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The topic of this paper is Audio Description (ADRJ blind and partially
sighted people. | will outline a discourse-basegrapch to AD focussing
on the role of mental modelling, local and globaherence, and different
types of inferences (explicatures and implicatur@gplying these concepts
to AD, | will discuss initial insights and outlinguestions for empirical
research. My main aim is to show that a discourased approach to AD
can provide an informed framework for researchinirag and practice.

1. Audio Description: from practice to research

AD in its present form is a rather recent developimi is a means of help-
ing blind and partially sighted people to accestiausual contents includ-
ing film and theatre performances by using quietmaots in the original to
provide a verbal description of the actions, scgnbody language, and
other relevant details. While the practice of ADslis origins in theatre
(Pfanstiehl & Pfanstiel 1985; Piper 1988), it h&ss been extended to
cover a wide variety of settings from film and TYogrammes to theatre,
opera, museums and art galleries (see e.g. Bergiifd& Holland forth-
coming; Hyks 2005; Matamala 2005; Snyder 2005).

Published research on AD is still scarce. It hasigsed almost exclu-
sively on film and TV and has mainly addressedemdl’ factors such as the
overall technical conditions for the provision dDAstructural aspects of, and
audience reaction to, audio described contents: Beroject AUDETEL
(Independent Television Commission, 1992-95) irigattd technical, artis-
tic and economic issues associated with the pavisf AD in the UK. Sur-
veys among the target audience on their viewingthamnd difficulties in
following TV programmes, experimental viewing sessi and a critical
analysis of existing materials revealed a wide eadigAD styles and many
differences in audience expectation (OfCom 2001titPet al. 1996; for
further research on audience reception see SchenéidKirchner 2001; on
styles see Felst al. 2006, Matamala 2005). The EPSRC project ‘TIWO —
Television in words’ (University of Surrey, 2002)08vestigated AD texts
as collateral texts in multimedia systems. Usingriative methods, key-
words and characteristic narrative structures veeteacted from AD texts
(Salway, forthcoming). In the project ‘Horfilme -ermpensation for pic-
tures by words’ (University of Leipzig, 2001-04)DAvas analysed from a
textlinguistic point of view, investigating e.g. Wwdnformation unfolds in
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AD texts and how links are created between AD &t film dialogue (Fix
2005). Piety (2004) suggested a systemic-functidrexhework for the
analysis of AD. Other work has been of a more prakhature, including
initiatives to produce guidelines for AD (Dosch &iecke 1997; OfCom
2001; Orero 2005; Vercauteren 2007).

This work has provided valuable insights into thedfic nature and
structure of AD texts and many aspects of the prtoln of AD. Much
more work is currently underway. What has receile=s attention are the
creative meaning-makingrocessefvolved in AD and its receptiong. in
the comprehension of the audiovisual content aagtbduction of the AD
narrative by the audio describer as well as the compreherfithe audio
described content (the original verbal utterances sound effects in con-
junction with the AD narrative) by the target audie.

AD can be characterised as a complex cognitivedlstg and in-
termodal mediation activity. Its aim is to produegbal discourse (AD nar-
rative) which describes the essential visual elésnand other relevant ele-
ments (e.g. some sound effects which are difficulbterpret without access
to visual information) of a multimodal discourse (the original audiovisual
event containing verbal, auditory and visual eletsjerThe outcome of the
process of audio describing (AD narrative) formg pda new multimodal
discoursei(e. the audio described content, containing verbal aunditory
elements). It involves processes of discourse cehgmsion and production
in which different semiotic modes interact with lke@mnother as well as with
the individual knowledge, experience and expeatatiof those participat-
ing in the discourse.

Insights into these processes and interactions dome early work
in psycholinguistics on the interaction of lingigstues and knowledge
(e.g. Clark & Clark 1977; Levelt & Flores D'Arcal®978), work on visual
perception and cognition (e.g. Marr 1982; KosslynO&herson 1995) as
well as the study of the mental representation ra@tigeval of knowledge
(e.g. Shank & Abelson 1977; Johnson-Laird 1983)medtal imagery (e.g.
Kosslynet al. 2006). Approaches to discourse analysis whicltaneerned
with information processing, achieving coherencdigtourse and the role
of inferencing are capable of bringing these insigbgether and can pro-
vide an understanding of how discourse is cogntiygocessed. While
originally focussing on verbal language (Blakem&892; Brown & Yule
1983; Sperber & Wilson 1995; van Dijk & Kintsch 38discourse analy-
sis is widening to take other semiotic modes intooant (Kress & van
Leeuwen 2001; Ventolat al. 2004). A discourse-based approach can,
therefore, provide a theoretical and methodolodgi@ahework for address-
ing the ‘internal’ factors of ADi.e. the creative processes involved in the
reception of the original audiovisual content, th@duction of the AD
narrative and the reception of the audio descréweht.

In this paper | will outline such an approach to Adzussing on
three dimensions: the role of mental modelling tieec?), the role of dif-
ferent types of inferences (explicatures and inalices, section 3), and the
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role of local and global coherence (section 4).ngsexamples from the
film The Hours(Daldry 2002), | will apply these concepts to Adiscuss
some initial insights and outline questions fottlier research.

2. A mental modelling approach to AD

The verbal discourse created in the process ofoadéscribing is ‘non-

autonomous’; it is intended to be processed inwuijon with the dia-

logue or speech and sound effects of the origindicwisual event. The
blind audience uses the different elements availaf@riginal dia-

logue/speech, sound and AD narrative) to form aeaft whole. Likewise

though, the audio describer does not perceive itiereht modes of the
original separately. He forms a coherent wholehefelements available to
him. One question which arises, therefore, is hbes dudio describer is
able (or can be enabled) to identify and isolatenfthis coherent whole the
information which is not available to the blind #mte but essential in
constructing a similar coherent whole.

As a first step it seems useful to analyse whapéagp in the process
of understanding verbal discourse, sound and imdiggrtant clues come
from mental modelling theory as well as researth wsual perception and
cognition. Johnson-Laird (1983: 141) has argued we experience and
interpret the world around us through our abil@yconstruct mental models
of reality (including fiction). In the comprehensi®mf verbal discourse,
addressees build up a mental model of the situatesctribed, using the
linguistic cues provided in the verbal utterandasttbm-up processing) as
well as world knowledge, the perceived contextitfagion and previous
utterances (top-down processing) (Brown & Yule 19834). On the basis
of this, addressees also create expectations abwuthe discourse contin-
ues. Research into visual perception/cognition aksvaimilar bottom-up
and top-down processes for the comprehension efavisiput (Dretske
1995), and for the purposes of this paper it wdl dssumed that mental
models of audiovisual events are based on verimlalvand auditory cues
together with the knowledge and the associatioastttese evoke.

An initial example from the filmrhe Hourswill be used here to il-
lustrate this. The opening scene of the film isis&&ussex in 1941. After a
brief shot of a river flowing though a countrysiédscape, a close-up
presents a woman's hands tying up the belt of faso# to get ready to go
out. The subsequent shots reveal the woman wetrngoat and show her
leaving her house and crossing her garden. Thesee/art of a woman in
a writing pose, in particular a close-up of a woisaight hand, part of her
arm, her blouse and the top of what could be a Dawe desk. Using a dip
pen, the woman writes something on a piece of p#sethe nib of the pen
can be heard moving across the paper, a female-evier starts reading:
“Dearest, | feel certain that | go mad again. Il i®e can’t go through an-
other of those terrible times and | shan't recdliey time”. As the voice-
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over continues, shots alternate repeatedly betwleerwoman in writing
pose and the woman walking away from her house.

In this scene, visual cues (the woman holding #eand the woman
leaving her house) combine with an initial verbaé {the voice-over), the
viewer's knowledge (about typical uses of voiceraneeature films), fur-
ther verbal cues (what the woman reads out) anguditory cue (the nib)
to create an assumption that the woman in writiogegs identical with the
woman who leaves the house, that the voice beltngsr and that she is
writing. Gradually we create an initial mental mbdeéa woman writing a
letter and then leaving her house. This is stijhhy hypothetical (what is
being written could be a diary entry; the ordeeweénts is not entirely clear
yet), but it is confirmed later (her husband iswhdo find two envelopes
on the mantelpiece).

As the voice-over continues to read “l begin torhesaces and can’t
concentrate. So, I'm doing what seems to be the thewy to do”, the
woman, who has arrived by the river bed, lifts up tlarge stones, puts
them in her pockets and starts walking into therriMost viewers will
form the hypothesis that the woman is going to cd@nsuicide from this
visual cue, even before this can be construed glaely from the letter. It
is confirmed shortly after by the image of the woradody disappearing in
the waters of the river. While the letter is simpiydersigned ‘Virginia’,
most viewers are likely to associate the scene Miithinia Woolf, through
previous knowledge about the film or the writer fmth). Hence, at that
point most viewers will have created a rather cahpnsive mental model
about the last moments of Virginia Woolf's [ffédowever, differences in
knowledge about the writer, the reasons that ledtbhlecommit suicide,
imaginativeness etc are likely to provide for cdesable individual varia-
tion.

Mental models are the result of a complex bottonang top-down
interaction of cues from a variety of sources.Ha bpening scene of The
Hours, the comprehensive (or ‘higher order’) hypsih that the scene is
about the last moments in Virginia Woolf's lifecisnstrued on the basis of
individual hypotheses (the woman writing a lettée suicide and others)
and assumptions of how these events hang togetheinespace, time and
intent (cf. Miller & Johnson-Laird 1976), which air turn created on the
basis of a range of individual cues. Equally imantf these cues vary in
their degree of reliability, and in their weightirse can be said to be deci-
sive in forming a hypothesis, while others reinggrconfirm, complement
or contradict emerging or established hypotheshs.ifage of the woman
by the riverbed putting stones in her pocket antkivwg into the river cer-
tainly delivers the decisive cue for the suicid@dthesis. By contrast, the
formation of the letter-writing hypothesis reliea 8o many cues that it
seems more difficult to identify the one that iscidve. Interestingly
though, the auditory cue of the sound of the nibsdioot seem to be more
than complementary (for the sighted viewer!).
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An example of cues which contradict initial hypates can be found
in a later scene in the film, in which the secomadtggonist (Laura, who
lives in Los Angeles in the 1950s) is introducembtigh a breakfast scene
with her husband and her little son. While the @sation (about Laura's
pregnancy) and the setting (a tidy family homejlleathe hypothesis that
this is about a happy family, Laura’s facial exgiess, especially her last
daunting gaze towards her husband as he is leasuiggest otherwise.

Yet other information in any film scene (or textaynnot immedi-
ately provide a cue for comprehension, but maynvested with meaning
later, especially when the aim is to create suspenisus in the breakfast
scene, Laura's little son wears shiny pyjamas iaithe all-over print. In a
later scene, in which the third protagonist (Ckaisliving in New York in
2001) visits her long-term friend Richard, who ig8ng) of AIDS, Richard
wears a dressing gown made of similar material w&itld a similar print
pattern. Thus the boy's pyjamas could suddenlynbenstood as a first hint
that the boy is Richard in his childhdod and hence create the expectation
that the film will reveal something about Richardife.* Further cues
would then be processed in the light of this exjtam.

In AD, the audio describer’s task is to enable lthed audience to
build up a mental model of each situation (and &wdly of the whole
film) that is similar to the mental models creatsdsighted viewers (or at
least to the audio describer’'s mental model). A tademodelling approach
makes it clear that the difficulty is far greatkan ‘just’ translating visual
images into words. One of the major problems setentee the following:
On the one hand, mental models appear to be ‘lnalise. it seems diffi-
cult to establish the precise contribution of eagh. At least, as Brown &
Yule (1983: 250) have argued, such ‘decomposii®not how discourse is
normally processed. On the other hand, audio dessrineed to be highly
selective with regard to the cues they describealiee AD narrative has to
fit into often short pauses between dialogue/speeshs compounded by
timing constraints (see also Hyks 2005).

The process of audio describing, therefore, hasvimve intense as-
sessment and decision processes. In the overalldfovisual, verbal and
auditory input, the audio describer needs to ifemélevant cues and as-
sess their contributionge. evaluate them in terms of their relative weight
(decisive, reinforcing, confirming, complementacgntradictory, etc.) and
reliability at the point of occurrence. Could tleusd of the nib in conjunc-
tion with the voice-over, for example, be identifieeliably without any
visual information? Furthermore, when the decisiue appears to be vis-
ual, the audio describer needs to assess whetber #ire any redundant
cues which would be strong enough as ‘stand-aloues for the blind au-
dience. Does the content of the letter, for instafcreshadow the suicide
as dramatically as the woman putting stones irpbekets?

A model of discourse processing which can providel@ance for the
assessment and selection process would be highlarg in the context of
AD and in particular for beginning audio describefsnold & Whitney
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(2005: 340) have pointed out that “our brain hagyaamic strategy that
weights all the available cues according to thelative reliability when
integrating information from multiple sources.”vibuld be an interesting
task for further research to investigate wheth@hsstrategies can be iso-
lated and operationalised for the purposes of AD.

Through its focus on the different sources of cahpnsion and
how these ‘work together’, a mental modelling apgloseems to provide a
valid starting point for this research. As emphegi®y Brown & Yule
(1983: 255), mental modelling theory has allowed doricher and also
more individual representation of situations thaangn other accounts of
discourse processing. However, it has been lessecoed with the question
of precisely how different cues and knowledge ategrated into mental
models, and how (only) relevant knowledge is atéigian the creation of
mental models (see also Harley 1995: 227-228)gltsiinto this come
from inferential models of communication, which ik discussed in sec-
tion 3.

3. Explicating and implicating in AD

Inferential models of communication have focussed how individual
utterances are processed and understood ratherothdrow addressees
create the ‘big picture’. One of the most compreianaccounts of com-
munication as an inferential process was suggdste8iperber & Wilson
(1995), in the framework of Relevance Theory (RA3.with mental mod-
elling theory, Sperber & Wilson's account canndiy dre used to describe
how verbal utterances are processed, but also to describe aspects of
visual processing which are highly relevant for AD. Howevi will first
outline the overall approach using a verbal utteezas an example.

Following earlier inferential models of communiceti(e.g. Grice
1975), Sperber & Wilson emphasise that in ordemigerstand the meaning
of an utterance, addressees normally need to fgétstipropositional (fac-
tual) content as well as the assumptions that fealer wants to make
manifest with an utterance. What sets RT apart eartier approaches is a)
the claim that deriving both the propositional @nttand the speaker’s
assumptions are highly inferential processes (®pefbWVilson 1995: 183)
and b) a distinction between assumptions whichsffeaker wants to com-
municate explicitly €xplicaturey® and assumptions which the speaker en-
courages the addressee to make implicithp{icature$ (ibid: 256).

The opening sentences of Virginia Woolf's letteDdarest, | feel
certain that | go mad again. | feel we can’t gootlyh another of those
terrible times ...”) can be used to demonstrate thisstly, the identifica-
tion of the propositional content is difficult helbecause the phrase “those
terrible times” is potentially ambiguous. On thesisaof the preceding co-
text (“I feel certain that | go mad again”) it cée inferred that Virginia
Woolf used it to refer to her personal situatiothea than e.g. to England in
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or shortly before 1941 — but it is difficult to abtish this with certainty.
This goes to show that even what an addresseeiyesde be the ‘factual
content of the utterance partially rests on infeesni.e. on individual in-
terpretation. Secondly, even after disambiguathng phrase, many ques-
tions about its meaning remain: What were thos@asdns like? What was
“terrible” about them? By referring to “those tdie times”, Virginia
Woolf may have wanted to remind her husband ofrhental illness in
general or of particular instances of her depressio both. All of these
would be explicatures, but again there is roomiridividual interpretation.
Thirdly, depending on the sincerity assigned to thease “those terrible
times”, the implicatures could range from the agsiion that Virginia
Woolf is going to make a change in her life to #ssumption that she is
going to put an end to it.

The difference between explicatures and implicatisea qualitative
difference. Explicatures are basically construednfwhat is said, whereas
implicatures go much beyond this (Blakemore 1999:. However, both
explicatures and implicatures create meanimg lfave contextual/cognitive
effects in Sperber & Wilson's terminology). VirganMWoolf could have
written “My life has become unbearable”. While ih@plicatures from this
utterance would be very similar to those of thgioal, the overall meaning
of the utterance would be different because oeddfit explicatures.

Propositions and the assumptions derived from tbambe seen as
hypothetical mental representations that are iatedrinto mental models,
even though this process does not seem to betfarigard®. Sperber &
Wilson’s essential claim that communication is yghferential and relies
on the activation of different types of assumptiansounts for the observa-
tion that hypotheses in mental models vary in tesfrsrength and reliabil-
ity, as discussed in section 2. Another cruciahtlaf RT can account (bet-
ter than mental modelling theory) for how addresdemsit the scope of the
assumptions and knowledge they activate: Sperb®Yil&kon (1995: 155-
163) claim that all types of inferences are guidgdne common underly-
ing principle — the Principle of Relevance. Accaglito this principle, ad-
dressees are entitled to believe that an utterancae is presented to them
in the optimally relevant way. This enables thermuge their processing
capacities efficiently and in particular to stopgessing an utterance once
they have derived a meaning which they find sudfidy relevant. Utter-
ances which require a high processing effort tahethis point, usually
yield greater meaning effects (e.g. poetry).

Clearly, AD deals with multimodal discourse, and #ssential ‘can-
didate’ for AD is the visual mode. It has been adjthat visual input (as
opposed to verbal utterances) does not lead tw#mtification of proposi-
tional representations, but — in most cases at fets depictive representa-
tions (Kosslynet al. 2006: ch. 1). As Kosslyet al. demonstrate, the two
types of representation make different types obrimiation more easily
accessible. However, there is no reason not tonasshat inferences are
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involved in the identification of both types of repentation and that both
are capable of encouraging explicit and implicgéamptions.

To illustrate this, | will return to part of the eping scene oThe
Hours In Sperber & Wilson's terms, the close-up of anao’s hand to-
gether with the pen, the desktop and part of a vmsnialouse provide the
cues for identifying the ‘factual’ content of théhot. At the most basic
level, this hinges on the successful recognitiaa. (glassification) of the
individual items. Some of them may be ambiguouse Tépresentation
created on the basis of the assumption that therezhitem is a pen (rather
than e.g. a paint brush) would carry #wplicaturethat there is a woman
sitting at a desk writing something. This can beivee through one or
more bridging inferences (e.g. ‘hands belong to dnvodies’; see Clark &
Haviland 1974) Theimplicaturescould include the assumptions that she is
writing a letter or diary, or has something impaottto ‘say’.

The AD narrative offhe Houré is particularly interesting with re-
gard to the explicature-implicature distinction diefhe above scene is
described as follows: “She [the woman] crossesatva to a wicket gate at
the end of the garden. Earlier, she sits writirigsing the phrase “she sits
writing”, the audio describer decided to verbatise explicature, leaving it
to the audience to draw implicatures regardingphgpose of the writing.
He did not, however, describe the individual cuéschv led to the explica-
ture. A description of a top of a Davenport des& arwoman’s hand hold-
ing an antique-style dip pen may have createdreergpoetic’ effect, but it
is crucial to understand the solution in the overahtext. Firstly, there are,
of course, the ever prevailing timing constraiftee above AD narrative
was followed immediately by the beginning of thermam’s voice-over.
Therefore, something very short was required tovegrihe main action of
writing, especially if the audio describer did migem the sound of the nib
of the pen to be a sufficiently strong cue for thision (which it may well
not be in this case). Secondly, and equally immblgta the many shot
changes in the opening scene require a large nuohleidging inferences.
Describing the individual cues instead of verbafisihe explicatures would
leave the blind audience with a rather heavy pngdioad, especially at
the beginning of a film, where there are many othmgaressions to process.
By contrast, describing the action of writing giwee audience instant ac-
cess to the most relevant interpretation at exjpirealevel. Similar consid-
erations may have led the audio describer to inelittzat the woman who
“crosses the lawn” is identical with the woman whkis writing” (through
the anaphoric use of “she”) and to provide a chaat for the sequential
order of the actions (“earlier”).

The strategy of verbalising explicatures insteathefindividual cues
by which they are triggered can contribute to réalyithe processing load
of the audience and the timing problems typicalhBX. At the same time,
AD narrative which verbalises no more than the iegplires leaves scope
for individual interpretationife. for drawing implicatures). Holland (forth-
coming) emphasises that AD should not just be takdoe a service ena-
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bling blind people to access audiovisual contenshiould provide them
with the same freedom of interpretation that sighpeople enjoy when
engaging with audiovisual content and especiallynarrk. If the point of
art work is to create rich meanings and to stineuéetsumptions, and if — as
Sperber & Wilson argue — greater processing effiettls greater meaning
effects, then the explicature-implicature distiooticould provide useful
guidance on what to describe and what to leavéhioaudience to infer.

The differences between propositional represemsit(oreated from
verbal utterances) and depictive representatioresaied from visual input)
would be an important topic for further researchthe context of AD.
Moreover, the question diowthe explicatures of a visual image can be ‘re-
created’ in AD narrative needs to be investigatather. The final section
will look into some of the issues which are relevarthis connection.

4. Local and global coherencein AD

The previous two sections should have made it dhegrthe challenges of
AD start long before reaching the stage of produdtire AD narrativei.e.
of putting selected visual cues (viz. their exglicas) into succinct and
appropriate words. But when considering the actvahtion of AD narra-
tive, many more points need to be accounted fore @®mportant point,
which is characteristic of AD and other forms ofddavisual and Multime-
dia Translation, is that the outcome of the traimtaprocess is not a stand-
alone product. Thus, AD narrative is processedadnjunction with the
verbal utterances and sound effects of the origiralit forms part of a
multimodal discourse. This places specific demasrdshe creation of co-
herence within and across individual AD sectiomg] hetween these and
the other elements of the audio described everd. fiffal section of this
article will, therefore, focus on one further sétconcepts from discourse
analysis, which is capable of providing anothertistg point for further
research and guidance — the creation of local #tthtyjcoherence (Blake-
more 1992; Brown & Yule 1983; van Dijk 1977).

Coherence can be characterised as connectivitigdouarse. It is im-
portant to note that coherence is ‘connectivitgafitent’ rather than a con-
nection between means of expression (Blakemore: 1892 and that it is
created in the addressees' mind, based on thearaeassumption that
utterances make sense in the context in which dipgygar (Brown & Yule
1983: 66). However, the selection of appropriatrtfal, auditory and vis-
ual) means of expression, which indicate how théspaf a discourse hang
together, can certainly support the creation ofecehce in the mind. Van
Dijk (1977) distinguished two levels at which tchamse coherence, local
and global coherence: In verbal discoulseal coherence is created be-
tween conjoined utterances (see also Blakemore :182:88), whereas
global coherence emerges from an overall discourse tmicconsistency
of e.g. style, register and choice of expressidémanultimodal discourse
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such as film, a similar distinction could be drawvith local coherence

being created within individual scenes and glolmierence reaching out
across scenes. Importantly though, in multimodstairse coherence also
needs to be achieved across different modes of coneation.

Using one last example from the filfrhe Hours | will briefly ex-
emplify this by analysing relevant AD sections frahe breakfast scene
(featuring the little boy, his mother Laura and father) and the visiting
scene (featuring Richard and Clarissa). In the Wfesa scene, the father
tells the little boy to eat his breakfast, remirgdinim that he needs to be
strong because he will soon be the ‘big boy’ infémily (his wife Laura is
visibly pregnant). As the father is leaving, onetsshows the boy looking
up from his breakfast and, from a distance, thieefapointing his finger at
him and looking at him as if to say “remember wihald you”. Yos (2005:
105) points out that conventional interpretatiohgestures and facial ex-
pressions can often be verbalised more effectitrely the actual behaviour
(see also the difference made in section 3 betwe#vidual cues and the
explicatures they trigger; the conventional intetations of body language
would be explicatures). In the AD narrative thénéatis described as point-
ing “his finger in a mind-you-eat-your-breakfashdiof way to the boy".
The audio describer takes up a point made by theifan the original film
dialogue, using similar means of expression. Themteslocal coherence
between the audio description of the father’s badguage and the preced-
ing film dialogue within this scene.

Later in the same scene, Laura reiterates to thieham he should eat
his breakfast. The subsequent action of the baudio described as fol-
lows: “keeping his mother in firm view, he obedigngoes back to the
kitchen area”. In the scene featuring Clarissa Rinthard, Clarissa tries to
convince Richard to come to the party which sherganising to honour
him (the same evening). After a slight argumengriSsa firmly tells him
that she will be back later to pick him up and dasiks to be ready. Richard
is described here as nodding “obediently” and stantwatching her as
she goes to the door”. Upon leaving, Clarissa iragyged as pointing “an
admonishing finger at him”. Arguably the film ditec wanted to create
some similarities between the two scenes to gieeatidience first hints
about the identity of Richard and the little bopdahe used visual rather
than verbal cues to do $oThe audio describer made sure that those ges-
tures which are similar (the gestures expressirggdience and the finger
pointing) are actually selected for descriptiorbwth scenes, and he used
similar vocabulary in each case. This way he suppbe process of creat-
ing global coherence across the two scenes.

5. Conclusion

In this paper | have argued that approaches t@dise analysis concerned
with information processing, coherence and the obiaferences provide a
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useful framework for analysing the discourse preessnvolved in AD and
its reception. The further study of AD requiresliier research into the role
of the various modes of communication in the raiwmprehension and
production processes. Regarding the audio dessrib@mprehension proc-
ess, this calls for (empirical) research into theamng-making potential of
the verbal, visual and auditory modes and how ticeynplement and un-
dercut one another in relation to the dramatic eeges as a whole”
(Doloughan & Rogers 2005). With regard to the ¢oeabf AD narrative
and audience reception, more research is requnedthe linguistic and
communicative strategies for creating verbal disseurom visual input
under the specific conditions of audio describifigis needs to include the
verbal means of expression which are best suitetable a blind audience
to form a coherent mental model of an originallgiavisual event. A sys-
tematic analysis of existing materials (Piety 2084jway forthcoming) is
an important step in this direction.

A discourse-based approach also forms a usefus basiAD train-
ing. Knowledge about the relevant discourse pra&sssises trainees'
awareness of the challenges. This will help thenddgelop AD-specific
comprehension and production strategies and erthbl®a to cope with
novel and unpredictable situations. This pointrisc@l in a society which
is increasingly relying on audiovisual contents amdvhich the scope of
AD, therefore, needs to be extended to cover a vadge of settings. A
discourse-based approach, which foregrounds theleaities of AD as a
multimodal mediation activity, promotes the creatiof audio described
contents which enable the audience to participately in an audiovisual
event as possible, and thus contributes to mediesaibility. Outcomes of
further research into AD also open up opportuniiesesearch into related
fields such as subtitling for the deaf and hardhedring.
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Filmography

The Hours(2002).
USA/UK.
Dir. StephenDaldry

| use this term in a loose sense to refer to whatudio describer produces.

Those who know and recognise Virginia Woolf'sdefwhich is authentic) are, of course,

likely to build up a richer and more stable mentaldel. In principle, however, the process of
activating knowledge on the basis of verbal an@otiues is the same as the one described
here.

This hint is very vague, illustrating the poihat cues may vary in their reliability.

The expectation that the lives of the three womrenintertwined (and that the film will reveal
how) is established earlier in the film and maydde known to the audience through the blurb.
Sperber & Wilson (1995: 224) point out that idioary assertions the main explicature is the
full-blown proposition, but also discuss other case

This process involves e.g. merging, strengtheaimydeleting individual propositions and
assumptions (Sperber & Wilson 1995; Clark & Cla8eZ; van Dijk & Kintsch 1982).
Blakemore (1992: 74-77) makes it clear that sofdrences are part of the explicating process.
The film was audio described by IMS Media, London

Another such cue is the similarity of the litleys' pyjamas and Richard's garments, as de-
scribed in section 1. However, | will not disculsse tiudio describer's solution for this here.



