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In this paper, we will review the concept of the video game as the most sophisticated example of audiovisual text in terms of its multimodal nature. We will also describe how the message is conveyed through the three communication channels that construct the semiotic structure of a video game. After that, a new research approach proposal will be presented, based on the multimodal configuration of video games. As the distinguishing aspect that characterizes video games as a unique type of audiovisual text, game situations will be the unit of analysis in this research approach. Finally, we will briefly outline the structure of the research proposal and some preliminary results will be offered. 
1. Video games as a modern object of study
Since their origins in the late 19th century, audiovisual products have achieved a steady growth and undergone rapid technological development. Audiovisual Translation (AVT) plays a fundamental role in the expansion of this medium, and research in the field has also increased in the recent years, especially in the late 20th century with the boom of new technologies (Gambier, 2012, p. 45). This brought about the exponential development of modern audiovisual products, as is the case with video games. Although their origins date back to more than 50 years ago, they still represent a quite recent product, considering that the first movies appeared at the beginning of the 20th century. Technological evolution, together with the birth of new types of media, requires novel research approaches in order to maintain up-to-date translation processes.
The origins of video games date back no further than to the early 60s (Levis, 1997; Juul, 2005; López Redondo, 2014). However, they have developed at a rapid pace, especially from the 90s, and nowadays they represent the leading entertainment industry in the world, generating an income close to 98 billion dollars every year (AEVI, 2017). In Spain, these figures play an equally important role: in 2015, around 15 million game players were estimated to generate an income of 1.2 billion euros for the game industry. This far exceeds the revenues produced by the cinematographic industry in the same country in 2015 (id.). As the numbers show, video games represent an immensely popular entertainment product in our society that, nonetheless, have not yet been deeply explored in academic studies, and even less is known about their localization and AVT process (O’Hagan, 2007, p. 2).
Video games represent a very complex―and interactive― audiovisual medium. Thus, their adaptation to other cultures implies a process of localization beyond a mere linguistic translation (Bernal-Merino, 2006). Within this process, AVT represents just one of the phases; it shares remarkable similarities with the AVT used in movies and TV productions, but there are also some important differences, caused by the multimodal idiosyncrasy of video games, which creates new research needs.

The aim of this article is to analyze the modern audiovisual medium of video games as one of the richest examples of multimodal texts, given their complex semiotic construction (Maietti, 2004). They represent an audiovisual medium closely resembling cinema, and their narrative configuration is based on film language. Nonetheless, video games feature a unique characteristic: a third channel of communication in their semiotic construction: the tactile channel (Pujol, 2015). Bearing all this in mind, our goal in the following pages is first to offer a review of the term video game from a multimodal perspective, focusing on the different semiotic channels and codes that construct it.
We will proceed to outline a proposal for a descriptive analysis of video games based on the different game situations, which represent our unit of analysis and derive from the semiotic configuration of the product. To narrow down the analysis, this proposal will focus on dubbing and synchrony, and a new taxonomy of dubbing synchronies will be offered: while only two channels are taken into consideration when creating the translated text in a movie, a third interactive (tactile) channel intervenes in the configuration of a video game, thus dividing its content in different game situations that, in turn, require specific forms of synchronization.

Our research belongs to Descriptive Translation Studies (DTS), with a specific interest in offering a new multimodal approach to game analysis within the field of AVT. Moreover, we consider it necessary to turn to other research areas that are closely related to our object of study, as it is a very complex product that requires a multidisciplinary approach. Specifically, “games are both object and process; they can’t be read as texts or listened to as music, they must be played. Playing is integral, not coincidental like the appreciative reader or listener” (Aarseth, 2001). As playing video games is integral, research on them should be as well.
Apart from dubbing (Fodor, 1976; Whitman-Linsen, 1992; Chaume, 2004, 2005, 2012), we also include Game Studies among our basic resources (Aarseth, 1997, 2001; Frasca, 2001, 2003; Scholand, 2002; Apperley, 2006; Arsenault, 2009; Clearwater, 2011), as well as semiotics (Maietti, 2004), considering both areas a required complement to Translation Studies. Communication Studies will also be explored (Pérez Latorre, 2010; López Redondo, 2014). Finally, authors specializing in video game localization will offer quite valuable perspectives (Maxwell-Chandler, 2005; Mangiron and O’Hagan, 2013; Bernal-Merino, 2006, 2015; Méndez González, 2015; Chandler, 2006; Le Dour, 2007; and Sioli et al., 2007).
2. The multimodal structure of video games
“Por su propia naturaleza material, los videojuegos son el hijo primogénito del encuentro de la informática y la televisión y prefiguran la nueva generación de los sistemas de comunicación” (‘Due to their own material nature, video games are the firstborn from the encounter between computing and television, and they prefigure the new generation of communication systems’) (Levis, 1997, p. 27). The sum of computer and television media represents the starting point of our object of study. Its complexity can also be analyzed from the point of view of communication and entertainment: “Video games comprise interactive elements in text and graphics, as well as multimodal user input mechanisms, and in some cases also include non-interactive audiovisual elements in the form of pre-rendered movies” (O’Hagan, 2007, p. 2).
In view of so many different areas that converge in the configuration of a video game, López Redondo (2014, pp. 25-26) reviews some definitions and eventually adopts a broader and more ludic point of view from which he understands video games as a basic human entertainment activity: they are, simply and basically, games. Thus, they can also be defined by the most commonly accepted definition of game (ibid., p. 28):

A voluntary activity or occupation executed within certain fixed limits of time and place, according to rules freely accepted but absolutely binding, having its aim in itself and accompanied by a feeling of tension, joy, and the consciousness that it is different from ordinary life. (Huizinga, 1968)
Along these lines, Frasca (2001, p. 4) points out that it is important to clarify how a game is defined in order to then determine what the particularities are of a game played in an electronic environment. In fact, the automatic and most naïf response to the question of what are video games would be “games that are played with a computer” (id.). Obviously, our definition needs to go further, since ludic definitions like these do not refer to the computer and television aspects mentioned before, which start to delimitate the particularities of a video game in comparison to any other game, which are of special interest from the point of view of translation and localization.
Although López Redondo completes the definition of a video game then referring to the aspects that distinguish it from other ludic activities, we agree with Bernal-Merino (2015) in understanding the term game as the hypernym par excellence under which video games can be situated, though this term is frequently used by researchers and the press (as well as by us in this article) as a synonym of video game, as a shortening of the term.
López Redondo insists on the wide variety of aspects that can be considered when defining a video game. In spite of that, he puts forward a functional definition that is very representative of what a video game is:
A video game is a multimedia interactive form of entertainment for one or more individuals, powered by computer hardware and software, controlled by a peripheral […], and displayed on some kind of screen. […] They are fully independent computer applications offering detailed feedback to players in terms of their performance. (Bernal-Merino, 2015, p. 18)
This definition is summarized as a “multimedia interactive entertainment system” (MIES), a concept that the same author uses to refer to video games. Along these lines, Frasca (2001, p. 4) offers a quite similar definition, also used by Mangiron & O’Hagan (2013, p. 65):
I will use the term videogame in the broadest possible sense, including any forms of computer-based entertainment software, either textual or image-based, using any electronic platform such as personal computers or consoles and involving one or multiple players in a physical or networked environment. (Frasca, op. cit.)
Levis (1997) and Maietti (2004) also both offer their own definitions of video game and agree in conceiving it as entertainment software which allows the user(s) to participate in the events on-screen, according to certain rules; the latter author notes that video games represent interactive texts. Since it is a product in which the acoustic and visual codes merge with interactivity, it is evident that we are dealing with a multimodal system in which interaction between the different codes constructs the meaning for the player.
Finally, it is also pertinent to refer to the audiovisual and interactive aspects that characterize video games, as they are fundamental references when differentiating video games from other entertainment or professional products. As Pérez Latorre states (2010, p. 35), video games are distinguished from traditional games by their electronic and audiovisual qualities, together with the device interface. Furthermore, video games are different from other types of audiovisual experiences, such as watching a movie, because of the determining influence of the user’s participation in the development of the story.

Thus, this will be the concept of video game with which we work in our research, from the point of view of AVT: a video game is audiovisual entertainment software that allows the player(s) to interact amongst themselves and with the on-screen events, according to a set of rules established beforehand.
2.1. The video game as an interactive audiovisual text
Now that the video game has been defined from the translation standpoint, we can classify it as the most complex example of audiovisual text, given its multimodal and interactive features (Bernal-Merino, 2015; Levis, 1997). In fact, video games fit in the definition of audiovisual text given by Chaume (2012, p. 100): “An audiovisual text is a semiotic construct woven by a series of signifying codes that operate simultaneously to produce meaning.” 

This semiotic construct is based on the different codes that are transmitted through the acoustic and the visual channels (ibid., p. 172). In video games, however, we can find up to three different channels: the acoustic and the visual, but also a tactile channel (Pujol, 2015, p. 134), which makes video games a unique audiovisual text. López Redondo (2014, p. 32) also insists on this distinctive feature and considers it essential for the success of this modern form of entertainment. According to the author, video games are the first medium in which multiple stimuli and visual dynamism are combined with the active participation of the user. This turns them into a new concept defined as interactive multimedia. 
If we further examine the structure of an audiovisual text, the framework offered by Zabalbeascoa (2008) will be of great interest to classify audiovisual texts on a double axis: the audio-visual (horizontal) and the verbal-nonverbal (vertical). Audiovisual texts can be classified at 25 different points, depending on the inclusion of more or less verbal and nonverbal elements, combined with a greater or smaller presence of audio or visual aspects. Pujol (2015, p. 139) also uses this framework to show that video games can be classified in such a semiotic structure as well. 
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Figure 1: The two axes of audiovisual communication (Zabalbeascoa, 2008)

According to Pujol (2015, p. 142), a video game can be situated at nearly any point within the chart (except for the ends of the axes), since the message is transmitted through the linguistic code, with a greater or smaller presence, in combination with the acoustic and visual channels. However, we mentioned before that in video games there is a third channel at play, thus, we need to expand the framework to include this new feature. As happens with traditional audiovisual texts, the result is a semiotic construct that the audience (or the player, in the case of video games) deconstructs in order to understand the meaning of the text (Chaume, 2004, p. 19), with the particularity that we need to include the tactile dimension when dealing with video games.
Maietti (2004, p. 117) also describes the configuration of the audiovisual text in a video game as based on the player’s enjoyment. They are given a series of possibilities through the acoustic and visual channels, but these are regulated by the new tactile channel, hence the player becomes the main character of the story and has the means to control it.
For this reason, Pujol (2015, p. 144) modifies Zabalbeascoa’s framework in order to add the tactile channel, which he considers to be distributed throughout the whole text, otherwise communication would not take place, because the events would not develop. The tactile and kinetic channel is the one that canalizes interaction, and it is combined with the acoustic and visual channels simultaneously to create meaning. However, the tactile channel does not create meaning by itself, but rather activates the production of meaning, since this meaning is shown through the acoustic and visual channels.
Based on Pujol’s proposal, we offer a new figure where interaction through the three channels is represented as a three-dimension image.
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Figure 2: Codes and channels creating the meaning in a video game

Our proposal is a three-dimension figure in which the X axis is the visual channel; the Y axis is the acoustic channel; and the Z axis, the new dimension, is the tactile channel. The semiotic codes transmitted through each of these channels merge and distribute themselves all throughout the inside of the cube, since their continuous interaction is what creates the meaning of the text.
As we can see, together with the visual and acoustic codes transmitted through their respective channels (Chaume, 2004; 2012), there are a series of rules within the video game, which are represented above as the normative code. They intertwine with the rest of the codes to activate them in specific ways. These rules establish the different possibilities or choices that a player has when acting within the virtual world created by the rest of the semiotic codes (Maietti, 2004, p. 119). They constitute the normative code transmitted through the tactile channel.

2.2. The rules in the multimodal configuration of a video game

As Pérez Latorre states (2012, p. 1906), rules are the emblematic and singular sign of video games design. He distinguishes between two sets of rules in the semiotic configuration of a video game: those related to performance competences (rules involving the player), and those rules related to the behavior of the non-playable characters (NPCs) and the dynamics of the phenomena taking place within the world of the game (the rules of the environment of the video game).

Salen and Zimmerman (2005, p. 65) also understand rules as the basic signal that structures the message in a video game, which they conceive as a system of signals organized by rules: “rules and play create carefully orchestrated instances of designed interaction” (ibid., p. 66). Along these lines, Juul (2005, p. 58) describes rules as signals that channel interaction between the game and the user: they impose limitations and offer possibilities for the players. They prevent the players from acting in specific ways, but they also offer other possible actions that create meaning. “The rules of the game construct a state machine, a ‘machine’ that responds to player action” (ibid., p. 56). The author also distinguishes between the rules that govern players’ action and those determining how the game reacts.
In this semiotic system, all the components are interconnected and interrelated to create a common meaning. As occurs with the acoustic and visual codes creating the semantic structure in a traditional audiovisual text (Chaume, 2004, p. 19), in video games the structure is based on a series of internal rules that govern reactions and interactions among the NPCs and the environment, and a series of external rules that provide interaction with the player (press X to jump, press B to hit your opponent, etc.). In other words, the code transmitted by the tactile channel includes an external normative code (referring to the player) and an internal normative code (referring to the internal environment of the video game). As we can see, the player’s actions are basic to make the story and the on-screen events develop, since the ultimate meaning of a video game comes from the player’s performance.
Bearing in mind this normative structure, we can say that the different codes that construct the meaning of an audiovisual text need to be extended to three semiotic channels when dealing with video games: the acoustic, the visual and the tactile channels. Thus, video games represent the most sophisticated instance of an interactive and multimodal text, with the player taking the main role in them (Maietti, 2004, p. 120).

3. Game situations as units of analysis

Given the multimedia and interactive features of video games, it is natural that, when playing, events do not develop lineally, but rather a series of situations alternate throughout the game. They imply different conditions for interactivity: these game situations (Pujol, 2015, p. 150) can be understood as the different forms of interaction (or absence of it) in a video game. There are four types:

· Tasks: instructions given to the player. 

· Game action: dynamic moment of the game, when the player has full control of the activity.

· Dialogues: dialectical exchanges between the NPCs and the player, or among NPCs. They can take place partially restricting the action (for example, limiting the action options to just a few camera changes or to walking) or not restricting it at all.

· Cinematics: video clips based on cinematographic resources that complete the story. They stop player’s action completely.  

All the translatable game assets of a video game are displayed in some of the above game situations. These game assets
 are in-game text, art assets and audio assets (Maxwell-Chandler, 2005, pp. 138-142). 
Game situations are a direct result of the presence of the normative code of a video game: when participating, the player creates a continuous alternation of situations directly derived from interactivity. In this way, apart from the information transmitted through the acoustic and visual channels, the tactile channel works on a higher level to organize the content of the video game in different units or situations, depending on how the interaction takes place with the user. This higher level works as an intangible structure of game situations.
Being aware of this alternation of game situations is fundamental for the translator, because each situation imposes specific restrictions that determine the translator’s choices. Likewise, game situations can be used when conducting research as the unit of analysis within a video game. More specifically, in order to carry out an empirical analysis like the one proposed below, based on a corpus of video games, the different game situations will constitute a useful classification of the translated material that the game includes. With this classification, we can analyze different aspects of the translatable assets in the video game, such as subtitling or, in our case, the types of synchronies in dubbing.
4. The perspective of traditional dubbing
Now turning to the audiovisual mode that we will analyze in a video game, it should be said that dubbing must meet certain quality standards in order to satisfy the audience’s expectations (Chaume, 2005). One of these standards is synchronization, which includes matching the articulatory movements of the characters (lip-sync), their body movements (kinesic synchrony) and the length of the utterances (isochrony) (Chaume, 2012, p. 68). This quality standard is one of the many aspects that can be studied and compared between cinematographic dubbing and dubbing in video games, and it will be the focus of our research.
“Synchronization is the process of matching a target language translation to the screen actors’ body and articulatory movement in a recording made in a dubbing studio” (Chaume, 2012, p. 67). Due to the multimodal nature of audiovisual texts, the different semiotic codes transmitted through the acoustic and visual channels shape the audiovisual text in such a way that it might require a higher or lower level of synchronization. Especially important are the types of shots, the photography, the mobility codes, the paralinguistic ones and off- and on-screen sound (Chaume, 2004; Pujol, 2015, pp. 189-193) since all these features have a direct impact on the linguistic code. Among them, the types of shots have a direct effect on the inclusion of the different types of synchronization, as Chaume (2004, p. 256) reflects in the following chart.

Table 1: Relationship between the types of shots and the three dubbing synchronies
	
	Phonetic synchrony
	Kinesic synchrony
	Isochrony

	Long shot
	Irrelevant 
	Irrelevant 
	Irrelevant 

	Medium long shot
	Irrelevant 
	Yes
	Yes

	Medium shot
	Irrelevant
	Yes
	Yes

	Close-up
	Yes
	Yes
	Yes

	Extreme close-up
	Yes
	Yes
	Yes

	Very long shot
	No
	No
	No


This model will be of great interest when carrying out a descriptive study of the different types of synchronization in the dubbing of video games. However, it is necessary to take into consideration the multimodal nature of video games in order to adapt the model of traditional audiovisual texts and define a new taxonomy for the more varied classification of the synchronies used in video games.
4.1. The new taxonomy of synchronization in video games

According to Pujol (2015, p. 197), the synchronization phase in the dubbing of a video game does not take place in the same way as in a movie; on the contrary, it is instead understood as “a gradation of constraints” that the translator has to take into account. Depending on the different degrees of constraints, up to five types of synchronies can be found in the dubbing of a video game: wild (VO), time constraint (TC), strict time constraint (STC), sound-sync (SS) and lip-sync.
These five types of synchronies can be associated with the different semiotic codes, as illustrated in the chart below, adapted from the one proposed by Pujol (2015, p. 198). The impact of the semiotic codes participating in the different levels of constraints lets us establish a comparison between the taxonomy of synchronization in video games and the three synchronies already known in movies and TV:

Table 2: Synchronization in video games compared to traditional audiovisual texts, and their relationship with semiotic codes

	Game situation
	Type of synchrony
	Semiotic code
	Cinematographic type of synchrony

	Acoustic 
	and visual channels

	TACTILE CHANNEL: normative codes
	

	Tasks
	· Wild
	None
	· None

	Game action
	· TC
	Off- and on-screen sound
Photography
	· None
· Isochrony
+/-10%

	Dialogues
	· STC

· SS
	Off- and on-screen sound

Photography
Mobility codes

Paralinguistic codes
	· Isochrony
· Isochrony and kinesic synchrony

	Cinematics
	· Lip-sync
	Off- and on-screen sound

Photography
Mobility codes

Paralinguistic codes

Types of shots
	· Isochrony, kinesic synchrony and lip-sync


As we can see, the different levels of constraints mentioned by Pujol (op. cit.) are a direct consequence of the higher number of semiotic codes that affect and influence the linguistic one. It is also interesting to compare the different types of synchronies described in video games with the types of synchronies in cinematographic dubbing: in both cases, the semiotic codes (acoustic and visual) that come into play are the same, though synchronization in video games includes more options (up to five types of synchronies). This is because not only the acoustic and visual codes are active, but also the normative codes transmitted by the tactile channel’s intervention. They cause a continuous alternation of game situations, representing a higher level of restriction, and are a direct consequence of the participation of the player through interaction.
Therefore, in the chart above depicting the types of synchronies expected in a corpus of video games, game situations are the basic unit of analysis, since they imply different levels of restriction and derive from the various forms of interaction that the player can have with the video game.
4.2. Approaching the analysis

We propose an empirical analysis within the framework of DTS: using a video game as our corpus, we can analyze the different types of synchronies in its dubbing. The unit of analysis will be game situations. The game chosen belongs to the action-adventure genre: Batman: Arkham-Knight (Rocksteady Studios, 2015).
This game will be played in in the dubbed version into Spanish (Spain), and later in the source language (English), covering the same path as much as possible. Hence, we follow Toury’s model of analysis (1995) focusing first on the target text, and then searching for the translated units in the original. We will play only until the main goal of the game is accomplished, ignoring any secondary missions, otherwise there will be no clear limit to the time we spend playing.
While playing, the types of synchrony observed in the different game situations will be noted. These game situations will alternate continuously throughout the whole game: every time a new game situation starts, a new record will be added and the type of synchrony observed in it will be registered. Proceeding this way, we will obtain an empirical classification of the types of synchronization used in this video game, and we will observe if it corresponds to the different constraints expected and represented in Table 2. We will also compare the new taxonomy obtained with the types of synchrony used in movies and TV, to see how both classifications differ when a new semiotic channel (the tactile channel) comes into play.

4.3. Preliminary results

After playing 12 hours in the Spanish dubbed version, and 12 hours in English, we obtained the following data for the game situations found in Batman: Arkham Knight (BAK):

Table 3: Game situations in BAK

	
	SPANISH DUBBING
	ENGLISH DUBBING

	Game action
	190 – 34.36%
	187 – 34.95%

	Dialogues
	174 – 31.46%
	168 – 31.4%

	Tasks
	91 – 16.46%
	81 – 15.14%

	Cinematics
	98 – 17.72%
	99 – 18.5%

	TOTAL
	553 records
	535 records


Since it is an interactive product, it is not surprising that fewer units were obtained in English, especially game action and tasks. We already knew the puzzles and obstacles hidden in the game the second time we played, thus, we solved some of them more easily and faster, and some of the instructions or enemies did not appear automatically, as occurred the first time. The level of difficulty, however, was practically the same in both versions since the game maintained the equipment improvements and the skills developed by the character. Consequently, the difficulty was increased to make enemies equally strong. This is why we spent the same time playing both versions of the game.
If we look at the types of synchronies according to the game situations, we can see that they are displayed differently in each situation: tasks are always transmitted by an off-screen voice, thus, applying wild synchrony; cinematics tend to use lip-sync (68.37%) combined with wild (14.29%) and a few cases of sound-sync (10.2%), STC (3.06%) and TC (3.06%); game action switches from wild synchrony (62.63%) to TC (36.32%), and only a small number of units present SS and lip-sync (0.53% in both cases); finally, dialogues are the most complex situation: sometimes they restrict the player’s action partially, forcing them to see the dialogue (although camera movements and walking are permitted), and sometimes dialogues do not interfere with the player’s action at all. The following are the percentages obtained in dialogues: lip-sync represents 23.12% of the cases; 32.73% of the dialogues are SS; 5.17% consists of STC; 2.87% of the dialogues are TC; and finally, 27.59% of the dialogues are dubbed wild.
In view of these preliminary results, we can conclude that, in BAK, game situations do imply a higher or lower level of restriction that require the five different types of synchronization described for video games. Compared to cinematographic synchronization, the results are summarized in the chart below.

Table 4: Game situations and types of synchronies in BAK

	Game situation
	Frequency
	Type of synchrony
	Cinematographic synchrony

	Game action
	34.36
	Wild (62.63%)

TC (3.32%)
	Isochrony +/-10%

Kinesic

	Cinematics
	17.72
	Wild (14.29%)

SS (10.2%)

Lip-sync (68.37%)
	Isochrony, kinesic, lip-sync

	Dialogues
	31.34
	Wild (27.59%)

SS (32.76%)

Lip-sync (32.38%)
	Isochrony, kinesic, (lip-sync)

	Tasks
	16.46
	Wild (100%)
	None


5. Concluding remarks and future perspectives
As discussed, video games represent a technological and multimodal space that creates different forms of interaction between the on-screen events and the player. Consequently, their localization process encompasses a wide range of technical and functional aspects that need to be adapted in order to maintain the gameplay created by the multiple dimensions and modalities of a video game (O’Hagan, 2007, p. 5).
Bearing these features in mind, this article has offered a review of the concept of video game including the different dimensions of the product: audiovisual entertainment software that allows the player(s) to interact amongst themselves and with the on-screen events, according to a set of external and internal normative codes, which are established beforehand.
This definition refers to the semiotic configuration examined later: video games are audiovisual products that add a third semiotic channel, apart from the acoustic and visual channels already described for movies and TV productions. The new tactile channel transmits the normative code that regulates interaction.

This new multimodal configuration also carries implications in the field of Translation Studies. The semiotic structure must be observed when designing empirical analyses focused on video games from the perspective of audiovisual translation: this is the case with the analysis that has been proposed and briefly described. Here synchronization has been chosen as one of the aspects that characterize dubbing, in order to study how the new semiotic configuration of a video game creates the need to design a new taxonomy of the types of synchronization, different from that of cinematographic dubbing. The unit of analysis for such a study are the different game situations that derive directly from the interactive dimension of a video game, and they could be used in the future to draw a map of the characteristics of dubbing, subtitling or any other form of audiovisual translation in video games.
Finally, it should be pointed out that research on the localization of video games is still scarce and recent, and it should be expanded in order to benefit not only professional translators and localization companies, but also to contribute to the better training of translation students. As O’Hagan states (2007, p. 5), “the games localisation sector currently operates using intuition developed from experiential evidence rather than on the basis of reliable hard data from research findings”. Therefore, the game industry as a whole would benefit from further research on the process of localization, and Translation Studies would also be enriched with new research approaches that consider the different domains that configure such a complex audiovisual product as video games.
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