I could show you.  If you are interested in seeing some of those things, feel free to contact me and I will be happy to share those with you.  

And here are some active deaf writers that we've seen.  And I know that there are more coming and more that could be listed.  So this list is hardly complete.  

And these writings reflect your unique experience, but the works that are out there are not very well-known.  And I think that the larger mainstream hearing population is unaware of those stories.  And actually all of the plays that you've written are not necessarily again within the mainstream hearing public.  So what's happening with these stories?  Where are they?  

And I come back again to this idea of a network.  For example, there's Deaf Artists of America who looked at the visual arts, and there was an effort made there.  They existed for 10 years but unfortunately became defunct.  So my question would be, is it possible for to us resurrect something along similar lines that might assist us as film people?  Is there potential there to create that network so that we can support cinema arts?  So what are the barriers that we face?  Is it time?  Is it cash?  Is it just simply the ability to communicate with each other?  And I think in part that's something that is worth taking up with the panel as well.  

Festivals like this are out there, and they are becoming more common.  We see them here, there, and yonder.  The question, though, are they coordinated in any sort of meaningful way?  Is the information being coordinated in a meaningful way?  How do we have the teaching and training experience being shared?  It's not.  We still have a network problem.  Everyone comes together, and then everyone goes back, and it seems that we lose those connections.  And I think that we have to really figure out a way around that so that had we come together we can remain connected at all times.  By doing that, we've become strong.  

Hearing screenwriters have a lot of support as you can see up here from the Writer's Guild of America.  
Could we come up with a similar organization that looks at Sign Language?  For example, like Gallaudet has now a digital journal.  Is that something that could be of use in assisting us in this endeavor?  Here are some other examples that I think are worth sharing with you.  

There have been efforts made to network, and trying to overcome the frustration that has been caused -- by having to work in isolation.  So the question is:  How can we support each other?  How can we grow ourselves?  The question is:  How are we going to do all of that?  So these are all of the questions that I have for our panelists and for you the audience as well.  

I can assure you that hearing writers and people in film have lots of work with each other in video and teaching and supporting each other.  Is this something that we have?  Is there a way that we can tap into those resources as well to help serve as a springboard for our own work, and we could do that online perhaps?  

Traditionally most of our work has been writing plays, and now we're coming into a new world of cinema.  So if we come up against this wall where we have playwrights who have typically written for the stage, how do we translate that into screen writing?  How is it that we can take those abilities and skills that have been used traditionally in playwrightng to support the work of cinema in a digital format?  

I showed you a sample of a script up here that just went off.  There we go.  And this is what a script looks like from a film compared to the previous one from a play.  And you can see that they are quite different.  

So we have to learn how to be able to take scripts and ideas that are written for the stage and how to put them on the screen.  By doing that, we create larger numbers of stories that can be represented, and larger audiences, et cetera.  

Again, when it comes to publishing houses, a lot of the hearing professionals in this business have places that they can go to.  Access, though, has not always been granted to Deaf people.  That's perhaps one of the barriers among several.  I'm not going to go into a whole lot of discussion on that today, but that might be a point for discussion later on.  

So to wrap up my piece here, who benefits then?  Would it be the writers?  Would it be the producers?  Would it be the film?  The videographers?  All working together and in collaboration, everyone benefits.  

But we need to create those connections.  And in the long run it will enhance the quality of what we are doing, and by that unity and by that coming together and networking we've become stronger, we create a richer landscape for ideas and writing our various productions.  And also how can we get access to having our works published, and have that ready so that people can go right out and get their stories told?  And also create ways that make distribution easier for our works.  

And also it's important to promote and market what we've got.  We want to create ways in which you are able to work with your professional colleagues and the hearing public and get that information out in a meaningful way.  All of these ways would strengthen us as a unique aspect of the cinema world.  

So with the remaining time that I have, I want to open up this discussion of these ideas to our panelists and to you, the audience.  Again, if you are interested for our audience members in sharing a idea or raising a concept or making a comment, please come here (indicating) and stand where we have been having people stand as described earlier.  Be brief.  And then we'll open it up to a larger discussion with our distinguished panelists here.  

But we want to make sure that are you included in our discussion also.  And, remember, we're talking about the idea of improving our place in this competitive world of film through networking.  Okay?  

With that, I will turn it over to our three distinguished panelists.  If you would please go ahead and introduce yourselves.  Thank you.  

>> GLENN DEVLIN:  Good morning.  Before I continue, I should stand, I guess.  

Again, my name is Glenn Devlin.  I am from Phoenix, Arizona.  I have written the "Black Sand"  and "Mark Wood."

I also have written the "Alien Diaries" which has been picked up by a production company.  So I have been working in the film industry for quite awhile.  Thank you for having me.  

(Applause) 

>> KALEN FEENEY:  Hello.  I went to school in England to learn how to do film writing.  When I was in Hollywood, I mean, that was all well and good, but I wanted a different kind of experience.  I wanted something with more of a global flare to it.  I went there and it was an amazing experience for me.  I learned a great deal in collaborating with people in England and with people from all over the world and learning that particular aspect of the business.  

I then returned back here to the States, and I got a special invitation to sit in the writing room for "CSI: New York."  And actually that was before its first year.  I remember being in the room, and that was back in 2004 when they were just doing their second program.  It was such an amazing experience for me.  Actually the lone person sitting in this room writing what was going on, and seeing seven other people there to work with me.  It was just completely inspiring.  

I went to the UCLA Extension Program as well where I did a one-hour drama, I took writing courses there, and I feel that all of those experiences together have created who I am as a writer.  I have been invited to go back to England as a special resident for radio drama, and I am learning now how to do that particular arm of drama.  Because it's all about the story, even though I am deaf and I know that radio is the medium I am working through, it will be interesting.  I've course have worked in film and TV.  Thank you.  

(Applause) 

>> DJ KUR:  Good morning.  I live in Los Angeles, and I have been writing for a long time.  I got my start as a script reader.  So I screened scripts for a company named jersey Films, and then moved into development.  And as a person in development I worked with script writers and I worked on the transition from the script to production, and as I worked with these writers I essentially learned how to become a writer myself.  So I took that next step and I have been writing on a number of productions.  I work as a writer for hire which means that I don't typically engage in creative writing on my own.  Instead, it is by request, and I write scripts to meet my clients' requests.  So I work with productions that are made available by film, video, or on the Internet. 
And as a question for the moderator, Mr. Kelstone, can I respond to some of the thing this case brought up, or should I wait for the audience to start the Q&A?  

>> AARON KELSTONE:  Yeah.  I have several questions that I put up on PowerPoints, and I definitely want you to answer any burning-desired questions that you feel need to be answered.  And then also if after awhile someone from the audience wants to add to the discussion, as I said, please come forward and join us.  Because what I consider this to be is sort of a bunch of cooks here putting something together.  All right?  

So I am very much excited about getting this thing going.  So feel free to begin.  

>> DJ KUR:  Glenn, do you want to go first?  If not, I will begin.  

Aaron touched on a number of issues in his very brief opening and I have a few thoughts in response to what he brought up.  

And this could be brought up in -- it could be relevant for any of the panels that are planned over the next few days with directors or producers.  I think that the boundaries between these roles are not as distinct as we think they might be.  There are a number of sort of slash roles, you know, makeup/writer/producer, and that's the sort of work that I take on.  Because I don't work with the studio.  I am an independent artist, and I have been working as such for the past 5-10 years with a digital camera.  But we can make movies for cheap, and so we have to take on other roles as needed to complete our productions.  

And I would like to say that while I love writing, and while I love writing on my own, I also enjoy writing because it's collaborative.  You can partner with other people and create a more rich production because of having someone else there.  And I think that this collaboration can make deaf films more productive.  This collaboration doesn't usually happen in formal environments, though.  I feel that that sort of collaboration has to happen in the comfort of someone's home, or at a bar, at a restaurant, some sort of informal social event is usually what provides the opportunity for this sort of collaboration.  So I'm not sure if creating networks will be as fruitful as simply creating these interpersonal connections between people.  I've also really enjoyed working with deaf filmmakers and hearing filmmakers alike. 
Sometimes with interpreters and sometimes without.  But working with deaf filmmakers has really had a special place in my heart because it's been such an enriching experience.  But also because the ease of communication is just tremendous.  You don't have to worry about getting past the detail of the technical content of filmmaking.  And with hearing people, when I have interacted with them, I sort of feel like something's always lost in translation.  The essence of an idea might get across, but you don't feel like it's 100% there.  And when you can work with someone else who is deaf you feel like communication isn't a barrier to your art.  We also have a shared experience as part of a shared culture, and so this allows for greater opportunities to create things to put in film. 

And films, film production, a lot of my ideas with film and film production have been sparked by working with other Deaf artists.  

As to Aaron's comments about film and digital media -- excuse me, theater and digital media, I have to say that I have made hundreds of vlogs, and I have watched a number of them, and you don't have to do this in any sort of formal way.  I've seen a number of people put their homemade films online, and I tip my hat to these people.  These amateur screenwriters that are working without formal scripts and are working independently, I would still call these people screenwriters.  

I think today that the concept of being a writer has been too narrowly defined as someone that writes dialogue on a page, and while that is still a successful pathway to making film productions, there are other aspects of creativity that could still be called "screen writing."

I could make a movie on my iPhone.  I could film myself with the camera on my phone and send it off to a couple of friends, and that's an area of innovation that I also enjoy.  So I think that these boundaries maybe aren't as defined as we thought, and that might and point of departure for some of our discussion.  

>> AARON KELSTONE:  I am curious about the benefit of having these informal coming-togethers for networking where you have producers and filmmakers coming together.  Do you think that we need to figure out, you know, where the festivals are, and how the networking is going to take place, that there has to be some kind of commonplace where people come together?  Isn't it hard to find locales where you can get people?  It's sort of almost like catch as catch can.  In a festival like this I am wondering if we should design intentionally having some sort of spot, you know, some locale where we know that this interaction is going to take place.  Do you think that that might be something along the lines that you were talking about and would be useful? 

>> GLENN DEVLIN:  I would like to add to that.  Aaron touched on the use of the internet to create a network, and there are so few of us out there.  And as a writer I write highly technical things for things that end up becoming summer blockbusters, and we can pass information along online, and there are two places online that I have used.  One is zoetrope.com, and the other is triggerstreet.  These two websites have been a wonderful resource for me to put my work, and have hearing colleagues give me their feedback, their input and thoughts.  So we as writers, if we really want to take our work to the next level we have to have thick enough skin to put our work out there for criticism and to be able to accept that criticism.  So I think that those are two resources that Deaf people can use to improve their writing.  

>> KALEN FEENEY:  And also I think that you mentioned, I remember you talking up there, WGA, I actually have been to a WGA event.  And it was really great.  However, I was wondering, WGA do they have registered deaf writers there?  That's right, right?  Writer's Guild Association I wonder if there are deaf writers involved in that association.  I know that there are film and TV shows coming p on more and more with deaf character.  But who are writing those roles?  Are they representing the deaf community and characters in ways that they should?  Are they representing the culture correctly?  Are they taking advantage of the fact that the people are deaf and can tell an interesting story for those individuals?  Because it might be a good way to bridge a connection to those folks because the organization is great, but I think that we need to find a way to link in with them. 
Writers with deaf people as well who are able to give a richer dimension to the characters that people are creating.  Or the stories that they are telling.  So I think that's a critical consideration so that deaf characters will be fully developed.  Touching on that about hearing people writing deaf characters, hearing people make a lot of money off of our language and off of our culture, and it's been more than frustrating especially given that we are deaf writers that could reach out to these people.  

>> DJ KUR:  I am someone that often am upset about these overly simplified portrayals of deaf characters that's often seen in the mass media.  But there are good writings out there.  There are strong roles.  We have Phyllis Fralick, and Mark was able to work with her and change her character into that beautiful role of Sarah.  So talking about hearing filmmakers, and thinking about their own experiences, they can find stories within the Deaf experience.  And those stories that they often find are those based in sympathy, and that seems to be attractive to hearing audiences that the most familiar way of reacting to deaf people is that of sympathy or pity.  But that's not a way that deaf writers usually approach deaf characters, and maybe that's something that we have to look into. 
But I think it will and great challenge for deaf writers to change people's perspectives.  So about deaf productions having deaf script writers and having deaf actors, I haven't found a hearing writer that has been willing to join in that process.  I've worked with a hearing director who gave me insights into my writing, but I think that some of the best insights I've gained have been from working with deaf people.  

Now, the problem about writing what's true is not always exciting.  Writing about the true deaf experience is not always as dramatic as writing about a sympathetic deaf perspective.  

>> KALEN FEENEY:  Maybe going a little off point here, but you also are talking about going from theater to writing for film.  I would say that you folks out there already have the language of film down, right?  Maybe some of you are interested in becoming writers and have not decided whether or not you want to do that.  I would say go for it, right?  You can do it in ASL.  We have film already out there.  We've already seen a lot of these films that are created and are out there already.  So the films exist.  And the language is already out there.  It's iconic as well.  

>> GLENN DEVLIN:  Going back to what DJ said about the fact that the preferred perspective of deaf people is that of sympathy, when I've written deaf characters into stories of mine, I make sure to make a point that the characteristic of being deaf is not an essential part of the story.  They are a deaf person existing in a common place story.  So, you know, a guy who is deaf becoming old.  A deaf person can be put into any story just like a hearing person can be put into any story.  

>> KALEN FEENEY:  Also sometimes with deaf characters, they're almost used as a joke, as some sort of comic foil because they can't hear, or they become a victim because of the fact that they are unable to hear.  And I think that we need to move beyond that.  We have good, strong, Deaf role models.  We should be reflecting those in character.  They get angry.  They get sad.  They have the full range of emotions that exist like for anybody else.  

>> DJ KUR:  One thing that I have learned in my work with development and working with producers and studios is that if we have a deaf character in a script for no readily apparent reason, audiences will then spend time wondering whether or not the fact that this character is deaf has anything to do with the plot, or the storyline, and directors and producers have wanted to avoid that confusion.  So they would rather infuse the fact that the person is deaf into the story.  So then sometimes that means that the deaf person's characteristic of being deaf has to somehow be critical to the storyline.  Meaning that they have to be, for example, someone who lipreads very well.  That's something that hearing producers and writers think about when they insert a deaf character into the story, and something that we as deaf people might not consider a requisite for including a deaf person into a story. 

>> AARON KELSTONE:  Plus you can use your film and language to sort of begin reframing who deaf people are as we've been talking about.  Because currently there is the theme of sympathy, creating heart-rendering stories ant like, the same old thing that you have seen over and over and over again.  Maybe it's time to take a new shot to create and re-frame how we're looking at deaf people and their lives.  You know, now you can free yourselves.  So if you find yourself thinking, "Gosh, I have to write on pen and paper." No, you don't.  You can actually do this through the medium of Sign Language itself.  There are no barriers to you really.  You are able to use your first language, and that should be able to help you get past any difficulties in expressing an idea.  

There's no reason that we have to say that screen writing, again, has to be done with pen and paper.  There are other ways to go about doing it and successfully so.  So I think that's an important consideration to bear in mind.  

>> DJ KUR:  I agree with you wholeheartedly, Aaron, that a script could very well be made in Sign Language.  But this brings up another interesting point about translation.  

You know, my signed lines for a character might be something as simple as I am going To go to the store and come back and do something.  

Right?

But that line might be produced in a way that is very DJ, or very David and not in a way that reflects that character.  So I have to really shift the way that I am thinking about dialogue such that I am bringing the character to the screen and not myself.  That's another challenge for deaf writers.  

>> AARON KELSTONE:  I believe that we have a question from the audience member.  I would like to ask the panel to hold.  

>> Audience member:  Hi, everyone.  I have been working in film for a while now.  And something that I have noticed when thinking about hearing filmmakers versus deaf filmmakers is that hearing filmmakers seem intrigue by telling a deaf story because they are exploring it as a point of difference.  

And then deaf people are interested in looking at hearing stories because those stories are different.  But I feel like it's important for deaf people to also will tell own stories.  And how then can we bring these two groups of artists together to share the same perspective?  

Like you talked about the fact that when a hearing writer thinks about introducing a deaf character, the deafness itself must be a central point.  So if this person, for example, worked with a deaf writer, you could challenge that notion and say, "Why do they have to have a central -- why does deafness have to have a central role?"

So I would like to know your thoughts on that.  

>> GLENN DEVLIN:  One of the scripts that I wrote was about a deaf and hearing person.  When I went through and sent it out, I got a lot of feedback out from other folks out there who do the same kind of work.  They said that they liked the story, but they kept asking me why is there a deaf character in there?  And my response to them was, "Well, in the first place, you know, why do you have hearing people in your stories?"

Why not?  It seemed like a perfectly legitimate thing to do, you know, to have a character that was put into a normal situation.  What's wrong with doing that?  What's wrong with having a deaf person living their life like anyone else would?  So it's not a question of having to put a deaf person out there, but rather that deaf people exist in the world.  And I think that you are write right.  A lot of times people are wondering and trying to explore about why is the person in the story?  

>> KALEN FEENEY:  To add to that, I find it fascinating that you have to rationalize Why a character is deaf, and explain why this character is in the story.  When you contrast that with the evolution of film, and how we have addressed stereotypes in cinema, you can look at, for example, the stereotype of someone who is the hero or the villain, right?  The hero has a certain look.  The villain has a certain look.  And this ties into races of actors That are cast.  But now what you see is a greater diversity in the actors and in people that are cast in films.  

The new issue, then, that has become sort of the hot topic is explaining why a character might be gay in a story.  What we see now is that sometimes characters are inserted into stories that are gay and this characteristic does not have to become a central role.  But then when you look at including characters who are disabled, that is sort of the last frontier of film.  If someone is included who is in a wheelchair, for example, writers still feel that they have to explain why that character is there.  So we went through these similar patterns with the race of a character, or the sexual orientation of a character.  And unfortunately people with disabilities are still included in stories simply as the butt of a joke.  And I think that it's high time that we get past that so that characters can be included who are deaf or who perhaps use a wheelchair to the extent that these characteristics of a character won't matter anymore.  

>> Audience member:  I've got an interesting question that I would like to pose.  I've heard what you said, and I've heard about you talking about looking at it from a deaf perspective first of all.  My role as a Commissioner of Programs is to look at the strength of the stories themselves irrespective of whether they happen to be deaf or not.  I don't believe that as a default it has to be a deaf character-led story.  You know, I don't think that we ask that question of other storylines, that it must be led by a black lead actor, it must be led by a gay actor.  When I was working at the BBC, when they used to commission drama, it would be all hearing people that would be involved in doing deaf plays.  And we used to challenge them and say, "Hey, why don't you allow a deaf person to write this story rather than hearing people?"

We offered to have them involved in the drama department, and we would fund his salary.  But still we came across huge amounts of barriers, of issues of control, and issues of what they wanted.  So they always chose the easy option which was that they would take control.  

What we've got to do is to become proactive.  We have to start challenging these companies and saying, "Where are these production companies now?"

You are all in production companies.  We all need to say that we need to have the top hearing executives here now so that they will support us.  We are in some respects singing to the converted in the people that are in the room now.  So, "A," we need to become more proactive in what we do.  And in my organization, in BSL-TV in the UK, that's what we do.  We know that there are a lot of people in the UK interested in becoming deaf filmmakers, so we have a project where we seed them.  We give them the funding to be able to do a three-minute film, to do the editing, to do all of the things that they need to do, and then whoever wins from those -- from that project, we extend it and we give them a 15-minute short that they can do and what we are allowing, is that we create a place where they can make mistakes, where they can have a trial and error. 
So what we have to do is look at where do young deaf people have the opportunity to develop in this media without having the pressure of making mistakes?  

>> DJ KUR:  I wish that there were an American counterpart to the BBC, an organization that could fund us with financial resources and other resources.  But unfortunately the structure in the U.S. is different.  Our primary focus is the market.  And the market is what drives funding decisions, profit is what funds production decisions.  

So we do need approving ground, a place where we can practice and get started, not just at festivals.  It's great to have festivals like this but I really commend you for what you guys have in England.  

>> AARON KELSTONE:  I believe that we have another question.  

>> Audience member:  I'm going To ask my question in international Sign Language.  So FYI, there will be a greater delay in the interpretation.  

I'm interested in making international collaborations, particularly between France and the U.S.  I think that despite the frustrations that you might face in the cinema industry in the U.S., that we are in sort of worst nothings France.  I would like it if we could be able to, for example, send scripts that we've written in France to people in the U.S. to get feedback and to work together.  How do you think that could be done?  

>> DJ KUR:  That might be a budget problem.  

>> Audience member:  Are there ways that we could collaborate online simply by e-mail?  

>> DJ KUR:  E-mail, videophone, those might be viable ways of collaborating with each other.  

>> Audience member:  Thank you.  

>> Audience member:  Hello, this is my first time in America.  I am Marilyn.  I won't be signing ASL.  I've got an interpreter here.  I will be signing BSL.  Supporting what DJ said, and Terry Riley is similar to what I need to say.  And then we'll have a question at the end about asking something of what DJ said in England we have a film festival which is called DeafFest.  My business supports DeafFest.  A lot of deaf writers have got stories that they want to make films, which would be a short film it wouldn't be a feature film.  Just a short film.  And they have brilliant ideas.  I know that there are money problems where there's not much funding, but the same as Terry, we have something where we have a 3,000 budget where deaf people if they win you can create a film. 
Deaf Fest would be a short film.  We have 5,000 pounds.  It's called the Ben Stein, and it encourages young children how to make short films.  We show the films at Deaf Fest.  It's interesting what you said.  Americans, they concentrate on deaf issues.  They don't really like saying "problems,"  but say deaf issues.  That's what I have seen so far.  You know, our rights, our culture, our language.  In England we have stories.  We create our own stories.  But I am just wondering, just a question to yourself, why is it deaf issues and not stories?  

>> DJ KUR:  If I could magically Have my ideal reality, it would be that we could just create stories like there are hearing stories.  But I just don't think that we have found that one story that can create that beautiful marriage of essentially hearing general issues with a deaf story.  

>> AARON KELSTONE:  It may be that, and I pose this for your consideration, that maybe this is something that we're struggling with in defining.  Perhaps that's the barrier that we're encountering In creating these stories.  Maybe that's what we have to figure out and give us time to deal with the issues.  We know that they are there, and we know that they exist, but we should follow what the story is because there are great stories out there.  And I think that's a part and a piece that we have.  We have our experiences.  We have our struggles.  And we look at that struggle and we go, "Well, where did all of that start from?  What's its genesis in" 

And then we need to take control of it so that we are able continue to corporate that into our work in a more formal way when we tell our storyline with the storyboards.  So I guess that's a combination of the old and new as well.  Is there someone else who would like to ask a question?  

>> Audience member:  Hi, everyone.  Thank you so much for being here today.  Thank you for helping to us understand your craft better.  

We have over 22 billion books in existence today.  Are there any plans of making screen adaptations of these books for the film?  Given your wonderful relationships with these wonderful filmmakers, do you have any plans to work with these people on creating screen adaptations of these wonderful literary works?  Thank you.  

>> GLENN DEVLIN:  Yeah, I think that the issue is where does the money come, from and where is the budget to do that?  Because, you know, I think that it rears its ugly head when you have to start paying for certain rights, unless you have actually written the book yourself, and the writer's willing to let you do that gratis.  So sometimes that becomes an issue for production.  So it really depends on how much you are going To have to pay for the rights to put it on to the screen, et cetera.  

>> Audience member:  When you buy the rights, would you then be allowed to write that story with a deaf twist or create a deaf perspective in writing that screenplay?  

>> GLENN DEVLIN:  Even if we're taking a idea and are going To put a deaf lens on it, we've still taken the idea from someone else and we would still be required to pay for the rights to use that story.  

>> Audience member:  Thank you.  

>> Audience member:  Hello.  I am speaking Australian, so I trust there is a signer for Australian.  

It's a question, and that is:  As a hearing person in Australia we're beginning to experiment, if I can use that word, where we bring folks into the deaf community and then gather interested parties in telling their story.  

Not my hearing story, but their personal stories.  And we feel there is a great strength in your stories.  One of the things that we have accidentally discovered, and we confess and almost need to apologize that we have made many assumptions over the years, and we're trying to listen very hard and overcoming those assumptions by you and providing skills to tell your personal stories.  And I think that there is great strength in that.  

The other is the openness to engage the two cultures.  We have not come to say we know how you're telling stories, but we're bringing skills and suggesting that you go out and develop your own film community.  We want to just be an agent to bless you in doing that.  So that's where we're coming from as a few hearing people who believe that you have something up here (indicating), and I am going To call it imaginility.  And you can actually imagine the sound of the waves of the sea crashing on the seashore.  And I have heard you come to me and say, "Doesn't it sound like wishing?" And other imaginings.  So you already hear, and you have the technology to cross barriers and cultures, oceans, and other demographics.  So I am interested in the kind of the marriage support by which we can move particularly yourselves forward in this new age.  

(Cheers and applause) 

>> DJ KUR:  I want to thank you for sharing that unique perspective on the fact that deaf people do have our own perspective and thus our own voice.  

Speaking to the U.S., I would venture to say that we don't have too many people like you that share our perspective.  I would say that overwhelming people in the industry are more interested in the bottom line.  They want to know how they can make the most money in producing theater.  

I've met people like you in Hollywood, and I call them "The Angels."

If I were to meet and find more angels, then maybe we could meet and progress more.  But that glass ceiling is very real for me as a deaf writer.  I am nowhere near where I want to be.  And I am not in a position of just blaming hearing people.  I do concede that some of it is my own responsibility, that there are times when my own motivation wanes and I become more interested in producing deaf films for deaf audiences.  And in a way, I would rather work on that effort, and that's where I am at now, and possibly have a hearing person take notice and have them reach out to me as opposed to me constantly trying to reach out to them.  And I think that creating that dynamic is a real challenge.  

>> AARON KELSTONE:  I think what DJ just had to say, and what that might mean for us is we're looking about what's going On in Hollywood and seeing it as a behemoth that we can't surmount.  I don't think that we need to think about that.  We need to think about what your niches are.  Maybe that's cable.  Maybe it's in doing independent film.  But, again, you don't have to be stuck in the traditional places where barriers have been.  You see a barrier, walk around it.  You don't have to keep running into it, right?  Find a way.  Go over it, under it, around it, whatever you need to do that's what DJ has talked about, that he is able to find his own path and his own journey into film and writing.  

And, again, I think that that's worth reiterating that you don't have to be locked into traditional ways and traditional ways of thinking.  

>> Audience member:  Hi.  My name is Patty Wilson.  I am from Connecticut.  Oh, it seems I am still not on my mark.  Excuse me.  Thank you.  

I understand that this is a very important part of the learning process, about how to produce films, that people have to be on their mark.  So anyway, I am currently in Connecticut, but I used to live in Boston, and that's where I got really involved with the film industry.  And it was primarily because in that community they had an organization called Access TV, and it was more members of that organization only, the hometown organization.  I was involved there for eight years, and this included a number of people involved in the cinematic arts, producers, writers, directors, and unfortunately there was nothing similar in Boston.  And I feel like finally being here at this festival, that this sort of coming together is long overdue.  And it's in a way bittersweet because Marie Phillips who is a renowned anthropologist has talked about trying to meet people and work with people and paying for this on her own dime. 
But so many people have just passed away before their stories could have been documented.  And because their stories haven't been able to be documented, that also signifies the loss of part of ASL because with the passing of some of these older deaf people in our communities we have lost their language.  

Now, about the hearing and deaf communities, I do think that one of the ways to get respect from the hearing community is to think about communication maybe by use of voiceovers.  One thing that Marie Phillips always used to say is, "Of, by, and for." So if nothing else, please remember that.  "Of, by, and for."

And if hearing people can remember that then they would be more inclined to work with us.  You know, deaf people have come up with a number of innovations that have been beneficial for the hearing community, and I think that this could be similar.  That deaf people and hearing people can work together to develop films that are mutually satisfactory.  Harlan Lane used to work with me as the executive producer on one project in documenting deaf leaders across the world.  And in that work, we ended up coming here to Gallaudet for I think it was called the Sign Language Symposium in 1988, and it was a real boon that we ended up meeting these people from across the world, Africa, Sweden, Thailand, India, all coming together in just one place.  And it was astounding not only to meet these people but also to see that they brought with them different interpreters and were able to run a program that lasted several hours in a manner that was very smooth, that part of this was conducted by teleconference, Ben Bane worked with me, and we connected people from across the U.S., and it was just a wonderful experience.  That does beg the reality of resources, and some of those resources is financial.  If people want to collaborate with us, then we can pool those resources.  There will be some money available from different people's organizations, and can then hopefully lead to productions such as films or videos and it would be great if we could have a cable TV channel to have something available to people at any time of the day or night.  

(Applause)
So really I just would like to make a comment to commend you.  Thank you for your work.  Keep it up!  

>> AARON KELSTONE:  Next question?  

>> Audience member:  I'm from the TV industry and currently working in cinema.  I know that in TV promotion, I guess, commercials I have done about 50 or so with BMW, American Eagle and so forth, and they typically all look the same.  On TV when you are doing promotion, it's to sell something.  There a product you are trying to sell.  There is the profit motive what is driving that.  When you go to film, I had a similar experience.  Basically what happens is that what's going On in marketing, you look at the demographics and you will see that people, that they are trying to find a product that will meet a certain group of people or certain demographic.  And that's what they do in the promoting.  And the film folks do exactly the same thing.  And so I was thinking about Kalen who has a very famous deaf joke, and I am sure that you have seen it, the deaf kid that's being born. 
But anyway, there is a baby that's born, and there is no dialogue in this particular visual presentation.  The baby is just a human individual at this point.  And we had a friend actually incorporate the same thing from film to creative play.  And so that's why we call it copyrighting.  It's a very well-known practice in Africa.  So anyway it was brought here.  So we're looking over this particular script, and we thought, "What a great idea."

So here is a question:  Why do babies -- why don't babies when they see a certain strong emotion in their parent, why do they not speak or sign instead?  So when the baby is born, now what do they do?  What's the first thing that they do?  They put out Sign Language.  

We didn't expect that we assumed that the first thing a child does when they are born is begin speaking.  So they put a twist on that so after that we started looking at all of these problems that were being talked about, and how we can get around these barriers of networking and so forth.  And looking at how marketing is done, and I think that it's right.  We have to set aside what's traditionally been done and think about it doesn't matter who is the person that we're looking at, be they deaf, hearing, gay, lesbian, what you have, it doesn't matter.  You know, as long as we create something that's accessible through caption, what have you, so I am guessing, how do we get around these particular issues and barriers?  I guess that's what I am looking for.  Someone that can advise me on how do we get around this stuff?  

>> KALEN FEENEY:  I thank you for your comment.  I would like to address what you have said, and the lady who commented before you.  I'm sorry, I can't see you back there.  What was your name again?  Patty Wilson?  Sorry.  It's hard to see up here without my glasses and these lights.  

Your comments have really been inspirational.  In L.A. even though it's sort of the de facto capital of the industry, there are other people out there.  There are deaf producers.  There are some deaf directors.  But I don't know where exactly these deaf producers and directors are across the country or across the world.  It would be wonderful if we had some sort of database that could catalogue the work that these deaf people are doing.  

So if I were, for example, to have a new film project that I wanted to get started on, and if I were looking for a deaf producer, I could use this database to make contacts with deaf producers.  So I think that part of it is having a system to know about each other, and that that can foster more collaboration than simply working in isolation.  

I've worked on a few projects where I have collaborated with other people and those projects turned into something much more beautiful than I think that they would have been had I just worked alone.  So I think that this sort of database would be a wonderful starting place.  If it were possible.  

>> DJ KUR:  To respond to the question that was just talked about and looking at how we can focus on production and so forth, I have struggled with that issue as well with producers, and looking at creative responses to that very issue.  You know, why do deaf people sign, for example?  
Because you remember that babies, you know, when they come out they sign.  They don't speak.  Would that and hook for the audiences?  I don't know.  That's something that we keep running into over and over again.  And is that really running into those arguments and issues, is that always something that's going to be successful?  Is that the kind of script that's really going to make it?  I think that sometimes puts -- we have to put ourselves in a position of being able to decide what we will and will not do.  That's a real big challenge for us as well.  Like this baby signing that you were talking about and going out and creating some sort of discussion out there is still sort of a fight.  So that's the only thing that I can think of.  We have to keep it up. 

>> KALEN FEENEY:  But to add to what DJ has just said, babies can sign before they can talk.  Right?  The vocal muscles develop later, and so that's something that we could tell producers.  But also I think that if we had projects ready to deliver, we need to also have answers to questions that we could anticipate that they will ask us because they might be asking us questions in order to see how knowledgeable we are, to see how prepared we are.  So if we anticipate their questions, and we have answers at the ready, it shows that we are ready to meet whatever challenges might face us.  And that might make them willing to make them re-consider some of their perspectives on deaf people and deaf characters.  

>> GLENN DEVLIN:  If I could add to that discussion, on "Picket Fences" there was a character there.  They were not deaf, and they thought somehow if they had someone who was it would diminish the role.  So we had to fight for a character on there who knew Sign Language who could actually make the character stand out.  So I think that it was important to have a character who had a strong identity along the lines of what is being said here.  We really do have to fight.  And as DJ was saying, we have to put ourselves in a position and take that power.  

>> AARON KELSTONE:  We're going to wrap up with this final question, and then we'll let our panelists comment, and after that we'll move to the next break.  

>> Audience member:  In looking at what you all have said, I think you've already given us the answer.  And I would like to reiterate it.  Part of what I see in the business, particularly as script writers, is that we're calling ourselves writers.  Are you being called writers.  And are we writing well enough?  Should we change our thinking?  And instead of calling ourselves story writers, to think of ourselves as storytellers.  I wonder if something about the term "writing" limits us a little bit.  Is there something about writing that limits us?  I think that some of our paralysis in the field comes from the fact that we were talking about screen writing.  What are your thoughts on that?  

>> DJ KUR:  People have often come to me and remarked that my writing is beautiful.  And it's something that I've never thought about.  It's just something that I've done.  I've never thought about it as something that's beautiful.  

But one of my passions really is ideas.  And then I think that one of the keys to making sure that these ideas come to a successful fruition is that you have a good storyline, good characters, and you have to have these underlying layers of knowledge about how to develop these things.  I am an avid fan of movies.  A real movie buff.  When I watch these films I am paying attention to structures, characters, and stories.  I can merge my passion about ideas, characters with my knowledge of the keys to cinematic success like storylines, character development, and some of those more traditional rules.  

>> JANE NORMAN:  I have to intervene here and stop the discussion.  First, I want to thank our panelists and moderator very much.  

(Applause)
I hope that you listened carefully to what they said, and that you are really able to see the courage and vision that they have, and that they come here with an awful lot of strength and that you will give them your full-hearted support.  

At this point we're getting ready to move to lunch.  I will ask for all of your cooperation, that you please go to the ballroom.  We do have limited time for lunch.  One hour.  Go, eat your food, get back here on time, okay?  

So with that, we also will be showing you a film whilst you're having lunch.  There will be two films.  One is entitled, A critic's choice, "Horatio" from England, and this is a deaf filmmaker.  And the second film is "Short On Time" which is done by a deaf individual which is all hearing but it has everything put together and then produced by a deaf person.  So we'll show these two films with that we've had a little bit of technical problems.  It is not people here.  We've been struggling with different issues.  It's not the film people's problem.  We're getting it all worked out.  We will find time to show you those two films that we plan to be showing you.  And, again, these are important film critic's choice that you will enjoy seeing in the course of this conference. 
Again, I want to thank the panel and moderator very much for the excellent job that you have done and for the courage that you've shown in doing the work that you have and pioneering in this  field.  

(Lunch break) 

>> JANE NORMAN:  May I have your attention, please?  Ben, would you go ahead and have a seat?  Okay.  

The time is at hand to begin the proceedings.  Time is fast approaching, and we cannot turn back the sands of time, so we must begin now.  

Now I would like to introduce our panel of distinguished guests.  

(Applause) 

Okay.  Let's try this again.  Ben, Ben is a trouble maker back there.  Let's get Ben's attention.  Ben, are you ready?  I mean, you better be ready for the trouble.  Everybody gang up on Ben later for that, okay?  So at any rate, we're ready to begin.  

So now we're ready to begin at 1:17.  Not too bad.  So we'll go ahead and proceed now.  I want to take the opportunity to talk about our panelists a bit.  

We have a panel of actors today who are here to interact with us and discuss their experience and working with directors, and not to embarrass them at all, but these are extremely well-seasoned actors who work with a number of directors.  And they are here to provide you with the essential insight needed to find out how they've felt in terms of their work with directors, and I would like now to ask all of you to please during their discussion, do remember that they are the experts.  

This morning in the writer session we saw an opportunity to really pick the brains of these writers.  And this, again, presents an opportunity for us.  And we want to keep our personal dialogues limited so that we can focus the time to plumb the depths of their expertise and learn from them and all that they bring to us here.  They come here today to share that with you.  So please make sure that you have questions that are relevant to the presenters' response, and not your own personal dialogues.  Is everybody in agreement?  Thank you so much.  

Now, make sure you stay focused, and that your comments are not tangential, okay?  So I would like now to welcome our panel.  Where is Howie Seago?  I can call you to the stage.  It's my pleasure to introduce Howie Seago.  

(Applause) 

>> HOWIE SEAGO:  Hi, everyone.  This is Howie Seago.  

>> JANE NORMAN:  A well-known and well established actor who is working with the Oregon Shakespeare Theater in Oregon, and came up with the deaf cowboy and is now working with the Oregon Shakespeare Theater.  I would like to call Terrylene to the stage now.  

(Applause) 

And Terrylene has a number of years of experience.  I can't begin to remark enough about her experience in television, in theater, and as well she is also done her own one-woman show, and is a woman with a vision.  Now, let's see.  You began in 1995 I believe it was.  In 1995, mind you, she was working with movie studios.  

And now there are more stories behind that, but the point of it is that she was working with an organization called Claire's Children, working with child actors.  She will discuss that a bit later.  Right now she is here to focus on being an actor.  We'll keep a tight focus on that.  And where is Shoshana?  Come on up!  This is Shoshana.  

>> SHOSHANNAH STERN:  Hi, everyone!  

>> JANE NORMAN:  I was being corrected that these are actors talking about working with directors.  I want to get the right frame of mind here.  

So now, Shoshana, Howie, Terrylene, and they're here from a conference they've just had.  We can ask them questions about that.  And they are very proud members of our panel.  

Now, if you are not familiar with Shoshana, now is not the time, but she is the only deaf person who has managed to get her foot in the door on two different prime time television shows at the same time.  

(Applause) 

So now I would like to invite Russell Harvard.  

(Applause) 

Russell Harvard, if would you come up.  Thank you so much.  We're thrilled to see Russell and Sho here.  He is in an upcoming film soon to be released.  We're excited about that film.  When it comes to your town, be sure not to miss it.  Without further ado, I would like to turn the floor over to them.  Once again, do remember to make sure that your questions and comments have to do with what they are here to offer us.  Make sure that those questions are relevant.  What would you call your presentation?  

>> HOWIE SEAGO:  Connecting with directors.  

>> JANE NORMAN:  I want to make sure that there is no missed translation here.  

>> HOWIE SEAGO:  I think I did that in a pretty English fashion.  I can code switch.  

>> JANE NORMAN:  We're here to plumb the depths of their experience.  We're not here to talk about the organizations themselves they might be a part of, but really talk about their own experiences and what they have to offer.  What it's really like out there, and what you have to do to stand on your mark, for example.  And what it takes for you to hit that mark every time.  Okay?  

>> HOWIE SEAGO:  Well, I have to stand on my mark, she said.  So I have my feet firmly planted.  I am a professional actor, after all.  Good afternoon.  I am absolutely delighted to be here.  Thank you, Dr. Norman, for extending the invitation to me and to our panelists this afternoon.  

And I want to be sure to stay on track and follow my notes as Jane very deftly showed us a retina and making sure that we stay on focus.  I will try to make sure I do the same.  

Around working with directors, I would say that there are three key points.  One has to do with respect as actors.  We appreciate you and respect you, but we want you to respect us as actors with a mind, heart, and soul.  We are not just puppets that can be told what to do and will follow your every command.  

I personally don't appreciate directors who try to show me how to act, and who try to mimic the movements that they would like me to take on when I'm this character.  

I've already done my homework by looking at the script, considering the character's motivations, desires, and I can't necessarily see into the mind of the director, but I can bring that character to life.  And I can present something.  If the director doesn't like it, I can take a different approach to bringing this character to life.  So my first key point is to respect us as actors.  

The second point is to trust us.  And this goes hand in hand with my point about respect.  If you trust us, we will give you something that you can work with.  It may take a number of scenes, it may take a number of shots, but you will have a choice of something that you can work with.  

The third point has to do with collaboration, and, again, this ties in with my point about respect and trust.  If you respect us and trust us, we will be more than willing to collaborate with you and work with you to tell the best story that we can.  We recognize that it is not all about us.  It really is a team.  Jane mentioned the press conference upstairs, and at the press conference a question was asked about the difference between working with deaf directors and hearing directors.  And the major distinction that we found is that it has to do with money and communication.  Hearing directors have money, deaf ones don't.  We will get the money some day, though.  We have faith.  

The other major difference has to do with communication.  It's much easier to communicate with deaf directors, naturally, than it is to communicate with hearing directors.  

The other part of that is that you are our family.  We are all one family.  I'd like to end with two quotes.  Remember, again, that we are not just puppets.  

Now, there is a fine line between an actor being arrogant and having such an inflated ego that they are defensive to any criticize become their acting, and that they don't want to be told what to do, that they know how to handle themselves.  

And between actors who have a real heart, and who are protecting our integrity.  I have a reputation that I worked hard to build over the course of 30 years, and I do not want to jeopardize that reputation with one poorly-made film.  So that means if I don't agree with you, I will have to walk out.  But I am proud to say I have not had to walk out thus far.  I have able to compromise with a few people.  But there are a few films in my background that I cringe at, as Russell mentioned, he said that there are a few bits to his resume that he cringes at.  One that I cringe at has to do with "Star Trek".  I won't point out exactly what it was because I don't want to ruin the suspense for you.  So I won't tell you what it is exactly about that performance that makes me cringe. 
But moving on to the quote, "Let us use our hearts, minds, and souls to help you tell your story." 

Thank you.  

(Applause) 

>> Who has the timer:  Am I on my mark?  It's natural for me to take the stage, but to focus a moment.  As an actor, I have a great deal of respect for directors.  My job as an actor is to figure out what the vision is of a director.  Now, 25 years ago I lived with a film director, and that film director gave me such insight into the experience of directing a film such that it has given me a tremendous amount of respect for the work of directors.  

So now whenever I meet another director, there is a sense of me that wants to and bit protective of them, to make sure that I understand their vision as it pertains to every aspect of the film.  The lighting, the cinematography, costumes, wardrobe, mood, story.  From the beginning to end, the complete picture of his work, his craft.  And I am one part of it as an actor.  So I want to understand this director's vision.  

And I enjoy that aspect of the work.  It's truly an honor for me to be able to do that part of my job.  To understand what the director wants, and to try my best to realize your vision.  

And it's not necessarily easy to figure out what exactly they want.  Especially because there are different types of directors.  Directors who work with stage, TV, the big screen, films.  

My background is one that lends itself more to stage and screen.  I have not had as much time working in films.  I understand that there are real demands on time to tell the story, to move things along.  And there isn't as much time dedicated to understanding the directors and the actors' visions, but there is time when you are working on the stage and for the big screen to focus on the script, to focus on the actors.  

At this point in my career, though, I have to say that I am a little over Hollywood.  And the reason I say I am a little over it is because I am a little over working with hearing directors.  I am more interested in working on independent films.  I'm much more excited about being here today, meeting deaf film directors.  I want to know what you're working on, what your next ideas are, and your next projects?  

When I perform, and I bring a character to life, that's when I am being a artist at my fullest.  That's what lets me tap into people's creativity in whatever form, be it through dance, music, paint, art, all of these different mediums are inspirational.  But there is something about the beauty of a visual language that deaf people can offer as an actor, and so who best would understand my work?  A hearing director or a deaf director?  I think that the answer is pretty self-evident.  

However, I haven't had the experience of working with a deaf director yet.  

And the reason that I go back to this, I don't know why that's the case.  I don't know if deaf directors are afraid to ask me to participate in their projects.  I don't know.  And I will say you to if are you here today, don't be afraid.  If you have concerns about money, don't worry about that either because I get such a great reward, such fulfillment from working with deaf people.  And I am so delighted to see the number of deaf directors that are here.  I feel like the possibilities are endless, but at the same time it's frustrating because I want to do that work.  We need to put our best feet forward, to work together in such a way that it's not us trying to fit into the box that hearing artists have created.  

Instead, we can form our own original art, and bring a sense of originality that the world has never seen yet.  That is what I want us to create.  I want us to work together to forge something that we can show off to the world that will leave them speechless.  That is my vision for what we can do together, and I would love for to us collaborate and to capitalize on what each other can bring to the table.  But I can't do that alone.  I am not a director.  I am an actor.  I have a great deal of respect for what directors do, and I can contribute to that.  

Working with directors who want me to work with them is even more motivating.  And I understand that if the final answer for working together is that something can't be done, then that's fine.  I can accept it.  But I also have to understand that if a director and I disagree, that I recognize that a story is his or her's to tell.  

(Applause)
I should stop.  I think I am past my seven minutes and getting the red light here.  

>> SHOSHANNAH STERN:  Man that is a tough act to follow.  Thank you, Terrylene.  As was mentioned, I was just at the press conference, and the odd thing about that is that I don't have stage fright, but I do have stage fright when it comes to public speaking, for forgive me for being more brief than Terrylene.  

I would love to answer the personal questions from the audience, so with that, I will keep my remarks short so that as much time is available as possible for people in the audience.  Nevertheless, I will talk to you a little bit about how I see myself as an artist.  

I think that a director is also an artist, and they have a blank canvas, and they have a vision for the picture that they would like to create.  And I am merely one color in their pallet, that they can choose from to bring life to this blank canvas.  And so it's not to say that if they don't choose me that there are no other colors in their pallet.  Of course they have a range of actors that they can choose from but I recognize that they have a vision, and I would like to try my best to help them realize their vision.  

I've worked with a lot of directors, and could categorize them into two groups:  Technical directors and artistic directors.  Technical directors are those that focus on the set, where you should enter, the lighting.  And they have a great deal of expertise in that area.  

The artistic directors focus more on the characters, where the characters get their motivation from, character development.  And I love to talk.  So me ant artistic directors can talk all day long about character development.  And there are some actors that I know who aren't really inclined to have those long conversations.  They would rather interact with the technical directors.  But I am one that likes to understand the back story of a character, what the future direction satisfy a character, so I really appreciate working with the artistic directors.  And I shouldn't oversimplify it that's not to say that all directors are either technical or artistic, but those are just two broad categories that I think directors seem to fall into.  

And I think that the artistic directors understand better what I can do as an actor to bring their picture to life.  

The same goes for film.  There are some people that are more experienced in the technical aspects of the cinematography or the lighting or set.  But in most of my experience with television, directors have been absolutely fantastic about giving me the motivation that I need to approach my work as openly as possible.  And I also like when they give me notes.  It's really disappointing when I don't get notes about how I can improve my performance.  Because as an actor your work is never done.  You can always find some new reason for motivation.  So I really do appreciate those directors who give me feedback because I want to learn as much as I can from these directors because it might be your only experience getting to work with them.  And to try to tap into all of their experience. 
So I've really enjoyed the time that I have spent with directors, and I would like to end by sharing one quote.  It came up when I worked with Joe Turtletaub is a director.  He directed the movie "National Treasure,"  the first and second one, he also directed "While You Were Sleeping." He was the executive producer of "Jericho" that I worked on, too.  

The two of us were on our way to shoot the pilot, and we were, you know, Calgary was dead sort of thing.  We were in the hotel bar.  And so I asked him as a director, what is your biggest challenge?  

And his response was, "You know, I always tell people being a director is like when your wife walks up to you and says, does this dress look okay on me?  Do I look fat?"

"Your job as a director is to make your wife feel beautiful and make her change that dress."

(Laughter) 

And I felt like that was it.  And that was really life changing for me in terms of my perspective.  You know, whenever I ask directors a question, I have to think to myself, "Do I really want their answer?  Do I want them to tell me that I look pretty?"

So there are some question this case choose not to ask because directors have a lot to be thinking about.  They don't need to be tending to every actor's ego.  So there are some questions that I decide not to ask because I know that they have a lot on their plate, directors are very busy and have a number of things to attend to.  So sometimes I wait tore them to come to me if there is something that I feel that is urgent or important I might e-mail them with enough advanced notice to be mindful of their schedule because I don't want to be that demanding.  I mean, if a director is stressed out, that mood affects the entire set.  The director's like the captain of a ship.  And so if the captain is approaching everything in a way that's calm and things seem under control, the ship will run fine. 
The same goes for the set.  

(Applause)
So that's it for me!  Thank you very much!  

>> RUSSELL HARVARD:  Well, just like Sho, I am somebody who needs a script.  I'm just not that good without it I'm not crazy not having it, but I am going to do my best here today.  

Well, I have had experience with stage, television, film, and I've worked in two theaters, the Texas School for the Deaf, and I have done some direction as well, and I have worked with directors.  

Now, I have to say that on stage where you usually have a tech director and artistic director.  I enjoy working with the artistic director because they give me the tools to become a better actor.  They explain the reason a character would feel a certain way or another in that setting.  And so that's great to work with, an artistic director, and the tech director is going to tell you that you missed your spot, you need to be over here, and that's about it.  That's the nature of tech direction.  

Now, I am kind of a concrete actor.  
Once you tell me what to do, that is the way that I will do it.  And if you need flexibility or changing it around, let me know.  So in terms of how I can become a better actor, I have really considered this, and I kind of psych myself out because I am sort of like an amoeba as an actor.  I will be shaped and molded the way that you want that can affect me as an actor.  I tend to be more concrete in nature, so in film I would say, though, that there's a lot more time.  You can have a lot more communication back and forth between the two.  

So the director can give you the research to explain to you why the character is that way.  In the film, typically, we're looking to create an authentic experience.  We want it to be authentic.  Now, with television, of course, time is limitation that simply exists.  You have to do your homework or, well, you know, you are just a bad actor.  

And I would say that the thing that I appreciate most about working on this one film I am thinking of, "There Will be Blood,"  the director there, Thomas Anderson, he took so much time.  He was never in a rush.  And I know that in that movie I auditioned three times to get a part in "There Will Be Blood" and took his time in choosing the right actor.  

I remember the first audition was in New York, in SoHo.  I got a call back.  So I went back for that.  And then third time I got a call back, but it was to go to L.A.
And it was actually working with Daniel Day Lewis because we wanted to see if the chemistry between the two actors was going to work.  So off I went to L.A., and I went through three rounds there.  The third was at the Marmont Hotel where Jim Belushi died.  The hotel was famous for that in particular.  So after that, I finished the tryout and I went out for a smoke, and then, you know, so the director was out there all in a tizzy over all of the work.  So I asked him if he was okay.  And in between puffs he said, you've got it don't worry.  I wondered how I did of course, I was on cloud 9.  I was ecstatic at the time.  

So I told this one professor who is kind of the catalyst for everything that happened for me, Angela Forand who is not here right now, but that's someone who really started the ball rolling for me.  

Now, as I recall one time, there is an actor who was supposed to be playing the pastor, the role that Paul, this one actor, was playing.  And he was working with it and it just wasn't working out.  It wasn't working with Daniel Day Lewis.  It wasn't gelling.  So the chemistry, if it's not there it's not there.  We're going for authenticity.  That's really one of the keys to a successful film.  

So, I don't know, I guess I am better off with question and answer.  I don't know that I really have a point here.  But I have some good experiences.  I didn't go to Deaf Way 1 and 2 and I missed those opportunities.  So do I have to thank Jane Norman for simply being here at all.  

(Applause) 

And letting me be here to get practice doing this.  Thank you.  Now I will climb back into my shell.  

>> JANE NORMAN:  Do you think I just flew you here for that?  You think that you can take the easy way out?  Are you guys okay with that?  I mean, come on!  Come on, audience.  You need to tell them to open up a little bit more.  No, come on, tell us what your worst experience was with the director.  Come on, dish the dirt!  Terrylene, what?  Come on!  There's no limit to where these stories can go, and make sure that you hit your mark, Howie.  There you go!  

>> HOWIE SEAGO:  I do have a funny story about missing my mark.  We can save that for another one.  Meet me in the bar tonight, I am happy to tell some tales.  We've got war stories.  I know that we do.  We can tell them.  Anyway, here I am on my mark.  But the worst direction experience that I ever had was -- what was the name of that show?  It escapes me right now.  Oh, it was the "Equalize er."

That was the show.  Now the director was over 80, and, you know, had just reached the limit of frustration, and it was the director who kind of -- well, it was the director whose best days were gone.  And was somebody who felt like they were a failure in Hollywood, and so they would start doing this TV show with some deaf actor.  So it just so happened that there was a long battle to get a deaf actor in a deaf role on the show.  And so it was kind of controversial at the time.  But at any rate, there was a wedding scene where I was to be married to my hard-of-hearing fiancee who was played by a hearing woman, but, you know, that's another story.  That was the time, and that's just the way it was.  So anyway, we were to be married, and there was an audience there. 
So we're going to pack the extras with deaf people because all of them were going to be played by hearing people, and I said absolutely not.  There are tons of deaf actors in this city that could easily be hired as extras for the part.  So what happened, you know, Russell mentioned authenticity.  And that really comes to play here in this story.  So the pastor in the scene gave us our cue to kiss.  We were kissing, and the hearing people were clapping.  And the deaf people were full of natural deaf applause.  And the director was astounded and said, "What the is going on here?  What did you do all of that hand waving for?"

So I did take it upon myself to tell him that's the way deaf people do it.  That's wait we applaud.  That's the way that we show that kind after moment.  That's how we show our affection.  And so it just looked totally different on the camera.  
So we had to do a complete retake.  

(Applause) 

Hit your mark, Terrylene!  

>> TERRYLENE SACCHETTI:  My worst experience, I actually have two.  And from working with great directors.  So they weren't terrible directors.  They were good directors.  But my worst experiences were we had just finished the first take.  And they usually say, "Terrylene take 1." You know you will get your work done on the first take, and the second is for security sake.  

So they started the first take after we were -- excuse me.  We had just concluded the first take, and they said, "No that's not quite it."

Do it again.  I did it again.  And I did it differently.  And this one went on and on and on until we got to 22 takes.  

(Laughter) 

I mean, talk about break a sweat.  I had no idea what else to do.  I was trying to keep my cool.  And the director said, "You know what?  Let's just move on."

I couldn't have felt worse about myself.  But I had to just suck it up and keep going.  What could I do other than say, "Sorry."

And then at the end of the day the director came up to me and said, "You know, I am so sorry, your first take was perfect."

I'm like, "Are you kidding see?  Seriously?"

So that was my first bad experience.  

My second experience that stands out -- actually, I can't remember it.  So sorry.  

>> SHOSHANNAH STERN:  Oh, can I stay where I was seated in yes!  I am more comfortable -- oh, wait.  I am more comfortable this way.  Good.  It feels more intimate.  

Okay.  Can everyone see me?  Even though I am seated?  Good!

My first -- excuse me.  My worst experience was on "Jericho."

I have worked with a number of great directors, but there are some people that don't realize that with TV you have a different director every week.  You don't have the same director.  Because they are responsible for different parts with pre-production, post-production.  So you have directors that are involved at all of these different stages.  And there are some directors that if they like you they'll tell you to, you know, come over, do something again.  But there are some directors that if they do well the program will ask them to come on again.  And there are some directors that the show will not ask to return.  So I was a regular character.  The story was well written.  The director saw my interpreter and was just like, what is all of this? 
What is all of this right here?  I don't understand.  Why is this person here?  

And another actor on the show is like, oh, that's Sho's interpreter?  What's the big deal?  What does she need this person for.  And the actor is like, she is deaf.  And he is like, she play as deaf character too?  She is actually deaf?  Oh, I figure that the director would know what the show was about.  Anyway, I had a big scene with my brother and his fiancee on the show.  And so I enter for the dialogue and my brother and his fiancee start signing, and the director is like, no, no, no, I mean, all of this hand waving, it's too much.  You need to go over there.  Stand back there.  And you two, you two, don't do that hand waving thing.  You guys just talk.  And then she'll come in, you know, and she'll come in when she needs to.  
I mean, can you imagine how frustrating that was?  As an actor, you know, it's like the person who was acting as my brother is like how is she supposed to know when to come in if she is standing behind all of us?  And the director is like, oh, you are right!  Well, she can just come in when she wants to.  But, you know, my approach is you are the director, you are the boss, so, I mean, I tried my best to figure out when a God time would be to come in and say my line.  And I tell you it's a good thing that the executive producer was there because he approached the director and set him straight and said, "You can't do that.  The script was written for all three of them.  No bones about it.  That's the way it is."

After that I went to my trailer and just balled.  I felt like the director didn't like me, it was personal, he hated me, he didn't like that I was deaf, I didn't know what I could do.  At the wrap party after a few glasses of wine and when I was feeling, you know, a little bit more liberal with my comments I told someone that I wasn't comfortable with this director, and the person was like, you know, everyone hated him.  He was an idiot.  He will never be asked back again.  It was not just you.  So I realized that it wasn't me.  That there are bad directors, period, that it's not always a deaf thing.  And I realized from that that nothing is personal unless you make it personal.  But things aren't personal and that was my worst experience and hopefully my last. 

(Cheers and applause) 

>> RUSSELL HARVARD:  Well, yeah, I'm still new to the industry.  So, you know, being new I would say that I've worked with two directors, and I think that I am the worst director because I have directed two things, two plays, and, you know, I am a softie.  I am a real softie with my kids.  Well, I mean, my students.  

And I am anal, you know, I am bad tempered, so as a director in theater, you know, that's something that I would like to change.  But I'm also seen as a role model to those that I am working with.  So I wouldn't say I have a long way to go, but there is definitely more to come.  This spring I will be directing another play if all goes well, know, and it's sometimes a Catch-22 because if you have two projects that come up at the same time, that sort of thing.  But, you know, I know that I need to work on my directing experience.  I need to get some experience and do it in a modest way and do it with some more grace.  

(Applause) 

>> I think you were very graceful in doing that because you didn't call any bad directors.  You singled yourself out.  Good job!  

>> HOWIE SEAGO:  So I was asked to moderate this panel, and I will now turn the floor over to the audience.  I am sure that you are dying to ask some of your questions.  So let's see, what have you got?  Hands up!  Actually, wait, remember I had that second thing I forgotten?  I remembered.  I was working with Mark Travis who is a phenomenal director.  He actually wrote a book for directors which I highly recommend.  

Again, his name is Mark Travis, and it's called "On Directing."

I worked with him on my woman-woman show, and we were in rehearsals, and now this show was developed from scratch in ASL.  And it was opening night, just before -- well, actually the preview rather.  

I was going Through rehearsal, and the director had given me a note, and he said, Terrylene, you have got to stick to your lines.  And I didn't quite know what to make of it as first because I thought, "Didn't think?  They are my lines.  I wrote it.  You would think that I would know my lines."

And he said, "No I mean, the voicing has got to follow you.  The voice has to be with the same as what are you doing."

I realized that he was talking about the voice actor and not so much me and my lines.  So I thought through the night about what to do for the next show because I had developed it in ASL, and then I developed a script for the English, and so I figured, you know, how ironic if I were to have to start trying to sign in a way that more closely matched the English script.  

So we get ready for the show, and the director comes to me and says, "You know, I am so sorry about that note.  You know what?  I forgot that you are the one telling the story organically.  It's a one-woman show, and it needs to be organic.  So I apologize for that note.  You can completely disregard it.  There is no need for you to try to stick closely to the English script."

We actually -- he said that they had fired that voice actor and brought an interpreter on board.  And despite the fact that the voice actor had rehearsed, we realize that we don't really need a voice actor who doesn't understand Sign Language because that means that they can't follow you and what are you saying.  I mean, that comment totally threw me for a loop.  So I figured, well, hey I am going To go on this wild ride and work with an interpreter and just do it organically And the director said that he felt like he could see my work grow in the course of that performance.  So I was really so blessed to work with Mark Travis.  

(Cheers and applause) 

>> HOWIE SEAGO:  That was some brief applause.  So now we have an opportunity for questions.  Oh, I see that I've also forgotten about the format.  So if you want to come up and speak about the format, and hit your mark!  

>> Audience member:  Hello, everybody, is this okay?  Should I stand up higher?  I am good here?  Great.  

Hello everyone, again.  This is one of pie favorite topics directing and how it relates to acting.  Up until this point you have experienced this yourself, and I have experienced it myself, that this is an important area to talk about because the majority of the industry is hearing, and it's the first place of opportunity for a deaf person to come in.  It's usually in the acting arena in that Role.  So looking at whatever the storyline it is that they are looking for a specific person who is deaf, oftentimes they are just looking for somebody that they may have worked with before.  But if you come in and this is your first time being there, there's a lot of trust that needs to be established between the actor as well as the director.  
If it's a hearing director as well, you know, there may not have been a lot of analysis about who this deaf character is supposed to be, and they're expecting us to know their stuff coming into this role.  So you have ever been in a situation where you didn't have a technical consultant or a ASL master where it was just you having to figure out what to do with that character?  If so, what did you have to do in that situation?  Was there a certain method that you used?  Did you have to be assertive and get the information that you needed?  Did you ever have any experience with that?  Any frustrations?  Do you have any suggestions for all of us who may experience that?  

>> TERRYLENE SACCHITTI:  I will take a stab at that.  I really care about my people, my culture, my language, and who that is depends on my character.  

So whenever I get a role, I read up on my character and really think about them as a person.  And if I have any questions, I call a meeting with the director, and fits urgent I make sure to impress upon the person the fact that I need to meet.  

And if there are things that are really concerning, I can tell them, "Look, you haven't lived in the deaf community.  If my character is such that I am going to have issues facing the deaf community, I can't do it.  It's not authentic."

And I offer to meet with directors or writers, depending upon who they think in that project has the most power over the character.  Sometimes it's the director.  Sometimes it's the producer.  Sometimes the writer.  So, you know, I don't always know the politics of every climate that I work in.  Because I am often thrown into the middle of things and have the responsibility to make sure that people take notice to what they are doing with deaf characters.  

And if I tell them, you know, "Look this is not working,"  I also make sure that I have some solutions available.  You know, Plan "A," "B," "C," et cetera so that we can work out something that's mutually satisfactory.  Because they are working against the clock here.  They've got decisions to make, and they want to do it right, but they don't know how.  And so that's where my job comes in I have to have these solutions available so that I can advocate from where I come from.  So I do do that, yes.  

>> RUSSELL HARVARD:  Directors and producers have power, but also co-actors have power.  When I was working in New York, the mode of communication -- 

>> THE INTERPRETER:  Correction of interpretation, "CSI: New York."  

>> RUSSELL HARVARD:  The one where Marlee Matlin was on.  
I was in the back-seat supposed to be talking to her in the back-seat, and I am like how the hell do I talk to her from the back-seat?  We saw that there was a conflict here.  And then Kalen Feeney and I had a sit down about that because I don't have any power to get anything done about this.  So I approached March Lee about this initially.  And so we had a talk about it, and then, you know, as soon as she approached it it was all made in the shade.  There was no problem because she had the power to talk to the right people to get things done.  

And then, let's see, I was working on claustrophobia, and she was working with me before, the young lady that just asked the question was working on that with me before.  So we had done all of the research on this.  And there was this one point that I felt that there was some dissension whether or not this line should be signed, and in terms whether or not the audience would have access or not to it there had to be discussion with that, and discussion about co-actors how that happened.  

>> SHOSHANNAH STERN:  I think that you bring up a very good point that I often mention to actors that fortunately, and unfortunately depending on your perspective, deaf actors need wear two hats:  One as an actor and two as an educator.  

You have to understand that many hearing people are coming from a place of ignorance.  They just don't know.  So they might approach a situation with anger or negativity, actors might, and that's not always the best approach.  

For example, when I was working on "Cold Case," there was a writer's strike for a while.  So it was awhile for the first episode came back together.  You don't get the full script until you get the role.  Which is different than when you are working on a film.  You get the whole script.  So I had only seen a small part of it.  And then I saw all of the rest of it.  And my director didn't -- excuse me.  My manager didn't agree with my decision to contact the people from the show.  I was very gracious and I thanked them for selecting me, but I asked if they wouldn't mind if we had a meeting so I could talk about some of my concerns with the script.  

And I made sure to point out the things that were great.  And then I pointed out the things that I felt weren't 100% accurate.  And they said you know what?  Every time we write about particular groups it's never accurate.  It's what makes good TV.  It's not about what's accurate.  So that was kind of taken aback because I thought that was interesting.  Sometimes they write things just because they think it's a good story and they're not making documentaries.  But they did hire me as a consultant to work with them.  So I wasn't necessarily able to change the story, but I was able to work with other actors to help them sign better, and I found out that I really appreciated that experience.  And I am now working on a pilot for ABC Family, "Switched at Birth," and I am grateful for that experience because it helped me to find other avenues to make change where I could. 
You have to be diplomatic.  Approach people with a genuine heart, to serve them, to say I am here for you to help in any way that you want.  And to ask them what their intention is, what their motivation is, why certain things happen in the story, why certain things are critical, and they might realize, "Oh, you know, actually, that's not all that crucial to the story."

But there are other things that need to happen at one point in the story because it relates to something later on down the line.  Hopefully that fosters mutual respect.  That's how I have dealt with it.  

>> HOWIE SEAGO:  Beautifully put.  Very well put.  And I spoke about protecting our integrity.  Well, I have one recollection that I would like to share with you on "Star Trek,"the next generation, what happened is that my wife told me to approach the producer and suggest a couple of ideas of how a deaf actor collegially put it together, and based on how people had voiced interpreted in the theater on stage.  So I brought the ideas to them, and my agent e-mailed me -- actually called me as I recall, and said that "Star Trek"wants me.  I was astounded.  So they were going to fax the script to me overnight.  So off I went to read the script.  As soon as they sent it to me, I was flabbergasted.  I wouldn't believe it. 
It was hair-splitting, I tell you.  They had the idea that they were -- that I was going to wear some sort of a head piece that would be some sort of futuristic telepathic hearing aid that I would use to communicate with my three interpreters.  And the concept is kind of neat, but there was a conflict in the story in that that little costume piece fell off of my head all the time, and then the moment that it did in the story -- correction, in the story the moment that it fell off I wouldn't communicate with the interpreters because they couldn't voice for me.  So once that broke, Captain Picard ordered Data to then research and look into a speech development program.  And they were going to teach me to speak overnight with the program.  

(Laughter) 

Naturally I was more than taken aback.  So I was just imagining children in the future whose parents or teachers, you know, the powers that be, doctors and so forth, would then use that episode to say, "Hey, Howie learned how to talk in one night, Deaf Johnny and Jane can do the same thing!"

(Laughter) 

So I went with an interpreter and talked with them.  You know, the Hollywood office there, and I said I am sorry, but this story has a complete conflict that makes it just something that I cannot do.  And the agent warned me that this would be a great breakthrough role, et cetera, et cetera, and I just told him I simply can't do it.  They warned me that I would probably lose the part.  I knew I couldn't live with my conscious if I did that because that would have a cultural impact, a political and social impact.  It was something that I couldn't bring myself to do.  

I've grown up with that kind of oppression, that kind of audism, and I couldn't perpetrate it.  So I knew I couldn't do it.  So the very next day I got a call and shade that the producer agreed with me and that I was right.  They admitted that they were wrong and wondered what I wanted to do to change it.  So they asked me to fly out to Hollywood.  I was in awe!  I could not believe it.  

So off I went to Hollywood.  And there was a two-week break between the two shows I was doing.  And so I was there for two-week period in Hollywood, and Rick Burman called a meeting with the producer.  I was seated there with the interpreter, and luckily enough just as Sho said, you have to be ready with solutions.  I didn't have a Plan "B," "C," et cetera.  

>> SHOSHANNAH STERN:  Terrylene said that not me.  

(Laughter) 

>> HOWIE SEAGO:  And so the idea was that nothing against interpreters, but the idea was that originally the interpreters would die.  I love interpreters.  That's not it.  I wondered if I was pushing the envelope too much if I was nixing the interpreters and what would happen then?  So the ideas that the interpreters would die on the show, and then, you know, there was a big storm there at the moment and so we said, "Stop the presses!  We've got to change the story big time."

So off they went and started typing right there, a new script on the spot from the idea.  
And there you have it.  

(Applause) 

The rest is history.  

>> Audience member:  And obviously you are wonderful examples of deaf actors who have found a way through the system in order to be successful and learn how to successfully work with hearing directors.  There has been some discussion about working with deaf directors and wanting to have that experience as well.  What do you think that deaf directors need to do to make sure that's put in place so that you can contact them and find them for anything that they are working on?  Because you have been able to find other productions that are run by hearing people, but for deaf people to work with deaf filmmakers, what would you suggest to those filmmakers to make sure that's put in place, and an area that you can also tap into to find work? 
Any suggestions?  

>> HOWIE SEAGO:  Well, good scripts.  Have good scripts ready.  And have them complete before you approach us.  That's what I would say.  Have your script ready.  

>> TERRYLENE SACCHITTI:  Yeah, because your question about us finding directors, really, my experience is it's been the reverse.  Directors have found me, or stories have found me.  Opportunities at times have presented themselves, and if I like the story, then I've been able to work with these directors.  So, for example, first of all, we need a physical place to be able to contact each other, to know who the directors are, wardrobe people, cinematographers, makeup artists, set designers.  I would love know who out there in the deaf community is working on the performing arts in this way ran not just in the U.S., but abroad as well?  So that we can have a broader understanding of who is out there that is deaf and working on this.  We definitely don't have something like that yet, and we need one. 

Personally, my trade-off, you know, in terms of working on independent films or maybe not getting paid a whole lot, the trade is off that I know that I am working with who is a great visionary, who maybe I am working with a dedicated crew, people that are good at what they do whether it's running the cameras, or working with other actors who have similar skill sets, the stories behind them, that's something that I really enjoy.  And I understand that's beneficial to me as an artist because it feeds my soul to work with other performing artists, and the benefit is not always money.  It's obviously not just about the money.  And so if directors get that, and if they have a strong vision, a good skill set, a committed crew, then it could work, and that's the kind of group that I am interested in working with.  

>> HOWIE SEAGO:  We'll go ahead and take the next question.  

>> Audience member:  Hello.  I have a question.  Thank you.  

Thinking about filming and TV specifically.  When you first are getting a role, how do you approach the topic of making sure you have an interpreter?  Has that always been successful in terms of getting access to communication and having an interpreter provided for you on the set?  

>> Are you talking about during the selection process?  

>> Audience member:  After you have been selected during your role.  How do you make sure that you have access?  

>> TERRYLENE SACCHITTI:  My first response has to do with the screen actor's guild, the union that we're members of.  If you have an idea of a deaf character and you want to have deaf actors audition, of course, you would need to provide interpreters at the audition.  But if I were to go audition, then I usually ask my agent or, you know, the casting director if they are providing an interpreter.  If I don't, then I contact the union to let them know that no interpreter has been arranged, and then I let the powers that be take care of it.  

When the audition day comes and I arrive and hopefully there's usually an interpreter there, if not, sometimes I do bring an interpreter because I realize that there are some opportunities as an actress that go rely on a speaking component, and given that I don't use speech I recognize that there are some opportunities that I miss out on.  You know, even if I might be the best actress, you know in a given r5078 I know that sometimes I won't get the part because I don't use my voice.  So there is bias in the audition process.  But whenever I've gotten a role, I've always had an interpreter arranged and no real questions have been raised about it.  

And I do also keep a list of interpreters that I prefer to work with and so I have those names that I can give to my agent and then they can pass along.  So that's usually how it's worked for me.  

>> RUSSELL HARVARD:  I was going to say that in one episode of "Fringe" that I worked on, that role was one that I auditioned for at a distance using video connections.  And so I just was burning with the fact that this was a factor, that the hearing was a factor.  

>> THE INTERPRETER:  Correction of interpretation, that my height was a factor.  

>> RUSSELL HARVARD:  So I paid for my flight out there, I paid for a place to stay, and I figured that we could type back and forth and they're speaking.  They said don't worry.  
The production company has the money to pay for this, no big deal.  This was with Warner Brothers.  

Now, on "There Will be Blood,"  they had to work to save every penny they could.  Now, I had a mentor there who was working with me, HW, and he was played by Robert Hill.  Thank goodness they selected him as an interpreter.  He didn't want to do it in the first place but after round and round negotiations they went ahead and cast him in the role of the interpreter.  And there was this one scene that he just did not want to do because in that scene, you know, he actually asked another actor who was in the film, Mary Elizabeth Barrett, to interpret.  So my experience has been varied.  And I try not to look at that as a major factor.  I try to make sure that they know that if money is an issue, then I would rather do it on my own than miss the opportunity.  Now, that's my personal take on it. 
I can do it that way.  But I don't want them to make money the factor that determines whether or not a deaf actor gets the role.  So I just try to convince them that it is possible.  I don't know about anybody else, but I know for myself I can get by without an interpreter.  

>> SHOSHANNAH STERN:  I actually have a different take on that.  I can interact with people one on one just fine and it's not really an issue for me.  But I have looked at it you hired a deaf person, you need to provide an interpreter, and I am not flexible on that it's just not possible to get things done without an interpreter.  That's their issue to figure out.  They are a studio, they have the money, hire an interpreter.  I won't even deal with it, it's a non-negotiable for me.  When I ask if I need an interpreter, my answer is yes, and that's that.  You can figure out all the details on your own.  I am not a producer.  When they raise the question of cost, I figure, well, that's something to address with interpreters. 
I have worked with interpreters for a long time, and we have a good relationship, and so that interpreter might be willing to work for a lower rate for a certain project, but, I mean, deaf people working with studios could take different approaches.  So when they try to tell me, "Oh, well the last deaf person did or didn't need this,"  I tell them, "That's not my issue.  I am a different person."

So on the set, I need an interpret are and that's the view.  

>> If you need an interpreter to communicate get one.  

>> RUSSELL HARVARD:  Like trawl low budgets, you can't afford it.  

>> SHOSHANNAH STERN:  The screen actor's guild can do it.  For me, my point of view, and you are entitled to your perspective.  I am not saying that you are wrong.  I am saying that that's not something I am willing to negotiate on.  

>> HOWIE SEAGO:  In facing that situation whether or not would hire me or not in that case I would hire my own interpreter, or work out some sort of a barter with the interpreter perhaps.  But most of their time, interpreters are thrilled to interpret for a television or film production, and they're willing to do it.  

>> SHOSHANNAH STERN:  There are times they are willing to do it at no cost, waive payment, but to ask the deaf person to pay for something that is someone else's responsibility and someone else's job?  Please do not do that.  If they want to ask the interpreter if they are willing to work pro bono for that event, that's fine, but please do not ask the deaf person to pay for interpreting services.  

>> TERRYLENE SACCHETTI:  Working with After Image, it's a production house that didn't have any money for interpreters, and I had to contact people, I mean, from every small town that I could think of.  I went to people in Rochester, and interviewed interpreters and found four interpreters that were willing to work pro bono, and to split the schedules.  I mean I was just so grateful I waited on him hand and foot.  I gave them hand massages, and got them food and drink and waited on them because I was just so grateful that they were willing to do that because they really were key to my ability to work in that case.  

>> HOWIE SEAGO:  I will get to you in one moment.  I do want to emphasize what Sho said.  Don't set a bad precedent.  

>> Audience member:  My question actually relates to something that you brought up, Russell, about authenticity.  I think that sometimes in a moment we see that there may be some bad acting, or it doesn't seem real authentic or real.  And I think that with the movie "Precious,"  we thought it was really real and captured who the person was.  I think that speaks stronger to deaf people when they are acting, that you need to be authentic, and be something that you may have not experienced yourself, or may not be part of your background, but acting is both taking something on as an artificial role, but also something that is still authentic.  And I that I through time the reason -- or the meaning of authenticity will still develop and change.  So when you have gay actors who are playing a character who is straight, you know, you have to think about what are the lines that you are willing to cross, and what you are not willing to negotiate on. 
Are you willing to take the role on as a hard-of-hearing person or not?  How much you can change your own identity before you feel like it's too much and it's something that you cannot take on because there may be some people who are gay who play a straight role, some people who are straight who are playing a gay role, so I am wondering what are your lines that you are not willing to cross?  

>> RUSSELL HARVARD:  Well, in Hamill, my best friend there who in real life -- well, Matt Hamill, his best friend is white but being played by a black person.  So it's a revolutionary film.  

>> HOWIE SEAGO:  But what is the line you wouldn't cross?  What is the role that you would refuse to play?  

>> RUSSELL HARVARD:  Well, after "Hamill,"  I don't know.  I don't know until I cross that line.  

>> TERRYLENE SACCHETTI:  For me, there was a line that I would say I couldn't cross but I did.  I took on a speaking role.  There was a producer who had an idea for a story for me, and he said that he felt like he just knew I could do it but when I realized that it was a speaking role, I was like, what are you talking about?  I can't do this.  He said, how you have been communicating with me?  So I reminded him that it was through a producer who was a mutual friend.  So they brought in an interpreter to speak in the background, and I realize that in that case I kind of put aside my values and placed the character in a higher priority.  It took a great deal of effort for me because they really wanted me to learn how to speak and use my voice, and the interpreter was trying to tell me how to move my mouth appropriately to speak. 
I mean, I would love to if I could have some sort of artificial voice acting for me.  

(Laughter) 

And then I could take on a hearing role.  Why not?  If hearing actors can play deaf roles, and butcher Sign Language when they take on these characters, why can't I take on a hearing role?  

There was one role that I took in, "Natural Born Killers,"  a hearing character's whose tongue had been cut, and they couldn't talk.  So when this person ate they ate like this I did research on this because they have to eat like a chicken to work the food down their esophagus.  I know, it wasn't attractive.  But it had to be done.  And this was the role of a hearing character.  

And so, I mean, it was something that was fun really.  I mean, it was a hard pill to swallow at first, but I got to work with Robert Downey, Junior, who else?  Woody Harrellson.  So it was great.  Oliver Stone.  I mean, this is a six-week experience I got to have that was tremendous.  I mean, it wasn't necessarily my best experience in filmmaking, but it was an experience nonetheless.  It gave me a taste of Hollywood.  It gave me an insight into Hollywood that wasn't necessarily all that pretty.  But, again, it was an experience nonetheless.  But, yes, if hearing people can play deaf people why can't we do the reverse?  

>> SHOSHANNAH STERN:  I think in terms of boundaries it's not just about what we would or wouldn't do as people.  I think that would really be amazing to take that on artistically, but I think as people we all have different boundaries that we will and won't cross.  

>> HOWIE SEAGO:  My only personal boundary is a completely nude scene.  I'm not sure that I could take that role on.  I don't know.  

(Laughter) 

>> Audience member:  I am actually from Brazil and I have done 20 years of acting, and I have enjoyed everything that you have done today, specifically the two of you here sitting to the left.  When you talk about not wanting to take on roles that have been assigned to you that there may be things that you are willing to do or not willing to do, and then going back to what Terrylene had said about being over Hollywood.  

What are your thoughts on being representative of somebody who gestures, thinking about Charlie chaplain, those types of films, or even think being directors who are telling you to sign less and not to gesture as much.  I know that's not professional.  They say that you are supposed to respect what the producers and the directors are telling you.  I know that for me sometimes there have been directors that have given me instruction that I didn't agree with at first because I felt like they were focusing too much on the gestural component of Sign Language.  But then times where I realized that they were right.  So what are your thoughts on people's take on visual aspects of signing?  

>> TERRYLENE SACCHETTI:  I think that she answered that question, talking about what she would do in that state.  I think about my style as an actor.  And I think about what it is that I can do to stay true to who I am, but still align myself with the director's vision.  You know, if a director tries to tell me not to sign or to not take up too much space when I am signing, I have to think more about why.  And whether or not it's because it conflicts with his or her vision.  So I don't have a sort of magic answer for you right now.  But, I mean, I applaud you for having those experiences.  

>> RUSSELL HARVARD:  Now, if I could add, I just wanted to be sure that I understood your question.  So you mean like being told to tone down the gesture of sign, or being told not sign at all, which do you mean?  

>> HOWIE SEAGO:  I think he means he is being told to mime.  

>> RUSSELL HARVARD:  That's part of script you are saying, you are supposed to be doing pantomime instead of sign?  Well, if the script calls for mime, wouldn't you be doing mime think?  Many trying to understand what you are saying here.  So I guess if the script calls for mime, mime will do.  

>> HOWIE SEAGO:  I am sorry to interject, but we're running short on time so this has to be the last question.  

>> Audience member:  Good afternoon.  You have had a wealth of experience with good directors, good moments, bad moments, frustrating moments, but have there been any patterns or recurring issues not just from your own experience but from other actors' experiences?  What are the common frustrations?  

>> HOWIE SEAGO:  Well, hearing actors playing deaf characters.  That's my pet peeve.  I just can't get over it.  That's the one thing I would say.  Now also in terms of film, well, film, stage, television, all of it I would say that but there is something else that I was going to add.  Let's see.  To what he said?  Oh, let's see.  What was it about?  Okay.  Now, do I often object to hearing actors playing deaf roles.  But it took a moment for me to realize that I have taken hearing jobs from hearing actors before because I have played roles that are normally hearing actor roles.  So I guess I am hypocritical in that.  I am not sure how to argue that point.  

>> TERRYLENE SACCHITTI:  No, you are not being hypocritical.  We need more opportunities like that.  

>> HOWIE SEAGO:  I know but saying the argument is acting is acting, so hearing people should have the opportunity to act in any role.  I decry that no, not at all.  But nonetheless I have played Hamlet's father's ghost.  That's a role that would normally be played by a hearing actor.  So that's just a point that I want to make.  So, you know, you need to have a good argument ready for whatever the case might be.  But that is my particular pet peeve.  Hearing actors in deaf roles because there are so few opportunities for deaf actors in the first place.  I mean, my word!  

>> TERRYLENE SACCHITI:  Right.  I -- you know, if you want to have a deaf character and then you have hearing people audition for that deaf character, then be my guest.  You know, take that actor.  But when you think about the reverse, where are our opportunities?  As someone who doesn't speak, then my opportunities are even more limited.  And then also people's expectations of the intelligibility of your speech is also rather high.  So I could try and use my voice, but if you want a deaf character that can magically speak and then interact with the larger community, then that's a role that I'm going to miss because it doesn't fit me.  My agents not going to send me to certain auditions.  And that is a real annoyance.  Annoyances about working with directors? 
There are not that many that I can think of.  My annoyances have to do with missed opportunities.  I think that's my most common frustration.  And that's why I am so interested in working with the people here today, deaf filmmakers, deaf artists.  I want to see deaf films flourish so that we can create works with our own language, our own art, and inspire the world to think differently.  

I think if we portray ourselves in a light that we want to be portrayed in, then people will realize that they have been really narrow in their perception of deaf people.  But the only way in which their perception can be broadened is by deaf people broadening it for them.  

(Applause) 

>> JANE NORMAN:  You have exactly 30 seconds, so to wrap us up, is there one thing you want to get across to deaf directors and filmmakers?  If there is one thing that you could say to them here and now in 30 second, what's your advice?  Maybe a suggestion?  Some ideas?  If there is one thing that you could tell deaf directors and filmmakers, what would it be?  You have 30 seconds.  Ready?  Who wants to go first?  We're timing you.  Go!  

>> RUSSELL HARVARD:  Well, the word that comes to my mind is manifest.  

>> For deaf directors?  

>> RUSSELL HARVARD:  Manifest it.  That's what I am saying.  

>> SHOSHANNAH STERN:  Make your vision real.  So take your ideas, and make them real.  Make them something tangible that you can see.  

>> TERRYLENE SACCHITTI:  Bold.  Be bold.  

>> HOWIE SEAGO:  Well, you said it all.  I guess I will say don't give up.  Keep hope alive.  

>> RUSSELL HARVARD:  One word, Howie!  One word!  

>> HOWIE SEAGO:  Come on, he went on and on.  

(Applause)
Thank you very much.  Thank you all for being on this panel.  You guys have been a wonderful group.  You have applause.  I think that you have a break?  No, we're going to move on to the next panel.  We have Jevon who will be here leading the forum, and we'll be having some hot discussions around that topic.  So stay tuned.  

>> JANE NORMAN:  The next part of our agenda stood a forum led by Jevon Whetter.  And we are using a sign here today to refer to a forum that has a connotation of a collaboration.  So this forum will not be led by a presentation, but it will be moderated by Mr. Whetter.  So Jevon will tell you about the forum.  Jevon is a Gallaudet graduate and who also holds degrees from other universities.  He has a master's degree in acting, and another master's in film production from the American Film Institute in Los Angeles.  AFI is also known as a boot camp for filmmakers because it is an experience of immersion in filmmaking.  

So Jevon's work is primarily in the role of production.  You saw his work during lunch.  Oh, he is not here.  Let me try that again.  Oh, he is working technical things out.  So please do bear with us.  He will start our forum momentarily.  Thank you.  

>> JEVON WHETTER:  Good morning.  Well, maybe morning in California.  Afternoon here.  At any rate this afternoon I am going to let you know that we're going to have a forum about child actors in television.  Some with experience, some may not have had experience, but I am going to lay a few ground rules out for the forum.  

First we'll talk about some of the concerns or issues at play with having child actors in television and film.  And then we're going to have a forum that I want to invite your involvement in.  The outcome of the discussion depends entirely on you.  Now, I want to be fair to everyone, and be sure that any person who wishes to speak has a two-minute limit so that we have time for, you know, in our only 45-minute time slot, we have time for as many people to speak as would like to.  So, again, we're talking about working with child actors in television and film.  And there are a number of concerns or issues at play.  Because, first of all that child is a minor being under 18 and American law that child is an innocent who needs the protection of law.  

So that's why there are so many legal protections for child actors in film.  

Now, each State also has its own laws with regard to minors and child labor laws.  Now, child labor laws specifically that relate to the entertainment industry.  There's some flexibility built into this, but now generally if you are 14 or younger you are not generally allowed to work in most states.  There is some flexibility for the entertainment industry.  But oftentimes people are unsure of what the rules are for child labor in your local areas.  So you can contact the people responsible for that in your specific location, your local or state film commission should have the answer to those questions.  

Now, a bit of history for you.  Back in 1914, Jackie Coogan who is the gentleman you see on the slide here, working with Charlie Chaplin in two films.  During the first film he was a child actor.  The earnings at that time for that child were extraordinary to earn $5 million was extraordinary.  And then when he was 21 he found the whole fortune was gone because the mother and step-father had been spending his money willy-nilly.  And so he sued his parents, and because of this situation, Coogan's law was enacted to protect the child actors in New York.  Now in New York and some other states we also see requirements that child actors' earnings must be taken, at least 15%, must be set in trust for that child actor.  So that while that money is in trust, that it simply sits there until the child becomes of age and then can receive that money from the trust. 
And this is intended to protect the child actor.  

Now, union guidelines also have some tie-ins to child labor laws, and they regulate the number of hours that a child actor can be working onset in the filming.  That doesn't include his lunch hour, but actual time filming is set depending upon age as you can see on the screen.  If you are six and under, there is a six-hour cap.  Ages 6-8 have an eight-hour cap, et cetera, et cetera.  

Increasingly in film we see that actors who are over 18 are brought into play minor roles, the roles of minor children, because they don't have the same laws capping the number of hours that they can work.  

Now in the film industry as a producer, I am also responsible for making sure that all the needs of the child actor are taken care of.  For example, they must have a studio teacher.  The State requires that they have a credentialed teacher and instructor for that child.  So the studio teacher is responsible for making sure that that child is safe, that proper procedures are followed, that they have down time that's needed, that they have opportunities to study and be tutored, work on their homework, and the studio teacher is required, and they actually require one studio teacher per 10 child actors.  

Now, if I have child actors coming in to do stunt work or anything dangerous at all, perhaps they were to jump off a roof or ride in a boat, then we actually have to have a specific meeting wherein we decide whether or not it's safe to bring in that child actor.  And we'll bring in the parent, studio teacher, and the child actor.  And all together discuss whether or not it's feasible.  And if we're uncomfortable with having that child actor doing that, then we can have a stunt double come in and take their place for that shot.  

Now, if we have stunts, then we have to have a certified stunt coordinator who has gone through training that they are qualified and registered with the stuntman union to perform the stunts and coordinate the stunts.  

Now, some other issues with regard to having child actors is during school days it becomes quite complex because the parents of the child actor must fill out a entertainment work permit that's signed off by the parents, and then taken to the principal of the school.  So they have to look to see whether or not that child actor has good grades and is doing well in school, and then they can sign off on that.  And then the producer must keep that on file giving permission to the child to engage in the work.  

Now, during school days, you also have to have a specific amount of time allotted to the child's studies.  So if you are filming in the early morning through the afternoon, you have to have a break, so that on that school day there is a specific amount of time set for one-on-one tutoring, and there has to be a private place, perhaps a trailer, or some place off-set to work one on one for the child's studies.  That's one of the rules at play.  And if school is not in session, for example, if it were in summer session, then you could simply have a studio teacher there working with that child actor as a monitor, but not so much working on instruction during that time.  

So there are a number of laws at play, and they often change.  So producers are responsible for making sure that they stay abreast of change in laws.  

Now, if I were a child actor who was done with school, for example, at 3:00, and then was called to the studio until 1:00 A.M. the following morning, I must have a 12-hour break to be sure that I have a sufficient rest before returning to the set to do additional filming.  So if, for example, we had a child actor filming until 11:00, we have to plan for a 12-hour gap to make sure that they have sufficient time.  So that's one of the responsibilities of the scheduling in the studio is to make sure that that time is allotted for.  

And the directors sometimes have to be creative with their management of the schedule and be flexible with making sure that those that are aligned to abide by the rules and laws set by child actors.  

Sometimes an agent or manager will say that as an agent or manager they can act in lieu of the parent.  And we have to make sure, though, that an agent for a child actor is licensed, and that a parent isn't acting as agent without that licenser.  Because parents are responsible for making sure that the agent is appropriate for their child as well.  

Typically there is a 10% commission given to an agent, and to a manager, but now that's if they are licensed.  It's so important that an agent that you work with be licensed.  

Now I have some reference links for you.  For example, the one on top, www.childreninfilm.com is an excellent one.  If you are going to use a child actor, if you are producer or director having a child in your film, go ahead and join this website because they do have free membership.  There is also premier membership package as well available on their site.  

But they have information with regard to having infants onset, how long you can shoot an infant, and there are specific rules for babies.  There is a baby wrangler who works specifically with children to make sure that their needs are cared for, but also that we get a smiley shot when a smiley shot is needed, and they ensure that the child has plenty of time for play, sleep, eating and all those.  Just like we have animal wranglers to make sure that the horses onset are tended to, and that they are ready onset to perform whatever tasks are needed for the shot.  Now there are other websites here.  There is the SAG website.  There's also AFTRA, which works with television, radio, and commercials, and there's actor's equity.  And labor laws that are in place protecting the industry are pretty common across the board, and actor's equity is available to work with you on those laws. 

Now, we're open to now have some discussion period, and please feel free to share your experience if you've had children in your movie, or if you have questions or commentary, now is the time for it.  So come on up here.  I see a question right over here.  

>> Audience member:  Which mark is the one that I should use?  This one on the lower step or higher up?  

>> JANE NORMAN:  Right here, darling.  

>> Audience member:  And face this way?  Got it.  

I am Bernard Bragg.  Where did you go?  There you are as Jevon just said, there are a number of issues that come to mind when talking about child actors, and it brought back a lot of memories for me.  I don't know if I would call them flashbacks, but there was a time where I was a technical advisor and coach, as well as an actor, in a film, "And His Name is Jonah."

I don't know if you are familiar with that.  You have seen that film?  
MGM bought the rights to that film, so it's now available on Hulu.com.  It doesn't have captions because it was made in the 1980s.  But getting to my point about working with that young boy in that film his name was Jeff Braven who is now well into his 40s and has three children of his own.  

But I was really pleased to know that CBS was willing to work with a deaf child.  They initially wanted to work with a hearing child.  I tried my best to convince them otherwise, and it worked because they eventually brought Jeff on board.  They liked him immediately.  

After seeing this presentation, I am really relieved to see that we followed these guidelines to the "T."  Jeff's mother, Judith, stayed with Jeff at all times so that he would feel better and comfortable having his mom there.  His mother looked after his well-being.  We filmed this partially in Queens, and then partially in Los Angeles.  His mother came with us to both locations, and made sure to keep track of his whereabouts at all times.  And remember at the time Jeff was only 9 years old and he was really just the greatest kid to work with.  He did have his share of frustrations, but we did share our laughs as well.  

I think that one of the key things about working with kids is that when there are difficult scenes that kids have to do, like Jeff had to do, and his mother was played by Sally Struthers in the film, if you are familiar with the storyline, the mother had thought that her child was mentally incapacitated at first, and he was institutionalized, and then they realized that he was simply deaf.  He was then returned to the parents, and the parents didn't know how to interact with their child anymore.  

So there was a particularly tough scene, tough emotionally, and because of the restriction on the number of takes we couldn't do it too many times, but you also didn't want to do that take too many times because it was so emotionally Taxing for Jeff.  

And there was one scene in which Jeff and Sally Struthers were supposed to get into a bit of an argument because they were so frustrated about not being able to communicate, and they were supposed to really come nearly to blows.  And Jeff, playing the title character of Jonah, said, "I can't imagine hitting my mom.  I would never hit my own mom."

But he was supposed to hit Sally, and she said, "Come on, Jeff, we're actors.  We can do it."

And as Jeff's acting coach I had to give him a bit of a pep talk here and say, "Look, Sally said it's okay for you to hit her.  She is going To have to hit you back.  It's part of the scene."

So Jeff was reluctant, but went back to filming, and he ended up just giving her like a playful slap.  And it wasn't what the director wanted.  So we go for pep talk number two.  

So I tell him, "Jeff, come on, aren't you a real actor?  Give it all you got."

Put your dukes up.  Look angry.  

And then Sally, of course, in her own way gestured and held up her fists to kind of make it a little bit more playful.  And so when it came time to film the scene, it seemed like Jeff had finally gotten it.  And he wound up, clocked her a good one, and then she hit him back, and it was wonderful.  I mean, fortunately neither of them actually got hurt, but it looked like they did.  It was draining for all of us onset to get through that scene.  It was a really fond memory, and I do want to give credit to Jeff Braven and kudos for such a great performance.  

(Applause) 

>> JEVON WHETTER:  Thank you, Bernard, for sharing your experience.  Thank you very much.  Are there any other comments?  Please come forward.  

>> Audience member:  Hi there.  My name is Gavin, and it's about duty of care, and also promoting the reality of deaf people, and their gifts.  So when it comes to credits, and it's about the children, is there a reference to, you know how you see they play as themselves, and there is a reference to the fact that they are deaf.  And what about the inclusion of acting coaches, et cetera.  So is there proper credit being given?  Or when does it come to a point where it's kind of like a duty of care and we don't want to do that?  

>> JEVON WHETTER:  Now, your question regards the care of the children and of the coach, right?  

Okay.  

Well, do any of you want to pipe in?  If you do, please let me know.  Now, what I would say about this is when I have produced a film with deaf actors, and the studio teacher can be a problem.  I want a studio teacher who knows ASL, for example, and is credentialed.  So the pool of studio teachers that I have to choose from is pretty small.  Now, I happen to have a studio teacher that I knew who knew sign.  But if I were in another state it would be much more difficult.  So I had to have the studio teacher who was able to sign fluently, and we need more of those.  

But actors and other universities, for example, who are trained and educated in the field, that's another thing.  We need children and those actors In the classroom when the children are exposed because that's been lacking for a good deal of time.  We need the training out there in the schools that the students are in.  If we don't have drama classes or drama teachers that have the training, we need something to get that ball rolling.  So I am not sure.  Does that answer the question you were asking?  

>> Audience member:  Yes, and no it's about the credits at the end of the film.  When do we include so that we're acknowledging the involvement of the deaf world, the actors and the coaches, so that we're giving a kind of a free promotion, but it's more about, "Hey, we have -- sorry, you guys are there, and in the industry."

And so I want to know the duty of Caroline when it comes to the credits rolling at the end.  Do we include more information to inform the world that you are out there?  Or when does it cross a line and we don't need to say that about the child to protect the child?  

>> JEVON WHETTER:  If you would like to come up and respond?  Now, again, this is an open forum.  So if you would like to respond to one of the questions asked, feel free to do so.  

>> Audience member:  Well, when I worked with Jeff Braven as his coach or as his teacher, I did spend a lot of time with him in rehearsals and not only with him but I also served as technical advisor to the entire crew and those involved with producing the film.  So, for example, the man who played his father, James Woods, was in his first breakthrough role as an actor.  He was complaining about his part.  He felt that it was wrong that the father had left his family, and he felt that the character should have a change of heart when faced with the idea of going Through a divorce, and that he wanted the father to have more compassion.  So he approached the writer, Michael Boardman, and had a discussion about the compassion that he felt the character should have and Michael referred him to me. 
He said, "Go see Bragg."

So James Woods apparently had concerns about communicating with me at first.  But he came over anyway, and tried his best to communicate with me.  And, you know, gestured as best he could to explain that he felt that the father should have more compassion for his child and wife.  I looked across the room at Mike and he just sort of shrugged it off and said, "Hey it's on you now." 

So I wrote back to James and I said, "Honestly, a lot of men leave their families out of shame of having a deaf child, and that's why I suggest that you follow the script."

James didn't seem to like it but he accepted it.  So that was part of my responsibility to talk with other members of the crew and cast.  

As for the final credits, my name was listed, but I was referred to as the "technical advisor" and nothing more.  There was nothing mentioned about my role as a coach or a deaf coach or my work with Jeff.  But I was satisfied with being recognized as the technical advisor.  But, again, this was in the 1980s.  

And by the way, if I could boast a minute, I mean, my last name is Bragg.  It's only fitting.  I was the first and only technical advisor on a film of that scale, and technical advisors have been hired since, but ones that have not been deaf.  So I would like to see more deaf people serve in that capacity as technical advisors.  Thank you.  

(Applause) 

>> JEVON WHETTER:  Thank you for responding to that.  I think that we have another question?  

>> Audience member:  I would like to share my experience.  I am a graduate from a grad program at RIT, and I was involved with a film that will be screened here at the festival.  And in that film I worked with an eight-year-old actor, and this is my first time in working with a child actor.  I have to say that some of what Jevon presented is news to me.  I didn't realize there were stringent guidelines about working with child actors, and I am almost certain that I broke some of those rules.  It was a challenging experience, but it was really rewarding.  The challenging part was that he didn't have a lot of patience.  I mean, of course as a child he wanted to play.  He wanted to play around with the crew.  He wasn't really ready to get down to business when it was time to act. 
So it was hard to create those distinctions and imagine his attention.  He was also a only child.  He wasn't necessarily used to sharing attention.  He liked getting a lot of the attention for himself.  And sometimes we had to do multiple takes he was a little defensive about having to do a second or a third take.  He often said that he thought that the first take was fine and didn't want to do another one.  So, you know, the parents, I, and others on the set really had to work a lot with getting to get him to cooperate.  And for that reason I would caution people if they consider working with a child on such a short film, I mean, I learned from this experience, and people cautioned me when I decided to work with a young child, and I can definitely understand why they cautioned me now. 
But more than anything what I learned from working with this child was that children need their play time.  They need time to break.  And so maybe before filming, just let the kid play for an hour or so.  Let them play their video games.  Just get that energy out.  I think that would work for them because they see some sort of reciprocity that if they put in the time you'll give them the time to play because they are children as they need time to explore their curiosity.  You know, they see adults having adult conversations, and adults then on the set have their peers, but children don't have their peers.  So you need to be mindful of what children's needs are, and give them that time to and child.  Give them time to just have recess on the set.  

>> JEVON WHETTER:  Thank you.  And his comments also bring to mind that's the reason we have studio teachers.  That's the responsibility of the studio teacher to let you know that that child needs a play break.  That child needs a break for this reason or that, and that's why you have to have a safe area offset where the child can cool down, get some of their energy out, and it really helps a lot.  

And the child wrangler helps to keep the child busy, too.  And that means, you know, there's often not much time for the studio folks to work with the child.  So that child wrangler makes sure that when that child comes in they're ready to do good, quality work.  

Next comment or question?  

>> Audience member:  Hi.  My name is Tony Bloom, and I am from Holland.  I would like to ask the interpreter to feel free to interrupt if they don't understand me at any point.  

We have a film festival in Amsterdam, Holland, and at one of our recent film festivals, we did have a session on child actors.  As a Deaf Community, we are responsible for our future generation.  And so we need to take on that effort to advocate for each other when we talk about how to make films, how to make movies, just as we do when we talk about education or deaf children.  

When schools have asked, I have given two full-day workshops for free because I believe in education.  At this point I've given 10 workshops and gotten participants for 10 different films.  And some of these schools have wonderful drama programs, and this collaboration has led to the production of wonderful films.  I did submit one of those films to the festival, and unfortunately we weren't selected, but it was still a good experience.  

Do I think that it's very important that we look out for the well-being of our young children and make sure that they are included in drama because they will enjoy it.  

>> JEVON WHETTER:  Do we have another question?  Come on up.  

>> Audience member:  Hi, my name is King Tan, and I am from Singapore.  One aspect that I think was missing from Jevon's presentation has to do with the safety of children.  I know despite our best efforts sometimes accidents happen.  So do the parents have any recourse if anything does happen onset?  Can they sue the set or the producer?  Is there insurance that can be cover this?  Does the agent have any responsibility?  

>> JEVON WHETTER:  The producer is overall liable for everything.  For everything that we do, the producer owns the production company that makes the movie, the film, and so their budget all comes from the production company.  And if they haven't, you know, dotted every "I" and crossed every "T" then the production company could be sued and be shut down.  Even months in court could harm a studio.  They couldn't sue the agency.  It's the producer whose job it is to protect the actors and the child actors as well.  But the production company is the one that could be sued if they were found not to be in compliance, and that's who would be sued.  If they violated, for example, some of the SAG rules, they could be shut down.  The film could be shut down, or if they didn't have the work permits or the film releases, anything like that, it's all ultimately the responsibility of the producers. 
So if you have concerns about anything like that, the producer is the one that you need to talk to to resolve that.  And the producer is someone who should be very sensitive to child acting issues.  Did you have any further questions?  

>> Audience member:  No, thank you.  

>> JEVON WHETTER:  Now, I did want to explain a bit about my experience working with child actors.  I worked with one child actor at AFI, and we had a lot of paperwork that had to be signed off on, getting a studio teacher, et cetera, and the agency that I contacted, I wanted to make sure that we got a studio teacher, I just called them through 4-1-1 there and talked to the Commission there and I was able to get referrals for one or two names and able to hire someone.  One person came in and said, "Hi, I am a studio teacher."

And then when the child actor got there, as the producer I was just prepared to introduce them all and send them on their way.  Send them off into the waiting area because the child actor I was working with was hearing.  So I thought they would keep the child busy, make sure that they ate enough, provide them with food, that sort of thing, and make sure that the child actor was happy.  

Well, in another experience that I had, and I am not going To name any names, but there was a big Hollywood production that had a deaf child involved in it, and a pretty important role, and the parents came and, you know, after casting the deaf child was selected.  But the child wasn't cooperating with the director.  This was a hearing director who was trying to work with this deaf child.  Finally the director just bluntly said, "Do you want to act?"

And the deaf child said, "No, no, I don't want to act."

And the director said, "Why are you here?"

The child said, "Well, my parents told me that I had to.  They forced me.  So the director went and talked to the producer and said that child is fired.  Find a replacement now.  

So they searched and found another child who really wanted to act and on they went with it.  But sometimes parents are pushing their child into something that they don't want to do as a producer, I have to look to see whether that child is really there willingly.  If so, there are problems on the set.  You know, maybe they can be worked out and maybe they can't, but that's why it's the responsibility of the producer to look to all of these factors that come into play.  

Does anybody have anything else they want to add into the discussion?  Any questions perhaps?  

Okay.  Well with that, Jane, how much time do we have left?  Did you have something else you wanted to add?  First let me check how much time we have let.  We've got 10 minutes left is there something else here in the audience first?  Oh, yes this is all being filmed.  Oh, correction, I was asked to put the websites back up.  The links.  Okay.  

Now one thing I would like to add is a remark about insurance.  On some productions, like Guerrilla filmmakers, they don't have any insurance in their production and they could be sued.  You are supposed to have something called production insurance which covers injuries if something should happen to the child or any actor if something happens on the set, if there are any accidents or anything of the like.  Then production insurance would cover all of that.  

And then, you know, if anything were to happen or need to be replaced on the set, the production insurance would pay for that so it's vitally important that you have production insurance.  

Now, Bernard, did you have something else you wanted to share with us?  Let me make sure, is there anybody else here?  If you have something you would like to add, stand over here and be at the ready after Bernard.  

>> Audience member:  A great responsibility that I feel is to abide by the expectations of the director.  On the movie that I talked about earlier, I was expected to do a good job as both technical advisor and Jeff's acting coach.  And if something were to go wrong with Jeff's performance, I was the one to blame for that.  So really I was under the gun.  He put a lot of pressure on me.  Made sure that I always talked with Jeff before filming a scene, and, you know, you understand that directors are under a real time crunch here that they are always mindful of the schedule.  But there was one scene that took a great deal of effort to work out.  In this scene, several boxes were being moved from one place to another, and the character then has a heart attack and collapses. 
Jeff, as Jonah, is supposed to look at this person and not realize what happened.  And then realize police are to come, leave, and Jonah is to be confused by the whole occurrence.  After a few days, he goes to a funeral, and Jonah thinks that the man in the coffin is just sleeping.  And Jonah doesn't understand what's happened because no one has communicated with him as a young child.  

And then the next day then he is determined to look for this character because he thought that he was still alive.  He gets on the bus and travels around town, can't find him in any of the usual spots.  Then he ends up finding a turtle, a turtle shell rather, and the turtle has died.  And all of a sudden Jonah makes this link between the gentleman who passes away and this turtle.  And he starts to understand death.  

At this point, the film is to zoom in on Jeff's face as he has this moment of realization about death.  There is a flashback to the moment where the man picks up one box, moves it away, and it pans over to Jeff as Jonah sitting there not being surprised or reacting.  And the director doesn't understand why Jeff isn't reacting.  And as it turned out, Sally Struthers, I don't know if you know this but she is full of shenanigans.  So she actually pinched Jeff on his rear to get him to react.  And despite all of this effort that I had already gone through to have Jeff look very somber and serious in this moment of realizing what death meant, he starts to laugh because Sally had come up behind him and pinched him.  And what happened in the scene then was the man's moving the box, he has a heart attack, camera pans over to Jeff, and he has got this little smirk on his face. 
So the director blames me because he doesn't understand why Jeff is standing there looking very out of character and not in the right mental frame.  So, you know, here we go again with another pep talk with Jeff telling him how he really should be thinking and acting and feeling.  And then I see Sally in the background, and I have to make sure that she is behaving herself so that Jeff can do his job.  Everyone takes their places.  The man lifts the box again.  He has his heart attack.  He collapses.  And camera pans to Jeff.  He does look confused, and he stays looking confused, and then they cut.  The director congratulates me, but I was so exhausted, and Sally comes over to me and kneels and gestures and apologized because she said that is one of the most terrible things that one actor can do to another. 

>> JEVON WHETTER:  I am so glad you shared that gem of a moment with us.  

Is there anything else?  

>> Audience member:  I work on educational videos for a high school, and Jevon's presentation was very informational for me.  I didn't realize that there were all of these laws pertaining to minors, and I have been asked about contracting obligations for parents and students.  I am working with about 12 students right now, and I didn't know how to respond to these questions.  But fortunately at the school where these children go to had a session about child acting and laws pertaining to minors.  We filmed on campus of this school, and so we were able to work around the school day throughout the week to film our production.  This one educational video focused on mental health among high school-aged children.  I can't recall the exact title, and its release is upcoming. 

But with that, I have a question for Jevon.  One of the students that I was working with seemed to be progressing just fine, but I later found out that this child had his own mental health issues that directly related to the mental health issues being discussed in the script.  And so after filming I realized that he was actually quite affected by the project.  Parents ended up getting involved.  Counselors end upped getting involved.  And we were in the editing stages of the production.  So I wasn't sure if I should start all over again and not use scenes that this child was included in or what?  And we haven't reached a conclusion about this issue yet.  If this were a professional production, what would you do about this situation?  

>> JEVON WHETTER:  I'm glad you mentioned that.  

The laws that apply to stunts and hazardous activity have guidelines for children in film.  And there's some advice available for people that want to have children involved.  Now, in the pre-production area, you should already be contacting and searching out this information, contacting parents so that you can avoid these kinds of problems.  That's part of the pre-production process.  There was this one film called "Hound dog,"  and I am not sure if you have heard of it it's an independent film.  There was a big issue there because they had a child who was portrayed as being raped.  There was a lot of controversy around the film.  So it depends on each story how you approach the difficulties within that film, but if a child has had a personal experience that's relevant to that, then it might be better to cast someone else, for example. 

Now, in that case you weren't aware and that's something that a producer -- did you produce that film?  Well, you know, you never know everything that could come up.  There is always something new that could happen to you, and sometimes you simply have to adapt.  You may have to re-write the script with a write-around for that problem, and sometimes that's you what have to do sometimes you have to cut a scene.  So I know that is difficult to predict.  You know, and expect the unexpected.  

Another comment?  

>> Audience member:  Hi.  My name is Gunga, I am from Mongolia.  I am an international student in a program for directing in California.  And the topic of this forum is close to home for me because I work with children in California, high school-aged children, and apologies about any disfluencey In my ASL.  

Now, in my country, we have also worked with young children on a film project.  In one film we worked with children from ages 3-6, and it was focusing on the role of horseback riding in our culture.  I also submitted this film to the festival but it wasn't selected.  But also Jevon's presentation was informational for me.  Is there anyone here who works in departments working on similar things that could collaborate so that we understand how best to work with young children and advocate with them?  I kneel we focus so much on adults, but we do need to make sure that we support our young children.  Thank you for letting me share my opinion.  

>> JANE NORMAN:  Going back to the person who mentioned the Rochester Film Festival, this is our very first attempt at having a festival here, and I think in our next festival we will be sure to include films for children because that is a wonderful component to the Rochester Film Festival.  

>> JEVON WHETTER:  Unfortunately time is slipping away, so we will have to close.  But I would like to share a few last words.  

Now, students that are now considering being teachers, some should consider becoming studio teachers, those of you in the field of education.  There are not near enough studio teachers in the country.  If you are a teacher, and credentialed, you could be called to do that.  You could take drama, the University offers that and it's nice to have an educational background as well so that you have a strong understanding of theater, but also of education.  And so if a child is not understanding something about the filmmaking process, having that dual background allows you to explain that process to a child.  And one of the things that I think that we need most is more drama classes for children.  Children love to act.  It would be great to have more training out there and available to them.  I strongly encourage it.  It's a rich experience and rewarding for everyone involved.  Thank you so much for this opportunity to discuss these issues with you. 
Thank you and have a wonderful day.  

(Applause) 

(End of session)
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