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(Due to technical issues, we lost audio feed during parts of the presentation, we apologize for the inconvenience caused.)
I will alert you all as soon as we are ready to start. Thank you very much.  

(Standing by with silence, waiting for the webinar to begin)

Welcome, everyone, we are just starting to get people kind of settled into their seats here in Washington, D.C., we are located at the Kennedy Center. And as with many live events, things do tend to run behind a little bit. So please bear with us. We are hoping to be starting in the next five minutes or so.  People are starting to sit down and get themselves settled so thank you very much for your patience and we look forward to starting soon.  

(Silence)

Hello, I see you are saying you don't have sound. It may be something with your own system we have sound that has been checked and it is coming through. You need to look at your own system and mute and things.  

(Silence, standing by)

Testing, testing...  If you are not hearing any sound, that means there must be something wrong with your own microphone system. We do not have sound coming into the system from the presentation yet until we get started. So please check your own audio to make sure you are able to hear. You will have no sound until we start up.  

(Silence)

(Applause)

Speaker: Equal opportunities for the artists and the people behind the scenes and the arts administrators making it count. Now since I get to go first I want to thank two people right away.  This person was the vision behind the forum 11 years ago and she again has been the moving force and the one who has been -- (Inaudible) -- 

(Sound cut out)

(Silence)
(Silence. They are working on getting the audio feed restored)

(Standing by for audio)

(Very faint female voice cutting in and out)

(Applause)

(Applause)

(Applause)

(Faint speaking, not discernible)

(Laughter)

(Faint speaking, not discernible)

(Very loud static)

(Static ended)

(Silence)

(Loud static again)

(Silence)

(Male voice with static cutting in and out)

(Voice with a lot of static cutting in and out)

(Silence)

(Voice with a lot of static)

(Voice cutting in and out and now silence)

(Voice with a lot of static)

(Silence)

Begins approximately at 37:10

RoseAnn Ashby:  -- has lead to more rejection than someone who has an equal degree of talent to what I have. I envision a world where young people regardless of whether they have a disability can pursue careers in the arts if that is their dream. I just want to share with you two quotes when I was preparing for today that I want to read to you and they reflect how I feel about art.  
The first is by George E. Woodberry, an educator and poet and this is what he said "It is not in life but in art that fulfillment is to be found." And the second quote is by Oscar Wilde, a poet, dramatist and critic, and this is what he said "It is through art and through art only that we can realize our perfection. Through art and art only that we can shield ourselves from the sordid perils of actual existence." 

Thank you very much.

Speaker: Thank you RoseAnn, those are wonderful closing words for this part of the afternoon segment. -- (Inaudible) --
(Static)

(Silence)

(Applause)

(Standing by while they take a break)

(Silence)

Begins approximately at 45:20

Riva Lehrer: When I went originally trying to just create work in the studio I had to find -- setup which they frowned upon, somewhere I could sit down which they frowned upon, -- (Inaudible) -- my class so I could actually carry it, and even starting with something -- (Inaudible) -- so I could start -- (Inaudible) – and let me tell you as a professor here, it is not a whole lot better. 

I am a mentor for students with disabilities, I often have to help them by being -- fighting other battles on a daily basis and right now I am fighting with the school on a parking issue. So if we look at the history of art schools given the fact that -- (Inaudible) -- -- you can start to understand why this is completely missing in art history.  If you can't make it work in the school then we can't become the professors -- (Inaudible) -- and then become mentors and role models for future artists. If we can't learn how to be professionals in -- (Inaudible) -- technology -- if we can't learn how to professionally promote our work, once we have made it, then it becomes very hard to -- (Inaudible) in the third floor of a warehouse building, even worse than New York. And while I can generally get up the stairs, not always, in where I work for instance as a curator, when I wanted to present other people's work or with people here in the room who I wanted to -- Chicago galleries, and I can't get into the building and you know they can't even go to see the work and if you can't get in to see the contemporary work, I am sorry, it is like saying -- Grand Canyon when you have a pocket full of post cards. You can look all you want on the web but it is nothing compared to not only seeing work but seeing how it is presented seeing how it is perceived.  

So we got this unfortunate circle of – so when I was originally in art school and I wanted to do work about disabilities, I was lucky they didn't drop-kick me.  I don't know if you guys can see what I actually do up there.  -- (Inaudible) -- An acceptable subject matter, if not at my actual school. And the few times that I actually do work about disabilities, I was told that this was entirely personal, inappropriate to do work about this and that I should find something more universal and I said I didn't realize having a body was not actually universal -- 

(Laughter)

But if you look at that -- (Inaudible) -- if you are missing from our – and you look at the fact that many, many living artists have only been able to get any training through rehabilitation programs, community programs that are not meant to be into the professional mainstream or as part of therapy or even outside the artists paradigm. And those are the artists that you eventually show up because they made enough work they got often through the outside paradigm, you say who are the well known artists, you either get that community or you get -- (Inaudible) – that is it.  And fabulous artists is Chuck he does not in general approach disability as the subject matter.  
So in my work as a curator when I have gone to other arts professionals and said give me your entire artists ready to be shown, either they have given me nobody or they felt that to tell me other artists is disabled is to ghettoize them or in some way insult them as being less than and that they would not fit into context of the shows that I curate context and let me tell you I curate like a power saw! (Laughter) I can be a little bit rough sometimes about trying to race the game.  
So back when I joined (Inaudible) -- I probably should tell you -- (Inaudible) -- and everything, 

(The volume is very low and I can't get it up any higher)

It wasn’t till 1997 when I met a group of people called the Disabled Artists Coalition in Chicago, that I met people who were doing actual disability radical edge culture, who were not in any way apologetic about their experience but were trying to engage it on the level of -- not quite sure how to say it – I think one of the most important things were the certain way they were talking to each other.  I know a lot of them the (Inaudible) -- mainstream, extremely important however, it is just as important to have the venue, a cultural context where we can explore our experience without  -- (Inaudible) -- is going to be for those who as a friend of mine said earlier disability 1.0 and to have a certain language that we explore literally and figuratively, that can be very dark, very funny, very radical, often very shocking and the vast cadre that arena of experimentation needs to be there -- (Inaudible) -- we bring our work to a very high and polished level and then or simultaneously, doesn't have to be that kind of time line, but I do really want to emphasize the importance of disability culture for its own sake.

So in terms of my actual work which I really haven't mentioned, I, call me a portrait artist except that is not quite accurate. What I am interested in are how people these days, the way I described it is how did they survive? What are the resources they bring to the act of survival?  Lately I am very interested in people's internal imaginations, their compendium of metaphors, similes, imaginaries, heroes, objects, animals, all these things that are construct, a tool kit for understanding who you are, getting through difficult times and also in a certain way equally experiencing the good and the joyous. 

So I interview people. I can’t begin to talk about all these different projects. These are all works from various series but they are all interview-based. Most of the portraits are people with disabilities -- (Inaudible) -- they all have to do with kind of relationships that are explored with them or their own work. This is maybe known to people here, Hollis -- who had a major retrospective at the national museum -- (Inaudible) -- a number of years back. A lot of her work focused on breast cancer, a very brilliant painter. But a number of the people in these series are very well-known cultural warriors in disability, others less so, others are scholars, writers, there is quite a range. But they all start with their, they all start with a level of collaboration in which I give the person that I am working with a lot of control, over their depiction even if it makes my life a little difficult because people with disabilities are so badly served in how they have been recognized, ethically, that people being, working with me have a lot to say about who they are going to appear as in the world in my work.

In closing, I didn't even look at my paperwork! -- (Inaudible) -- Two things I would say.  First, everybody, compete with everyone, work hard and work honest.  Second, be an all-around activist but just know if things are inaccessible, and I do have copies, I can send you copies, we were allotted specific recommendations here, let them know they are inaccessible but do it in ways that open up their thinking about solutions, if you can approach someone already with ideas about how to fix a situation you will get a lot farther than just being extremely upset all the time which I also know quite well. And above all don't run away. All of this is hard stuff to take on but the more we refuse to compromise, we will change the world.

Aaron Kubey:  I am going to stand here because all of my Deaf friends are over on my right. I want them to be able to see me. I got quite a few friends here today, it is great to see them. I will step forward just a little bit. Can you see all right? Great.  
Hi, my name is Aaron Kubey and I am from Chicago. So go Chicago! Go, Cubs! Before I talk about my work, I want to tell you a little bit about myself and how next to the work I do today and how it affects what I do today and can affect our futures, I hope. I was born in Chicago to a Deaf family, when I grew up, going to regular school in a mainstream program. Then I went to high school here in Washington, D.C. at the model secondary school for the Deaf it is on the campus of Gallaudet University and that is where my career as an artist really took off. I had a mentor there who is here today, Tim. And because of him, I really, really dove into the art world and learned how to become a Deaf actor and learned what a Deaf actor is and what that means.  
When I graduated from high school, I went back home to Chicago and the National Theater of the Deaf invited me to their summer school. It is a professional theater school, and that training program is for Deaf and hearing activists both and when I went to school there during that summer for five weeks, they then offered me a job with their Little Theater for the Deaf in Louisiana or Los Angeles, California. And when I was there, I worked in the theater group called Deaf West and I also did some TV and film work there in California.  

From the TV and film work that I did, I have done live theater and then I decided I hated LA. Sorry for saying that, some of you in the room, so I moved and decided that I was going to get away from the theater for a while. And I wasn't sure if maybe that is really what I wanted to do and so I took a break from that for a while. I moved around, went --(Inaudible) for a little bit, and then decided the pull back into theater was just too strong and I went to school, majoring in theater at the DePaul Performance Arts School, theater school in Chicago. And at that school, it is one of the top three performing arts programs in the country and I was the first Deaf student they ever had come into their program.  

When I graduated from the program in 2006, I went to New York to do some theater there, there is a New York Deaf theater group there and I became their artistic director very soon after that.  And soon after that, I was interviewed for this job with the National Theater for the Deaf and I took that job and I became their youngest and the first Deaf president for the National Theater of the Deaf in the 42-year history of the theater.

And that has brought me here today. I am supposed to talk a little bit about how we got into the arts and really my first exposure of arts was really through Tim. He taught me everything basically, just about, anyway. He helped me to see that I could be anything I wanted to be. And it wasn't just him but my family as well. I had friends that were also very supportive. I remember when I was five years old I actually went to a National Theater for the Deaf performance for the very first time and I thought wow Deaf actors I thought that was really cool as a five-year-old. And then there was a movie made quite a long time ago called "Love is never silent" that had many (Inaudible) in there, Anne, Phyllis -- many well-known Deaf actors who was on TV and I thought, wow, that was really neat. And I told my parents at that young age I said I know what I am going to be when I grow up and my parents said, oh, you are five, okay, sure, what you going to be? And I said I am going to be an actor and I am going to get awards and I am going to stand on stage, so that is going to be me up there and my parents were like okay, you know you are five, we will see.  
And as I continued to grow and went through school and went to and met Tim and really started to get into theater and started to tour and toured the U.S. with different groups and they recognized how serious I was about this and then when I went to LA and did some TV and film, my parents were really had to stepped back and said wow you really did that and they supported me throughout the whole thing no matter what I wanted. They never told me that I couldn't do it.  And so that is one thing that gave me the access is the support I had, I had a great network around me.  I never had people telling me no that were in my close circle and those that did tell me no, I would tell them no back, you can't tell that I can't do this. I can be anything that I want to be. 

I recognize that I am Deaf.  I am an actor and I can use my Deafness to benefit me that way, but it doesn't have to become a barrier to me all the time, that I have to figure out how to get around it, I can find ways to make things be successful because of my Deafness. And I think really that is the best advice for anybody is to use your disability to your advantage, use it as a positive, use it to shape your experiences, teach other people to use their disabilities in a way that helps them develop their art. 

One thing that is a goal of mine at the National Theater for the Deaf at this time is we are now starting a conversation with a theater to expand a program, the DePaul Theater School to expand their program to incorporate a Bachelor’s fine arts and Masters in fine arts for Deaf theater specifically. And not only for deaf actors necessarily but for hearing artists as well who are interested in Deaf theater and what it brings to them and that is a fertile training ground right there. We really don't have many places for this. We got CSUN, Gallaudet, NTIE, we really got three universities for Deaf people and we need more opportunities and more collaboration and more support to expand those programs to give more Deaf artists, Deaf actors, stage directors, writers, lighting technicians, the whole realm of people that need to be in support of a theater production to be able to get training and that is my goal to see if that will happen and I think that is all I have today. Thank you.  

Stephen Kuusisto:  Hello, my name is Steve Kuusisto, K-U-U-S-I-S-T-O it is a Finnish name. K-U-U-S-I- is the root of the name it means Spruce tree and so my name in Finnish means grove of Spruce trees. I always tell people this because college students who I teach misspell my name removing one of the Us making it Kusisto, that turns the root of the name into the Finnish word for piss. And therefore my name becomes pisspot! In Finnish, every vow well counts!

I am a professor of creative writing at the University of Iowa, I am an alum of University of Iowa. I studied poetry writing there in the 1970s back in the Jimmy Carter administration, and I was lucky to study with two remarkable poets in particular, Donald Justice and Marvin Bell. I knew from the time I was around five years old that I wanted to be a writer. What else does a blind kid living in rural New Hampshire do but think about becoming a writer? I wasn't going to play baseball and in the late 50s and early 60s when people with disabilities were not customarily in the mainstream, you can bet on the fact that the kids in my neighborhood were all instructed by their parents not to play with the blind kid because he might break.  

I learned to become a loquacious, voracious and energetic talker. On the playgrounds of rural New Hampshire in an era when there was no political correctness and bullies would come up and say, hey, blindo and fling dirt into my face, I learned not only to talk faster and more than my tormentors but I learned how to inveigle them and convinced them that they ought to try eating rare nuts from the woods, things like acorns which are very bitter and which of course cause your mouth to seal up with wild alma! By the time I was 6 or 7, I was a sort of counter espionage used car dealer of schadenfreude.  
I have spent most of my 54 years navigating the world before the ADA. I went to public schools when kids with disabilities were not customarily welcome there. I went to college and graduate school before the ADA and I was very aware at every turn that being visually impaired was the central fact of my life and not simply a third wheel or some extraneous fact. I had to advocate for myself all the time. I had to tell people who told me no, to eat an acorn. And I had to be relentless about that.  
And so by the time I went to college in the early 1970s and decided that I wanted to study poetry rather seriously, I knew that I wanted to write poetry and ultimately other kinds of creative writing as well that would incorporate into its fabric what it was like for me to be a person with extremely limited vision. And I want to just touch on that for a second or two because over the years working as a writer who has a disabling condition, I have grown increasingly of the belief that there is no mainstream. Mainstream is a fiction. It is a conspiracy.

It is particularly prevalent in the literary arts, particularly in the United States where even today some 45 years after his death the ghost of Ernest Hemingway and his masculinity still haunts much of the American creative writing business. I say that because I have tried for several years to put on panels at the academic organization known as the Associated Writing Programs, it is the sort of National Conference of Creative Writing Programs at America's colleges and universities and I am joined by wonderful writers with disabilities at those events and the turnout and interest by the mainstream creative writing business in disability remains amazingly low.  Three and a half people in the audience, one of them dead, one there by accident. 

So the idea of machismo or you know the feminine version of machismo still haunts creative writing in a vigorous way and so it remains very singularly important to me as a writer and a teacher that we deconstruct. I deconstruct, and I help my students learn to deconstruct what the theorists and disability studies scholar Leonard Davis has ably called "The social construction of normalcy." There is no normalcy. There is only the enforced and frightening directive delivered from stage left or stage right off stage behind the areas that you better be normal and you better hope to be normal and you better struggle to remain normal or it is up -- (Inaudible) --
(Whispering near the microphone) 

I worked at the University of Iowa with a team of world class physicians who are right now finding the genes that cause genetically inherited forms of blindness. It may be the case that within the next 10 years macular degeneration will be curable. I am lucky to work with Dr. Edwin Stone who I believe will win the Nobel Prize in medicine for his work to solve genetic inherited forms of blindness. 

Not long ago I was talking to him about the poet Emily Dickinson. Everyone knows that Emily Dickinson about the time she was 35, retreated to her house and never came back out. And people know also that she would greet visitors in her house should they come to see her by concealing herself behind a half-opened door that she would not even enter the front parlor where the windows looked out onto, she remained secretive. Many people know Emily Dickinson’s famous poem that begins, “A certain slant of light, winter afternoons, that oppresses like the weight of cathedral tunes. Heavenly hurt it gives us, we can find no scar, the difference is internal, where the meanings are”. Right. She is describing the last ray of sun light and how it pierces us quick to the heart and then it is gone and we feel wounded and amazed. She concludes that famous poem, it refers to that last ray of light, “When it comes, the landscape listens, shadows hold their breath, when it goes, just like the distance, on the face of death. 
Emily Dickinson retired to her home and you can go to the fourth floor of the University of Iowa's famous literature library and you can find 52 schools of thought as to why Emily Dickinson never went back outside her house. She was in love with her father, she was afraid of patriarchy, she had manic depression, she was in touch with angels, she was Carl Jung, you can find any variety of explanations for Emily Dickinson’s disappearance, and yet almost no one has dared to suggest, holy cow, Emily Dickinson couldn't see. 

In 1855 she went to Harvard, accompanied by her father, and became the first person in the state of Massachusetts to be examined using the new medical invention known, still known today as ophthalmoscope, her eye doctor looked into her eyes with that amazing device trying to explain for her and her father why she was losing the ability to see. The ophthalmoscope can only look at your retina. With the ophthalmoscope you can see parts of the optic nerves but you cannot see behind the retina.  I have spent some time with some of the nation's foremost ophthalmologists in recent months and it is very clear to almost everyone who has examined the record that Emily Dickinson had a form of what is called rod cone dystrophy. She was losing the ability to manage light. Light was painful for her, she stayed in the house. And I say this only because it is again I think an opportunity for us to do a kind of disabilities studies analysis of the arts. 

Who is America's greatest poet? Well, there were two, they lived in the 19th century, they were Walt Whitman Esq. and Emily Dickinson, both of them had disabilities, both of them wrote profoundly and beautifully of the intellectual and emotional experience of living in a body that had to carry disability. And so I have grown more and more throughout my career to believe that there is no mainstream, there are only us. And us, we are the people who William Butler Yeats described as souls attached to dying animals, sorry, our ground timing here will be brief as the poet Maxine Kumin has said famously.  
So I think that writers who have disabilities or dancers or actors or painters or sculptors or people who do performance work, any variety of artists, artists who happen to have disabilities and incorporate that work into what they do are really offering all people of vision of what it can be live to live triumphantly in a body and a mind that is necessarily working through what we might call the epistemology of physical challenges. And I think that is a profound and a very serious one and again I think there is no mainstream. I think there is simply the stream. 

I am a lucky person in that I was able to go to the University of Iowa writer’s workshop and study a craft that I love. I am lucky in my adult years that I have been able to come back and teach at my alma mater where I am a professional in their MFA program, but I am haunted by many of the bad experiences I have also had as that kid who grew up pre-ADA and I am just going to close with a couple of little anecdotes. 

In 1994, I lost an adjunct teaching job I had at a small college in upstate New York. I went to the New York Commission for the Blind and said wow I have lost my beloved teaching job and I can't really see, so you got any advice for me about how I might live and what I might do?  My dog is fleeing, she is in love with the first row. And this fellow looked at my resume and he said, oh, you will never find another job! And I said, oh, okay, well, um, is there kind of a plan B? And he said, oh, yeah, there is a factory near here, this was in Ithaca, New York, there is a factory near here that makes plastic lemons and I think they are hiring, you know, people with disabilities.  
So I think all the time of the plastic lemon story and I am so grateful to be invited here today to be part of this amazing group of administrators and artists and folks interested in employment because I want so much to make sure that as I get on the back nine of the golf course in my life and career, that I can, you know, work effectively with others to promote literary careers in the arts. And one thing I would really love to talk about with anyone who is interested here while I am here is my hope to develop a summer creative writing program at the University of Iowa for young people with disabilities. And I am very eager to explore that and make it a reality. And then that would be a real serious festival, it would bring agents and great teachers, great poets. And I just mention this to a friend, current Pulitzer prize winning poet Irwin and he has offered to teach at it. So I am thrilled, all we got to do now is make it happen.  
And again thank you so much for all of you for bringing together this impressive powwow.

(Inaudible)
Judith Smith:  I am Judith Smith.  I am the Artistic Director of AXIS Dance Company. So I have been with the company for 21 years, and I would say that my career trajectory is pretty much intertwined with the trajectory of this dance company. 
I didn't expect to be a dancer, I thought what I was going to be doing was showing jumping horses all my life but I have been doing stupid kid tricks in a car and kind of --(Inaudible)-- that possibility out of my life. So after five winters in a wheelchair I had the good sense to move to California, Berkeley, where all of the smart disabled people go. And what was really interesting was right away one of the things that I started doing after sitting very still for seven years not really wanting be to be in my body, definitely not knowing what the hell to do with it, I tried to do improvisational movement and through doing improvisational movement that got me into swimming and weight training and martial arts. And in martial arts I met our first director -- and she said do you want to be in this dance piece I am doing and I knew absolutely nothing about dance. But I was so enthralled with moving again and being physical and having a way to express myself that I said sure, yeah, why not.  

Well, I felt like I had four less wheels and it was like, it was a pretty fast learning curve but there was a group of us that she had gotten together to do one piece in a dance festival at the time called The Furious Feet Festival for Social Change that the dance brigade was sent to. I think you have to press play so we can actually get the movie to start. And the reason I want to show a video is that I feel like with this form of dance you have to see it to believe it.  It is not like ballet that you can conjure up an image. So, anyway she got this group of us together and we did one dance piece, it was very well received, we received a standing ovation and at the time I was wondering well is it because the art is good or is it because there are people with disabilities on stage?  

So we spent kind of our first 10 years developing our work and me learning and one of the ways, Paula had suggested that we think about advice that we can give people and seeing that I wasn't somebody with training, a way that I educated myself was to go see everything dance I could possibly see and it is not like a disabled person even to this day that it is easy to step into a community dance class and expect that the teacher is not going to go running screaming out of the back door. Or that they will know what to do with you. So, that was my way to educate myself. 

And the interesting thing about AXIS was that right away after we did that first performance we got offers to perform more but also to teach because people would see us and say I really want to learn how to do this, where do I go? We had nowhere to send them so we started teaching at the same time. And I would say that early on most of our works were very directly about disability and the disability experience. And five or six years into doing this work some of us started to question whether that was the best way to get across the message that we were trying to get across. 
And we were also doing all of our work collaboratively within the company and I love collaboration but also as a disabled dancer it was very hard for us to get, for me personally to get influence from outside our company. And I would see choreographers and I would say wow I think they could do something really interesting with us. 

So after about two or three years of feeling about this the company actually imploded and at that time I became an administrator by default so I will say that my career actually spans being a performer, being a teaching artist and being an administrator and it has all been on-the-job training. So it hasn't been without blood, sweat and tears and sometimes I think what was I thinking! Because what I really wanted to do when I took over the company was to completely change what we were doing. I wanted to up the artistic level of the work, we wanted to radically expand our education program, and really put this on the map. There are some funders in here who may remember us doing this but probably not, early on when we were applying for grants, where they did the ethnic breakdown of the companies, there is nothing that said disability so with really dark red felt tip we would make a big star and we would write disability and they would put how many disabled dancers, how many disabled board members and how many disabled people we served.  

And then of course the ADA came around and all of a sudden disability was kind of on the grant forms. So that was good but you know we were talking about like really fighting kind of upstream and I know early on there was a big question about were we doing art or were we doing therapy? And I think it was very hard for people to separate the two and still to this day Bonnie, who is also one of the remaining founding members, people will ask us, what we do and we will say well we are a dance company, we are dancers, and they will say oh you can walk. And so it is very hard for them to put wheels and dance together.

So Sandra, I am kind of – I am trying to be mindful of 12 minutes. I don't get a cookie either Paula because I did not have time to time out my little talk here, I am really sorry.  

But I thought what I do is just you know kind of talk to you about the trajectory because what happened when we split up and when the company imploded is we decided to start commissioning. And Jeremy Alliger of Dance Umbrella was one of the first persons to say I want to commission AXIS to do a work, who do you want to work with and I said Bill T. Jones.  Naivete is a great thing! So Bill T. shows up to the studio to work with us and the first thing he says I am really intimidated. And we all kind of look at him with blank faces and said you are intimidated, Buddy?  So we did this piece with Bill T. Hones, we had a great time and that is one of the things that I love about my work is that I really feel that I get the opportunity to work with some of the brilliant mind of our times, the composers, the choreographers, dancers, directors, the administrators, the funders, I mean these people are all really brilliant. So that is one of the things I love.
But there have been some difficulties, too. For instance, as I said there was kind of confusion about whether we were doing art or whether we were doing therapy. And I think making it work kind of put that hopefully into the grave. And we also stopped doing things about disability because we felt like we could say more about ability by not always addressing disability as the main subject of our work. But some of the funny things that have happened is that most people when they travel don't have to worry about having their legs broken when they get off the plane.  Nobody is going to be standing there with a sledgehammer and hitting them in the knee.  
But see --(Inaudible)-- airlines, festival, arts festival dropped my wheelchair out of cargo on arrival in Salt Lake City and my chair is not replaceable because mine is a dinosaur, because it is much better to dance in than any chairs, I can't stand them, they don't have the finesse. So another thing that has happened before is that we had gotten to the Western Arts Alliance conference where we were showcasing and realized that the stage door is about 20 feet up and the ramp that we had was about a 15-foot ramp. I mean it was longer than that but I mean it was literally steep and I said oh, hell no but then of course you know the show has to get on so we with a lot of help managed to get up and down the ramp without killing ourselves or anyone else. 

So, we have had you know a lot of challenges and you think when I started this I didn't realize that it would be so difficult to keep a repertory going given that you don’t have 100 people who are quadruple amputees showing up at your audition. And you still, an entire repertory around this quadruple amputee and maybe this dancer who can't really fit well with her. And I will say that we are a wheelchair dance company, we are not a disabled dance company we really strive for all of our dancers disabled or not to be equal and to be equally visible but it doesn't always happen because the disabled dancers tend to be singled out as the stars to something that we are constantly battling and trying to find ways to work with.  
So one of the things that we are doing in addressing the issue of training and the lack of disabled dancers is that we are developing hopefully the first degree program in physically integrated dance which is what we call our form of work for a lack of anything better. That will actually be a place for people can come and train. Because one of the things that Bill said to me when we were working with him, it was right after our implosion and he said where do you want to go, what do you want to do? And I started talking to him about it and he said you need a training academy, you need a center where people can go any time of the year and we don't have that yet we are working on it but what we do do is a summer intensive which at this point the first one we did was with --(Inaudible)--  called --(Inaudible)-- in the back of the room called EW in Seattle. We have about 58 people from six different countries, there are several people, again --(Inaudible)--  it was a wonderful experience. At this point we had about probably 130 people come to our summer intensive. Many of them actually working in the field as professional disabled and nondisabled dancers. 

So we are really trying to address this issue of training but I think that you know I had the opportunity to sit on grant panels and the ADA has been a good thing but there are still organizations where getting government funding who are up a flight a stair and completely inaccessible. There are still you know I have sat on panels and I think that there is more lip service being done to access and actually engaging disabled audiences than there is service and it can be frustrating, I think there are presenters that have decided not to bring us because they know their theater can't accommodate the 30 people in wheelchairs that are going to show up at our show. 

And so we have to face all issues that dance companies don't face plus all the ones around access and you know I am afraid I was born with the curse of being a very driven person and I also have a passion for horses which was a 24/7, 365 occupation and now I have a dance company and it is a 24/7, 365 occupation and the work never ends. And it is a constant uphill and I feel like the thing that really keeps me it in is the brilliant people in this field and also I feel like the dancers have so much to say and it is such a wonderful way to educate minds and change ideas about ability and disability and who is able and who is disabled and what those definitions are. And I think also what we are doing really is kind of expanding the whole definition of the paradigm of dance and you know one of the things that happen is that we spend about 50% of our time doing education work. 

Two weeks ago we were in Phoenix at the Social Security Administration Managers conference and you know another day we were at the Fire Arts festival, next week we are at the Governor's Youth Leadership conference. We had the experience of going to a school where a young man Christopher Rodriguez, he was paralyzed by a stray bullet in Oakland was going to school and just to see his first day back at school, but he wasn't able to come, he just wasn't up to it yet emotionally or physically but we went and we did our assembly and one of the dancers Rodney who you will see up there right now has a very similar disability and the kids flocked to Rodney and asked him all the questions and Rodney got to answer all those questions that hopefully Christopher didn't have to answer when he came back. 

So we probably perform for about 16,000 kids a year and for me this is really rewarding because I know that as somebody who became disabled and really didn't like it, I spent about ten years trying to figure out what I was going to do with my life, that really the place to plant the seeds is with you and I think the arts does that in a way that standing up on a soapbox and telling people how they should think or feel doesn't. And just this job is not for the meek, it is not for the faint of heart, but I think that there is something that is rewarding beyond just being able to do my work and do my art. Thanks.  

(Inaudible)

Jack Catlin: Good afternoon. And I would also like to thank Paula and all those that have made it possible for me to be here, really excited about this, not only to talk to you but to participate in this conference. I am Jack Catlin. That wasn't true and I am from Chicago as well. And I am really curious why all the Chicago people have been segregated to the right side of the room and to a person with disability the segregation is not uncommon but as a Chicagoan, I think generally is, we have all been segregated to this side, maybe it is because we are not smart enough --(Inaudible)-- I would agree with you Berkeley is a wonderful place.  

I am looking at my clock, I got 3:59, --(Inaudible)--  so I will go through here pretty quick.  
I became disabled two weeks before I graduated from Southern Illinois University with a degree in Comprehensive Anticipatory Design Science, how many of you have ever heard of that? This was in 1974, I have been at the other graduate program for nine years during the late 60s and early 70s there were distractions around. It was a terrific program. It was chaired by Mr. Fuller who is a wonderful designer, but he will not teach you anything that you can do with your life, other than maybe think. There was no vocation involve in this.

So my disability was actually had some good fortune -- (Inaudible) -- little bit later. I spent a year at the Rehabilitation Institute in Chicago, in and out, back in the day when healthcare was real, and took 12 months for me to get through the process. But I was hired exactly a year from the day that I broke my back, in a program called Access Chicago. Access Chicago was a design advocacy program and part of the Rehabilitation Institute in Chicago.  The medical director and CEO was a doctor by the name of Henry Betts. And Henry understood the social side of disability, he understood that society owed it to people with disabilities as he owed to his patients, took a long time -- (Inaudible) -- but his patients needed more than just medical care, they needed a community that was accepting and that involved design and architecture. And since I had a supposedly background in Comprehensive Anticipatory Design Science, they thought I would be the right person to do this.  
So I got out of the Rehab Institute and they asked me to come back and to run this program. I loved it. This was design advocacy, this was architecture, this was design, and I thought it was wonderful. I decided to make it a career. And I have wanted to do with the credentials where I could talk to the building industry in a way that I would have at least some level of respect. This was in 1975 now, 1975. So I spent three years as director of Access Chicago and then decided to get a master's degree in architecture. I applied to various schools, Berkeley being one of them -- (Inaudible)--  the University of Washington being another one, they did not have the good sense, my safety school was the University of Illinois, five blocks down the street. They did have the good sense. I thought because they knew a good candidate when they saw one. I now think that the reason was this was about four months after the program accessibility requirements of Section 504 of the Rehabilitation Act went into effect. They were afraid to say no! They knew it and they were afraid to say no.  
So I entered the school, so I called my person that was assigned to be my advisor. I called this person and said you know by the way I use a wheelchair. Now, this person who was then going to be my advisor and is now my wife -- (Inaudible) -- I hear this story a lot -- she gasped and I said what is the problem, she said well, I am going to have to call you back. And the reason for this was the architect that designed the building believed in the field fairy, the field fairy was his theory. The field fairy meant that a building should be full of fields, his definition of field was four straight buildings with 28 levels. This I found out later so I figured well if it is a decent school of architecture, they can figure out how to get me in and it was a decent school and I did get in.  

Following graduation I spent eight years with local -- (Inaudible) -- a large firm in the city of Chicago. Eight years doing conventional architecture, doing regular architecture, but the ADA was passed during that time and as a result we started getting questions, my clients started asking us questions about what their obligations were of the ADA. I for some reason the president of the firm thought I was the right person to investigate what the ADA meant and what it meant for their clients. I don't know why he thought I would be the right person but he did. And thank goodness he did because he gave me the opportunity to learn the ADA.  And so I spent days and days reading the regulations, understanding what was required, understanding the standards, I worked with accessibility and state codes and city codes and that sort of thing but I was given the opportunity to learn everything I could about the ADA.  

I did this and worked with clients for about three or four years and then the, my boss decided maybe things are getting a little too political as some of you may be aware the disability community -- (Inaudible) outgrowth (Inaudible) things can get a little political. He, my boss thought maybe things were getting a little too political so he pulled in the reins. He pulled them in at a time when I knew there was an opportunity, big opportunity out there for a big ADA job. And so I asked him, okay, if you don't want me to do this anymore, you are not going to have anymore jobs that deal with the ADA and he said no. I took that as license to go after it myself.  So two associates in the firm and myself decided to start our own firm. And that is LCM Architects, Lehner, Catlin and Mohnke some people think it is Larry, Curly and Moe. 
We started it with the idea, this is where disability really worked for me, with the idea that the accessibility would only be around for a couple years. This is 1996 and ADA had been around for three or four years, it would all probably be solved and we would have a couple years to get our foot in the door and start an architecture practice. Our first job, the big opportunity was with the Chicago Public Schools. The Chicago Public Schools at the time, the governor gave us a responsibility to the mayor to embarrass the mayor -- (Inaudible) -- but there was a lot of money on the table. This is the only community in Chicago that has left a lot of money on the table, you got to comply with the ADA, you got to hire somebody to do this. And so I was involved in those discussions.  I took the job figuring it would only last for a year or two that was in 1996, it is now, what, 2009, do the math, we have three people still working full-time in the Chicago Public Schools working with accessibility, just working with accessibility.  

Our firm, about half to 60% of our firm is accessibility and the rest is what I considered conventional architecture.  We work for the -- (Inaudible) anything ADA, Fair Housing, all the technical training across the country for Fair Housing Act, we work with Bank of America, Walgreens, just got a contract to run some evaluation and transitions plans for the city of Chicago, update their --(Inaudible)-- I say this because that is the meat of the firm, the meat of the accessibility side but the fun part is the universal design part. That is what I want to talk to you about.  

We don't have slides -- (Inaudible) -- I was hoping they would keep running through -- -- (Inaudible) -- how much time do I have?  -- (Inaudible) --

That is right. Even worse. This is where it is even worse, you will notice that there is a lot of blank walls because we took pictures early, those walls aren't blank anymore, Riva has done an amazing job of filling those walls with quality work, --(Inaudible)-- but you got a lot of fun, the firm it got to be a lot of fun when we were approached by Access Living who wanted to own her own building. She was tired of renting space, tired of fighting with landlords about accessibility,    --(Inaudible)-- and she took it upon herself, the board took it upon themselves to raise the money so that they can control their own destiny, control their own environment and they asked us to be the architect and we jumped at the opportunity, jumped at the opportunity.  
So the first thing we did, Marca said this is not only going to be a LEEDS green building but it has to be -- (Inaudible) -- so my question to Marca was: What is universal design? 

What do you think it is? To me universal design was a framework of a design of a building, product, technology, anything that people can create to be done in a universal way. That is a pretty broad definition, very, very broad definition. So for her building, she had -- how many full-time employees -- 55 full-time employees, and they see about 1,000 I think, about a thousand clients a year at least, maybe 2,000, of which 95% are disabled one way or the other.  This was a hell of a challenge to figure out how to design this so that all people would be integrated and all people would benefit in the same way from design of this building, truly universal.  
So what we did is we held an all-day seminar, symposium if you want, we created a matrix. Across half of the matrix we listed all the major building elements, the entrance, bathrooms, reception, work stations, horizontal circulation, vertical circulation. And on the other side we listed all the major disability groups, --(Inaudible)-- multiple chemical sensitivity, mobility limitations, vision, hearing and we invited participants, we had about 30, 40 people in the room to represent the community, disability community in the city of Chicago, not just leaders which were there but the regular folk as well.  

We did the same thing with the staff at a separate time but that we would talk about, the intersection of let’s say visual impairment and entrance, how somebody with a visual impairment, what they need in terms of architectural --(Inaudible)-- and this worked really well and it became our road map and it became the way that we designed this building. We also did this for the staff and I have to tell you an interesting story, we had a typical prototype work station set up with a prototype carpet, the largest splotch if you will of carpet, --(Inaudible)--  we had about a 25 square foot, 30 square foot swatch of carpet under the work station so that the staff could say this is what the typical work station. We, it took us with Marca and all the members of her staff months --(Inaudible)-- cause we were concerned about a host of things. Those who use the wheelchair can understand that carpet can be problematic, cause the way you cross --(Inaudible)-- all of these things into consideration. Set it up, staff came in, a woman walked in, we were convinced this was it, one of the staff members walked in, had a seizure. It was because of the pattern of the carpet. We didn't know, never thought about it. 
But if we hadn't taken all these steps to determine, to get everybody's input and then test as much as we could, can you imagine this 44,000-square-foot building, can you imagine 44,000 square feet of carpeting.  -- (Inaudible) -- wouldn't happen. So I guess my message here in terms of the disability movement is get input. Understand what the needs are. Universal design is used, the definition of universal design is very wrong, lot of people think it is accessibility but it is not accessibility. We use the accessibility design standard -- (Inaudible) -- universal design is meeting the needs of the folks you are designing something that will be sold all over America you need to know the needs of America, not just the mainstream --(Inaudible)-- not just that center core but people with disabilities, seniors, kids, everybody that can benefit from that product needs to be involved in the design of that product.  
So I am going to take my leave now so that we have some time for Q and A. Thank you.

(Inaudible)
Sandra Gibson: Not being really part of our mainstream we talk about -- (Inaudible) -- I really appreciate the remarks by our panel. So let me open it up for questions and I believe the microphone. Yes.   -- (Inaudible) --

Speaker:  --(Inaudible)-- One of the incredible things about the building is that a lot of the reason it works so incredibly well is the level of --(Inaudible)-- in the design decisions that in many cases, it is like understating it is a not special equipment, it is just being very present in your choices and not at any point going with the risky way of approaching things, and this is like the essence of what is wonderful about disability is that in order to have a very functional and creative life, you have to live in a state of constantly being present with your choices and not taking the fact that the given way of doing things which is not going to work with you is the end of everything. And I am incredibly hungry and shouldn't actually be talking but any way. But really, when you guys get to come to Chicago, you have to see this because just everything is so chosen, everything is just reassessed and it is very grateful, like nothing about the building yells this is a special place. It just have this level of complete consideration and I think it works as a lovely metaphor for a lot of other things that we have been talking about --(Inaudible)
(Sounds of typing on computer)

Speaker: Hi -- (Inaudible) -- I was interested in --(Inaudible)-- Stephan and others talk about content in disability and content and perspective and  --(Inaudible)—physical challenges and Riva talked about disability and content in her work and how others do. And Stephen you suggested that the intersection of disability studies and the arts was one halfway to debunk those ideas and that vocabulary --(Inaudible)-- can you expand on that a little?  -- (Inaudible) -- to get away from disability content --(Inaudible)-- any of you?  

Judith Smith: Well, I think it is impossible for people seeing us to separate disability and we know that but if we don't do things that are just about disability situations, I think it broadens the scope in a way that people have to come to their own conclusions. And one of the things that I really feel is not what a body can do but what a body can say, and I believe that bodies that are very different and that is what excites me about the work can say a lot together in ways that they can't just say on their own.  

Stephen Kuusisto: I would just say when I mentioned the term epistemology, that ways of knowing are so keenly enriched and I think enhanced by a disability perspective that people who currently may not have a disability and don't think much about it can in the viewing of art or the reading of literature by people who have disabilities learn a great deal about what William Butler Yeats meant when he wrote in the poem he said in a poem called Crazy Jane Talks with the Bishop. He said, nothing can be sole or whole that has not been rent. And you know the ways that each of us in this room who have a disability, whether visible or invisible, the ways that we solve problems, make choices, think on the fly, think outside the box, can be a symbol of ourselves literally minute-by-minute during the course of a day, these are examples of you know extraordinary emotional intelligence and intuition and practice. So that is sort of what I was hinting at.  

Riva Lehrer:  -- (Inaudible) -- on one hand I am very ambitious I push myself all the time -- (Inaudible) -- on the other hand, I keep running into situations where I know that a lot of the artists I really admire have more physical disabilities to be more productive, to do more work, to do more technically challenging work that I wish I could do. So walking that line between wanting to compete as rigorously as I possibly can while not making too many excuses for myself about the things I can’t do. I can get really confused, you know I can yell at myself a lot -- (Inaudible) --  but perhaps my body is getting  --(Inaudible)--  and then sending me into appointment that --(Inaudible)-- So you know I have been doing more work -(Inaudible)-- I have been doing more portraits of people who are not physically disabled although often when I get to know their experience there is a connection that they have not quite shared yet. And I think that --(Inaudible)--  like I said most --(Inaudible)-- But  on the other hand I know my work can often keep me out of a lot of galleries, keep me out of a lot of shows, I just got turned down for  -(Inaudible)--  to a museum collection because the curator was uncomfortable with my subject matter. There is no resting place -- (Inaudible) --

Speaker: Let me say again, Riva, Aaron, Stephen, Judith and Jack, we are really --(Inaudible)--thank you so much. 
-- (Inaudible) --

Now we are going to have a break -(Inaudible)--  then the reception in the room to the left of the main atrium and everyone is welcome and followed by that at 6:00 downstairs in the main level, is --(Inaudible)--  I encourage you to leave a little early, we time the reception to 5:45 because it is open to public and to get a good seat and a good place to sit, need to get there a little bit early.  So, thank you.

