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Considering Audio Description as a type of interggim translation, and

being aware of future opportunities in this fieldce laws are enforced, a
course on Audio Description has been developedmwitie MA in Audio-

visual Translation at the Universitat Autonoma dard&lona (UAB), com-
pelling us to define the main competences a fupnogessional in audio

description will have to acquire. In this articlthe skills put forward by
various academics and professionals are analysemtder to establish the
main competences that should be acquired by arpadecriber, and sam-
ple activities that are used in class are discussed

1. Audio describers, a new professional profile

Audio Description (AD) for the media has been @rout mainly by vol-
unteers who have acted as social intermediariesaking audiovisual ma-
terial accessible, transforming images into vivigrration and allowing
those with sight problems to gain access to cultwéh the increasing
percentages of AD that will be implemented eithgtdw or by broadcast-
ers’ goodwill — as is the case for the BBC, Spadtate TVE and Catalan
National TV3 —, the need for a new professionafilgravill arise (Remael
& Vercauteren 2007). Th&niversitat Autonoma de Barcelon@AB),
being aware of this future opportunity and convihtiat translators are the
best candidates for this specific type of intersgimitranslation, has devel-
oped a course on Audio Description within the MAAmdiovisual Transla-
tion (MTAV).

In this article, the skills and competences of adjaudio describer ac-
cording to both academics and professionals asepted (81.1). Then, and
after contextualising the course within the MTAV salection of compe-
tences and a list of learning outcomes for the redwe put forward
(82.1), sample activities are shown (82.2.) andesoefiections on the best
assessment method are included (82.3).

1.1. Main competences and skills

The training of the person who makes audiovisuatena accessible
should go beyond academic and professional stasdattbse who work
with accessibility have to be aware of their roésssocial intermediaries
since they make available a metaphoric ramp — dgetkia simile from archi-
tectural accessibility — to audiovisual materias i8 the case for specialists
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in accessibility working in the physical world ofchitecture, urbanism or
transport, the audio describer should have a dewmerstanding of the
world and reality of those who have sensorial diffiies. Bearing this in
mind, and before arriving at our own list of skiéiad abilities, we looked at
the many recommendations and definitions providegrieviously pub-
lished literature on the matter.

According to Orero (2005), the skills needed tabeudio describer
as stated by the Audio Description Association amjonction with the
Open College Network West and North Yorkshire ia tJK are as follows:

the ability to summarise information accurately abgectively;

a good command of language;

a clear and pleasant speaking voice;

good sight and hearing (whether aided or unaided);

the ability to work as part of a team;

the commitment to access for disabled people, hadtovision of
quality Audio Description to blind and partiallygsited people.

Matamala (2006) devotes an article to the linguisspects and training
challenges in media accessibility and emphasis#s &s far as Audio De-
scription is concerned, professionals need vargmmpetences which can
be summarised in six items:

. the ability to undertake intersemiotic translatigfisrning images
into words), both intralinguistically and interlingtically, depend-
ing on the task commissioned;

. an excellent command of language and conventions;

. the ability to summarise information in order taptthe text to the
limited space available, keeping the original megnby means of
rewording and by using synonyms;

. the ability to adapt the linguistic style to theget audience and to
the product, by mastering different linguistic igrs;

. the ability to critically select the most relevamiormation;

. in live AD, good oral expression and excellentidict

In the same articlewhose conclusions are also portrayed in Ballesttet.
(2006)- the Spanish standard AD UNE 153020 (AENOR, 208%vesti-
gated. The Spanish Standard definition is “el dptar, audio-descriptor, 0
guionista es la persona que escribe el guién dmiddodescripcién” [The
describer, audio describer or scriptwriter is tieespn who writes the script
for the Audio Description] (2005: 5) and the “loouto narrador”, who is
“la persona que realiza la locucién del guién dddscripcién” ipid.) [The
voice talent is the person who reads the scrigingtations PO/AM). It is in
the recommendations concerning the writing feataféke script where we
can deduce the skills which will be needed by thscdber: to use adequate
vocabulary and precise adjectives, a rich, simplé #ee-flowing style,
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which should follow normative grammar. And for theice talent it rec-
ommends good vocal skills and highlights that adireend neutral diction is
of the essence. Finally, in the specific field logdtre plays, the standard
states that audio describers should be familidr thiéatre jargon.

Apart from the official standard, some professisri@ve listed various
competences when reflecting on their job. The $pamiudio describer
Navarrete (1997a: 71), for example, stresses feurs:

. describers should have wide and eclectic cinemapbge knowl-
edge;

. good cultural knowledge;

. a great literary ability that allows them to adaptdifferent styles
very quickly, and

. a great sensitivity to audiovisual products.

Moreover, audio describers should have a good leaye of theatre jargon
when describing theatre plays (Navarrete 1997b: 2B Catalan audio
describer Vidal (2004: 31) underlines the abilbysummarise information
and an excellent command of both synonyms and \akitls as musts. The
American describer Snyder (2004) chooses obsenyatilection of visual
information, usage of language and vocal skillghesfour pillars of AD,
whereas the British audio describer Hyks (2005kegrwith Snyder in
stating that describers should have great powenbsérvation and judge-
ment to decide what should be described, as well gsod command of
vocabulary to describe it.

A more extensive review of the competences of addecribers has
been put forward by Diaz-Cintas (2007) in an atibérived from a report
commissioned by the Centro Espafiol de Subtituladsugiodescripcion
(CESYA, www.cesya.es) and the proposals and rewctibraised in its
official presentation in Madrid, in November 20@iaz-Cintas includes a
series of competences under four categories:

. Linguistic competences:

» excellent command of the mother tongue in all itaesh-
sions, especially regarding vocabulary, grammar symd
tax;

» creativity and linguistic sensitivity;

» ability to edit and revise texts in the mother toag

» knowledge of English.

. Competences related to the content:
* general knowledge of disabilities and accessibility
* extensive knowledge of the world of deafness aitdbl
ness;
* knowledge of cinematographic language and the s&mio
of the image;



332 Anna Matamala & Pilar Orero

* knowledge of other modalities of media accessyhilit

* knowledge of the labour market and laws concer&bgf
and AD;

* extensive knowledge of the theory and practice DfiA
all its dimensions;

* knowledge of theatre;

» knowledge of the history of the arts.

. Technological or applied competences:
» computer literacy (general software and Internet);
* willingness to update and learn new software;
» ability to research and document for any issue;
» ability to work with AD software;
» advanced IT skills;
» vocal and prosodic skills.

. Personal and general competences:

* encyclopaedic knowledge;

» ability to self-learn;

» ability to analyse, summarise and interpret infdiom

» ability to think quickly, to relate ideas and reeagpidly;

* organisation, planning and information managemkitiss

» ability to think critically in problem-solving andecision-
taking processes;

» labour flexibility and ability to work under streasd time
constraints;

* willingness to work in a team;

» ability to act as an expert mediator in multicudtuenvi-
ronments.

As far as voice skills are concerned, one shouéd remind that in certain
countries — from a dubbing tradition — such as Bpaidio describers do
not generally venture into the field of recordinghich is traditionally re-
served to dubbing actors (Orero 2006, 2007) witlvgyéul unions and also
requiring the need of the equivalent of the Britistuity card. However,
even in such countries, live AD requires a profassi with certain voice
skills, although not necessarily at the same lasehose of a dubbing actor
(Matamala 2006, 2007).

Finally, although intralinguistic Audio Descripti@eems to be the
norm- i.e. AD created in a certain language for produngiin that same
language-, a line of investigation, as already pointed oytQrero (2005)
and Matamala (2006), is the translation of AD, esdly in countries with
a large import of audiovisual programmes in fordgmguages. Should the
translation of ADs become common practice, traiglatcompetences
would also have to be included in the list. Hyk®Q2: 8) considers that
“translating and rewording can sometimes take ag b not longer than
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starting from scratch” and adds that “the fact s@ne languages use many
more or sometimes fewer words to express an idadcastically affect
timings and as well as languages not being nedlyssamparable, our
different cultures are reflected in the AD”. Thoutiiis is an issue to be
further investigated, the market — as usual —risaaly practising AD trans-
lations. US distributors are now translating Ergl&cripts into German.
Benecke (2007) explains that this practice maylb®otvidely accepted by
the target audience since AD styles may differ frmme country or culture
to another.

All the previous competences come into play inedéht contexts which
give rise to various types of AD, as suggested tBr@(2006):

. depending on the product: dynamic (e.g., a film)static (e.g., a
picture). Dynamic products can be classified imie products (e.g.,
theatre plays) and recorded products (TV progranimes

. depending on the broadcasting system: synchromessrecorded;

. depending on the production: live or pre-recordatl $dmulating a
live production;

. depending on the process: production or postpramtuct

. depending on the AVT mode: dubbing + AD, audiogiibg, voice-
over + AD;

. depending on the narration: recorded or live.

Matamala (2007) reduces this comprehensive taxanglassification to a

key differentiation between recorded AD and live AWith three sub-

varieties in the latter group: planned ADs, impsed ADs and a third

group in between (the audio describer has visuhtise product but has not
been able to create a written description).

2. Designing a Course on Audio Description

Training people to understand, observe and impléraecessibility is the
basic objective of most media accessibility courddse areas of further
education in which media and audiovisual accedsilfilave been imple-
mented consist of courses from various fields ¢miemunication engineer-
ing, computer science, journalism, teaching, tetiemht) which focus on
different aspects depending on their interesth(tieal issues or content).
In Spain, various courses are offered on mediasaduéty (Badia &
Matamala, 2007) but very few prepare students tauako describers. The
module on Audio Description offered within the MAAVT at the UAB is
one of therh

The MTAV at the UAB derives from the postgraduatplaima in AVT
created in 2001 which then included different medu$uch as theoretical
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aspects of AVT, subtitling, dubbing, voice-over, Itimedia translation,

plus a series of seminars (Diaz-Cintas & Orero 20082003, an online
version of this postgraduate course was launchdaaear later the MA in
its face-to-face format was created, with a wideayaof courses. The cur-
rent version of the MA includes a compulsory mod(tleoretical aspects
of AVT), five basic modules from which studentses#lfour (dubbing,

subtitling, voice-over, multimedia translation argsearch project), plus
eight optional modules from which students chobseet (intralingual sub-
titing, Catalan for audiovisual translators, imtugtion to film studies,

videogame translation, audiovisual translation fr@erman into Cata-
lan/Spanish, audiovisual translation from Frencko iCatalan/Spanish,
audiovisual translation foundation and Audio Degstion). Audio Descrip-

tion was the last module to be included and wasdaed in 2006/07, with
19 students.

In the following sections the competences and lagroutcomes
of this course will be discusse@2(1) and sample exercises will be pre-
sented §2.2), as well as the assessment methods &28)( We shall not
discuss the technological requirements needed #ircdigital audiovisual
material and technologies available are plentifllere are two challenges
we face at universities: the first is related te #ipeed in which technology
is developing and the need to update, the secesdiri finding financial
resources to meet the latest requirements.

2.1. Competences and lear ning outcomes

After reviewing the literature and trying to adaptealistic view of what
can be achieved in a 20-hour course, the folloveimigpetences and skills
were prioritised when designing the course:

. excellent command of the mother tongue, especialiyarding vo-
cabulary (synonyms) and grammar;

. ability to observe an audiovisual production anéacehe most criti-
cal information;

. ability to summarise information in order to reagimchronisation;

. basic vocal skills;

. ability to adapt the linguistic style to the targetdience and to the
product, by mastering different linguistic register

. ability to translate ADs and synchronise them wtle time slots
available.

This does not mean that the competences and pkdiented in section 1
should be neglected, but some of these can beradgu other modules
within the MA (for example, in modules such as fitheeory and script
writing skills) and others should be a prerequisde enrolling for this
course (knowledge of English, for instance).
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Students should learn to apply these competencal tgpes of ADs pre-
sented in the previous sectierespecially in both live and recorded AD
and the final learning outcomes of the course wbeld

. to know and understand the needs of those who $igté problems
and want access to audiovisual media;

. to gain an understanding of the linguistic anduwalt issues which
are present in AD;

. to be able to identify and exploit the semiotiatelnships between
original soundtrack and images, which form the aistext when
writing an AD;

. to acquire the linguistic skills needed to writeAld script;

. to acquire the technical skills required in all 8teps of the process
of creating an AD;

. to develop professional criteria to make AD-relatgglistic and
functional choices based on genre and intendecace;

. to understand and follow conventions and standafdgood AD
practice;

. to develop specific AD skills in areas such as tapgt editing, locu-
tion and text compression;

. to develop IT skills to deal with AD software pragms;

. to be aware of the professional practice and tBeurees and links
for audio describers available on the internet

2.2. Course Content, Set Up

The course starts by offering an overview on thaataspects of Audio
Description:

. intended audience;

. short history of Audio Description;

. guidelines in Spain and other countries;
. audio describer profile.

Though the course is practical, when performingrtAeidio Description
tasks, students are requested to reflect on anairengf their decisions.

Since we are dealing with a postgraduate courséudiovisual
Translation, the students are also made to reflec¢he shifting definitions
between Translation Studies concepts and termigokgapplied in Audio
Description. This includes issues related to tiyaitcance (or lack thereof)
of concepts such as:

. fidelity;
. equivalence;
. source and target text;

. synchrony, etc.
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Fidelity, for example, should be qualified for AadDescription since the
description is not always related to the imagesciwhcan be seen
synchronically. This lack of fidelity is due to maneason, one being the
anticipation of an action —a common practice irdidLDescription.

Course activities are usually organised in grouipthiee people working
together with one computer. This association iggored to individual work
because

. it helps with the dynamics of observation: not gveerson focuses
on the same issues;

. it helps with relevance: to decide what is impartandescribe and to
help to prioritise;

. it helps with the research, choice of writing stghed the syntax;

. from a didactic point of view, it has all the betebf collaborative
learning;

. in some exercises one person can pretend to ba, Wimch — apart

from the possible academic benéfits has been shown to be ex-
tremely useful for creating empathy with the polesdudience. This
is the way Bernd Benecke teaches in his workshopsitror the
way ADs are created in Germany.

This setup has proven to be desirable. Previousreqze following a one-
student-to-one-computer setup showed poor outpstugfents’ comments
since they lacked constant feedback on their ptomucThe simulation of
a blind person in a team of three students not belgs to gain insight into
the perception of aural information, it also for¢ks other two students in
the process of discrimination of information anda#®tion. The percep-
tion of information and the choice of what to déseris not standard and
universal. Different people will chose differengugs as relevant to produce
the AD script. If two people work together they Iwiave to reach a con-
sensus on what is relevant and should be audioidedc

3. Exercises

Exercises are graded and designed to take studiemts a superficial

awareness of basic descriptive features of everylggcts to the very
complex film clip with simultaneous actions and ¢imos. We start from

descriptions of physical objects since it appedhed textures and colours
cannot be fully appreciated from a photograph omfan internet image or
clip. For transport and manipulation purposes weehfmcused on small
objects which can easily be carried in a bag. We feso taken into con-
sideration a personal affinity to the choice (babys, kitchen utensils,
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textiles, etc.) but similarly miniature replicaswofitage cars or warhammer
figures could be exploited as first objects to beaiibed.

3.1. First Exercises

First of all, we always provideach group of students with a small object
that they can handle. First students are given baliyes in different
shapes, forms and textures. Students in theseekiestises have to provide
long descriptions — compared to the lack of coniptesf the form of the
object: fifty words which should take into accotim¢ size, colour, texture,
etc.

Subsequently, students are given a kitchen utesnsdh is alien to Spanish
cookery ware: potato peeler, potato masher, citeser, citrus reamer,
melon baller, avocado slicer, etc.

After providing the description students are ast@dame the object in a
maximum of five words. This last request helps shid reflect on how
objects are defined by their functions, by their shapes, etcand helps

them summarise a longer description into a shorier

3.2. Follow-up Exercises

As already mentioned, the exercises are choseubsedawas decided that
students should be able to handle the objects tteberibed. It was agreed
that focusing on pictures of people, characters @slumes, rather than
sets— would be more feasible. Research for vocahukerminology, syn-
tax, style, etc. could also be carried out mostiefitly if the image was as
close to the students as possible to avoid anysqugesr interpretation. It
was decided to start from the basic componentsaamid with a bottom-up
approach.

a) Different materials

Each group is handed two square swaths of some20fdifferent tex-
tiles. First, the students have to define the typenaterial (linen, cotton,
silk, etc.) and then, with the help of internetrsbaengines, they have to
identify its weaving pattern: chiffon, organza,.e€coviding photograms of
films on the computer screens from where to desaistumes, props, etc.
did not work as well as students actually handiagerials to be described.
Though this exercise may sound excessive, in s@sesdt is the first time
students have to investigate a material in suchilddthis exercise does
simulate real working conditions when any costuras to be described, as
is the case when the describer is granted accespei@ or theatre cos-
tumes.
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Example:
Student group is handed a sample of Harris Twegathgbone

The students will have to identify that it is woalpd has a herringbone
pattern. This is a pattern consisting of rows ajrshslanted parallel lines
with the direction of the slant alternating row toyv and used in masonry,
parquetry, embroidery and weaving.

Fig. 1: Close-up of Harris Tweed herringbone materi

b) Different textures

This is a difficult issue, but since people witlgtdi problems may have
developed a more sophisticated tactile input, vgalight the need for a full
description. Again, students are presented with afribe following items
and are asked to describe at least five texturitsshdn green scourer,
kitchen aluminium scourer, ball of cotton, corkrfra wine bottle, a cube
of sugar, a walnut and a shawl.

So a cashmere pashmina shawl would be descriiesb#, rich,
luxurious, springy, warm, silky.

c) Different patterns and colours

This time, students have to describe the pattarndon the swath of mate-
rial previously given, along with the colour. Statle are encouraged to
give a lively description of colours, rather tha®en and brown: avocado
green or chocolate brown. Light is usually descatibs golden yellow, or
even enhanced with the use of synaesthesia sugbaas golden” or “cold
blue”.

Wallpaper samples can also be used for this exerBiatterns may vary
from the straightforward red and white gingham touay African batik, or
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the rich William Morris’ Strawberry Thief (Fig. 2pr an intricate Indian
paisley (Fig. 3).

Fig. 3: Indian paisley.
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d) Different costumes

Once students are aware of the many elements priesgsstumes, they are
given some fashion magazine cuttings. They had® titvo complementary

tasks. First, they are instructed to describe tdsutne. Then, they have to
provide the style or fashion trend in a maximunfiva words.

e) Different faces

The same procedure as for costumes is now exploitestercises for the
different elements present in a human face. Stsdarg shown pictures
which have to be described. Make-up and hairst@eatso considered here
as elements and students are also given pictufeses with make-up to be
described. At this stage, only facial features iarportant; emotions are
dealt with later when the students start describlifg.

An interesting example is to hand out the followthgee faces.

Fig. 4: Three faces

Students are asked to describe the faces, payegasmttention to the
facial features. After five minutes, the faces prejected onto the class-
room screen and students are asked to read aleirddéscriptions. It is
curious that the three faces are of the same manvitiu different hair-
styles. The issue of objective versus subjectiaeidgtion can be exploited
here.

3.3. Exerciseswith Film Clips

From now on students are presented with film clgpy] they have to put
into practice all the skills developed by the poes exercises. Time will
now be the restriction which they will have to takeo account when
choosing the relevant information to describe.
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a) The anagram of a film

This exercise is apparently extremely simple, bus in fact a challenge.
Students are asked to look on the internet forofening screenshot of a
distributor or producer, such as Buena Vista, Cblanfictures, for exam-
ple the eight seconds of the Metro Goldwyn Mayen lioaring. They are
asked to describe it bearing in mind synchronisatio

As soon as we start working with film clips, thdfelient templates
from different studios and countries to producermps are shown. As with
film scripts, Audio Description texts have diffeteiormats since there is
not consensus on the best or optimal presentdtanthis reason, students
are shown some different scripts, and they cartheséormat they like best.

b) Two minutes of a simple linear action

The students now receive a two-minute clip of ocioa. The clip chosen
shows only one action at a time. They have to predusynchronic Audio
Description. In the course we try to use, as mwlp@ssible, recent film
releases, and an example for this exercise wiltheeopening of Woody
Allen’s Scoop(2006) when Joe Strombel, played by lan Macshania i
Charon's ferry on the Styx carrying the soul of tead to Hades.

c) Two minutes of an artistic film

The total running time of the clip to be audio désexd is two to three min-
utes. Its content is more complex than the aceding place, and descrip-
tion also has to take into consideration other el@spresent on the screen.
That is, students have to narrate the action wtakhs place, but also the
characters, such as the chaseRobot(Alex Proyas 2004).

d) Two minutes of a complex scene

This clip is chosen because of the many actionagaglace in a synchro-
nous way. Students have to take decisions whilg dmenment on why
some actions were chosen while some were discarfthedfinal fight scene
from Kill Bill 17 (Quentin Tarantino 2003) is a good example.

e) The opening credits

Opening credits may vary: from the simple typogsapm a black fore-
ground such as Woody Allen openings, to the attigtiening ofCatch me
if you carf by Steven Spielberg (2002). In fact, credits mayohe of the
most complex AD exercises given the number of \em which may be
present (Orero & Wharton 2007), and sometimessynghronous way: the
titles, the music possibly with meaningful lyrisgme written information,
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and a story within a film, or the ambience and woss. It may be an open-
ing of a film, such as th®erchant of VenicéMichael Radford 2005). In
this film the plot starts before some credits appehich forces the produc-
tion of an AD of the plot, the characters, the targ and very complex
costumes. This film is chosen as the last exesisee this clip demands
from the students all the skills which have beeogpessively acquired
throughout the course. The AD is written out if,fetudents are also asked
to write any additional comments they wish to. Téxercise is assessed for
the final mark.

4. Assessment

Student’s work is assessed in each class. Pattmipaomments and re-
plies are taken into consideration as well as eglequestions asked while
performing exercises. The only written work whicksho be handed in is
the AD of a film opening and the initial credits afilm. Evaluation in this
case takes into consideration the choices madeg alith the justification
given for them. It also takes into consideratiom tocabulary, terminology,
plus the overall effect of the AD, since it has&synchronic.

5. Conclusions

Much thought and preparation have gone into thegdesnd implementa-
tion of this course. A wide range of exercises hbagen provided since
students change every year and it has been foatdvtiat may be a very
fast or easy exercise for one group may take aiderable amount of time
for others. Student’ affinity to exercises is alsgportant. For this reason,
many more exercises that can be performed in 20shbave been de-
scribed as guidelines. Different materials, exesciand approaches were
chosen and tested during classes and coursesaidgfferent universitie’s
Students were asked at the end of each exercm@miment on the useful-
ness and degree of satisfaction. Using the olddasd method of trial and
error we were able to achieve what has been shownis article. Students
were extremely interested in the course, and s@un&led to take this spe-
ciality as their research topic, and it is hopeelythvill become successful
describers providing high quality scripts to makeliavisual media acces-
sible and enjoyable.

Bibliography

AENOR (2005) UNE 153020. Audiodescripcion para pees con discapacidad visual. Requisitos
para la audiodescripcién y elaboracion de audiegiadrid: AENOR.

Badia, Toni; Matamala, Anna (2007) “La docenciaaenesibilidad en los mediosTrans11, 61-
72.



Designing a Course on Audio Description 343

Ballester, Ana et al. (2006) "La formacion del aufdiscriptor y el subtitulador para sordos: un reto
europeo para la Universidad espafiola”. Adaptaulaldad, normalizar la diversidad. Il
Congreso Nacional sobre Universidad y Discapaciftedirid: Vicerrectorado de Estu-
diantes (UCM), 410-420.

Benecke, Bernd (2007) "Film AD". Workshop deliveradhe Advanced Research Seminar in
Audio Description, Barcelona: Universitat Autonod®Barcelona February 12-16.

Diaz-Cintas, Jorge (2007) "Por una preparaciératidad en accesibilidad audiovisualtans11,

Diaz-Cintas, Jorge; Orero, Pilar (2003) "Postgréel@ourses in Audiovisual TranslatioThe
Translator9 (2), 371-388.

Hyks, Veronika (2005) "Audio Description and Tratgin. Two related but different skills".
Translating Today4: 6-8.

Matamala, Anna (2006). "La accesibilidad en los im&daspectos linglisticos y retos de forma-
cién". In Amat, Ricardo; Pérez-Ugena, Alvaro (e@)ciedad, integracién y television en
Espafia Madrid: Laberinto, pp. 293-306.

Matamala, Anna (2007) "La audiodescripcion en diaedn Jiménez, C. (edTraduccién y acce-
sibilidad: la subtitulacién para sordos y la audiEstripcion para ciega Berlin: Peter
Lang, 121-132.

Navarrete, Francisco Javier (1997a) "Sistema AUDES@rte de hablar en imagendsitegra-
ciéon 23, 70-75.

Navarrete, Francisco Javier (1997b) "Aplicacioteatro del sistema AUDESClhtegracion24,
26-29.

Orero, Pilar (2007) "¢ Quién hara la audiodescripcidmercial en Espafia? El futuro perfil del
descriptor”. In Jiménez, C. (ed-)aduccion y accesibilidad: la subtitulacion parardos
y la audiodescripcion para ciegdBerlin: Peter Lang, 111-120.

Orero, Pilar (2005). "Professional recognition,gticee and standards in Spaifftanslation Watch
Quaterly, Volume 1, Inaugural Issue. TSI: Melbourne. Augra’-18.

Orero, Pilar (2006) "Algunas consideraciones stdbeidiodescripcion comercial en Espafia”.
Amat, Ricardo; Pérez-Ugena, Alvaro (ed®)ciedad, integracion y television en Espafia
Madrid: Laberinto, pp. 277-292.

Orero, Pilar & Steve Wharton (2007) “The Audio Degsiton of a Spanish Phenomenon:
Torrente”. JosTrans 7: 164-178.

Remael, Aline & Gert Vercauteren (2007) “Audio ddsiag the exposition phase of films.
Teaching students what to choosBrans11: 73-94.

Snyder, Joel (2004) "Audio Description. The VisMide Verbal." Seminar delivered in Leiria,
Portugal. September 30-October 2.

Vidal, Albert (2004) "La audiodescripcion: una leemienta de ayuda para los ciegos". Integracion

32: 30-31.
Filmography
Catch me if you caf2002) Dir. Quentin Tarantino
USA
Dir. Steven Spielberg Merchant of Venice (2005)
USA
| Robot(2004) Dir. Michael Radford
USA Scoop(2006)
Dir. Alex Proyas US & UK, Dir. Woody Allen
Kill Bill 1 (2003)
USA

Dir. Woody Allen



344 Anna Matamala & Pilar Orero

3

© ® N o

This article is part of the research project “&libg for the Deaf and Hard-of-Hearing and
Audio Description: First Scientific Approaches aftheir Applications”. Ref: HUM2006-
03653FILO, funded by the Spanish Ministerio de Edhirin.

A module on Audio Description has been includethenMA in Audiovisual Translation

(MTAV, www.fti.uab.es/audiovisual/) at the Univetati Autonoma de Barcelona (UAB) in its
face-to-face format in the 2006/07 edition. Ther@format will start from 2008.

The pretend blind person takes the role of theher. His/her comments and questions help the
other two students to perform a more accurate gieer. This practice enhances both control
and dynamism, and everything is performed in a melexed, less formal atmosphere.
http://www.youtube.com/watch?v=XVEfIECtIBM. (lagisited on 24 February 2007)
http://www.youtube.com/watch?v=CEdubG3RjVE&modaated&search=. (last visited on 24
February 2007)

http://www.youtube.com/watch?v=8C-pRG_BDNg. (lisited on 24 February 2007)
http://www.youtube.com/watch?v=W9E-iK-Ivis. (tagsited on 24 February 2007)
http://www.youtube.com/watch?v=iVEgK3nCkao. (laistited on 24 February 2007)

Short AD courses were given at Universidade deo\dgd Universitat Jaume | both in Spain
during 2007.



