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INTRODUCTION:
PROPOSAL
My thesis began during the Fall Quarter of 1992. My goal

was to produce an animated film with a sense of conflict, a
sense of reality versus pseudo reality as all film stories con-
tain conflict. Research on spirituality, dream, interpretation
helped as | challenged myself to create conflict, and to make
it believable through my film.

PHILOSOPHICAL STATEMENT

| chose the general topic of “barriers”. A barrier is an obsta-
cle, impediment or hindrance. It is an enclosure or feeling you
are behind prison walls. It appears as an enigma. There is a
feeling there is no freedom to roam! For example, looking
through a glass could represent a visual barrier and the
probability that what you are seeing is unreachable. Breaking
through the glass represents breaking down a barrier!

In my experience | have often said, “ | just want it to be over!”
or “There is something that | want but | cannot reach it!” It
is representative of my specific struggles. | can either identi-
fy with this emotion or not. Nevertheless, | have felt suffer-
ing, anger, and confusion. These emotions caused me to

endeavor to get over the wall of barriers.



| did some research to define the word, barrier. The seem-

ingly endless words synonomous to barrier are: interference,
delay, strange, hold, prevention, stop, halt, foreclosure, frus-
tration, baffle, checkmate, balk, block, difficulty, hurdle,
stumbling block, stone, fence, wall, dam, mound, weight, mill-
stone round one’s neck, curb, spoke in one’s wheel, sea
anchor, drift sail, drag sail or sheet, damp, wet, interrupt,
hold back, clog, stop up. This listing of words helped me to

visualize an image in which | developed ideas for my movie.

BARRIERS TO COMMUNICATION

While | continued to explore this challenging theme, | tip-
toed through an increasingly more narrow topic, a concep-
tual form of “communication”. Initially, this was a story
about a constant struggle and fear of miscommunication.
| am a deaf/hard-of-hearing person who has interacted
with various types of people and have often felt the fear of
rejection or embarrassment. Although | was trained to
hear and speak, and have learned to sign well, when it
comes to encountering a stranger (generally speaking of
hearing person), | feel they have a skeptical reaction to me,
and feel that | am an alien. | sense some people reject me,
because | cannot speak perfectly. Or is the stranger
embarrassed not knowing how to respond to me? It is a
constant struggle to communicate with the outside world.
Having the ability to speak well, the experience of being



considered an outsider was a painful and frightening night-

mare. The story illustrates how we all deal with the con-
stant pain of communication. This shows a problem preva-
lent in deaf culture. How do we communicate in the dark?
How loud to speak is a constant struggle. Comprehending
and lip reading every word is tiring. This makes it difficult
because the majority of people do not realize | am deaf.
As a child | was not taught sign language, because my
parents felt speaking was the best choice for me to func-
tion in the hearing world. | thought | was the only deaf
human in the entire earth until | discovered another deaf
person when | was 12 years old. Ultimately, | entered an
alternative culture when | enrolled in my first year college
at National Technical Institute for the Deaf. It was for me
like being Russian in English society. It truly for me repre-

sented a language barrier.

| am constantly hungry for communication. My inability to
hear even though | was trained to become a hearing person
has given me a strong visual perception. Eventually, | rec-
oghized sign language as another type of learning tool.
Sign language is considered to be the third or forth most-
used language in the United States. Traditionally, within
the deaf community, it has been a choice between those
who communicate in sigh language and those who prefer to

speak and read lips. | learned English as my first spoken
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language. From my experience, the school system’s philos-

ophy was to train students in the oral method. The deaf
person would be able to interact in the dominate culture.
But my confidence was low and felt that | had a broken
language. In other words, | felt | was an “invisible” deaf
woman with the capability to speak, pretending to be a

hearing person.

To define the visual imagery of barriers, | intentionally kept
vague the control factors that obstructed progress and
hindered success. The barrier in my movie that separates
people is language. There are obstacles standing in the
way, and a communication barrier develops. This is socio-
logically significant. | show this significance by pursuing
the struggles and frustrations that are apparent
throughout the scenes. Everyday, we see examples of bar-
riers. My movie carries the message of struggle and frus-
tration. The characters must defend themselves and
learn to show better judgement. It represents a difficult
journey in my movie. | am not the only one who is going
through this, other people may identify with the charac-

ters’ feeling of hopeless, and share the same pain.

PRE-PRODUCTION:
EXPERIMENTATION

| arrived to the world of animation in 1991, and was virtual-
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ly unprepared for what was involved in animation. During

my course of study, | labored on the production of my
thesis film for approximately six quarters. | used a
sophisticated 3-D Crystal Topas program. The 3-D
Crystal Topas program was provided by RIT. | would go to
the studio literally everyday when there was equipment
available for me to use. | was determined to get hands-on
experience with the process of 3-D graphics and anima-
tion. | wanted to develop an understanding or the ‘feel to
experience a clearer understanding of applied 5-D compu-
ter graphics.

The process of learning to use Topas was monotonous, dif-
ficult and foreign during the initial 2 quarters. In the
course of learning, | expanded my knowledge because | was
accustomed to working hard. Before the year ended, |
began to develop confidence and felt more comfortable in
the world of computer animation. | taught myself to

use the program by reading the instructional manual with
the help of my best colleague, Andrew, who dealt with

me patiently.

DEVELOF STORY
Professor Jack Slutzky, my thesis advisor, required his
class to make a thesis proposal which was to create a

short film. | developed an idea that involved the turmoil of
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barriers from a sociological and psychological point of

view, It had humor, a sense of discontent, and stuff that
was completely different from what it was out there.
Professor Slutzky encouraged us to create images that
related to the human experience. | contemplated the
ideas for a long period of time. During my meditation peri-
ods some ideas surfaced. These ideas were related to
unpleasant experiences that had actually happened to me.
I brainstormed ideas while working with the 3-D Topas
computer to enhance my skills and to gain confidence. To
be precise, it took me & months to understand the diffi-
cult 3-D Topas language, and to learh to use an IBM com-
patible computer. Essentially, it was a good learning expe-
rience. | would have preferred to use the Macintosh
because it was user friendly. | now have expertise in

both systems.

PRODUCTION:
SCRIPTWRITING/STORYBOARD...CHANGES

| had some difficulty coming-up-with creative ideas based
on my experience and background. | realized | did not have
the confidence to express myself comfortably. Ultimately,
| began to develop ideas, | started by first writing a story
before | created a storyboard. My storyboard was origi-
nally created about a mythological seahorse. The struggle

began when the character faced walls of the aquarium. It
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represented a physical barrier. To make the seahorse

miraculously escape from the frustration of being trapped
inside the tank, the seahorse had to have wings to
escape the barrier of the four walls. This was an
expression of freedom from reality. The story was

much too surreal, and, it did not reflect my experience.

Although | created a storyboard about this physical
barrier, a happy ending was not what | was seeking. This
particular character had beautiful movements which
came from my sketching in my padbook and | created a
model in Topas. But in Topas, the wings on the seahorse
were difficult to animate. | could not overcome this
obstacle, so | chose not to pursue this further. The
script and story were a flop! Barbara Fox, one of my
other advisors, thought the story was not believable
enough. | realized that the audience had to be able to
believe the story was real. | fell in love with the seahorse
concept, but | had to let it go. | hope that sometime |
will be able to use this beautiful seahorse to create a

future film.

To represent my own inner experience, | had to deepen my
thoughts and new ideas began to surface. | chose

another idea using the barrier metaphor. While working on
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Topas during the summer and fall quarters of 1993, the

barrier theme was still very vague. | then narrowed the
topic to the communication barrier, which was an area of

personal frustration.

I genuinely did not know how or where to begin a metaphor-
ical story that represented a communication barrierl This
became my ongoing search. | continued to explore a rea-
sonable and believable story to make this film appear real!
After reading a book called the “No Wall of Stone”, written
by several deaf poets and storytellers, my ideas began to
surface. An emphasis on hands as tools, used to commu-
nhicate became clear. | developed a specific metaphor that
having no hands would definitely represent a communica-

tion breakdown.

| continued to picture what the characters could look like
as | wrote down ideas. | also did sketches as a way to
express ideas. Yet there was no definite imagel This gave
me the freedom | needed to think up ideas without being
hampered by the design or animation. By staying
abstract, | could go much faster than drawing specific
images. | began to insert words throughout the process. |
could correct flaws without spending much time on devel-
oping the words, the story, the style, and the experience.
Then during the wintry show storm that reached 5 feet of
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show during November of 1993, | discovered the story.

My original scene contained two similar characters using
sign language, | tried to script and animate both these
characters simultaneously into one scene. | was unable to
create a large amount of motions for their fingers, wrists,
elbows, and shoulders. In addition to those elements, the
facial expression was important. The details of their
faces, eyes , eyebrows and neck required constant adjust-
ments and became very tedious, but in the deaf culture,
facial expressions are a key elements in communicating.
Equally important were the gestures and body language
needed to express curiosity, panic, confusion, surprise,
etc. | became convinced that the characters would come
to life during the design of the frames.

| resolved to place my characters into individual shots
where | was able to animate sign language and facial
expression simultaneously. It required certain harmonies
to make their sign language and facial expression smooth.
Even though | recognized that | was unable to achieve the
refined movements of sign language and facial expression,
| worked very hard to make it as successful as possible. It

takes skill to animate people signing.

To develop the story, | created two principle characters,
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each with specific modes of communication. The skill of sign

language is performed by a girl by the name of Hana. The
other character is a lobster named Salty. The pragmatic
Salty would create bubbles, the bubbles will represent
images of hands indicating what the lobster is fetching
after. The story indicates the very different communica-
tion modes of the two opposing characters. This repre-
sents a communication breakdown. Ultimately, the lobster

amputates the girl's hands.

This is my original ecript and it portrays a fairy tale of
good versus evil. Conflict is achieved when Salty
confronts Hana. She signs a few words. Salty responses
and nods, even though, Salty does not understand Hana.
Salty continues to make bubbles and Hana nervously con-
tinues to sign. This specific and horrific scene indicates
my message: miscommunication, misunderstanding,

and confusion.

| continued to sketch and to produce characters that
made sense to my story. For example, a pet bird with two
large pink eyes represented a world of visualization. | used
this flamboyant character to help with this transition in
my movie. In a living reality, a pet protects and cares for a
master. Subsequently, the pet bird approached Salty's pin-
cer to protect Hana. But Salty attacks the bird and the
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bird dies. This movie reaches the climax when the lobster

amputates the girl's hands. This is something we can all
relate to. This story is eternal and universal. | use a
dream reality to show an unpleasant truth. The film
required that the audience confronts the illusion as reality.
What was important for me was to present dreams and

reality as one.

| created the storyboard to help define where | was going. |
was able to visualize and discuss my project with my advi-
sors and other people | shared my project and ideas with,
My story consisted of the sociological and psychological
aspects of minds. The sociological message is conflict.
Hana and Salty's modes of communication are different.
The film is directed towards adults. There is a sociological
conflict as a result of this message of “unequal” or “incom-
patible” confrontations. Paychologically, we feel the frus-
tration. Trying to bridge the idea of obstacle, having no
hands, makes it difficult to succeed.

The storyboard | previously created | believed was not suc-
cessful. | was not satisfied. It took me a while to rethink
it. | rewrote the script instead of re-creating the story-
board. Writing has become more profound to me and it
clearly helped me depicted my ideas. The many mistakes |

made were corrected later. | felt writing a script was much
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easier than to draw story boards. Also, | discovered

the feelings and ideas by discussing the story with

my advisors. It helped make the story more realistic.

| shared my thoughts and ideas with my advisors,
and they approved. One of my advisors cautioned
me that my script could require a tremendous
amount of work because | was quite inexperienced
with animation. That was true, but during the
course of learning, | gained confidence in producing
and understanding the film maker's perspective. The
love of animation propelled me. | knew | was compro-
mising to some degree, but | felt in general, my film
worked pretty well. | worked hard to pull it off, tried
to maintain the quality, and | believe | accomplished

my goal.

PRODUCTION/TECHNIQUES

My film is presented as a surrealistic adventure. | have
chosen to use metaphor as a strategy to enable all people
in the audience to author their own meaning. | began my
movie with a restored, asymmetrical, charming “salt box”,
Cape Cod cottage in the remote countryside of the rugged
coastline in Maine: the “New England” feeling. The camera
focused on a white picket fence that led the eye to a win-

dow. The interior of the cottage is cozy with eclectic furni-
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ture. There are four (4) television sets, a monstrous couch,

a couple of framed television pictures in and about

the cottage.

During a sizzling summer night, a girl, by the name Hana
sits in front of a T.V. set and uses sign language to com-
municate to her mother. The mother, Rosy, is using an iron
to press a fish on top of a surf board. Hana and Rosy are
similar, with narrow shoulders, skinny long arms and legs.
Their heads have very long streaky hairs that are standing
up-right. Neither have a mouth to speak nor do they have
the ears to hear. This represents the world of silence.
Their beautiful innocent eyes are huge! Their noses, very

tinyl They appear to lead rather normal lives.

This film shows the characters using sign language as a
tool to communicate. The dialogue of the story begins
when Hana asks her mother about the dinner plan for next
day. The mother responds, “We will have lobster”. | created
this story to take advantage of the popularity of lobster
claws. My story twisted that fact, and ironically the lob-
ster shapped off the girl's hands.

The making of a surrealistic story is complex. Especially
considering that this is my first 3-D animated film. My

film contains 4 principle characters. The ideas for these
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characters came about with pencil and pad, | then redrew

the models into the computer. At one point during the
process, | had to admit that animating sign was most
tedious. Animating fingers, hands, elbows, and shoulders
sighing was very painstaking. They involve specific atten-
tion to the joints and wrists. These connections were
important elements in making the signs look realistic.
Setting up certain keyframes to contain captions with on
and off transparency effects were also difficult. Then
casting shadows to achieve a “feel” of dimensionally added
to the complexity. Overall, | believe in my film. The image is
exceptional and has its own unique style and fashion. | am
very proud of my achievement.

A pet bird appears in the very beginning before introducing
the living room scene where Hana and the mother are. The
big pink-eyed bird lands on a fancy clock and turns the
hands showing it is bedtime for Hana. Using light flashes
from the bird's eyes, simulating a device that alerts people

who are deaf when the clock chimes, or the doorbell rings.

While Hana attempts to fall asleep, she stares at a helium
balloon that is attached to the bed post. She begins to
dream. In the dream, Hana has her hand attached to a
balloon flying above a vast body of water. A boat appears

with a sea captain and a lobster by the name of Salty.
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The characteristics of the sea captain can be described as

huge, fiendish and evil. He is wearing a yellow raincoat and
smoking a pipe. The appearance of the captain's face under
the sou'wester hat is not revealed until the end of the film.

It becomes clear by the light of the moon, that the retired
sea captain lives out on the irregular coastline in Maine. He
owns a dilapidated boat with wooden lobster traps. There
were floats in water to mark the location of traps when the
captain set out to sea. Each day, the captain goes out to
empty the traps, and always returns empty handed. He
continues to rebait the traps. One day, the captain catch-
es one small green lobster, tinged with other colors. The
lobster is alive. The lobster, Salty is dumped out onto the
floor with the aid of a winch. Salty appears to be

very small.

It is nightfall before the captain discovers how unsuccessful
he was. He becomes furious and kicks the empty bucket. He
gestures Salty to crawl back into the trap, then recasts
the trap overboard. The trap falls into the floor in the
water, and the door opens Salty is producing a visualized
image of Hana's sleep. Salty travels forward and backward
using his parts like an oar.

The next (dream) scene begins to show the lobster crawling
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up to the windowsill. The thought of the lobster sitting
on the sill is a big thrill. It occurs during an eerie hour of
the night. The bird agitated, immediately tries to alert
Hana. The lobster having snuck into Hana's bedroom,
approaches Hana who is holding a balloon. Hana became
startled and experiences confusion. Here we see an
example of a language barrier. Hana signs to the lobster
who continues to make bubbles with visible images
wrapped on them. Hana asks, “Who are you?” (the
subtitle appears on screen). Hana then asks, * Are you
joining us for dinner?” A dramatic shot begins to show
the bird escaping out of the cage to protect Hana, but
the lobster enaps at the bird and kills the bird.

The next scene is shuddering with chilling moments when
the lobster is hauled back to the boat with the girl's
amputated hands. The lobster makes hearty bubbles
and the camera pans upward to view his reddish facel
The vision of the girl's hands appears in the bucket.

The lobster is covered with unique patterns on its
surface before it is cooked! It is not red as most people

tend to think. This film is a horror film.

Initially, | chose Skip Battaglia to be one of my thesis ad-
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visors. He asked me how the computer could replicate a

water effect, and can it be done creatively? | did not
require much animated water effects, except in the psycho-
logical transitional scenes. | used acrylic painting of water
on a small canvas. | then digitized the painting and trans-
ferred it into the Tips program. Here | was able to add an
additional touch of green before applying and mapping it
onto the models, the lobster, and the spherical ball. | then
drew rectangular polygons to create transparency

water effect.

| experimented with a variety of techniques and models
beginning from October 1993 through January 1994. | then
began to script my animated models, and continued to do
so0 until March 1995. The development of my characters
and props required many long hours. During the animation
stage, | began to animate the characters and concurrently
manipulated the movements of the camera. The lights and
casting the shadows were significantly important for me.

Technically speaking, the aspects of the movie requires 30
frames/second. | was able to set one (1) keyframe to hun-
dredth (100th) keyframe, and the in-between-frames were
automatically created between frames in the computer. My
film length concluded with 7 and 1/2 minutes and the total
numbers of frames was 14,400.
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During the process of production, | was only able to share a

portion of the film with the advisors. Because of rendering
time, | was not able to increase the speed of my film in
order to receive comments from them. | realized the proce-
dure of producing a movie requires a good organizational
plan. It also mandated that the script/storyboard must
contain clear ideas. The making of the film needed a
smooth transition between scripting and animation of
scenes. The process of evaluating the motions were signifi-
cant and had to be done before renderings, since rendering
would require many hours before being able to be viewed in
high-resolution. One of the hidden secrets is to make flip-
books containing no humbers. | was able to run the flip-
books without having shadows. Shadow effects would slow
the process. Technically speaking, rendering can range from
© hours to 46 hours for just 1-15 second of footage
depending on the complexity of the materials, shadows and
texture mappings.

THE CHANGES/CRITIQUES

Skip and | discussed my story and he suggested | make a
happy ending to my film. | preferred to express a pes-
simistic feeling to make the message strong. It enabled
me to keep a critical insight. Upon reviewing the film with
him, he expressed his thoughts as to my style of work in
terms of diagonals, format and colors. He liked what | was
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doing. He then suggested making psychological transitions

instead of physiological views. It made me expand my hori-

zons about the world of filmmaking. | admired his critiques.

Associate Professor, Marla Schweppe, who later replaced
Skip Battaglia as one of my thesis advisors for this pro-
ject, made comments and suggestions to insert additional
footage to make the film run relatively smooth and clear.
Her comments have strengthened my film.

Receiving the thoughts and the criticisms that were
observed by my advisors, was a problem. | realized | was
lacking knowledge of filmmaking. Barbara Fox another of
my advisors said, make the story clear. | should emphasis

the story, not a pseudo story!

THE INFLUENCES

The infamous film, Gogol: “The Nose” a film produced by A.
Alexeieff & C. Parker, influenced me. | discovered a sense of
love was needed to give a strong impact and a pessimistic
view. Most of the films gave me a feeling that something
crawled underneath my skin, that was the feeling | was
looking for.

My biggest influence was the comic strip, the ‘Opus n’ Bill
Outland’ by Berkeley Breathed. | believe the beauty and the
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creativity that takes place indoors or outdoors are beauti-

ful. His drawing of the characters are whimsical and adven-
turous. His colors depict great contrast and a contempo-
rary view. | perceived his marvelous work, and its artistic

style as clear and crisp. A similar style appears in my film.

OTHER SCRAFS

| lost 1-'/, (one and a half) quarters of production due to
computer breakdown, and that caused me great strese.
Evidentially, the computer was deemed irrepairable. That
took several more weeks, and forced me to take a break. |
put off production, and rested for the time being. While |
rested | was trying to understand how animated images
could be done properly.

One of the biggest problems | encountered during the
process was scheduling. It was a constant problem for
everyone to get equal access to the Topas facility. | also
discovered my colleagues shared similar frustrations. In
order to improve the facility, additional equipment might
help increase production of filmmaking for most
graduate students.

Despite the struggle with the time, | began to sense a new
energy to challenge the world of animation. Each of my

advisors expressed their observations that my product
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was very good.

After the first review of my film with my advisors, | had to
redo the beginning scenes to make a clearer introduction.
The transitions between the scenes were not equal. The
opening seemed weak and irrelevant. My feeling towards
this critique was discouraging nevertheless | had to spend
more time to redo footage to add clarity to the opening.
Eventually, the dream scene came to embody the
strongest aspect of film.

| handled the camera well and recognized the visual
possibilities of creative camera work. | was fascinated by
the appearance of shadow and how | could use light and
dark to create a different reality. | began to feel stimulat-
ed and excited in my film making. | identified angles, got
closer or further, backed away from it, and zoomed in and
out. A combination of these procedures give a specific
rhythm. | was captivated by the charm of camera, light,

and color.

FRUSTRATIONI/TECHNIQUES!

In the course of scripting, my frustrations were related to
the production of a quick production rough. What is need-
ed using to increase the speed is more megabytes (MB) of

RAM for faster rendering <or higher megahurtz>; bigger
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hard drive space to accommodate numerous project files

and program swap space. The disadvantages | faced were
not being able to make back-up files! File saves had
become too difficult to manage without extensive

external storage.

POST-PRODUCTION:

VIDEO EDITING

Editing a film was a novel and exciting experience for me. |
was able to develop confidence in the skill of editing. With
the little details behind me, | was able to get in gear and
concentrate on my editing. There were many shots that
were disorganized, and it took me many hours to assemble
the footages onto a S-VHS tape. Re-editing is an essen-
tial process as there are editing adjustments necessary to
make the transition clearer. The equipment | used was a
JVC-BR-s800V video cassette recorder and player.

SOUNDTRACK SCORE

| met with a veteran conductor, Bob Mowers and he was
delighted to accept my film project. Originally, we thought
we would choose deaf/hard-of-hearing musicians, Barry
Kramar and Marlene Hart to play the piano and clarinet.
Bob assisted and composed notes. Barry showed me the
melody that represented the characters, but | was dissat-

isfied with the tones of melody and became discouraged.
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After several meetings with the trio, with time passing

quickly, in fact one week before my film was to be shown, |
was still not satisfied. While | had attempted to explain
my feelings, | asked Bob to allow me to demonstrate the
sound notes and melodies that | believed were right for my
film. In their studio, there was interesting equipment that
fascinated me. There was a synthesizer keyboard that cre-
ated various sound effects such as phantom, dream, ves-
pers, etc. |invented a new melody and produced and
recorded it on the computer network with set-up playbacks
to listen to various sound effects. | began to start rolling
my video and played the notes that were expressed from
my heart. | felt | had a hidden talent to play the keyboard
and | now have the freedom to make notes that represent-
ed exactly what | was seekingl Bob commented that | was
the most appropriate person to play the sound. | contin-
ued to perform till | felt satisfied. Success at lastl

The sound assistant helped mix sound effects and record-
ed it onto studio tape. Then it was dubbed onto S-VHS
animated and edited tape. The equipment used was on
Yamaha Music Synthesizer, SY99; Yamaha Monitor
Speaker; Stereo Cassette deck.

CONCLUSION:

This was a complex topic to choose but | believe | took a
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major step in challenging myself to complete the film. The

story was initially vague while | concurrently developed raw
materials to use in the computer. My story began to
evolve and became less foggy. With this film | have wel-

comed myself into the world of animation.

| invested my time by devoting a period of months to train,
and work with the program, execute tutorials and study
the documentation. The program of graduate computer
animation offers students advanced training in production,
using complex, and sophisticated media for traditional or
non-traditional animation. The specific 3-D Topas software
program has ite weaknesses. Rendering capability, real
time preview, flipbooks, placing lights, and objects in the
world get lost. The only strengths were the color and light
that offered more complete model functions. Slow
rendering was the weakest part of Topas, which is

common knowledge.

| used my sense of surreal vision and angular focus to give
the film a sense of immediacy. wanting to get the audi-
ence’s attention. The overall effect of this film has been to
reevaluate my approach to filmmaking and to enhance pure
understanding and clarity of my imagination. | enjoy being
a computer artist and illustrating images that | love. |

learned that camera movement and angles can be used to
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knock one’s socks off with the most scenes.

My opinion of the Topas package is hot to recommend.
This is due to the inability to undo keyframes in the time-
line or timegraph mode. Despite those interferences, |
managed to complete the film. The advisors and myself

began to enjoy my movie.

| learned | must have the will, the patience, and a high
degree of motivation to complete animated films. | have to
know as much as possible to proceed. | kept notes all the
time. In the future, | may be interested in narrating and
producing films adapting children’s storybooks.

My biggest accomplishment is the film is finished! | worked
on this film for approximately 2 years. | realized from going
through this novel experience | have gained confidence

and wisdom.
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