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Abstract 
 

 
Audiovisual content is heavily prevalent in many modern societies. Film, in particular, is a favourite form of 

entertainment to many. Film is by nature both multimodal and polysemiotic, employing the modalities of visual 

and auditive as well as the semiotic systems of language, gesture, depiction and music. Some audiences do 

not have immediate access to content using either the auditive or visual modality. Some filmic elements may 

have to be translated into a different medium for these audiences to be able to experience them. Audio 

description, the verbal narration of visually depicted on-screen events for audiences with visual impairment, 

is one such translation possibility (e.g. Braun, 2008; Holsanova, 2016; Rai et al, 2010; Remael et al, 2016). 

This thesis investigates audio description as an act of intersemiotic translation (Jakobson, 1959; Sonesson, 

2014) from a filmic narrative to a narrative constructed using largely spoken language. In other words, it 

investigates how a multimodal and polysemiotic narrative can be rendered into a unimodal, but still 

polysemiotic, narrative.  

An empirical study was undertaken, investigating three different audio descriptions of the same 

short film from the Visual Into Words project corpus (Matamala & Villegas, 2016). It was predicted that all 

audio describers would manage to reconstruct the film narrative and that they would do so by transferring 

original auditive elements of the film such as dialogue, eliminating non-crucial visual content and 

compensating for key events conveyed visually by translating them into verbal narrations. It was hypothesised 

that these verbal narrations would reflect a balance between the use of descriptive and narrative language (see 

Kruger, 2010). Further, it was hypothesised that audio describers would have translated only a subset of visual 

content into verbal narration and that the three audio describers would vary most in how frequently they 

translated simple events – that is, actions signified by verb phrases – and vary the least in their frequency of 

translation of causal relations.  

The hypotheses were supported with the exception of the hypothesis that predicted that causal 

relations would have the least variation between audio describers and events would have the most variation. 

This hypothesis was only partly supported, with spatiality being the category that reflected the most variation 

between audio describers. Overall, the results indicate that audio describers manage to reconstruct the basic 

structure of a film narrative but translate less than half of the visually depicted narrative elements. In doing so, 

they employ translative strategies and use both descriptive and narrative language. 
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1. Introduction 
 

Modern society relies on audiovisual media such as film to provide entertainment, information and education. 

As this reliance increases, so does the risk of excluding audiences with vision impairment from a crucial cultural 

and social discourse (Braun, 2008). So-called audio description attempts to reduce this risk by providing access 

to visual content and events for visually impaired audiences by means of verbal descriptions of relevant visual 

elements. The creation of a particular audio description can be conceived of as a complex act of translation, 

where narrative content that is depicted visually needs to be rendered into (auditive) language, while at the same 

time allowing the original sound elements of the film to be attended to.  

Interest in audio description is increasing, but research is still in its infancy (Holsanova, 2016). 

Additionally, audio description research has been fragmented and heterogeneous (Ramael et al, 2016), with 

research conducted within various fields such as translation studies, film studies, cognitive science and 

linguistics (Holsanova, 2016). The field faces both theoretical and empirical problems. Theoretically, research 

has struggled to stipulate a common, adequate terminology to fully account for the complexities of this type of 

intersemiotic translation (Remael et al, 2016). Multimodality has been called one of the “pillars” of audio 

description research (Braun, 2008). However, “multimodality” is an ambiguous term, and different scholars 

associate different things with the concept depending on their research perspective and background. Research 

combining a (well accounted for) multimodal approach with intersemiotic translation is emerging (Louhema et 

al, under review; O’Halloran et al, 2016), but this has not yet been applied to audio description.  

Thus, what remains to be established for the field of audio description is not only empirical 

methodology, but an adequate conceptual apparatus. This thesis aims to contribute to this by investigating audio 

description from the perspective of cognitive semiotics (see section 2.2). In particular, it investigates how a 

polysemiotic and multimodal narrative in film is translated into a polysemiotic, but unimodal, narrative in audio 

description. This requires explicating and interrelating concepts such as polysemiotic communication, 

multimodality, translation and narrative, both in general, and with regards to how they are applied to the 

phenomenon in question.  

The thesis aims to contribute to issues of theoretical and empirical importance, such as the 

question of content selection in audio description: How to choose what visual elements should be described and 

thus, translated into speech for the target audience? Although there are guidelines for audio describers offering 

some assistance in how to go about this, these are not based on systematic research and generally lack empirical 

and theoretical underpinning (Vercauteren, 2012). Thus, a descriptive rather than prescriptive approach is called 

for in order to address the question: How do professional audio describers decide what to include in verbal 

descriptions, and how do they carry this out? Naturally, not every visual element can be included in audio 

description. Additionally, because of interpersonal variation and the creative nature of language use, no two 

audio descriptions are exactly the same, even when describing the same content (Holsanova, 2016). 

Narratology, the theoretical study of storytelling (Todorov, 1969), has been argued to offer several advantages 
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in addressing the issue of content selection (Kruger, 2010; Vercauteren, 2012). However, due to different 

approaches in narratology, and various definitions of “narrative”, there is a need for a theoretical framework 

that is adequate for the task of dealing with filmic storytelling, and its translation into a largely verbal narrative. 

These are the main conceptual, theoretical and empirical challenges that the current thesis faces. 

As pointed out, it aims to investigate the act of intersemiotic translation from film to audio description within a 

framework that accounts for the challenges and complexities involved. Cognitive semiotics provides an 

umbrella-like framework that draws on methods and theories from several different fields of study, allowing for 

a more unified and detailed approach to the complex multi-faceted phenomenon of intersemiotic translation. 

Thus, this thesis contributes to issues researched within translation studies by applying cognitive semiotics to 

the study of translation. In turn, translation has been argued to be of particular interest to cognitive semiotics 

(Sonesson, 2014). Additionally, cognitive semiotics has been argued to provide a beneficial framework for film 

analysis (Buckland, 2000). As both film and audio description constitute narratives, this thesis aims to bring 

insights to the field of narratology. It has been argued that narratologists have been more concerned with the act 

of narrating as well as the content of what is being narrated rather than the medium of storytelling (Prince, 2014). 

I will propose a notion of narrative that includes both these aspects, and does focus on the media of storytelling, 

in this case film and audio description, and the interplay between these types of storytelling in translation.  

The main questions, to be further elaborated in the following chapters, that this thesis asks are:  

 

- What definition of “narrative” is productive for intersemiotic translation? 

- How is a film narrative translated into an audio description narrative? 
 

The structure of the remainder of the thesis is as follows. Chapter 2 presents the theoretical background for the 

study. Chapter 3 presents the methodology for the analysis of three different audio descriptions of the same 

short film. Chapter 4 presents the analysis and results of the empirical study. Chapter 5 discusses the results 

presented in Chapter 4 as well as outlines questions for further research. Finally, Chapter 6 concludes the thesis.  
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2. Theoretical framework 
 

2.1 Introduction 
This chapter outlines the theoretical underpinnings of this thesis. The following section focuses on cognitive 

semiotics. Here, the concepts of language, depiction, gesture, music, polysemiotic communication and 

multimodality are defined. The third section focuses on narrative, describing the notions of narrative levels, 

narrative elements and polysemiotic narratives. Then intersemiotic translation is introduced, before the chapter 

turns to audio description, first outlining the phenomenon, and then connecting it to narrative and as 

intersemiotic translation. The sixth and final section provides a brief summary of the chapter and revisits the 

research questions of Chapter 1, further specifying these on the backdrop of the content of the present chapter. 

 

2.2 Cognitive semiotics  
Cognitive semiotics evolved over the past two decades to provide a more unified study of the multifaceted 

phenomenon of meaning. It has been used to investigate many different aspects of meaning, including the 

origins of pictures (Sonesson, 2013), the evolution of life, consciousness, signs and language (Zlatev, 2009) and 

children’s language and gesture development (Zlatev & Andrén, 2009). Cognitive semiotics is transdisciplinary, 

utilizing theories and methods from cognitive science, linguistics and semiotics as well as psychology, 

anthropology and philosophy (Zlatev, 2015). One of the key ideas of cognitive semiotics is that all research 

involves both conceptual and empirical issues, and corresponding methods. This combination of methods is 

referred to by Zlatev (2015) as methodological triangulation. This entails combining methods from three 

perspectives, 1st person, 2nd person and 3rd person. In other words, using a combination of methods based on 

intuition, empathy and observation. Thus, one of the principal tasks of cognitive semiotics is both to 

conceptualise and clarify terms related to meaning, mind and communication and to integrate them in empirical 

research in a way that allows for new insights (Zlatev, 2015). This interplay between the conceptual and 

empirical nature of cognitive semiotic research is referred to as the conceptual-empirical loop (Figure 1). In 

essence, cognitive semiotics asks both how we can conceptualise of a phenomenon as well as empirically 

investigating how it manifests/behaves/develops/evolves etc.  

 

 
Figure 1: Conceptual empirical loop (adapted after Zlatev, 2015) 
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A key concept in cognitive semiotics, as well as in semiotics, is the sign. The sign is defined by 

Sonesson (2010) as having at least two differentiated (by a conscious subject) parts, that is, expression and 

content. In other words, the sign is experienced by the subject as separate from that which it stands for. The 

expression is more directly experienced by the subject than the content, but at the same time, the content is more 

in focus than expression, a kind of “double asymmetry” (Sonesson, 2013, p. 280). Further, there needs to be a 

relation between expression and content, by Peirce termed ground. There are, according to Peircean semiotics, 

three possible relationships between expression and content: iconicity, indexicality and symbolicity. While a 

sign may have a complex combination of these as its relationship between expression and content, one will 

usually be dominant, and the dominant type of ground will determine what type of sign it is (Jakobson, 1965; 

Sonesson, 2010). Thus, it follows that the three basic categories of signs are: 

 

- Icons, when the iconic ground of resemblance between expression and content dominates.  

- Indices, when the indexical ground of spatio-temporal contiguity between expression and 

content is dominant.  

- Symbols, when the symbolic ground of convention between expression and content is 

dominant. 

 

The three types of signs will be easier to understand by providing a few examples. A common iconic (but also 

indexical) sign is the photograph, which resembles that which it is depicting to such a degree that it appears 

almost identical to us. This obvious resemblance between expression and content is a case of primary iconicity 

(Sonesson, 2013). Note, however, that we do not confuse the photograph with that which it is depicting, the 

“real” thing, unlike the way small children will try to “grab” a banana in a photograph depicting it (Sonesson, 

2013). Photographs are not the only types of pictures that are primary iconic signs – drawings, paintings etc (so 

long as they are realistic) are also primary iconic signs. Secondary iconicity is when our knowledge that there 

is a relationship between expression and content is the reason for us perceiving the similarity between them 

(Sonesson, 2010). Sonesson uses a particular type of pictures called “droodles” to illustrate secondary iconicity 

(ibid: 2010 & 2013). Droodles are simplistic pictures, whose ground is only evident to us once it has been 

pointed out or explained (Ahlner & Zlatev, 2010), as in Figure 2.  
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Figure 2: Droodle. This one depicts (for example) the top of a rabbit's head or a (European) power plug seen from above 

 
Indices are based on contiguity or association between expression and content. Some examples 

of this are smoke indicating fire, pawprints in the forest indicating an animal; or footprints on the beach 

indicating a person. Finally, symbols are signs are that are grounded in convention or intersubjective agreement. 

Unlike icons and indices they neither share resemblance nor contiguity with that for which they stand. A 

common example are mathematical symbols. The spoken words of natural languages are much less typical 

examples, as they very often contain traces of iconicity and/or indexicality (Ahlner & Zlatev 2010; Johansson 

& Zlatev 2013).  

The ability of the subject to differentiate between the expression and content of a given sign 

presupposes (reflective) consciousness (Zlatev, 2009). To help elucidate this difficult concept, cognitive 

semiotics relies on ideas and insights from phenomenology, the tradition in philosophy emanating from Edmund 

Husserl. Zlatev asserts that although there are many different types of phenomenology, the central idea is to 

“depart from experience itself, and to provide descriptions of the phenomena of the world, including ourselves 

and others, as true to experience as possible” (ibid: 2015, p. 1060, original emphasis). One implication from 

this phenomenological influence is the central idea that we live in a lifeworld (Lebenswelt), which is distinct 

from that of other animals (Sonesson, 2009). One fundamental characteristic of the human lifeworld is that it is 

intersubjective (Zlatev, 2009). 

 

2.2.1 Semiotic systems 
All human cultures are believed to have some form of language, depiction, gesture and music (Patel, 2003), 

universal human semiotic systems, each consisting of specific kinds of signs and relations between these signs  

(Zlatev, 2019). Language, depiction, and gesture may have common origins in bodily mimesis (Donald, 2012; 

Sonesson, 2010; Zlatev, 2007, 2009, 2014, 2019). Mimesis allows for advanced skill-rehearsal, pantomime and 

imitation (Donald, 2012; Zlatev, 2019), and the grounds for the ability to create narratives (Sonesson, 2013). 

Mimesis theory has yet to be explored in detail with regards to music as a separate semiotic system, but many 

scholars argue that music shares common features and origins with language to the point where the two are 

almost inseparable (Brown, 2000; Fitch, 2017; Jackendoff, 2009; Patel, 2003). Thus, music may also have 
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mimetic underpinnings. Finally, bodily mimesis also provides the grounds for polysemiotic communication, 

that is, the combination of two or more semiotic systems in communication (Zlatev, 2019).  

In the following subsection I will introduce the semiotic systems of language, depiction, gesture 

and music, before outlining the concepts of polysemiotic communication and multimodality.  

 

2.2.2 Language 
It is a common conception (see Zlatev 2014) that language makes human beings unique in comparison with 

non-human animals, which is probably why it has received significant status and attention in research compared 

to other semiotic systems. At the same time, language is a phenomenon with a wide range of different definitions 

(Zlatev, 2009). When attempting an encompassing definition, it is important to note that signed languages are 

fully fledged languages that must also be accounted for (Kendon, 2014). Zlatev defines language as a 

“conventional-normative semiotic system for communication and thought” (ibid: 2009, p. 186). This definition 

situates language as a social phenomenon, based on conventions. The notion of convention implies something 

stronger than a habit, in which there is an expectation that everyone should conform to them. For language, this 

is evident in grammaticality judgements, that is, everyone who speaks a language fluently is able to judge 

linguistic expression as either correct or incorrect (Zlatev, 2009). Thus, if someone were to disregard the 

conventions of a language, they would most likely fail to make themselves understandable and communication 

would collapse. The fact that language is predominantly a conventional system, implies that it signs are for the 

most part symbols. However, as stated earlier, they are not entirely so.   

The idea that language is predominantly a social phenomenon was first expressed in the 20th 

century by Saussure (1960), For Saussure, the complexity of language could be understood through a distinction 

between language as a system (langue) and the use of language (parole). Coseriu (1985) formulated an 

alternative to this binary distinction, suggesting a three way distinction between (a) the activity of speaking (or 

language use in general), (b) knowledge related to particular languages (French, Swedish, Danish etc), and (c) 

individual products, such as a written text, i.e. language as activity, knowledge and product, all of which must 

be considered and integrated in the study of language. 

 

2.2.3 Depiction 
Depiction1 is a semiotic system that majorly consists of primary iconic signs. Examples are both static pictures 

and film. Sonesson (2010) formulates a general model of depiction (by him called “pictures”), based on 

Husserl’s notion of pictorial consciousness. This theory has a four-way distinction between picture thing, 

 

 
1 I use the term depiction rather than simply pictures here to highlight that phenomena such as film also employs the 

semiotic system of depiction, i.e. not only single, “stationary” pictures. However, this choice is not uncontroversial either, 

as depict can also sometimes be used in the sense represent irrespective of semiotic system.  
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picture object, picture subject, and picture referent. To illustrate, consider the example of a black and white 

photograph of a beetle (Figure 3).  

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

Figure 3: Graphic representation of picture thing, picture object, picture subject and referent (adapted after Louhema et al, under 
review) 

 
The picture thing is the physical entity of the photograph, that which may be hung on the wall in 

a frame or ripped in two. The picture object is the content of the picture, but in the way it is depicted– in this 

case, the picture is black and white, so the picture object is a black and white beetle. However, a real beetle 

would not be black and white the way it is depicted in the picture, and because of our knowledge of lifeworld, 

we are able to differentiate between how the beetle is depicted and how a (potential) real beetle might look. 

This concerns the picture subject. Lastly, there is a real beetle out there which was photographed, the picture 

referent.  

 

2.2.4 Gesture 
Gesture is a semiotic system that, unlike language and depiction, does not consist primarily of one specific type 

of sign, that is, icons, symbols or indices. Zlatev (2014) defines gesture as “expressive movements performed 

by the hands, the head, or any other part of the body, and perceived visually” (ibid: p. 458). There are two main 

types of gestures: deictic and representational. The first are largely indexical in nature and include gestures 
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such as pointing (ibid: 2014). Although they are mostly indexical, they can also feature some degree of iconicity, 

i.e. a pointing gesture can trace the outline of what it is pointing to (Green, 2014). Representational gestures 

can be subdivided into iconic and emblematic. The first have a clear resemblance between body movement and 

characteristics of the referent, be it actions, events or objects (Zlatev, 2014). Emblematic gestures are 

conventional-normative gestures, symbolic in nature, and includes gestures such as the OK gesture.  

In the study of gesture, delineating what counts as gesture is a central conceptual task. It is not 

merely “body language” since body language includes many actions that are neither true signs (see above), nor 

performed with communicative intent. Thus Andrén (2010) and Zlatev (2015) propose that gestures are 

expressive bodily acts that have at least one of these two properties, i.e. sign function and communicative intent. 

Considering the definition of gesture as stated above, signed languages do fulfil the requirements of belonging 

to this category, but they have additional properties and conventions (Andrén, 2010), placing them rather under 

the system of language than gesture. Andrén (2010) conceptualises this delineation of gesture as the lower and 

upper limit of what constitutes gesture. This idea is concretized in Figure 4.   

 
Figure 4: Upper and lower limits of gesture (adapted after Andrén, 2010) 

2.2.5 Music 
Music, like gesture, can be argued to contain properties of iconicity, indexicality and symbolicity (Molino, 

1990). The sign functions of music are always “mixed”, that is, they are never purely iconic, symbolic or 

indexical. Music semiotics has roots as early as Aristotle and was significantly developed in the 1950s and 60s 

(Monelle, 1991). The field has been developed by theorists such as Nattiez (1989), Osmond-Smith (1971) and 

Monelle (1991).  

 That music is meaningful is not controversial, but explaining how it is meaningful, however, is 

more complicated. Monelle (1991) suggests some of the ways iconicity, symbolicity and indexicality manifest 

in music. Iconicity in music can be seen for instance by the use of “high” and “low” notes denoting lightness 

and darkness, or in a sequence the contrast between high and low can suggest movement. Further, symbolicity 

in music manifests when something, a melody, note or whole piece, once associated iconically, takes on a new, 
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conventional meaning. Monelle uses the example of Purcell’s opera Dido and Aeneas, which for centuries was 

used as a conventional symbol of grief (ibid: 1991). Lastly, indexicality is evident through, among others, the 

“contiguity” between certain kinds of music and certain feelings.  

 Music has many definitions depending on whether one focuses on the production of music, the 

perception of music, or a combination thereof. Molino (1990) argues that in researching music, we should 

consider all three perspectives. Situating music as a semiotic system encompasses both production and 

perception, because as we have seen, the sign function includes both the interpretation and production of signs.  

 

2.2.6 Polysemiotic communication and multimodality  
As we have seen, the semiotic systems of language, depiction, gesture and music can all be used in human 

communication. However, more often than not, these systems combine wherever possible. For example, speech 

is often accompanied by gestures. Zlatev notes that the combination of semiotic systems in communication 

allows for “complex interactions of sign use, where the different expressive potentials of the systems interplay 

with and balance one another” (ibid: 2019, p. 4). This phenomenon can be referred to as polysemiotic2 

communication (Louhema et al, under review; Zlatev, 2019). The phenomenon in question is often referred to 

in literature by the term multimodality (Zlatev, 2019). However, it is not clear how the term “modality” is to be 

defined. Green (2014) shows how the term “multimodal” has been applied to investigate a range of different 

phenomena: human/computer interactions, musical interactions, design and use of public spaces, multiple 

therapeutic practices and many more. To avoid ambiguity, and following Louhema et al (under review), 

polysemiotic refers in this thesis to the combination of two or more semiotic systems in meaning making, while 

multimodality relates to how content is perceived through multiple senses. “Modality” thus refers to sensory 

modalities, that is, relating to how we perceive things through our senses. To illustrate why this distinction is 

important, consider language, which is one single semiotic system, but can be perceived both through hearing 

and through sight. Language thus has the features of being unisemiotic and multimodal.  

 

2.3 Narrative 
This section introduces and discusses the notion of narrative, first providing definitions, before the narrative 

elements are outlined and finally, the nature of film narratives are discussed.  

 

 

 
2 I use the term polysemiotic here, after Zlatev (2019) and seek to clarify and distinguish it from multimodality. Therefore, 

in this sense, it is to be distinguished clearly from Gottlieb’s (2005) notion of polysemiotic, which intermixes sensory 

modalities and polysemiosis.  
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2.3.1 Basic concepts 
The notion of narrative is central for a number of fields, including literature, psychology, and semiotics (Meuter, 

2011). This entails different understandings of what constitutes narratives and as such, it remains a rather 

ambiguous notion (Louhema et al, under review). For example, does narrative refer to the act of telling a story 

or the story as a product (Clark, 2004)? The term “narratology” was first coined by Todorov (1969) and is used 

to denote the interdisciplinary field that studies narratives (e.g. Bal, 1995; Fludernik, 1996; Meister, 2009; 

Schmidt, 2009; Vercauteren 2012). In the development of narratology over the years, researchers have drawn 

on linguistics, psychology and philosophy among others (Herman, 2009). As pointed out, different 

understandings of what constitutes a narrative exist, making this concept relevant for study using the conceptual-

empirical loop of cognitive semiotics (see section 2.2). 

A common (minimal) definition of narrative that is often given is that of Prince (2008, p. 19): 

“the logically consistent representation of at least two asynchronous events that do not presuppose or imply 

each other”. However, this is much too general, as it does not specify the nature of “representations”, the logical 

connections, nor the overall conditions of what makes a sequence of representations a story. Thus, a more 

elaborate definition is called for. 

Although many theories of narratology have been concerned with (written) language-based 

narratives (Meister 2009; Prince 1982; Schmidt 2009), language is by no means the only semiotic system that 

can be involved in the construction of narratives. The semiotic systems of language, pictures and gestures can 

all be used as vehicles for narratives (Prince 1992). The semiotic system of music also has narrative potential 

(Walsh, 2011), if only through “secondary narrativity” (Stampoulidis, under review): once you know the story 

that is being narrated, the melodies can be understood as representing events and characters. Narratives can be 

constructed using a combination of semiotic systems, e.g. language and gesture (Louhema et al, under review). 

Considering this, a conceptualisation of narrative independent of medium is desirable. This raises the question 

of whether there is some kind of equivalence between narratives constructed in different semiotic systems for 

them to be considered under the same narratological framework. And further, do polysemiotic narratives share 

significant similarities with unisemiotic narratives (Vercauteren, 2012)? There is thus a need for a concept of 

narrative that does not prejudge the answers to these questions, and at the same time is explicit enough to enter 

the conceptual-empirical loop and help design empirical investigations. With the help of classical concepts from 

narratology and earlier proposals (see e.g. Branigan, 1992), and the understanding that narrative implies both 

cognitive (mental) and semiotic (communicative) processes, we may formulate a synthetic definition of 

narrative as follows:  

 

DEF. Narrative is a composite cognitive-semiotic structure that consists of three levels: fabula, 

organisation and narration. 

 

The notion of fabula is the “raw material” or basic outline of the story prior to its artistic 

organisation” (Stam et al, 1992, p. 71). It is thus an abstract, underlying semiotic structure, preceding 
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organisation and narration. The notion is widely referred to in contemporary literature (Coste & Pier, 2009; 

Herman, 2009; Stam et al, 1992; Walsh, 2011) and has its roots in Russian Formalism (Shklovsky 1925; Propp, 

1928/1968). Per Aristotle’s Treatise on Poetry (335 BC/1812), narratology has adopted the conception that a 

narrative’s fabula needs the basic structure of a beginning, middle and end (e.g. Branigan, 1992; Monelle, 1990; 

Allen, 2013). An extended version of this was developed by Todorov (1971), which includes five stages, but 

the basic idea remains the same: 1) equilibrium (beginning) 2) disturbance 3) realization of disturbance 4) 

attempts of disturbance repair (middle) 5) restoration of equilibrium (end). 

One of the main principles of the Russian formalist approach to narrative is the distinction 

between fabula and organisation, commonly known under the Russian term syuzhet. Organisation is tied to 

fabula in the literature and as such, it is often defined with reference to it. Organisation is “the artistic 

organization of the events (fabula)” (Stam et al, 1992, p. 71). Organisation has different names in the literature, 

and is often translated used in English as story (e.g. Vercauteren, 2012) or plot (Ibañez, 2010). As these may be 

confused with the overarching concept of narrative, I propose the term organisation.   

Fabula and organisation are inseparable in the formalist tradition, but the addition of a third 

narrative level is less common. Among the first to indicate the need for a triparte model was Genette (1980), 

whose model consisted of the three levels récit, histoire and narration. While récit and histoire corresponds to 

fabula and organisation, narration is the “producing narrative action and, by extension, the whole of the real or 

fictional situation in which that action takes place” (Genette, 1980, p. 27). Bal (1995) also adopts this triparte 

model, calling the third level “narrative text” and defining it as “a text in which an agent relates (‘tells’) a story 

in a particular medium, such as language, imagery, sound, buildings, or a combination thereof” (ibid: p. 5). Per 

this definition, the final level of narrative is the medium-specific realisation of the fabula. Vercauteren (2012) 

adopts the triparte model approach after Bal (1995). In summary, the following can be outlined as the three 

levels of narrative: 

  

- Fabula: the “base” material of a narrative, including a sequence of events consisting of 

beginning, middle and end 

- Organisation: the manner the fabula is organised  

- Narration: the specific semiotic systems employed in a given narrative 

 

To illustrate, consider that film makers want to tell a story of a little girl who loves languages 

and grows up to become a linguistics professor. This is the fabula. They need to decide the manner in which to 

tell this – maybe they want to use the flashback effect to show the woman, now a grown linguistics professor, 

learning a language as a child. This concerns the organisation level. Further, seeing as it is a movie, it employs 

the semiotic system of depiction. There will be spoken dialogue, so it will employ language as well as gesturing 

by actors. The movie will also have a soundtrack and thus, employ the system of music. This concerns the 

narration level.  
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 The proposed concept of narrative is visualized in Figure 5. It represents the narrative levels with 

narration at the top and fabula at the bottom. This reflects the “top-down” approach an audience adopts in the 

perception of narratives. Narration is the “top” because it is the “surface level” of any narrative, that is, it is the 

most concrete and directly experienced level, organisation is in the middle, and fabula is situated at the “bottom” 

as the most abstract and indirectly experienced level. The opposite approach is adopted by the author, who starts 

with a basic story (fabula) and decides organisation and specifics of narration afterwards (as we saw in the 

example of the movie makers above).  

 

 
Figure 5: The three levels of narrative (adapted after Vercauteren, 2012). 

 

2.3.2 Narrative elements 
As pointed out, narratives can be said to have the underlying structure of beginning, middle and end (at the 

fabula level). However, the question remains of how this is constructed, i.e. what elements or “building blocks”, 

so to speak, are used in the construction of narratives. A common conception of stories is that they are 

constructed according to the principle of the Five Ws (Hart, 1996). The Five Ws are what, who, where, when 

and why. The idea of the Five Ws was first enunciated by Aristotle (Sloan, 2010).3 The Five Ws approach is 

most common in rhetorics and journalism (Hart, 1996), but Aristotle’s ideas have also influenced narratology. 

Scholars state that narratives have temporal elements (when) and spatial elements (where) and causal relations 

(why) (Baynham, 2015; Prince, 1982; Vercauteren 2012). Causal relations is when an event A causes an event 

B. A well-known definition of causal relations is that of Lewis (1973), summarized by Neeleman & van de Koot 

(2012) as follows:  

 

 

 
3 In Aristotle’s original conception, there were not five Ws, but seven: who, what, when, where, why, in what way and by 

what means (quis, quid, quando, ubi, cur, quem ad modum, quibus adminiculis) 
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a) Causation is a relation between two events where one is the causing event and the other the caused 

event. 

b) Causation has a temporal element, that is, the causing event precedes the caused. 

c) Causation is counterfactual, that is, for the caused event to occur, the causing event must have occurred.  

 

Prince (1982) also highlights the element of characters (who), asserting that for someone (or something) to 

function as a character in a narrative, they have to be “foregrounded at least once in the narrative rather than 

relegated to the background and made part of a general context or setting” (ibid: 1982, p. 71). That is, they have 

to be the logical participants of the events of the narrative. The last W, what, which covers the events of a 

narrative, is not typically foregrounded as a salient narrative element by narratologists, rather, what is narratively 

salient is the relations between events and not the events themselves, i.e. temporal relations, spatial relations, 

causal relations (Prince, 1982; Vercauteren, 2012). However, they are still present, but in themselves not 

highlighted as narratively salient.  

To illustrate how the five Ws relate to a narrative, consider (1), which forms part of a full narrative: 

 

(1) On a Tuesday in a park downtown, Sophie marries Taylor. Many people attend the event, which makes 

Taylor happy.  

 

Here, Sophie and Taylor are characters, but many people are not. That is, the who of this narrative are Sophie 

and Taylor. The where is in the park downtown and when is On a Tuesday. The what is the wedding event, and 

the why is its being attended by many people which causes Taylor’s happiness. Of course, determining the 

elements of a narrative may not be so easy as illustrated here. Consider the following full (though minimal) 

narrative, entitled The Boy and the Nettles4:  

 

(2) A boy was stung by a Nettle. He ran home and told his Mother, saying, "Although it hurts me very 

much, I only touched it gently." "That was just why it stung you," said his Mother. "The next time you touch 

a Nettle, grasp it boldly, and it will be soft as silk to your hand, and not in the least hurt you." 

 

Here, we can extract no specific information about spatiality. This is not to say that there is none; it is just not 

spelled out in the narrative. The only information about location given in the narrative is home. The boy runs to 

someplace that is his home. We cannot know where this is and we cannot know where he was beforehand – 

except that it was someplace with nettles. Temporality is not spelled out either, but some temporal organisation 

can still be inferred: first the boy got stung by a nettle, then he ran home and told his mother, then his mother 

 

 
4 Retrieved from Free Short Stories: http://www.free-short-stories.org.uk/very-short-stories/the-boy-and-the-nettles.htm 
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told him how to avoid getting stung again. Note that these three events also correspond to the beginning, middle 

and end of this narrative. Additionally, it is worth noting that these examples are given in written language for 

ease, because this thesis is (mostly) constructed using written language and thus is constrained by the 

conventions of this system. Thus, the question of how narrative works in other media and semiotic systems 

remains open at this point.  

 

2.3.3 Film narratives 
As pointed out in Section 2.3.1, narratives may be told using other semiotic systems than language or a 

combination of several systems. Film is one example of a polysemiotic medium, i.e. a medium that combines a 

number of semiotic systems. Film includes visually depicted acting, which includes language and gesture, music 

and a number of technical “effects”. Thus, film narrates using language, gestures, depiction and music, and the 

results are complex polysemiotic narratives5. For the purposes of this thesis, understanding the nature of film 

narrativity is crucial. This is because in order to understand audio description narratives, one must first 

understand film narratives. Kruger (2010) states that “only when we understand how film comes to narrate can 

we begin to attempt to re-narrativise film for an audience excluded from (part of) the visual codes” (ibid: p. 

234).  

The narrative analysis of film is a challenging area to research. Bal (1995) remarks that “the 

narrativity of film is obvious, even though the manner in which best to analyse them is not” (ibid: p. 161). There 

are two different approaches to the narratology of film (Schmidt, 2009). The first uses the medium-specific as 

a starting point for analysis – that is, film is independent from other forms of narrative because it has unique 

affordances and characteristics different from other types of narrative (see e.g. Metz, 1966). The second 

approach uses narratological principles as a starting point, arguing that narrative structures of different media 

are not significantly different. This approach is supported by prominent narratologists such as Bal (1995), 

Fludernik (1996), and Genette (1980).  

As mentioned, many theories of narratology have been concerned with literary written narratives, 

meaning that many theories have been grounded in the characteristics of these. This entails that a narrator is 

often highlighted as a defining feature of narratives (Meister, 2009). Stam et al (1992, p. 83) state that the 

narrator is “the agent, inscribed in the text, who relates or recounts the events of the fictional world”. Per this 

definition, there is always a narrator present in literature. By contrast, film narratives differ from literary 

narratives in that there is often no explicit narrator (Schmidt, 2009). Because the existence of a narrator is often 

given as part of narrative definitions, the question becomes how this can be conceptualised in the case of film. 

 

 
5 Of course, not all film is narrative. Non-narrative films, though not as common, certainly exist (Bešlagić 2018; Khan 

2012), however, they are not the focus of the present study.  
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It seems obvious that a series of pictures and sounds have the capability of storytelling, but it is not always clear 

who or what is the agent doing the telling (Stam et al, 1992).   

In general, there appear to be two main approaches to this problem. The first is to abandon the 

idea that film can be said to have narrative agency. Because of the fundamental difference in employed semiotic 

systems and modalities, the concept of a narrator in film is nonsensical. Two prominent proponents of this 

approach are Bordwell (1985) and Branigan (1992). Bordwell argues that film as a medium inherently provides 

the contextual cues needed in order for the audience to perceive a storyline, that is, the concept of narrator is 

unnecessary. The second approach is to adopt a framework for the concept of a narrator that is applicable for 

film. The motivation for this is that film is an act of communication where a message is communicated to an 

audience (Burgoyne, 1990). Supporters of this are theorists such as Bal (1995) who, although she does not 

explicitly mention film, assert that the concept of a narrator is central to all narrative content. Similarly, 

Burgoyne (1990, p. 6) argues that the concept of narrator is the “fundamental component of the basic fictional 

contract that narrative film establishes with the spectator”.  

 Film narratives are the type of narratives that most resemble our experience of lifeworld. This is 

because film has the inherent ability to portray human behaviour in the way we know and perceive it. Despite 

this similarity to our lifeworld, we are still able to separate film from reality by projecting a “second” world of 

imagination, wish fulfillment and dreams (Schmidt, 2009). That is, although film sometimes looks and feels to 

us much like our experience of lifeworld, there are still aspects that make it possible for us to distinguish them. 

The most obvious being that film is (usually) two-dimensional and projected onto a screen that we are able to 

view in its entirety. Additionally, film effectively manipulates images, sounds, time and space in order to evoke 

emotional responses or to achieve a certain artistic effect (Schmidt, 2009). This includes effects such as 

background music, cross-cutting between spaces, fast-forward or slow motion etc. Film narration is thus a 

combination of a life-like representation of the world as well as the employment of technical tools that can 

manipulate this representation in several different ways. Additionally, with the introduction of video, DVDs 

and on-demand streaming, the audience have the opportunity to manipulate the movie themselves by fast-

forwarding, jumping back and forth, freezing a certain frame etc (Schmidt, 2009). Thus, because the ordering 

of events is not necessarily chronological from a time perspective, the audience must be able to understand and 

transform the things that happen on screen into a version of the projected narrative where the events are ordered 

sequentially the way they would be in the real world. These are all things that affect how an audience perceives 

film narratives. In light of these characteristics of film narratives, we can provide a localised version of the 

above stated definition of narrative, adapted for film:  

 

DEF. Film narrative is an audiovisual cognitive-semiotic structure consisting of three levels: fabula, 

organisation and narration that can employ auditive music and language and visual depiction including 

visual language and gesture. 
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The question then becomes if and how the complex semiotic narrative medium of film can be translated into 

other media. 

 

2.4 Intersemiotic translation  
The familiar notion of the term “translation” is a process or act that happens between two languages. The content 

is usually text and the aim is to transfer as much meaning as possible from a source language into a target 

language. However, translation research often applies a broader definition of translation, one that covers 

different types of meaning transfers. Jakobson (1959) first coined the term intersemiotic translation. It was 

presented as part of a suggestion to distinguish between three types of translation:   

 

- Intralingual translation, sometimes referred to as “rewording” within a single language 

- Interlingual translation, sometimes referred to as translation “proper”, that is, the common conception 

of translation between languages as outlined above 

- Intersemiotic translation, sometimes referred to as transmutation or intersemiotic transposition 

(Sonesson, 2014), that is, the transfer of meaning between two or more semiotic systems 

 

In Jakobson’s conception of the term, intersemiotic translation only includes translating from language 

into other semiotic systems, but scholars have since broadened the concept to include translation between non-

linguistic semiotic systems as well (e.g. Louhema et al, under review; Sonesson, 2014). The three types of 

translation are quite different in the conceptual challenges they pose. It seems self-evident that there is a greater 

meaning discrepancy when translating from e.g. words into pictures than translating (or rewording) a written 

text within a single language. Is transferring meaning between semiotic systems equivalent to transferring 

meaning within one semiotic system, e.g. language? This is a question that Sonesson (2014) also considers. The 

most crucial concept in his definition of translation is what he calls a “double act” of communication, where the 

translator acts as both interpreter of the source content and creator of the target content. Although there are 

differences between intersemiotic meaning transfers and linguistic meaning transfers, the two also share 

significant similarities. The most important one is that both are a double act of communication, where taking 

both source and target content into account is a requirement. If we accept this definition, the transfer of meaning 

between semiotic systems can be researched within a framework of translation. 

For the purposes of this thesis, intersemiotic translation entails translation from one act of 

communication and its employed semiotic systems to another act of communication that entails different, more 

or fewer semiotic systems. For example, a translation from a book to a film entails translating from written 

language, which is unisemiotic, to film, which is polysemiotic. Additionally, the book is a medium that consists 

of largely symbolic signs and film is a medium that consists of largely iconic signs.  

Structuralist scholars often refer to source and target “texts” when researching translation. This 

is partly due to the fact that translation has traditionally been focused on written content. Adami (2016) asserts 

that focusing on written texts is a great limitation that imposes ideological frames on analysis by favouring 
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characteristics of written text over other types of meaning making vehicles. Conceptualising something that is 

not written text as a “text” is arguably reiterating this written text bias. Further, the presence of written text is 

only a small corner of the meaning-making resources at play between film and audio description, and thus, the 

term “text” does not seem sufficient here. As we have seen, cognitive semiotics does not limit its focus to 

language, and as such not written language, but rather is a framework to be applied in equal measure to all 

semiotic systems. Thus, this thesis will steer clear of the “text” bias and notion. Instead, the terminology used 

is that of source and target content. The presence of a source and target content entails the presence of a source 

and target audience. Any act of communication involves a sender and a receiver, or audience (Sonesson, 2014) 

and this includes acts of translation.  

 

2.5 Audio description 
The following introduces and discusses the phenomenon of audio description as an object of study. First, the 

practice itself, and the ways it has been studied are discussed. Following this, I connect audio description to 

narrative theory and present audio description as intersemiotic translation. 

 

2.5.1. Basic concepts 
The practice of audio description (henceforth abbreviated AD) is a service that provides aural descriptions of 

visual content, thus offering a richer experience and understanding of visual phenomena for the visually 

impaired and blind (Holsanova, 2016). It can be used for cultural events with a strong visual component such 

as film, theatre, paintings or other visual arts, and must be adapted in accordance with the visual medium. As 

this study investigates AD for film, this type will be the primary focus here. AD for movies is typically not 

executed live, but is rather “script-based”, meaning that it is prepared, scripted and recorded in advance 

(Matamala & Remael, 2015). The preparing and scripting (and sometimes the recording) of AD is done by an 

audio describer.  

 Holsanova (2016) distinguishes between three research perspectives on AD. The first is the 

production aspect, focusing on the audio describer. The second focuses on the end-user, the perception of AD. 

The third is the “meeting-of-minds” perspective, which focuses on both production and reception, namely the 

exchange between the sighted audio describer and the visually impaired audience. The first perspective, 

focusing on the audio describer, is the one that comes closest to intersemiotic translation, because the audio 

describer has to translate from a narrative with filmic narration to a narrative with AD narration. Because of 

this, that is the perspective that this thesis adopts.  

It is additionally important to distinguishing between (a) AD as a practice and overarching field 

of study, (b) AD only as verbal narration added to a film, henceforth AD narrations and (c) the original sound 

elements from the film as well as verbal narration added “on top” of it, henceforth called the AD narrative.  

It is the role of the audio describer to describe the visual aspects of each scene. This task poses 

several challenges. The audio describer faces the complex tasks of deciding what visual elements to describe, 
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how and when to describe them. The question of what to describe in AD is sometimes referred to as content 

selection (Remael & Vercauteren, 2009; Sueroj & Sarakornborrirak, 2016; Vercauteren, 2012). The questions 

of what to describe, as well as how and when to do so is often highlighted as key points of research interest 

(Holsanova, 2016; Kruger, 2010; Vercauteren, 2012). The task of figuring out what, how and when to describe 

is complicated by the fact that the audio describer must synchronize their description to the events of the movie, 

pausing to make room for any important original sound, such as dialogue or music (Holsanova, 2016). This 

constraint is imposed by all AD guidelines (Rai et al, 2010) and make it difficult (if not impossible) for the 

audio describer to include every visual aspect in their description.  

AD guidelines divide the question of content selection, that is, what an audio describer should 

include in their descriptions, into four main components. To the extent possible, the audio describer should try 

to describe the time, location, characters and circumstances that are not identifiable, including sounds and on-

screen text (Rai et al, 2010). It is worth noting here that the first three of these components roughly correlate to 

the where, when and who of narratives, as outlined in section 2.3.2. However, it is not clear what exactly is 

meant by “circumstances” in this case. It could mean causal relations, why, but it could also mean actions or 

events, that is, something along the lines of what.  

In spite of this connection between narrative elements and content selection in AD, research 

investigating AD as narrative is scarce. However, some AD researchers do adopt a narratological approach to 

AD. Kruger (2010) has used narratological ideas to suggest the notion of audio narration, a more narrative-

focused alternative to AD. Matamala & Remael (2015) have studied the consequences of “special effect”-driven 

film narratives on AD narratives. Ibañez (2010) suggests teaching students of audio description to check their 

choices regarding content selection against a narratological analysis framework. Vercauteren (2012) has 

proposed a narratological framework for the studying of the time aspect (when) in AD, leaving open the question 

of the productiveness of a narratological framework for the study of where, what, who and why. Thus, the 

application of a full narratological framework to an empirical analysis of AD remains largely unexplored.   

As not every visual aspect can be included in the AD, particularly because of time constraints, 

the audio describer must attempt to select the most relevant aspects of each visual scene with reference to the 

stated guidelines. This raises the question of when a visual element is “relevant”. What one audio describer 

finds a salient aspect worth describing might be deemed irrelevant by another. Thus, the interpersonal variation 

between audio describers makes it difficult to determine what can overall be constituted as “relevant” content.  

 

2.5.2 AD narration and AD narratives 
As we have seen, the central challenges of creating AD narrations are deciding what to describe, as well as how 

and when to do so. This entails determining what is relevant for description. Considering this, it seems self-

evident that there are some visual elements that are crucial for the target audience to follow, understand and 

engage with the overall narrative of film. For example, if a character has a prominent visual trait, e.g. a scar that 

is crucial to the film’s narrative, this trait should be described when the character first appears or soon thereafter. 

This is true regardless of subjective preferences. Vercauteren (2012, p. 216) states that an audio describer must 
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always make sure the target audience has full access to “all the narrative elements” of the movie. Similarly, 

Kruger (2010, p. 232) asserts that the intersemiotic translation from film to content that excludes the visual 

modality must at the very least include “a coherent narrative”. Despite agreeing that narrative is somehow a key 

element to AD, Vercauteren and Kruger do not define what they mean by “narrative elements” and “coherent 

narrative”. On the backdrop of the framework of this thesis, however, these can be explicated. The narrative 

“elements” are where, when, who, what and why (section 2.3.2) and the narrative structure of beginning, middle 

and end. Further, the word “coherent” can be defined as something that is “forming a unified whole”6. Thus, for 

a narrative to be “coherent” it must be complete. As we have seen, narratives have a beginning, middle and end, 

and they must have temporal and spatial elements, causal relations, events and characters. If any of these are 

missing from the AD, it fails to form a coherent narrative. As such, it can be stipulated as a minimum 

requirement that elements closely related to the narrative of the film must be considered relevant to include in 

the AD. With the help of our previous definition of narrative (section 2.3.1) and the characteristics of AD as 

outlined above, we can formulate a definition of AD narrative as follows:  

 

DEF. AD narrative is an auditorily based cognitive-semiotic structure consisting of three levels: fabula, 

organization and narration, that employs the semiotic systems of music (and other sounds) and language, 

and is linked by an explicit narrator. 

 

Unlike film narratives, AD narratives rely almost entirely on language in the creation of a narrative. This 

entails that AD has some similarities with “classic” literary written narratives. Thus, where filmic narratives 

often are without explicit verbal narration, the opposite is true for AD narratives. There is always verbal 

narration, provided by the audio describer. This characteristic is fundamental for AD and thus, it forms part of 

the definition above. This is one of the central differences between the source film narrative and the target AD 

narrative. Besides having an explicit narrator, the main difference between the general definition of narrative 

(see section 2.3.1) and that of AD narrative is that while the general definition is medium-independent and can 

apply to narratives constructed using a variety of semiotic systems and modalities, the AD narrative must be 

auditory.  

If the audience is to extract a coherent story from the AD narrative, they must be able to infer the 

reason why a certain visual element is described (Kruger, 2010). The reason something is described could be 

because it is central to the narrative, although not necessarily. Therefore, the audience must be able to distinguish 

between what is narratively important and what is simply descriptive. This entails that audio describers must 

balance their description of content relating to the narrative with their description of other content. Content that 

is not crucial to following the succession of the narrative could still be worthwhile for the audience to know in 
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order to engage and emphasize with the story and characters. However, describing too extensively might result 

in cognitive overload for the target audience (Braun, 2008), rendering them unable to separate crucial narrative 

content from the non-crucial details. The extent to which an audio describer emphasizes narrative content in 

their descriptions is bound to vary depending on the person and the genre of movie that they are narrating. For 

example, when describing a documentary, an audio describer could attempt to stay as descriptive as possible, 

describing what is on screen without inferring additional narrative meaning from it. Audio describing a drama 

feature film could mean favourising more narrative content and straying further from strictly describing on-

screen visual content. Kruger (2010, p. 233) suggests viewing audio description narrative along a 

“descriptive/narrative continuum”. This idea is concretized as Figure 6.  

 
 

Figure 6: Descriptive/narrative continuum 

 

This illustration is not intended to suggest that narrative and descriptive content are binary opposites, but rather 

to provide an illustration of the complex challenge of how to balance descriptions so they include both a coherent 

narrative and evocative descriptions (Kruger, 2010). Kruger (2010, p. 238) additionally identifies three types of 

linguistic “narrative markers” for verbal narration in AD:  

 

- Subjectivity, that is, the inference of meaning from events (i.e. “She looks worried” rather 

than “She wrinkles her eyebrows”) 

- Deixis, a rich category of expressions relative to the perspective of people, time, and location 

- Characterisation, through the use of adjectives most often relating to characters (i.e. “The 

boy with the brown hair”) 

 

 Subjectivity is the “interpretation of events as opposed to straightforward or objective 

description” (Kruger, 2010, p. 238). Take, for instance, a character’s facial expression. This could both be 

described in an objective structural manner as e.g. “she wrinkles her eyebrows”, for the target audience to infer 

their own meaning from it, or the audio describer could infer meaning from it pre-emptively, for example 

describing it as “she looks worried” (example adapted after Holsanova, 2016).  

Deixis is a rich category that can be further developed into subcategories of personal, temporal, 

and spatial deixis. Personal deixis is typically evident through personal pronouns such as I, you etc. Temporal 
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deixis can be identified through temporal adverbs, e.g. later, then, now, and verb tenses. Lastly, spatial deixis 

can be identified in adverbs such as here and there, and also in verbs such as come and go (Kruger, 2010).  

The third type of marker, characterisation, is not properly defined by Kruger (2010). Benecke 

(2014) outlines character description in AD. It is outlined how audio describers will give some sort of character 

description upon first appearance, choosing a significant attribute to make the character’s identity clear (for 

example: “The girl with the red dress”). Less significant attributes can wait to be described until a later point, if 

ever. However, it does not make much sense to describe a main character’s general appearance right as the 

movie is ending. It is narratively important to make a character’s identity clear so they can be distinguished 

from other characters. Details about their appearance, unless crucial to the narrative, are less important. 

Characterisation as a narrative marker can be conceptualised of like this, as the identification of characters when 

they first appear in the narrative, for instance before they have been introduced by name.  

 

2.5.3 Intersemiotic translation from film to AD 
According to Sonesson’s definition of translation as outlined in section 2.3, semiotic meaning 

transfers are acts of translation because they involve a double act of communication. Sonesson’s definition also 

encompasses AD. This is because the audio describer both plays the part as translator, that is, the creator of the 

AD, but is also part of the audience of the film (Vercauteren, 2012). For the audio describer, the double act of 

communication entails that it is the role of the audio describer to act as translator of the film narrative, staying 

as true to this source content as they can, while at the same time creating a new form of narrative, which will 

form part of the AD. For this, their role as translator is more restricted than, say, literary translators, seeing as 

they have very restricted time to provide their descriptions. Additionally, they must time their description to fit 

the sound and dialogue of the film, which also forms part of the AD. Considering this, Figure 5 can be revised 

to include this double act (Figure 7). It is worth noting here that summarizing the complex process of 

intersemiotic translation of narratives in a figure has its limitations. There are many aspects not reflected and 

all aspects are displayed in a simplified manner. Specifically, the audio describer does not begin construction 

of the AD narrative only from the fabula level, but rather, on the backdrop of the film’s full narrative, the AD 

narrative is constructed using input from all levels simultaneously.  

As outlined above, acts of translation involve source and target content. Additionally, they 

involve a sender as well as a receiver, or audience, here divided into source and target audiences. In this case, 

the source content is the film narrative, and the target content is the AD narrative. For the source content, the 

sender is “the filmmakers”. For the target content, we can identify the audio describer as the sender, but they 

also function as the source audience, in accordance with the double act of communication. The target audience 

of audio description includes those who were born blind, those who were once sighted and those who are 

partially sighted. Additionally, the audience is likely to include a few sighted viewers, particularly family and 

friends of blind and visually impaired people (Braun, 2008).  
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Figure 7: Narrative levels and the double act of communication by the audio describer 

Translating from filmic to AD narratives is unique in comparison with many other acts of 

translation. This is because the AD narration does not provide self-sufficient content, i.e. it does not make sense 

away from the context of the film. AD narration without auditive elements from the source film lacks coherence 

and cohesion (Remael & Vercauteren, 2009). Although a movie can be considered in isolation from AD 

narration (and indeed it is, by the source audience), the opposite is not true. Thus, one must be aware that there 

are two different, but not quite separate, types of narratives at play. The source and target content in this case 

cannot be considered separately; they must both be taken into account.  

Both film and AD narratives employ more than one semiotic system in their construction. 

However, where film is both polysemiotic and multimodal, perceived through multiple sensory modalities, AD 

narrative is unimodal, only perceived through hearing, but still polysemiotic, combing music (as well as other 

sounds) and (audible) language from the film, as well as the AD narration. This comparison is presented in 

Figure 8. 
 

 
 

 

 

 

Figure 8: The act of intersemiotic translation for this study; the semiotic systems and modalities of a film and AD narrative. 

 

Figure 7 thus illustrates the translation from narrative to narrative, and Figure 8 illustrates what 

the intersemiotic translation from film to AD entails. But again it is worth noting that the process is more 

complex than what can simply be summarized in a 2D figure.  

Intersem
iotic t

ranslation 
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The task of translating from film to AD thus entails translating a narrative by condensing four 

semiotic systems into two and condensing two modalities into one. Specifically, the act of the audio describer 

consists of translating the meaning conveyed visually into language whenever deemed necessary. When 

rendering from film to AD narrative, the semiotic systems of (visual) depiction and the visual modality is lost, 

leaving the semiotic systems of music and language, as well as other sounds, to be perceived through hearing, 

that is, the auditive modality. Kruger (2010) states that the process of the audio describer consists of 

compensating for the fact that the target audience cannot see the visual on-screen events. Considering these 

characteristics of the intersemiotic translation, three possible translation strategies employed in the construction 

of an AD narrative can be distinguished:  

 

- Direct transfer, entailing the transfer of elements from the film to the AD narrative. This is possible 

because AD relies on auditory elements of the film. Thus, film dialogue, music and sound are all things 

that may be directly transferred.   

- Elimination, entailing the loss of elements from the film to the AD narrative. Thus, a visual element 

which is present in the movie, may be eliminated in the translation process and thus, not form part of 

the AD narrative.  

- Compensation, which entails the translating of visual elements into AD. This is the essence of the AD 

process. Thus, if an important aspect of meaning is reflected visually, the lack of access to this for the 

target audience can be compensated for by verbal description.7 
 

2.6 Summary and research questions 
This chapter has presented the theoretical framework of this thesis. It started off by introducing cognitive 

semiotics and the main semiotic systems used in human communication, which has the potential to be 

polysemiotic and multimodal, and drawing a clear distinction between these two terms. Further, section 2.3 

discussed the notion of narrative, providing a definition of this concept as well as outlining the three narrative 

levels, characteristics of narrative elements and lastly, polysemiotic narratives, here exemplified by film. 

Section 2.4 outlined how meaning transfers between semiotic systems can be understood as an act of translation. 

Finally, section 2.5 introduced the phenomenon of audio description and the challenges related to the production 

 

 
7 These techniques have roots in translation studies. Direct transfer is sometimes referred to as “borrowing” (Fawcett, 

1997). This is when a lexical item from the source language is used in the target instead of an equivalent in the target 

language. Elimination is a translation strategy described in audiovisual translation, i.e. subtitling. Elimination refers to the 

“reducing [of] elements that do not change the meaning of the source dialogue” (Chiaro, 2013, p. 4). Compensation is used 

when an effect, used in the source content, cannot be achieved in the target content (e.g. a wordplay) (Hervey & Higgins, 

1992).  
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of this, before turning to the narrative side of AD and situating the production of AD narratives as a form of 

intersemiotic translation.  

The general research questions stated in Chapter 1 can now be elaborated with the help of the 

concepts and terminology presented in this chapter. This thesis aims to investigate what is a productive 

definition of narrative for intersemiotic translation and how a film narrative is translated into an audio 

description narrative. We now know that this translation involves translating from a multimodal and 

polysemiotic narrative to a unimodal, but still polysemiotic, narrative. At the core of this task is the condensation 

of four semiotic systems into two and the condensation of two modalities into one: from a narrative that includes 

visual elements to a narrative without visual elements. At least some visual elements, thus, must be translated 

into speech. The original research questions can thus be specified as follows: 

 

1) Is the stated definition of narrative – including the levels of fabula, organisation and narration – 

productive for the study of intersemiotic translation from film to AD narratives? 

2) How is a polysemiotic and multimodal film narrative translated into a polysemiotic but unimodal audio 

description narrative? More specifically: 

a) Is there a balance between descriptive and narrative content in AD narration?  

b) What visual content do audio describers regularly include in their translation and can this help 

determine what is perceived as relevant in terms of content selection? 

c) In which aspects of content selection do audio describers vary the most? 

d) How do audio describers reconstruct the basic structure – beginning, middle and end - of the narrative 

of a given film? 

 

1) is predominantly a conceptual question, as shown in the conceptual-empirical loop (see section 2.2), specified 

for this study as in Figure 9. We will return to the first research question in Chapter 5. Before that, focus is on 

the right-hand side of the loop: the empirical study described in the following chapter. 

 

 

 

 

 

 

 

 

 

 

 
Figure 9: The conceptual-empirical loop as applied in this study 
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3. Method 
 

3.1 Introduction 
This chapter outlines how the empirical material for this study was collected, organised and analysed on the 

backdrop of the framework presented in Chapter 2. The chapter consists of five sections. First, the collection of 

empirical material as well as how it was organised for analysis and presentation is outlined. Following this, the 

analysis procedure of the study is described, before specific hypotheses are formulated.  

 

3.2 Empirical material 
The material utilised for this study was sourced from the Visual Into Words (henceforth: VIW) corpus 

(Matamala & Villegas, 2016). The VIW corpus consists of a total of 30 audio descriptions of the same short 

film, titled What Happens While___, with a total runtime of 14 minutes and 37 seconds. Of the 30 descriptions, 

10 are in Catalan, 10 in Spanish and 10 in English. All were produced by professional audio describers. For the 

study, three of the English audio descriptions were investigated, produced by the companies Ericsson, MindsEye 

and SDI Media, all using audio describers speaking British English.  

 In the VIW corpus, each audio description has its own video file (the short film with 

corresponding audio description) and a set of data files. The data files include a regular and annotated written 

transcript of the AD narration and a file documenting the word frequency of the transcript. For this study, only 

the video file as well as the regular transcript was utilised. All video files were accessed through the corpus 

website8 and all data files were retrieved from the GitHub repository.9 The corpus was navigated with reference 

to the VIW Technical Documentation report (Matamala & Villegas, 2016).  

 

3.2.1 Organising polysemiotic content for analysis 
The question of how to display empirical material was one of the great challenges for the study. This is largely 

due to the fact that the analysis of complex polysemiotic and multimodal material must be somehow displayed 

in the present polysemiotic, biased towards language, unimodal genre: an MA thesis. The forced sequentiality 

of language may fall short of adequately representing multimodal material that has multiple audiovisual 

elements at play simultaneously. On the other hand, solely using pictures would not be able to encapsulate the 

crucial linguistic aspects of AD. Thus, the logical choice is to combine the two somehow. To show the different 

aspects of meaning and complexities at play simultaneously, it was decided that plotting the material into a grid 

or table would be most suitable for this task. Regardless, this involves displaying the material in a different way 

than it originally appears, and this shortcoming should be considered in the evaluation of the design. The table 

 

 
8 http://pagines.uab.cat/viw/content/corpus 
9 https://github.com/TransmediaCatalonia/viw-project/tree/master/data 
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was designed using Microsoft Excel for Mac (version 16.24 as per May 2019), and its design is shown in Figure 

10.   

 

 
Figure 10: Example of analysis table. 

 

The content of each row (horizontal) of the table corresponds to one scene of the short film. 

Scenes were delineated by cuts between frames (i.e. a brief, abrupt “break” between pictures). Each scene is 

thus everything between filmic cuts. This was chosen because a cut often indicates a change in location, or 

character, or time, or all three. Even when there are multiple cuts within a small time frame, a change can be 

detected, for example with regards to what characters are present on screen. Because of this, cuts are an 

advantageous way of dividing the film into smaller parts for analysis. It is fine-grained which entails that many 

aspects and changes, even subtle ones, can be included in the table. Additionally, each scene was given a number 

according to their chronological appearance, starting with 1. Per this delineation of scenes, the film consists of 

63 scenes, which includes everything but the credits at the end. 59 of these scenes relate to the narrative.10 

Moving left to right, the first and second columns (vertical) indicate scene numbers and scene times. The third 

column shows the full transcript of the AD narration for the corresponding scene. 

The fourth column, narration, serves the purpose of dividing each scene (row) into two sub-

categories or tiers. A visual narration tier and a verbal narration tier. The visual tier holds information about 

content conveyed visually in the film. The verbal narration tier holds the part of the AD that is added to the 

movie – the linguistic descriptions of visual on-screen content.  

The remaining five columns each hold a different category representative of a salient aspect of 

the film narrative. The development of these categories was done with reference to the Five Ws (see section 

2.3.2), that is, where, when, who, what and why. In sum, the table provides information about the spatiality, 

temporality, characters, events and causal relations for each scene in the film narrative, presented visually, and 

verbally, in the AD narration. 

Exempt from this table is the sound that is part of both the film and the AD such as dialogue and 

music. Because this sound is present in both film and AD, it is identical and there is thus no contrast, change or 

 

 
10 This is because the total number of scenes for the film also includes, for instance, a “title scene” where the title of the 

movie is displayed in written text on an otherwise blank screen. The total number thus includes everything but the credits 

at the end.  
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similarity between them to be represented in the table. This is not to say that it is not meaningful for the AD 

narrative, just that it was not considered in the analysis. This entails that the focus of the study was AD narration 

(see section 2.5.1).  

 

3.2.2 Written English translation of the film narrative 
The following provides a translation of the film narrative, where the fabula has been explicated, organised and 

narrated into a written language narrative. In order to display the narrative within this thesis, it must be narrated 

using written, English language, because it is the medium applied here. As any act of translation, this was 

constructed with reference to my own experience as part of the source audience of the film (without AD 

narration).  

 

James is a middle-aged man. He drives up to the beach and has a series of phone conversations in which he 

states that he is at the office. He is introduced as “James the business man”. As he lies down on a towel on the 

beach, and as he answers another phone call, he is disturbed by a sound that causes him to hang up his phone 

and go looking for the source of the sound. He walks up a hill. 

 

Rick is an older man. He sits on a park bench, fidgeting. He is introduced as “Rick the retiree”. He makes a call 

and says that he has too much time now that he is retired, that he misses working as a truck driver. Disturbed 

by a noise, he hangs up the phone and goes looking for the source of the sound.  

 

Jessica is a young woman. She sits studying, fidgeting with a pencil. She is introduced as “Jessica the student”. 

She answers her phone and it is indicated that she is consumed by studying and does not have much time for 

other things. She also expresses worry that she will fail and not get good grades. She hangs up the phone when 

she is disturbed by a sound, that she goes outside to investigate. She walks up a hill.  

 

They all meet up at an open clearing. Here, a voice appears that they cannot determine the source of. It tells 

them that they are there because they want to stop time, and in order to do so, they must each explain why they 

wish to do so. They each try to explain. Rick has more time than he knows what to do with. Jessica wants more 

time to do things: study, meet people, travel. James wants more time to do nothing. Seeing each other’s 

perspectives, they decide they do not want to stop time and Jessica tells the voice this. This causes the sound to 

stop, which in turn causes joy for the three. James says he will go to the beach and the other two join. Together 

they walk away.  

 
After the story ends, the film includes an epilogue, or, another beginning, before the credits start: 
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A woman hangs up laundry while she’s on the phone talking about luggage. She speaks French, unlike the other 

characters, who speak English. She hangs up the phone when she is disturbed by a sound. She is introduced as 

“Zoé, the next one”. 

3.3 Procedure 
The three British English AD narrations were compared and contrasted in terms of how they translated a 

polysemiotic and multimodal film narrative into a polysemiotic but unimodal audio description narrative. To 

do this, the AD narrations were analysed according to the following parameters (corresponding to the particulars 

of Research Question 2, as stated in section 2.6): 

 

- Balancing of descriptive versus narrative content 

- Similarities and differences in content selection 

- Translation of the narrative structure – beginning, middle and end - of the film narrative 

 

This task required operationalising these in a way that rendered them comparable across the three audio 

describers. In the following the analysis procedure for each of these parameters are specified. 

 

3.3.1 Descriptive versus narrative content 
Content was regarded as narratively related if it applied to the narrative element why, and to any of the other 

four elements if they included any linguistic narrative markers (see 2.5.2). Content was marked as an instance 

of subjectivity wherever the audio describer interpreted a character’s behaviour, facial expression or body 

language as having either a particular purpose or signifying a particular emotion. To illustrate what this entails, 

consider examples (3-6) from the AD transcripts:  

 

(3) Walking through scrubland, he climbs a steep, dusty track. 

(4) He heads up a steep, rugged slope, trying to track down the source of the sound. 

(5) Looking bored, the man who has wild, wiry, greying hair runs an index finger around the lid 

(6) He shakes his head. He runs his finger round the lid, removes it 

 

Examples (3-4) and (5-6) are each two different audio descriptions of the same scene in the short film. Yet, the 

audio describer who produced (3) did not infer a reason why the character was walking up the hill, but the audio 

describer of (4) did. Thus, trying to track down the source of the sound is an instance of subjectivity. Note that 

this additionally is an instance of causal relations, or why, in the audio descriptions (we will return to this matter 

in section 3.3.4). In (5) looking bored is an instance of subjectivity. Content was marked as cases of deixis if it 

included temporal or personal deictic expressions. All cases of temporal deixis were marked. The same goes for 

all instances of personal deixis. For analysis, the category was broadened to include all use of personal pronouns, 

including he, she, they. This was done in order to include anaphora, as the act of referring back to someone 
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mentioned earlier signifies a continuous narrative - as opposed to reintroducing a character every scene – and 

as such it has narrative relevance. Spatial deixis was excluded from analysis on the grounds that the use of 

spatial deictic expressions such as this, that, there, here, come, go had limited relevance to the overall narrative. 

Lastly, characterisation was defined above as the identification of characters by a significant attribute of theirs. 

Thus, the girl in the red dress is an instance of characterisation, but the girl is not. For analysis, the category 

was broadened to include identification of other aspects apart from characters. This is because other aspects 

apart from characters may be necessary to identify upon appearance in a similar manner to characters. 

Characterisations typically consisted of a determiner, (an adverb), an adjective and a noun. Examples (7-10) are 

characterisations from the AD transcripts: 

 

(7) A forty-something guy 

(8) A curly haired woman 

(9) The shrill sound 

(10) The high-pitched sound 

 

Examples (7-8) are instances of characterisation of characters upon first appearance. (9-10) are instances of 

characterisation of something that is not a character, particularly the sound which is a central element in the 

film narrative.  

 On the other hand, descriptive content was identified as the use of extended descriptions, as well 

as events that the audio describer included, but did not infer narrative meaning from. The extended descriptions 

in this case are to be distinguished from characterisations, as defined above. Extended descriptions thus include 

details beyond what is necessary to identify someone or something. It can also include descriptions of the setting 

and background. Consider the examples in (11-14). 

 

(11) Further round the coast, in the background, the towers and buildings of a power plant fringe the  

shore. 

(12) Beyond him the buildings are silhouetted against a hazy sky. Waves break onto rocks on the shore. 

(13) She wears a warm coat with fur-trimmed hood, a patterned scarf around her neck. 

(14) He's in his sixties, has unruly collar length hair tinged grey at the temples and a salt and pepper beard 

  

Examples (11-12) are narrations of the same scene by different audio describers. In both cases, the audio 

describers are describing the background, while other elements are foregrounded in the narrative, in this case 

James walking around on the beach. Examples (13-14) are instances of extended character descriptions beyond 

what can be counted as characterisation. In both cases, this is after they have been identified (note anaphoric 

use of he and she). 

Additionally, Kruger (2010) identifies descriptive content as something described by the audio 

describer without inferring additional meaning from it (as outlined in section 2.5.2). Above the linguistic 
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narrative marker of subjectivity was defined as wherever the audio describer did infer meaning from the 

described elements. It was also noted how instances of subjectivity could sometimes simultaneously be an 

instance of why. If we return to examples (3) and (4), then, the difference between them is that (3) provides 

information regarding where, who and what, and (4) additionally includes information regarding why. Thus, 

descriptive content can also be said to be wherever the audio describer describes the events of a scene without 

inferring additional meaning from them, i.e. what rather than why.   

It is worth noting that of course, there are many cases where content is not necessarily exclusively 

descriptive or narrative. For instance, the examples (12-14) are not only descriptive, as they all include 

information relevant for the who of the narrative, namely pronouns used anaphorically. To decide whether there 

was a balance between descriptive and narrative content, it was determined how many of the three descriptions 

included both descriptive and narrative content.  

 

3.3.2 Content selection 
Content selection was determined with reference to the translation strategies of AD (as outlined in section 2.5.3): 

direct transfer, elimination and compensation. Compensation was regarded as being whenever the audio 

describer translated filmic elements that were conveyed visually. Elimination was regarded as whenever there 

were filmic elements conveyed visually that were not compensated for by the audio describer. Although all 

compensation is evident from the analysis table – as it is whatever visual elements are included in the AD 

narration - not all elimination is evident from the table. For example, a number of scenes in the film feature text 

on screen. Although the audio describer may read aloud this on screen caption, the aspect of meaning that 

concerns that this information is written on screen is not necessarily included. This is thus a clear example of 

elimination, but it is not evident from the analysis table. Instances like these were noted too and included in the 

analysis. Not all that is eliminated can be noted in the analysis, as attempting to map this would be an endless 

project. By the very nature of translating depiction into language, many details are bound to be lost. This analysis 

will only be able to highlight a few examples of this. Thus, it was decided for each describer whether they 

employed all three translation strategies and examples of how they did so was compared.  

Both elimination and compensation could be partly quantified by using the table to count the 

scenes where the audio describers had included information regarding each where, when, who, what and why. 

Thus, this number could be compared with the total number of scenes where these categories were evident 

visually. For example, if the number of scenes conveying information visually regarding who was 61 (out of a 

total of 63 scenes) and the audio describer included information regarding who in their translations in 54 of the 

scenes, the audio describer compensated for visual depictions of who in 89% of cases. Vice versa, the audio 

describer eliminated information regarding who in 11% of cases. However, for what, it was also necessary to 

individually count the number of events in the source content and translations of these in the target content to 

determine the overall translation percentage. This is because a single scene in the film can hold dozens of events. 

Comparatively, they usually do not contain more than a single causal relation. The same goes for the categories 

of who, where, and when, which will usually contain one or two mentions, often of the same thing. However, 
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in the case of what, this often covers multiple different events, both in the visual explication and in the 

translation. These were thus counted individually in order to achieve a more nuanced investigation of how 

frequently events were translated. This was done by counting the events in the what-column, once for the visual 

narration and once for the verbal narration of a given audio describer and deciding the ratio of translated events 

to visual events. Once the numbers had been calculated, these were compared across audio describers to 

determine where they had the most similarities and where they varied the most. Additionally, the average 

translation percentage for each category across all audio describers was calculated. Lastly, the total translation 

percentage across all categories and audio describers was calculated.  

 

3.3.3 Key steps of narrative 
To analyse how the three AD narrations reconstructed the narrative structure of the film, the narrative’s 

beginning, middle and end had to be identified. This was done by explicating some key steps of the narrative 

that reflected progression with regards to these three stages. These were developed with reference to Todorov’s 

(1969) five step model (as outlined in section 2.3.1). A total of six steps were identified: 

 

(a) Introduction 

(b) Disturbance  

(c) Meeting up  

(d) Ultimatum 

(e) Repair 

(f) Resolution 

 

 

 

 

 

 

 

 

 
Figure 11: Key steps in the beginning, middle and end of the film narrative 

 

Figure 11 is a graphic representation of how these six steps correlate to beginning, middle and end. Of these six 

steps, (a-b) is the beginning, (c-d) is the middle and (e-f) is the end. If we consider the explicated narrative 

(section 3.1.2), (a) and (b) appear to happen three times: James, Rick and Jess are one after the other introduced 

and disturbed by the sound. This sequentiality is also how it is represented in the film. However, on the fabula 
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level, these are happening at the same time and thus, they reflect the same stage of the narrative, i.e. the 

beginning. That is one of the reasons why (c), which is when they all meet up in the clearing, becomes a key 

step, as it is where the audience realises that the events have been happening simultaneously. (c-d) is the middle 

and in a sense the climax of the story, where the characters are confronted with each other and with the dilemma 

of whether they want to stop time. Finally, they repair the situation in (e) where they decide not to stop time, 

which in turn stops the sound. They then walk away together, happy, in (f). In order to investigate how the audio 

describers managed to translate these six steps, the way in which they each narrated the events of the scenes 

corresponding to the six steps was analysed.    

 

3.3.4 Table procedure 
The first task was to decide how the analysis table should be filled in with the information from the film narrative 

and corresponding AD narration. This was done by viewing the movie whilst manually entering the appropriate 

details of first the movie and later the AD transcript from the VIW corpus files. The AD transcript was written 

out according to normal English orthography standards. The same table format was used for each of the three 

ADs. Where the information was given visually, it had to be translated into written English in order to be 

displayed in the table. For this task, I had to use intuition as a member of the source audience of the film to infer 

where, when, who, what and why for each scene, if applicable. This task additionally required intersubjectivity, 

or empathy, as I had to make judgement calls about whether it was reasonable to assume that other members of 

the source audience would make similar conclusions. For the verbal narration, these cells could be filled by 

analysing what parts of the AD transcript for the scene was applicable to a given category and inserting this. 

 The third column, AD transcript, was filled in with all the verbal AD (if any) within the given 

scene time frame. Additionally, the linguistic narrative markers of AD were marked in the AD transcript-column 

in the following way:  

 

- Instances of subjectivity were marked in bold  

- Instances of deixis were marked in italics 

- Instances of characterisation were marked in underlined 

 

Figure 12 shows an example of what the table looked like when filled in.  

Figure 12: Example excerpt of analysis table. Opening scene of the film, AD by the audio describer Ericsson UK 

For the where, when, who, what and why-columns, it had to be decided how these were to be 

filled. The where-column was filled in whenever there were any spatiality evident from the scene. Linguistically, 
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this entails noun phrases (henceforth: NP) that have a head noun relating to spatial circumstances, for example 

a pale grey seafront or simply promenade (see Figure 12). The when-column holds any information given about 

temporality. This takes the linguistic form of an NP or an adverb relating to time, for example daytime (Figure 

12) or temporal deictic items such as then, later, now. Additionally, sentences or lexical items that it is plausible 

that the audience can infer an answer to when from, was allowed. In examples (15-16) it is reasonable to assume 

that the audience can infer that the scene took place during the day, when the sun is up. In 16) they can possibly 

narrow it down to either sunrise or sunset, as that is when shadows are cast long.  

 

(15) The sun shines 

(16) Their shadows are cast long 

 

The who-column was filled in with the visual and verbal information relating to any sentient 

beings that were present in a given scene. In this case both characters, as well as “extras”, that is, people and 

animals that were present, but not foregrounded in the narrative were included. This was done to accommodate 

scenes where no prominent characters are present, such as the opening scene (see Figure 12). Linguistically, the 

who-column can hold either an NP, or a full sentence. The column includes identification of characters, such as 

deictic pronouns, proper nouns and characterisation of characters. Example (17) is an NP, informing the target 

audience of the presence of a woman as well as a significant attribute of her – curly hair. Example (18) also 

introduces a character, in this case in the form of an NP with an embedded prepositional phrase.  

 

(17) A curly haired woman 

(18) A bearded grey haired man with heavy green eyes 

 

 The what-column holds information about the events of a given scene. That is, any actions of the 

scene, usually performed by characters. Linguistically, this means constructions including a verb. Minimally, 

one verb equals one event. Thus, the events were explicated minimally in the visual tier, in order to condense 

them for the table format. This entailed avoiding – as far as possible – the use of e.g. articles and other 

grammatical words. For the verbal narration tier, this entailed picking out the verbs and a few surrounding 

words. Example (19) is the explication of what is happening visually in the scene. Example (20) is how an audio 

describer has described the events of that same scene.  

 

(19) Man drives car, then stops, talking on phone. He unbuckles seatbelt, gets out, closes car door. Person 

cycles past. Man opens boot and pulls out bag, puts briefcase into boot, closes it.  

(20) car pulls up, having an animated conversation, gets out 

 Lastly, the why-column holds information about the causal relations of a given scene. For this 

purpose, prepositions or conjunctions that indicate causation were used, such as (in order) to, by and because. 

In the AD, these were expressed more freely, in order to not restrict what counted as a translation of causal 
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events, they could take different linguistic forms. Both examples (21) and (22) are verbal narrations where why 

is answered. In (21) she heads outside because she is looking for the sound, in (22) he is perplexed because of 

the sound.  

 

(21) Giving up on her studies she heads outside to track down the source of the sound 

(22) Looking perplexed by the sound, he checks about him 

 

A dash (-) was filled in the cells whenever there was no information regarding a category – for 

instance, if there was no linguistic AD at a given time, there would be no given information regarding where, 

who, when, what and why and thus, the verbal narration cells would be filled in with -. Whenever AD narration 

was absent to provide space for dialogue, the cells were filled in with “(dialogue)”.  

 

3.4 Specific hypotheses 
Based on the theoretical background presented in the previous chapter and the operationalisations of the 

parameters of Research Question 2 as outlined in the present chapter, the following hypotheses can be 

formulated:  

 

H1) All audio describers use the strategies of elimination, compensation and direct transfer in the 

translation process from visual to verbal narration.  

 

H2) The three AD narrations will include both descriptive and narrative content and as such be balanced 

somewhere between the descriptive and the narrative extreme, as predicted by Kruger’s (2010) 

descriptive/narrative continuum. 

 

H3) Across audio describers, there will be a higher number of where, when, who, what and why 

conveyed visually in the film narrative than in the AD narrations due to the condensation of four 

semiotic systems into two and two modalities into one. 

 

H4) There will be least variation between the audio describers’ percentages of translation of why, as 

causal relations are a central narrative element and most variation in the translations of what, as it is 

more descriptive and less narratively salient.  

 

H5) All audio describers reconstruct the basic structure – beginning, middle and end - of the narrative 

of the short film.  
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4. Analysis and results 
 

4.1 Introduction 
This chapter presents the results of the empirical study. It is divided into seven sections. Each of the following 

sections are linked to a hypothesis, as stated at the end of Chapter 3. The chapter ends with a summary. The full 

versions of the analysis tables can be found in Appendix 1 for the audio describer Ericsson, Appendix 2 for 

MindsEye and Appendix 3 for SDI Media.  

 

4.2 H1 – Translation strategies 
All three translation strategies, direct transfer, elimination and compensation, were employed by all of the audio 

describers. In the case of direct transfer, most of the film dialogue, music and other sound elements were 

transferred and used in the AD narrative. However, not all of the dialogue was transferred. In scene 63, a 

character, Zoé, speaks in French, while the remainder of the dialogue in the film is in English. In the film, the 

French dialogue is translated into English with subtitles. The three AD narrations were also in English and all 

three audio describers opted to read the film’s subtitle aloud – that is, on top of the French dialogue. This entails 

the loss of access to the French dialogue for the target audience, whereas the source audience has simultaneous 

access to both the French dialogue and the English translation. This is a case of both elimination – loss of access 

to French dialogue – and of compensation – compensating for the fact that the target audience cannot see the 

subtitles. Figure 13 shows scene 63 as narrated by SDI Media (see Appendix 3 for the full version of this table).  

 

 
Figure 13: Scene 63 as narrated by audio describer SDI Media (Appendix 3) 

 

Although all three audio describers chose to read aloud the subtitles for the French dialogue, only one audio 

describer, MindsEye, included that the information came from the subtitles. As evident in Figure 13, SDI Media 

did not indicate that what the audio describer is saying is visually depicted in written text. This tendency is 

consistent for both the SDI Media and the Ericsson audio describer, who did not, at any point, state the presence 

of on-screen writing. Thus, the aspect of meaning concerning this information being written on screen is 
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eliminated. On-screen writing is present in five of the 63 scenes. In all five scenes, the MindsEye audio describer 

included this aspect in their translation, by saying “caption” or “subtitle” before reading aloud the on-screen 

text, and thus, this aspect is compensated for by this audio describer only.   

Across the three audio describers, many visual aspects were eliminated in the translation process. 

This is most evident in cases where AD narration stops in order to allow the target audience access to dialogue. 

Figure 14 shows an excerpt of this. 

 

 
Figure 14: Shows scenes 43-44 where AD narration is absent and dialogue is present (Appendix 1, 2 and 3) 

  

Figure 14 shows scenes 43-44 where the source audience has access to information regarding when, who, what 

and why, but these were not translated into the AD. None of the three audio describers had verbal narration in 

scenes 43 and 44. Sometimes, the dialogue could give away what character is speaking and thus provide 

information for the target audience regarding who. But this was not always the case. In scene 44, the source 

audience can see the character James’ face, but it is the character Rick who is speaking. James appears to be 

listening to Rick. This meaning aspect is lost in the translation from film to AD. Thus, in many scenes with 

dialogue, the AD narration stopped, resulting in the elimination of visual meaning aspects relating to the 

narrative categories.  

It may be argued that compensation is the key strategy in AD, and this was reflected in its 

numerous uses in the data. Figure 15 shows examples of how the audio describer can compensate in a number 

of different ways for the visually depicted elements of the film. The audio describer uses anaphoric he to refer 

to a character previously introduced, James. Further, the audio describer shows temporal progression with the 

use of the temporal deictic item now. The source audience can see that it is daytime, but the target audience 

cannot. The Ericsson audio describer included this information in scene 1. In scene 5, it is still daytime. The 

audio describer makes this clear by using now, instead of, for example, much later or the next day. The use of 

now indicates that the events of scene 5 are taking place immediately after the first four scenes of the film.  
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Figure 15: Scene 5 as narrated by audio describer Ericsson (Appendix 1) 

Lastly, the audio describer compensated by translating the place, or where – promenade. Similar 

strategies are used by MindsEye and SDI Media. Thus, all three audio describer compensate for the five 

narrative categories at various points throughout the film. Thus, Hypothesis 1 is supported with all three audio 

describers employing the three translation strategies, as indicated by the above examples. 

 
4.3 H2 – Descriptive and narrative content 
All three audio descriptions included descriptive as well as narrative content, as operationalized in Chapter 3. 

Specifically, they all included instances of characterisation, subjectivity, temporal and personal deixis as well 

as translations of the narrative element why. On the descriptive side, all audio descriptions included extended 

descriptions and translations of visual events without the audio describer inferring additional meaning from 

them. Perhaps the best way to illustrate this is by considering the same scene as described by different audio 

describers. Consider these three different narrations of scene 4 (see Appendix 1, 2 and 3):  

 

(23) The man looks exasperated then reaches into his inside jacket pocket and pulls out a pair of 

sunglasses, which he puts on. He's around fifty and has a short trimmed beard. James - the businessman. 

(Ericsson) 

(24) He ends the call. Puts his phone away. Looks out towards the sea. Takes a deep breath. Puts on his 

sunglasses. He has ginger hair and a beard. Caption: James, the businessman. (MindsEye) 

(25) He ends the call, then reaches into in his inside jacket pocket. He takes out sunglasses and puts them 

on. James the businessman. (SDI Media) 

 

In (23), the audio describer interpreted the character’s facial expression as signifying a feeling – exasperation. 

This is an instance of subjectivity and thus, an example of narrative content. In (24) and (25) the audio describers 

make no such inferences, exemplifying descriptive content. The audio describers in both (23) and (24) provide 

an extended description of James’ appearance in this scene. Of these three narrations, (23) is the most narrative 

leaning, but all three examples have narrative content. That is, they all have anaphoric use of he, thus signifying 

a continuation from earlier on in the narrative. (23) and (24) have extended descriptions, where (25) does not, 

but they all have descriptive content in terms of describing the on-screen events without attributing subjectivity 

or other narrative markers.  
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 Thus, all three audio descriptions included both descriptive and narrative content and, in some 

cases, different audio describers translated the same scene differently, either more descriptively or more 

subjectively – promoting narrative building. The examples examined here additionally showed how, within a 

single scene, audio describers may use both descriptive and narrative content. Thus, per this sample of audio 

describers, they do not overall favour either descriptive or narrative content. Rather, they fall somewhere in the 

middle, employing both in their translation. Thus, Hypothesis 2 was supported.  

 

4.4 H3 – Overall visual versus verbal narration of narrative categories 
Of the 63 scenes included in the analysis (only excluding end credits), where could be inferred from visual 

events in 42% of scenes, when in 92%, who in 95%, what in 84% and why in 37% (Figure 16).  

 

 
Figure 16: Overall percentages of the narrative categories as evident visually 

 
Of these, the audio describers overall only translated a subset, as shown in Figure 17. What had the highest 

overall translation percentage, with audio describers on average including descriptions corresponding to what 

in 54% of the scenes that had visual what. Next was who, where audio describers on average translated 52%. 

Where was translated in 49% of the cases that had visual where, and why was translated 28%. Last was when, 

which was only translated in 20% of the cases that had visual when. Thus, what was the category that was 

translated most frequently, and when was the category that was translated least frequently. However, if counting 

the total number of what-events as opposed to counting the number of scenes the category was present in (see 

section 3.3.2), the audio describers translated on average 32% of the what-events, making who the category that 

had the highest translation percentage. Across all categories, the audio describers translated less than half of the 
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scenes that had visual cues relating to the five categories, 41%. For comparison, the narrative categories could 

be inferred from visual events on average 70% of the time (Figure 16).  

 

 
Figure 17: Overall translation percentages for the narrative categories. The numbers on the columns indicate the number of scenes 

that included verbal descriptions relating to a given category. 

 

Thus, Hypothesis 3 was supported, since the target audience had access to less than half the 

information about the narrative categories present visually. 

 

4.5 H4 – Individual variation 
The proportions for the three audio describers separately are given in Figure 18. The audio describer Ericsson 

most frequently translated visual what into verbal narration, 49% of the time. When was translated least 

frequently for Ericsson, 23% of the time. Where and who were both translated 46% of the time, and why was 

translated 29%. For MindsEye, both where, who and what were translated 58% of the time. Why was translated 

29% and when was translated 19%. Lastly, SDI Media translated what most frequently, 55% of the time, who 

second, 51%. They translated where 42%, why 25% and lastly when, 18%.  

Thus, at an individual level, the translations follows the overall tendency of when being translated 

the least. What is additionally translated most frequently by both Ericsson and SDI Media, but in the case of 

MindsEye, where and who were translated as frequently as what. Thus, the audio describers show the most 

variation in the category of where, where MindsEye described this 58% of the time and SDI Media translated 

it only 42% of the time. They show the least variation in the category of why, where both Ericsson and MindsEye 

translated this 29% and SDI Media 25%.  
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Figure 18: Individual variation in translation percentages between audio describers. 

 

 In the film, there were a total of 233 events (which could be expressed through verbs) in the 

explication of visual what. In the translations of the Ericsson audio describer, there were a total of 62 events, 

corresponding to 27%. For MindsEye, this number was 85, corresponding to 36%. Lastly, SDI Media had a 

total of 75, corresponding to 32%. Given these figures, the variation between the audio describers for the 

category of what is still less than in the category of where. Thus, Hypothesis 4 is only partly supported, with 

the category of why indeed having the least variation between audio describers, but the most variation was found 

to be in the category of where, and not what, as predicted.  

 

4.6 H5 - Translation of narrative structure 
The audio describers reconstructed the beginning, middle and end of the film using a combination of verbal 

narration and input from the sound and dialogue from the film.  

 The beginning, subdivided into the first two key steps, correspond to the scenes 3-22, that is, 

everything from when James is first introduced until they all meet up in the clearing in scene 23. The primary 

introduction of the characters is when their names and occupations are written on screen – e.g. James the 

business man. All three audio describers read this aloud, as we have seen. Upon a character’s first appearance, 

the audio describers all make the audience aware of the presence of a person, but there is variation in whether 

they give the audience any more information than that, for example with regards to what they look like or how 

old they look. This is in some cases done straight away or later: 

 

(26) A forty-something guy (SDI Media, scene 3) 

(27) He's around fifty and has a short trimmed beard (Ericsson, scene 4) 
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In example (26), we see that SDI Media gives an estimation of the character James’ age upon his first appearance 

in scene 3. By contrast, we see in example (27) that Ericsson gives an estimation of James’ age after he has 

been present on screen a while, scene 4. Regardless, all audio describers introduce the three characters James, 

Rick and Jess with descriptions, gender, names and occupation, which is sufficient to tell them apart.  

 For the second step, Disturbance, some of the information about the characters being disturbed 

by the sound is given via auditive elements such as the disturbing sound itself. It is worth noting that these 

elements are available to both the source and target audience. However, much of the information is also 

conveyed visually, for the audio describers to translate for the target audience. One of the main ways this step 

is conveyed visually is by the characters looking around them in confusion. Examples (28) and (29) each 

represent how an audio describer has narrated a character being disturbed by the sound. In (28), the audio 

describer accounts how the character repeatedly looks around and grimaces. In (29), the audio describer uses 

subjectivity to infer that the character is puzzled by the sound, as well as describing the character looking around. 

 

(28) He sits up and answers. He looks round at the sound. Again, he looks around. He ends the call, looks 

round, frowning deeply. (MindsEye, scene 6) 

(29) Jess who has long, curly auburn hair scans about her and looks puzzled (SDI Media, scene 20) 

 

All three audio describers convey that the characters look around when the sound appears and in some cases 

they make explicit that it seems to intrigue or confuse them. The second part of the Disturbance step is when 

the characters leave in order to go looking for the source of the sound. In the source content, this is implicit, but 

visually narrated by showing the characters looking around as they move. The key scenes for this are 7, 18 and 

21. Ericsson and SDI Media both manage to convey that the characters are moving because they are trying to 

locate the sound, either explicitly, by saying so, or implicitly, by accounting how the character looks about 

them. For MindsEye, this is the case in scene 7 and 18, but in their narration of scene 21 it is not. Compare the 

three audio descriptions of scene 21 in (30-32).  

 

(30) Giving up on her studies she heads outside to track down the source of the sound. (Ericsson) 

(31) Baffled by the sound, Jess gets up from her desk. (SDI Media) 

(32) She gets up, goes outside. She wears a warm coat with a fur-trimmed hood, a patterned scarf around 

her neck. (MindsEye) 

 

In (30), the audio describer uses subjectivity to infer the reason Jess gets up, making it very clear that she is 

moving to find the source of the sound. In (31), it is less explicit, but the audience can infer that she gets up 

because she is baffled by the sound. In (32), the reason she gets up is not clear, and the audience is left to figure 

it out for themselves. It is possible, however, that as Jess is the last of the three to be introduced and disturbed, 

the audience can still infer that she will go looking for the sound upon hearing it, just as they saw was the case 

with the first two. Overall, all the audio describers manage to narrate the second step in a way that allows the 
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audience to infer that the characters are disturbed by a sound and go to look for the source of it, perhaps with 

one exception in the case of MindsEye’s narration of scene 21. 

The third step, Meeting up, is key because it is when the (source) audience realises with certainty 

that the three introductions and disturbances have been happening simultaneously. The onset of this step is scene 

23, where Jessica’s looking for the sound leads her to the clearing where she finds Rick and James. The visual 

why of this scene has been explicated as: Jess sees Rick and James because they have all been looking for the 

sound simultaneously and it led them to the same place.  

 None of the audio describers chose to make this evident in their narrations. Consider the audio 

describers narrations of scene 23 in (33-35). 

(33) She joins James and Rick on an arid patch of land bordered by parched vegetation. Jess looks 

confused. (Ericsson) 

(34) She arrives on a plateau on the hillside, near to James and Rick. The sun shines down brightly on the 

three small figures. (MindsEye) 

(35) Jess, Rick and James are standing together. They're in a sunny, sandy clearing. (SDI Media) 

In (33) and (34), the action of Jess arriving at the clearing is included - i.e. joins, arrives. In (35), however, it is 

not. Instead, she is already there, and the target audience does not have access to this information. However, 

none of the three can be said to explicitly narrate the why of the scene, which is central in this step. 

 The next step is Ultimatum. This is what unravels from scene 24, when the bodyless voice first 

appears, until about scene 53-54, when they are asked if they want to stop time. This part of the film has the 

most dialogue, which entails that it is where there is the least amount of audio description, but it also means that 

the target audience is getting much of the narrative information they need through the dialogue. The voice asking 

them each why they want to stop time, as well as their answers, and them starting to see things from each other’s 

perspective is all conveyed through audible dialogue.  

 

 
Figure 19: Scene 51 and 52 for the audio describer SDI Media (Appendix 3) 

The elements that are not evident from the audio are quite subtle. In Figure 19 we see how the target audience 

in the case of SDI Media misses out on details relating to the characters’ body language and gestures, but these 
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are not narratively crucial. The information that is narratively important is conveyed via audible dialogue and 

thus, is part of the AD narrative and available to the target audience.  

 The end is initiated by the fifth step, Repair. This step is conveyed with the visual event of the 

characters looking at each other and shaking their heads no, and Jess telling the voice they do not want to stop 

time, which results in the disturbing sound stopping. Thus, only the characters looking at each other in 

agreement is conveyed visually and could be translated, whereas the other events are conveyed auditively. The 

characters look at each other and shake their heads in scenes 55-56. In examples (36-38), we see how the audio 

describers have described scenes 55-56 in three different ways with regards to the characters’ actions.  

 

(36) Rick shrugs and Jess shakes her head (Ericsson) 

(37) Each of them shakes their head, James, then Rick, then Jess (MindsEye) 

(38) They glance at each other. Rick shrugs and shakes his head (SDI Media) 

 

The explication of the visual events of the scenes is the following: Rick shrugs, shakes his head. Jess shakes 

her head.  

 None of the three include all this information, but all include part of it. The most deviant 

description is perhaps MindsEye (example 15) where all three characters are said to shake their head, although 

James is not seen doing this. The reason for this is perhaps to underline the fact that they all agree not to stop 

time. Overall, each of the audio describers convey that they all gesture to indicate their stance or that they take 

a moment to look at each other, before Jess decides to tell the voice no.  

 Finally, the last step is Resolution. This step begins with the sound stopping, in scene 57, and 

ends when the screen turns black, in scene 62. These scenes convey first joy over the sound stopping, followed 

by James proclaiming that he will go to the beach and Rick following to join. Then, it conveys Jess hesitating 

for a moment, before chuckling and running after them. In scene 61 they walk away together.  

 

(39) Rick follows James. Jessica stares down and considers. She smiles and runs after them in the sunshine. 

They walk off merrily towards trees beneath a clear blue sky. (SDI Media) 

(40) Rick heads after James but Jess lingers for a moment looking thoughtful then chuckles to herself 

before joining them. James puts his arm around her shoulders for a brief moment, then rubs her back. 

(Ericsson) 

(41) They look around. Rick laughs. James waves his hands dismissively. Rick sets off with James. Jessica 

thinks for a moment, gives a “why not” smile and runs to join them. They walk away from us towards the 

path through the trees, the men’s arms around Jessica’s shoulders. (MindsEye) 

 

The first element, the conveying of joy, is only expressed in (41), by Rick laughing. However, Rick’s laugh is 

audible, so it is accessible to the target audience. Additionally, the MindsEye describer is also the only one who 

includes the co-speech gestures that accompany James’ statement about his going to the beach. All three audio 
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describers convey that Rick follows James and that Jessica hesitates for a brief moment before joining them. 

Interesting to note here is the instance of subjectivity in (41) where the audio describer infers meaning from 

Jessica’s smile, perhaps in order to provide a reason for why she follows them – why not? SDI Media in (39) 

also uses subjectivity, in this case inferring that the way the three walk away together in the end is done merrily. 

Additionally, they add that the sky is clear and blue. Ending the narrative like this communicates resolution – 

everyone is happy and the sky is blue. The idiom “blue skies ahead” is commonly used to mean “everything is 

good” and the audio describers inclusion of the blue sky here has a similar effect. However, SDI Media does 

not include the information regarding James and Rick putting their arms around Jessica. The two other audio 

describers do include this. The three audio describers all narrate the events that happen in these scenes, with 

SDI Media most clearly narrating a resolution or end to the narrative, but the two others also conveying that the 

characters walk away.  

 In sum, the three audio describers manage to translate the visual events that relate to the narrative 

structure of beginning, middle and end with few exceptions. In the instances where there is no verbal translation 

of visual events, the narratively relevant can be inferred from the dialogue and thus, still forms part of the AD 

narrative. However, there are two instances where the available verbal translation does not include the 

narratively relevant information and this is not included in the dialogue either. The first is in scene 21 where the 

MindsEye audio describer does not include information about the reason why Jess leaves her desk and goes 

outside. Secondly, no audio describer makes explicit the reason the three characters meet up in the third step: 

because they have all been searching simultaneously and it leads them to the clearing at the same time. In both 

cases, the target audience does have sufficient information regarding the what of the scenes, but is lacking an 

explicit narration of why. It can be argued that this is not made explicit to the source audience either, who must 

themselves infer the why from these scene. Thus, it may not be crucial for the narrative that the causal relations 

of these steps are made explicit, but rather that the target audience has access to equivalents of the visual events 

in sufficient detail that will allow them to make inferences similar to those that can be made by the source 

audience. Therefore, the information about events given in these scenes may still be sufficient for the audience 

to infer a coherent narrative. Overall, Hypothesis 5 is supported with the audio describers translating the most 

key visual events relating to the six steps of the beginning, middle and end of the film narrative.  

 

4.7 Summary 
This chapter presented the results of the empirical study. Each section was linked to the hypotheses as outlined 

in section 4.6. Of the five hypotheses, H1, H2, H3 and H5 were supported, but H4 was partly supported, with 

the why category being translated with least variation between audio describers, but the category that reflected 

the most variation was the category of where, not what, as predicted. Overall, the results indicate that audio 

describers reconstruct the narrative of film using specific translation strategies, a combination of descriptive 

and narrative language, that they largely reconstruct the basic structure of the film narrative’s beginning, middle 

and end, and that, with some individual variation, they translate a little under half of the visual content conveying 

information relating to where, when, who, what and why.   
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5. Discussion 
 

5.1 Introduction 
This chapter discusses the results of the empirical study as presented in Chapter 4 and returns to Research 

Question 1 as outlined in the end of Chapter 2. The chapter includes a discussion of how this study relies on 

methodological triangulation and relate to the conceptual empirical loop. Further, this chapter discusses the 

limitations of this study, the wider implications of it and outlines a series of questions yet unexplored.  

 

5.2 Translating visual content into verbal narration 
In Chapter 4 it was found that the audio describers employed the translation strategies of direct transfer, 

elimination and compensation. The audio describers mostly agreed in how and where to employ these strategies, 

with all directly transferring all sounds and most of the dialogue, except the dialogue given in French. Only one 

audio describer chose to make explicit whenever information was written on the screen. The other two 

eliminated this information and only read aloud the on-screen text. Apparently, most elimination happens when 

there is dialogue present, which audio describers must pause their narrations to make room for. Therefore, some 

aspects of meaning, such as what characters are present on screen, are lost. Compensation was evident in all 

aspects of the AD narration; all audio describers frequently compensated for visual content by describing 

spatiality, temporality, causal relations, characters and events.  

 The translation strategies were adapted for the study of audio description following strategies of 

interlingual translation and audiovisual translation, e.g. subtitling. These three were deemed the most relevant 

for the study of AD, but there are many others (see e.g. Chiaro, 2013; Fawcett, 1997). The chosen strategies 

proved productive for the analysis of AD in the present study, but it remains to be seen whether they are 

applicable for other ADs or whether additional strategies can be identified. It is important to note that other 

types of intersemiotic translation may employ different strategies suited to the specific challenges of that type. 

For instance, as argued by Sonesson (2014), translating from written language to film entails that the translators 

have to invent innumerable details that the original content might not have – how tall a character is, what angle 

and distance to depict something from and so forth. This is a specific challenge that audio describers do not face 

in their translations.  

 Although the study provided insight into how audio describers employ translation strategies in 

AD narrations, it is important to note that the analysis was not exhaustive. In the case of elimination, there are 

a wealth of details that are eliminated from film to AD narrative. Because film includes depiction, many details 

can be perceived holistically and simultaneously, which is a semiotic affordance that language, with its forced 

sequentiality, does not have. It can seem impossible to systematically investigate all that is eliminated in 

translating from film to AD because of the immense wealth of detail in film. Film mimics the lifeworld with 

startling accuracy, and as such, attempting an exhaustive description of filmic aspects is similar to attempting 

an exhaustive description of lifeworld, an endless project. Thus, this study chose to focus more on the aspects 
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of film that were systematically included in AD narration rather than all that was excluded. This focus also 

allowed for the investigation of content selection and relevance in the production of AD narratives.  

 

5.3 Descriptive/narrative continuum 
As Kruger (2010) suggested with the descriptive/narrative continuum, audio describers use both language that 

is strongly narrative and language that is more descriptive. Kruger argues that more descriptive sections of AD 

narrations end up detracting from the narrative unity. The question is whether this is true. It seems that for 

Kruger, the goal of AD is for the audience to be able to reconstruct the narrative. A similar point was made in 

section 2.5.2 of this thesis. Although this might be true, the question is whether descriptive content necessarily 

disrupts the audience’s ability to do this. It is not unusual for written, literary narratives to have extended 

descriptions of what locations or people look like without disrupting the audience’s ability to extract the 

narratively crucial content from the non-crucial details. Is it possible that extended descriptions could be 

included in AD narration without impeding the narrative? And further, is it desirable to have AD narration  that 

is rinsed of extended descriptions? Perhaps there is more to constructing narratives than stating causal relations, 

time, space, events and characters; perhaps some degree of descriptive language is needed to allow the audience 

to feel invested in the narrative. Future research may look into this, for example by providing a film with two 

versions of AD narration: one with a descriptive/narrative balance, similar to the ones investigated here, and 

one more explicitly narrative. Each of these could then be shown to audiences to investigate how people perceive 

these two ways of constructing the narrative and which they prefer. For now, this study has shown that AD 

narrations, at least the ones investigated here, do use a combination of descriptive and narrative content, 

regardless of what may be preferable to audiences.  

 

5.4 Content selection and relevance 
In Chapter 4 we saw that Hypothesis 3 gained support, but Hypothesis 4 could only be partly supported. Starting 

with Hypothesis 3, the total number of translations into AD narrations across all categories and describers was 

44%. On an individual level, the highest percentage of translations was 58% (MindsEye) and as such, the audio 

describers only translated a subset of the visually depicted content relating to the narrative categories. This result 

is in line with the insights about the translation from film to AD presented in Chapter 2 and the insights from 

Hypothesis 1. In light of this, it seems logical that an AD narrative can only include a subset of the content 

included in the movie, as AD by nature employs half as many semiotic systems and half as many modalities as 

film.  

The results of the study of individual variation between the audio describers showed that why 

was the category with the least variation and where was the category with the most variation. Hypothesis 4 was 

thus only partly supported. The motivation for the hypothesis was that why is more narratively salient that what, 

because relations between events are highlighted more by narratologists than the events themselves (Baynham, 

2015; Prince, 1982; Vercauteren, 2012). Particularly, it was predicted that why would have the least variation 
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between audio describers, because causal relations are crucial to narratives. This is what Kruger (2010, p. 234) 

calls the “narrative effect”, as he argues that the target audience must be able to infer why a certain event is 

described. In one example from this film, the target audience must be able to infer why the characters get up 

and leave their positions – to track down the mysterious sound. In the AD narrations, sometimes these causal 

relations are made explicit, and sometimes left implicit. However, the three audio describers majorly agree how 

frequently it is relevant to make why explicit. This is only a little over a quarter of the time (28% on average), 

possibly because it is expected that the target audience can infer the rest without assistance.  

 It was predicted that the inclusion of what would be less consistent. The results indicate that this 

is not so, although there is still some variation in the inclusion of what between the three audio describers. It is 

worth noting here that in order to have causal relations (or any relations between events for that matter), there 

must first be two events that can be causally related. In other words, there can be no why without first having a 

what. Because of this, events in themselves may be more narratively relevant than predicted here, because they 

are the basis of causal relations.  

This result generates the question of why where was the category with the most variation between 

describers. It is interesting that where changes frequently in the movie, e.g. when it moves from James’ position, 

to Rick’s position, to Jess’ position. This is as opposed to e.g. when, which stays pretty constant throughout the 

film. Perhaps because of the frequent location change, the MindsEye audio describer included where in their 

narrations 58% of the time. However, the SDI Media audio describer included it as little as 42%. This variation 

is perhaps because where is not so narratively relevant after all. Vercauteren (2012) highlights that location and 

setting is virtually always present in film, and therefore where is a crucial element for AD narrations. However, 

where could only be inferred visually in 42% of the scenes for the present film. Perhaps this film is an exception 

to Vercauteren’s prediction, but further research is needed to support such a claim. Baynham (2015) highlights 

both where and when as crucial elements of narrative. By contrast, in Labov and Waletzky’s (1967) work on 

narrative, where is not seen as narratively crucial and is confined to the background. Further, where, or location, 

is highlighted across all current AD guidelines as something to include where possible (Rai et al, 2010), so it is 

interesting that there is such variation in this category. This finding is indicative of the fact that, as stated by 

Vercauteren (2012), although guidelines offer assistance in terms of content selection, they are not based on 

research into the practicalities of what is actually done and how this is achieved. As discussed in section 2.5.1, 

the variation between individual audio describers complicates the determination of what is perceived as relevant 

in audio description. More research is needed to determine whether other audio describers tend to include a 

rather high frequency of content related to where, like MindsEye, or a lower frequency, like SDI Media.  

Can the results of this study help us understand what is perceived as relevant by audio describers? 

Based on the results, when was the category that was translated the least on average, only 20%. Who was 

translated most frequently on average, 52%. Does this mean that characters are perceived as most relevant to 

include in narrations? It is possible. Who was the category that was most frequently depicted visually in the film 

as well, so perhaps this is why this category also had the highest translation percentage. Additionally, a film 

usually narrates from the perspective of a character (Stam et al, 1992), and thus, it is logical that they are 
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frequently present. The film investigated here also changes character perspective a few times, first James, then 

Rick, then Jess etc. which is another reason it could be perceived as relevant to include information about who. 

Perhaps the reason when was translated the least, then, is that there are no significant changes in time in the 

film. Or changes that can be inferred by the source audience, at least: It appears to be a party cloudy sunny 

afternoon for the duration of the film. And as stated in section 3.3.3, the first three steps of the narrative even 

happen at the same time. Further research is needed to determine whether this tendency is common across 

different films and audio describers.  

The results of this study may indicate tendencies, i.e. audio describers majorly agree how often 

it is relevant to include causal relations and audio describers overall perceive who as the category that is most 

often relevant to include in the AD narration. The results may indicate what is perceived as relevant by audio 

describers, but of course, they cannot tell us anything about the elaborations the audio describers made or the 

grounds for why one audio describer included information regarding where more frequently than an another. 

Ibañez (2010) asserts that no systematic research has been conducted on the decisions audio describers make 

regarding content selection. Future research could thus benefit from working with audio describers to investigate 

what is perceived as relevant and what guides the selection process – regardless of actual guidelines. 

Investigating this could provide additional ground for Hypothesis 4 to be either further supported or refuted.  

Both Hypothesis 3 and 4 were investigated by quantifying the amount of times a certain category 

– or all categories - was translated by the audio describers. It is worth noting here that because the numbers 

reflect the choices of delineation that were made for the analysis, they can only express tendencies and are not 

necessarily reflective of the actual proportion of translated aspects. This is, among other things, due to the 

necessity of subjectively explicating the filmic events for the analysis tables. For example, choices were made 

not to include small-scale events such as blinking. The numbers presented in Chapter 4 should be viewed in this 

light.  

 

5.5 Narrative structure 
As predicted by Hypothesis 5, all three audio describers translated the visual content relating to the narrative 

categories into verbal narration, with two exceptions. These two exceptions were cases where a narratively 

important why had not been made explicit to the target audience. It was argued that this was not made explicit 

to the source audience either, who had to infer this on the backdrop of the cues they had been given in previous 

scenes. Thus, the target audience arguably did have access to a sufficient amount of detail about the visual 

events, or what, to be able to infer the why, similarly to the source audience. This opens the question of what 

level of narration is necessary for an AD audience to be able to understand – or infer – the crucial events of the 

narrative. Is it necessary that causal relations be spelled out to the audience? As stated in section 2.5.2, Braun 

(2008) has argued that too extensive audio descriptions may result in cognitive overload for the target audience. 

Even on a less extreme level, having every narrative detail spelled out might not be desirable. Some excitement 

of not knowing what is going to happen next might get lost. Further, as pointed out in section 4.6, it is important 

to note that just because a crucial narrative element is not explicit in the AD narrations, it does not mean it is 
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not part of the AD in its entirety, and thus, accessible to the target audience. In the film studied here, it is often 

the case that narrative elements are evident from the dialogue of the characters. Thus, it might not be necessary 

for the audio describer to include narrations of every narrative element of the film. Thus, the question is whether 

the present level of translations is sufficient for the target audience to understand the overall narrative.  

The results of this study indicate that the audio describers manage to include the details that are 

important to the overall narrative structure, but this hypothesis could have gained additional support if the 

perceptions of the target audience had been investigated. Is it coherent to them? Can they reconstruct the fabula 

from the product they have been given? As discussed in section 2.5.1, Holsanova (2016) outlined three possible 

perspectives on AD research: production, reception or a combination of the two, the meeting-of-minds 

perspective. The latter perspective is perhaps the most productive way to approach the research of the translation 

from film into AD narrative, including both how the audio describers managed to translate visual events and 

the effect that this has on the target audience’s perception of the narrative product. This is one of the limitations 

of this study, as doing both would have been outside the thesis’s scope.  

 

5.6 A definition of narrative for intersemiotic translation 
One of the challenges of this study was establishing a narratological framework, and a definition of the concept 

of narrative that was productive for the study of intersemiotic translation, particularly that from film to audio 

description. The framework needed to allow for differences in employed modalities and semiotic systems, and 

for the fact that film cannot always be said to have a narrator in the traditional sense. Because this challenge is 

crucial to this study, a research question relating to this was formulated. Thus, returning to the conceptual 

Research Question 1 from the end of Chapter 2, the question remains whether the definition of narrative and 

the related theoretical framework as established here was productive for the empirical study of the intersemiotic 

translation of narratives?  

In the theoretical framework, it was illustrated how a medium-independent definition of narrative 

that still accounted for medium-specific affordances was desired. And indeed, one of the benefits of the narrative 

framework of this study is the clear distinction between narrative as a whole and the three narrative levels. This 

alone is not a solution to the ambiguities of studying narratives, but distinguishing fabula – common across 

media – from organisation and narration – the more medium-dependent, helps clarify some of the complexities 

involved in studying the intersemiotic translation of narratives. The present study has been limited in its capacity 

to test the empirical consequences of employing this framework for analysis. Questions still remain with regards 

to what employing the idea of narrative levels entails. For instance, per this model, fabula is the underlying, 

basic outline of events, pre-organisation and narration. However – is it possible that there could be fabula 

without organisation and narration? Is a narrative only a narrative when it has all three levels, that is, once it is 

organised and narrated in a particular medium? Could a story imagined in our minds be a fabula without 

organisation and narration, or are the three inseparable? This is just one of the questions that remains unexplored 

at present.  
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The empirical study of this thesis exemplified the consequences of employing the stated 

definition of narrative. It was evident from the film investigated that subscribing to the idea that all narratives 

have a beginning, middle and end may cause some conceptual troubles because the film narrative appeared to 

include another beginning after what appeared to be the end. Allen (2013) has argued that this narratological 

structure might be too prescriptive to deal with contemporary narratives such as film. Allen’s argument is that 

endings can often be too ambiguous to fit the idea of an end, a resolution. Consider the narrative studied here 

(section 3.2.2). Per this study’s analysis, the main narrative ends when James, Rick and Jess walk away together. 

And indeed, the screen goes black after that, appearing to signify the end. However, after this, there appears to 

be another beginning, with the character Zoé, before the film actually ends. In this study, it is analysed as a new 

beginning, but it could be seen an end without resolution. Allen argues that we need to remain open to the idea 

of “open-ended” narratives. We can compare Allen’s ideas with those of Schmidt (2009) who argued that 

contemporary technology has shifted the way we perceive narratives, particularly in the case of film. Modern 

film viewing allows for manipulation of the narrative experience – skipping scenes, fast-forwarding and 

pausing. Is there a need for a more flexible notion of narrative structure? It is worth noting that the film 

investigated here, What Happens While___, was developed specifically for the VIW Project and thus, it might 

pose limited challenges to the application of AD. It is possible that filmic techniques that would have been 

particularly challenging for AD, such as certain special effects, have been omitted here. This could mean that 

the beginning, middle and end structure could pose greater challenges in the application of this framework to 

the study of other films. Similarly, although the definition of narrative for this study was developed 

independently of the studied empirical material, the method of its application was developed to fit the specific 

challenges identified for the film. More research is necessary to determine whether certain aspects of narrative, 

as conceptualised of here, would cause problems in the study of other ADs.  

Regardless of these issues, the stated definition of narrative has proved productive for this study, 

both conceptually, theoretically and empirically. This is because the definition of narrative employed here is 

medium independent while at the same time accounting for both the aspects that are common across narratives 

– i.e. fabula, beginning, middle and end, narrative elements – and the aspects that are more medium specific – 

i.e. organisation, narration. A model was developed on the basis of this notion of narrative that accounted for 

the construction of narratives by the author, the reconstruction by the audience and the complex double act of 

the audio describer as the translator (Figure 7). In the empirical study, the narrative framework guided the 

development of analytic categories. It also guided the investigation of whether the overall beginning, middle 

and end narrative structure of the film had been preserved.   

 

5.7 Conceptual empirical loop and methodological triangulation 
This thesis formulated two overarching research questions:  

1. Is the stated definition of narrative – including the levels of fabula, organisation and narration – 

productive for the study of intersemiotic translation from filmic to AD narratives?  
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2. How is a polysemiotic and multimodal film narrative translated into a polysemiotic but unimodal audio 

description narrative? 

The two form the core of the conceptual empirical loop used in cognitive semiotics. The first question is mostly 

conceptual and the second is mostly empirical. Yet, they are not exclusively so. The answer to whether the 

stated definition of narrative is productive was found in part in the theoretical framework, but also in the 

empirical study. Similarly, Research Question 2 is both empirical and conceptual. The theoretical framework 

provided insights about the complexities involved in translating from film to AD in theory. That is, conceptually 

it has been illustrated what this entails: condensing four semiotic systems into two and two modalities into one. 

The empirical study exemplified one way in which the study of this complex translation process could be 

executed. Thus, none of these are exclusively conceptual or empirical. This is the reason the metaphor used is 

that of a loop, that is, knowing about how to conceptualise of a phenomenon feeds knowledge about how to 

study its manifestation and vice versa and both are necessary to study complex phenomena of meaning making.  

  The empirical study employed methodological triangulation, as outlined in section 2.2. Both the 

explication of visually conveyed narrative content into written English language, as well as deciding which 

parts of the AD transcripts counted as translations of this, required employing 1st and 2nd person perspectives. 

(Inter)subjective methods had to be used in order to infer what aspects were relevant for the narrative categories, 

both in the visual and verbal narration, as well as making judgements about whether it was reasonable to assume 

that other members of the source and target audiences would draw similar conclusions. Further, the study 

employed a 3rd person perspective, or “objective” method, in the investigation of, for example, the number of 

times a given narrative category was translated.  

The conceptual, theoretical and empirical choices made in this study reflect only one possible 

way of investigating the intersemiotic translation from film to audio description. Following theorists such as 

Vercauteren (2012), this study applied a narratological perspective and framework to the study of AD as 

intersemiotic translation. However, Vercauteren had only developed a corner of narratology for AD, namely 

temporality. To the best of my knowledge, no studies have applied a full narratological framework to the 

empirical study of AD. This meant that the method applied in this study was in many ways a novel approach. 

In this study, multiple narratological aspects of the translation from film to AD were investigated. The choice 

to include multiple elements meant that the framework for each aspect could not be developed in as much detail 

as it could have been if the study had focused on just one.  
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6. Conclusion 
This thesis investigated the intersemiotic translation from film to audio description on the backdrop of a 

framework developed in line with cognitive semiotics. It set out to provide a richer framework for the study of 

intersemiotic translation, one that was clear in how it conceptualised of key concepts such as multimodality, 

polysemiotic communication, narrative and translation. Research employing an approach that accounts for the 

complexities involved in intersemiotic translation is emerging, but more is needed, and this study contributed 

to this by employing such an approach to the study of audio description as an act of translation.  

The first research question was of largely conceptual nature. It asked what definition of the 

concept of narrative was productive for studying intersemiotic translation, motivated by the fact that both film 

and audio description involve narratives. It was found that a definition that included both the aspects of narrative 

that were independent of medium and those that were medium-dependent was needed in order to conceptualise 

of the complexities involved in the intersemiotic translation of narratives. This was addressed by developing a 

framework of narrative that was conceptualised as a cognitive semiotic structure that included three levels, 

fabula, organisation and narration. This framework accounted for how authors may construct narratives based 

on a general story/fabula, then organising it and narrating it using a specific medium. Audiences can perceive 

narratives in the opposite direction: the medium of narration being the most directly experienced and the fabula 

being an abstract, implicit level, to be explicated by the audience from the narration and organisation of the 

narrative. Lastly, the framework accounted for the double act of communication by the audio describer as both 

creator of the target content and audience of the source content, a key concept of translation. Further, narratives 

were found to have the basic structure, on the fabula level, of beginning, middle and end. Five elements were 

identified as salient in the construction of narrative: spatiality, referred to as where, temporality, or when, 

characters, who, events, what, and causal relations, why. This framework guided the methodological 

development for analysis of the empirical material of this study. Thus, the narrative framework as established 

in this thesis proved productive for the study of intersemiotic translation from film to audio description. It 

remains to be seen whether the framework will be productive in the study of other types of intersemiotic 

translations of narrative, and perhaps even more generally.   

The second research question of this study was of largely empirical nature. It asked how a film 

narrative is translated into an audio description narrative. It was established that the core of this task consists of 

condensing content narrated using four semiotic systems and two modalities into a medium employs only two 

semiotic systems and one modality, or more specifically, translating from content that includes depiction and 

the visual modality to content that does not have these affordances. This research question was elaborated into 

five hypotheses based on the contents of Chapter 2 and 3.  

The first hypothesis stated that audio describers would use the translation strategies of direct 

transfer, elimination and compensation. This hypothesis found support, with all audio describers employing 

these strategies with similarities in where and how they had employed these. The second hypothesis predicted 

that AD narrations would include language that was both narrative and descriptive in nature. It was found that 

all audio describers used language that was narrative furthering such as subjectivity, deixis and 
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characterisations. They additionally used descriptive language, such as extended descriptions of background 

and characters. Thus, this hypothesis was supported. The third hypothesis predicted that a higher number of the 

narrative categories of where, when, who, what and why would be conveyed visually than in the verbal narration 

translation. This hypothesis gained support as these were present visually on average in 70% of scenes, but on 

average only verbally narrated in 41% of scenes. The fourth hypothesis predicted that the category of why would 

vary the least between the audio describers with regards to how frequently it was translated and the narrative 

category of what would vary the most. This hypothesis was only partly supported. Why was the category that 

varied the least between describers, but where was the category that varied the most. It was speculated that the 

incongruence between what was expected and what was reflected in the empirical material was due to the fact 

that what, although not foregrounded in narrative theory, is indeed a salient narrative element, particularly 

because there can be no causal relations (why) – or any other relations between events - without two related 

events (what). The final hypothesis predicted that all audio describers would translate visual events that were 

crucial for the beginning, middle and end narrative structure of the film. It was found that overall, the audio 

describers translated these events with few exceptions. Thus, the hypothesis gained support, but would benefit 

from further investigation in future studies.  

For future research, the approach that investigates the production of audio description, as 

employed here, could be combined with an investigation of how audio description is received by the target 

audience. This would help address concerns such as whether the audience perceives the reconstructed narrative 

from film to audio description as coherent, and whether more descriptive content or more narrative content – or 

a balance – is preferable and why. Future research could also benefit from including the perspective of the audio 

describers themselves. This would help address questions such as what is perceived as relevant by audio 

describers and on what grounds they make decisions regarding content selection. Lastly, future research is 

needed in order to determine whether the novel framework as developed here could be applicable to other types 

of intersemiotic translation and in what ways, including what challenges this may entail.  

 In conclusion, this thesis has met the aims it set out by addressing some of the conceptual, 

theoretical and empirical challenges involved in the study of the intersemiotic translation from film to audio 

description and found that investigating this issue through the lens of cognitive semiotics provided a rich 

framework that allows for a detailed approach to complex multi-faceted meaning making phenomena including 

narratives, translation and polysemiotic communication.  
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Appendix 1 – Full analysis table for Ericsson  
 

SCENE 
NUMBER 

SCENE 
TIME 

AD 
TRANSCRIPT 

NARRATION WHERE WHEN WHO WHAT WHY 

1 
00.00-

00.19 

Daytime. A pale 

grey seafront. A 

couple walk their 

dog along a sandy 

promenade, 

passing a jogger 

going in the 

opposite 

direction. 

VISUAL Promenade Daytime 
Three 

people, dog 

Two people walk, 

one person jogs, a 

dog walks, stops 

and sniffs, walks 

Dog stops in 

order to sniff 

the ground 

VERBAL 
A pale grey 

seafront. 
Daytime 

A couple, 

their, dog, a 

jogger 

A couple walk their 

dog, passing a 

jogger 
- 

2 
00.19-

00.21 

What happens 

while. 

VISUAL - - - - - 

VERBAL - - - - - 

3 
00.21-

00.45 

A white saloon 

car pulls up on 

the seafront and 

the driver, who is 

having an 

animated 

conversation on 

his mobile phone, 

gets out.  

VISUAL Promenade Daytime 
A man, a 

cyclist 

Man drives car, 

stops, talking on 

phone. He 

unbuckles seatbelt, 

gets out, closes car 

door. Person cycles 

past. Man opens 

boot and pulls out 

bag, puts briefcase 

into boot 

- 

VERBAL the seafront - the driver 

car pulls up, having 

an animated 

conversation, gets 

out 

- 
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4 
00.45-

01.07 

The man looks 

exasperated then 

reaches into his 

inside jacket 

pocket and pulls 

out a pair of 

sunglasses, which 

he puts on. He's 

around fifty and 

has a short 

trimmed beard. 

James - the 

businessman. 

VISUAL Promenade Daytime 

James the 

business 

man 

Man closes boot, 

gestures while 

talking. Hangs up 

phone and pockets 

it. Shakes head, 

sighs, looks out 

towards sea, exhales 

deeply, pulls out 

sunglasses from 

pocket, sniffles, 

puts them on, sighs. 

The man is 

aggravated 

by the phone 

conversation 

he had 

VERBAL - then 

the man, he, 

James the 

businessman 

 reaches into his 

inside jacket pocket, 

pulls out a pair of 

sunglasses, which 

he puts on  

- 

5 
01.07-

01.31 

Now, he's 

walking along the 

promenade with a 

striped bag slung 

over his shoulder. 

VISUAL Promenade Daytime James 

James walks. He 

dials number on 

phone, holds it up to 

his ear. He stops, 

and gestures. 

- 

VERBAL 
the 

promenade 
now he he's walking - 
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6 
01.31-

02.43 

Having taken off 

his suit James, 

who is now bare 

chested, lies 

down on his back 

on a towel he has 

spread out on the 

beach. He covers 

his face with his 

hands, then holds 

one arm out to his 

side and trails his 

fingers across the 

sand, allowing it 

to trickle through 

them. James 

hangs up then 

stands and walks 

a little way across 

the sand 

VISUAL Beach Daytime James 

James picks up 

phone, lies back on 

towel. He puts  

phone down, closes 

eyes, sighs. He rubs 

his eyes, sighs, runs 

his fingers through 

sand, picking it up 

and letting it go. He 

opens his eyes, lifts 

his head, picks up  

phone and holds it 

to his ear, sits up. 

He scratches his 

forehead, puts 

indexfinger to his 

forehead. He looks 

around. He looks 

around, lifting 

clothes from 

ground. He looks 

around. He hangs 

up phone, puts it 

down, looks around 

and stands up.   

James hangs 

up the phone 

because he is 

disturbed by 

a sound 

VERBAL the beach now, then James, he 

taken off his suit,  

lies down on his 

back on a towel, 

covers his face with 

his hands, then 

holds one arm out 

to his side and trails 

his fingers across 

the sand, allowing it 

to trickle through 

them, hangs up, 

stands up, walks   

- 
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7 
02.42-

03.16 

trying to find the 

source of the 

pulsing ringing 

sound. He walks 

away from the 

shore, but as the 

sound seems to 

die out, he turns 

to head back to 

his towel and 

belongings, his 

suit lying in a 

crumpled heap. 

When the volume 

of the sound 

increases he 

looks about, 

perturbed by the 

strange trilling. 

VISUAL Beach Daytime James 

James walks 

forward, then back, 

then stops, looking. 

He walks forward, 

then stops and 

turns, looking. He 

walks forward, 

looking. 

James walks 

around and 

looks in order 

to locate the 

sound 

VERBAL the shore - he 

He walks away 

from the shore, he 

turns, he looks 

about 

trying to find 

the source of 

the pulsing 

ringing 

sound, turns 

to head back 

to his towel, 

pertubed by 

the strange 

trilling 

8 
03.16-

03.38 

He heads back to 

his spot, a frown 

furrowing his 

brow, then picks 

up his work shirt 

and starts to put it 

on. He keeps a 

wary eye on his 

surroundings.  

VISUAL Beach Daytime James 

James walks, 

looking. He bends 

down, picks up 

shirt, puts shirt on. 

He bends down. 

James puts on 

clothes in 

order to keep 

looking for 

the sound 

VERBAL his spot then he 

He heads back to 

his spot picks up his 

work shirt, starts to 

put it on. 

- 

9 
03.38-

03.46 

Later he is fully 

dressed and 

walking along a 

pavement with 

trees arcing over 

it. 

VISUAL Road Daytime James James walks. 

James walks 

down a road 

in order to 

track down 

the sound 

VERBAL 

a pavement 

with trees 

arcing over 

it 

later he walking - 
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10 
03.46-

03.53 

He heads up a 

steep, rugged 

slope, trying to 

track down the 

source of the 

sound.  

VISUAL Hill Daytime James James climbs hill. 

James walks 

up a hill in 

order to track 

down the 

sound 

VERBAL 

a steep, 

rugged 

slope 
- he 

He heads up a steep, 

rugged slope 

He heads up 

a steep, 

rugged slope, 

trying to 

track down 

the source of 

the sound.  

11 
03.53-

03.56 

An unkempt man 

is holding a 

takeaway cup in 

his hands. He 

taps the side of 

the cup 

VISUAL - - - Fingers tap cup.  - 

VERBAL - - An unkempt 

man, he 

holding a takeaway 

cup, he taps the side 

of the cup 
- 

12 
03.56-

04.08 

then narrows his 

eyes pensively 

before smiling 

and shaking his 

head. He's in his 

sixties, has unruly 

collar length hair 

tinged grey at the 

temples 

VISUAL 
Vegetated 

area 
Daytime 

An older 

man 

Man chuckles, 

shakes head, then 

exhales. 
- 

VERBAL - then he 

narrows his eyes 

pensively before 

smiling and shaking 

his head 

- 

13 
04.08-

04.14 

and a salt and 

pepper beard. He 

lifts the plastic lid 

off the cup 

VISUAL - Daytime - 
Man runs a finger 

around the lid of 

cup, takes off lid. 
- 

VERBAL - - he 
He lifts the plastic 

lid off the cup 
- 

14 
04.14-

04.28 

and peers at the 

dark liquid inside, 

hesitates then 

takes a sip. Rick - 

the retiree. 

VISUAL - Daytime 
Rick the 

retiree 

A sitting man lifts 

cup, sips from it, 

sighs deeply.  
- 

VERBAL - then 
Rick the 

retiree 

peers at the dark 

liquid, takes a sip 
- 
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15 
04.28-

04.47 

Rick, who is 

sitting on a 

wooden chair in 

the shade of trees 

with misshapen 

trunks, sets down 

the lid of his cup 

and jiggles one 

leg at the knee. 

He puts down his 

cup then claps his 

hands before 

rubbing them 

together.  

VISUAL Park Daytime Rick 

Rick puts aside lid 

of cup. He bounces 

his leg and drinks 

from cup. He looks 

up, sighs, puts cup 

aside. He claps 

hands, rubs them 

together. He pulls 

phone from pocket. 

Rick is 

fidgeting 

because he is 

bored 

VERBAL 

in the shade 

of trees 

with 

misshapen 

trunks 

then, in 

the shade 
Rick, he 

sets down the lid of  

his cup, jiggles one 

leg at the knee. He 

puts down his cup, 

claps his hands 

before rubbing them 

together.  

- 

16 
04.47-

04.58 

He takes a 

smartphone out 

of his back 

pocket and starts 

scrolling down 

the list of 

contacts. He 

selects a name, 

Craig Anderson, 

then holds his 

phone to his ear. 

VISUAL - - Rick 

Rick scrolls through 

contacts on phone. 

Selects Craig 

Anderson, presses 

call. 

- 

VERBAL - then he 

He takes a 

smartphone out of 

his back pocket, 

scrolling down the 

list of contacts. He 

selects a name, 

Craig Anderson, 

holds his phone to 

his ear. 

- 

17 
04.58-

06.36 
(dialogue) 

VISUAL Park Daytime Rick 

Rick puts phone to 

his ear, exhales. He 

leans forward, looks 

around, furrows his 

brows, gestures. He 

looks around. He 

gets up. 

As Rick is 

talking on the 

phone, he 

gets 

distracted by 

a sound. 

VERBAL - - - - - 
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18 
06.36-

06.50 

Rick sets off, 

wearing baggy 

jeans and a vest, 

looking 

intrigued by the 

strange sound. 

He leaves his 

coffee cup 

behind. 

VISUAL Park Daytime Rick 

He walks, puts his 

phone in his pocket. 

Turns around, walks 

backwards, turns 

and leaves. 

Rick leaves 

the park 

bench and 

coffee cup to 

go looking 

for the sound 

VERBAL - - Rick, he 

Rick sets off, leaves 

his coffee cup 

behind 

Rick sets off, 

looking 

intrigued by 

the strange 

sound. He 

leaves his 

coffee cup 

behind. 

19 
06.50-

07.47 

A curly haired 

woman sighs and 

bites the end of a 

pencil. Jess - the 

student. 

Distracted by 

her mobile 

phone buzzing 

she searches for it 

in among the 

papers scattered 

around her 

laptop. 

VISUAL 

Indoors, a 

room with a 

desk 
- Jess the 

student 

A sitting woman 

looks down, puts 

her fingers to her 

temple, sighs, puts a 

pencil in her mouth, 

shakes her head 

slightly. She puts 

pencil down, clicks 

her tongue, lifts 

things, looks behind 

laptop, lifts a 

notebook, pulls out 

phone, presses 

answer and holds it 

to her ear. She 

gestures, rolls her 

eyes, sighs, 

gestures. 

Jess 

rummages 

through her 

papers and 

notebooks to 

find her 

vibrating 

phone. 

VERBAL - - 

A curly 

haired 

woman, Jess 

the student, 

she 

woman sighs and 

bites the end of a 

pencil, she searches 

for it 

Distracted by 

her mobile 

phone 

buzzing she 

searches for it 

in among the 

papers 

scattered 
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around her 

laptop 

20 
07.47-

08.31 

Jess looks about 

curiously, then 

lowers her gaze 

to her books. 

VISUAL 

Indoors, a 

room with a 

desk 
- Jess 

Jess touches her 

notebook, her 

papers, looks 

around. She puts 

phone down, 

touches her hair, 

looks around. She 

looks down, then up 

and around. She 

gets up.  

Jess is 

distracted by 

a sound. 

VERBAL - then Jess 
Jess looks about, 

lowers her gaze 
- 

21 
08.31-

08.37 

Giving up on her 

studies she heads 

outside to track 

down the source 

of the sound 

VISUAL Road Daytime Jess 
Jess walks, looks 

around.  

Jess goes 

outside to 

look for the 

sound 

VERBAL outside - she she heads outside 

she heads 

outside to 

track down 

the source of 

the sound 

22 
08.37-

08.47 

heading up a 

grassy slope. She 

pauses, then as 

the shrill sound 

becomes louder 

she heads off.  

VISUAL Hill Daytime Jess 
Jess climbs hill, 

pauses, walks 

Jess is 

walking up a 

hill because 

she is looking 

for the sound 

VERBAL 
a grassy 

slope 
then she 

heading up a grassy 

slope 
- 
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23 
08.47-

09.02 

She joins James 

and Rick on an 

arid patch of land 

bordered by 

parched 

vegetation. Jess 

looks confused. 

VISUAL Clearing Daytime 
Jess, Rick, 

James 

Jess arrives at 

clearing, looks 

around. James and 

Rick look around. 

Jess walks closer to 

Rick and James. 

James shrugs. Rick 

gesticulates towards 

James.  

Jess sees 

Rick and 

James 

because they 

have all been 

looking for 

the sound 

simultanously 

and it led 

them to the 

same place 

VERBAL 

an arid 

patch of 

land 

bordered by 

parched 

vegetation 

- she, James, 

Rick, Jess 

She joins James and 

Rick 
- 

24 
09.02-

09.07 
(dialogue) 

VISUAL - Daytime Jess Jess looks around. 

Jess is 

startled by a 

voice from an 

unknown 

source 

VERBAL - - - - - 

25 
09.07-

09.12 
(dialogue) 

VISUAL - Daytime James 
James looks up and 

around, turns. 
- 

VERBAL - - - - - 

26 
09.12-

09.16 
(dialogue) 

VISUAL - Daytime Rick 
Rick looks up and 

around, turns. 
- 

VERBAL - - - - - 

27 
09.16-

09.24 

The trio can't 

locate the exact 

source of the 

voice. 

VISUAL Clearing Daytime 
Jess, Rick, 

James 

Jess turns, Rick 

gestures, James 

holds a hand to his 

forehead. 

The three all 

look about to 

find the 

source of the 

voice 
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VERBAL - - the trio - 
The trio can't 

locate the 

exact source 

of the voice. 

28 
09.24-

09.27 
(dialogue) 

VISUAL - Daytime Rick 

Rick looks around, 

quickly turns his 

head to the side. 
- 

VERBAL - - - - - 

29 
09.27-

09.36 
(dialogue) 

VISUAL - Daytime James 

James turns around, 

then turns back. He 

looks around 
- 

VERBAL - - - - - 

30 
09.36-

09.39 
(dialogue) 

VISUAL Clearing Daytime 
Jess, Rick, 

James 
- - 

VERBAL - - - - - 

31 
09.39-

09.47 
(dialogue) 

VISUAL - Daytime James 
James gestures and 

looks around 
- 

VERBAL - - - - - 

32 
09.47-

09.52 
(dialogue) 

VISUAL Clearing Daytime 
Jess, Rick, 

James 

Rick holds up 

hands, lowers them. 

He turns in a semi-

circle. Jess and 

James turn, in 

different directions. 

- 

VERBAL - - - - - 

33 
09.52-

10.02 
(dialogue) 

VISUAL - Daytime Rick 

Rick puts a hand to 

his head, shrugs, 

gestures. 
- 

VERBAL - - - - - 

34 
10.02-

10.03 
(dialogue) VISUAL - Daytime James James looks around.  - 
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VERBAL - - - - - 

35 
10.03-

10.06 
(dialogue) 

VISUAL - Daytime Jess 
Jess looks around, 

shrugs.  
- 

VERBAL - - - - - 

36 
10.06-

10.10 
(dialogue) 

VISUAL - Daytime James - - 

VERBAL - - - - - 

37 
10.10-

10.21 
(dialogue) 

VISUAL - Daytime Jess - - 

VERBAL - - - - - 

38 
10.21-

10.23 
(dialogue) 

VISUAL - Daytime James James nods.  

James is 

nodding 

because Jess 

is speaking 

and he is 

listening 

VERBAL - - - - -  

39 
10.23-

10.30 
(dialogue) 

VISUAL - Daytime Jess - - 

VERBAL - - - - - 

40 
10.30-

10.39 
(dialogue) 

VISUAL - Daytime James 

James shakes his 

head. He looks 

around, gestures. 
- 

VERBAL - - - - - 

41 
10.39-

10.46 
(dialogue) 

VISUAL - Daytime Rick 

Rick points. Then 

waves his pointed 

finger back and 

forth. He shakes his 

head. 

- 

VERBAL - - - - - 
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42 
10.46-

10.47 
(dialogue) 

VISUAL - Daytime Jess - -  

VERBAL - - - - -  

43 
10.47-

11.07 
(dialogue) 

VISUAL - Daytime Rick 

Rick leans forward 

slightly. He holds a 

finger up, waves it.  
- 

VERBAL - - - - - 

44 
11.07-

11.08 
(dialogue) 

VISUAL - Daytime James James looks. 

James is 

looking at 

Rick because 

he is listening 

to him 

VERBAL - - - - - 

45 
11.08-

11.14 
(dialogue) 

VISUAL - Daytime Rick - -  

VERBAL - - - - -  

46 
11.14-

11.15 
(dialogue) 

VISUAL - Daytime Jess - -  

VERBAL - - - - - 

47 
11.15-

11.25 
(dialogue) 

VISUAL - Daytime Rick 

Rick makes a 

circular motion with 

his finger. He 

waves his arm.  

- 

VERBAL - - - - - 

48 
11.25-

11.26 
(dialogue) 

VISUAL - Daytime James James looks up. 

James is 

looking at 

Rick because 

he is listening 

to him 

VERBAL - - - - -  

49 
11.26-

11.28 
(dialogue) VISUAL - Daytime Rick Rick nods.  - 
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VERBAL - - - - - 

50 
11.28-

11.36 
(dialogue) 

VISUAL - Daytime Jess Jess shrugs.  - 

VERBAL - - - - - 

51 
11.36-

11.38 
(dialogue) 

VISUAL - Daytime Rick Rick nods.  -  

VERBAL - - - - -  

52 
11.38-

11.40 
(dialogue) 

VISUAL - Daytime James 
James shakes his 

head, rolls his eyes. 
- 

VERBAL - - - - - 

53 
11.40-

11.45 
(dialogue) 

VISUAL Clearing Daytime 
Jess, Rick, 

James 

Jess shrugs, James 

shrugs, Rick 

chuckles. Rick 

looks around, turns.  

- 

VERBAL - - - - - 

54 
11.45-

11.48 
(dialogue) 

VISUAL - Daytime James James looks around.  - 

VERBAL - - - - - 

55 
11.48-

11.51 
Rick shrugs 

VISUAL - Daytime Rick 
Rick shrugs, shakes 

his head. 

Rick shakes 

his head 

because he 

does not want 

to stop time 

VERBAL - - Rick Rick shrugs  - 

56 
11.51-

11.56 

and Jess shakes 

her head. 

VISUAL - Daytime Jess 
Jess shakes her 

head. 

Jess shakes 

her head 

because she 

does not want 

to stop time 

VERBAL - - Jess Jess shakes her head - 
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57 
11.56-

12.01 
- 

VISUAL Clearing Daytime 
Jess, Rick, 

James 

Rick and James 

turn. James opens 

his arms. Rick puts 

his hands in the air.  

- 

VERBAL - - - - - 

58 
12.01-

12.05 
(dialogue) 

VISUAL - Daytime Rick 
Rick gestures with 

his hands in the air.  

Rick is 

surprised by 

the voice and 

sound 

stopping 

VERBAL - - - - - 

59 
12.05-

12.20 
(dialogue) 

VISUAL Clearing Daytime James, Rick 

James nods, shakes 

his head, shrugs. 

Holds up his palms, 

waves hands once. 

He turns around and 

walks. He half-turns 

and nods. Rick 

follows. 

- 

VERBAL - - - - - 

60 
12.20-

12.23 

Rick heads after 

James but Jess 

lingers for a 

moment looking 

thoughtful 

VISUAL - Daytime Jess 
Jess shakes her 

head, chuckles. 
- 

VERBAL - - Rick, James, 

Jess 

Rick heads after 

James, Jess lingers 
- 

61 
12.23-

12.38 

then chuckles to 

herself before 

joining them. 

James puts his 

arm around her 

shoulders for a 

brief moment, 

then rubs her 

back. 

VISUAL Clearing Daytime 
Jess, Rick, 

James 

Jess runs after Rick 

and James. They 

both put an arm 

around her, then 

remove it. They all 

walk. 

James and 

Rick both put 

their arm 

around Jess 

because they 

are happy she 

joined them 

VERBAL - then 
she, them, 

James 

chuckles, joining 

them, James puts 

his arm around her, 

rubs her back 

- 
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62 
12.38-

12.41 
- 

VISUAL - - - - - 

VERBAL - - - - - 

63 
12.41-

13.02 

A woman talking 

on a mobile 

phone while 

hanging out 

washing is 

distracted by the 

shrill sound. No, 

I couldn't. I have 

to finish, really. 

No! What are you 

talking about? Of 

course yes, our 

luggage is ready. 

Listen, I cannot 

talk right now. I 

have to leave 

you. Zoe  - the 

next one. 

VISUAL Rooftop Twilight 
Zoe the next 

one 

A woman is holding 

a piece of clothes. 

She presses a phone 

to her ear with her 

shoulder. She bends 

down, gets up. She 

holds a piece of 

clothes, looks 

around. She lifts the 

piece of clothes, 

looks around. She 

takes the phone, 

presses it, looks up.  

A woman is 

talking on the 

phone but 

gets 

distracted by 

a sound 

which makes 

her hang up 

VERBAL - - 
A woman, 

Zoe the next 

one 

A woman talking on 

a mobile phone 

while hanging out 

washing 

A woman 

talking on a 

mobile phone 

while 

hanging out 

washing is 

distracted by 

the shrill 

sound 
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Appendix 2 – Full analysis table for MindsEye 
 
SCENE 
NUMBER 

SCENE 
TIME 

AD 
TRANSCRIPT NARRATION WHERE WHEN WHO WHAT WHY 

1 00.00-
00.19 

A beach under 
the pale 

sunshine. A 
couple walk by 
with a big black 
dog. A jogger 
runs the other 
way. The dog 

stops to sniff the 
sand. Its owner 
beckons the dog 
to come. It trots 

after them. 

VISUAL Promenade Daytime 
Three 

people, 
dog 

Two people 
walk, one 

person jogs, a 
dog walks, 
stops and 

sniffs,  walks 

Dog stops in 
order to sniff 
the ground 

VERBAL A beach the pale 
sunshine 

A 
couple, 
a big 
black 
dog, a 
jogger, 
them 

A couple walk, 
a jogger runs, 
the dog stops, 
sniff, it trots 

The dog stops 
to sniff the 

sand 

2 00.19-
00.21 

Caption: What 
happens while – 

blank. 

VISUAL - - - - - 
VERBAL - - - - - 

3 00.21-
00.45 

A car pulls up by 
the beach, silver 

with sporty 
wheels. Inside 
the driver is on 

his mobile 
phone. He 

undoes his seat 
belt. Opens the 
door. Gets out 

with his 
briefcase. He 

puts his case in 
the boot, gets out 

a striped bag.  

VISUAL Promenade Daytime A man, 
a cyclist 

Man drives 
car, stops, 
talking on 
phone. He 
unbuckles 

seatbelt, gets 
out, closes car 
door. Person 
cycles past. 
Man opens 

boot and pulls 
out bag, puts 
briefcase into 

boot 

- 

VERBAL the beach - 
the 

driver, 
he 

A car pulls up, 
the driver is on 

his mobile 
phone. He 

undoes his seat 
belt, opens the 
door, gets out, 
puts his case in 
the boot, gets 
out a striped 

bag.  

- 
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4 00.45-
01.07 

 He ends the call. 
Puts his phone 

away. Looks out 
towards the sea. 

Takes a deep 
breath. Puts on 
his sunglasses. 
He has ginger 

hair and a beard. 
Caption: James, 
the businessman. 

VISUAL Promenade Daytime 

James 
the 

business 
man 

Man closes 
boot, gestures 
while talking. 

Hangs up 
phone and 
pockets it. 

Shakes head, 
sighs, looks 
out towards 
sea, exhales 
deeply, pulls 

out sunglasses 
from pocket, 
sniffles, puts 

them on, sighs. 

The man is 
aggravated 

by the phone 
conversation 

he had 

VERBAL the sea - 
he, 

James 
the 

business 
man 

He ends the 
call, puts his 
phone away, 

looks out 
towards the 
sea, takes a 
deep breath, 
puts on his 
sunglasses. 

- 

5 01.07-
01.31 

James walks near 
the beach, 

talking on his 
phone 

VISUAL Promenade Daytime James 

James walks. 
He dials 

number on 
phone, holds it 
up to his ear. 
He stops, and 

gestures. 

- 

VERBAL near the 
beach - James James walks, 

talking - 
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6 01.31-
02.43 

James lies back 
on the beach, 

barechested. He 
rubs his eyes, no 
longer wearing 
his sunglasses. 
He trickles the 

sand through his 
fingers. He sits 
up and answers. 
He looks round 

at the sound. 
Again, he looks 
around. He ends 
the call, looks 

round, frowning 
deeply. 

VISUAL Beach Daytime James 

James picks up 
phone, lies 

back on towel. 
He puts  phone 
down, closes 

eyes, sighs. He 
rubs his eyes, 
sighs, runs his 
fingers through 
sand, picking it 
up and letting 

it go. He opens 
his eyes, lifts 

his head, picks 
up  phone and 
holds it to his 

ear, sits up. He 
scratches his 

forehead, puts 
indexfinger to 
his forehead. 

He looks 
around. He 

looks around, 
lifting clothes 
from ground. 

He looks 
around. He 
hangs up 

phone, puts it 
down, looks 
around and 
stands up.   

James hangs 
up the phone 
because he is 
disturbed by 

a sound 

VERBAL the beach no 
longer 

James, 
he 

James lies 
back on the 

beach, he rubs 
his eyes, he 
trickles the 

sand through 
his fingers. He 

sits up and 
answers. He 

looks round at 
the sound. 
Again, he 

looks around. 
He ends the 
call, looks 

round 

- 
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7 02.42-
03.16 

He stands, in his 
trunks, walks out 
towards the sea. 
In the distance 

are the buildings 
of a town. Back 

out onto the 
sand, frowning 
as if trying to 

determine what 
the sound is and 

where it is 
coming from. 

Beyond him the 
buildings are 
silhouetted 

against a hazy 
sky. Waves 

break onto rocks 
on the shore. He 
heads towards 

the water. 

VISUAL Beach Daytime James 

James walks 
forward, then 

back, then 
stops, looking. 

He walks 
forward, then 

stops and 
turns, looking. 

He walks 
forward, 
looking. 

James walks 
around and 

looks in order 
to locate the 

sound 

VERBAL 

the sea, the 
sand, the 
shore, the 

water 
- he 

He stands, 
walks out 

towards the 
sea. He heads 
towards the 

water. 

frowning as if 
trying to 

determine 
what the 

sound is and 
where it is 

coming from 

8 03.16-
03.38 

He turns.  He has 
pale skin, 

greying hairs on 
his chest. He 

walks back along 
the beach to his 
clothes, passing 

small boats out at 
sea. He stoops, 

picks up his shirt, 
pulls it on. 

VISUAL Beach Daytime James 

James walks, 
looking. He 
bends down, 

picks up shirt, 
puts shirt on. 

He bends 
down. 

James puts on 
clothes in 

order to keep 
looking for 
the sound 

VERBAL the beach - he 

He turns. He 
walks back 
along the 
beach, he 

stoops, picks 
up his shirt, 
pulls it on 

- 

9 03.38-
03.46 

A few moments 
later he walks 
along a path, in 

his suit and shirt. 

VISUAL Road Daytime James James walks. 

James walks 
down a road 
in order to 
track down 
the sound 

VERBAL a path later he He walks - 

10 03.46-
03.53 

He climbs a 
winding path up 

a cliffside, 
picking his way, 
in his business 

shoes. 

VISUAL Hill Daytime James James climbs 
hill. 

James walks 
up a hill in 

order to track 
down the 

sound 

VERBAL a cliffside - he 

He climbs a 
winding path, 

picking his 
way 

- 

11 03.53-
03.56 

A takeaway 
coffee cup in a 
man’s hands; 
fingers tap. 

VISUAL - - - Fingers tap 
cup.  - 

VERBAL - - a man fingers tap - 
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12 03.56-
04.08 

A bearded grey 
haired man with 

heavy green 
eyes. He has a 

chain around his 
neck, tattoos on 

his shoulder, 
wears a vest. 

VISUAL Vegetated 
area Daytime 

An 
older 
man 

Man chuckles, 
shakes head, 
then exhales. 

- 

VERBAL - - 

A 
bearded 

grey 
haired 
man 
with 

heavy 
green 
eyes 

- - 

13 04.08-
04.14 

He shakes his 
head.  He runs 

his finger round 
the lid, removes 

it 

VISUAL - Daytime - 
Man runs a 

finger around 
the lid of cup, 
takes off lid. 

- 

VERBAL - - he 

He shakes his 
head. He runs 

his finger 
round the lid, 

removes it 

- 

14 04.14-
04.28 

and sips the 
black coffee. 

Caption: Rick, 
the retiree. 

VISUAL - Daytime Rick the 
retiree 

A sitting man 
lifts cup, sips 
from it, sighs 

deeply.  
- 

VERBAL - - Rick the 
retiree 

sips the black 
coffee - 

15 04.28-
04.47 

Rick sits on a 
park bench, in 

the sunshine. He 
drinks the coffee, 
tapping his foot. 
He puts the cup 
down, rubs his 
hands, claps 

them, takes his 
mobile phone 

VISUAL Park Daytime Rick 

Rick puts aside 
lid of cup. He 
bounces his 

leg and drinks 
from cup. He 

looks up, 
sighs, puts cup 
aside. He claps 

hands, rubs 
them together. 
He pulls phone 
from pocket. 

Rick is 
fidgeting 

because he is 
bored 

VERBAL on a park 
bench 

in the 
sunshine Rick, he 

Rick sits, 
drinks the 

coffee, tapping 
his foot. He 
puts the cup 

down, rubs his 
hands, claps 

them, takes his 
mobile phone 

- 

16 04.47-
04.58 

 from his back 
trouser pocket, 
scrolls through 
the contacts. He 
selects a Craig 
Anderson and 

presses call icon. 

VISUAL - - Rick 

Rick scrolls 
through 

contacts on 
phone. Selects 

Craig 
Anderson, 

presses call. 

- 



 
 

79  

VERBAL - - he 

scrolls through 
the contacts. 
He selects a 

Craig 
Anderson and 
presses call 

icon. 

- 

17 04.58-
06.36 

 
He frowns at 
the sound. He 

looks up, 
listening. 

VISUAL Park Daytime Rick 

Rick puts 
phone to his 
ear, exhales. 

He leans 
forward, looks 

around, 
furrows his 

brows, 
gestures. He 
looks around. 
He gets up. 

As Rick is 
talking on the 

phone, he 
gets 

distracted by 
a sound. 

VERBAL - - he He looks up - 

18 06.36-
06.50 

He stands; he 
sets off, leaving 
his coffee cup on 

the bench. He 
walks towards 

the trees looking 
around him. 

VISUAL Park Daytime Rick 

He walks, puts 
his phone in 
his pocket. 

Turns around, 
walks 

backwards, 
turns and 
leaves. 

Rick leaves 
the park 

bench and 
coffee cup to 
go looking 

for the sound 

VERBAL - the trees Rick, he 

He stands, he 
sets off. He 

walks, looking 
around him 

- 

19 06.50-
07.47 

A young woman 
with crinkly red 
hair. She chews 

on a pencil.  
Caption: Jess the 
student. She puts 
down her pencil, 
searches for her 

phone on her 
desk, beside her 
Macbook laptop. 

VISUAL 
Indoors, a 
room with 

a desk 
- Jess the 

student 

A sitting 
woman looks 

down, puts her 
fingers to her 
temple, sighs, 

puts a pencil in 
her mouth, 
shakes her 

head slightly. 
She puts pencil 

down, clicks 
her tongue, 
lifts things, 

looks behind 
laptop, lifts a 

notebook, 
pulls out 

phone, presses 
answer and 

holds it to her 
ear. She 

gestures, rolls 
her eyes, sighs, 

gestures. 

Jess 
rummages 
through her 
papers and 

notebooks to 
find her 
vibrating 
phone. 
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VERBAL - - 

A 
young 
woman 

with 
crinkly 
red hair, 
Jess the 
student, 

she 

She chews on 
a pencil. She 

puts down her 
pencil, 

searches 

  searches for 
her phone on 

her desk 

20 07.47-
08.31 

She ends the call. 
She looks 
around, 

frowning, 
listening. 

VISUAL 
Indoors, a 
room with 

a desk 
- Jess 

Jess touches 
her notebook, 

her papers, 
looks around. 

She puts phone 
down, touches 
her hair, looks 
around. She 
looks down, 
then up and 
around. She 

gets up.  

Jess is 
distracted by 

a sound. 

VERBAL - - she 
She ends the 

call. She looks 
around 

- 

21 08.31-
08.37 

She gets up, goes 
outside. She 

wears a warm 
coat with fur-

trimmed hood, a 
patterned scarf 

around her neck. 

VISUAL Road Daytime Jess Jess walks, 
looks around.  

Jess goes 
outside to 

look for the 
sound 

VERBAL outside - she She gets up, 
goes outside. -  

22 08.37-
08.47 

She climbs up 
the hillside, past 
trees and long 

grasses, pausing 
to look around 

her. 

VISUAL Hill Daytime Jess 
Jess climbs 
hill, pauses, 

walks 

Jess is 
walking up a 
hill because 

she is looking 
for the sound 

VERBAL the hillside then she 
She climbs the 

hillside, 
pausing 

pausing to 
look around 

her. 

23 08.47-
09.02 

She arrives on a 
plateau on the 

hillside, near to 
James and Rick. 
The sun shines 

down brightly on 
the three small 

figures. 

VISUAL Clearing Daytime 
Jess, 
Rick, 
James 

Jess arrives at 
clearing, looks 
around. James 
and Rick look 
around. Jess 

walks closer to 
Rick and 

James. James 
shrugs. Rick 
gesticulates 

towards James.  

Jess sees 
Rick and 

James 
because they 
have all been 
looking for 
the sound 

simultanously 
and it led 

them to the 
same place 

VERBAL 
a plateau 

on the 
hillside 

The sun 
shines 

she, 
James, 
Rick, 
three 
small 

figures 

She arrives - 



 
 

81  

24 09.02-
09.07 

The speaker 
can’t be seen. 

VISUAL - Daytime Jess Jess looks 
around. 

Jess is 
startled by a 

voice from an 
unknown 

source 

VERBAL - - - - - 

25 09.07-
09.12 (dialogue) 

VISUAL - Daytime James 
James looks up 

and around, 
turns. 

- 
VERBAL - - - - - 

26 09.12-
09.16 (dialogue) 

VISUAL - Daytime Rick 
Rick looks up 
and around, 

turns. 
- 

VERBAL - - - - - 

27 09.16-
09.24 

The three stand 
there, blinking in 

the sunshine, 
peering to see 

who is speaking. 

VISUAL Clearing Daytime 
Jess, 
Rick, 
James 

Jess turns, 
Rick gestures, 
James holds a 

hand to his 
forehead. 

The three all 
look about to 

find the 
source of the 

voice 

VERBAL there in the 
sunshine 

the 
three 

The three 
stand there, 

blinking, 
peering 

peering to see 
who is 

speaking. 

28 09.24-
09.27 (dialogue) 

VISUAL - Daytime Rick 

Rick looks 
around, 

quickly turns 
his head to the 

side. 

- 

VERBAL - - - - - 

29 09.27-
09.36 James frowns 

VISUAL - Daytime James 

James turns 
around, then 

turns back. He 
looks around 

- 

VERBAL - - James - - 

30 09.36-
09.39 

Their shadows 
are cast long. 

VISUAL Clearing Daytime 
Jess, 
Rick, 
James 

- - 

VERBAL - 
Their 

shadows 
are cast 

long 

their - - 

31 09.39-
09.47 (dialogue) 

VISUAL - Daytime James 
James gestures 

and looks 
around 

- 
VERBAL - - - - - 
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32 09.47-
09.52 (dialogue) 

VISUAL Clearing Daytime 
Jess, 
Rick, 
James 

Rick holds up 
hands, lowers 
them. He turns 

in a semi-
circle. Jess and 
James turn, in 

different 
directions. 

- 

VERBAL - - - - - 

33 09.52-
10.02 

Rick shrugs, his 
hand to his head. 

VISUAL - Daytime Rick 

Rick puts a 
hand to his 

head, shrugs, 
gestures. 

- 

VERBAL - - Rick 
Rick shrugs, 

his hand to his 
head 

- 

34 10.02-
10.03 (dialogue) 

VISUAL - Daytime James James looks 
around.  - 

VERBAL - - - - - 

35 10.03-
10.06 (dialogue) 

VISUAL - Daytime Jess Jess looks 
around, shrugs.  - 

VERBAL - - - - - 

36 10.06-
10.10 (dialogue) 

VISUAL - Daytime James - - 
VERBAL - - -   - 

37 10.10-
10.21 (dialogue) 

VISUAL - Daytime Jess - - 
VERBAL - - - - - 

38 10.21-
10.23 James nods 

VISUAL - Daytime James James nods.  

James is 
nodding 

because Jess 
is speaking 
and he is 
listening 

VERBAL - - James James nods  -  

39 10.23-
10.30 (dialogue) 

VISUAL - Daytime Jess - - 
VERBAL - - - - - 

40 10.30-
10.39 (dialogue) 

VISUAL - Daytime James 

James shakes 
his head. He 
looks around, 

gestures. 
- 

VERBAL - - - - - 
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41 10.39-
10.46 

Rick. The wind 
blows his wiry 

hair. 

VISUAL - Daytime Rick 

Rick points. 
Then waves 
his pointed 
finger back 

and forth. He 
shakes his 

head. 

- 

VERBAL - - Rick - - 

42 10.46-
10.47 (dialogue) 

VISUAL - Daytime Jess - -  
VERBAL - - - - -  

43 10.47-
11.07 (dialogue) 

VISUAL - Daytime Rick 

Rick leans 
forward 

slightly. He 
holds a finger 
up, waves it.  

- 

VERBAL - - - - - 

44 11.07-
11.08 (dialogue) 

VISUAL - Daytime James James looks. 

James is 
looking at 

Rick because 
he is listening 

to him 

VERBAL - - - - - 

45 11.08-
11.14 (dialogue) 

VISUAL - Daytime Rick - -  
VERBAL - - - - -  

46 11.14-
11.15 The others listen 

VISUAL - Daytime Jess - -  
VERBAL - - the 

others  - - 

47 11.15-
11.25 (dialogue) 

VISUAL - Daytime Rick 

Rick makes a 
circular motion 
with his finger. 
He waves his 

arm.  

- 

VERBAL - - - - - 

48 11.25-
11.26 (dialogue) 

VISUAL - Daytime James James looks 
up. 

James is 
looking at 

Rick because 
he is listening 

to him 

VERBAL - - - - -  

49 11.26-
11.28 (dialogue) 

VISUAL - Daytime Rick Rick nods.  - 
VERBAL - - - - - 
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50 11.28-
11.36 (dialogue) 

VISUAL - Daytime Jess Jess shrugs.  - 
VERBAL - - - - - 

51 11.36-
11.38 Rick nods 

VISUAL - Daytime Rick Rick nods.  -  
VERBAL - - Rick Rick nods -  

52 11.38-
11.40 (dialogue) 

VISUAL - Daytime James 
James shakes 
his head, rolls 

his eyes. 
- 

VERBAL - - - - -  

53 11.40-
11.45 (dialogue) 

VISUAL Clearing Daytime 
Jess, 
Rick, 
James 

Jess shrugs, 
James shrugs, 
Rick chuckles. 

Rick looks 
around, turns.  

- 

VERBAL - - - - - 

54 11.45-
11.48 (dialogue) 

VISUAL - Daytime James James looks 
around.  - 

VERBAL - - - - - 

55 11.48-
11.51 

Each of them 
shakes their 

head, James, then 
Rick 

VISUAL - Daytime Rick 
Rick shrugs, 
shakes his 

head. 

Rick shakes 
his head 

because he 
does not want 
to stop time 

VERBAL - then 
them, 
James, 
Rick 

Each of them 
shakes their 

head 
- 

56 11.51-
11.56 then Jess 

VISUAL - Daytime Jess Jess shakes her 
head. 

Jess shakes 
her head 

because she 
does not want 
to stop time 

VERBAL - then Jess - - 

57 11.56-
12.01 

They look 
around. Rick 

laughs 

VISUAL Clearing Daytime 
Jess, 
Rick, 
James 

Rick and 
James turn. 
James opens 

his arms. Rick 
puts his hands 

in the air.  

- 

VERBAL - - they, 
Rick 

They look 
around, Rick 

laughs 
- 

58 12.01-
12.05 (dialogue) VISUAL - Daytime Rick 

Rick gestures 
with his hands 

in the air.  

Rick is 
surprised by 
the voice and 

sound 
stopping 
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VERBAL - - - - - 

59 12.05-
12.20 

James waves his 
hands 

dismissively. 
Rick sets off 
with James. 

Jessica thinks 
for a moment 

VISUAL Clearing Daytime James, 
Rick 

James nods, 
shakes his 

head, shrugs. 
Holds up his 
palms, waves 

hands once. He 
turns around 

and walks. He 
half-turns and 

nods. Rick 
follows. 

- 

VERBAL - - 
James, 
Rick, 

Jessica 

James waves 
his hands, Rick 

sets off 
- 

60 12.20-
12.23 

gives a “why 
not” smile and 

runs to join them 

VISUAL - Daytime Jess Jess shakes her 
head, chuckles. - 

VERBAL - - - runs runs to join 
them 

61 12.23-
12.38 

They walk away 
from us towards 
the path through 

the trees, the 
men’s arms 

around Jessica’s 
shoulders. 

VISUAL Clearing Daytime 
Jess, 
Rick, 
James 

Jess runs after 
Rick and 

James. They 
both put an 
arm around 

her, then 
remove it. 

They all walk. 

James and 
Rick both put 

their arm 
around Jess 
because they 
are happy she 
joined them 

VERBAL 
the path 
through 
the trees 

- 
they, us, 

the 
men, 

Jessica 

They walk 
away, the 

men’s arms 
around 

Jessica’s 
shoulders. 

  

62 12.38-
12.41 

The screen goes 
black. 

VISUAL - - - - - 
VERBAL - - - - - 

63 12.41-
13.02 

A young woman, 
her mobile phone 

pressed to her 
ear.  Subtitle : 

No I couldn’t . I 
have to finish, 

really.  She hangs 
washing on a line 
title: No! What 
are you talking 

about? Of course 
yes, our luggage 

is ready. She 
turns at the 
high-pitched 
sound. title: 

Listen, I can’t 
talk right now. I 

have to leave 

VISUAL Rooftop Twilight 
Zoe the 

next 
one 

A woman is 
holding a piece 
of clothes. She 

presses a 
phone to her 
ear with her 

shoulder. She 
bends down, 
gets up. She 
holds a piece 

of clothes, 
looks around. 
She lifts the 

piece of 
clothes, looks 
around. She 

takes the 
phone, presses 

it, looks up.  

A woman is 
talking on the 

phone but 
gets 

distracted by 
a sound 

which makes 
her hang up 
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you.  She ends 
the call, looks 

around her 
frowning. 

Caption: Zoe, the 
next one.  

VERBAL - - 
A 

young 
woman, 
Zoe the 

next 
one 

Her mobile 
phone pressed 

to her ear 

She turns at 
the high-
pitched 
sound. 
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Appendix 3 – Full analysis table for SDI Media 
 

SCENE 
NUMBER 

SCENE 
TIME 

AD 
TRANSCRIPT NARRATION WHERE WHEN WHO WHAT WHY 

1 00.00-
00.19 

A film shot 
mostly in sombre 
greys with some 
colour highlights. 

Day. A couple 
stroll along a 

virtually deserted 
beach with a 

large dog 
lolloping behind 
them. A man jogs 

past.  

VISUAL Promenade Daytime 
Three 

people, 
dog 

Two people 
walk, one 

person jogs, a 
dog walks, 
stops and 

sniffs, walks 

Dog stops in 
order to 
sniff the 
ground 

VERBAL 
a virtually 
deserted 
beach 

day 

a couple, 
a large 
dog, 

them, a 
man 

A couple 
stroll, a large 
dog lolloping 
behind them. 
A man jogs 

- 

2 00.19-
00.21 

On a white 
background: 

What Happens 
While. 

VISUAL - - - - - 
VERBAL - - - - - 

3 00.21-
00.45 

A BMW coupe 
pulls up beside 
the beach and a 
forty-something 

guy gets out, 
speaking on his 

phone. 

VISUAL Promenade Daytime A man, a 
cyclist 

Man drives 
car, stops, 
talking on 
phone. He 
unbuckles 

seatbelt, gets 
out, closes 
car door. 

Person cycles 
past. Man 
opens boot 

and pulls out 
bag, puts 

briefcase into 
boot 

- 

VERBAL the beach then 
a forty-

something 
guy 

A BMW 
coupe pulls 
up, a forty-
something 

guy gets out, 
speaking 

- 

4 00.45-
01.07 

He ends the call, 
then reaches into 

in his inside 
jacket pocket. He 

takes out 
sunglasses and 
puts them on. 

James the 
businessman. 

VISUAL Promenade Daytime 
James the 
business 

man 

Man closes 
boot, gestures 
while talking. 

Hangs up 
phone and 
pockets it. 

Shakes head, 
sighs, looks 
out towards 
sea, exhales 
deeply, pulls 

out 
sunglasses 

from pocket, 
sniffles, puts 

them on, 
sighs. 

The man is 
aggravated 

by the 
phone 

conversation 
he had 
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VERBAL - then 

he, James 
the 

business 
man  

He ends the 
call, reaches 

into his inside 
jacket pocket. 
He takes out 
sunglasses, 

puts them on. 

- 

5 01.07-
01.31 

Wearing a suit 
and carrying a 

beach bag, James 
makes a call as 

he walks. 

VISUAL Promenade Daytime James 

James walks. 
He dials 

number on 
phone, holds 
it up to his 

ear. He stops, 
and gestures. 

- 

VERBAL - - James, he 
James makes 
a call as he 

walks 
- 

6 01.31-
02.43 

Now bare 
chested, James 

sits on a towel on 
the beach, then 

lies back. 
Slender with 
short, sandy-

coloured hair and 
a neat beard, 

James rubs his 
eyes, then, 

keeping them 
closed, picks up 
sand and lets it 

fall from his 
fingers. He sits 
up. He scans 

about. He throws 
down his phone 

and gets up. 

VISUAL Beach Daytime James 

James picks 
up phone, lies 

back on 
towel. He 

puts  phone 
down, closes 
eyes, sighs. 
He rubs his 
eyes, sighs, 

runs his 
fingers 

through sand, 
picking it up 
and letting it 
go. He opens 
his eyes, lifts 

his head, 
picks up  

phone and 
holds it to his 
ear, sits up. 

He scratches 
his forehead, 

puts 
indexfinger 

to his 
forehead. He 
looks around. 

He looks 
around, 

lifting clothes 
from ground. 

He looks 
around. He 
hangs up 

phone, puts it 
down, looks 
around and 
stands up.   

James hangs 
up the 
phone 

because he 
is disturbed 
by a sound 
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VERBAL the beach now, 
then James, he 

James sits on 
a towel, lies 
back, James 

rubs his eyes, 
picks up sand 
and lets it fall 

from his 
fingers. He 
sits up. He 

scans about. 
He throws 
down his 

phone, gets 
up 

- 

7 02.42-
03.16 

Wearing dark-
coloured 

swimming 
trunks, James 
walks to the 
water's edge, 

then turns back, 
as if trying to 

locate the 
sound. He walks 
through the soft 
sand, stops and 

scans about, then 
returns to the 
water's edge. 

Looking 
perplexed by 
the sound, he 
checks about 
him. Further 

round the coast, 
in the 

background, the 
towers and 

buildings of a 
power plant 

fringe the shore. 

VISUAL Beach Daytime James 

James walks 
forward, then 

back, then 
stops, 

looking. He 
walks 

forward, then 
stops and 

turns, 
looking. He 

walks 
forward, 
looking. 

James walks 
around and 

looks in 
order to 

locate the 
sound 

VERBAL 

the water's 
edge, the 
coast, the 

shore 

then James, he 

James walks, 
then turns 
back. He 

walks, stops, 
scans about, 
returns to the 
water's edge. 

He checks 
about him. 

James walks 
to the 

water's 
edge, then 
turns back, 
as if trying 

to locate the 
sound 

8 03.16-
03.38 

James' brow is 
furrowed as he 

walks back to his 
belongings on 
the beach and 

puts on his shirt. 
Two small boats 
bob about in the 

water behind 
him. 

VISUAL Beach Daytime James 

James walks, 
looking. He 
bends down, 

picks up 
shirt, puts 

shirt on. He 
bends down. 

James puts 
on clothes 
in order to 

keep 
looking for 
the sound 

VERBAL the beach, 
the water - James, he 

He walks 
back, puts on 

his shirt.  
- 

9 03.38-
03.46 

Dressed again, 
but minus his tie, 
James walks past 

leafy trees. 

VISUAL Road Daytime James James walks. 

James walks 
down a road 
in order to 
track down 
the sound 

VERBAL - - James James walks - 
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10 03.46-
03.53 

Walking through 
scrubland, he 

climbs a steep, 
dusty track. 

VISUAL Hill Daytime James James climbs 
hill. 

James walks 
up a hill in 

order to 
track down 
the sound 

VERBAL 
scrubland, 

a steep 
dusty track 

- he 

Walking, 
climbs a 

steep, dusty 
track 

- 

11 03.53-
03.56 

A man holding a 
plastic cup 

VISUAL - - - Fingers tap 
cup.  - 

VERBAL - - A man 
A man 

holding a 
plastic cup 

- 

12 03.56-
04.08 

taps the sides and 
sniffs. He's in 

late middle-age 
with strong 

features and a 
grizzled beard.  

VISUAL Vegetated 
area Daytime An older 

man 

Man 
chuckles, 

shakes head, 
then exhales. 

- 

VERBAL - - he taps the sides, 
sniffs.  - 

13 04.08-
04.14 

Looking bored, 
the man who has 

wild, wiry, 
greying hair runs 
an index finger 
around the lid 

VISUAL - Daytime - 
Man runs a 

finger around 
the lid of cup, 
takes off lid. 

- 

VERBAL - - 
the man 
who has 

wild, 
wiry, 

greying 
hair 

runs an index 
finger around 

the lid 
- 

14 04.14-
04.28 

of the cup, then 
removes it. The 

cup is half full of 
clear dark liquid, 
which he studies 
before taking a 
sip. Rick the 

Retiree. 

VISUAL - Daytime Rick the 
retiree 

A sitting man 
lifts cup, sips 
from it, sighs 

deeply.  
- 

VERBAL - then he, Rick 
the retiree 

removes it, 
taking a sip - 

15 04.28-
04.47 

Rick, who wears 
a vest top and a 

heavy chain 
around his neck, 

is sitting on a 
chair in a sun-

dappled area of a 
park. He jiggles 
one knee up and 
down, edgily. He 

puts his cup 
aside and claps 
his hands. He 

takes his phone 

VISUAL Park Daytime Rick 

Rick puts 
aside lid of 

cup. He 
bounces his 

leg and 
drinks from 

cup. He looks 
up, sighs, 
puts cup 
aside. He 

claps hands, 
rubs them 

together. He 
pulls phone 
from pocket. 

Rick is 
fidgeting 

because he 
is bored 
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VERBAL 

on a chair 
in a sun-
dappled 
area of a 

park 

sun Rick, he 

sitting. He 
juggles one 

knee, puts his 
cup aside, 
claps his 

hands. He 
takes his 

phone 

- 

16 04.47-
04.58 

from a back 
pocket of his 
trousers and 

opens the cover. 
Using his index 
finger, he scrolls 

through his 
contacts list to 

Craig Anderson 
and calls him. 

VISUAL - - Rick 

Rick scrolls 
through 

contacts on 
phone. 

Selects Craig 
Anderson, 

presses call. 

- 

VERBAL - - he 

opens the 
cover. He 

scrolls 
through his 
contacts list 

to Craig 
Anderson and 

calls him.  

- 

17 04.58-
06.36 

Hearing the 
noise, he scans 

about. 

VISUAL Park Daytime Rick 

Rick puts 
phone to his 
ear, exhales. 

He leans 
forward, 

looks around, 
furrows his 

brows, 
gestures. He 
looks around. 
He gets up. 

As Rick is 
talking on 
the phone, 

he gets 
distracted 

by a sound. 

VERBAL - - he 
Hearing the 

noise, he 
scans about 

Hearing the 
noise, he 

scans about 

18 06.36-
06.50 

Leaving his cup 
on a chair, Rick 

hurries away 
along a sandy 
path, scanning 
above him and 

about him, 
following the 

noise 

VISUAL Park Daytime Rick 

He walks, 
puts his 

phone in his 
pocket. Turns 
around, walks 

backwards, 
turns and 
leaves. 

Rick leaves 
the park 

bench and 
coffee cup 

to go 
looking for 
the sound 

VERBAL a sandy 
path - Rick 

Rick hurries 
away, 

scanning 
above him 
and about 

him 

Leaving his 
cup on a 

chair, Rick 
hurries 
away, 

scanning 
above him 
and about 

him, 
following 
the noise 
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19 06.50-
07.47 

A young woman. 
Jess the student. 
Jess sits chewing 
a pencil, which 

she puts down to 
search for her 
phone beneath 
papers on her 

desk, on which 
there's also a 

laptop. 

VISUAL 
Indoors, a 
room with 

a desk 
- Jess the 

student 

A sitting 
woman looks 
down, puts 

her fingers to 
her temple, 
sighs, puts a 
pencil in her 

mouth, 
shakes her 

head slightly. 
She puts 

pencil down, 
clicks her 

tongue, lifts 
things, looks 

behind 
laptop, lifts a 

notebook, 
pulls out 
phone, 
presses 

answer and 
holds it to her 

ear. She 
gestures, rolls 

her eyes, 
sighs, 

gestures. 

Jess 
rummages 
through her 
papers and 
notebooks 
to find her 
vibrating 

phone 

VERBAL - - 
A young 
woman, 
Jess the 
student, 

she 

Jess sits 
chewing a 

pencil, which 
she puts 
down to 
search.  

Jess sits 
chewing a 

pencil, 
which she 
puts down 

to search for 
her phone 
beneath 

papers on 
her desk 

20 07.47-
08.31 

Jess who has 
long, curly 

auburn hair scans 
about her and 
looks puzzled. 

VISUAL 
Indoors, a 
room with 

a desk 
- Jess 

Jess touches 
her notebook, 

her papers, 
looks around. 

She puts 
phone down, 
touches her 
hair, looks 

around. She 
looks down, 
then up and 
around. She 

gets up.  

Jess is 
distracted 

by a sound. 

VERBAL - - Jess scans about 
her - 

21 08.31-
08.37 

Baffled by the 
sound, Jess gets 

up from her 
VISUAL Road Daytime Jess Jess walks, 

looks around.  

Jess goes 
outside to 

look for the 
sound 
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desk. Outside, 
wearing a parka 

VERBAL outside - Jess Jess gets up 

Baffled by 
the sound, 

Jess gets up 
from her 

desk 

22 08.37-
08.47 

with a fur-
trimmed hood, 
she looks about 
her then heads 

up a slope of tall 
grasses and 

scrubby bushes. 
She pauses to 

listen, then 
disappears into 
the vegetation. 

VISUAL Hill Daytime Jess 
Jess climbs 
hill, pauses, 

walks 

Jess is 
walking up 

a hill 
because she 
is looking 

for the 
sound 

VERBAL 

a slope of 
tall grasses 

and 
scrubby 
bushes 

then she 

she looks 
about her, 
heads up a 
slope. She 

pauses, 
disappears 

She pauses 
to listen 

23 08.47-
09.02 

 
Jess, Rick and 

James are 
standing 

together. They're 
in a sunny, sandy 

clearing.  

VISUAL Clearing Daytime 
Jess, 
Rick, 
James 

Jess arrives at 
clearing, 

looks around. 
James and 
Rick look 

around. Jess 
walks closer 
to Rick and 

James. James 
shrugs. Rick 
gesticulates 

towards 
James.  

- 

VERBAL 
a sunny, 
sandy 

clearing 
sunny 

Jess, 
Rick, 

James, 
they 

Jess, Rick 
and James are 

standing 
together 

- 

24 09.02-
09.07 (dialogue) 

VISUAL - Daytime Jess Jess looks 
around. 

Jess is 
startled by a 
voice from 

an unknown 
source 

VERBAL - - - - - 

25 09.07-
09.12 (dialogue) 

VISUAL - Daytime James 
James looks 

up and 
around, turns. 

- 
VERBAL - - - - - 

26 09.12-
09.16 (dialogue) 

VISUAL - Daytime Rick 
Rick looks up 
and around, 

turns. 
- 

VERBAL - - - - - 

27 09.16-
09.24 

A wind is 
blowing as they 
all scan about 

for the owner of 
the voice.  

VISUAL Clearing Daytime 
Jess, 
Rick, 
James 

Jess turns, 
Rick 

gestures, 
James holds a 

The three all 
look about 
to find the 
source of 
the voice 
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hand to his 
forehead. 

VERBAL - - they all  They all scan 
about 

they all scan 
about for the 
owner of the 

voice 

28 09.24-
09.27 (dialogue) 

VISUAL - Daytime Rick 

Rick looks 
around, 

quickly turns 
his head to 
the side. 

- 

VERBAL - - - - - 

29 09.27-
09.36 (dialogue) 

VISUAL - Daytime James 

James turns 
around, then 
turns back. 
He looks 
around 

- 

VERBAL - - - - - 

30 09.36-
09.39 (dialogue) 

VISUAL Clearing Daytime 
Jess, 
Rick, 
James 

- - 
VERBAL - - - - - 

31 09.39-
09.47 (dialogue) 

VISUAL - Daytime James 
James 

gestures and 
looks around 

- 
VERBAL - - - - - 

32 09.47-
09.52 (dialogue) 

VISUAL Clearing Daytime 
Jess, 
Rick, 
James 

Rick holds up 
hands, lowers 

them. He 
turns in a 

semi-circle. 
Jess and 

James turn, in 
different 

directions. 

- 

VERBAL - - - - - 

33 09.52-
10.02 

He claps a hand 
to his head. 

VISUAL - Daytime Rick 

Rick puts a 
hand to his 

head, shrugs, 
gestures. 

- 

VERBAL - - he 
He claps a 
hand to his 

head 
- 

34 10.02-
10.03 (dialogue) 

VISUAL - Daytime James James looks 
around.  - 

VERBAL - - - - - 
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35 10.03-
10.06 (dialogue) 

VISUAL - Daytime Jess 
Jess looks 
around, 
shrugs.  

- 
VERBAL - - - - - 

36 10.06-
10.10 (dialogue) 

VISUAL - Daytime James - - 
VERBAL - - - - - 

37 10.10-
10.21 (dialogue) 

VISUAL - Daytime Jess - - 
VERBAL - - - - - 

38 10.21-
10.23 (dialogue) 

VISUAL - Daytime James James nods.  

James is 
nodding 

because Jess 
is speaking 
and he is 
listening 

VERBAL - - - - -  

39 10.23-
10.30 (dialogue) 

VISUAL - Daytime Jess - - 
VERBAL - - - - - 

40 10.30-
10.39 (dialogue) 

VISUAL - Daytime James 

James shakes 
his head. He 
looks around, 

gestures. 
- 

VERBAL - - - - - 

41 10.39-
10.46 (dialogue) 

VISUAL - Daytime Rick 

Rick points. 
Then waves 
his pointed 
finger back 

and forth. He 
shakes his 

head. 

- 

VERBAL - - - - - 

42 10.46-
10.47 (dialogue) 

VISUAL - Daytime Jess - -  
VERBAL - - - - -  

43 10.47-
11.07 (dialogue) 

VISUAL - Daytime Rick 

Rick leans 
forward 

slightly. He 
holds a finger 
up, waves it.  

- 

VERBAL - - - - - 
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44 11.07-
11.08 (dialogue) 

VISUAL - Daytime James James looks. 

James is 
looking at 

Rick 
because he 
is listening 

to him 

VERBAL - - - - - 

45 11.08-
11.14 (dialogue) 

VISUAL - Daytime Rick - -  
VERBAL - - - - -  

46 11.14-
11.15 (dialogue) 

VISUAL - Daytime Jess - -  
VERBAL - - - - - 

47 11.15-
11.25 (dialogue) 

VISUAL - Daytime Rick 

Rick makes a 
circular 

motion with 
his finger. He 

waves his 
arm.  

- 

VERBAL - - - - - 

48 11.25-
11.26 (dialogue) 

VISUAL - Daytime James James looks 
up. 

James is 
looking at 

Rick 
because he 
is listening 

to him 

VERBAL - - - - -  

49 11.26-
11.28 (dialogue) 

VISUAL - Daytime Rick Rick nods.  - 
VERBAL - - - - - 

50 11.28-
11.36 (dialogue) 

VISUAL - Daytime Jess Jess shrugs.  - 
VERBAL - - - - - 

51 11.36-
11.38 (dialogue) 

VISUAL - Daytime Rick Rick nods.  -  
VERBAL - - - - -  

52 11.38-
11.40 (dialogue) 

VISUAL - Daytime James 
James shakes 
his head, rolls 

his eyes. 
- 

VERBAL - - - - -  

53 11.40-
11.45 

They're all 
standing well 

apart. 
VISUAL Clearing Daytime 

Jess, 
Rick, 
James 

Jess shrugs, 
James shrugs, 

Rick 
chuckles. 

Rick looks 
around, turns.  

- 
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VERBAL - - they're all standing - 

54 11.45-
11.48 (dialogue) 

VISUAL - Daytime James James looks 
around.  - 

VERBAL - - - - - 

55 11.48-
11.51 

They glance at 
each other. Rick 

shrugs and 
shakes his head. 

VISUAL - Daytime Rick 
Rick shrugs, 
shakes his 

head. 

Rick shakes 
his head 

because he 
does not 

want to stop 
time 

VERBAL - - they, Rick 

They glance 
at each other, 
Rick shrugs 
and shakes 

his head 

- 

56 11.51-
11.56 - 

VISUAL - Daytime Jess Jess shakes 
her head. 

Jess shakes 
her head 

because she 
does not 

want to stop 
time 

VERBAL - - Jess - - 

57 11.56-
12.01 - 

VISUAL Clearing Daytime 
Jess, 
Rick, 
James 

Rick and 
James turn. 
James opens 

his arms. 
Rick puts his 
hands in the 

air.  

- 

VERBAL - - - - - 

58 12.01-
12.05 (dialogue) 

VISUAL - Daytime Rick 

Rick gestures 
with his 

hands in the 
air.  

Rick is 
surprised by 

the voice 
and sound 
stopping 

VERBAL - - - - - 

59 12.05-
12.20 

Rick follows 
James. Jessica 
stares down 

VISUAL Clearing Daytime James, 
Rick 

James nods, 
shakes his 

head, shrugs. 
Holds up his 
palms, waves 
hands once. 

He turns 
around and 
walks. He 

half-turns and 
nods. Rick 

follows. 

- 

VERBAL - - 
Rick, 

James, 
Jessica 

Rick follows 
James. 

Jessica stares 
down 

- 
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60 12.20-
12.23 and considers.  

VISUAL - Daytime Jess 
Jess shakes 
her head, 
chuckles. 

- 
VERBAL - - - - - 

61 12.23-
12.38 

She smiles and 
runs after them in 

the sunshine. 
They walk off 

merrily towards 
trees beneath a 
clear blue sky. 

VISUAL Clearing Daytime 
Jess, 
Rick, 
James 

Jess runs 
after Rick 
and James. 

They both put 
an arm 

around her, 
then remove 
it. They all 

walk. 

James and 
Rick both 
put their 

arm around 
Jess because 

they are 
happy she 

joined them 

VERBAL - 
the 

sunshine, 
a clear 

blue sky 

she, they  

She smiles, 
runs after 

them. They 
walk off 

- 

62 12.38-
12.41 Blackness.  

VISUAL - - - - - 
VERBAL - - - - - 

63 12.41-
13.02 

A woman hangs 
out washing as 
she talks on her 
mobile. No, I 

couldn't. I have 
to finish,really. 
No! What are 
you talking 

about? Of course 
yes, our luggage 
is ready. Listen, I 
cannot talk right 
now. I have to 
leave you. Zoe 
the next one. 

VISUAL Rooftop Twilight Zoe the 
next one 

A woman is 
holding a 
piece of 

clothes. She 
presses a 

phone to her 
ear with her 

shoulder. She 
bends down, 
gets up. She 
holds a piece 

of clothes, 
looks around. 
She lifts the 

piece of 
clothes, looks 
around. She 

takes the 
phone, 

presses it, 
looks up.  

A woman is 
talking on 
the phone 
but gets 

distracted 
by a sound 

which 
makes her 
hang up 

VERBAL - - 
A woman, 
she, Zoe 
the next 

one 

A woman 
hangs out 
washing, 

talks on her 
mobile 

- 

 


