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Chapter 1. Introduction






1. Introduction

Is this place accessible? Instead of ‘place’, one could use another noun, for instance,
event, meeting, screening, concert, festival, theatre, cinema, opera, museum and the
like. The answer, in most cases, would probably be ‘yes’. Indeed, there may be ramps,
lifts, toilets or evacuation signs installed in a given place. However, accessibility refers
not only to specially designed architecture for people with different abilities, but also
to linguistic accessibility or media accessibility. The former happens, for example,
when a tourist who does not speak Vietnamese visits Vietnam and is in need of
language assistance, ideally from a native speaker. The latter may occur during
a foreign film screening, when, for instance, a Pole is watching a production based in
Italy. In such a case, a Polish language version, be it in the form of dubbing, subtitling
or voice-over, could be of help. Accessibility also overcomes other barriers by catering
for the needs of people with sensory impairments. Thanks to such services as subtitling
for the deaf and hard of hearing (Romero-Fresco, 2015) or audio description (AD)
(Fryer, 2016), they can access information that would otherwise be inaccessible to
them. Although primarily meant for “persons with disabilities” (UNCRPD, n.d.), both
services might be of benefit to other audiences, such as the elderly, children, foreigners

or tourists (see for example Jankowska, 2009; Krejtz et al., 2012; Walczak, 2016a).

The notion of accessibility dates as far back as the times of ancient Sparta and
Mesopotamia (Bachmeier, 2014), but it is today that it is receiving more attention, both
at national and international levels. The concept of participation in social life on an
equal basis for all was introduced in 2006 in the United Nations Convention on the
Rights of Persons with Disabilities (UNCRPD, n.d.). It was the first time that an
understanding of disability within the human rights framework was recognized in an
international treaty. Since most countries have since signed and even ratified the treaty,
various stakeholders are now showing an increased interest in the concept — from

lawmakers, through broadcasters, to end users. Although the UNCRPD proposes
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a classification of ‘persons with disabilities’ when referring to the last group,
accessibility should no longer be perceived in a clinical taxonomy, as a notion
concerning only a specific fraction of individuals. The exclusive paradigm of
accessibility as a service for an exclusive group is something of the past and has been
replaced by the concept of ‘design for all’. As stated by the International

Telecommunication Union, the United Nations communications agency,

rather than treating accessibility as important solely for addressing the needs of people
with disabilities, elderly people or those with temporary impairments, accessibility
should be regarded as a universal requirement that aims to ensure that Information and
Communication Technologies (ICTs) of all kinds can be used with ease by people with
the widest range of capabilities. In this way, all the world’s people, whatever their
individual abilities or disabilities, stand to benefit from an ‘accessible ICT world’

(Orero, 2016: 250).

Such an inclusive approach could be advantageous to many, encourage social
integration, increase the access to culture and the overall quality of life, and respect

a human right.

This PhD is framed within the inclusive model of accessibility. It has its origins in
2013, with the launch of the European project — Hybrid Broadcast Broadband for All
(HBB4ALL, n.d.) — focusing on media accessibility in the connected TV environment.
Writing this thesis has been a learning process, which has helped me to develop as
a researcher. Before conducting the studies related to the research aims set out in this
thesis, I had the opportunity to perform research work for the HBB4ALL project. This
taught me several important lessons and allowed me to gain experience and skills in
designing research experiments, obtaining ethical permission, preparing materials,
recruiting users, conducting tests, analysing data, and publishing articles in peer-

reviewed research outlets, all within a multidisciplinary perspective.
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The HBB4ALL project tested user interaction in different media settings, including
AD. As one of the project’s main objectives was to “promote accessibility as an added
value for education and social inclusion” (HBB4ALL, n.d.), I carried out two studies.
The first one (Walczak & Rubaj, 2014) was aimed at verifying the possibility of using
AD as a didactic tool in the education of blind and partially sighted children. The study
revealed that AD in educational films helps to develop and retain specialised
vocabulary. It is helpful in following the plot, and thus improves children’s overall
comprehension of the presented content. Through the use of varied word choice,
synonyms, metaphors and similes, it can also boost children’s literacy. The aim of the
other study (Walczak, 2016a) was to examine the influence of audio described films on
foreign vocabulary acquisition among primary school learners with and without vision
impairments. The study also tested whether AD itself can help them to increase their
lexical competence and better understand the content of educational films. The results
of the study supported the hypotheses and confirmed the educational value of AD.
They also showed that teaching materials equipped with AD could successfully
complement traditional didactic methods and exert a positive influence on learners’

motivation.

The HBB4ALL project dealt with “multi-platform delivery of audiovisual content” and
aimed to provide “a specification on how to combine broadcast and broadband content
plus interactive applications” (HBB4ALL, n.d.). In view of the above, I carried out
a study that sought to assess an application offering AD for mobile devices (Walczak,
forthcoming b). By means of questionnaires, three features of the application were
evaluated: usability, utility and quality. Fifteen blind and partially sighted volunteers
participated in the study, which took place in real life conditions — during a film
festival screening. The results indicated positive ratings for all three assessed features,
but also pointed to specific elements that could be improved. Overall, the potential of
the application was positively assessed. Modifications were subsequently introduced
and the application is currently fully operational. It can be used as a tool for providing

improved access to cinema content, making cinema accessible for all.
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In the course of the HBB4ALL project, I presented several papers at national and
international academic conferences. In the area of Translation Studies, I presented
papers at the Translation and Interpreting Forum in Olomouc, Czech Republic
(Walczak & Figiel, 2014) and the EST Congress in Aarhus, Denmark (Walczak,
2016b); in the area of Audiovisual Translation, at the International Conference on
Cultural Transfers in Audiovisual Media in Vitoria-Gasteiz, Spain (Walczak, 2015a),
the Intermedia Conference in £.6dz, Poland (Walczak, 2016c¢) and the Languages and
the Media Conference in Berlin, Germany (Walczak, 2016d); in the area of AD, at the
ARSAD Conference in Barcelona, Spain (Walczak, 2015b) and the International
Symposium on Audio Description in Education in Warsaw, Poland (Walczak, 2015c).
I benefitted from the feedback provided by other scholars in relation to the research
methodologies adopted for the tests carried out as part of the HBB4ALL project. This
allowed me to take my PhD research one step further.

As an access service, AD has to fulfil various functions. On the one hand, it serves as
an essential resource for its audience to help them fully understand the audiovisual
content. On the other hand, it is a means that allows its users to immerse themselves in
a story and fully enjoy it — after all, entertainment is what draws us to the cinema
(Davis et al., 2015). In view of the above, this PhD thesis — presented as a compendium
of academic publications (see Section 1.4) — explores the area of AD, aiming to
investigate the impact of different AD parameters on users’ experience, and
specifically their immersion in the audiovisual content. It departs from the
methodological approaches that have been applied in AD reception research until
recently, which involved mostly comprehension and recall questions. This PhD takes
AD research to another level. It aims to investigate the emotional impact of AD on its
target audiences. Bearing in mind the scarcity of research in this area (Fryer &
Freeman, 2012b, 2013, 2014; Ramos & Rojo, 2014; Ramos, 2015; Ramos Caro, 2016;
Wilken & Kruger, 2016), it was decided to explore this issue in more depth.
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This research is set in Poland, a European country with a population of almost
40 million people (GUS, 2015), of whom over 1.5 million are blind and visually
impaired (B/VIP) (Sadowska, 2014). Under the inclusive concept of accessibility, all
Polish citizens could be considered as potential AD users. This PhD thesis, however,
focuses its attention only on the primary target audience of AD, i.e. B/VIP people, as it
is potentially the largest group to benefit from the service. Although there are various
types of AD on offer, for example AD for film, AD for theatre or AD for museums, it
would be impossible to analyse them all extensively in one dissertation. Therefore, this
thesis focuses specifically on AD for film, and its one particular form — recorded AD.
Taking into account the current status of AD in Poland (for details see Chapter 2), it is

believed that this type of AD is the one that most B/VIP people have access to.

The novelty of this PhD lies in the methodological approach adopted (see Section 1.3).
This thesis followed a user-centric methodology. The direct and active involvement of
participants in the research process allowed me to explore the topic in an extensive
manner. The design for the experiments was drawn from Fryer’s and Freeman’s work
on AD and presence (2012b, 2013, 2014) — the concept used to describe “immersion in
a mediated environment such that it seems unmediated” (Fryer, Pring & Freeman,
2013) — but it was transferred to the Polish context. The parameters under investigation
were also different. As argued by Wilken and Kruger, in certain film contexts “what is
shown is no less important than how it is shown”' (2016: 253). The aim of this PhD
was to explore the sow of AD, which, in the context of this thesis, was related to two
parameters: (1) AD style and (2) AD vocal delivery (see Section 1.2 and Section 1.3).
The novel aspect of this work was that the experimental studies were not limited to
reporting on users’ opinions, but took the analysis one step further and focused on
measuring their emotional response to a stimuli presented. The experiments were
performed for different types of content and the variables used for evaluation of

a given parameter were not compared in isolation, but directly with each other.

! The author’s emphasis.
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Although the research was carried out in Poland, it may be described as not being
country-specific, but rather having a global relevance. This is because (i) Poland’s 15%
B/VIP population is similar to that of all other EU countries (EBU, n.d.), (ii) the
question of immersion in a given content is not a cultural, but a physiological issue and
(ii1) the experimental studies carried out for the purposes of this thesis may be
replicated in other countries, not only thanks to the validated research method used, but
also thanks to the choice of study materials, which, if not already available in other

language versions, could be translated for the purposes of future research.

To the best of my knowledge, this is the first PhD thesis that measures the impact of
AD on the immersion of Polish B/VIP audiences. It is hoped that the findings of this
research will present a new perspective concerning the preparation and reception of
AD. The experimental studies presented in this thesis pave the way for further
investigations into the emotional impact of AD, with users being in the centre of
research attention. They also propose practical solutions for AD practice both for
broadcasters and AD professionals that may be applicable not only in Poland, but also

in other countries (for details see Chapter 7).

This thesis is registered in the PhD programme in Translation and Intercultural Studies
(Doctorat en Traduccid i Estudis Interculturals) at the Department of Translation,
Interpreting and East Asian Studies (Departament de Traduccié i d’Interpretacio
i ’Estudis de ’Asia Oriental) of the Universitat Autonoma de Barcelona. It was
written within the framework of the HBB4ALL project [FP7 CIP-ICT-PSP.2013.5.1 #
621014], led by Dr. Pilar Orero. It was also partially supported by funding from the
Catalan Government [2014SGR027].

In addition to the HBB4ALL project, the author also participates as a researcher in a
project called NEA (Nuevos Enfoques sobre Accesibilidad: modalidades hibridas,
inmersion y tecnologia en audiodescripcion / New Approaches to Accessibility: hybrid

modalities, immersion and technology in audio description), led by Dr. Anna
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Matamala and Dr. Olga Soler. This project is funded by the Spanish Ministry for
Economy and Competitiveness with the aim of conducting research into AD and audio

subtitling [FF12015-64038-P, MINECO/FEDER, UE].

1.1.  Theoretical framework and research background

In a broad context, this PhD research is embedded in the field of Translation Studies.
Its main area of interest is AD, a technique involving the translation of visual images
into verbal descriptions (Maszerowska, Matamala & Orero, 2014). According to
Jakobson’s taxonomy of translation (Jakobson, 2000 [1959]), it can be classified as
intersemiotic translation, also referred to as transmutation. Since the original definition
assumes that the interpretation of verbal signs is done by means of signs of nonverbal
sign systems, AD would fall within this category of translation, but in reverse order as
it relies on the “conversion of non-verbal signs into words” (Diaz Cintas, 2005: 4).
Audio description can also be viewed as intermodal translation (Braun, 2008). Firstly,
because the process of AD creation involves a cross-modal mediation, i.e. “translation
of visual images into verbal text” (Braun, 2008: 2); secondly, because the source text
in AD is not a monomodal, but a multimodal text; and thirdly, because the text of AD
has to “interact with other modes of expression”, such as dialogues, sound effects or
music (Braun, 2008: 3). As argued by Szarkowska and Orero (2014), AD could also be
considered as a type of multisemiotic translation due to the multitude of
communication channels involved in information transfer during its production, for
instance, nonverbal visual channel and verbal auditory channel, verbal visual channel
and verbal auditory channel or nonverbal auditory channel and verbal auditory
channel. Since AD, along with subtitling for the deaf and hard of hearing, audio
subtitling and sign language, is a modality aimed at facilitating access to audiovisual

media, it belongs to the field of Audiovisual Translation (AVT) (Gambier, 2003), and
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more specifically to that of Media Accessibility (Diaz Cintas, 2005; Remael, Orero &
Carroll, 2012).

The theoretical background of this PhD can also be found in reception research in AVT
studies, and particularly in the area of AD, which has attracted increased attention
among scholars in recent years. Several researchers have measured users’
comprehension after presenting them with audiovisual material with AD (Cabeza-
Caceres, 2013; Chmiel & Mazur, 2016; Schmeidler & Kirchner, 2001; Walczak &
Rubaj, 2014), while others have studied user preferences related to the wording of AD
(Chmiel & Mazur, 2012) or to different AD styles (Fryer & Freeman, 2012a;
Szarkowska & Wasylczyk, 2014; Udo & Fels, 2009). There are also those who looked
into the reception of vocal delivery of AD (Fernandez-Torné & Matamala, 2015;
Kobayashi et al., 2010). Noticeably, a common characteristic of all of the above
mentioned studies is their focus on elements that are specific to the AD itself. They do
not explore the impact of AD on users’ experience. The first steps in that area were
made by Ramos and Rojo (2014), and then continued by Ramos (2015) and Ramos
Caro (2016). In their studies, they measured the emotional response of users to the
audiovisual stimuli presented and analysed target emotions. Fryer and Freeman
(2012b, 2013, 2014), on the other hand, focused their research on the concept of
presence — “the psychological sense of immersion in any mediated environment”
(Fryer and Freeman, 2012b: 15) — that, instead of eliciting particular emotions, allowed
the users’ entire experience to be assessed. This PhD thesis follows in the wake of their
work. Its main aim is to explore how different AD parameters influence Polish B/VIP
users’ immersion in audiovisual stimuli, a concept that has not been addressed in depth

by the existing research.

Following Saldanha’s and O’Brien’s (2013) classification of research, which
distinguishes between product-, process-, context- and participant-oriented research,
this thesis comes under the last category. However, it should be stressed that while

investigating one aspect of research, it is impossible to exclude the remaining ones.
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Certain overlap is inevitable. This PhD departs from the analysis of an AD product and
aims to find links between its features and users’ experience. It aims to forefront the
users as understanding their opinions can help to validate the relationship between the
technical aspects of a product and actual user satisfaction. Although measuring users’
experience, i.e. “characteristics of the sensations, perceptions, and opinions of people
as they interact with different environments” (Patrick et al., 2004: 319), is complex and
subjective in nature, identifying parameters that affect it and controlling them can help
stakeholders to deliver a good product, as required by users. This PhD thesis represents
the first, important step in this direction, which could contribute to enhancing user

experience in the longer-term.

This section intended to provide a general framework within which this PhD research
is embedded. A comprehensive description of the state of the art related to the specific
concepts under investigation is included in the following chapters. Due to the
specificity of this PhD thesis, i.e. compendium of publications, it has not been

elaborated on here to avoid repetition.

1.2.  Research objectives and aims

There are a number of AD parameters that may have an impact on users’ experience
and therefore merit insightful research. However, due to time and space constraints, the

parameters under investigation were narrowed down to the following:

1. AD style
2. AD vocal delivery

The rationale behind choosing the first parameter is related to previous studies which

show that B/VIP audiences tend to value descriptions with filmic elements (e.g. Fryer
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& Freeman, 2012a) or non-standard linguistic expressions (e.g. Fels et al., 2006a). My
aim was to verify this in the Polish AD context by proposing a new type of AD —
creative description — using not only mis-en-shot elements (Wilken & Kruger, 2016),
but also intensified vocabulary to give the target audience a more engaging and
entertaining experience (for details see Chapter 3 and Chapter 4; Walczak,

forthcoming a; Walczak & Fryer, 2017).

The motivation behind selecting the second parameter relates to the findings of
Kobayashi et al. (2009, 2010) and Fryer (2014), who suggest that human-narrated ADs
are recommended for emotive content, for example drama, whereas ADs delivered by
TTS technologies may be more suitable for informative genres, such as documentaries.
This thesis investigates this issue with a Polish AD target audience (for details see

Chapter 5; Walczak & Fryer, forthcoming).

Based on the above, this research has two main objectives:

1. to study the reception of two AD styles — standard and creative — by B/VIP
users;
2. to study the reception of two AD voice types — human and synthetic — by B/VIP

users for two genres: fiction and documentary.

In order to achieve these objectives, a methodological framework had to be
established. As argued by Wilken and Kruger, a film’s success can be based on its
ability “to sweep the audience into the fictional world” (2016: 256). As a consequence,
when creating films, producers try to make them absorbing and capable of immersing
the viewers (Wissmath & Weibel, 2012). Immersion is a term used to describe the
sensation of the audience being plunged into the story world, experiencing the
mediated environment as if it was unmediated (Fryer, Pring & Freeman, 2013). The
feeling of being engaged by a story is therefore related to the immersive capacity of

a film. This, in turn, leads to the following research question:
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Which features of the AD parameters

provide its audience with an immersive experience?

In order to answer this question, two specific aims of this PhD thesis had to be

determined.

The first, linked to the first main objective concerning AD style, was the following:

1 A. to measure user experience in relation to AD style in order to establish which

AD style — standard or creative — leads to greater immersion.

The second, linked to the second main objective concerning AD vocal delivery, was

the following:

2A.to measure user experience in relation to AD vocal delivery for two genres,
fiction and documentary, in order to verify which AD voice — human or

synthetic — leads to greater immersion depending on the genre.

In order to achieve the specific aims, a research measurement tool had to be chosen.
Since in both cases the goal was to measure users’ experience — and specifically users’
immersion in the audiovisual content presented — a common measurement tool was

chosen, as explained in Section 1.3.

Related to the specific aims, research hypotheses were formulated. As they are directly
linked to the measurement tool used, they are presented in the following section, after
a brief introduction of the tool in question. The hypotheses are also discussed in detail

in the respective articles (see Chapter 4 and Chapter 5).
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1.3. Methodology and hypotheses

Since the first publications on AD, certain methodological developments have taken
place with regard to reception studies (Chmiel & Mazur, 2012). Currently, data may be
collected from respondents using various tools, for instance, one-on-one interviews
(Figiel, 2016; Rai, 2009; Szarkowska & Jankowska, 2012), focus groups (ITC, 2000;
Walczak, forthcoming b), on-line surveys (Maczynska, 2011) eye-tracking (Di
Giovanni, 2014; Krejtz et al., 2012; Orero & Vilar6, 2012) or heart rate measurements
(Ramos, 2015; Ramos Caro, 2016). However, the most widely-applied research
instrument appears to be questionnaires (Cabeza-Céceres, 2013; Chmiel & Mazur,
2012, 2014, 2016; Fresno, 2014; Jankowska, 2015; Peli et al., 1996; Romero-Fresco &
Fryer, 2013; Schmeidler & Kirchner, 2001; Wilken & Kruger, 2016). This PhD thesis
also uses questionnaires for data collection. Compared to previous studies, they do not
include comprehension or recall questions, but rather questions that aim to measure

participants’ emotional response to the stimuli presented.

The aim of the experimental part of this thesis is to find the links between the AD
product and user context, and then investigate the impact of AD parameters on user
experience. The research tool that facilitates the achievement of this goal and the
gauging of user experience is the Independent Television Commission Sense of
Presence Inventory (ITC-SOPI) questionnaire (Lessiter et al., 2001). It is one of five
canonical questionnaires used for measuring presence (Rosakranse & Oh, 2014),
a psychological construct defined as “the experience of being engaged by the
representations of a virtual world” (Jacobson, 2002: 1). As a cross-media
questionnaire, it can be used for both virtual realities and other types of media systems
(Rosakranse & Oh, 2014). It measures four facets of a media experience: Spatial
Presence, Engagement, Ecological Validity and Negative Effects (for details see
Chapter 4 and Chapter 5). It has been used before with sighted audiences (Lessiter et
al., 2001), but several studies have also been carried out with B/VIP people (Fryer &
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Freeman, 2012b, 2013, 2014). However, in the latter case, all the participants were
English language speakers. This PhD thesis follows Fryer’s and Freeman’s
methodology, but the empirical studies are conducted with B/VIP users in the Polish
language context. A copy of the questionnaire in two languages — English and Polish —

constitutes Annex 2.4 to this thesis.

In addition to presence measures, items from the Emotion Elicitation Scale (Gross &
Levenson, 1995) were added for users to report their emotional response to the stimuli
shown. Of the 16 original items, two relevant to the experimental studies in question
were selected: Interest and Confusion. The reason behind including them is linked to
the fact that the efficacy of AD is often assessed through comprehension. It has been
argued though that comprehension, through over-explicitation, may compete with
interest, and on the other hand confusion may occur when AD has a negative effect on
comprehension (Fryer, 2013). It was also assumed that both items could provide useful

insights into the correlations between comprehension, engagement and presence.

With the above in mind, the hypotheses for the experimental studies in this thesis were

formulated. They are provided below for each study.

1. Study 1: AD style

In order to assess the impact of AD — prepared in a creative and standard style — on

B/VIP user experience, the following hypotheses were set:

H1: wusers will report higher levels of presence for the film with creative AD
style;

H2: wusers will be more interested and less confused when watching the film
with creative AD style;

H3: users will show a preference for the film with creative AD style.
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2. Study 2: AD vocal delivery

In order to explore the impact of AD, delivered by a human voice (HV) and
reproduced by TTS software, on B/VIP user experience presented with stimuli from

two different genres: fiction and documentary, the following hypotheses were
established:

H1: wusers will report higher levels of presence for HV AD for fiction, but
similar levels of presence for HV and TTS AD for documentary;

H2: wusers will be more interested and less confused when watching fiction
with HV AD, but their levels of interest/confusion will be similar for HV
and TTS AD for documentary;

H3: wusers will show a preference for HV AD for fiction, but no preference

between HV and TTS AD for documentary.

The hypotheses linked to Study 1 and Study 2 were formulated based on the results of
the previous studies briefly introduced in Section 1.2 (see above). They are discussed

in detail in the corresponding articles in Chapter 4 and Chapter 5.

1.3.1. Measurement tool

With regard to research strategy, this PhD thesis adopted a mixed-method approach,
because combining quantitative and qualitative data collection and analysis allowed

a thorough investigation of the matters in question.

Two AD parameters were subject to investigation: (1) AD style and (2) AD vocal
delivery. The common questionnaire used for both experimental studies in this thesis is
presented below in brief. A detailed description is contained in the corresponding
articles (see Chapter 4 and Chapter 5). Additionally, a copy of the questionnaire in two
languages — English and Polish — constitutes Annex 2.4 to this thesis.
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The questionnaire for the experimental studies was organized as follows:

Part 1 e Demographic information: gender, age, self-reported sight loss (mild,

considerable, complete), visual acuity specification (items taken from
Network 1000 study by Douglas, Corcoran, & Pavey, 2006), age when
registered as visually impaired, medical name of sight condition, general
preferences for AD delivery voices, familiarity with AD (and with TTS

software in the case of the study on AD vocal delivery)

Part 2 e (Questions on emotional experience (two items — Interest and Confusion

— taken from FElicited Emotion Scale by Gross & Levenson, 1995)

e (Questions on presence (10 items taken from the /TC-Sense of Presence

Inventory by Lessiter et al., 2001)

Part 3 e Additional questions related to the studies on AD style or AD vocal

delivery (for example, preference questions)

e Comments from participants

1.3.2. Participants

A total of 72 participants (58% female, 42% male) took part in two experimental
studies presented in this thesis (36 participants per test). All of them were visually
impaired. They were recruited through Polish organizations and foundations that
support people with sight loss, and through personal contacts. Details regarding the
participants are presented in Chapter 4 and Chapter 5.

The studies were carried out in accordance with ethical procedures. Ethical approval

was given by the Universitat Autonoma de Barcelona, Spain (see Annex 2.1). All
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participants had an information sheet read out to them before each test (see Annex 2.2)
and gave their written consent before taking part (see Annex 2.3). The tests were
anonymous and privacy was ensured. The questionnaires were coded and together with
consent forms they will be securely stored for up to three years after the completion of

the studies.

1.3.3. Stimuli

What follows is a brief presentation of the stimuli employed in Study 1 and Study 2.

More detailed information can be found in Chapter 4 and Chapter 5 respectively.

The common motivation behind selecting the clips for both studies was that they had to
present independent stories so that they could be played interchangeably, without the
users having to watch the whole films in order to understand them. The clips had to be

similar in nature and the density of dialogue vs. AD had to be balanced.

1. Study 1: AD style

The research material for Study 1 constituted two clips from The Mighty Angel (2014,
dir. Wojciech Smarzowski). It is a Polish production belonging to a film genre that has
not yet been explored before in scientific research on AD — naturalistic drama (Styan,
2002). Its aim is to present reality as faithfully as possible and to show the dark side of
human existence. The film is said to be “a powerful and skilfully crafted tale of
alcoholism”, where Smarzowski does not spare the viewer nauseating images and
portrays Polish reality “with grim, gritty realism” (Larsen, 2014). In the case of this
film, what is presented on the screen is no less important than zow it is presented, i.e.

how filmic techniques are applied to transfer the meaning. The effect that the inclusion
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of such elements in AD, further intensified by vivid vocabulary, could have on the

audience was to be determined empirically.
2. Study 2: AD vocal delivery

Since the aim of Study 2 was to check the impact of AD delivered with different voices
across genre, two genres had to be represented: fiction and documentary. The goal was
to find fragments from foreign films with AD that were available on the Polish market
at the moment of setting up the tests. Bearing in mind the constraints for clip selection
provided at the beginning of this section and the limited number of films with Polish
AD, the possibilities were narrowed down to the following choice: Charlie and the
Chocolate Factory (2015, dir. Tim Burton) as a fiction film, and Encounters at the End
of the World (2007, dir. Werner Herzog) as a documentary. Two clips from each film
were selected. Each of the clips contained three audio tracks: original, voice-over, and

AD.

1.3.4. Procedure

The procedure adopted for Study 1 and Study 2 was identical. It included the following

steps:

1. Presentation of the Information Sheet and Informed Consent Form
2. Administration of the questionnaire, part 1
3. Testing procedure

a. Screening: clip 1

b. Measures taken: questionnaire, part 2

c. Screening: clip 2

e

Measures taken: questionnaire, part 2
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4. Administration of the questionnaire, part 3

There was one difference in the procedure. It was related to the duration of the studies.
Study 1 was carried out with two clips, and therefore lasted approximately 30 minutes,
whereas for Study 2 as many as four clips were used, which extended the time of the
test to approximately 60 minutes. For a detailed description of the procedure followed

for each study see Chapter 4 and Chapter 5 respectively.

1.4. PhD thesis structure

This PhD thesis is presented as a compendium of four research publications. One is
a chapter of an academic book, and the other three are scientific articles that have been

published or accepted for publication in international peer-reviewed academic journals.

This thesis is organized into eight chapters. Its structure is described below in detail.

Chapter 1 presents the context for the research. It opens with an introduction
discussing the motivation for the work (Section 1). Then it provides insights into the
theoretical framework of the research (Section 1.1), introduces the main research
objectives along with specific aims (Section 1.2), and outlines the methodological

aspects of the research (Section 1.3).

Chapter 2 includes Article 12 (Walczak, 2017). It provides a detailed review of the
state of the art in relation to the current AD landscape in Poland. It provides the
contextual background for the reception studies carried out for the purposes of this

PhD. The article starts with a historical outline of Polish AD. Then it presents the laws

* This article was originally written and submitted in English, but, by the decision of
the editors, it was translated into Polish.
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and regulations currently in place, together with the guidelines issued by Polish user
associations. Next, AD services offered in Poland are discussed in detail, starting from
television and press, through the film market, museums, theatres and operas, and
ending with live events. The next section of the article is devoted to AD research and
training courses. The conclusion presents the challenges facing Polish AD in the
coming years. The article shows that AD has become an important and recognized

service in Poland, attracting significant attention from both academia and industry.

Chapters 3-5 constitute the empirical part of this PhD thesis.

Chapter 3 presents Article 2 (Walczak, forthcoming a). It describes a pilot test that was
conducted before the proper study on AD style. Its aim was to explore the reactions of
the audience to a film with a non-standard style of description — creative AD —
containing film terminology and vivid vocabulary. The article reports on the results of
the pilot test and discusses the challenges faced when writing a creative AD script. It is
directly linked to the proper study on AD style that was carried out afterwards as
fragments of the film used in the pilot test served as research stimuli for the main
experiment. Positive reactions of the audience towards creative AD confirmed that it

merits an in-depth investigation and encouraged me to undertake further research.

Chapter 4 corresponds to Article 3 (Walczak & Fryer, 2017). It presents a study that
tested the impact of AD style on users’ immersion in audiovisual content. The
participants were shown two fragments of a film with two styles of description:
‘standard’ and ‘creative’. The former followed the ‘what you see is what you say’
(WYSIWYS) principle (Snyder, 2008), whereas the latter was a type of AD that
included elements of camera work and emotive language. The results showed that it
creative AD prompted higher scores on the scales evaluating the emotional experience
of participants. It was the preferred option, particularly among men, compared to the

standard AD style.
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Chapter 5 contains Article 4 (Walczak & Fryer, forthcoming). It reports on a study
aimed at assessing the immersion of users watching fragments of fiction and
documentary with AD delivered with two voices: human and synthetic. The results
indicated significantly higher ratings for emotional response for fiction with AD
narrated by a human compared to fiction with synthesized AD. The scores for
documentary, on the other hand, were similar, with no significant differences in
relation to AD voice type. This was also confirmed by preference ratings. For fiction,
the participants liked the human narrator better, whereas for documentary, they were

willing to accept AD delivered by either of the two voices.

Chapter 6 includes a summary of the thesis in three languages: English, Catalan and
Spanish, as required for all theses presented by a compendium of academic

publications.

Chapter 7 provides a global discussion of the results, conclusions and limitations of the

experimental studies, along with suggestions for further research.

Chapter 8 presents the bibliography. This is added as a separate chapter to provide
a unified presentation of various citation styles and to offer updated versions of the

references quoted in the publications.

The last chapter contains annexes with the articles, as published or accepted for
publication, the research documentation, including Ethical Committee documentation,
questionnaires and research materials. All these elements have been included in
accordance with the regulations for PhD theses that comprise a compendium of

academic publications.
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2.1. Introduction

Rapid developments in the field of accessibility to the media for people with sensory
impairments can be seen in numerous countries all around the world. Poland is one
such country where accessibility services, such as audio description (AD), are
becoming part of the audiovisual landscape and attracting the interest of many, both in

the service sector and in research circles.

Defined by some as “a type of poetry” (Snyder, 2008: 192) or “the art to speak in
images” (Navarette qtd. by Lopez Vera, 2006: 1), AD is a spoken account of those
visual aspects of a film, performance or event that makes it “available to people that
otherwise would not have access to it” (Diaz Cintas, 2005: 4). The role of AD is
becoming increasingly important and the recent flourish of activities within the field is
clearly visible. AD services are no longer only present on television, but also in
cinemas, theatres, operas, museums, during meetings, tours or sports events (cf. Fryer,
2010; Holland, 2008; Kruger, 2010; Matamala & Orero, 2007; Michalewicz 2014;
Remael & Vercauteren, 2007).

This paper aims to provide a detailed snapshot of the current situation in Poland with
regard to the accessibility of audiovisual products for the blind and visually impaired

(B/VIP) people. An initial section sets out a brief historical outline of Polish AD. It
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then goes on to present the laws and regulations currently in place, along with
guidelines proposed by Polish user associations. Audio description services offered in
Poland are then discussed in detail, followed by an explanation of AD training and
research. The final section concentrates on the challenges that the field will have to

meet in the near future.

2.2.  From the past to the present

Audio description is believed to be as old as sighted people telling blind people about
the images surrounding them (Ofcom, 2008). However, from a technical point of view
at least, this phenomenon is much more recent. Developments in AD in Europe and
further afield have not taken place evenly and while some of the countries have
a longstanding tradition of describing audiovisual programs, others have unfortunately

not even started yet.

Though used in the United States for over 30 years and in the United Kingdom for over
15, AD only became popular in Poland in 2006. The first films with an additional
Polish AD track were made in the late 1990s in Cracow with financial support from the
Ministry of Culture and the Polish Association of the Blind. However, the technical
quality of the AD employed in these productions left a lot to be desired. These films
are now available in the library of the Association of the Blind and are known there as

‘typhlo-films’, from Greek ‘typhlos’ meaning ‘blind’ (Szarkowska, 2009: 198).

The date of 27 November 2006 can be treated as the day of reactivation or rather the
actual beginning of AD in Poland. On that day the first screening of an audio described
film took place in the ‘Pokdj’ cinema in Biatystok. It was a Polish production Extras
(2006, dir. Michat Kwiecinski). The originator of this initiative was Tomasz

Strzyminski and the role of the audio describer was performed by Krzysztof Szubzda.
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Soon afterwards other cinemas across the country organized screenings with AD for
B/VIP people. In cities such as Biatystok, Poznan, Elblag and £.6dZ B/VIP audiences
were shown Ice Age (2002, dir. Chris Wedge), Testosterone (2007, dir. Andrzej
Saramonowicz and Tomasz Konecki), The Wedding (2004, dir. Wojciech Smarzowski)
or In God’s Little Garden (2007, dir. Jacek Bromski). A number of screenings also
took place in Warsaw and were organized by the Foundation for Children ‘Help on
Time’ [Fundacja Dzieciom ‘Zdgzy¢ z Pomocg’] as part of its project called The
Cinema beyond Silence and Darkness [Kino poza ciszg i ciemnoscig]. The
unquestionable success of the Polish AD pioneers was the screening of Jarostaw
Sypniewski’s Key witness at the Feature Film Festival in Gdynia in 2007. As part of
the festival, for the first time in Poland, there was also a special projection with AD for
young audiences. It was a Dutch production, Santa Claus’ Horsey, directed by Mischa
Kamp with the special version of the dialogue prepared by Anna Jurkowska,
a typhlopedagogue from the Polish Association of the Blind (Jankowska, 2009: 242). It
has to be noted that both screenings were presented in line with international standards,
that is, with AD available through headphones only to the viewers interested in it. As
well as Polish films, AD was also made available to foreign productions. The
screenings of such films as The Lives of Others (2006, dir. Florian Henckel von
Donnersmarck), Night at the Museum (2006, dir. Shawn Levy) or Empties (2007, dir.
Jan Svérak) were organized in the ‘Adria’ cinema in Bydgoszcz, and the AD scripts
were read by Joanna Dhuska and Jacek Knychata (Szarkowska, 2009: 198; Jankowska,
2009: 242).

In the following years other events important for the development of the Polish AD
took place (for more information on particular AD services, see also Section 2.4
below). On 14 June 2007, Polish public television, Telewizja Polska S.A., started
offering programs with AD. On 14 November 2007, the first theatre performance with
AD, Rabbit on the Moon, was staged in the Puppet Theatre in Bialtystok. Another
significant date in the rather short history of Polish AD is 21 February 2008. On that
day Andrzej Wajda’s film Katyn came out on DVD with AD. In 2010, AD was
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prepared for the Ractawice Panorama, a monumental work of art located in Wroctaw.
That same year the film Chopin: Desire for Love (2002, dir. Jerzy Antczak) had its
premiere with AD created in two languages, Polish and English. Two years later,
during the EURO 2012 UEFA European Football Championship, jointly organized by
Poland and Ukraine, football fans had AD available at each of thirty-one matches
played in eight stadiums (Michalewicz, 2014: 154). In April 2013, the film /magine
(dir. Andrzej Jakimowski) came out. Thanks to the efforts of the Audio Description
Foundation, it was originally equipped with the AD track for the B/VIP spectators. The
film was shown for a week in several cinemas in Poland. Contrary to other screenings

of films with AD, these ones were not closed, but available to general audiences.

In October 2013, B/VIP people were able to attend quite a unique experience. For the
first time they could independently pay a visit to the zoo in Wroctaw. Everything
thanks to the AD prepared by the Foundation for Audio Description Progress
‘Katarynka’. One of the most recent events was organized on 15 January 2014 by the
Foundation for Culture without Barriers. It was a social campaign called Take your
stick/chick’ to the cinema [Zabierz laske do kina], whose aim was to draw attention to
the problem of access to culture for people with sight and hearing disabilities. The
latest novelty is a cartoon book created for B/VIP readers. It is written in Braille, but
the final version will also include a CD with an accompanying AD track providing
descriptions to all illustrations, because, as the authors underline: “Our project is
unique, it can be accessed both by sighted and blind users. It is a cartoon for all”

(Kedzierski, 2015).

Such a dynamic development of AD in Poland would not be possible but for the
non-governmental organizations promoting accessibility for B/VIP people, such as:
Audio Description Foundation [Fundacja Audiodeskrypcja], Foundation for Culture

without Barriers [Fundacja Kultury Bez Barier], Foundation for Audio Description

3 Play on words. The word ‘laska’ has two meanings in Polish, it can stand either for
a white stick a blind person is using for walking or, informally, for a girl.
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Progress ‘Katarynka’ [Fundacja na Rzecz Rozwoju Audiodeskrypcji ‘Katarynka’],
Masovian Association of Work for the Disabled ‘De Facto® [Mazowieckie
Stowarzyszenie Pracy dla Niepelnosprawnych ‘De Facto’], The Seventh Sense
Foundation [Fundacja Siédmy Zmyst] or Wroctaw-West Centre for Culture [Centrum
Kultury Wroctaw Zachdd]. The activities of academic circles cannot go unnoticed.
More and more educational institutions undertake the challenge to teach AD. There is
also a growing number of academics actively promoting AD and involved in AD

research at universities in Warsaw, Cracow or Poznan (see also Section 2.5 below).

2.3. Laws, regulations and guidelines

Although the benefits of AD for secondary users, such as sighted persons or
immigrants, have already been demonstrated by researchers (cf. Ofcom, 2000;
Jankowska, 2009), the major beneficiaries of AD are B/VIP people. According to the
Polish Central Statistical Office, in 2004 there were 1,820,300 people belonging to this
group in Poland (Kaczmarek, 2011). The Polish Association of the Blind, on the other
hand, estimates that in 2011 the number of B/VIP persons in Poland amounted to
1,650,800, with 65,000 being members of the Association (Sadowska, 2014: 125).
These discrepancies may result from the fact that not every blind person is an
Association member or that the data gathered by the Office include also those with
minor vision impairments and they, due to a slight defect of vision, may not sign up to
the Association. Regardless of the actual number of B/VIP people, the AD target group
in Poland, a country with a population of almost 40 m people (GUS, 2015), is still

significant.

Accessibility-friendly initiatives are now receiving increasing attention in the
audiovisual marketplace. Through legislation, some countries like the UK or the USA

have made accessibility compulsory not only on television, but also in other cultural
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and artistic life. Other countries are now following suit. The European Year of People
with Disabilities in 2003 helped in a significant manner to boost the visibility of
accessibility to audiovisual media especially in those countries that were lagging
behind (Diaz Cintas, 2005: 5). Furthermore, the European Union is now encouraging
broadcasters to provide services for people with visual or hearing disabilities. In this
light, the Audiovisual Media Services Directive (AVMSD) was recently passed.
Recital (46) and Chapter III, Article 7 of the AVMSD (2010) state:

Recital (46)  The right of persons with a disability and of the elderly to participate
and be integrated in the social and cultural life of the Community is
inextricably linked to the provision of accessible audiovisual media
services. The means to achieve accessibility should include, but need not
be limited to, sign language, subtitling, audio description and easily

understandable menu navigation.

Article 7 Member States shall encourage media service providers under their
jurisdiction to ensure that their services are gradually made accessible to

people with a visual or hearing disability.

Although these provisions do not impose any specific obligations on EU Member
States, they indicate the direction for achieving media accessibility for specific social
groups in the future. The amendment of the Polish Radio and Television Act of 25
March 2011 carries more tangible consequences for Poland. In Article 4, Section 28, it

provides a clear definition of AD, namely:

audio description means a verbal, sound description of a picture and visual content
contained in an audiovisual program addressed to visually impaired persons, which is
included in the program or transmitted concurrently with the program (Radio and

Television Act, 2011);
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Furthermore, the provisions of Article 18a obligates television broadcasters to offer
services for people with visual or hearing disabilities of appropriate duration limits.

The Article reads as follows:

Television broadcasters are obliged to ensure accessibility of programs for people with
vision or hearing impairments, by introducing appropriate services: audio description,
subtitles for the deaf and hard of hearing and sign language interpreting, so that at least
10 per cent of the quarterly transmission time, excluding advertisements and

teleshopping, is equipped with such services (Radio and Television Act, 2011).

As part of the transitional provisions, the percentage of programs broadcast with
accessibility services mentioned in the Act was reduced to 5 per cent in 2011 for small
broadcasters (Chmiel & Mazur, 2014: 32). For the leading ones, it is planned to be
increased to 25 per cent per quarter in 2016, and to 35 per cent per quarter in 2017

(Amendment to the Radio and Television Act, 2015: 12).

Besides regulations on media accessibility, there are also AD guidelines that describe
the standards and best practices to be applied when producing AD services of good
quality. Developed in 2000 by the UK media regulator Ofcom, the ITC guidelines,
were one of the first AD guidelines to be issued in Europe (Ofcom, 2000).
Nonetheless, Poland has also developed its own, national ones, adapted to the Polish
cinematic world. They have been drawn up mostly for film and television, and are only
mentioning other accessibility avenues, such as theater or opera, in passing. At the time
of writing this article, there were two official documents concerning the practice of
creating AD in Poland, both issued as guidance for professionals. The authors of the
first one are Barbara Szymanska and Tomasz Strzyminski, representing the Audio
Description Foundation. Their guidelines were published in 2010 under the title
Standards for creating audio description to audiovisual productions (Szymanska &

Strzyminski, 2010). The other set of guidelines, Audio description: Principles of
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creation, was issued two years later by the Foundation for Culture without Barriers

(Kiinstler et al., 2012).

Although an agreement was reached as to how to name the very discipline of AD in
Polish, there seems to be no understanding as far as labelling the actual profession is
concerned. While an ‘audio describer’ is a professional title in the UK, in Poland the
same person may be called alternatively ‘audiodeskryptor’ or ‘audiodeskryber’, the
latter being an English calque. However, as professor Krystyna Kleszczowa, from the

Institute of Polish Language at the University of Silesia comments:

The language is unpredictable. Although the form ‘audiodeskryptor’ seems better, the
Internet shows us almost the same number of hits for ‘audiodeskryptor’ as for
‘audiodeskryber’. In this case, we should assume that both words are correct. Time will

tell which form will win” (Fundacja Audiodeskrypcja, n.d.).

The above dilemma is to a certain extent present in the Polish guidelines. Although
they are consistent with profession naming and use the form ‘audiodeskryptor’
throughout their documents, they also mention other parties directly involved in the
AD production process. Szymanska and Strzyminski (2010: 4) make a distinction
between three persons: (i) the author of the script, (ii) the author also being the voice

artist and (ii1) the voice artist, and thus introduce the following definitions:

—  ‘deskryptor’ [describer] — a person writing AD scripts;
—  ‘audiodeskryptor’ [audio describer] — a person writing AD scripts and
reading them out;

—  ‘lektor’ [voice artist] — a person reading AD scripts out.

Kiinstler et al. (2012), on the other hand, note straightaway that in order for the AD
service to be of good quality, two persons should participate in its delivery, firstly an

audio describer [‘audiodeskryptor’] and then a professional voice artist [ “lektor’].
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As well as guidelines, there are other Polish sources concerning AD. A manual on how
to create AD was recently sent to press. Edited by Mariusz Trzeciakiewicz (2014) from
the Foundation for Audio Description Progress ‘Katarynka’, it is titled Audio
description in theory and practice: How to write about things that cannot be seen. In
2014 a monograph on AD was published. Written by Agnieszka Chmiel and Iwona
Mazur (2014), it is a complex academic publication, the first of its kind, addressing the

topic of AD in Poland.

2.4. Audio description services in Poland

Today, access to AD for the B/VIP users is provided, to differing extents by several
European countries, including the UK, Germany, Portugal, France, Italy, Spain,
Belgium, Czech Republic, Lithuania, Finland, Sweden, Austria and Poland. In Europe,
the UK is the leader when it comes to the provision of AD services, offering it in
theatres, cinemas and on digital television. Additionally, films may be borrowed or
bought at the Royal National Institute of Blind People, an organization actively
supporting persons with vision loss (Jankowska, 2009: 237). In Poland, AD service is
no longer an abstract issue, but it has been in the last few years that it has undergone
significant progress. It is now available on television, in theatres and museums, and

recently in cinemas and during live events.

2.4.1. Television and press

Television is probably the most sought-after mode for AD today. From 2007, AD has

been produced by Telewizja Polska S.A., the Polish public broadcaster. B/VIP

audiences are offered a number of audio described Polish TV series, such as The Ranch
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(2006, dir. Wojciech Adamczyk), Secret of the Cipher Tower (2007, dir. Adek
Drabinski), The Magic Tree (2008, dir. Andrzej Maleszka), Father Mateusz (2008, dir.
Maciej Dejczer et al.) and Family.pl (2011, dir. Patrick Yoka). Some of them have
already been released on DVD and they are also available online on the special public

television website: http://www.tvp.pl/dostepnosc.

Once the new provisions of the Polish Radio and Television Act of 2011 came into
force, commercial channels ceased to be reticent about providing AD to their
programs. Big market players like Canal+, Polsat and TVN now have audio described
programs on offer. Other television channels, carried by terrestrial digital providers,
like Ale kino+, ATM Rozrywka, Puls, Puls2, TTV, TV4, TV6, TVN7, TVP Historia,
TVP Kultura, TVP Polonia do not lag behind. Nevertheless, TVP remains the leader in
providing accessible media for B/VIP users. In the first quarter of 2013, TVP 1 and
TVP 2 broadcast 30.8% and 18.3% respectively, of programs available for people with
vision or hearing loss (Telewizja Polska, 2013). Among private broadcasters, a few
channels stand out from the rest, namely MiniMini+ and teleTOON+, offering
accessible programs for the youngest audiences with both vision and hearing
impairments (Drozdzal, 2015), Planetet+ airing audio described documentaries
(Szewczyk, 2012a) and Polsat Sport News and Canal+ Sport, catering for the needs of
the sports fans, the former by providing AD service to selected sports programs
(Telewizja Polsat, 2015), the latter by audio describing football matches (Szewczyk,
2012b).

Sighted readers have a wide variety of choice as far as press in concerned. They can
choose from among almost 2,000 titles of different magazines and journals available
on the market (IWP, n.d.). B/VIP persons are not that fortunate. What is more, the
Internet versions of newspapers are now aimed at focusing the reader’s attention by
rich graphics, not to mention ever-present pop-up advertisements. Even though the
content is recognized by screen reading systems, visual elements remain inaccessible.

In the light of the above, in 2007 the Masovian Association of Work for the Disabled
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‘De Facto’ created the ‘e-Kiosk’, Internet-based kiosk, offering press to B/VIP readers,
free of charge after prior registration (Sadowska, 2014: 127). Thanks to a special
computer program designed by Sylwester Piekarski, a blind IT specialist from the
University of Warsaw, press articles are converted into formats available to screen
readers (Nowacka, 2013). Initially, newspaper articles did not carry illustrations as the
program deletes them automatically. As visual elements are essential for better
understanding of the content, the Association included ADs to selected portion of press
photographs (Sadowska, 2014: 127). This novel application of AD was introduced in
2011 and Poland is the only country in Europe offering this type of service. The
descriptions are prepared on a weekly or monthly basis at the request of the
Association by volunteers from all around the country. Adults describe illustrations
devoted to older readers and teenagers do the same for magazines aimed at their peers

(Chmiel & Mazur, 2014: 57).

While at the beginning the ‘e-Kiosk’ had only six titles on offer, by 2014 there were
already fifty-eight audio described magazines and journals. They include Polish
national weeklies (for example, Auto Swiat, Newsweek Polska, Polityka, Przekroj,
Wprost), local weeklies (for example, Dziennik Balttycki, Gazeta Krakowska, Kurier
Lubelski), men’s and women’s monthly magazines (for example, Claudia, Focus,
Zdrowie, M jak Mama, PC World) and educational magazines for teenage readers (for

example, Cogito, Victor Gimnazjalista, Victor Junior) (Chmiel & Mazur, 2014: 57).

2.4.2. Films: DVDs, cinemas and festivals

There is also a wide range of opportunities for B/VIP people in the film market.
Although Poland is commonly perceived as primarily a voice-over country (Bogucki,
2004: 103), other translation modalities such as subtitles or dubbing are not absent

from the Polish market. Despite having such a fragmented audiovisual landscape, the
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potential amount of AD on offer is not limited, but on the contrary, it is created both to
locally produced broadcasts and to foreign language materials (for more on AD to

foreign productions cf. Szarkowska & Jankowska, 2015; Szarkowska, 2013).

There are over 100 audio described films in Poland. They are delivered to B/VIP
people through several channels: DVDs, available either on the open market or in film
libraries, during cinema or one-off screenings, and recently via special website offering
audio described films online. Detailed information about each channel is provided in

the following paragraphs.

DVDs with AD seem to be on the increase in Poland. They include not only Polish
productions such as You Are God (2012, dir. Leszek Dawid), Warsaw ‘44 (2014, dir.
Jan Komasa), Manhunt (2012, dir. Marcin Krzysztatowicz), The Mighty Angel (2014,
dir. Wojciech Smarzowski) or In Darkness (2011, dir. Agnieszka Holland), but also
international titles, Wadjda (2012, dir. Haifaa Al-Mansour), The Intouchables (2011,
dir. Olivier Nakache and Eric Toledano) or Fill the Void (2012, dir. Rama Burshtein),
to name just a few. The Oscar-winning Ida (2013, dir. Pawel Pawlikowski) was also
audio described and issued on DVD, with an AD script prepared by the author of this
article. Another, quite unique DVD was also recently released. It includes the
performances of the State Folk Group of Song and Dance ‘Mazowsze’, a famous
Polish group established in 1948 with the aim of protecting the folk tradition from

destruction and promoting its richness and beauty (Fundacja Kultury bez Barier, n.d.).

Becoming a member of the Polish Association of the Blind may also facilitate access
to audio described films on DVDs. Its Department of Collections for the Blind has
almost forty films with AD on offer (DZDN, n.d.). Another option is joining the
Online Film Club for the Blind ‘Train’. Created in 2012 at the initiative of the
Masovian Association of Work for the Disabled ‘De Facto’, it aims to remove existing

barriers separating B/VIP audiences across Poland from free access to culture. Once
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joining the ‘Train’ Club, B/VIP persons can rent films with AD free of charge and

exchange their opinions on the online forum after watching them (De Facto, n.d.).

To conclude this section, data on the accessibility of cinemas needs be provided. In
Poland, there is no cinema that offers AD on a regular basis yet. This stands in stark
contrast to the UK, where more than 300 cinemas screen films with AD (RNIB, n.d.).
An ideal situation would be for the B/VIP people to attend cinemas together with their
sighted friends in a fully integrated manner, but that is still in an early stage of
development. For the time being, only sporadic screenings with AD are on offer in
Poland. While Imagine (2012, dir. Andrzej Jakimowski) paved the way, other films
were soon to follow, including Life Feels Good (2013, dir. Maciej Pieprzyca) or Carte
Blanche (2015, dir. Jacek Lusinski), but that covered only a tiny fraction of the type
and number of films open to the general public. Later, the New Horizons Cinema in
Wroctaw (KNH, n.d.) came out with a film proposal for the B/VIP audiences, offering
the screenings of recent Polish productions, such as Gods (2014, dir. Lukasz
Palkowski) or A4 Grain of Truth (2015, dir. Borys Lankosz). After that, the ‘Katarynka’
Foundation launched ‘Adapter’ — the first ever online cinema with AD. The viewers
are invited to join the online premiere screenings every Thursday, at 8 pm. The biggest
Polish titles, until now unavailable to the B/VIP audiences, can be accessed for free,

24 hours a day, from home, via PC, laptop, tablet or mobile phone (Adapter, n.d.).

There are a number of Polish film festivals that cater for the B/VIP customers by
offering AD. In 2013, the KaFFA Festival of films with AD took place in Cracow
(KaFFA, 2013). In 2015, a few audio described films could also be found, for example,
in the program of the Watch Docs International Film Festival, one of the oldest and
largest human rights film festivals in the world (Watch Docs, 2015), or the Cinema in
Sneakers Festival, devoted to children and young viewers (Kino w Trampkach, 2015).
Another event equipped with AD is the Film Music Festival in Cracow. Taking place
in the presence of world-class directors and composers, it is one of the most important

festivals in the world of film music. During the Festival many concerts are held, but it
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is the final one that crowns the event with a film screening accompanied by live music
performed by an orchestra, choir and soloists. The Festival organizers want to ensure
that it is accessible to all spectators, and therefore, thanks to the cooperation with the
Seventh Sense Foundation, they offer AD services. It has already accompanied
blockbuster films such as The Matrix (1999, dir. Andy Wachowski and Lana
Wachowski), Gladiator (2000, dir. Ridley Scott) and Star Trek (2009, dir. J. J.
Abrams) (FMF, 2015).

There are also events in Poland specially dedicated to B/VIP people. Among them, the
most popular ones are the Warsaw Cultural Week without Barriers and the Ptock
Culture and Art Festival for the Blind. The first one is a unique event, during which the
residents of Warsaw and their guests can meet in theatres, exhibitions, workshops and
during film screenings. Everyone is welcome, especially those to whom culture is not
frequently accessible (WTKBB, n.d.). The latter event is a national phenomenon. With
many well-known artists, it attracts the attention of hundreds of B/VIP people. This
festival gives them “an opportunity to recharge their cultural batteries for the whole

year” (Blinkiewicz, 2014).

2.4.3. Museums, theatres and operas

In Poland, special initiatives for B/VIP people in museums, theatres and operas are
starting to appear. Although not yet provided on a regular basis, but rather as local

initiatives, these kinds of services are slowly growing in volume.

The greatest percentage rise in AD provisions is in museums. Several museums are
trying to increase the accessibility of their venues and exhibitions by offering recorded
audio guides, specifically designed for their B/VIP guests. Other facilities provide

signs and guides in Braille, tactile paths, and the like.
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During the last two years, four rooms of the Royal Castle in Warsaw have been
adapted to the needs of B/VIP visitors. With AD played through headphones, they can
now explore the Throne Hall, the Marble Room, the King’s Bedroom and the Knights’
Hall. In 2014, nearly forty works of art from the ‘Collection in Kroélikarnia’ exhibition
were made accessible to B/VIPs. Audio descriptions of forty of the most valuable
paintings in the Warsaw National Museum has also been recently completed (Fundacja
Kultury bez Barier, n.d.). B/VIP people may now fully enjoy visiting such museums
and galleries as the Chopin Museum, Museum of the Warsaw Uprising, National
Gallery of Art ‘Zachgta’, all located in Warsaw, the Regional Museum in Stalowa
Wola, the Herbst Palace Museum or Art Museum in £.6dz, the Schindler’s Factory or
Museum of Contemporary Art ‘MOCAK’ in Cracow, or the Silesian Museum in
Katowice. There are also museums, like the National Museum in Warsaw or the
Museum of Central Pomerania in Shupsk, that make ADs to certain works of art

available online at their websites.

The situation in museums seems positive on the whole; a certain amount of AD is
offered and some facilities are fully accessible. Even though actual AD may not be
provided everywhere, there are often many additional services to choose from and they
can be used by the B/VIPs. An example confirming that various museums are opening
their doors to B/VIP people is the Night of Museums which took place in 2014 in
Biatystok. With several exhibitions accessible to their needs, B/VIPs could enjoy this
cultural event together with sighted visitors (Chmiel & Mazur, 2014: 55).

Europe has many theatres equipped with AD, with the UK and France being the
leaders in performances (Ofcom, 2000: 4). Although the offer is still limited compared
to the UK, where more than one hundred theatres provide AD (Ofcom, 2000: 4),
availability of performances in Poland is on the rise. To date, over seventy
performances have been made accessible to the B/VIP audiences. They are staged in

various theatres across Poland, for instance, in Bielsko-Biata (the Polish Theatre),
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Cracow (the Juliusz Stowacki Theatre and the Helena Modrzejewska Old Theatre),
Katowice (the Silesian Theatre of the Doll and the Actor ‘Ateneum’ and the Stanislaw
Wyspianski Theatre of Silesia), Ptock (the Jerzy Szaniawski Dramatic Theatre),
Poznan (the Animation Theatre, the Tadeusz Lomnicki New Theatre and the Polish
Theatre), Warsaw (the Ateneum Theatre, the Baj Theatre, the Dramatic Theatre of the
Capital City of Warsaw, the Ekoteatr Theatre, the Kamienica Theatre, the Comedy
Theatre, the Tadeusz Lomnicki Theatre of Wola, the Warsaw National Theatre, the
Polonia Theatre, Arnold Szyfman Polish Theatre, the Zygmunt Hiibner Powszechny
Theatre, the Rampa Theatre in Targoéwek, the Roma Musical Theatre, the Rozmaito$ci
Theatre, the Studio Theatre and the Syrena Theatre), and Wroctaw (the Polish Theatre)
(CKWZ, n.d.; Fundacja Kultury bez Barier, n.d.). From the above mentioned theatres,
the Theatre Syrena in Warsaw is the most innovative, as, starting from 2015, it will be

the first one in Poland to provide AD upon request to its spectators.

With regard to theatre performances, the AD track is often complemented with an
audio introduction (Al), a short piece of narrative presented before the performance,
providing relevant information from the program and a description of the visual
elements (for more on Als in theatres see ADC, 2006; York, 2007). Other measures

include touch tours for B/VIP audiences organized before or after the show.

In Poland, B/VIP spectators have a very limited choice when it comes to the
performing arts, such as opera or ballet. Spain appears to be ahead of other European
countries, providing AD for opera performances for its B/VIP audiences on a
permanent basis (Matamala & Orero, 2007). Nevertheless, Polish B/VIP viewers have
already been invited to experience two musicals: The Wizard of Oz and The Phantom
of the Opera; the former in 2012, at the Juliusz Stowacki Theatre in Cracow (Red,
n.d.), and the latter in 2014, at the Podlasie Opera and Philharmonic in Biatystok
(OIFP, 2014). They were also given the opportunity to participate in the 6th Warsaw
Cabaret Show, equipped with AD thanks to the efforts of the Foundation for Culture

without Barriers (Fundacja Kultury bez Barier, n.d.).
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2.4.4. Live events

Audio description is slowly starting to be introduced in other areas as well. There are,
for example, one-off live sports events accompanied by AD. One took place in April
2015, where B/VIP persons could participate in the famous Speedway Grand Prix
racing contest held in Warsaw (Stadion Narodowy, 2015a). Among the newest projects
concerning Polish live AD is its implementation in football stadiums. Thanks to the
initiative of the ‘Katarynka’ Foundation, ‘Sport without barriers’, B/VIP football fans
are now offered an AD track in stadiums such as the Warsaw National Stadium, the
Legia Warsaw Municipal Stadium of Marshal Jézef Pitsudski, the Municipal Stadium
in Wroctaw or the PGE Arena in Gdansk. It has to be noted that AD in stadiums is still
a unique service. Next to sports facilities in the UK and Austria, Polish stadiums are

among only a few in Europe that have it on offer (Stadion Narodowy, 2013).

Other live events accompanied by AD are concerts, both of classical and popular
music. Having performed on the biggest stages of the world, in June 2015, Andrea
Bocelli, the famous Italian opera tenor, sang to an audience in Poland that including
B/VIP people (Gazeta Wroctawska, 2015). One month later, in July 2015, fans of hard
rock music could attend the audio described concert of an Australian band, AC/DC,
which took place at the National Stadium in Warsaw (Stadion Narodowy, 2015Db).
Following the success of previous concerts accompanied by AD in 2013 and 2014, the
2015 Orange Warsaw Festival also carried this service. Selected events on the main
stage of the festival were described, with AD available on the frequency 95.1 FM. It
was free of charge to all persons who had a mobile phone equipped with a radio and in

need of the additional commentary (Orange Warsaw Festival, 2015).
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2.4.5. Other AD initiatives

Other innovative AD initiatives are constantly being introduced. For example, those
interested in the difficulties faced by B/VIP people can visit the Invisible Exhibition in
Warsaw and experience an interactive journey into the invisible world, during which
they would experience how to cope in everyday situations without the aid of sight.
Only the senses of hearing, smell and touch are involved. The guides working at the

exhibition are B/VIP people (Niewidzialna, n.d.).

Audio description is also present on the radio. Within the framework of a project
coordinated by the Audio Description Foundation, radio programs with specially
designed ADs to the works of art are broadcast every two weeks by Radio Biatystok.
Their aim is to bring visual art closer to B/VIP children. Once broadcast, the programs
are available on the YouTube channel of the Audio Description Foundation (Fundacja
Audiodeskrypcja, 2011). Young B/VIP persons are also offered several artistic
workshops. One of the recent workshops is called ‘Fairy Tales without Barriers’.
During weekly classes the children, together with well-known artists from Wroctaw,
invent a unique musical fairy tale to be broadcast later by the MiniMini+ TV channel

(Fundacja ‘Katarynka’, n.d.).

Blind and visually impaired adults are also catered for. The Seventh Sense Foundation
invites them to join workshops on art, history, theatre and literature, accompanied by
recitation and singing classes (Fundacja Siédmy Zmyst, n.d.). Kuba Terakowski,
coordinator of the ‘Blind People on Tandems’ project, encourages adults to take part in
bicycle rides across Poland (Terakowski, n.d.). The Foundation for Culture without
Barriers and Kulturo Foundation offer holiday tango dance workshops for the elderly
and the B/VIPs (Bednarek, 2015). The Foundation for the Blind and Visually Impaired

Vega and Medison Wojciech Maj organize a week-long event called Days of
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Accessible Culture, with a wide range of activities, from sightseeing to sports, adapted

to the needs of B/VIPs (Fundacja Vega, n.d.).

2.5. AD research and training

Presently, the pace and breadth of research on AD is experiencing a remarkable boom.
The number of essays, publications, monographs, doctoral dissertations and academic
books devoted solely to AD has grown significantly. AD is attracting increasing
attention among Polish scholars. Most research is done in departments of translation,
linguistics and/or cognitive psychology of such universities as: University of Warsaw,
Jagiellonian University in Cracow, Adam Mickiewicz University in Poznan or Warsaw

University of Social Sciences and Humanities.

Proof of this interest is, for instance, the 2014 publication of the Polish scholarly
journal on Translation Studies, Przekfadaniec, devoted solely to AD. Also, a number
of specialized conferences and debates on Audiovisual Translation have been held,
with panels dealing specifically with AD, for example, the Audiovisual Translation
without Barriers conference, organized in 2008 by the University of Warsaw, the
Points of view in language and culture conference, organized in 2011 by the
Jagiellonian University in Cracow and the Interdisciplinary Approaches to Translation
‘ImnATra’ conference, organized in 2014 by the Kazimierz Wielki University in
Bydgoszcz. Another event was the Audio Description and Education Symposium, held
in Warsaw in September 2015. This was the first international conference of its kind,
focusing solely on the education of B/VIP children. Drawing on the success of the
previous Intermedia conferences organized by the Intermedia: Audiovisual Translation
Research Group in 2007, 2013 and 2016, the next audiovisual translation event of this
kind will take place in 2017 in Poznah (Intermedia, 2017).
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Also, the need for training future audio describers is constantly on the rise. It is said
that, “a competent describer can summarize effectively, describe colourfully and
accurately and convey the verbal pictures in a vivid yet objective manner” (Hyks qtd.
by Orero, 2007: 119). When asked about what it takes to create good AD, Krzysztof
Szubzda, the first Polish audio describer, said that for him “every film is like opening
the next Pandora’s box™ (Szarkowska, 2008: 134). One production differs from another
and creates its distinct world. For instance, the Polish film Extras (2006, dir. Michat
Kwiecinski) required the audio describer to find the way to both read the translations
of Chinese texts and describe the course of events. In The Wedding (2004, dir.
Wojciech Smarzowski), on the other hand, the greatest problem was the dynamic plot
full of vulgarity and odiousness which had to be followed. Although every production
appears to be quite a challenge to describe, when creating AD, be it for young or adult
viewers, an audio describer has to concentrate, first and foremost, on making the final

product enjoyable to the audience.

In Poland, specialist courses in AD are offered by higher education institutions, both at
undergraduate and postgraduate levels. They are provided, for example, in the form of
seminars or workshops at such universities as: University of Warsaw, Jagiellonian
University in Cracow, Adam Mickiewicz University in Poznan, Warsaw University of
Social Sciences and Humanities or University of Silesia in Katowice. Other AD
courses are conducted by companies offering the service in the form of in-house
training, by foundations promoting AD or by cultural institutions, such as the Polish

Film Institute or the National Audiovisual Institute.

While in 2006 courses on AD were organized by only four countries: the UK,
Germany, Sweden and Italy (Jankowska, 2009: 241), they are now present in many
more. Still, further cooperation between academia and industry would be invaluable.
Nevertheless, the future of AD looks promising. The development of this accessibility

service is an ongoing process, but it is already here, and it is here to stay.
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2.6. Towards the future

In recent times we can observe the development of technology and the impact it has on
our lives. The move from analogue to digital technology exerted a certain influence on
the way we consume audiovisual programs nowadays. Recent developments show that
the needs of not only sighted users, but also of minority groups such as the B/VIPs, are
increasingly being catered for. Nowadays, B/VIP people can access information in
many different ways. Some of them use modified print materials, others use Braille.

But technological progress has led to yet another alternative — mobile applications.

Currently, there are three projects running in Poland aimed at developing applications
that would facilitate access to culture for B/VIP users. Two of them, Movie Guide Dog
and AudioMovie, focus on cinema accessibility. The former is a crowd-funded
initiative of the Audio Description Foundation and the latter is supported by the Polish
National Centre for Research and Development (MGD, n.d.; Uniwersytet Jagiellonski,
2015). The third project, Open Art — Modern Art for All, concentrates on the
accessibility of museums. Its goal is to create an innovative multimedia guide for
mobile devices — smartphones and tablets — that will enable access to works of art for
people with hearing and vision impairments and enhance the perception of art for
people with no sensory disabilities from Poland and abroad. Implementation of this
solution in museums and galleries across the country could contribute to the
elimination of social exclusion and promote the experiencing of art in an integrated

manner (Uniwersytet Jagiellonski, 2015).
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2.7. Conclusion

In the field of AD, English-speaking countries such as the UK, the USA, Canada and
Australia “seem to be leading the rest of the world” (Diaz Cintas & Anderman, 2009:
8). However, the European Union, as well as individual European countries, have
already taken various actions aimed at raising awareness and fostering changes in order
to improve the lives of persons with sensory disabilities. In Poland, the AD tradition
cannot be viewed as being in its infancy, but there is still a lot to be done. Audio
description opens a door which has remained closed for a long time and although it

will take a few years for it to become a standard service in Poland, it is worth its cost.

The perspective of the paper is quite exceptional as the author is not only an AD
theoretician, but also a practitioner. Presently, she is writing her doctoral dissertation
on the quality of AD at the Autonomous University of Barcelona, Spain, but she also

works as a freelance translator of specialized and audiovisual texts.
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3.1. Introduction

Audio description (AD) is a service aimed at widening accessibility to the media for
all, especially for people with sensory disabilities. It offers people who are blind or
have low vision “a verbal screen onto the world” (Diaz Cintas, Orero & Remael, 2007:
13). The oft-quoted golden rule when preparing AD for film is “what you see is what
you say” (Snyder, 2008, 2014). The text is required for the text to be “as objective as
possible”; subjective or qualitative judgments are deemed ‘“‘unnecessary” or
“unwanted” (Rai et al., 2010: 76). Employing technical terms in an AD script, such as
camera angles, “is discouraged and should only be used very sparingly” (Rai et al.,
2010: 8). However, literal and supposedly “objective” descriptions may not present
blind and visually impaired users with an “experience that is equal or equivalent to that

of sighted persons” (Udo & Fels, 2009: 179).

In order to give the audience a more engaging and entertaining experience, in this
report I propose a new type of AD for describing artistic films: creative description
(CRD). By including emotive vocabulary and film terminology in the AD script, “the
feel of the scene” (Udo & Fels, 2009: 181) can be better recreated, and thus increase

people’s immersion in the film.
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3.2.  Creative description

Creative descriptions have already been employed in a wide variety of media genres,
including TV programs (Fels et al., 2006b), films (Matamala & Remael, 2015), theatre
plays (Udo et al., 2010) and fashion shows (Udo & Fels, 2010). The studies have
shown that participants are in favour of the unconventional solutions proposed by the
describers, be it a first-person AD narrative (Fels et al., 2006a), AD with elements of
film language (Fryer & Freeman, 2012a) or AD based on the screenplay (Szarkowska
& Wasylczyk, 2014). Many users have expressed a preference for CRDs, claiming that
“juicy and vivid descriptions” were more entertaining for them and enabled them to
gain “a better understanding of the motivations of the characters” (Szarkowska, 2013:

386).

This report examines a CRD prepared for an artistic drama, The Mighty Angel (2014),
a Polish-language production from the acclaimed Polish director Wojciech
Smarzowski. The film is said to be “a powerful and skilfully crafted tale of
alcoholism”, which portrays “the Polish reality with grim, gritty, social-realism”
(Larsen, 2014). Smarzowski does not spare the viewer nauseating images, “you get to
see all the puke, soiled underwear, bar fights and pissing in the street of real
alcoholics” (IMDb, 2015). And those are the images that blind and visually impaired

audiences should not be deprived of.

What follows is a presentation of the CRD to The Mighty Angel written by the author
of this report and consulted with a visually impaired AD consultant. In order to prepare
an immersive AD that would sound credible to the audience, the elements of the
original screenplay written by Smarzowski were incorporated in the script. It was not
copied, but served as a point of reference. The challenges encountered in the process

were grouped under two categories: the language of the film and the language of the
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AD. For the purposes of this report the examples of the CRD have been translated from
Polish into English.

3.2.1. The language of the film

In what follows, I provide a brief analysis of film techniques employed in the film,

along with examples illustrating how they were handled in the CRD.

The first example deals with a sequence of shots used by the director to emphasize how
repetitive the life of an addict may become. His actions are similar, if not the same —
the only element that changes is the setting. This was marked in the script by the
phrases “a series of shots” or “cut-in shots” inserted before the actual description of

a scene:

[1] A series of shots. Jerzy drinks successive shots of vodka. Only the

background changes: the flat... the hospital... day... night...

[2] Cut-in shots from hospital life: epileptic seizures... therapy sessions...

canteen... breathalyzer...

The second example is a closed circuit-video feed, a special camera technique that
allowed the audience to see the patients from a detox centre while they were receiving

their treatment. It was directly stated in the CRD:

View from a CCTV camera. A hospital room. Jerzy is tranquilized. He is lying

on his bed, tightly strapped down with belts.
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Other film techniques frequently used in the film were meant to highlight the internal
dilemma of the main character (“a crane shot™) or to portray the world from his ‘drunk’
perspective (“the camera is spinning around Jerzy’s head”). In one scene, in order to
intensify the visual effect and show an addict’s craving for alcohol, the camera

simulated an intake of liquor. It was rendered in the CRD as follows:

Jerzy empties the glass of vodka. The camera, together with the liquor, enters his
mouth, passes by his teeth, enters the abdominal cavity, and goes into the
intestine. Inside there are bottles, cans, condoms, pieces of rubbish, leftovers of
food, and cockroaches. Finally, light appears. The camera goes out through
Jerzy’s ear and goes high into the air. Jerzy is lying on the bed, naked, in the

foetal position. He’s trembling.

By incorporating the elements of camerawork into the script, the visual style of the
film was translated into words for the audience. Although this practice is rather
uncommon for conventionally written ADs, it has already been shown that blind and
visually impaired audiences respond positively to the use of cinematic terminology in

AD (Fryer & Freeman, 2012).

3.2.2. The language of audio description

The language used in the dialogues throughout the film is particularly strong and
informal, with numerous swearwords. What Smarzowski presents to his viewers is
a brutally realistic portrayal of alcoholism, often depicted in graphic, unflinching
detail. In order to keep with the visual image, vivid, emotional and blunt expressions
were incorporated into the CRD and were used to describe the characters, their actions

and the scenes crucial to the plot.
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While a conventionally written script would use neutral descriptions of characters,
such as “drunk”, “drunkard”, “a bit drunk”, the CRD prefers more colloquial language:
“tipsy”, “shitfaced”, “wasted”, “hammered”. Such an intensified vocabulary also added
a touch of realism to the actions of the characters: “Jerzy barfs on the floor” or “Jerzy

pisses into the closet”. Moreover, the CRD went for an explicit rendering of the scenes:

[1] Joanna wakes up smeared in shit, piss and vomit. She can’t connect.

(2] The room is a pigsty. Jerzy is lying on the bed like a wheezing sack,

drunk and covered in puke.

This powerful verbal style intensified the visual effect of the scenes and added colour
to the characters and their actions. It presented the audience with the stark and
harrowing world of alcoholism, giving them a fuller picture of what was happening on

the screen.

3.3. Users’ reactions

The film with CRD was shown to blind and visually impaired users during an informal
screening at the premises of the Vega Foundation for the Blind and Visually Impaired
in Kielce, Poland. The screening was part of an event called “Days of Accessible
Culture”, organized by the foundation in 2015. Thirty six people took part, 15 men and
21 women, aged 21-69 years. All of the participants were officially registered as blind
or visually impaired. They were informed that the film would be shown with AD, but
no details as to the “creative” nature of the AD were provided beforehand (for detailed

comparative results on CRD and standard AD see Walczak & Fryer, 2017).



80 ] IMMERSION IN AUDIO DESCRIPTION

In the semi-structured interviews carried out after the screening, many people
expressed favourable opinions of the CRD. Most felt that the information about
camerawork was needed and did not find it too technical. Many people noted that the
language of the AD was informal, even vulgar at times, but perfectly intelligible and
suitable for this type of film. A woman with low vision said, “The indecent language of
the AD conveyed the meaning of the scenes, making the whole viewing experience
more credible.” A man with low vision added, “This juicy AD was excellent! The
language created the right atmosphere and made the story real.” All agreed that the
CRD was “blunt, but at the same time more vivid than the AD they are used to”, it
allowed for “better visualization of the scenes” and simply “fitted the film.” The CRD
was new to all the participants. One of them even commented, “I have not listened to
such an AD before, but if somebody decides to watch this film, this is the type of AD
he should expect.” Although men liked the CRD better than women, overall a majority
of the participants (72 per cent) agreed or strongly agreed that they would like to have
CRDs for such artistic films.

3.4. Conclusions

This report has discussed a new approach to describing artistic films, named here as
CRD. Its aim was to create an engaging AD by adding film vocabulary and unsavoury
descriptions of the main elements of the AD — characters, actions and scenes — in the
script. Such an AD allows the audience to appreciate the film’s inherent cinematic
style and fully immerse themselves in the story. Judging by the users’ comments, they
were enthusiastic about the CRD as it made their experience authentic and, above all,
captivating. Their reactions confirmed that not only visually colourful films, but also

dark and realistic cinema, which is shocking rather than diverting, lend themselves to

CRD.
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AD standards (21st CCVAA, 2010; ADLAB, 2014) note that the describer should not
subjectively interpret the images, but should instead be like “the faithful lens of
a camera” (Udo & Fels, 2009: 179). However, this rule does not seem to be applicable
to artistic films. In the case presented above CRD added flavour to the story, made it
more realistic, and thus, presumably, more congruent with the director’s artistic vision.
Therefore, CRD is advocated by the author as an alternative way of describing films

belonging to artistic cinema genres.
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Abstract

This paper presents a study that tested the impact of audio description (AD) style on
dimensions of presence (spatial presence, ecological validity, engagement and negative
effects) in blind and visually impaired audiences. The participants were shown two
fragments of a naturalistic drama with two styles of description: ‘standard’ and
‘creative’. While the former followed the principle of objectivity, the latter was an
innovative type of AD that included elements of camera work and subjective
descriptions of the characters, their actions and scenes crucial to the plot. The findings
show that the emotive AD prompted higher levels of presence for all participants.
Overall, the new AD style seemed more natural, especially to participants with recent
sight loss. The results suggest that creative scripts may stimulate presence, and thus

increase the chances of AD users having a more immersive viewing experience.
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4.1. Introduction

By “translating visual images into verbal descriptions” (Braun, 2008: 14), audio
description (AD) makes audiovisual content accessible to everyone, especially people
who are blind or visually impaired (B/VIP). The success of AD “depends on how the
transposition of visual material into words is handled” (Taylor, 2014: 42). Existing
codes of good practice suggest that the wording of descriptions should be “as impartial
as possible” and discourage the use of technical terms, such as camera angles (Rai,
Greening, & Leen, 2010: 8). Recent studies have shown, however, that audiences

respond positively to alternative versions of AD.

Fels, Udo, Ting, J. E. Diamond and J. I. Diamond (2006) compared the reactions of
B/VIP users to both conventional third-person AD and unconventional first-person AD
styles in an animated situation comedy Odd Job Jack (2004. dir. Adrian Carter and
Denny Silverthorne Jr.), produced by Smiley Guy Studios in Canada. Their findings
showed that the participants enjoyed the first-person AD style most. Although they
said that it made their experience with the show less trustworthy, in the end they

assessed it as more engaging and entertaining than the third-person AD.

Another alternative AD using subjective, emotional vocabulary was prepared for a live
production of Hamlet (Udo & Fels, 2009; Udo, Acevedo, & Fels, 2010). It focused on
recreating the feel of the scene. Theatrical conventions as well as non-traditional

theatrical mediums were used to deliver the complex vision of the director. The AD
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was written in a traditional Shakespearian form — iambic pentameter — and delivered
from Horatio’s point of view. The reaction of the B/VIP audience was positive. They

found the new AD style enjoyable and entertaining.

Fryer and Freeman (2012a) prepared AD in two different styles to a fragment of Brief
Encounter (1945, dir. David Lean) and tested it with B/VIP users. One AD script was
conventional and followed the Ofcom guidelines promoting the description of
“characters, locations, time and circumstances, any sounds that are not readily
identifiable, on-screen action, and on-screen information” (Ofcom, 2008, point A4.25).
The other AD script was called ‘cinematic’. It intentionally contradicted the Ofcom
guidelines by incorporating specific film terminology. The feedback received after the
screening was favourable, with almost 70% of B/VIP users expressing a preference for

the ‘cinematic’ AD.

Similarly, Szarkowska (2013) advocated a new AD style called ‘auteur description’ as
a solution to describe artistic cinema for B/VIP audiences. The novelty of this
approach was that the AD script relied closely on the screenplay of the film. The
resulting description was abundant with metaphors, neologisms and descriptions of
emotions. The new AD style was tested with B/VIP users during a screening of Volver
(2006, dir. Pedro Almodovar). Their opinions, in the great majority, were positive.
They found the “juicy and vivid descriptions” entertaining and helpful in following the
plot (2013: 386).

This paper follows previous investigations, but takes the analysis one step further. It
chooses a new film genre which has not yet been analysed before in scientific research
on AD — a naturalistic drama (Styan, 2002) — that aims at reproducing the reality as
faithfully as possible, focuses on ordinary people in their natural setting, and shows the
dark side of human existence. The paper also presents an alternative approach to
standard AD style called creative description (CRD). Drawing on the concept of
‘autodescription’ posited by Kiinstler (2010), the CRD includes elements of film
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terminology and subjective descriptions of the main elements of AD: characters,
actions and scenes. The resulting AD may therefore be viewed as a combination of
‘cinematic description’ introduced by Fryer and Freeman (2012a) and ‘auteur
description’ proposed by Szarkowska (2013). Our hypothesis was that the CRD would
have a direct effect on the reception of the film, giving B/VIP audiences the chance of

a more engaging experience.

What follows is a brief summary of the research on the emotional reception of AD.
A detailed description of the methodology is subsequently presented, including the
differences between the standard and creative AD styles. After this, the results of the
study are reported and, finally, conclusions and suggestions for possible further

research are forwarded as a way of drawing the paper to a close.

4.2. Emotional reception of AD

Early research into AD reception focused on user comprehension (Chmiel & Mazur,
2012; Romero-Fresco & Fryer, 2013; Schmeidler & Kirchner, 2001; Walczak &
Rubaj, 2014) rather than on the impact AD may have on the quality of experience of

AD audiences. Until now, only a few scholars have addressed this issue.

Ramos Caro and Rojo Lopez (2014) have studied the influence of AD on the emotional
response of sighted and B/VIP users watching mainstream and avant-garde films. The
AD under analysis in their research followed the principle of objectivity. The results
showed statistically significant differences in emotional responses to the avant-garde
film between the two groups, suggesting that the existing guidelines on AD creation
need to be revised as avant-garde films may require a less detached approach to AD
compared to mainstream productions. A further piece of research, conducted by Ramos

(2015), analysed the emotional experience of sighted and B/VIP users when presented
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with three different stimuli: scenes with images and sound, scenes with sound only,
scenes with AD. The author demonstrated that AD had the potential of triggering an
intense emotional reaction in both sighted and B/VIP audiences. She also suggested
that the necessity to describe the images for B/VIP audiences depends on the nature of
the scenes: their visual aspects and the emotions they convey. In her latest research,
Ramos Caro (2016) has concentrated on the emotional impact of language in AD. The
aim of her study was to determine whether there are any differences in the emotional
reactions of sighted and B/VIP participants to materials with two different versions of
AD: neutral and emotional. The results showed that the emotional version of AD
elicited a stronger emotional response in both user groups. This suggests that the
language used in AD should be carefully selected, especially in those scenes that rely
closely on audio information. In all the above mentioned studies, the instruments used
to measure the responses of participants included a self-report questionnaire with items

describing emotional states, heart rate measurement or a retrospective questionnaire.

In their research, Fryer and Freeman (2012b, 2013, 2014), on the other hand, focused
on the concept of presence. Defined as the “suspension of disbelief” (Slater & Usoh,
1993: 222) or “perceptual illusion of non-mediation” (Lombard & Ditton, 1997: 9),
presence is a subjective experience of being in one environment, while physically
situated in another. It allows for direct comparison of experiences of users with
a variety of sight conditions, including persons with visual disabilities. In one of their
studies, Fryer and Freeman (2012b) compared the presence levels of sighted and B/VIP
users watching the same clip in three different versions: no AD, ‘standard’ AD, and
‘cinematic’ AD including film terminology. The study showed an interaction between
AD style, sight and presence. Higher levels of presence were reported by B/VIP people
watching the clip with AD than by sighted people watching it with no AD. Similarly to
Ramos Caro and Rojo Lopez (2014), the authors signalled the necessity to revisit the
current AD guidelines as the ‘cinematic’ AD turned out to be highly engaging for the
B/VIP users. In another study, Fryer and Freeman (2013) explored the impact of verbal

pictures and sound effects on the dimensions of presence in sighted and B/VIP
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audiences. They observed that AD can influence the dimensions of presence in
different ways and, furthermore, that the levels of presence for B/VIP users may
exceed those of the sighted viewers when a stimulus is delivered with the appropriate
AD style. Fryer and Freeman (2014) also tested the impact AD has on presence levels
when delivered with a human or synthetic voice. The study was conducted with B/VIP
users and the main conclusion was that only human voice AD can prompt higher levels
of presence and enhance emotion elicitation. All these studies showed the potential of

presence as a tool for measuring the effectiveness of AD. This test aims to verify that.

4.3. Methodology

This section describes the participants involved in the study, the questionnaire
prepared, the stimulus used, and the procedure followed. All participants gave written
consent. Ethical approval for the study was given by the Universitat Autonoma de

Barcelona, Spain.

4.3.1. Participants

Thirty-seven volunteers from Poland took part. One participant was excluded for being
under 18 years old, leaving the following sample: 36 participants (15 men and
21 women), aged 21-69 years (M = 35.5; SD = 12.36), all with impaired vision.
Participants were recruited through Polish foundations and organisations that support
people with sight loss, e.g. the Polish Association of the Blind and the Vega
Foundation for the Blind and Visually Impaired, and through personal contacts. All of
them were officially registered as visually impaired and stated the age at which their
registration took place. The majority had obtained their disability degree certification

at the age of 16 or 18 (72%), six people in their twenties (17%), three in their thirties
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(8%) and one person at the age of 50. The participants were asked to identify
themselves as having mild (6%), considerable (33%) or complete (61%) sight loss (see
Table 4.1). They also stated whether the sight loss was congenital (67%) or acquired
(33%) and reported the name of their eye condition. Among people with congenital
sight loss, retinitis pigmentosa, retinopathy of prematurity, cataract and glaucoma were
most often mentioned as the cause of visual impairment. People with acquired sight

loss primarily reported retinal detachment and retinopathy of prematurity.

Table 4.1. Participants’ distribution based on age registered as B/VIP and sight loss.

Sight loss
Age registered as B/VIP  Mild Considerable Complete Total
16 or 18 1 8 17 26 (72%)
20+ 1 2 3 6 (17%)
30+ 0 2 1 3 (8%)
50 0 0 1 1 (3%)
TOTAL 2 (6%) 12 (33%) 22 (61%) 36

To determine the visual acuity of participants more precisely, specific questions taken
from the Network 1000 study (Douglas, Corcoran, & Pavey, 2006) were asked. They
concerned light perception, the ability to recognize friends and to read. The scale is
included in Appendix 1. Two participants with mild sight loss reported they could see
the shapes of furniture in the room and read a newspaper headline. One person reported
they would be able to recognise a friend if they were at arms’ length away. All
participants with considerable sight loss, except for two, said they could see the shapes
of furniture in the room. One person would be able to recognize a friend if they were
close to her face, five if they were arms’ length away, and two if they were on the other

side of the room. Six participants confirmed they were able to read a newspaper
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headline, and one a large print book. Fifteen of those participants who reported to have
complete sight loss declared they had no light perception, the remaining seven said

they would be able to tell by the light where the windows were.

4.3.2. Measures

The demographic details, reported above, comprised gender, age, self-reported sight
loss (mild, considerable, complete), visual acuity specification, age when registered as
visually impaired, and the medical name of sight condition. Participants also stated
their preference for the gender of voice to deliver AD and rated their familiarity with
AD, using a 5-point Likert scale (1=strongly disagree, S=strongly agree) to respond to

the statement ‘I am familiar with AD’.

In order to judge the participants’ emotional experience, the Elicited Emotion Scale
(Gross & Levenson, 1995) was used. On a scale from 1 to 5, participants rated the
greatest amount of a given emotion experienced at any time during the clip (0="not
feeling even the slightest bit of emotion’; 5=°‘the most you have ever felt in your life’).
Of the original 16 items, two relevant to this study were chosen: Interest and

Confusion.

The participants’ immersion in the presented material was measured with the ITC-
Sense of Presence Inventory (Lessiter, Freeman, Keogh, & Davidoff, 2001). It uses
a S-point Likert scale (l=strongly disagree; S5=strongly agree) to assess four
dimensions of presence: sense of physical space, engagement, ecological validity and
negative effects. To avoid fatigue, it was presented in the short form as in various other
studies (e.g. Fryer & Freeman, 2014; Hammick & Lee, 2014). Three items were taken
from each of the positive subscales: sense of physical space (‘I felt I was visiting the

places in the scenes’; ‘I had a sense of being in the scenes’; ‘I felt surrounded by the
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scenes’), engagement (‘I felt myself being drawn in’; ‘I lost track of time’; ‘I paid
more attention to the scenes than to my own thoughts’) and ecological validity (‘the
scenes seemed natural’; ‘the content seemed believable to me’; ‘I felt the environments
were part of the real world’). A single question dealt with negative effects: ‘I
experienced sensations such as dizziness, disorientation, nausea, a headache, or
tiredness’. For the purposes of this study, one item — ‘eye strain’ — was removed from
the negative sensations list. At the end, participants had to declare, using a 5-point
Likert scale (1=strongly agree; 5=strongly disagree), whether they would like to watch

the whole film with the given AD style.

Before the end of the test, participants had to state whether they had previously
watched the film; if yes, if it was with or without AD. Finally, they were asked which
AD version they preferred. There was also the opportunity to provide comments. All

participants had the measures read aloud and dictated their responses.

4.3.3. Stimulus

Two clips from The Mighty Angel (2014, dir. Wojciech Smarzowski), lasting
approximately 12 min each, were chosen for the study. Each clip presents two stories
of people struggling with alcoholism and makes narrative sense as a stand-alone piece.
Clip 1 is about two addicted women, Joanna and Mania, whereas clip 2 shows how
Terrorysta and Jerzy, the main protagonist, are fighting against their alcoholic

problems.

Two AD scripts were created. One with a ‘standard’ description (STAD), following the
‘what you see is what you say’ (WYSIWYS) principle (Snyder, 2008); the other with
a creative description (CRD) that included elements of camerawork and emotive

language. The AD scripts were written by the first author, a professional audio
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describer, in consultation with an AD target user. The two AD styles were comparable
in terms of text density, with 210 words of STAD vs 216 words of CRD for clip 1, and
215 words of STAD vs 224 words of CRD for clip 2. The AD was recorded in
a professional studio and mixed with the film. A male Polish actor was chosen to read
the text to match the dark atmosphere of the film and suit the tone of personal
confessions of characters damaged by the addiction. Both texts were read with neutral

intonation.

The main difference between the scripts lay in describing characters, their actions and
scenes crucial to the plot. While the STAD opted for neutral, unmarked wording, the
CRD deliberately incorporated colourful expressions and intensified vocabulary,
making the text more credible and in line with the visual image. Table 4.2 shows
fragments from two AD scripts side by side. The English translation of the examples is

also provided.

Table 4.2. Extracts from the AD script for The Mighty Angel,

showing standard and creative AD.

Standard AD Creative AD
Characters pijany [drunk] dziabnigty [tipsy]

pijak [drunkard] naprany [shitfaced]

podpity [a bit drunk] nawalony [hammered]
Actions Joanna pije z butelki. Joanna pije z gwinta.

[Joanna drinks straight from
the bottle]

[Joanna takes a swig straight

from the bottle]



Jerzy sika do szafy.

[Jerzy urinates into the closet.]

Jerzy wymiotuje na podtoge.

[Jerzy vomits onto the floor.]
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Jerzy odlewa si¢ do szafy.

[Jerzy pisses into the closet.]

Jerzy puszcza pawia na podtoge.

[Jerzy pukes on the floor.]

Scenes

Przy biurku szef uprawia seks

z jakas kobieta.

[Standing by his desk, the boss

is having sex with some

woman. |

Joanna budzi sig, jest ledwo
przytomna. Ma bielizng
umazang odchodami.
[Joanna wakes up, she is
barely conscious. Her
underwear is smeared in

excrement.]

W pokoju batagan, na t6zku
Jerzy w wymiocinach.
[There is a mess in the room.
Jerzy is lying on the bed

covered in vomit.]

Szef posuwa przy biurku jakas
cizie.
[Standing by his desk, the boss

is banging some bird.]

Joanna budzi si¢ posrana,
poszczana i zarzygana. Nic nie
skleja. Zero kontaktu.

[Joanna wakes up smeared in
shit, piss and vomit. She can’t

connect. |

Krajobraz po bitwie. W pokoju
gigantyczny chlew, a na t6zku
charczace, zapite 1 zarzygane
scierwo Jerzego.

[The room is a pigsty. Jerzy is
lying on the bed like a wheezing
sack, drunk and covered in

puke.]
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Given that the film deals with alcohol abuse, its editing appears to be chaotic in order
to mirror the nature of addiction. The pace of the storyline is dynamic and temporal
continuity is not preserved. Rather the action jumps backward and forward and it is
interspersed with digressions, hallucinations and philosophical reflections. Since at
times it was crucial to highlight the camera’s point of view to Smarzowski’s audience,
film terminology was not avoided in the CRD script. Due to time constraints, other
elements within the script were repositioned or rephrased to add an extra layer of
information about camerawork. This included such phrases as: ‘a series of shots’ or
‘passages’ that emphasized how repetitive the life of an addict is, ‘to camera’ or ‘in
front of the camera’ to indicate when the characters were directly talking to the camera,
‘the camera spinning around’ to present the world from a character’s ‘drunk’
perspective, ‘a crane shot’ to highlight the internal dilemma of a character or ‘view
from a CCTV camera’ to signal a shot from a different perspective (for more examples

see Walczak, forthcoming).

4.3.4. Procedure

Each participant watched both clips, one in each AD style, on a laptop, without
headphones. The viewing order and AD style was counterbalanced across the sample.
As the visual rhythm of the clips was quite dynamic, with fast cuts, flashbacks and
other cinematic techniques used to create a shifting range of perspectives, a short audio
introduction, lasting around 30s, was played before watching the clips. Although not
particularly common in ADs for films yet (cf. Fryer & Romero-Fresco, 2014; Romero-
Fresco & Fryer, 2013; Szarkowska & Jankowska, 2015), the introduction was added to
give the viewers a hint as to how the story is constructed so that they could follow the
plot. The Polish audio introduction with its translation into English is included in

Appendix 2.



4.4. Results
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Analysis using SPSS showed a strong preference for the CRD. 67% of participants

preferred it compared with 25% who preferred the STAD (8% reported no preference).

Interestingly, a Chi-square test revealed a significant difference between genders. Male

participants were significantly more likely to opt for the CRD compared with female

participants (p = .044). Mean scores for all measures are shown in Table 4.3.

Preference by gender is shown in Table 4.4.

Table 4.3. Mean scores for presence and other measures,

comparing standard and creative AD.

Measure Mean scores Mean scores Significance
(Standard AD)  (Creative AD)

Interest 4.36 4.44 .638

Confusion 1.72 3.46 .045

Spatial Presence 3.79 3.93 .048

Engagement 3.92 3.92 123

Ecological Validity  4.65 1.03 207

Negative Effects 1.03 1.00 324

Table 4.4. AD style preference by gender.
Standard AD Creative AD Don’tknow  Total

Male 2 13 0 15 (42%)
Female 7 11 3 21 (58%)
Total 9 (25%) 24 (67%) 3 (8%) 36
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Unlike in Fryer and Freeman’s study, preference was not related to familiarity with AD

(see Table 4.5).

Table 4.5. Preference by prior familiarity with AD.

I am used to listening to AD Standard AD  Creative AD  Don’tknow Total

(strength of agreement)

2 1 5 1 7 (19%)
3 1 4 2 7 (19%)
4 4 6 0 9 (25%)
Strongly agree 4 9 0 13 (37%)
Total 9 (25%) 24 (67%) 3 (8%) 36

The preference for the CRD is explained by the presence measures. Participants
reported higher mean levels on all presence subscales (except negative effects) for the
CRD style compared with that of the STAD. These differences were significantly
higher for spatial presence (p <.01). The CRD was deemed significantly less confusing
(M =1.72) compared with the STAD (M =3.46) (t=2.077, p = .045).

There was a significant negative correlation between preference for the CRD and how
confusing people found it (R = -.344, p = .04). A significant negative correlation was
also found between the length of time a person’s sight had ‘been that way’ and how
confusing they found the CRD (R = -.332, p = .05), suggesting that the CRD was less
confusing to those who had lost their sight most recently. A Chi-square test between
gender and how long a person’s sight had ‘been that way’, was not significant (p =
A422). Interestingly, in line with other studies (e.g. Cabeza-Caceres, 2013; Fryer &

Freeman, 2012a) enjoyment and comprehension were not related.
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A one-way ANOVA comparing levels of presence between groups of different sight
ability showed significant differences between groups for levels of spatial presence (F'
=3.629, p = .038) and ecological validity for the CRD (F = 4.887, p =.014). Levels of
spatial presence were significantly lower for people with no light perception (M =
2.93) compared to those who could make out shapes of furniture in the room (M =
3.83). Similarly, for ecological validity, participants with no light perception reported
lower levels (M = 4.36) than those who could tell by the light where the windows are
(M = 4.97). There was no significant difference in levels of any of the measures
between those whose sight loss was congenital and those who had acquired sight loss.
A Chi-square test showed no significant difference between sight ability and
preference. Nor was there any difference between preference and whether or not

a participant had seen the film before; the majority of participants (27/36) had not.

Levels of ecological validity for the CRD showed a significant correlation with the
strength with which participants agreed that they would like to watch the whole film
with this style of AD. There was no correlation between participants agreeing that they
would like to watch the whole film with this style of AD for any of the presence
measures for the STAD.

4.5. Discussion

The study shows a positive response to the CRD among blind and visually impaired
people. Of 15 male participants, 13 stated a preference for the clips with the new AD
style. Female votes were more balanced, with 11 opting for the creative version, seven
for standard and three staying undecided. This might be due to Smarzowski’s dark
narrative style, full of ugliness and brutality, which may be less appealing to women.

One blind man noted, ‘The AD was succinct and to the point. The language was
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strong, but it suited the film. I enjoyed this “spicy” version a lot.” Another older blind
man commented, ‘There are many people struggling with alcoholism among the blind
and they have the right to be given a realistic description and “see” this harrowing
world of addiction. This AD could have been even gloomier!” A few female
participants said that the CRD stirred their imagination and created a more believable
atmosphere, but others were more negative, assessing it as too straightforward and
realistic. A woman with low vision said, ‘AD should be more objective, not that
emotive.” Her visually impaired colleague argued, ‘Better such AD than none, but this
register is not the one I use in my everyday communication.” One blind woman pointed
out that although the AD matched the film, she would not like to watch this type of
production again, ‘Smarzowski’s style does not appeal to me. He is too brutal in his

vision.’

Across the whole sample, the levels of spatial presence (I had a sense of ‘being in the
scenes’) and ecological validity (The scenes seemed natural) for the CRD were higher
for people with light perception. A likely explanation is that the CRD, thanks to the
specific cinematic terminology and precise language expressions, allowed for more

effective use of residual vision, and thus greater immersion in the clips presented.

Nevertheless, the CRD was new for all the participants and this may be why it seemed
more confusing. People used to AD might not have expected to hear intensified
vocabulary and this could have provoked certain disorientation. Besides, AD users do
not usually encounter any cinematic terminology in the scripts and they might have
found it too technical at times. But perhaps, as also shown in the study by Fryer and
Freeman (2012b), it was easier to follow the film for participants with recent sight loss
as their visual memory of cinematic effects was stronger. One participant, who is blind,
commented, ‘This new AD helped a lot. It provided many details without which
I wouldn’t be able to follow the film at all.” The correlation between ecological validity

(The content seemed believable to me) for the CRD and the willingness of participants
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to watch the whole film audio described in this style shows that, presumably, the CRD

made the story more realistic, and thus more in line with the director’s artistic vision.

4.6. Conclusion and further research

This article presents a first analysis of the impact of AD style on the emotional
experience of Polish B/VIP users. Two styles of AD — ‘standard’ and ‘creative’ — have
been assessed. They have been applied to a naturalistic drama, a genre that has not
been investigated in AD research before. From the conducted study, it is possible to
conclude that the creative style of description had a significant effect on the emotional
reception of the film by the audience. It obtained higher scores on all presence
subscales and was assessed more favourably by participants compared to the standard

AD style.

Although this experiment is the first of its kind in the Polish context, it also has certain
limitations. The sample was younger than average compared with the typical blind
population, but plausibly reflective of the general audience for this director as his
cinema is addressed to viewers with demanding tastes that have possibly encountered
the problems shown on the screen (Mindykowski, 2012). Although the sample was
larger compared to most AD reception studies, the findings may not translate to AD
users from other countries. However, feedback from the participants confirmed that
B/VIP people in Poland appreciate when the audio describer goes for more creative
solutions in his text instead of strictly following the WYSIWYS maxim. Similarly to
the studies by Fryer and Freeman (2012a) or Szarkowska and Wasylczyk (2014), the
majority of users were positive about the new AD style. It prompted higher levels of
presence for all participants, which confirms that not only visually attractive films, like
Volver by Pedro Almodovar (2006) (Szarkowska, 2013), but also the dark and

naturalistic cinema of Wojciech Smarzowski work well with the CRD. Men liked the
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CRD more than women, but overall the scenes seemed more natural to all and made it
a preferable option compared with the STAD. The novelty turned out to be confusing
though, probably due to the unexpected use of emotional language or cinematic
terminology that participants might not have been acquainted with. Nevertheless,
participants with recent sight loss appeared to appreciate the CRD, as shown in the
levels of their spatial presence and ecological validity. Although audio describers tend
to ‘protect’ the audience, either from the cinematic technicalities or “harsh realities of
what is shown on screen” (Fryer, 2016), the AD text seems to be at its best when it is
in tune with the image because, as such, it increases the chances of viewers having

a more immersive experience.

As in the studies by Fryer and Freeman (2012b, 2013, 2014), presence measures
proved effective for assessing the experience of the AD user. By focusing on reception,
they seem to be a successful tool for verifying the reactions of those to whom AD is
mostly dedicated. Due to political correctness, realistic images, violent scenes or
sexual acts can be described in a factual manner (Chmiel & Mazur, 2014), but they
also tend to be ‘silenced’ by the describers (Fryer, 2016). Future research could explore
AD for works containing such realistic elements and confront AD users with it to
check whether they would opt for censored or non-censored versions of AD. It would

also be interesting to compare their levels of presence after the screenings.
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Appendix 1. Scale on light perception, the ability to recognize friends and to read.

1. Which of these best describes your sight with glasses or contact lenses if you
normally use them?
A: T have no light perception
B: I can tell by the light where the windows are

C: I can see the shapes of furniture in the room
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2. Icanrecognise a friend by sight alone if...
D: I’m close to their face
E: I’'m at arms’ length away
F: I’m on the other side of the room

G: I’m on the other side of the street

3. Ican.
H: Read a newspaper headline
I: Read a large print book

J: Read ordinary newsprint

Appendix 2. The Polish audio introduction to The Mighty Angel with its translation
into English.

[PL]
Rytm filmu jest hipnotyczny. Szybkie ujecia, nielogiczny uktad scen, ciggte przebitki,
retrospekcje. Dzien miesza si¢ z nocg, zaciera si¢ granica mi¢dzy jawa a snem,

bohaterowie pograzaja si¢ w alkoholowych odmetach.

[EN]
The rhythm of the film is hypnotic. Fast shots, illogical scene composition and
continuous flashbacks. Day becomes mixed with night, the border between reality and

dreams becomes blurred, and the protagonists are plunged into an alcoholic vortex.
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Abstract

This article presents a study that was aimed at assessing presence and emotional
experience of blind and visually impaired users when exposed to emotive and non-
emotive content with Polish audio description (AD) delivered with two voices: human
and synthetic. The results show that AD narrated by a human prompted significantly
higher levels of presence for drama and was assessed by participants as significantly
more interesting and less confusing. Presence rates for documentary were similar, with
no statistically significant differences in relation to AD voice type. Levels of interest
and confusion were comparable for both voices, with a slightly higher result for
interest for the clip with AD delivered by the synthetic voice. Overall, the respondents
preferred human-narrated AD for drama, but did not show a preference between
synthesized and human-narrated AD for documentary. The findings are of direct
practical relevance both to the industry and to academia as they provide important

information on how to select voices for audiovisual productions in practice, and
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suggest that AD reproduced with a synthetic voice is an effective and viable solution

for voicing documentaries.

Keywords

Audiovisual translation; audio description; presence; text-to-speech; speech

synthesis; blind and visually impaired

5.1. Introduction

In the last decade, there has been a rapid growth in initiatives increasing the
accessibility of audiovisual media. The provision of accessible products is now
required by law both in the USA (21st CCVAA, 2010; WBU, 2011) and in Europe
(AVMSD, 2010). With the arrival of new technologies, including hybrid broadcast
broadband television (HBB4ALL, n.d.), the digital divide between sighted and blind or
visually impaired (B/VIP) audiences may soon be significantly reduced. Particularly
helpful in this context is audio description (AD), a service that facilitates access to
audiovisual media for all, and especially for B/VIP users. In films, this verbal
commentary is woven around the soundtrack with the aim of describing characters,
actions and scenes so that the viewers are able to follow the plot (Maszerowska,
Matamala, & Orero, 2014). Professionally prepared, AD can be voiced by audio
describers or voice talents (ADLAB, 2014). However, technological progress has led
to an alternative to human voice AD — description reproduced by text-to-speech (TTS)
software. The growing sophistication of TTS applications (Cryer, Home, & Morley
Wilkins, 2010) may be the key to generating AD with maximum impact in a fairly

limited time, and also lead to a reduction of costs for broadcasters. Therefore, it would



CHAPTER 5. ARTICLE 4 | 119

be useful to identify ways of producing more for less, while bearing in mind the quality

1Ssue.

Although synthetic voices are widely used by B/VIP people (Caruso, 2012; Cryer et
al., 2010; Freitas & Kouroupetroglou, 2008), their application in AD delivery is still
under-researched. At the same time, it is important not to neglect the role played by the
AD narrator. As AD is received aurally by the audience, it carries more than purely
semantic information. Recent research has shown that relevant factors related to AD
delivery include voice characteristics (Fernandez-Torné & Matamala, 2015), the
prosody of the narrator’s voice (Iglesias Fernandez, Martinez Martinez, & Chica
Nuiiez, 2015; Fryer & Freeman, 2014) and the speed of narration (Cabeza-Caceres,
2013). Therefore, it appears to be critical that the type of voice — natural or artificial —
be properly selected for audiovisual content delivery. As noted by Ramos (2015) and
Ramos Caro (2016) in her studies, the reception by users may vary depending on

genre. The present research will examine this issue.

To the authors’ best knowledge, this is the first study to measure the impact of Polish
AD, delivered by a human and synthetic voice, on the emotional experience of B/VIP
audiences. Compared to other tests, the novelty of this research lies in its
methodological approach. Firstly, it compares synthesized and human-narrated
descriptions directly with each other, not in isolation; secondly, the evaluation is
performed for emotive and non-emotive content; thirdly, the study is not limited to
reporting on users’ preferences and opinions, but aims to check how AD voice type

affected their emotions.

This paper begins with a review of related work, focusing on relevant findings on the
reception of the vocal delivery of AD, but also describing the measurement tools used
for evaluating users’ responses. Then it moves on to explain the methodological

aspects of the study. Subsequently, the results are presented, followed by a discussion
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and conclusions. The paper ends by examining the implications of the findings for AD

practice.

5.2. Related work

Research on the reception of vocal delivery of AD by B/VIP users is still in its infancy,
though it has received some attention in recent years. Szarkowska (2011) examined the
application of TTS AD in Poland. In her experiment, the participants were shown
a domestic feature film with the AD read by the synthetic voice ‘Ewa’ from Ivo
Software. Although most users preferred natural speech, many were willing to accept
TTS AD as an interim solution if it led to an increase in AD output. This study, the
first of its kind in Poland, pointed to the untapped potential of TTS AD and paved the
way for subsequent projects. Drozdz-Kubik (2011) analysed the application of TTS
AD to a dubbed feature film, Maczynska (2011) combined TTS AD with audio
subtitling for a non-fiction film, Walczak and Szarkowska (2012) tested TTS AD for
an educational animation series for children, and Szarkowska and Jankowska (2012)
applied TTS AD to a foreign fiction film with Polish voice-over. All these studies
show that natural voices are generally rated higher than synthetic voices, but also

indicate that users are ready to accept synthesized narrations.

More recently, Fernandez-Torné and Matamala (2015) worked with Catalan audiences
and tested the feasibility of implementing TTS AD to dubbed feature films. They
studied voice assessment, but focused on elements linked to user-reception and not the
dimension of intelligibility. Although human-voice AD obtained higher scores in the
tests and is still the preferred way of voicing films, users’ feedback on TTS AD was
also positive. Most of them accepted Catalan TTS AD as an alternative solution to AD

narrated by a voice talent.
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Of particular importance to this research is the study conducted in Japan and the USA
by Kobayashi, Fukuda, Takagi, and Asakawa (2009) and Kobayashi, O’Connell,
Gould, Takagi, and Asakawa (2010). Their findings show that human-narrated
descriptions are recommended for entertainment videos, whereas ADs delivered by
TTS technologies are more suitable for instructional or documentary materials.
Similarly, Fryer and Freeman (2014) concluded that human-voice AD may be more
important for the audiences when accessing emotive content, such as drama, compared
with purely informative genres, such as documentary. The present study attempts to
test this conclusion, but in order to address its objectives, proper measurement tools

were needed.

Previous research into AD reception has mainly used questionnaires with AD-specific
questions. For example, Chmiel and Mazur (2012) based their study on user
preferences as to the wording of AD. Treating study respondents as the AD
“customers”, they asked them to express their opinions on the descriptions of facial
expressions and gestures, on explicitness and implicitness in AD or on the use of
intertextual references in the scripts. In addition to preference questions, they tested
comprehension of audio described scenes. Walczak and Szarkowska (2012), in turn,
relied solely on comprehension questions. They carried out tests with B/VIP children
showing them audio described educational animation series. In a post-questionnaire
they asked their audiences questions about the elements mentioned specifically in the

AD.

Several studies have explored the emotional impact of AD. Ramos and Rojo (2014)
measured the emotional response of the sighted and B/VIP audiences to the
audiovisual stimuli with AD through self-response questionnaires. Ramos (2015) and
Ramos Caro (2016) used in her research studies two instruments: (1) a validated self-
response questionnaire — the Positive and Negative Affect Schedule — for measuring

participants’ subjective emotional response, and (2) a heart rate monitor for tracing the
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physiological component of emotions. The above mentioned studies focused on

analysing three target emotions: fear, sadness and disgust.

Our aim, on the other hand, was to not elicit particular emotions, but to assess the
entire experience of the AD audiences. To this end, presence measures were used.
Defined as ‘the suspension of disbelief” (Slater & Usoh, 1993) or as ‘a user’s
subjective sensation of being there’ (Barfield, Zeltzer, Sheridan, & Slater, 1995),
presence is the illusion of being located somewhere other than the physical
environment. It is an experiential quality metric employed to evaluate broadcast and
virtual environment media systems (Lessiter, Freeman, Keogh, & Davidoft, 2001). Its
effectiveness for gauging the reactions of B/VIP audiences to audiovisual stimuli has
already been shown in various previous works (Fryer & Freeman, 2012, 2013, 2014;
Walczak & Fryer, 2017). This study follows suit. But it also included two items from
the Emotion Elicitation Scale (Gross & Levenson, 1995) for participants to report their
subjective emotional response to the stimuli presented. Of the 16 items from the
original scale, two relevant to this study were selected: interest and confusion. They
were included as the efficacy of AD is often measured by comprehension, but it has
been suggested that comprehension may compete with interest, through over-
explicitation, and confusion may arise where AD has a negative effect on
comprehension (Fryer, 2013). Both items could also provide useful insights on the

links between comprehension, general engagement and presence.

5.3. Methodology

With the aim of exploring the impact of AD, delivered by a human voice (HV) and
reproduced by TTS software, on presence and emotional response in B/VIP users
watching the content from two different genres: drama and documentary, the following

hypotheses were formulated:
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(1) AD users would report higher levels of presence for HV AD for drama, but
similar levels of presence for HV and TTS AD for documentary;

(2) AD users would be more interested and less confused when watching drama
with HV AD, but their levels of interest/confusion would be similar for HV
and TTS AD for documentary;

(3) AD users would show a preference for HV AD for drama, but no preference

between HV and TTS AD for documentary.

The following subsections describe the study participants involved, the video samples
used, the delivery voices chosen, the questionnaire drafted and the procedure applied.
The study received ethical approval from the Universitat Autonoma de Barcelona,

Spain. All the participants gave their written consent.

5.3.1. Participants

Participants were recruited through Polish organisations supporting people with sight
loss, such as the Association of the Blind or the Vega Foundation for the Blind and
Visually Impaired, and through personal contacts. This resulted in the following
sample: 36 people (58% female, 42% male), aged 18-69 years (M = 37.5, SD = 12.80).
The age range was not restricted because we wanted to study a wide spectrum of AD
and/or TTS system users to check whether the acceptance of synthetic voices varies
according to age. All participants were officially registered as visually impaired. They
identified themselves as having mild (8%), considerable (31%) or complete sight loss
(61%). Table 5.1 shows a more detailed distribution of the participants based on sex

and sight loss.
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Table 5.1. Participants’ distribution based on sex and sight loss.

Sight loss Women Men Total
Mild 1 2 3 (8%)
Considerable 8 3 11 (31%)
Complete 12 10 22 (61%)
TOTAL 21 (58%) 15 (42%) 36 (100%)

All participants but one, a sixty-three year old, use a PC or laptop at home, and all have
an Internet connection at home. Thirty-three participants (92%) stated that they used
text-to-speech software regularly, one sometimes and two never. To the statement
‘I am used to listening to AD’, 22 participants (61%) agreed or strongly agreed, eight
(22%) were undecided, and six (8%) disagreed. When asked about the gender of AD
delivery voices, the majority of participants (72%) stated that the choice depends on
the programme, six people (17%) opted for a male voice, and four (11%) said it did not
matter. As for the type of AD delivery voices, most participants would choose a human
voice (78%), six people (17%) stated that it depends on the programme, one participant

voted for a synthetic voice, and one said that it did not matter to him.

5.3.2. Video Samples

Two clips from a drama Charlie and the Chocolate Factory (2015, dir. Tim Burton),
and two from a documentary Encounters at the End of the World (2007, dir. Werner
Herzog) were chosen for the study. The clips were stand-alone in their nature and thus
could be played interchangeably without the need to watch the whole film in order to
understand them. Each clip lasted approximately 10 minutes and contained three audio
tracks: original (English), voice-over (Polish) and AD (Polish). Voice-over and AD

scripts were produced by professionals, recorded and mixed in a professional studio



CHAPTER 5. ARTICLE 4 | 125

(for more on synchronising foreign language dialogue with AD see Szarkowska and

Jankowska, 2012, 2015a, 2015b).

Fragments from the drama contained a mix of emotions. One was about the main
character — Charlie — not receiving the ticket to the chocolate factory, the other showed
how Charlie won the factory, and how Willy Wonka gained a family. The clips
presented two independent stories. The events were simple but the locations changed
quickly, and therefore the AD was needed to guide the audience. The density of AD

was similar for both clips (546 vs 561 words respectively).

Fragments from the documentary were similar in nature, both concerning the sea world
that divers were exploring. The AD was quite dense for both clips, introducing a lot of
information so that the audience could immerse themselves in the content. The density

of AD was similar for both clips (365 vs 387 words respectively).

5.3.3. Delivery Voices

In Poland, in a vast majority of foreign films, the translation of dialogue is done
through voice-over and read out by a male voice talent on top of the original voices
(Szarkowska & Jankowska, 2015b). Many multilingual films that have been made
accessible to Polish audiences with visual impairment contain a combination of voice-
over and AD. Since the original voices heard in the background of all the clips used in
this study were mostly male, a male voice talent was chosen for the voice-over tracks.
In order for the AD to be distinguishable to the users, it was delivered by a woman.
This solution also allowed for a viewing experience similar to the one which the

participants are used to.
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For each clip, two versions were created: one with a human voice reading the AD, the
other with a synthetic voice reading the AD. The female human voice was chosen by
a professional recording studio. The female synthetic voice ‘Ewa’ (from Ivo Software)
was selected to match the female human voice in accent and timbre as closely as

possible. For information on AD voice distribution for each clip by genre, see
Table 5.2.

Table 5.2. AD voice distribution for each clip by genre.

Film Genre Clips AD Voice
Drama Clip 1 Human
Synthetic
Clip 2 Human
Synthetic
Documentary Clip 1 Human
Synthetic
Clip 2 Human
Synthetic

5.3.4. Measures

A specially devised questionnaire was divided into three parts. The first part, reported
in subsection Participants, gathered data about the participants, including their gender,
age, vision impairment, computer and Internet usage, familiarity with TTS software

and AD, and general preferences for AD delivery voices.

The second part aimed to check the participants’ presence levels and subjective

emotional response. Presence levels were measured with the ITC-Sense of Presence
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Inventory (Lessiter et al., 2001). It assesses four dimensions of presence: Spatial
Presence (e.g. ‘I felt I was visiting the places in the scenes’), Engagement (e.g. ‘I felt
myself being drawn in’), Ecological Validity (e.g. ‘the scenes seemed natural’), and
Negative Effects (‘I experienced sensations such as dizziness, disorientation, nausea,
headache, or tiredness’). For ease of use, the questionnaire was presented in the short
form as in other studies (e.g. Hammick & Lee, 2014; Fryer & Freeman, 2014; Walczak
& Fryer, 2017), with three items from each of the positive subscales and a single
question for negative effects. Responses were provided using a 5-point Likert scale
(1 = strongly disagree; 5 = strongly agree). Two questions from the Emotion Elicitation
Scale (Gross & Levenson, 1995) assessed interest and confusion. Participants rated, on
a 0-5 scale, the greatest amount of an emotion experienced at any time during the clips
(0 = ‘not feeling even the slightest bit of emotion’; 5 = ‘the most you have ever felt in

your life’).

The third part of the questionnaire was intended to establish the preferences of the
participants concerning the type of AD delivery voices, specifically for drama and

documentary.

5.3.5. Procedure

After completing the first part of the questionnaire, participants watched two scenes
from a drama and two scenes from a documentary (four clips in total). The order was
counterbalanced across the sample, such that one clip from each genre (drama and
documentary) was presented with a HV AD and one with a TTS AD. Each
combination was presented equally often to ensure that the same number of
participants received a given condition order. Measures assessing presence levels and

emotional response were taken after each clip. They were followed by a question
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regarding preferences for AD delivery voices. All the participants had the questions

read aloud by the researcher and they dictated their responses.

The participants completed the test individually. Each session lasted about one hour
and was designed to resemble as closely as possible a viewing experience in
a domestic setting. The clips were played on a laptop and the participants were not
wearing headphones. They sat at the same distance from the screen as they would

normally sit at home.

5.4. Results

For the sake of clarity, the results are presented separately for items measuring
presence and for items eliciting emotional response. Results for questions addressing

users’ preferences for AD voice types are summarised in the last subsection.

5.4.1. Results for presence

A repeated measures ANOVA showed that there was a significant main effect of AD
voice type for Engagement (F (1,34) = 5.86, p = .021). This was also the case for
Spatial Presence (F' (1,34) = 27.486, p < .001) and Ecological Validity (F (34,1) =
92.238, p <.001). The interaction between AD voice type and genre was significant for
all three positive presence subscales: Engagement (F (1,34) = 41.35, p <.001), Spatial
Presence (F' (34,1) = 56.54, p <.001) and Ecological Validity (F (1,34) = 17.407, p <
.001). Negative Effects were the same (extremely low) for all clips, regardless of

condition.
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For drama with HV AD, the mean levels for the three positive presence subscales:
Engagement, Spatial Presence and Ecological Validity were higher compared to drama
with TTS AD (Figure 5.1). Paired sample t-tests showed that drama with HV AD was
significantly more engaging (¢ = 8.96, p < .001), gave a stronger feeling of ‘being in
the scenes’ (1= 10.396, p <.001) and seemed more ‘natural’ and ‘believable’ (¢ = 2.85,
p <.001) than the same clip with TTS AD.

Figure 5.1. Mean levels of presence measures for drama by AD voice type.
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For documentary, both with HV AD and TTS AD, mean presence levels were similar
(Figure 5.2). Although slightly higher for the clip with HV AD, the differences were
not significant for any of the positive presence subscales: Engagement (¢ = 1.011, p =

.319), Spatial Presence (¢ = 2.403, p =.022), Ecological Validity (¢ = 1.06, p = .297).
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Figure 5.2. Mean levels of presence measures for documentary by AD voice type.
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These results held, regardless of whether the participants had congenital or acquired
sight loss. Bivariate correlations and paired sample t-tests showed no significant
associations between any of the presence measures and age, self-reported sight loss

(mild, considerable, complete), and familiarity with TTS software or AD.

5.4.2. Results for emotional response

A repeated measures ANOVA showed a significant main effect of AD voice type on
interest (F (1,34) = 6.923, p = .013). Although there was no main effect of genre on

interest (p = .387), there was a significant interaction between genre and AD voice type
(F(35,1)=11.24, p=.002).

The participants assessed drama with HV AD as more interesting than with TTS AD

(Figure 5.3). Paired sample t-tests showed the difference in the level of interest
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between the two clips was significant (¢ = 3.873, p < .001). Moreover, interest for
drama with HV AD was significantly correlated to levels of Spatial Presence (» = .836,
p < .001) and Engagement (» = 478, p = .029). Somewhat surprisingly, the means
show that documentary with TTS AD was found to be more interesting than
documentary with HV AD (Figure 5.4). The differences, however, were not significant

(t=-1.14, p = 263).

There was a significant main effect of genre on confusion (¥ (35, 1) = 11.278, p =
.002). AD voice type had no significant main effect on confusion (p = .128); the
interaction between AD voice type and genre was not significant (p =.131). The means
show that drama with TTS AD was rated as the most confusing clip of all (Figures 5.3
and 5.4). It was significantly more confusing than the same clip with HV AD (¢ = -
2.907, p = .006). For the documentary, the difference in levels of confusion was not

significant ( = -1.16, p = .254).

Figure 5.3. Mean levels of interest and confusion for drama by AD voice type.
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Figure 5.4. Mean levels of interest and confusion for documentary by AD voice type.
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The following factors had no effect on interest or confusion: age, self-reported sight

loss (mild, considerable, complete), and familiarity with TTS software or AD.

5.4.3. Results for AD voice type preferences

All participants apart from one — blind man, aged 28, experienced TTS software user —
agreed or strongly agreed that they would like to watch the whole drama with HV AD.
The participants were a lot more sceptical, however, about watching the drama with
TTS AD. Twenty-nine people (81%) were against, of whom 17 (59%) were strongly
against. Only seven users (19%) agreed — one strongly — that they would like to have
the AD read by a synthetic voice when watching the film. All of them were regular
TTS software users, with high or very high AD experience. Detailed results for AD

voice type preferences for drama are summarised in Table 5.3.
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Table 5.3. Preference for AD voice type for drama.

Would you like to watch the whole Drama with Drama with
drama with this AD voice? HV AD TTS AD
Strongly disagree 1 (3%) 17 (47%)
Disagree 0 (0%) 12 (33%)
Don’t know 0 (0%) 0 (0%)
Agree 24 (67%) 6 (17%)
Strongly Agree 11 (30%) 1 (3%)
TOTAL 36 36

For documentary, the results did not differ that much compared to drama. When asked
whether they would like to watch the whole documentary with HV AD, all participants
but one — a 39-year-old man with mild sight loss — agreed (97%), of whom 26 people
strongly agreed (74%). Somewhat surprisingly, out of 36 participants, 31 (86%) were
eager to watch the documentary also with TTS AD. Three people (8%) — two females
in their forties, one blind, the other with considerable sight loss, and one 26-year-old
man with considerable sight loss — were not in favour of the idea, although all three
declared that they were regular TTS users. Two people (6%) remained undecided.

Detailed results for AD voice type preferences for documentary are presented in

Table 5.4.

Table 5.4. Preference for AD voice type for documentary.

Would you like watch the whole Documentary ~ Documentary
documentary with this AD voice? with HV AD with TTS AD
Strongly disagree 0 (0%) 0 (0%)
Disagree 1 3%) 3 (8%)
Don’t know 0 (0%) 2 (6%)
Agree 9 (25%) 23 (64%)
Strongly Agree 26 (72%) 8 (22%)

TOTAL 36 36
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5.5. Discussion

This paper presents the first study to deal with the impact of Polish AD on presence
and emotional response in B/VIP audiences. Its main goal was to compare the
experience of watching content from two different genres — drama and documentary —

with AD delivered by a human and synthetic voice.

Comparing synthesized and human-narrated ADs, the results show that AD read by
a human prompted significantly higher levels of presence for drama. Presence rates for
documentary, on the other hand, were similar, with no statistically significant
differences in relation to AD voice type. These results are in line with previous
research carried out by Kobayashi et al. (2009, 2010) and Fryer and Freeman (2014),
who found that TTS AD is suitable for non-emotive content. This appears to be true

also in the Polish-language context.

Further analysis of the results showed that drama with HV AD was more interesting
and less confusing than with TTS AD. The likely explanation is that the clip with TTS
AD was the least congruent of all as it combined a naturalistic dialogue with synthetic-
sounding AD. In the case of documentary, the mean scores were similar for confusion,
reaching below 1.5 on a 5-point scale for both voices. Interestingly, participants
reported slightly higher levels of interest for documentary with TTS AD than for the
same clip with HV AD. This finding was quite unexpected, but shows that sometimes
even a human-voiced clip may not obtain the highest score from users as all of them

have their own subjective preferences.

Lower scores for the synthetic voice may be related to various factors. One of them is
sound mixing, which was widely commented on by the study participants. A partially
sighted man noted that ‘AD has to be intelligible, especially in foreign films where one

has to follow many sound tracks.” A blind woman added: ‘the AD track cannot be too
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loud as otherwise I am focusing on the voice instead of “watching” the film.” This
concurs with the AD guidelines, which emphasise that the volume of the AD track
needs to be balanced with the original soundtrack (e.g. BCI, 2005; Ofcom, 2008; Rai,
Greening, & Leen, 2010). This was also mentioned by Szarkowska (2011), who
pointed to the importance of volume parameters, especially when the AD script is read

over the diegetic or non-diegetic sound of the film.

The synthetic voice might have been graded lower also due to its qualities. Most of the
study participants noted the lack of vocal modulation, which they considered vital in
conveying the mood of a scene. Many also paid attention to pitch and timbre. Some
complained about monotonous intonation, claiming that they would prefer it to match
the scene and be varied rather than flat. This is consistent with other studies which
have shown that intonation may affect users’ enjoyment (Cabeza-Caceres, 2013) and
that users are in favour of non-neutral vocal delivery of AD (Iglesias Fernandez et al.,
2015). However, as Kobayashi et al. (2010) point out, the emotion of TTS voice needs
to be properly chosen as otherwise the viewing experience may not be improved, but

significantly damaged.

Although TTS AD obtained significantly lower scores for drama, it should be noted
that, overall, the scores were not abnormally low. In the case of documentary, TTS AD
scored almost the same as HV AD. Compared to the study by Kobayashi et al. (2010),
where the participants commented on the poorly-pronounced TTS ADs, Polish users
complimented their quality. Some were even unsure whether they were listening to
a human or synthetic voice during the test, which shows how sophisticated artificial

voices have already become.

In terms of accepting AD delivered by a synthetic voice, the participants’ preferences
changed considerably in the course of the study. Initially more than two thirds (78%)
declared they would choose a human voice for reading AD, irrespective of the genre.

When asked about the preferences towards the end of the study, 31 people (86%) said
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that they were willing to watch the documentary with TTS AD and seven (19%) —
drama with TTS AD. These results concur with the findings of the recent research
conducted by Fernandez-Torné¢ and Matamala (2015), where 94% of the participants
accepted TTS AD as an alternative solution to human-narrated AD, and most of them

agreed on applying TTS AD to documentaries.

5.6. Conclusion

The main objective of this paper was to assess, by means of subjective measurements,
the presence and emotional response of B/VIP users when exposed to more emotive
and less emotive content with AD delivered with two types of voice: human and
synthetic. The study was carried out in the Polish-language context. The data obtained
supported the hypotheses. Statistically significant differences between human-narrated
and synthesized ADs were observed in all items under analysis for drama. For
documentary, the results were comparable for both voice types. Overall, the
respondents preferred AD voiced by a human narrator for drama, whereas for

documentary they were willing to accept AD delivered by either of the two voices.

This experiment follows previous studies on TTS AD, but it is the first of its kind that
measures the presence and emotional response of Polish users with visual impairment.
Most of the earlier researchers based their conclusions on participants’ preferences or
their comprehension scores. We aimed to assess the entire experience of the B/VIP

audience.

However, there are several factors that need to be considered when evaluating the
results of the present research. First, although the size of the sample was sufficient to
achieve significant results and can be considered large compared to previous reception

studies in the field, it would be necessary to expand the sample, not only in Poland, but
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also abroad, to corroborate the findings. Secondly, the measurement tools used to
assess presence and emotional response of participants were self-report questionnaires.
Although they proved to be successful, which is consistent with the findings of other
previous tests (Fryer & Freeman, 2012, 2013, 2014; Walczak & Fryer, 2017), it would
be advisable to combine them with objective measurements to obtain a clearer picture
of the phenomena. They could be complimented by previously validated instruments,
such as heart variability (Appelhans & Luecken, 2006), galvanic skin response (Ward
et al., 2002) or cortisol secretion (Sgoifo et al., 2003). Thirdly, although observed
differences across genre were statistically significant, they are small in absolute terms.
A future study should include a greater number of clips to determine whether the
present results generalize to other genres. In addition, the analysis was only performed
for foreign films with Polish voice-over. Future research should take greater care to
ensure that other languages and modalities, such as dubbing or audio subtitling, are
taken into account. Finally, the present study demonstrates significant results for
10-minute long clips. It remains to be determined whether these differences hold true

for longer productions.

All in all, the results are promising. Although this was a study conducted only in
Poland, it holds out a possibility that TTS AD could be accepted as a permanent
solution for voicing documentaries also in different countries and thus lead to a higher

number of audiovisual products accessible to B/VIP users.

The results also carry important implications for AD practice. With all the efforts being
undertaken to make audiovisual products accessible, an increase in costs for
broadcasters is inevitable. However, TTS AD may be a solution to guarantee the time-
and cost-effectiveness of AD production. Speech technologies have already alleviated
many barriers, providing access to information or social activities. With continuing
technological advances on the horizon, synthetic voices may soon become almost
natural sounding. In the present experiment, participants assessed AD with two

different voice types across genre. It therefore provides important information on how
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to select AD voices for audiovisual productions in practice, and suggests that TSS AD

is an effective and viable solution for delivering informative content.
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6. Summary

6.1. Summary in English

Audio description (AD) is no longer seen as an exclusive accessibility service
dedicated to a small fraction of individuals, but as an inclusive service, addressing not
only the needs of people with sensory impairments, but also those of other audiences,
including the elderly or children. The demand for this service is likely to grow in the
near future. Although a drive for quantity of accessible audiovisual products can be
observed on the market, the issue of the quality of user experience should not be

overlooked.

Framed within the inclusive model of accessibility, this PhD thesis aims to explore the
impact of AD on the emotional response of its target audiences — blind and visually
impaired (B/VIP) users. To this end, two research studies were carried out: one
focusing on AD style and the other on AD vocal delivery. The rationale behind
selecting these parameters was related to the findings of previous research conducted
in the field. Two main research objectives were set. The first one, concerning AD style,
centred around studying the reception of two AD styles — standard and creative — by
B/VIP users. The second one, linked to AD vocal delivery, involved studying the
reception of two AD voice types — human and synthetic — by B/VIP users for two

genres: fiction and documentary.

The novel aspect of this PhD thesis is the methodological approach adopted. It follows
a user-centric methodology, not limiting itself to reporting on users’ opinions, but also
aiming to measure their emotional response to a stimuli presented. The research tool
that is used to gauge user experience is the Independent Television Commission Sense

of Presence Inventory questionnaire, one of five canonical questionnaires used for
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measuring presence. Two additional items — interest and confusion — are added for

users to report their emotional response to the stimuli shown.

The results indicate that not only AD scripts — creative or standard — but also AD
delivery voices have a direct effect on the reception of a film, and therefore on users’
experience. When it comes to AD style, the results show that creative AD, compared to
standard AD, yielded higher levels of presence for all participants. Overall, the creative
AD style seemed more natural, especially to participants with recent sight loss.
However, it turned out to be more confusing than standard AD, possibly because the
participants were not used to cinematic terminology included in the script or did not
expect to hear unsavoury vocabulary. Nevertheless, when explicitly asked which AD
style — creative or standard — they prefer, the majority of participants opted for creative

AD.

When it comes to AD vocal delivery, AD narrated by a human, compared to text-to-
speech (TTS) AD, prompted significantly higher levels of presence for fiction.
Presence rates for documentary were similar, with no statistically significant
differences in relation to AD voice type. Fiction with a human voice AD was assessed
by participants as being more interesting and less confusing than fiction with TTS AD.
In the case of documentary, the levels of interest and confusion were comparable for
both voice types. When asked which voice type they prefer for a given genre,
participants showed a preference for AD read by a human for fiction, but no preference

between a human voice AD and TTS AD for documentary.

Overall, the findings suggest that when properly delivered, both in terms of style and
voice, AD may increase the chances of B/VIP audiences having a more engaging
viewing experience. It is hoped that this PhD thesis will act as a useful stepping stone
towards understanding the links between the AD product and user context, and towards

conducting further research in this field.
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6.2. Summary in Catalan

L’audiodescripcid6 (AD) ja no és considerada un servei exclusiu d’accessibilitat,
dedicat a una petita fraccié d’individus, sind que s’entén com un servei inclusiu, dirigit
no només a les persones amb discapacitats sensorials, sin6 també a altres audiéncies,
com els ancians o els nens. Es probable que la demanda d’aquest servei creixi en un
futur proxim. Encara que en el mercat s’observa un interés en augmentar cada cop més
la oferta de productes audiovisuals accessibles, no s’hauria de deixar de banda la

qualitat de I’experiéncia de I'usuari.

Emmarcada dins el model inclusiu d’accessibilitat, aquesta tesi doctoral té com
a objectiu explorar I’impacte de I’AD en la resposta emocional del seu public objectiu
— usuaris cecs i amb baixa visié (CiBV). Per a aix0, es van realitzar dos estudis de
recerca, un centrat en ’estil de AD i I’altre en el el tipus de veu d’AD. La justificacid
darrere de la seleccid d’aquests parametres es va relacionar amb els resultats de la
investigacio anterior. Es van establir dos objectius principals d’investigacid. El primer,
en relacio amb I’estil d’AD, es va centrar en I’estudi de la recepcid de dos estils d’AD
— estandard i creatiu — per als usuaris CiBV. El segon, vinculat al tipus de veu d’AD,
va implicar I’estudi de la recepcid de dos tipus de veu d’AD — humana 1 sintética — per

a usuaris CiBV per a dos generes: ficcid i documental.

L’aspecte innovador d’aquesta tesi doctoral és 1’enfocament metodologic adoptat. La
tesi segueix una metodologia centrada en ’usuari, perd no es limita a informar sobre
les opinions dels usuaris, sind6 que pretén mesurar la seva resposta emocional als
estimuls presentats. L’eina d’investigacié que s’utilitza per mesurar I’experiencia de
I’usuari és el qiiestionari “Independent Television Commission Sense of Presence
Inventory”, un dels cinc qiiestionaris canonics utilitzats per mesurar la preséncia. Dos
elements addicionals — interés 1 confusid — s’afegeixen perque els usuaris expressin la

seva resposta emocional als estimuls mostrats.
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Els resultats indiquen que no només els guions d’AD, creatius o estandard, siné també
els tipus de veu d’AD tenen un efecte directe en la recepcio de la pel-licula i, per tant,
en I’experiéncia dels usuaris. Quan es tracta de I’estil d’AD, els resultats mostren que
I’AD creativa, en comparacié amb 1I’AD estandard, va produir nivells més alts de
presencia en tots els participants. En general, 1’estil creatiu semblava ser més natural,
especialment per als participants amb perdua de visido recent. No obstant aixo, va
resultar ser més confus que ’estil estandard, possiblement perque els participants no
estaven acostumats a la terminologia cinematografica inclosa en el guid o no esperaven
escoltar vocabulari col-loquial. Tot 1 aix0, quan es va preguntar explicitament quin estil
d’AD - creatiu o estandard — prefereien, la majoria dels participants va optar per I’AD

creativa.

Quan es tracta del tipus de veu d’AD, I’AD amb veu humana, en comparacié6 amb
I’AD amb veu sintética (TTS AD?), va provocar nivells significativament més alts de
preséncia per la ficci6. Els nivells de preséncia per al documental van ser similars,
sense diferéncies estadisticament significatives, en relacié amb el tipus de veu d’AD.
La ficcio amb AD narrada per una veu humana va ser avaluada pels participants com a
més interessant i menys confusa en comparacié amb la ficcidé narrada per una veu
sintética. En el cas del documental, els nivells d’interés i confusié eren comparables
per a les dues veus. Quan se’ls va preguntar quina veu preferien per a un génere donat,
els usuaris van mostrar preferéncia per I’AD narrada per una persona per a la ficcid
icap preferencia entre ’AD amb veu humana i AD amb veu sintética per al

documental.

En general, les troballes suggereixen que quan es narra adequadament, tant en termes
d’estil com de veu, I’AD pot facilitar que les audiencies CyBV tinguin una experiéncia
audiovisual més atractiva. S’espera que aquesta tesi doctoral sigui un primer un pas util
per entendre els vincles entre el producte d’AD 1 el context de ’usuari, i per a poder

dur a terme investigacions més profundes en el futur.

* De ’anglés Text-to-Speech audio description.
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6.3. Summary in Spanish

La audiodescripcion (AD) ya no estd considerada como un servicio exclusivo de
accesibilidad, dedicado a una pequena fraccion de individuos, sino como un servicio
inclusivo, dirigido no sélo a personas con discapacidades sensoriales, sino también
a otras audiencias, como los ancianos o los nifios. Es probable que la demanda de este
servicio crezca en un futuro cercano. Aunque en el mercado se observa un interés en
aumentar cada vez mas la oferta de productos audiovisuales accesibles, no se deberia

dejar de lado la calidad de la experiencia del usuario.

Enmarcada dentro del modelo inclusivo de accesibilidad, esta tesis doctoral tiene como
objetivo explorar el impacto de la AD en la respuesta emocional de su publico objetivo
— usuarios ciegos y con baja vision (CyBV). Para ello, se realizaron dos estudios de
investigacion, uno centrado en el estilo de AD y el otro en la entrega vocal de AD. La
justificacion detras de la seleccion de estos parametros se relaciond con los resultados
de investigacion anterior. Se establecieron dos objetivos principales de investigacion.
La primera, en relacion con el estilo de AD, se centr6 en estudiar la recepcion de dos
estilos de AD — estandar y creativo — por los usuarios CyBV. La segunda, vinculada
a la entrega vocal de AD, implico el estudio de recepcion de dos tipos de voces de AD

— humana y sintética — por usuarios CyBV para dos géneros: ficcion y documental.

El aspecto novedoso de esta tesis doctoral es el enfoque metodologico adoptado. La
tesis sigue una metodologia centrada en el usuario, pero no se limita a informar sobre
las opiniones de los usuarios, sino que pretende medir su respuesta emocional a los
estimulos presentados. La herramienta de investigacion que se utiliza para medir la
experiencia del usuario es el cuestionario de la Independent Television Commission
Sense of Presence Inventory, que es uno de los cinco cuestionarios candnicos
utilizados para medir la presencia. Dos elementos adicionales — interés y confusion —
se afiaden para que los usuarios expresen su respuesta emocional a los estimulos

presentados.
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Los resultados indican que no solo los guiones de AD, creativos o estandar, sino
también las voces de entrega de AD tienen un efecto directo en la recepcion de la
pelicula y, por lo tanto, en la experiencia de los usuarios. Cuando se trata del estilo de
la AD, los resultados muestran que la AD creativa, en comparacién con la AD
estdndar, produjo mayores niveles de presencia para todos los participantes. En
general, el estilo creativo parecia mas natural, especialmente a los participantes con
pérdida de vision reciente. Sin embargo, resultd ser mas confuso que el estilo estandar,
posiblemente porque los participantes no estaban acostumbrados a la terminologia
cinematografica incluida en el guidén o no esperaban escuchar vocabulario coloquial.
A pesar de eso, cuando se pregunté explicitamente qué estilo de AD — creativo

o estandar — preferian, la mayoria de los participantes opto por la AD creativa.

En cuanto al tipo de voz de AD, la AD narrada por una persona, en comparacion con
la AD narrada por una voz sintética (TTS AD?), provoco niveles significativamente
mas altos de presencia para la ficcion. Los niveles de presencia para el documental
fueron similares, sin diferencias estadisticamente significativas en relacion con el tipo
de voz de la AD. La ficcion con AD narrada por una voz humana fue evaluada por los
participantes como mas interesante y menos confusa en comparacioén con la AD para
ficcion narrada mediante sintesis de voz. En el caso del documental, los niveles de
interés y confusion eran similares para ambas voces. Cuando se les preguntd qué voz
prefierian para un género dado, los usuarios mostraron una preferencia por la AD
narrada por una persona para la ficcion y ninguna preferencia entre la AD con voz

humana y AD con voz sintética para el documental.

En general, los resultados sugieren que cuando se narra adecuadamente, tanto en
términos de estilo como de voz, la AD puede aumentar las posibilidades de que las
audiencias CyBYV tengan una experiencia audiovisual mds atractiva. Se espera que esta
tesis doctoral sea un primer paso para entender los vinculos entre el producto de la AD
y el contexto del usuario, y abrir el camino a investigaciones mas profundas en el

futuro.

> Del inglés Text-to-Speech audio description.
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7. Conclusions

Article 30 of the United Nations Convention on the Rights of Persons with Disabilities

declares that all signatory states:

[should ] recognize the right of persons with disabilities to take part on an equal basis
with others in cultural life, and shall take all appropriate measures to ensure that persons
with disabilities enjoy access to cultural materials in accessible formats (UNCRPD,

n.d.).

In the audiovisual media sector, such access to culture can be achieved through the use
of accessibility services that include, among others, AD. It is no longer seen as an
exclusive service dedicated to a small fraction of individuals, but as an inclusive
service, addressing not only the needs of people with sensory impairments, but also of
other audiences, including the elderly, children or tourists. The demand for this service
is likely to grow in the nearest future — for two reasons: the ageing of the population
and the increase in accessibility regulations adopted at the legislative level (for
example, see AVMSD, 2010). Different scenarios for achieving barrier-free media
products have been receiving increasing attention, both in the academia and industry.
Technology offers a wide array of possibilities to eliminate barriers and improve the
quality of life of people at risk of social exclusion. Although a drive for quantity in
terms of accessible audiovisual products can be observed on the market, the discussion

on the quality of user experience should not be overlooked.

Presented as a compendium of academic articles, this PhD thesis aimed to explore the
impact of AD on the emotional response of its target audiences — B/VIP users. The
form of the thesis demanded a strong focus on the overall research goal, ensuring
coherence between the publications. Although they function as standalone pieces of

research, they explore the elements of the same research question, and therefore they
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are interconnected and can be presented as a unified whole. All the four articles
provide detailed descriptions of particular issues. The last two — presenting
experimental studies based on the mixed-method approach — implement
methodological triangulation of data to “map out, or explain more fully, the richness
and complexity of human behaviour by studying it from more than one standpoint”
(Cohen & Manion, 2000: 254). Such an approach allowed for a greater insight into the

topics in question and increased the validity of the conducted studies.

Several factors played a role in the overall research design. The articles that form this

thesis reflect these factors in a varying degree.

— New tendencies. The Media Accessibility market is constantly evolving. It was

my ambition to investigate the unexplored aspects of the AD service, especially
with respect to the interaction between the AD product and target AD users.
Carrying out the research in the Polish context, focusing on B/VIP audiences
and, in particular, the aspects of their immersion in the presented content reflect

this criterion (see Article 1, Article 3, Article 4).

— HBBA4ALL project. This PhD thesis was written as part of the HBB4ALL

project, addressing media accessibility issues in the connected TV environment.
In view of the forthcoming customization of accessibility services, this PhD
thesis, through the studies conducted, aimed to contribute to a better

understanding of the links between the AD product and user satisfaction (see

Article 2, Article 3, Article 4).

— Academic contribution. Upon commencing work on this PhD, I learned that the

concept of the emotional impact of AD on its target users was under-researched

in the AD context. The empirical studies carried out to date in relation to this
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subject were scarce. The motivation behind this PhD thesis was to address this

knowledge gap. This is primarily reflected in Article 3 and Article 4.

The overall evaluation of the results of the research studies carried out within the
framework of this PhD thesis is presented in the next section. It specifically considers
the study on AD style and the study on AD vocal delivery. An analysis is carried out in
order to evaluate whether the hypotheses put forward in this research were validated or
refuted, whether the aims were achieved, and whether the objectives were met. The
implications of this PhD research for the AVT industry are then discussed. Finally,
Section 7.2 describes the contributions and limitations of the conducted studies, and

points out the directions for future work.

7.1. Evaluation of results

Framed within the inclusive model of accessibility, this PhD investigated two AD
parameters that might have an impact on users’ experience: (1) AD style and (2) AD
vocal delivery. The rationale behind selecting these parameters was related to the
findings of the previous research carried out in the field (for example, Fels et al., 2006;
Ferndndez-Torné & Matamala, 2015; Fryer, 2014; Fryer & Freeman, 2012a;
Kobayashi et al., 2009, 2010; Szarkowska & Wasylczyk, 2014). Based on the above,
two main research objectives were set. The first one, concerning AD style, focused on
studying the reception of two AD styles — standard and creative — by B/VIP users. The
second one, linked to AD vocal delivery, involved studying the reception of two AD
voice types — human and synthetic — by B/VIP users for two genres: fiction and

documentary.

In order to achieve the main objectives, a methodological framework needed to be

established. As immersion of the audience in the fictional world can be deemed
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a measure of a film’s success (Wilken & Kruger, 2016; Wissmath & Weibel, 2012), it
was chosen as the metric of users’ experience. With the above in mind, two specific

aims of the PhD were determined:

— to measure user experience in relation to AD style in order to establish which

AD style — standard or creative — leads to greater immersion;

— to measure user experience in relation to AD vocal delivery for two genres —
fiction and documentary — in order to verify which AD voice — human or

synthetic — leads to greater immersion depending on the genre.

In order to meet the specific aims, two experimental studies were carried out, one
investigating the AD style, the other focusing on vocal aspects of AD delivery. Users’
experience was elicited through an experiential quality metric used to evaluate
broadcast and virtual environment media systems: the ITC-SOPI questionnaire
(Lessiter et al., 2001). Centred around the concept of presence, it aimed to gauge the
psychological sense of users “being there”, i.e. involved in the scenes (Fryer &
Freeman, 2012b). Next to presence levels, the users also reported their levels of

interest and confusion for the stimuli presented.

In order to explore the impact of AD — written for a film in a creative and standard

style — on the experience of B/VIP users, the following hypotheses were put forward:

H1: wusers will report higher levels of presence for the film with creative AD
style;

H2: wusers will be more interested and less confused when watching the film
with creative AD style;

H3: users will show a preference for the film with creative AD style.
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In order to assess the impact of AD read by a human voice (HV) and AD delivered by
TTS software on the experience of B/VIP users watching the stimuli from two different

genres: fiction and documentary, the following hypotheses were put forward:

HI1: wusers will report higher levels of presence for HV AD for fiction, but
similar levels of presence for HV and TTS AD for documentary;

H2: wusers will be more interested and less confused when watching fiction
with HV AD, but their levels of interest/confusion will be similar for HV
and TTS AD for documentary;

H3: users will show a preference for HV AD for fiction, but no preference

between HV and TTS AD for documentary.

The results of the experimental study on AD style showed that creative AD, compared
to standard AD, yielded higher levels of presence for all participants, thus supporting
the first hypothesis. Overall, the creative AD style seemed more natural, especially to
participants with recent sight loss. However, it turned out to be more confusing than
standard AD, possibly because the participants were not used to the cinematic
terminology included in the script or did not expect to hear unsavoury vocabulary.
These elements could have provoked certain disorientation. Nevertheless, participants
with recent sight loss claimed that creative AD made it easier for them to follow the
film. This may be explained by the fact that their visual memory of cinematic effects
was stronger compared to other users. Those findings were related to the second
hypothesis, which assumed that users will be more interested and less confused when
watching the film with creative AD, and thus demonstrate that it should be partially
validated. To complement the quantitative results, participants were explicitly asked
which AD style — creative or standard — they prefer. The majority of participants (67%)
chose creative AD, 25% voted for standard AD, while 8% expressed no preference. In
light of the above, the third hypothesis of the study may be regarded as confirmed.
Overall, the above results are in line with various previous studies on creative AD

styles (Fels et al., 2006a; Fels et al., 2006b; Fryer & Freeman, 2012a; Udo et al., 2010;
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Udo & Fels, 2010; Szarkowska, 2013; Szarkowska & Wasylczyk, 2014; Wilken &
Kruger, 2016).

The findings of the study on AD vocal delivery showed statistically significant
differences between the levels of presence prompted by different voices across genre.
The quantitative data gathered demonstrated that AD narrated by a human, compared
to TTS AD, prompted significantly higher levels of presence for fiction. Presence rates
for documentary were similar, with no statistically significant differences in relation to
AD voice type. On the basis of the above, the first hypothesis of the study was
regarded as validated. When it comes to the second hypothesis of the study related to
the levels of interest and confusion, it was found that fiction with HV AD was assessed
by participants as significantly more interesting and less confusing compared to fiction
with TTS AD. When it comes to documentary, the levels of interest and confusion
were comparable for both voices. Given the above, the hypothesis can be deemed
valid. The qualitative findings of the study match the results from the quantitative data
analysis. When asked whether they prefer to have the AD read by a HV or reproduced
TTS software when watching a fiction film, all participants (apart from one) opted for
a HV AD. Only seven users (19%) agreed that they would like to have the AD
delivered by a synthetic voice for fiction. For documentary, the results did not differ
a great deal. While almost all participants (97%) expressed a preference for a HV AD,
as many as 31 people (86%) said that they were willing to watch the documentary with
TTS AD. On the basis of the above, the third hypothesis of the study was confirmed:
users showed a preference for HV AD for fiction, but (almost) no preference between
HV and TTS AD for documentary. These results are consistent with previous research
carried out in the field (Fernandez-Torné & Matamala, 2015; Fryer & Freeman, 2014;
Kobayashi et al., 2009, 2010; Szarkowska, 2011; Szarkowska & Jankowska, 2012;
Walczak & Szarkowska, 2012).

The experimental studies forming this PhD thesis aimed to investigate the links

between an AD product and AD target users’ experience. The rationale behind these
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studies was to show that not only AD scripts, creative or standard, but also AD
delivery voices have a direct effect on the reception of the film, and therefore on users’
experience. The findings suggest that when properly delivered, both in terms of style
and voices, AD may increase the chances of B/VIP audiences having a more engaging
viewing experience. These tests follow previous studies on AD with regard to style and
vocal delivery, but, to the best of my knowledge, they are the first attempts at
measuring the emotional response of Polish users with visual impairment to the
presented stimuli. As part of this PhD thesis, a measurement tool for evaluating users’
experience, specifically the levels of presence, was proposed and tested. Hence, the
specific aims set out in this PhD thesis were met, allowing for the main objectives of

this research to be achieved.

The results of the experimental studies presented in this PhD thesis can be of benefit
not only to academia, but also to professional audio describers and to the AVT
industry. Although the studies were conducted in Poland, the findings may also be
applicable to other countries. Creative AD scripts could also be appreciated by non-
Polish speaking audiences, resulting in them having a more enjoyable film experience.
When it comes to AD vocal delivery, the results suggest that AD reproduced with
a synthetic voice is an effective and viable solution for voicing informative content. It
may guarantee the time- and cost-effectiveness of AD production, which, in turn, could
lead to a higher number of audiovisual products accessible to B/VIP users. In the light
of the experiments discussed above, it may be concluded that there is a significant
relationship between an AD product and user experience, which thus merits further
research. Determining the parameters of an AD product that affect user satisfaction

could help in improving the service and thus enhancing longer-term user experience.

In what follows, I present the main academic contributions of this PhD thesis. I then
point out the limitations of the research. Finally, I indicate the directions for future

work that stem from the findings of the conducted studies.
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7.2.  Contributions, limitations and directions for future work

This PhD thesis is interdisciplinary in nature. As well as being set within the field of
Translation Studies, and more particularly AVT and Media Accessibility Studies, in a
broad sense, it also draws on Psychology and Sociology, as it presents a reception-
based approach and applies immersion-related questionnaires for measuring users’
experience. This multi-faceted approach has resulted in an important contribution to
AD research as far as methodology is concerned. A mixed-method approach to the
studies conducted, with a quantitative phase followed by a qualitative phase, allowed

the gathering of comprehensive data and opened the door to future work in the field.

This PhD thesis also contributes to research on presence. It provides evidence that
people with visual impairment are able to experience presence in audiovisual
environments. The results of the conducted studies suggest that presence could be
achieved irrespective of whether the AD users had visual experience or not. This
assumption would need to be investigated further with a larger sample of B/VIP people
of different profiles. Nevertheless, by showing that presence can be a measure of AD
users’ response to different content types, this PhD thesis points the way to improve

the AD service in order to maximise user experience.

Another important contribution of this PhD thesis is that it adopted an experimental
approach to the reception studies of media products. Carrying out tests with AD target
users was considered one of the strengths of this work. By involving those for whom
the service is mainly designed: B/VIP people, it was in line with the UNCRPD
philosophy of “nothing about us without us” (UNCRPD, n.d.). The studies presented
here could be replicated on a larger scale, not only in Poland, but also in other

countries across Europe. This could serve as a way of verifying the results in other
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language combinations and further validate the tools used for measuring users’

experience.

Before closing this PhD thesis, the research limitations have to be acknowledged.
Chief among these is the user sample size in each of the experimental studies. As
argued by Chmiel and Mazur (2016), assessing a substantial number of users is one of
the challenges in AD reception research to make the results valid. As many as
72 B/VIP people, 36 participants per test, took part in the two experimental studies
presented in this PhD thesis. Although this may be seen as a limitation, it was
arelatively large study of blind and visually impaired people. Of the 43 studies
analysed by Cattaneo and Vecchi (2011) only one reached a higher B/VIP participant
number: 48 (Afonso et al., 2010).

Another limitation of this research is related to the measurement tool used. In the case
of both experimental studies, they were self-report questionnaires, gathering users’
subjective ratings for presence and emotional response. Although they proved to be
successful, which is in line with the results of the previous research conducted in the
field (Fryer & Freeman, 2012b, 2013, 2014), it would be advisable to combine them
with objective measures, such as comprehension questions, already used by a number
of AD scholars (for example, Cabeza-Céceres, 2013; Chmiel & Mazur, 2012, 2016;
Walczak & Rubaj, 2014), or physiological measures, such as heart variability
(Appelhans & Luecken, 2006), galvanic skin response (Ward et al., 2002) or cortisol
secretion (Sgoifo et al., 2003). This would allow a clearer picture of the phenomena

under investigation to be obtained.

As with any post-hoc measures, presence questionnaires are subject to societal
expectations or demands of social desirability (Crano, Brewer, & Lac, 2015). When
asked to provide an oral response to a given question, participants might be tempted to
respond in a way that is ‘socially desirable’. This could be overcome by carrying out

on-line surveys (for example, Maczynska, 2011), which B/VIP people could access
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using a screen-reader, but such a solution also has its limitations, the necessary

familiarity with modern technologies being one of them.

What also has to be noted is that existing presence questionnaires were developed for
virtual reality environments, characterised by a high level of immersiveness. The
audiovisual content currently offered to B/VIP users can be categorised as rather low-
immersive on the scale of environment interactivity (Fryer & Freeman, 2013).
Nevertheless, the stimuli employed in the experimental studies in question
demonstrated a potential to trigger the feeling of presence in B/VIP participants, as

shown in the results (for details see Chapter 4 and Chapter 5).

Despite the above mentioned limitations, a presence questionnaire has the added value
of being a tool widely employed to evaluate broadcast and virtual environment media
systems (Lessiter et al., 2001). It is a reliable and valid measure that allows the entire
experience of users to be assessed, instead of only focusing on particular emotions.
Additionally, it enables the comparison of results between users with different sight

conditions, be it a B/VIP audience or sighted people (Fryer & Freeman, 2012b).

With the research data collected, numerous opportunities for future work become

evident. They are discussed in the following paragraphs.

As far as AD style is concerned, it would be useful to explore how variations in style
affect AD users’ experience in the case of other film genres. The experimental study
carried out for the purposes of this PhD focused on a naturalistic drama that contained
numerous realistic elements. Future research could investigate different styles of AD
for works including gory or erotic scenes and confront AD users with them in order to
check whether they would opt for a censored or non-censored AD version. It would
also be interesting to compare the levels of presence after the screenings. It is possible
that B/VIP audiences immerse themselves in other types of films differently, as shown

by Fryer and Freeman (2014). The complexity of AD scripts should also be explored.
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One of the main findings in this research was that people respond positively to an AD
script with elements of camera work. However, it is important to test the extent to
which the inclusion of such elements affects users’ cognitive effort, because this, in

turn, may also affect their enjoyment.

The role of the AD voice also requires further research. Although observed differences
across genre were statistically significant in the case of the experimental study
conducted within the framework of this PhD, they are small in absolute terms. A future
study should include a greater number of clips to determine whether the obtained
results can be generalized to other genres. In the light of the findings of this research,
further experiments could be conducted to examine how the prosody of the describer’s
voice affects AD user experience. It would be interesting to see whether the
engagement of the audience varies depending on the acted and non-acted delivery of
AD. In addition to the prosodic features of the voice, there is also the potential to
investigate the technical delivery of AD. An experimental study with AD users may
show how the reception of content is affected by AD played through headphones
compared to AD delivered by loudspeakers. As demonstrated by previous research,
even such basic elements as the balance of AD sound mix (Rodriguez-Gonzalez, 2016)
or the number of audio channels — mono or stereo — used for the reproduction of an AD

track (Walczak, forthcoming b) may have an impact on users’ experience.

A more detailed investigation is also needed in relation to the use of presence measures
in AVT research. It would be valuable to determine whether the studies carried out
within the framework of this PhD thesis could be replicated with AD audiences in
other language scenarios. This could be advantageous especially in the context of
further validation of the questionnaire. Future research should also seek to place
presence questionnaires in the larger context of research methodologies. Having
demonstrated the advantages of this tool for B/VIP users, it would also be interesting to
explore presence in people with other sensory disabilities, for instance d/Deaf and hard

of hearing audiences. Further studies could encompass different subtitling styles,
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positions, or forms of sound effects presentation. As well as the dimensions of
presence, users’ comprehension could also be assessed. Carrying out such studies
could add value to the audiovisual products being developed and at the same time

provide users with a more engaging viewing experience.

Another potential area for future research is related to the duration of the stimuli. The
experimental studies carried out within the framework of this PhD thesis were based on
short clips, on average 10 minutes long. It could be useful to replicate these
experiments with longer clips or with complete films. Although the results from the
conducted studies were significant, it remains to be determined whether the differences
in the presence levels, both in the case of AD style and AD vocal delivery, hold true
for longer productions. It would add ecological validity to the research, as the
experiment would then resemble more the users’ natural setting than laboratory
conditions. Future research could take greater care to ensure that other languages and
modalities, such as dubbing or audio subtitling, are taken into account. It would be also
interesting to repeat the experiments carried out as part of this PhD research over

a longer period of time, and, possibly, with more immersive media content.

As shown in the previous paragraphs, many possible research avenues emerge from
this PhD work. It is hoped that this thesis will act as a useful stepping stone towards
understanding the links between the AD product and user context, and also towards

conducting more insightful research in the future.
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Annex 1: Articles within this PhD thesis

1.1 Article 1.

Walczak, A. (2017) Audio description in Poland: a 2015 snapshot. In J. Snyder,
Przekué¢ obraz w stowo. Wokdl historii i wspoilczesnych zastosowan
audiodeskrypcji [The Visual Made Verbal: A Comprehensive Training Manual
and Guide to the History and Applications of Audio Description] (pp. 163-191).
San Diego: Academic Publishing.






Audio description in Poland:
a 2015 snapshot!

1. Introduction

Rapid developments in the field of accessibility to the media for people
with sensory impairments can be seen in numerous countries all
around the world. Poland is one such country where accessibility
services, such as audio description (AD), are becoming part of the
audiovisual landscape and attracting the interest of many, both in the
service sector and in research circles.

Defined by some as “a type of poetry” (Snyder, 2008: 192) or “the art to
speak in images” (Navarette qtd. by Lopez Vera, 2006: 1), AD is a
spoken account of those visual aspects of a film, performance or event
that makes it “available to people that otherwise would not have access
to it” (Diaz Cintas, 2005: 4). The role of AD is becoming increasingly
important and the recent flourish of activities within the field is clearly
visible. AD services are no longer only present on television, but also in
cinemas, theatres, operas, museums, during meetings, tours or sports
events (cf. Fryer, 2010; Holland, 2008; Kruger, 2010; Matamala &
Orero, 2007; Michalewicz 2014; Remael & Vercauteren, 2007).

! This research was partially supported by the European Project Hybrid Broadcast
Broadband for All (HBB4ALL) from the FP7 CIP-ICT-PSP.2013.5.1#621014._ It is also
partially funded by the Catalan funding 2014SGR027.
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This paper aims to provide a detailed snapshot of the current situation
in Poland with regard to the accessibility of audiovisual products for the
blind and visually impaired (B/VIP) people. An initial section sets out a
brief historical outline of Polish AD. It then goes on to present the laws
and regulations currently in place, along with guidelines proposed by
Polish user associations. Audio description services offered in Poland
are then discussed in detail, followed by an explanation of AD training
and research. The final section concentrates on the challenges that the
field will have to meet in the near future.

2. From the past to the present

Audio description is believed to be as old as sighted people telling blind
people about the images surrounding them (Ofcom, 2008). However,
from a technical point of view at least, this phenomenon is much more
recent. Developments in AD in Europe and further afield have not taken
place evenly and while some of the countries have a longstanding
tradition of describing audiovisual programs, others have unfortunately
not even started yet.

Though used in the United States for over 30 years and in the United
Kingdom for over 15, AD only became popular in Poland in 2006. The
first films with an additional Polish AD track were made in the late
1990s in Cracow with financial support from the Ministry of Culture
and the Polish Association of the Blind. However, the technical quality
of the AD employed in these productions left a lot to be desired. These
films are now available in the library of the Association of the Blind and
are known there as ‘typhlo-films’, from Greek ‘typhlos’ meaning ‘blind’
(Szarkowska, 2009: 198).

The date of 27 November 2006 can be treated as the day of reactivation
or rather the actual beginning of AD in Poland. On that day the first
screening of an audio described film took place in the Pokdj’ cinema in
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Biatystok. It was a Polish production Extras (2006, dir. Michat
Kwiecifiski). The originator of this initiative was Tomasz Strzyminski
and the role of the audio describer was performed by Krzysztof Szubzda.
Soon afterwards other cinemas across the country organized screenings
with AD for B/VIP people. In cities such as Biafystok, Poznan, Elblag
and Lodz B/VIP audiences were shown Ice Age (2002, dir. Chris Wedge),
Testosterone (2007, dir. Andrzej Saramonowicz and Tomasz Konecki),
The Wedding (2004, dir. Wojciech Smarzowski) or In God'’s Little Garden
(2007, dir. Jacek Bromski). A number of screenings also took place in
Warsaw and were organized by the Foundation for Children ‘Help on
Time’ [Fundacja Dzieciom Zdazyc z Pomoca] as part of its project called
The Cinema beyond Silence and Darkness [Kino poza ciszq 1 ciemnosciq].
The unquestionable success of the Polish AD pioneers was the
screening of Jarostaw Sypniewski’s Key witness at the Feature Film
Festival in Gdynia in 2007. As part of the festival, for the first time in
Poland, there was also a special projection with AD for young
audiences. It was a Dutch production, Santa Claus’ Horsey, directed by
Mischa Kamp with the special version of the dialogue prepared by Anna
Jurkowska, a typhlopedagogue from the Polish Association of the Blind
(Jankowska, 2009: 242). It has to be noted that both screenings were
presented in line with international standards, that is, with AD
available through headphones only to the viewers interested in it. As
well as Polish films, AD was also made available to foreign productions.
The screenings of such films as The Lives of Others (2006, dir. Florian
Henckel von Donnersmarck), Night at the Museum (2006, dir. Shawn
Levy) or Empties (2007, dir. Jan Svérak) were organized in the ‘Adria’
cinema in Bydgoszcz, and the AD scripts were read by Joanna Diuska
and Jacek Knychata (Szarkowska, 2009: 198; Jankowska, 2009: 242).

In the following years other events important for the development of the
Polish AD took place (for more information on particular AD services,
see also Section 4 below). On 14 June 2007, Polish public television,
Telewizja Polska S.A., started offering programs with AD. On
14 November 2007, the first theatre performance with AD, Rabbit on the
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Moon, was staged in the Puppet Theatre in Bialystok. Another
significant date in the rather short history of Polish AD is 21 February
2008. On that day Andrzej Wajda’s film Katyri came out on DVD with
AD. In 2010, AD was prepared for the Raclawice Panorama, a
monumental work of art located in Wroctaw. That same year the film
Chopin: Desire for Love (2002, dir. Jerzy Antczak) had its premiere with
AD created in two languages, Polish and English. Two years later,
during the EURO 2012 UEFA European Football Championship, jointly
organized by Poland and Ukraine, football fans had AD available at each
of thirty-one matches played in eight stadiums (Michalewicz, 2014:
154). In April 2013, the film Imagine (dir. Andrzej Jakimowski) came
out. Thanks to the efforts of the Audio Description Foundation, it was
originally equipped with the AD track for the B/VIP spectators. The film
was shown for a week in several cinemas in Poland. Contrary to other
screenings of films with AD, these ones were not closed, but available to
general audiences.

In October 2013, B/VIP people were able to attend quite a unique
experience. For the first time they could independently pay a visit to the
zoo in Wroctaw. Everything thanks to the AD prepared by the
Foundation for Audio Description Progress Katarynka’. One of the most
recent events was organized on 15 January 2014 by the Foundation for
Culture without Barriers. It was a social campaign called Take your
stick/chick? to the cinema |[Zabierz laske do kina], whose aim was to
draw attention to the problem of access to culture for people with sight
and hearing disabilities. The latest novelty is a cartoon book created for
B/VIP readers. It is written in Braille, but the final version will also
include a CD with an accompanying AD track providing descriptions to
all illustrations, because, as the authors underline: “Our project is
unique, it can be accessed both by sighted and blind users. It is a
cartoon for all” (Kedzierski, 2015).

2 Play on words. The word laska’ has two meanings in Polish, it can stand either for
a white stick a blind person is using for walking or, informally, for a girl.
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Such a dynamic development of AD in Poland would not be possible but
for the non-governmental organizations promoting accessibility for
B/VIP people, such as: Audio Description Foundation [Fundacja
Audiodeskrypcja], Foundation for Culture without Barriers [Fundacja
Kultury Bez Barier], Foundation for Audio Description Progress
Katarynka’ [Fundacja na Rzecz Rozwoju Audiodeskrypcji Katarynkal,
Masovian Association of Work for the Disabled De Facto’ [Mazowieckie
Stowarzyszenie Pracy dla Niepetnosprawnych ‘De Facto’], The Seventh
Sense Foundation [Fundacja Si6dmy Zmyst] or Wroctaw-West Centre for
Culture [Centrum Kultury Wroctaw Zachod]. The activities of academic
circles cannot go unnoticed. More and more educational institutions
undertake the challenge to teach AD. There is also a growing number of
academics actively promoting AD and involved in AD research at

universities in Warsaw, Cracow or Poznan (see also Section 5 below).

3. Laws, regulations and guidelines

Although the benefits of AD for secondary users, such as sighted
persons or immigrants, have already been demonstrated by researchers
(cf. Ofcom, 2000; Jankowska, 2009), the major beneficiaries of AD are
B/VIP people. According to the Polish Central Statistical Office, in 2004
there were 1,820,300 people belonging to this group in Poland
(Kaczmarek, 2011). The Polish Association of the Blind, on the other
hand, estimates that in 2011 the number of B/VIP persons in Poland
amounted to 1,650,800, with 65,000 being members of the Association
(Sadowska, 2014: 125). These discrepancies may result from the fact
that not every blind person is an Association member or that the data
gathered by the Office include also those with minor vision impairments
and they, due to a slight defect of vision, may not sign up to the
Association. Regardless of the actual number of B/VIP people, the AD
target group in Poland, a country with a population of almost 40 m
people (GUS, 2015), is still significant.
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Accessibility-friendly initiatives are now receiving increasing attention in
the audiovisual marketplace. Through legislation, some countries like
the UK or the USA have made accessibility compulsory not only on
television, but also in other cultural and artistic life. Other countries are
now following suit. The European Year of People with Disabilities in
2003 helped in a significant manner to boost the visibility of
accessibility to audiovisual media especially in those countries that
were lagging behind (Diaz Cintas, 2005: 5). Furthermore, the European
Union is now encouraging broadcasters to provide services for people
with visual or hearing disabilities. In this light, the Audiovisual Media
Services Directive (AVMSD) was recently passed. Recital (46) and
Chapter III, Article 7 of the AVMSD (2010) state:

Recital (46) The right of persons with a disability and of the elderly to
participate and be integrated in the social and cultural life
of the Community is inextricably linked to the provision of
accessible audiovisual media services. The means to achieve
accessibility should include, but need not be limited to, sign
language, subtitling, audio description and easily
understandable menu navigation.

Article 7 Member States shall encourage media service providers
under their jurisdiction to ensure that their services are
gradually made accessible to people with a visual or hearing
disability.

Although these provisions do not impose any specific obligations on EU
Member States, they indicate the direction for achieving media
accessibility for specific social groups in the future. The amendment of
the Polish Radio and Television Act of 25 March 2011 carries more
tangible consequences for Poland. In Article 4, section 28, it provides a
clear definition of AD, namely:
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audio description means a verbal, sound description of a picture and

visual content contained in an audiovisual program addressed to visually
impaired persons, which is included in the program or transmitted
concurrently with the program (Radio and Television Act, 2011});

Furthermore, the provisions of Article 18a obligates television
broadcasters to offer services for people with visual or hearing
disabilities of appropriate duration limits. The Article reads as follows:

Television broadcasters are obliged to ensure accessibility of programs for
people with vision or hearing impairments, by introducing appropriate
services: audio description, subtitles for the deaf and hard of hearing and

sign language interpreting. so that at least 10 per cent of the quarterly
transmission time, excluding advertisements and teleshopping, is
equipped with such services (Radio and Television Act, 2011).

As part of the transitional provisions, the percentage of programs
broadcast with accessibility services mentioned in the Act was reduced
to 5 per cent in 2011 for small broadcasters (Chmiel & Mazur, 2014:
32). For the leading ones, it is planned to be increased to 25 per cent
per quarter in 2016, and to 35 per cent per quarter in 2017
(Amendment to the Radio and Television Act, 2015: 12).

Besides regulations on media accessibility, there are also AD guidelines
that describe the standards and best practices to be applied when
producing AD services of good quality. Developed in 2000 by the UK
media regulator Ofcom, the ITC guidelines, were one of the first AD
guidelines to be issued in Europe (Ofcom, 2000). Nonetheless, Poland
has also developed its own, national ones, adapted to the Polish
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cinematic world. They have been drawn up mostly for film and
television, and are only mentioning other accessibility avenues, such as
theater or opera, in passing. At the time of writing this article, there
were two official documents concerning the practice of creating AD in
Poland, both issued as guidance for professionals. The authors of the
first one are Barbara Szymanska and Tomasz Strzyminski, representing
the Audio Description Foundation. Their guidelines were published in
2010 under the title Standards for creating audio description to
audiovisual productions (Szymanska & Strzyminski, 2010). The other set
of guidelines, Audio description: Principles of creation, was issued two
years later by the Foundation for Culture without Barriers (Knstler et
al., 2012).

Although an agreement was reached as to how to name the very
discipline of AD in Polish, there seems to be no understanding as far as
labelling the actual profession is concerned. While an ‘audio describer’
is a professional title in the UK, in Poland the same person may be
called alternatively ‘audiodeskryptor’ or ‘audiodeskryber’, the Ilatter
being an English calque. However, as professor Krystyna Kleszczowa,
from the Institute of Polish Language at the University of Silesia
comments:

The language is unpredictable. Although the form ‘audiodeskryptor’
seems better, the Internet shows us almost the same number of hits for
‘audiodeskryptor’ as for ‘audiodeskryber’. In this case, we should assume
that both words are correct. Time will tell which form will win” (Fundacja
Audiodeskrypcja, n.d.).

The above dilemma is to a certain extent present in the Polish
guidelines. Although they are consistent with profession naming and
use the form ‘audiodeskryptor’ throughout their documents, they also
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mention other parties directly involved in the AD production process.
Szymanska and Strzyminski (2010: 4) make a distinction between three
persons: (i) the author of the script, (i) the author also being the voice
artist and (i) the voice artist, and thus introduce the following
definitions:

— ‘deskryptor’ [describer] — a person writing AD scripts;

— ‘audiodeskryptor’ [audio describer] — a person writing AD
scripts and reading them out;

— lektor’ [voice artist] — a person reading AD scripts out.

Kunstler et al. (2012), on the other hand, note straightaway that in
order for the AD service to be of good quality, two persons should
participate in its delivery, firstly an audio describer [‘audiodeskryptor]
and then a professional voice artist [lektor’].

As well as guidelines, there are other Polish sources concerning AD. A
manual on how to create AD was recently sent to press. Edited by
Mariusz Trzeciakiewicz (2014) from the Foundation for Audio
Description Progress Katarynka’, it is titled Audio description in theory
and practice: How to write about things that cannot be seen. In 2014 a
monograph on AD was published. Written by Agnieszka Chmiel and
Iwona Mazur (2014}, it is a complex academic publication, the first of its
kind, addressing the topic of AD in Poland.

4. Audio description services in Poland

Today, access to AD for the B/VIP users is provided, to differing extents
by several European countries, including the UK, Germany, Portugal,
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France, Italy, Spain, Belgium, Czech Republic, Lithuania, Finland,
Sweden, Austria and Poland. In Europe, the UK is the leader when it
comes to the provision of AD services, offering it in theatres, cinemas
and on digital television. Additionally, films may be borrowed or bought
at the Royal National Institute of Blind People, an organization actively
supporting persons with vision loss (Jankowska, 2009: 237). In Poland,
AD service is no longer an abstract issue, but it has been in the last few
years that it has undergone significant progress. It is now available on
television, in theatres and museums, and recently in cinemas and

during live events.

4.1. Television and press

Television is probably the most sought-after mode for AD today. From
2007, AD has been produced by Telewizja Polska S.A., the Polish public
broadcaster. B/VIP audiences are offered a number of audio described
Polish TV series, such as The Ranch (2006, dir. Wojciech Adamczyk),
Secret of the Cipher Tower (2007, dir. Adek Drabinski), The Magic Tree
(2008, dir. Andrzej Maleszka), Father Mateusz (2008, dir. Maciej Dejczer
et al.) and Family.pl (2011, dir. Patrick Yoka). Some of them have
already been released on DVD and they are also available online on the
special public television website: http: / /www.tvp.pl/dostepnosc.

Once the new provisions of the Polish Radio and Television Act of 2011
came into force, commercial channels ceased to be reticent about
providing AD to their programs. Big market players like Canal+, Polsat
and TVN now have audio described programs on offer. Other television
channels, carried by terrestrial digital providers, like Ale kino+, ATM
Rozrywka, Puls, Puls2, TTV, TV4, TV6, TVN7, TVP Historia, TVP
Kultura, TVP Polonia do not lag behind. Nevertheless, TVP remains the
leader in providing accessible media for B/VIP users. In the first quarter
of 2013, TVP 1 and TVP 2 broadcast 30.8% and 18.3% respectively, of
programs available for people with vision or hearing loss (Telewizja
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Polska, 2013). Among private broadcasters, a few channels stand out
from the rest, namely MiniMini+ and teleTOON+, offering accessible
programs for the youngest audiences with both vision and hearing
impairments (Drozdzal, 2015), Planete+ airing audio described
documentaries (Szewczyk, 2012a) and Polsat Sport News and Canal+
Sport, catering for the needs of the sports fans, the former by providing
AD service to selected sports programs (Telewizja Polsat, 2015), the
latter by audio describing football matches (Szewczyk, 2012b).

Sighted readers have a wide variety of choice as far as press in
concerned. They can choose from among almost 2,000 titles of different
magazines and journals available on the market (IWP, n.d.). B/VIP
persons are not that fortunate. What is more, the Internet versions of
newspapers are now aimed at focusing the reader’s attention by rich
graphics, not to mention ever-present pop-up advertisements. Even
though the content is recognized by screen reading systems, visual
elements remain inaccessible. In the light of the above, in 2007 the
Masovian Association of Work for the Disabled De Facto’ created the
‘e-Kiosk’, Internet-based kiosk, offering press to B/VIP readers, free of
charge after prior registration (Sadowska, 2014: 127). Thanks to a
special computer program designed by Sylwester Piekarski, a blind IT
specialist from the University of Warsaw, press articles are converted
into formats available to screen readers (Nowacka, 2013). Initially,
newspaper articles did not carry illustrations as the program deletes
them automatically. As visual elements are essential for better
understanding of the content, the Association included ADs to selected
portion of press photographs (Sadowska, 2014: 127). This novel
application of AD was introduced in 2011 and Poland is the only
country in Europe offering this type of service. The descriptions are
prepared on a weekly or monthly basis at the request of the Association
by volunteers from all around the country. Adults describe illustrations
devoted to older readers and teenagers do the same for magazines
aimed at their peers (Chmiel & Mazur, 2014: 57).
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While at the beginning the ‘e-Kiosk’ had only six titles on offer, by 2014
there were already fifty-eight audio described magazines and journals.
They include Polish national weeklies (for example, Auto .§wiat,
Newsweek Polska, Polityka, Przekréj, Wprost), local weeklies (for
example, Dziennik Baltycki, Gazeta Krakowska, Kurier Lubelski), men’s
and women’s monthly magazines (for example, Claudia, Focus, Zdrowie,
M jak Mama, PC World) and educational magazines for teenage readers
(for example, Cogito, Victor Gimnazjalista, Victor Junior] (Chmiel &
Mazur, 2014: 57).

4.2. Films: DVDs, cinemas and festivals

There is also a wide range of opportunities for B/VIP people in the film
market. Although Poland is commonly perceived as primarily a voice-
over country (Bogucki, 2004: 103), other translation modalities such as
subtitles or dubbing are not absent from the Polish market. Despite
having such a fragmented audiovisual landscape, the potential amount
of AD on offer is not limited, but on the contrary, it is created both to
locally produced broadcasts and to foreign language materials (for more
on AD to foreign productions cf. Szarkowska & Jankowska, 2015;
Szarkowska, 2013).

There are over 100 audio described films in Poland. They are delivered
to B/VIP people through several channels: DVDs, available either on the
open market or in film libraries, during cinema or one-off screenings,
and recently via special website offering audio described films online.
Detailed information about each channel is provided in the following

paragraphs.

DVDs with AD seem to be on the increase in Poland. They include not
only Polish productions such as You Are God (2012, dir. Leszek Dawid),
Warsaw ‘44 (2014, dir. Jan Komasa), Manhunt (2012, dir. Marcin
Krzysztatowicz), The Mighty Angel (2014, dir. Wojciech Smarzowski) or
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In Darkness (2011, dir. Agnieszka Holland), but also international titles,
Wadjda (2012, dir. Haifaa Al-Mansour), The Intouchables (2011, dir.
Olivier Nakache and Eric Toledano) or Fill the Void (2012, dir. Rama
Burshtein), to name just a few. The Oscar-winning Ida (2013, dir. Pawet
Pawlikowski) was also audio described and issued on DVD, with an AD
script prepared by the author of this article. Another, quite unique DVD
was also recently released. It includes the performances of the State
Folk Group of Song and Dance Mazowsze, a famous Polish group
established in 1948 with the aim of protecting the folk tradition from
destruction and promoting its richness and beauty (Fundacja Kultury
bez Barier, n.d.).

Becoming a member of the Polish Association of the Blind may also
facilitate access to audio described films on DVDs. Its Department of
Collections for the Blind has almost forty films with AD on offer (DZDN,
n.d.). Another option is joining the Online Film Club for the Blind
Train’. Created in 2012 at the initiative of the Masovian Association of
Work for the Disabled De Facto’, it aims to remove existing barriers
separating B/VIP audiences across Poland from free access to culture.
Once joining the “Train’ Club, B/VIP persons can rent films with AD free
of charge and exchange their opinions on the online forum after
watching them (De Facto, n.d.).

To conclude this section, data on the accessibility of cinemas needs be
provided. In Poland, there is no cinema that offers AD on a regular basis
yet. This stands in stark contrast to the UK, where more than 300
cinemas screen films with AD (RNIB, n.d.). An ideal situation would be
for the B/VIP people to attend cinemas together with their sighted
friends in a fully integrated manner, but that is still in an early stage of
development. For the time being, only sporadic screenings with AD are
on offer in Poland. While Imagine (2012, dir. Andrzej Jakimowski) paved
the way, other films were soon to follow, including Life Feels Good
(2013, dir. Maciej Pieprzyca) or Carte Blanche (2015, dir. Jacek
Lusinski), but that covered only a tiny fraction of the type and number
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of films open to the general public. Later, the New Horizons Cinema in
Wroctaw (KNH, n.d.) came out with a film proposal for the B/VIP
audiences, offering the screenings of recent Polish productions, such as
Gods (2014, dir. bukasz Palkowski) or A Grain of Truth (2015, dir. Borys
Lankosz). After that, the Katarynka’ Foundation launched ‘Adapter’ —
the first ever online cinema with AD. The viewers are invited to join the
online premiere screenings every Thursday, at 8 pm. The biggest Polish
titles, until now unavailable to the B/VIP audiences, can be accessed
for free, 24 hours a day, from home, via PC, laptop, tablet or mobile
phone (Adapter, n.d.).

There are a number of Polish film festivals that cater for the B/VIP
customers by offering AD. In 2013, the KaFFA Festival of films with AD
took place in Cracow (KaFFA, 2013). In 2015, a few audio described
films could also be found, for example, in the program of the Watch
Docs International Film Festival, one of the oldest and largest human
rights film festivals in the world (Watch Docs, 2015), or the Cinema in
Sneakers Festival, devoted to children and young viewers (Kino w
Trampkach, 2015). Another event equipped with AD is the Film Music
Festival in Cracow. Taking place in the presence of world-class directors
and composers, it is one of the most important festivals in the world of
film music. During the Festival many concerts are held, but it is the
final one that crowns the event with a film screening accompanied by
live music performed by an orchestra, choir and soloists. The Festival
organizers want to ensure that it is accessible to all spectators, and
therefore, thanks to the cooperation with the Seventh Sense
Foundation, they offer AD services. It has already accompanied
blockbuster films such as The Matrix (1999, dir. Andy Wachowski and
Lana Wachowski), Gladiator (2000, dir. Ridley Scott) and Star Trek
(2009, dir. J. J. Abrams) (FMF, 2015).

There are also events in Poland specially dedicated to B/VIP people.
Among them, the most popular ones are the Warsaw Cultural Week
without Barriers and the Plock Culture and Art Festival for the Blind.
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The first one is a unique event, during which the residents of Warsaw
and their guests can meet in theatres, exhibitions, workshops and
during film screenings. Everyone is welcome, especially those to whom
culture is not frequently accessible (WTKBB, n.d.). The latter event is a
national phenomenon. With many well-known artists, it attracts the
attention of hundreds of B/VIP people. This festival gives them “an
opportunity to recharge their cultural batteries for the whole year”
(Blinkiewicz, 2014).

4.3. Museums, theatres and operas

In Poland, special initiatives for B/VIP people in museums, theatres and
operas are starting to appear. Although not yet provided on a regular
basis, but rather as local initiatives, these kinds of services are slowly

growing in volume.

The greatest percentage rise in AD provisions is in museums. Several
museums are trying to increase the accessibility of their venues and
exhibitions by offering recorded audio guides, specifically designed for
their B/VIP guests. Other facilities provide signs and guides in Braille,
tactile paths, and the like.

During the last two years, four rooms of the Royal Castle in Warsaw
have been adapted to the needs of B/VIP visitors. With AD played
through headphones, they can now explore the Throne Hall, the Marble
Room, the King’s Bedroom and the Knights’ Hall. In 2014, nearly forty
works of art from the ‘Collection in Krélikarnia® exhibition were made
accessible to B/VIPs. Audio descriptions of forty of the most valuable
paintings in the Warsaw National Museum has also been recently
completed (Fundacja Kultury bez Barier, n.d.). B/VIP people may now
fully enjoy visiting such museums and galleries as the Chopin Museum,
Museum of the Warsaw Uprising, National Gallery of Art Zacheta’, all
located in Warsaw, the Regional Museum in Stalowa Wola, the Herbst
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Palace Museum or Art Museum in Lo6dZ, the Schindler’s Factory or
Museum of Contemporary Art MOCAK’ in Cracow, or the Silesian
Museum in Katowice. There are also museums, like the National
Museum in Warsaw or the Museum of Central Pomerania in Stupsk,
that make ADs to certain works of art available online at their websites.

The situation in museums seems positive on the whole; a certain
amount of AD is offered and some facilities are fully accessible. Even
though actual AD may not be provided everywhere, there are often
many additional services to choose from and they can be used by the
B/VIPs. An example confirming that various museums are opening
their doors to B/VIP people is the Night of Museums which took place
in 2014 in Biatystok. With several exhibitions accessible to their needs,
B/VIPs could enjoy this cultural event together with sighted visitors
(Chmiel & Mazur, 2014: 55).

Europe has many theatres equipped with AD, with the UK and France
being the leaders in performances (Ofcom, 2000: 4). Although the offer
is still limited compared to the UK, where more than one hundred
theatres provide AD (Ofcom, 2000: 4), availability of performances in
Poland is on the rise. To date, over seventy performances have been
made accessible to the B/VIP audiences. They are staged in various
theatres across Poland, for instance, in Bielsko-Biala (the Polish
Theatre), Cracow (the Juliusz Siowacki Theatre and the Helena
Modrzejewska Old Theatre), Katowice (the Silesian Theatre of the Doll
and the Actor ‘Ateneum’ and the Stanislaw Wyspianski Theatre of
Silesia), Ptlock (the Jerzy Szaniawski Dramatic Theatre), Poznan (the
Animation Theatre, the Tadeusz Lomnicki New Theatre and the Polish
Theatre), Warsaw (the Ateneum Theatre, the Baj Theatre, the Dramatic
Theatre of the Capital City of Warsaw, the Ekoteatr Theatre, the
Kamienica Theatre, the Comedy Theatre, the Tadeusz Lomnicki Theatre
of Wola, the Warsaw National Theatre, the Polonia Theatre, Arnold
Szyfman Polish Theatre, the Zygmunt Hlabner Powszechny Theatre, the
Rampa Theatre in Targéwek, the Roma Musical Theatre, the
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Rozmaitosci Theatre, the Studio Theatre and the Syrena Theatre), and
Wroctaw (the Polish Theatre) (CKWZ, n.d.; Fundacja Kultury bez Barier,
n.d.). From the above mentioned theatres, the Theatre Syrena in
Warsaw is the most innovative, as, starting from 2015, it will be the first
one in Poland to provide AD upon request to its spectators.

With regard to theatre performances, the AD track is often
complemented with an audio introduction (Al), a short piece of narrative
presented before the performance, providing relevant information from
the program and a description of the visual elements (for more on Als in
theatres see ADC, 2006; York, 2007). Other measures include touch
tours for B/VIP audiences organized before or after the show.

In Poland, B/VIP spectators have a very limited choice when it comes to
the performing arts, such as opera or ballet. Spain appears to be ahead
of other European countries, providing AD for opera performances for
its B/VIP audiences on a permanent basis (Matamala & Orero, 2007).
Nevertheless, Polish B/VIP viewers have already been invited to
experience two musicals: The Wizard of Oz and The Phantom of the
Opera; the former in 2012, at the Juliusz Stowacki Theatre in Cracow
(Red, n.d.), and the latter in 2014, at the Podlasie Opera and
Philharmonic in Bialystok (OIFP, 2014). They were also given the
opportunity to participate in the 6th Warsaw Cabaret Show, equipped
with AD thanks to the efforts of the Foundation for Culture without
Barriers (Fundacja Kultury bez Barier, n.d.).

4.4, Live events

Audio description is slowly starting to be introduced in other areas as
well. There are, for example, one-off live sports events accompanied by
AD. One took place in April 2015, where B/VIP persons could
participate in the famous Speedway Grand Prix racing contest held in
Warsaw (Stadion Narodowy, 2015a). Among the newest projects
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concerning Polish live AD is its implementation in football stadiums.
Thanks to the initiative of the Katarynka’ Foundation, ‘Sport without
barriers’, B/VIP football fans are now offered an AD track in stadiums
such as the Warsaw National Stadium, the Legia Warsaw Municipal
Stadium of Marshal Jézef Pilsudski, the Municipal Stadium in Wroctaw
or the PGE Arena in Gdansk. It has to be noted that AD in stadiums is
still a unique service. Next to sports facilities in the UK and Austria,
Polish stadiums are among only a few in Europe that have it on offer
(Stadion Narodowy, 2013).

Other live events accompanied by AD are concerts, both of classical and
popular music. Having performed on the biggest stages of the world, in
June 2015, Andrea Bocelli, the famous Italian opera tenor, sang to an
audience in Poland that including B/VIP people (Gazeta Wroctawska,
2015). One month later, in July 2015, fans of hard rock music could
attend the audio described concert of an Australian band, AC/DC,
which toock place at the National Stadium in Warsaw (Stadion
Narodowy, 2015b). Following the success of previous concerts
accompanied by AD in 2013 and 2014, the 2015 Orange Warsaw
Festival also carried this service. Selected events on the main stage of
the festival were described, with AD available on the frequency 95.1 FM.
It was free of charge to all persons who had a mobile phone equipped
with a radio and in need of the additional commentary (Orange Warsaw
Festival, 2015).

4.5. Other AD initiatives

Other innovative AD initiatives are constantly being introduced. For
example, those interested in the difficulties faced by B/VIP people can
visit the Invisible Exhibition in Warsaw and experience an interactive
journey into the invisible world, during which they would experience
how to cope in everyday situations without the aid of sight. Only the
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senses of hearing, smell and touch are involved. The guides working at
the exhibition are B/VIP people (Niewidzialna, n.d.).

Audio description is also present on the radio. Within the framework of
a project coordinated by the Audio Description Foundation, radio
programs with specially designed ADs to the works of art are broadcast
every two weeks by Radio Biafystok. Their aim is to bring visual art
closer to B/VIP children. Once broadcast, the programs are available on
the YouTube channel of the Audio Description Foundation (Fundacja
Audiodeskrypcja, 2011). Young B/VIP persons are also offered several
artistic workshops. One of the recent workshops is called Fairy Tales
without Barriers’. During weekly classes the children, together with
well-known artists from Wroctaw, invent a unique musical fairy tale to
be broadcast later by the MiniMini+ TV channel (Fundacja Katarynka’,
n.d.).

Blind and visually impaired adults are also catered for. The Seventh
Sense Foundation invites them to join workshops on art, history,
theatre and literature, accompanied by recitation and singing classes
(Fundacja Siédmy Zmyst, n.d.). Kuba Terakowski, coordinator of the
Blind People on Tandems’ project, encourages adults to take part in
bicycle rides across Poland (Terakowski, n.d.). The Foundation for
Culture without Barriers and Kulturo Foundation offer holiday tango
dance workshops for the elderly and the B/VIPs (Bednarek, 2015). The
Foundation for the Blind and Visually Impaired Vega and Medison
Wojciech Maj organize a week-long event called Days of Accessible
Culture, with a wide range of activities, from sightseeing to sports,
adapted to the needs of B/VIPs (Fundacja Vega, n.d.).

5. AD research and training

Presently, the pace and breadth of research on AD is experiencing a
remarkable boom. The number of essays, publications, monographs,
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doctoral dissertations and academic books devoted solely to AD has
grown significantly. AD is attracting increasing attention among Polish
scholars. Most research is done in departments of translation,
linguistics and/or cognitive psychology of such wuniversities as:
University of Warsaw, Jagiellonian University in Cracow, Adam
Mickiewicz University in Poznafn or Warsaw University of Social
Sciences and Humanities,

Proof of this interest is, for instance, the 2014 publication of the Polish
scholarly journal on Translation Studies, Przekladaniec, devoted solely
to AD. Also, a number of specialized conferences and debates on
Audiovisual Translation have been held, with panels dealing specifically
with AD, for example, the Audiovisual Translation without Barriers
conference, organized in 2008 by the University of Warsaw, the Points of
view in language and culture conference, organized in 2011 by the
Jagiellonian University in Cracow and the Interdisciplinary Approaches
to Translation ThATra’ conference, organized in 2014 by the Kazimierz
Wiellki University in Bydgoszcz. Another event was the Audio Description
and Education Symposium, held in Warsaw in September 2015. This
was the first international conference of its kind, focusing solely on the
education of B/VIP children. Drawing on the success of the previous
Intermedia conferences organized by the Intermedia: Audiovisual
Translation Research Group in 2007, 2013 and 2016, the next
audiovisual translation event of this kind will take place in 2017 in
Poznan (Intermedia, 2017).

Also, the need for training future audio describers is constantly on the
rise. It is said that, “a competent describer can summarize effectively,
describe colourfully and accurately and convey the verbal pictures in a
vivid yet objective manner” (Hyks qtd. by Orero, 2007: 119). When
asked about what it takes to create good AD, Krzysztof Szubzda, the
first Polish audio describer, said that for him “every film is like opening
the next Pandora’s box” (Szarkowska, 2008: 134). One production
differs from another and creates its distinct world. For instance, the
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Polish film Extras (2006, dir. Michat Kwiecifiski) required the audio
describer to find the way to both read the translations of Chinese texts
and describe the course of events. In The Wedding (2004, dir. Wojciech
Smarzowski), on the other hand, the greatest problem was the dynamic
plot full of vulgarity and odiousness which had to be followed. Although
every production appears to be quite a challenge to describe, when
creating AD, be it for young or adult viewers, an audio describer has to
concentrate, first and foremost, on making the final product enjoyable
to the audience.

In Poland, specialist courses in AD are offered by higher education
institutions, both at undergraduate and postgraduate levels. They are
provided, for example, in the form of seminars or workshops at such
universities as: University of Warsaw, Jagiellonian University in Cracow,
Adam Mickiewicz University in Poznan, Warsaw University of Social
Sciences and Humanities or University of Silesia in Katowice. Other AD
courses are conducted by companies offering the service in the form of
in-house training, by foundations promoting AD or by cultural
institutions, such as the Polish Film Institute or the National
Audiovisual Institute.

While in 2006 courses on AD were organized by only four countries: the
UK, Germany, Sweden and Italy (Jankowska, 2009: 241), they are now
present in many more. Still, further cooperation between academia and
industry would be invaluable. Nevertheless, the future of AD looks
promising. The development of this accessibility service is an ongoing
process, but it is already here, and it is here to stay.

6. Towards the future

In recent times we can observe the development of technology and the
impact it has on our lives. The move from analogue to digital technology
exerted a certain influence on the way we consume audiovisual
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programs nowadays. Recent developments show that the needs of not
only sighted users, but also of minority groups such as the B/VIPs, are
increasingly being catered for. Nowadays, B/VIP people can access
information in many different ways. Some of them use modified print
materials, others use Braille. But technological progress has led to yet

another alternative — mobile applications.

Currently, there are three projects running in Poland aimed at
developing applications that would facilitate access to culture for B/VIP
users. Two of them, Movie Guide Dog and AudioMovie, focus on cinema
accessibility. The former is a crowd-funded initiative of the Audio
Description Foundation and the latter is supported by the Polish
National Centre for Research and Development (MGD, n.d.; Uniwersytet
Jagiellonski, 2015). The third project, Open Art — Modern Art for All,
concentrates on the accessibility of museums. Its goal is to create an
innovative multimedia guide for mobile devices — smartphones and
tablets — that will enable access to works of art for people with hearing
and vision impairments and enhance the perception of art for people
with no sensory disabilities from Poland and abroad. Implementation of
this solution in museums and galleries across the country could
contribute to the elimination of social exclusion and promote the
experiencing of art in an integrated manner (Uniwersytet Jagiellonski,
2015).

7. Conclusion

In the field of AD, English-speaking countries such as the UK, the USA,
Canada and Australia “seem to be leading the rest of the world” (Diaz
Cintas & Anderman, 2009: 8). However, the European Union, as well as
individual European countries, have already taken various actions
aimed at raising awareness and fostering changes in order to improve
the lives of persons with sensory disabilities. In Poland, the AD tradition
cannot be viewed as being in its infancy, but there is still a lot to be
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done. Audio description opens a door which has remained closed for a
long time and although it will take a few years for it to become a
standard service in Poland, it is worth its cost.

The perspective of the paper is quite exceptional as the author is not
only an AD theoretician, but also a practitioner. Presently, she is writing
her doctoral dissertation on the quality of AD at the Autonomous
University of Barcelona, Spain, but she also works as a freelance
translator of specialized and audiovisual texts.

Agnieszka Walczak

Universitat Autonoma de Barcelona
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Practice Report

Creative Description: Audio

Describing Artistic Films*
Agnieszka Walczak

Audio description (AD) is a service
aimed at widening accessibility to the
media for all, especially for people with
sensory disabilities. It offers people
who are blind or have low vision “a
verbal screen onto the world” (Diaz
Cintas, Orero & Remael, 2007: 13). The
oft-quoted golden rule when preparing
AD for film is “what you see is what
you say” (Snyder, 2008, 2014). The
text is required for the text to be “as
objective as possible”; subjective or
qualitative judgments are deemed
“unnecessary” or “unwanted” (Rai et
al., 2010: 76). Employing technical

* This research was partially supported by the
European project Hybrid Broadcast Broadband
for All (HBB4ALL) from the FP7 CIP-ICT-
PSP.2013.5.1#021014. It is also partially
funded by the Catalan Govemment funding
2014SGRo27. I owe a great debt of thanks to
Dr Agnieszka Szarkowska and Wojciech Figiel
for their advice and critical comments, and to
Joanna Maria Kwiatowska for her help in
translating the Polish AD script into English
for the purposes of this report.

terms in an AD seript, such as camera
angles, “is discouraged and should only
be used very sparingly” (Rai et al.,
2010: 8). However, literal and
supposedly “objective” descriptions
may not present blind and wvisually
impaired users with an “experience
that is equal or equivalent to that of
sighted persons” (Udo & Fels, 2000:
179).

In order to give the audience
amore engaging and entertaining
experience, in this report I propose
anew type of AD for describing artistie
films: creative description (CRD). By
including emotive vocabulary and film
terminology in the AD script, “the feel
of the scene” (Udo & Fels, 2000: 181)
can be better recreated, and thus
increase people’s immersion in the
film.

CREATIVE DESCRIPTION

Creative descriptions have already
been employed in a wide variety of
media genres, including TV programs
(Fels et al., 2006b), films (Matamala &
Remael, 2015), theatre plays (Udo et
al., 2010) and fashion shows (Udo &
Fels, 2010). The studies have shown
that participants are in favour of the
unconventional solutions proposed by
the describers, be it a first-person AD
narrative (Fels et al., 2006a), AD with
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elements of film language (Fryer &
Freeman, 2012a) or AD based on the
screenplay (Szarkowska & Wasylezyk,
2014). Many users have expressed a
preference for CRDs, claiming that
“juicy and vivid descriptions” were
more entertaining for them and
enabled them to gain “a better
understanding of the motivations of
the characters” (Szarkowska, 2013:
384a).

This report examines a CRD
prepared for an artistic drama, The
Mighty Angel (2014), a Polish-
language production from the
acclaimed Polish director Wojciech
Smarzowski. The film is said to be “a
powerful and skilfully crafted tale of
aleoholism”, which portrays “the Polish
reality with grim, gritty, social-realism”
(Larsen, 2014). Smarzowski does not
spare the viewer nauseating images,
“you get to see all the puke, soiled
underwear, bar fights and pissing in
the street of real aleoholics” (IMDb,
2015). And those are the images that
blind and visually impaired audiences
should not be deprived of.

What follows is a presentation of
the CRD to The Mighty Angel written
by the author of this report and
consulted with a visually impaired AD
consultant. In order to prepare an
immersive AD that would sound

credible to the audience, the elements
of the original screenplay written by
Smarzowski were incorporated in the
seript. It was not copied, but served as
a point of reference. The challenges
encountered in the process were
grouped under two categories: the
language of the film and the language
of the AD. For the purposes of this
report the examples of the CRD have
been franslated from Polish into

English.

The language of the film

In what follows, I provide a brief
analysis of film techniques employed in
the film, along with examples
illustrating how they were handled in
the CRD.

The first example deals with
asequence of shots used by the
director to emphasize how repetitive
the life of an addict may become. His
actions are similar, if not the same —
the only element that changes is the
setting. This was marked in the seript
by the phrases “a series of shots” or
“cut-in shots” inserted before the
actual description of a scene:

[11 A series of shots. Jerzy drinks
successive shots of vodka. Only
the background changes: the
flat.. the hospital.. day..
night...
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[2] Cut-in shots from hospital Life:

epileptic  seizures... therapy
sessions... canteen...
breathalyzer...

The second example is a closed circuit-
video feed, a special camera technique
that allowed the audience to see the
patients from a detox centre while they
were receiving their treatment. It was

directly stated in the CRD:

View from a CCIV camera.
A hospital room. Jerzy is
tranquilized. He is lying on his bed,
tightly strapped down with belts.

Other film techniques frequently used
in the film were meant to highlight the
internal dilemma of the main character
(“a crane shot”) or to portray the world
from his ‘drunk’ perspective (“the
camera is spinning around Jerzy’s
head”). In one scene, in order to
intensify the visual effect and show an
addict’s craving for aleohol, the camera
simulated an intake of liquor. It was
rendered in the CRD as follows:

Jerzy empties the glass of vodka. The
camera, together with the liquor,
enters his mouth, passes by his teeth,
enters the abdominal cavity, and
goes into the intestine. Inside there
are bottles, cans, condoms, pieces of
rubbish, leftovers of food, and
cockroaches. Finally, light appears.

The camera goes out through Jerzy’s
ear and goes high into the air. Jerzy
is lying on the bed, naked, in the
foetal position. He’s trembling.

By incorporating the elements of
camerawork into the seript, the visual
style of the film was translated into
words for the audience. Although this
practice is rather uncommon for
conventionally written ADs, it has
already been shown that blind and
visually impaired audiences respond
positively to the use of cinematic
terminology in AD (Fryer & Freeman,

2012).

The language of description

The language used in the dialogues
throughout the film is particularly
strong and informal, with numerous
swearwords. ~ What
presents to his viewers is a brutally
realistic portrayal of alcoholism, often
depicted in graphie, unflinching detail.
In order to keep with the visual image,
vivid, emotional and blunt expressions
were incorporated into the CRD and
were used to describe the characters,
their actions and the scenes crucial to
the plot.

While a conventionally written
seript would use neutral descriptions of
characters, such as  “drunk”,
“drunkard”, “a bit drunk”, the CRD

Smarzowski
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prefers more colloquial language:
“tipsy”, “shitfaced”, “wasted”,
“hammered”. Such an intensified
vocabulary also added a touch of
realism to the actions of the characters:
“Jerzy barfs on the floor” or “Jerzy
pisses into the closet”. Moreover, the
CRD went for an explicit rendering of
the scenes:

[1] Joanna wakes up smeared in
shit, piss and vomit. She can’t
connect.

[2]1 The room is a pigsty. Jerzy is
lying on the bed like a wheezing
sack, drunk and covered in
puke.

This powerful verbal style intensified
the visual effect of the scenes and
added colour to the characters and
their actions. It presented the audience
with the stark and harrowing world of
aleoholism, giving them a fuller picture
of what was happening on the screen.

USERS’ REACTIONS
The film with CRD was shown to blind

and visually impaired users during an
informal screening at the premises of
the Vega Foundation for the Blind and
Visually Impaired in Kielee, Poland.
The screening was part of an event
called “Days of Accessible Culture”,
organized by the foundation in 2015.

Thirty six people took part, 15 men and
21 women, aged 21-69 years. All of the
participants were officially registered
as blind or visually impaired. They
were informed that the film would be
shown with AD, but no details as to the
“creative” nature of the AD were
provided beforehand (for detailed
comparative results on CRD and
standard AD see Walezak & Fryer,
2017).

In the semi-structured
interviews carried out after the
screening, many people expressed
favourable opinions of the CRD. Most
felt that the information about
camerawork was needed and did not
find it too technical. Many people
noted that the language of the AD was
informal, even wvulgar at times, but
perfectly intelligible and suitable for
this type of film. A woman with low
vision said, “The indecent language of
the AD conveyed the meaning of the
scenes, making the whole viewing
experience more credible.” A man with
low vision added, “This juicy AD was
excellent! The language created the
right atmosphere and made the story
real.” All agreed that the CRD was
“blunt, but at the same time more vivid
than the AD they are used to”, it
allowed for “better visualization of the
scenes” and simply “fitted the film.”
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The CRD was new to all the
participants. One of them even
commented, “I have not listened to
such an AD before, but if somebody
decides to watch this film, this is the
type of AD he should expect.” Although
men liked the CRD better than women,
overall a majority of the participants
(72 per cent) agreed or strongly agreed
that they would like to have CRDs for
such artistic films.

CONCLUSIONS

This report has discussed a new
approach to describing artistic films,
named here as CRD. Its aim was to
create an engaging AD by adding film
vocabulary and unsavoury descriptions
of the main elements of the AD -
characters, actions and scenes — in the
script. Such an AD allows the audience
to appreciate the film’s inherent
cinematic style and fully immerse
themselves in the story. Judging by the
users’  comments, they
enthusiastic about the CRD as it made
their experience authentic and, above
all, captivating. Their reactions
confirmed that not only wvisually
colourful films, but also dark and
realistic cinema, which is shocking
rather than diverting, lend themselves
to CRD.

were

AD standards (21st CCVAA,
2010; ADLAB, 2014) note that the
describer should not subjectively
interpret the images, but should
instead be like “the faithful lens of
acamera” (Udo & Fels, 2000: 1709).
However, this rule does not seem to be
applicable to artistic films. In the case
presented above CRD) added flavour to
the story, made it more realistic, and
thus, presumably, more congruent with
the director’s artistic vision. Therefore,
CRD is advocated by the author as an
alternative way of describing films
belonging to artistic cinema genres.
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This article presents a study that tested the impact of audic description (AD) style on dimensions
of presence (spatial presence, ecological validity, engagement, and negative effects) in blind and
visually impaired audiences. The participants were shown two fragments of a naturalistic drama
with two styles of description: ‘standard’ and ‘creative’. While the former followed the principle
of objectivity, the latter was an innovative type of AD that included elements of camera work and
subjective descriptions of the characters, their actions, and scenes crucial to the plot. The findings
show that the emotive AD prompted higher levels of presence for all participants. Overall, the
new AD style seemed more natural, especially to participants with recent sight loss. The results
suggest that creative scripts may stimulate presence and thus increase the chances of AD users

having a more immersive viewing experience.
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Accessibility, audio description, audiovisual translation, blind and visually impaired, creative

description, presence

Introduction

By ‘translating visual images into verbal descriptions’ (Braun, 2008, p. 14). audio description (AD)
makes audiovisual content accessible to everyone. especially people who are blind or visually
impaired (B/VIP). The success of AD “depends on how the transposition of visual material into
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words is handled’ (Taylor, 2014, p. 42). Existing codes of good practice suggest that the wording of
descriptions should be ‘as impartial as possible” and discourage the use of technical terms, such as
camera angles (Rai, Greening, & Leen, 2010, p. 8). Recent studies have shown. however. that audi-
ences respond positively to altemative versions of AD.

Fels, Udo, Ting, Diamond, and Diamond (2006) compared the reactions of B/VIP users to both
conventional third-person AD and unconventional first-person AD styles in an animated situation
comedy Odd Job Jack (2004, dir. Adrian Carter and Denny Silverthome Jr), produced by Smiley
Guy Studios in Canada. Their findings showed that the participants enjoyed the first-person AD
style most. Although they said that it made their experience with the show less trustworthy. in the
end they assessed it as more engaging and entertaining than the third-person AD.

Another altemnative AD using subjective, emotional vocabulary was prepared for a live produc-
tion of Hamler (Udo, Acevedo, & Fels, 2010; Udo & Fels, 2009). It focused on recreating the feel of
the scene. Theatrical conventions as well as non-traditional theatrical mediums were used to deliver
the complex vision of the director. The AD was written in a traditional Shakespearian form — jambic
pentameter — and delivered from Horatio’s point of view. The reaction of the B/'VIP audience was
positive. They found the new AD style enjoyable and entertaining.

Fryer and Freeman (2012a) prepared AD in two different styles to a fragment of Brief Encounter
(1945, dir. David Lean) and tested it with B/VIP users. One AD script was conventional and fol-
lowed the Ofcom guidelines promoting the description of “characters, locations, time and circum-
stances, any sounds that are not readily identifiable, on-screen action, and on-screen information’
(Ofcom, 2008, point A4.25). The other AD script was called ‘cinematic’. It intentionally contra-
dicted the Ofcom guidelines by incorporating specific film terminology. The feedback received
after the screening was favourable, with almost 70% of B/VIP users expressing a preference for the
‘cinematic’ AD.

Similarly, Szarkowska (2013) advocated a new AD style called ‘auteur description’ as a solution
to describe artistic cinema for B/VIP audiences. The novelty of this approach was that the AD
script relied closely on the screenplay of the film. The resulting description was abundant with
metaphors, neologisms, and descriptions of emotions. The new AD style was tested with B/VIP
users during a screening of Volver (2006, dir. Pedro Almodévar). Their opinions. in the great major-
ity, were positive. They found the ‘juicy and vivid descriptions’ entertaining and helpful in follow-
ing the plot (Szarkowska, 2013, p. 386).

This article follows previous investigations, but takes the analysis one step further. It chooses a
new film genre which has not yet been analysed before in scientific research on AD — a naturalistic
drama (Styan, 2002) — that aims at reproducing the reality as faithfully as possible, focuses on
ordinary people in their natural setting, and shows the dark side of human existence. The article
also presents an altermative approach to standard AD style called creative description (CRD).
Drawing on the concept of ‘autodescription’ posited by Kiinstler (2010). the CRD includes ele-
ments of film terminology and subjective descriptions of the main elements of AD: characters,
actions, and scenes. The resulting AD may therefore be viewed as a combination of ‘cinematic
description” introduced by Fryer and Freeman (2012a) and ‘auteur description’ proposed by
Szarkowska (2013). Our hypothesis was that the CRD would have a direct effect on the reception
of the film, giving B/VIP audiences the chance of a more engaging experience.

What follows is a brief summary of the research on the emotional reception of AD. A detailed
description of the methodology is subsequently presented, including the differences between the
standard and creative AD styles. After this, the results of the study are reported and, finally, conclu-
sions and suggestions for possible further research are forwarded as a way of drawing the article to
a close.



ANNEXES | 249

8 British Journal of Visual Impairment 35(1)

Emotional reception of AD

Early research into AD reception focused on user comprehension (Chmiel & Mazur, 2012; Romero-
Fresco & Fryer. 2013: Schmeidler & Kirchner, 2001; Walczak & Rubaj, 2014) rather than on the
impact A D may have on the quality of experience of AD audiences. Until now, only a few scholars
have addressed this issue.

Ramos Caro and Rojo Lopez (2014) have studied the influence of AD on the emotional response
of sighted and B/VIP users watching mainstream and avant-garde films. The AD under analysis in
their research followed the principle of objectivity. The results showed statistically significant dif-
ferences in emotional responses to the avant-garde film between the two groups, suggesting that
the existing guidelines on AD creation need to be revised as avant-garde films may require a less
detached approach to AD compared to mainstream productions. A further piece of research, con-
ducted by Ramos (2015), analysed the emotional experience of sighted and B/VIP users when
presented with three different stimuli: scenes with images and sound, scenes with sound only, and
scenes with AD. The author demonstrated that AD had the potential of triggering an intense emo-
tional reaction in both sighted and B/VIP audiences. She also suggested that the necessity to
describe the images for B/VIP audiences depends on the nature of the scenes: their visual aspects
and the emotions they convey. In her latest research, Ramos Caro (2016) has concentrated on the
emotional impact of language in AD. The aim of her study was to determine whether there are any
differences in the emotional reactions of sighted and B/VIP participants to materials with two dif-
ferent versions of AD: neutral and emotional. The results showed that the emotional version of AD
elicited a stronger emotional response in both user groups. This suggests that the language used in
AD should be carefully selected. especially in those scenes that rely closely on audio information.
In all the above-mentioned studies, the instruments used to measure the responses of participants
included a self-report questionnaire with items describing emotional states, heart rate measure-
ment, or a retrospective questionnaire.

In their research, Fryer and Freeman (2012b, 2013, 2014), on the other hand, focused on the
concept of presence. Defined as the ‘suspension of disbelief” (Slater & Usoh, 1993, p. 222) or
‘perceptual illusion of non-mediation’ (Lombard & Ditton, 1997, p. 9). presence is a subjective
experience of being in one environment, while physically situated in another. It allows for direct
comparison of experiences of users with a variety of sight conditions, including persons with visual
disabilities. In one of their studies, Fryer and Freeman (2012b) compared the presence levels of
sighted and B/VIP users watching the same clip in three different versions: no AD, *standard’ AD,
and ‘cinematic’ AD including film terminology. The study showed an interaction between AD
style, sight, and presence. Higher levels of presence were reported by B/VIP people watching the
clip with AD than by sighted people watching it with no AD. Similarly to Ramos Caro and Rojo
Lapez (2014), the authors signalled the necessity to revisit the current AD guidelines as the ‘cine-
matic’ AD tumed out to be highly engaging for the B/VIP users. In another study. Fryer and
Freeman (2013) explored the impact of verbal pictures and sound effects on the dimensions of
presence in sighted and B/VIP audiences. They observed that AD can influence the dimensions of
presence in different ways and, furthermore, that the levels of presence for B/VIP users may exceed
those of the sighted viewers when a stimulus is delivered with the appropriate AD style. Fryer and
Freeman (2014) also tested the impact AD has on presence levels when delivered with a human or
synthetic voice. The study was conducted with B/VIP users, and the main conclusion was that only
human voice AD can prompt higher levels of presence and enhance emotion elicitation. All these
studies showed the potential of presence as a tool for measuring the effectiveness of AD. This test
aims to verify that.
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Table 1. Partcipants’ distribution based on age registered as B/VIP and sight loss.

Age registered Sight loss Total
as B/VIP

Mild Considerable Complete
16 or 18 | 8 17 26 (72%)
20+ | 2 3 6 (17%)
30+ 0 2 | 3 (8%)
50 0 0 | 1 (3%)
Total 2 (6%) 12 (33%) 22 (61%) 36

B/VIP: blind or visually impaired.

Methodology

This section describes the participants involved in the study, the questionnaire prepared, the stimu-
lus used, and the procedure followed. All participants gave written consent. Ethical approval for
the study was given by the Universitat Autonoma de Barcelona, Spain.

Participants

Totally, 37 volunteers from Poland took part. One participant was excluded for being under
18years old. leaving the following sample: 36 participants (15 men and 21 women), aged 21—
69years (M=35.5, SD=12.36), all with impaired vision. Participants were recruited through
Polish foundations and organisations that support people with sight loss, for example, the Polish
Association of the Blind and the Vega Foundation for the Blind and Visually Impaired, and
through personal contacts. All of them were officially registered as visually impaired and stated
the age at which their registration took place. The majority had obtained their disability degree
certification at the age of 16 or 18 (72%). six people in their twenties (17%), three in their thir-
ties (8%). and one person at the age of 50. The participants were asked to identify themselves
as having mild (6%). considerable (33%). or complete (61%) sight loss (see Table 1). They also
stated whether the sight loss was congenital (67%) or acquired (33%) and reported the name of
their eye condition. Among people with congenital sight loss, retinitis pigmentosa, retinopathy
of prematurity, cataract, and glaucoma were most often mentioned as the cause of visual impair-
ment. People with acquired sight loss primarily reported retinal detachment and retinopathy of
prematurity.

To determine the visual acuity of participants more precisely, specific questions taken from the
Nerwork 1000 study (Douglas, Corcoran, & Pavey, 2006) were asked. They concerned light per-
ception, the ability to recognize friends, and to read. The scale is included in Appendix 1. Two
participants with mild sight loss reported they could see the shapes of fumniture in the room and
read a newspaper headline. One person reported they would be able to recognise a friend if they
were at arm’s length away. All participants with considerable sight loss, except for two, said
they could see the shapes of fumiture in the room. One person would be able to recognise a friend
if they were close to her face. five if they were arm’s length away. and two if they were on the other
side of the room. Six participants confirmed they were able to read a newspaper headline and one
a large print book. Totally, 15 of those participants who reported to have complete sight loss
declared they had no light perception, the remaining seven said they would be able to tell by the
light where the windows were.
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Measures

The demographic details, reported above, comprised gender, age. self-reported sight loss (mild,
considerable, complete), visual acuity specification, age when registered as visually impaired, and
the medical name of sight condition. Participants also stated their preference for the gender of
voice to deliver AD and rated their familiarity with AD, using a 5-point Likert scale (1=swongly
disagree and 5= strongly agree) to respond to the statement ‘I am familiar with AD’.

In order to judge the participants’ emotional experience. the Elicited Emotion Scale (Gross &
Levenson, 1995) was used. On a scale from 1 to 5, participants rated the greatest amount of a given
emotion experienced at any time during the clip (0= nor feeling even the slightest bit of emotion
and 5=rhe most you have ever felt in your life). Of the original 16 items, two relevant to this study
were chosen: Interest and Confusion.

The participants’ immersion in the presented material was measured with the ITC-Sense of Presence
Inventory (Lessiter. Freeman, Keogh, & Davidoff, 2001). It uses a 5-point Likert scale (| =szongly
disagree and 5= strongly agree) to assess four dimensions of presence: sense of physical space. engage-
ment, ecological validity, and negative effects. To avoid fatigue, it was presented in the short form as
in various other studies (e.g., Fryer & Freeman, 2014; Hammick & Lee, 2014). Three items were taken
from each of the positive subscales: sense of physical space (‘1 felt I was visiting the places in the
scenes’, ‘I had a sense of being in the scenes’, and °I felt surrounded by the scenes’), engagement
(*1 felt myself being drawn in’, I lost track of time’, and °1 paid more attention to the scenes than to my
own thoughts”), and ecological validity (‘the scenes seemed natural’, ‘the content seemed believable
tome’, and ‘I felt the environments were part of the real world’). A single question dealt with negative
effects: ‘I experienced sensations such as dizziness, disorientation, nausea, a headache, or tiredness’.
For the purposes of this study. one item — ‘eye strain’ — was removed from the negative sensations list.
At the end, participants had to declare. using a 5-point Likert scale (1 =szongly agree and 5=swongly
disagree). whether they would like to watch the whole film with the given AD style.

Before the end of the test. participants had to state whether they had previously watched the
film; if yes, if it was with or without AD. Finally, they were asked which AD version they pre-
ferred. There was also the opportunity to provide comments. All participants had the measures read
aloud and dictated their responses.

Stimulus

Two clips from The Mighty Angel (2014, dir. Wojciech Smarzowski), lasting approximately 12 min
each, were chosen for the study. Each clip presents two stories of people struggling with alcohol-
ism and makes narrative sense as a stand-alone piece. Clip | is about two addicted women, Joanna
and Mania, whereas Clip 2 shows how Terrorysta and Jerzy, the main protagonist, are fighting
against their alcoholic problems.

Two AD scripts were created. One with a ‘standard’ description (STAD), following the ‘what
you see is what you say’ (WYSIWYS) principle (Snyder, 2008) and the other with a CRD that
included elements of camera work and emotive language. The AD scripts were written by the first
author, a professional audio describer, in consultation with an AD target user. The two AD styles
were comparable in terms of text density, with 210 words of STAD versus 216 words of CRD for
Clip 1, and 215 words of STAD versus 224 words of CRD for Clip 2. The AD was recorded in a
professional studio and mixed with the film. A male Polish actor was chosen to read the text to
match the dark atmosphere of the film and suit the tone of personal confessions of characters dam-
aged by the addiction. Both texts were read with neutral intonation.
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Table 2. Extracts from the AD script for The Mighty Angel showing standard and creative AD.

Standard AD Creative AD

Characters  pljany (drunk) dzlabnlety (tipsy)
pljak (drunkard) naprany (shitfaced)
podpity (a bit drunk) nawalony (hammered)

Actions Joanna plje z butelkl. Joanna plje z gwinta.
(Joanna drinks straight from the botte.) (Joanna takes a swig straight from the bottle.)
Jerzy sika do szafy. Jerzy odlewa sle do szafy.
(Jerzy urinates Into the closet) (Jerzy pisses Into the closet.)
Jerzy wymiotuje na podioge. Jerzy puszcza pawla na podioge.
(Jerzy vomits onto the floor.) (Jerzy pukes on the floor.)

Scenes Przy blurku szef uprawla seks z |akas Szef posuwa przy blurku jakas cizle.
kobleta. (Standing by his desk, the boss Is banging
(Standing by his desk, the boss Is having some bird.)
sex with some woman.)
Joanna budz! sig, Jest ledwo przytomna. Ma  Joanna budzl sig posrana, poszczana |
bielizne umazang odchodaml. zarzygana. Nic nle skieja. Zero kontaktu.
(Joanna wakes up, she Is barely consclous. (Joanna wakes up smeared In shit, piss and
Her underwear s smeared In excrement.)  vomit She can't connect)
W pokoju batagan, na tozku Jerzy w Krajobraz po bitwle. W pokoju gigantyczny
wymiocinach. chlew, a na #62ku charczace, zapite |
(There 1s a mess In the room. Jerzy Is lylng  zarzygane $clerwo Jerzego.
on the bed covered In vomit.) (The room Is a pigsty. Jerzy Is lying on the

bed like a wheezing sack, drunk and covered
In puke.)
AD: audio description.

The main difference between the scripts lay in describing characters, their actions, and scenes

crucial to the plot. While the STAD opted for neutral, unmarked wording, the CRD deliberately
incorporated colourful expressions and intensified vocabulary, making the text more credible and
in line with the visual image. Table 2 shows fragments from two AD scripts side by side. The
English translation of the examples is also provided.

Given that the film deals with alcohol abuse, its editing appears to be chaotic in order to mirror
the nature of addiction. The pace of the storyline is dynamic, and temporal continuity is not pre-
served. Rather the action jumps backward and forward. and it is interspersed with digressions,
hallucinations, and philosophical reflections. Since at times, it was crucial to highlight the cam-
era’s point of view to Smarzowski’s audience, film terminology was not avoided in the CRD script.
Due to time constraints, other elements within the script were repositioned or rephrased to add an
extra layer of information about camera work. This included phrases such as *a series of shots” or
‘passages’ that emphasised how repetitive the life of an addict is, ‘to camera’ or ‘in front of the
camera’ to indicate when the characters were directly talking to the camera, ‘the camera spinning
around’ to present the world from a character’s “drunk’ perspective, ‘a crane shot’ to highlight the
intenal dilemma of a character, or *view from a CCTV camera’ to signal a shot from a different
perspective (for more examples, see Walczak, in press).

Procedure

Each participant watched both clips. one in each AD style, on a laptop, without headphones. The
viewing order and AD style was counter-balanced across the sample. As the visual rhythm of the
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Table 3. Mean scores for presence and other measures, comparing standard and creative AD.

Measure Mean scores Mean scores Significance
(standard AD) (creative AD)

Interest 4.36 444 638
Confusion 1.72 346 045

Spatial presence 379 393 048
Engagement 392 392 123
Ecological validity 4.65 1.03 .207
Negative effects 1.03 1.00 324

AD: audio description.

Table 4. AD style preference by gender.

Standard AD Creative AD Don't know Total
Male 2 13 0 I5 (42%)
Female 7 1 3 21 (58%)
Total 9 (25%) 24 (67%) 3 (8%) 36
AD: audio description.

clips was quite dynamic, with fast cuts, flashbacks. and other cinematic techniques used to create
a shifting range of perspectives, a short audio introduction, lasting around 30s, was played before
watching the clips. Although not particularly common in ADs for films yet (cf. Fryer & Romero-
Fresco, 2014; Romero-Fresco & Fryer. 2013; Szarkowska & Jankowska, 2015), the introduction
was added to give the viewers a hint as to how the story is constructed so that they could follow the
plot. The Polish audio introduction with its translation into English is included in Appendix 2.

Results

Analysis using Statistical Package for the Social Sciences (SPSS) showed a strong preference for
the CRD. In all, 67% of participants preferred it compared with 25% who preferred the STAD (8%
reported no preference). Interestingly, a chi-square test revealed a significant difference between
genders. Male participants were significantly more likely to opt for the CRD compared with female
participants (p=.044). Mean scores for all measures are shown in Table 3. Preference by gender is
shown in Table 4.

Unlike in Fryer and Freeman’s study, preference was not related to familiarity with AD (see
Table 5).

The preference for the CRD is explained by the presence measures. Participants reported higher
mean levels on all presence subscales (except negative effects) for the CRD style compared with
that of the STAD. These differences were significantly higher for spatial presence (p<.01). The
CRD was deemed significantly less confusing (M= 1.72) compared with the STAD (M=3.46)
(r=2.077, p=.045).

There was a significant negative correlation between preference for the CRD and how confus-
ing people found it (R=-.344, p=.04). A significant negative correlation was also found between
the length of time a person’s sight had *been that way’ and how confusing they found the CRD
(R=-.332, p=.05), suggesting that the CRD was less confusing to those who had lost their sight
most recently. A chi-square test between gender and how long a person’s sight had “been that way’



254 | IMMERSION IN AUDIO DESCRIPTION

Walczak and Fryer 13

Table 5. Preference by prior familiarity with AD.

| am used to listening Standard Creative Don't Toul

to AD (strength of AD AD know

agreement)

2 1 5 I 7 (19%)
3 1 4 2 7 (19%)
4 4 6 0 9 (25%)
Strongly agree 4 9 0 13 (37%)
Total 9 (25%) 24 (67%) 3 (8%) 36

AD: audio description.

was not significant (p=_422). Interestingly, in line with other studies (e.g., Cabeza-Caceres, 2013;
Fryer & Freeman, 2012a), enjoyment and comprehension were not related.

A one-way analysis of variance (ANOVA) comparing levels of presence between groups of dif-
ferent sight ability showed significant differences between groups for levels of spatial presence
(F=3.629, p=.038) and ecological validity for the CRD (F=4.887, p=.014). Levels of spatial
presence were significantly lower for people with no light perception (M=2.93) compared to those
who could make out shapes of fumniture in the room (M= 3.83). Similarly, for ecological validity,
participants with no light perception reported lower levels (M=4.36) than those who could tell by
the light where the windows are (M=4.97). There was no significant difference in levels of any of
the measures between those whose sight loss was congenital and those who had acquired sight loss.
A chi-square test showed no significant difference between sight ability and preference. Nor was
there any difference between preference and whether or not a participant had seen the film before;
the majority of participants (27/36) had not.

Levels of ecological validity for the CRD showed a significant correlation with the strength
with which participants agreed that they would like to watch the whole film with this style of AD.
There was no correlation between participants agreeing that they would like to watch the whole
film with this style of AD for any of the presence measures for the STAD.

Discussion

The study shows a positive response to the CRD among blind and visually impaired people. Of 15
male participants, 13 stated a preference for the clips with the new AD style. Female votes were
more balanced, with 11 opting for the creative version, 7 for standard. and 3 staying undecided.
This might be due to Smarzowski’s dark narrative style. full of ugliness and brutality, which may
be less appealing to women. One blind man noted, “The AD was succinct and to the point. The
language was strong, but it suited the film. I enjoyed this “spicy™ version a lot’. Another older blind
man commented, ‘There are many people struggling with alcoholism among the blind and they
have the right to be given a realistic description and “see” this harrowing world of addiction. This
AD could have been even gloomier!” A few female participants said that the CRD stirred their
imagination and created a more believable atmosphere, but others were more negative, assessing it
as too straightforward and realistic. A woman with low vision said, “AD should be more objective,
not that emotive’. Her visually impaired colleague argued, ‘Better such AD than none, but this
register is not the one I use in my everyday communication’. One blind woman pointed out that
although the AD matched the film, she would not like to watch this type of production again,
‘Smarzowski’s style does not appeal to me. He is too brutal in his vision’.
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Across the whole sample, the levels of spatial presence (I had a sense of ‘being in the scenes’)
and ecological validity (The scenes seemed natural) for the CRD were higher for people with light
perception. A likely explanation is that the CRD, thanks to the specific cinematic terminology and
precise language expressions, allowed for more effective use of residual vision, and thus greater
immersion in the clips presented.

Nevertheless, the CRD was new for all the participants, and this may be why it seemed more
confusing. People who were used to AD might not have expected to hear intensified vocabulary,
and this could have provoked certain disorientation. Besides, AD users do not usually encounter
any cinematic terminology in the scripts, and they might have found it too technical at times. But
perhaps, as also shown in the study by Fryer and Freeman (2012b), it was easier to follow the film
for participants with recent sight loss as their visual memory of cinematic effects was stronger. One
participant, who is blind, commented, *This new AD helped a lot. It provided many details without
which I wouldn’t be able to follow the film at all’. The correlation between ecological validity (The
content seemed believable to me) for the CRD and the willingness of participants to watch the
whole film audio described in this style shows that, presumably, the CRD made the story more
realistic, and thus more in line with the director’s artistic vision.

Conclusion and further research

This article presents a first analysis of the impact of AD style on the emotional experience of Polish
B/VIP users. Two styles of AD — “standard’ and ‘creative’ — have been assessed. They have been
applied to a naturalistic drama, a genre that has not been investigated in AD research before. From the
conducted study. it is possible to conclude that the creative style of description had a significant effect
on the emotional reception of the film by the audience. It obtained higher scores on all presence sub-
scales and was assessed more favourably by participants compared to the standard AD style.

Although this experiment is the first of its kind in the Polish context, it also has certain limita-
tions. The sample was younger than average compared with the typical blind population, but plau-
sibly reflective of the general audience for this director as his cinema is addressed to viewers with
demanding tastes that have possibly encountered the problems shown on the screen (Mindykowski,
2012). Although the sample was larger compared to most AD reception studies, the findings may not
translate to AD users from other countries. However. feedback from the participants confirmed that
B/VIP people in Poland appreciate when the audio describer goes for more creative solutions in his
text instead of strictly following the WY SIWY S maxim. Similar to the studies by Fryer and Freeman
(2012a) or Szarkowska and Wasylczyk (2014), the majority of users were positive about the new
AD style. It prompted higher levels of presence for all participants, which confirms that not only
visually attractive films, like Volver by Pedro Almodovar (2006) (Szarkowska, 2013), but also the
dark and naturalistic cinema of Wojciech Smarzowski work well with the CRD. Men liked the CRD
more than women, but overall the scenes seemed more natural to all and made it a preferable option
compared with the STAD. The novelty tummed out to be confusing though, probably due to the unex-
pected use of emotional language or cinematic terminology that participants might not have been
acquainted with. Nevertheless, participants with recent sight loss appeared to appreciate the CRD,
as shown in the levels of their spatial presence and ecological validity. Although audio describers
tend to ‘protect’ the audience. either from the cinematic technicalities or *harsh realities of what is
shown on screen’ (Fryer, 2016), the AD text seems to be at its best when it is in tune with the image
because, as such, it increases the chances of viewers having a more immersive experience.

As in the studies by Fryer and Freeman (2012b, 2013, 2014), presence measures proved effec-
tive for assessing the experience of the AD user. By focusing on reception. they seem to be a suc-
cessful tool for verifying the reactions of those to whom AD is mostly dedicated. Due to political
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comrectness, realistic images, violent scenes, or sexual acts can be described in a factual manner
(Chmiel & Mazur, 2014), but they also tend to be “silenced’ by the describers (Fryer, 2016). Future
research could explore AD for works containing such realistic elements and confront AD users
with it to check whether they would opt for censored or non-censored versions of AD. It would also
be interesting to compare their levels of presence after the screenings.
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Appendix |

Scale on light perception, the ability to recognise friends, and to read
1. Which of these best describes your sight with glasses or contact lenses if you normally use
them?

A: T have no light perception
B: I can tell by the light where the windows are
C: I can see the shapes of fumniture in the room

2. [Icanrecognise a friend by sight alone if . . .

D: I'm close to their face

E: I'm at arm’s length away

F: I'm on the other side of the room
G: I'm on the other side of the street

3. Tcan...

H: Read a newspaper headline
I: Read a large print book
J: Read ordinary newsprint

Appendix 2
The Polish audio introduction to The Mighty Angel with its translation into English

[Polish]

Rytm filmu jest hipnotyczny. Szybkie ujecia, nielogiczny ukiad scen. ciagle przebitki, retrospekcje.
Dzien miesza si¢ z noca, zaciera si¢ granica migdzy jawa a snem, bohaterowie pograzaja sig¢ w
alkoholowych odmetach.

[English]

The rhythm of the film is hypnotic. Fast shots, illogical scene composition, and continuous flash-
backs. Day becomes mixed with night, the border between reality and dreams becomes blurred,
and the protagonists are plunged into an alcoholic vortex.
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ABSTRACT KEYWORDS
This article presents a study that was aimed at assessing presence and Audiovisual

E g 2 = 3 3 translation; audio
emotional experience of blind and visually impaired users when exposed to description;
emotive and non-emotive content with Polish audio description (AD) presence; text-to-

delivered with two voices: human and synthetic. The results show that AD speedh; speech
narrated by a human prompted significantly higher levels of presence for vk“':";’f;::::’:::"d
drama and was assessed by participants as significantly more interesting and

less confusing. Presence rates for documentary were similar, with no
statistically significant differences in relation to AD voice type. Levels of
interest and confusion were comparable for both voices, with a slightly higher
result for interest for the clip with AD delivered by the synthetic voice. Overall,
the respondents preferred human-narrated AD for drama, but did not show a
preference between synthesized and human-narrated AD for documentary.
The findings are of direct practical relevance both to the industry and to
academia as they provide important information on how to select voices for
audiovisual productions in practice, and suggest that AD reproduced with a
synthetic voice is an effective and viable solution for voicing documentaries.

1. Introduction

In the last decade, there has been a rapid growth in initiatives increasing the accessibility of
audiovisual media. The provision of accessible products is now required by law both in the
USA (21st CCVAA. 2010; WBU, 2011) and in Europe (Directive 2010/13/EU, 2010). With
the amrival of new technologies. including hybrid broadcast broadband television (HBB4ALL.
2016), the digital divide between sighted and blind or visually impaired (B/VIP) audiences
may soon be significantly reduced. Particularly helpful in this context is audio description
(AD). a service that facilitates access to audiovisual media for all. and especially for B/VIP
users. In films, this verbal commentary is woven around the soundtrack with the aim of
describing characters. actions and scenes so that the viewers are able to follow the plot
(Maszerowska, Matamala, & Orero, 2014). Professionally prepared, AD can be voiced by
audio describers or voice talents (ADLAB, 2014). However, technological progress has led to
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an alternative to human voice AD — description reproduced by text-to-speech (TTS) software.
The growing sophistication of TTS applications (Cryer. Home, & Morley Wilkins, 2010) may
be the key to generating AD with maxinmum impact in a fairly limited time. and also lead to a
reduction of costs for broadcasters. Therefore, it would be useful to identify ways of
producing more for less. while beaning in mind the quality issue.

Although synthetic voices are widely used by B/VIP people (Caruso, 2012: Cryer et
al., 2010; Freitas & Kouroupetroglou. 2008). their application in AD delivery is still under-
researched. At the same time. it is important not to neglect the role played by the AD narrator.
As AD is received aurally by the audience, it carries more than purely semantic information.
Recent research has shown that relevant factors related to AD delivery include voice
characteristics (Femandez-Torné & Matamala, 2015). the prosody of the narrator’s voice
(Iglesias Fernandez. Martinez Martinez. & Chica Nufiez, 2015; Fryer & Freeman 2014) and
the speed of narmration (Cabeza-Caceres, 2013). Therefore. it appears to be critical that the type
of voice — natural or artificial — be properly selected for audiovisual content delivery. As
noted by Rameos (2015) and Ramos Caro (2016) in her studies, the reception by users may
vary depending on genre. The present research will examine this issue.

To the authors’ best knowledge. this is the first study to measure the impact of Polish
AD. delivered by a human and synthetic voice, on the emotional experience of B/VIP
audiences. Compared to other tests, the novelty of this research lies in its methodological
approach Firstly. it compares synthesized and human-narrated descriptions directly with each
other, not in isolation; secondly. the evaluation is performed for emotive and non-emotive
content; thirdly. the study is not limited to reporting on users’ preferences and opinions. but
aims to check how AD voice type affected their emotions.

This paper begins with a review of related work. focusing on relevant findings on the
reception of the vocal delivery of AD. but also describing the measurement tools used for
evaluating users’ responses. Then it moves on to explain the methodological aspects of the
study. Subsequently. the results are presented. followed by a discussion and conclusions. The
paper ends by examining the implications of the findings for AD practice.

2. Related work

Research on the reception of vocal delivery of AD by B/VIP users is still in its infancy.
though it has received some attention in recent years. Szarkowska (2011) examuned the
application of TTS AD in Poland. In her experiment. the participants were shown a domestic
feature film with the AD read by the synthetic voice ‘Ewa’ from Ivo Software. Although most
users preferred natural speech. many were willing to accept TTS AD as an interim solution if
it led to an increase in AD output. This study. the first of its kind in Poland, pointed to the
untapped potential of TTS AD and paved the way for subsequent projects. Drozdz-Kubik
(2011) analysed the application of TTS AD to a dubbed feature film Maczyiska (2011)
combined TTS AD with audio subtitling for a non-fiction film Walczak and Szarkowska
(2012) tested TTS AD for an educational animation series for children and Szarkowska and
Jankowska (2012) applied TTS AD to a foreign fiction film with Polish voice-over. All these
studies show that natural voices are generally rated higher than synthetic voices, but also
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indicate that users are ready to accept synthesized narrations.

More recently. Fernindez-T omé and Matamala (2015) worked with Catalan audiences
and tested the feasibility of implementing TTS AD to dubbed feature films. They studied
voice assessment, but focused on elements linked to user-reception and not the dimension of
mtelligibility. Although human-voice AD obtained higher scores in the tests and is still the
preferred way of voicing films, users’ feedback on TTS AD was also positive. Most of them
accepted Catalan TTS AD as an alternative solution to AD narrated by a voice talent.

Of particular importance to this research is the study conducted in Japan and the USA
by Kobayashi. Fukuda, Takagi, and Asakawa (2009) and Kobayashi. O’Connell. Gould.
Takagi. and Asakawa (2010). Their findings show that human-namrated descriptions are
recommended for entertainment videos. whereas ADs delivered by TTS technologies are
more suitable for instructional or documentary materials. Similarly. Fryer and Freeman (2014)
concluded that human-voice AD may be more important for the audiences when accessing
emotive content. such as drama, compared with purely informative genres. such as
documentary. The present study attempts to test this conclusion. but in order to address its
objectives, proper measurement tools were needed.

Previous research into AD reception has mainly used questionnaires with AD-specific
questions. For example. Chmiel and Mazur (2012) based their study on user preferences as to
the wording of AD. Treating study respondents as the AD “customers™, they asked them to
express their opinions on the descriptions of facial expressions and gestures, on explicitness
and implicitness in AD or on the use of intertextual references in the scripts. In addition to
preference questions. they tested comprehension of audio described scenes. Walczak and
Szarkowska (2012), in turn. relied solely on comprehension questions. They carried out tests
with B/VIP children showing them audio described educational animation series. In a post-
questionnaire they asked their audiences questions about the elements mentioned specifically
in the AD.

Several studies have explored the emotional impact of AD. Ramos and Rojo (2014)
measured the emotional response of the sighted and B/VIP audiences to the audiovisual
stinmli with AD through self-response questionnaires. Ramos (2015) and Ramos Caro (2016)
used in her research studies two instruments: (1) a validated self-response questionnaire — the
Positive and Negative Affect Schedule — for measuring participants’ subjective emotional
response, and (2) a heart rate monitor for tracing the physiological component of emotions.
The above mentioned studies focused on analysing three target emotions: fear. sadness and
disgust.

Our aim on the other hand. was to not elicit particular emotions. but to assess the
entire experience of the AD audiences. To this end, presence measures were used. Defined as
‘the suspension of disbelief” (Slater & Usoh. 1993) or as “a user’s subjective sensation of
being there’ (Barfield. Zeltzer. Shenidan & Slater. 1995). presence is the illusion of being
located somewhere other than the physical environment. It is an experiential quality metric
employed to evaluate broadcast and virtual environment media systems (Lessiter. Freeman
Keogh & Davidoff, 2001). Its effectiveness for gauging the reactions of B/VIP audiences to
audiovisual stimuli has already been shown in various previous works (Fryer & Freeman
2012, 2013, 2014; Walczak & Fryer, 2017). This study follows suit. But it also included two
items from the Emotion Elicitation Scale (Gross & Levenson. 1995) for participants to report
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their subjective emotional response to the stimuli presented. Of the 16 items from the original
scale, two relevant to this study were selected: interest and confusion. They were included as
the efficacy of AD is often measured by comprehension. but it has been suggested that
comprehension may compete with interest. through over-explicitation. and confusion may
arise where AD has a negative effect on comprehension (Fryer, 2013). Both items could also
provide useful insights on the links between comprehension. general engagement and
presence.

3. Methodology

With the aim of exploring the impact of AD, delivered by a human voice (HV) and
reproduced by TTS software. on presence and emotional response in B/VIP users watching
the content from two different genres: drama and documentary, the following hypotheses
were formmlated:

(1) AD users would report higher levels of presence for HV AD for drama. but similar
levels of presence for HV and TTS AD for documentary:

(2) AD users would be more interested and less confused when watching drama with
HV AD, but their levels of interest/confusion would be similar for HV and TTS AD
for documentary;

(3) AD users would show a preference for HV AD for drama. but no preference
between HV and TTS AD for documentary.

The following subsections describe the study participants involved, the video samples
used, the delivery voices chosen. the questionnaire drafted and the procedure applied. The
study received ethical approval from the Universitat Autonoma de Barcelona. Spain. All the
participants gave their written consent.

1.1. Participants

Participants were recruited through Polish organisations supporting people with sight loss,
such as the Association of the Blind or the Vega Foundation for the Blind and Visually
Impaired, and through personal contacts. This resulted in the following sample: 36 people
(58% female, 42% male), aged 18-69 years (M = 37.5, SD = 12.80). The age range was not
restricted because we wanted to study a wide spectrum of AD and/or TTS system users to
check whether the acceptance of synthetic voices varies according to age. All participants
were officially registered as visually impaired. They identified themselves as having mild
(8%). considerable (31%) or complete sight loss (61%). Table 1 shows a more detailed
distribution of the participants based on sex and sight loss.
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Table 1. Participants’ distribution based on sex and sight loss.

Sight loss Women Men Total

Mild 1 2 3 (8%)
Considerable 8 3 11(31%)
Complete 12 10 22 (61%)
TOTAL 21 (58%) 15 (42%) 36 (100%)

All participants but one, a sixty-three year old. use a PC or laptop at home. and all
have an Internet connection at home. Thirty-three participants (92%) stated that they used
text-to-speech software regularly. one sometimes and two never. To the statement ‘T am used
to listening to AD’. 22 participants (61%) agreed or strongly agreed, eight (22%) were
undecided. and six (8%) disagreed. When asked about the gender of AD delivery voices. the
majority of participants (72%) stated that the choice depends on the programme. six people
(17%) opted for a male voice. and four (11%) said it did not matter. As for the type of AD
delivery voices, most participants would choose a human voice (78%). six people (17%)
stated that it depends on the programme. one participant voted for a synthetic voice. and one
said that it did not matter to him.

1.2. Video Samples

Two clips from a drama Charlie and the Chocolate Factory (2015, dir. Tim Burton), and two
from a documentary Encounters at the End of the World (2007. dir. Werner Herzog) were
chosen for the study. The clips were stand-alone in their nature and thus could be played
interchangeably without the need to watch the whole film in order to understand them Each
clip lasted approximately 10 minutes and contained three audio tracks: original (English).
voice-over (Polish) and AD (Polish). Voice-over and AD scripts were produced by
professionals, recorded and mixed in a professional studio (for more on synchronising foreign
language dialogue with AD see Szarkowska and Jankowska. 2012, 2015a. 2015b).

Fragments from the drama contained a mix of emotions. One was about the main
character — Charlie — not receiving the ticket to the chocolate factory. the other showed how
Charlie won the factory, and how Willy Wonka gained a family. The clips presented two
independent stories. The events were simple but the locations changed quickly. and therefore
the AD was needed to guide the audience. The density of AD was similar for both clips (546
vs 561 words respectively).

Fragments from the documentary were similar in nature, both concerning the sea
world that divers were exploring. The AD was quite dense for both clips. introducing a lot of
information so that the audience could immerse themselves in the content. The density of AD
was similar for both clips (365 vs 387 words respectively).
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1.3. Delivery Voices

In Poland, in a vast majority of foreign films, the translation of dialogue is done through
voice-over and read out by a male voice talent on top of the original voices (Szarkowska &
Jankowska, 2015b). Many nmitilingual films that have been made accessible to Polish
audiences with visual impairment contain a combination of voice-over and AD. Since the
original voices heard in the background of all the clips used in this study were mostly male, a
male voice talent was chosen for the voice-over tracks. In order for the AD to be
distinguishable to the users. it was delivered by a woman This solution also allowed for a
viewing experience similar to the one which the participants are used to.

For each clip. two versions were created: one with a human voice reading the AD. the
other with a synthetic voice reading the AD. The female human voice was chosen by a
professional recording studio. The female synthetic voice “Ewa’ (from Ivo Software) was
selected to match the female human voice in accent and timbre as closely as possible. For
information on AD voice distribution for each clip by genre, see Table 2.

Table 2. AD voice distribution for each clip by genre.

Film Genre Clips AD Voice
Drama Clip1 Human
Synthetic
Clip2 Human
Synthetic
Documentary Clip1 Human
Synthetic
Clip2 Human
Synthetic

1.4. Measures

A specially devised questionnaire was divided into three parts. The first part. reported in
subsection Parficipants. gathered data about the participants, including their gender. age,
vision impairment. computer and Internet usage. familiarity with TTS software and AD. and
general preferences for AD delivery voices.

The second part aimed to check the participants’ presence levels and subjective
emotional response. Presence levels were measured with the ITC-Sense of Presence Inventory
(Lessiter et al., 2001). It assesses four dimensions of presence: Spatial Presence (e.g. ‘I felt I
was visiting the places in the scenes’), Engagement (e.g. ‘I felt myself being drawn in’),
Ecological Validity (e.g. ‘the scenes seemed natural’). and Negative Effects (‘I experienced
sensations such as dizziness, disorientation. nausea, headache, or tiredness’). For ease of use,
the questionnaire was presented in the short form as in other studies (e.g. Hammick & Lee.
2014; Fryer & Freeman, 2014; Walczak & Fryer, 2017). with three items from each of the
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positive subscales and a single question for negative effects. Responses were provided using a
S-point Likert scale (1 = strongly disagree: 5 = strongly agree). Two questions from the
Emotion Elicitation Scale (Gross & Levenson, 1995) assessed interest and confusion
Participants rated. on a 0-3 scale, the greatest amount of an emotion experienced at any time
during the clips (0 = “not feeling even the slightest bit of emotion’; 5 = ‘the most you have
ever felt in your life’).

The third part of the questionnaire was intended to establish the preferences of the
participants concerning the type of AD delivery voices. specifically for drama and
documentary.

1.5. Procedure

After completing the first part of the questionnaire. participants watched two scenes from a
drama and two scenes from a documentary (four clips in total). The order was
counterbalanced across the sample. such that one clip from each genre (drama and
documentary) was presented with a HV AD and one with a TTS AD. Each combination was
presented equally often to ensure that the same number of participants received a given
condition order. Measures assessing presence levels and emotional response were taken after
each clip. They were followed by a question regarding preferences for AD delivery voices.
All the participants had the questions read aloud by the researcher and they dictated their
responses.

The participants completed the test individually. Each session lasted about one hour
and was designed to resemble as closely as possible a viewing experience in a domestic
setting. The clips were played on a laptop and the participants were not wearing headphones.
They sat at the same distance from the screen as they would normally sit at home.

4. Results

For the sake of clarity. the results are presented separately for items measuring presence and
for items eliciting emotional response. Results for questions addressing users’ preferences for
AD voice types are summarised in the last subsection.

4.1. Results for presence

A repeated measures ANOVA showed that there was a significant main effect of AD voice
type for Engagement (F (1.34) = 5.86. p = .021). This was also the case for Spatial Presence
(F (1.34) = 27.486. p < .001) and Ecological Validity (F (34.1) = 92.238. p < .001). The
interaction between AD voice type and genre was significant for all three positive presence
subscales: Engagement (F (1.34) = 41.35, p < .001). Spatial Presence (F (34.1) =56.54. p <
.001) and Ecological Validity (F (1.34) = 17.407, p < .001). Negative Effects were the same
(extremely low) for all clips. regardless of condition
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For drama with HV AD. the mean levels for the three positive presence subscales:
Engagement. Spatial Presence and Ecological Validity were higher compared to drama with
TTS AD (Figure 1). Paired sample t-tests showed that drama with HV AD was significantly
more engaging (t = 8.96. p < .001), gave a stronger feeling of “being in the scenes’ (t =
10.396. p < .001) and seemed more ‘natural’ and ‘believable’ (f = 2.85, p < .001) than the
same clip with TTS AD.

Figure 1. Mean levels of presence measures for drama by AD voice type.
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For documentary. both with HV AD and TTS AD, mean presence levels were similar
(Figure 2). Although slightly higher for the clip with HV AD. the differences were not
significant for any of the positive presence subscales: Engagement (f = 1.011, p = 319),
Spatial Presence (f=2.403. p = .022), Ecological Validity (t=1.06, p = 297).

Figure 2. Mean levels of presence measures for documentary by AD voice type.
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These results held. regardless of whether the participants had congenital or acquired
sight loss. Bivariate comrelations and paired sample t-tests showed no significant associations
between any of the presence measures and age. self-reported sight loss (mild. considerable,
complete), and famuliarity with TTS software or AD.

4.2. Results for emotional response

A repeated measures ANOVA showed a significant main effect of AD voice type on interest
(F (1.34) = 6,923, p = .013). Although there was no main effect of genre on interest (p =
.387). there was a significant interaction between genre and AD voice type (F (35.1)=11.24,
p=.002).

The participants assessed drama with HV AD as more interesting than with TTS AD
(Figure 3). Paired sample t-tests showed the difference in the level of interest between the two
clips was significant (t = 3.873, p < .001). Moreover, interest for drama with HV AD was
significantly correlated to levels of Spatial Presence (»r = .836. p < .001) and Engagement (rr =
478. p=.029). Somewhat surprisingly. the means show that documentary with TTS AD was
found to be more interesting than documentary with HV AD (Figure 4). The differences.
however. were not significant (t=-1.14. p= 263).

There was a significant main effect of genre on confusion (F (33, 1) = 11278, p =
.002). AD voice type had no significant main effect on confusion (p = .128); the interaction
between AD voice type and genre was not significant (p = .131). The means show that drama
with TTS AD was rated as the most confusing clip of all (Figures 3 and 4). It was
significantly more confising than the same clip with HV AD (f = -2.907, p = .006). For the
documentary. the difference in levels of confusion was not significant (t=-1.16. p = 254).

Figure 3. Mean levels of interest and confusion for drama by AD voice type.
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Figure 4. Mean levels of interest and confusion for documentary by AD voice type.
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The following factors had no effect on interest or confusion: age. self-reported sight
loss (mild. considerable. complete). and familiarity with TTS software or AD.

4.3. Results for AD voice type preferences

All participants apart from one — blind man. aged 28. experienced TTS software user — agreed
or strongly agreed that they would like to watch the whole drama with HV AD. The
participants were a lot more sceptical, however. about watching the drama with TTS AD.
Twenty-nine people (81%) were against. of whom 17 (59%) were strongly against. Only
seven users (19%) agreed — one strongly — that they would like to have the AD read by a
synthetic voice when watching the film All of them were regular TTS software users. with
high or very high AD experience. Detailed results for AD voice type preferences for drama
are summarised in Table 3.

Table 3. Preference for AD voice type for drama.

Would you like to watch the whole  Drama with Drama with

drama with this AD voice? HV AD TTSAD
Strongly disagree 1(3%) 17 (47%)
Disagree 0 (0%) 12 (33%)
Don’t know 0 (0%) 0(0%)
Agree 24 (67%) 6 (17%)
Strongly Agree 11 (30%) 1(3%)
TOTAL 36 36
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For documentary. the results did not differ that nmch compared to drama. When asked
whether they would like to watch the whole documentary with HV AD. all participants but
one — a 39-year-old man with mild sight loss — agreed (97%). of whom 26 people strongly
agreed (74%). Somewhat surprisingly. out of 36 participants, 31 (86%) were eager to watch
the documentary also with TTS AD. Three people (8%) — two females in their forties. one
blind, the other with considerable sight loss, and one 26-year-old man with considerable sight
loss — were not in favour of the idea. although all three declared that they were regular TTS
users. Two people (6%) remained undecided. Detailed results for AD voice type preferences
for documentary are presented in Table 4.

Table 4. Preference for AD voice type for documentary.

Would you like watch the whole Documentary Documentary
documentary with this AD voice? with HV AD with TTS AD
Strongly disagree 0 (0%) 0 (0%)
Disagree 1(3%) 3 (8%)

Don’t know 0 (0%) 2 (6%)

Agree 9 (25%) 23 (64%)
Strongly Agree 26 (72%) 8(22%)
TOTAL 36 36

5. Discussion

This paper presents the first study to deal with the impact of Polish AD on presence and
emotional response in B/VIP audiences. Its main goal was to compare the experience of
watching content from two different genres — drama and documentary — with AD delivered by
a human and synthetic voice.

Comparing synthesized and human-narrated ADs, the results show that AD read by a
human prompted significantly higher levels of presence for drama. Presence rates for
documentary, on the other hand, were similar. with no statistically significant differences in
relation to AD voice type. These results are in line with previous research carried out by
Kobayashi et al. (2009, 2010) and Fryer and Freeman (2014), who found that TTS AD is
suitable for non-emotive content. This appears to be true also in the Polish-language context.

Further analysis of the results showed that drama with HV AD was more interesting
and less confusing than with TTS AD. The likely explanation is that the clip with TTS AD
was the least congruent of all as it combined a naturalistic dialogue with synthetic-sounding
AD. In the case of documentary. the mean scores were similar for confusion. reaching below
1.5 on a 5-point scale for both voices. Interestingly, participants reported slightly higher levels
of interest for documentary with TTS AD than for the same clip with HV AD. This finding
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was quite unexpected, but shows that sometimes even a human-voiced clip may not obtain the
highest score from users as all of them have their own subjective preferences.

Lower scores for the synthetic voice may be related to various factors. One of them is
sound mixing, which was widely commented on by the study participants. A partially sighted
man noted that ‘AD has to be intelligible. especially in foreign films where one has to follow
many sound tracks.” A blind woman added: ‘the AD track cannot be too loud as otherwise I
am focusing on the voice instead of “watching” the film’ This concurs with the AD
guidelines, which emphasise that the volume of the AD track needs to be balanced with the
original soundtrack (e.g. BCIL 2005: Ofcom. 2008; Rai. Greening. & Leen. 2010). This was
also mentioned by Szarkowska (2011), who pointed to the importance of volume parameters,
especially when the AD script is read over the diegetic or non-diegetic sound of the film.

The synthetic voice might have been graded lower also due to its qualities. Most of the
study participants noted the lack of vocal modulation, which they considered vital in
conveying the mood of a scene. Many also paid attention to pitch and timbre. Some
complained about monotonous intonation, claiming that they would prefer it to match the
scene and be varied rather than flat. This is consistent with other studies which have shown
that intonation may affect users’ enjoyment (Cabeza-Caceres, 2013) and that users are in
favour of non-neutral vocal delivery of AD (Iglesias Femandez et al., 2015). However. as
Kobayashi et al. (2010) point out. the emotion of TTS voice needs to be properly chosen as
otherwise the viewing experience may not be improved, but significantly damaged.

Although TTS AD obtained significantly lower scores for drama. it should be noted
that. overall, the scores were not abnormally low. In the case of documentary. TTS AD scored
almost the same as HV AD. Compared to the study by Kobayashi et al (2010). where the
participants commented on the poorly-pronounced TTS ADs, Polish users complimented their
quality. Some were even unsure whether they were listening to a human or synthetic voice
during the test. which shows how sophisticated artificial voices have already become.

In terms of accepting AD delivered by a synthetic voice, the participants’ preferences
changed constderably in the course of the study. Initially more than two thirds (78%) declared
they would choose a human voice for reading AD. irrespective of the genre. When asked
about the preferences towards the end of the study. 31 people (86%) said that they were
willing to watch the documentary with TTS AD and seven (19%) — drama with TTS AD.
These results concur with the findings of the recent research conducted by Fernandez-Torné
and Matamala (2015). where 94% of the participants accepted TTS AD as an alternative
solution to human-namrated AD. and most of them agreed on applying TTS AD to
documentaries.

6. Conclusion

The main objective of this paper was to assess. by means of subjective measurements. the
presence and emotional response of B/VIP users when exposed to more emotive and less
emotive content with AD delivered with two types of voice: human and synthetic. The study
was camied out in the Polish-language context. The data obtained supported the hypotheses.
Statistically significant differences between Iuman-namrated and synthesized ADs were
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observed in all items under analysis for drama. For documentary, the results were comparable
for both voice types. Overall. the respondents preferred AD voiced by a human narrator for
drama, whereas for documentary they were willing to accept AD delivered by either of the
two voices.

This experiment follows previous studies on TTS AD. but it is the first of its kind that
measures the presence and emotional response of Polish users with visual impairment. Most
of the earlier researchers based their conclusions on participants’ preferences or their
comprehension scores. We aimed to assess the entire experience of the B/VIP audience.

However, there are several factors that need to be considered when evaluating the
results of the present research. First. although the size of the sample was sufficient to achieve
significant results and can be considered large compared to previous reception studies in the
field. it would be necessary to expand the sample, not only in Poland. but also abroad, to
corroborate the findings. Secondly. the measurement tools used to assess presence and
emotional response of participants were self-report questionnaires. Although they proved to
be successful. which is consistent with the findings of other previous tests (Fryer & Freeman
2012, 2013, 2014; Walczak & Fryer, 2017). it would be advisable to combine them with
objective measurements to obtain a clearer picture of the phenomena. They could be
complimented by previously validated instruments. such as heart variability (Appelhans &
Luecken 2006). galvanic skin response (Ward et al.. 2002) or cortisol secretion (Sgoifo et al..
2003). Thirdly. although observed differences across genre were statistically significant, they
are small in absolute terms. A future study should include a greater number of clips to
determine whether the present results generalize to other genres. In addition, the analysis was
only performed for foreign films with Polish voice-over. Future research should take greater
care to ensure that other languages and modalities. such as dubbing or audio subtitling, are
taken into account. Finally. the present study demonstrates significant results for 10-minute
long clips. It remains to be determined whether these differences hold true for longer
productions.

All in all the results are promising. Although this was a study conducted only in
Poland. it holds out a possibility that TTS AD could be accepted as a permanent solution for
voicing documentaries also in different countries and thus lead to a higher number of
audiovisual products accessible to B/VIP users.

The results also carry important implications for AD practice. With all the efforts
being undertaken to make audiovisual products accessible, an increase in costs for
broadcasters is inevitable. However, TTS AD may be a solution to guarantee the time- and
cost-effectiveness of AD production. Speech technologies have already alleviated many
barriers, providing access to information or social activities. With continuing technological
advances on the horizon synthetic voices may soon become almost natural sounding. In the
present experiment. participants assessed AD with two different voice types across genre. It
therefore provides important information on how to select AD voices for audiovisual
productions in practice, and suggests that TSS AD is an effective and viable solution for
delivering informative content.
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Annex 2: Research documentation

2.1 Ethical Commission form

Ethical Commission is based at the Universitat Autonoma de Barcelona. The form to
request permission for tests with users has the questions in Catalan, but the replies are

in English.

Informacio requerida pel CEEAH de la UAB

1. Titol del projecte de recerca

Hybrid Broadcast Broadband for All (HBB4ALL)

2. Breu descripcio del projecte

One of the prominent challenges of the coming years will be the multi-platform
delivery of audio-visual content (anytime, anywhere, any device), be it a broadcast or
an Internet service. Hybrid delivery platforms such as connected TVs and two-screen
solutions enable a cost-efficient and convenient delivery of access services for those
who need them. The elderly and people with various disabilities rely on subtitles,
audio description, dialogue enhancement or sign interpretation. Customizing to

personal preferences shall be possible within predetermined limits.

Hybrid TV has the potential to increase the availability of audio description (AD) and
to offer a choice of style, tailored to user preference. Such an increase may lead to
a rise in cost to broadcasters. It is useful therefore to identify ways of producing more
for less. To this end, the UAB will test user response to a number of AD variables. The
intention is to identify key elements of AD so that describers can use limited time

effectively in generating AD with maximum impact.
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» Area del procediment: ANTROPOLOGIA/SOCIOLOGIA

3. Dades de l'investigador responsable
Agnieszka Walczak
agnieszka.walczak @uab.cat

Tel.: 935818916

4. Objectius del procediment d'experimentaciéo amb humans
Descriure els principals objectius que es pretenen assolir amb la realitzacidé d'aquest

procediment d'experimentacio (3500)

The overall objective of HBB4ALL is to become a major platform/player in the
e-inclusion economy currently taking place, fostering the future market take-up while
satisfying the diverse interests of all societal groups. Therefore, the proposed testing
consists of several studies aimed at verifying user responses to a number of AD
variables. The objectives of each study, methodology and hypotheses are presented in

the Attachment: HBB4ALL AD.

[attachment: HBB4ALL AD]

5. Metodologia del procediment d'experimentacio

Descriure breument la metodologia emprada justificant les dades, mostres biologiques
1 0 respostes conductuals obtingudes de les persones sota experimentacio (3500)

The proposed testing consists of several studies aimed at verifying user responses to
a number of AD variables. The objectives of each study, methodology and hypotheses

are presented in the Attachment: HBB4ALL AD.

[attachment: HBB4ALL AD]


mailto:agnieszka.walczak@uab.cat
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6. Informacio a les persones participants

S'annexa un full d'informaci6 del projecte de recerca que inclou de forma entenedora
els objectius de la investigacid, els investigadors/res responsables i la forma d'obtenir
facilment més informacio?

SI/NOo

[attachment: HBB4ALL INFORMATION SHEET]

S'annexa un full de consentiment informat signat per l'investigador/a 1 la persona en
qiiesti6 on queda clarament expressat que la participacid és voluntaria, que es podre
retirar en qualsevol moment sense donar explicacions, que disposa de la informacio
suficient 1 que en el cas d'estar sota tractament aquest no es veur? afectat de cap forma?
SI/ NS

[attachment: HBB4ALL INFORMED CONSENT FORM]

7. Compensacio

Esta previst algun tipus de compensacié per la participacio en el projecte?

St/ NO

Si la resposta es Si, explicar i justificar-ne les caracteristiques, la quantia (si és
econ?mic) i l'adequacié amb el risc /0 molestia ocasionats al subjecte participant)

(3500)

8. Gestio i emmagatzematge de les dades obtingudes
Esta prevista 'anonimitzacié de les dades obtingudes?
SI/NOo

Si la resposta es Si, explicar les activitats realitzades (3500)

The questionnaires will be filled in anonymously by participants. However, they will
be asked some general questions about their sex, age, type of visual impairment, etc.

Data from the study will be used in reports and academic articles related to this project.
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Esta previst I'emmagatzematge de les dades en un servidor segur?
SI/NO
Si la resposta es Si, donar detalls del procediment de seguretat (3500)

Data collected in the course of the study will be stored on the Nebula server. Nebula is

the space for collaborative work on documents as well as a repository for documents.

9. Feedback

Esta prevista alguna forma de feedback a les persones participant un cop
finalitzat el projecte?

SI/ NS

Si la resposta es Si, quina? (3500)

The participants will be given access to the project reports and academic articles

produced in relation to the study.
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2.2 Information Sheet

[English version]
INFORMATION SHEET

Hybrid Broadcast Broadband for All (HBB4ALL)

The main objective of the present experiment is to test and analyze the responses of the blind
and partially sighted audience to a number of AD variables.

The whole experiment comprises of several elements. Each of them will consist in fulfilling
the following tasks: you will be shown excerpts from audio described films and then asked to
answer a few questions from a corresponding questionnaire. You will have a personal assistant
who will help you write down your answers in the questionnaire sheets.

Your participation in the experiment is absolutely voluntary. You can discontinue your
involvement in the study at any time without prior justification. This shall have no
repercussions or negative consequences of any sort.

The questionnaires will be filled in anonymously. However, you will be asked some general
questions about your sex, age, type of visual impairment, etc.

Data from the sessions may be used in reports and academic articles related to this project. If
you have any questions, please ask the researcher before you complete this form.

The researchers involved in the experiment are Agnieszka Walczak and Pilar Orero. The
person responsible for the experiment is Agnieszka Walczak. Feel free to contact her at any
time at: agnieszka.walczak(@uab.cat, MRA 126, UAB Campus. Tel. 935818916.

If you are still willing to participate, please initial the following statements, and sign and date
the following sections:

1 I confirm that I have read and understood the information given for this
research or have had the information read to me, and have had the
opportunity to ask questions.

2 I consent to take part in the research sessions.

Name of Participant Date Signature

THANK YOU for your help!
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[Polish version]

FORMULARZ INFORMACYJNY

Hybrid Broadcast Broadband for All (HBB4ALL) — Telewizja Hybrydowa dla
Wszystkich

Zapraszamy do wzigcia udziatu w badaniu naukowym, ktéore ma na celu zbadanie Panstwa
opinii na temat filmoéw z audiodeskrypcja.

Badanie bedzie sktadac si¢ z kilku czesei. Najpierw zostang Panstwo poproszeni o wypelnienie
kwestionariusza osobowego. Nastepnie obejrza Panstwo fragmenty filmow. Po kazdym z nich
beda Panstwo proszeni o odpowiedzenie na kilka pytan. W wypelnianiu kwestionariusza
pomoze Panstwu badaczka lub wolontariusz.

Uczestnictwo w badaniu ma charakter dobrowolny. W kazdej chwili moga Panstwo
zrezygnowac z dalszego udzialu w badaniu i nie pociagnie to za sobg zadnych negatywnych
konsekwencji.

Wszystkie informacje, ktore zawrg Panstwo w kwestionariuszu bedg anonimowe. Zostang
Panstwo jednak proszeni o podanie podstawowych informacji, takich jak: pte¢, wiek, rodzaj
wady wzroku itp.

Wyniki badania mogg zosta¢ wykorzystane w raportach i publikacjach naukowych zwigzanych
z projektem. Wszelkie pytania nalezy kierowaé do osoby przeprowadzajacej badanie.

Osobg przeprowadzajaca i odpowiedzialng za badanie jest doktorantka Agnieszka Walczak
z Uniwersytetu Autonomicznego w Barcelonie. Dodatkowe pytania zwigzane z badaniem
mozna kierowa¢ pod adres e-mail: agnieszka.walczak(@uab.cat, adres korespondencyjny:
MRA 126, UAB Campus lub numer telefonu: 935818916.

Jesli decyduja si¢ Panstwo na udziat w badaniu, prosze¢ odpowiednio uzupetni¢ ponizsze pola:

1  Potwierdzam, ze zapoznalem(-tam) si¢ z przedstawionymi informacjami,
sq one dla mnie zrozumiale i mialem(-tam) mozliwos¢ zadawania pytan.

2 Wyrazam zgode¢ na udzial w badaniu.

Imig i nazwisko uczestnika Data Podpis

Dziekujemy za udzial w badaniu!
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2.3 Informed Consent Form

[English version]

INFORMED CONSENT FORM

Title of the project:

Hybrid Broadcast Broadband for All (HBB4ALL)

I, (first name and last names) , hereby
declare that I:

- have read the Information Sheet and the Informed Consent Form provided by the
researchers

- have received sufficient information about the experiment, I understood it and I agree
to it

- have had the opportunity to ask questions about the experiment

I have talked to Agnieszka Walczak and:

- T understand that my participation in the experiment is voluntary

— Tunderstand that my personal data will remain anonymous

- I understand that I can discontinue my involvement in the experiment at any time
without prior justification, and that in doing so I shall not suffer any negative
consequences

I shall hereby declare my free will to participate in the experiment.

Date
Signature of the participant

Signatures of the researcher(s)
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[Polish version]

SWIADOMA ZGODA NA UDZIAL W BADANIU

Tytul projektu:

Hybrid Broadcast Broadband for All (HBB4ALL) — Telewizja Hybrydowa dla Wszystkich

Ja, (imi¢ i nazwisko),
niniejszym oswiadczam, ze:

- zapoznalem(-tam) si¢ z Formularzem Informacyjnym i Swiadoma Zgoda na Udziat
w Badaniu;

- uzyskatem(-tam) pelne informacje o badaniu i sg one dla mnie zrozumiate;

- miatem(-tam) mozliwos¢ zadawania pytan dotyczacych badania.

Po rozmowie z badaczka, Agnieszka Walczak, mam §wiadomos¢, ze:

- moj udzial w badaniu jest catkowicie dobrowolny;

- moje dane osobowe pozostang anonimowe;

- moge wycofa¢ si¢ z udzialu w badaniu w kazdej chwili 1 nie pociagnie to za sobg
zadnych negatywnych konsekwencji.

Niniejszym wyrazam zgode na udziat w badaniu.

Data:

Podpis uczestnika:

Podpis badacza:



ANNEXES | 287

2.4  Questionnaire

[English version]
QUESTIONNAIRE

Personal Details Sheet

ID number

Male/Female

Q1. Would you describe yourself as having no/some/considerable useable vision?

Q2. Areyouregistered:
Blind Yes/No
Partially Sighted Yes/No

If yes, at what age were you registered?

Q3. Which of these best describes your sight with glasses or contact lenses if you

normally use them?

A: I have no light perception
B: I can tell by the light where the windows are

C: I can see the shapes of furniture in the room

I can recognise a friend by sight alone if....
D: I’m close to their face

E: ’'m at arms’ length away

F: I’m on the other side of the room

G: I’'m on the other side of the street.

Ican...
H: Read a newspaper headline
I: Read a large print book
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Q4:

Qs:

Q6:

Q7:

Q8:

Q9:

Q10:

Ql11:

Q12:

J: Read ordinary newsprint

NONE OF THE ABOVE

How long has your sight been this way?

Please state the medical name of your eye condition, if known.

Is your eye condition congenital or acquired?

Please state your age:

Do you use a PC or laptop at home? Yes/No
Do you have an internet connection at home? Yes/No
Do you use text-to-speech software regularly/sometimes/never?

To what extent do you agree with the following statement on a scale of 1-5?
(where 1= strongly disagree, and 5=strongly agree)

“T am used to listening to Audio Description” 1-2-3-4-5

If you had a choice, which AD voice would you choose:
- male/ female/ depends on the program/ doesn’t matter

- human/ synthetic/ depends on the program/ doesn’t matter
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Research questionnaire (1)

Al | Where 1 means “you did not feel even the slightest bit of the emotion”, and 5 means 1-2-3-4-5
“the most you have ever felt in your life”, what was the greatest amount of
INTEREST you felt at any time during the film?
A2 | Where 1 means “you did not feel even the slightest bit of the emotion”, and 5 means 1-2-3-4-5
“the most you have ever felt in your life”, what was the greatest amount of
CONFUSION you felt at any time during the film?
B Where 1 means “strongly disagree”; and 5 means “strongly agree” how do you rate
the following statements:
B1 I felt myself being drawn in 1-2-3-4-5
B3 I lost track of time 1-2-3-4-5
B5 | The scenes seemed natural 1-2-3-4-5
B9 | Ifelt I was visiting the places in the scenes 1-2-3-4-5
B11 | The content seemed believable to me 1-2-3-4-5
B15 | Ifelt the environments were part of the real world 1-2-3-4-5
B17 | I paid more attention to the scenes than to my own thoughts (e.g. personal 1-2-3-4-5
preoccupations, etc)
B18 | I had a sense of ‘being in the scenes” 1-2-3-4-5
B25 | I felt surrounded by the scenes 1-2-3-4-5
N1 I experienced sensations such as dizziness, disorientation, nausea, a headache, or 1-2-3-4-5
tiredness
C4 | Have you seen this film before? -No
-Yes, no AD
- Yes, with AD
C5 | Where 1 means “strongly disagree”; and 5 means “strongly agree”, please state 1-2-3-4-5
whether you would like to watch the whole film with this AD style/voice?
C6 | Do you have any comments on the AD you have heard?

You are about to watch another film clip

but first take a moment to clear your mind of all thoughts, feelings and memories.
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Research questionnaire (2)

Al | Where 1 means “you did not feel even the slightest bit of the emotion”, and 5 means 1-2-3-4-5
“the most you have ever felt in your life”, what was the greatest amount of
INTEREST you felt at any time during the film?
A2 | Where 1 means “you did not feel even the slightest bit of the emotion”, and 5 means 1-2-3-4-5
“the most you have ever felt in your life”, what was the greatest amount of
CONFUSION you felt at any time during the film?
B Where 1 means “strongly disagree”; and 5 means “strongly agree” how do you rate
the following statements:
B1 I felt myself being drawn in 1-2-3-4-5
B3 | Ilost track of time 1-2-3-4-5
B5 | The scenes seemed natural 1-2-3-4-5
B9 | I felt I was visiting the places in the scenes 1-2-3-4-5
B11 | The content seemed believable to me 1-2-3-4-5
B15 | I felt the environments were part of the real world 1-2-3-4-5
B17 | I paid more attention to the scenes than to my own thoughts (e.g. personal 1-2-3-4-5
preoccupations, etc)
B18 | I had a sense of ‘being in the scenes” 1-2-3-4-5
B25 | Ifelt surrounded by the scenes 1-2-3-4-5
N1 I experienced sensations such as dizziness, disorientation, nausea, a headache, or 1-2-3-4-5
tiredness
CS5 | Where 1 means “strongly disagree”; and 5 means “strongly agree”, please state 1-2-3-4-5
whether you would like to watch the whole film with this AD style/voice?
C6 | Do you have any comments on the AD you have heard?

Thank you!
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[Polish version]
KWESTIONARIUSZ

Kwestionariusz osobowy

Nr osoby badanej

Mgzczyzna/Kobieta

P 1. Opisal(a)by Pan(i) siebie jako osobe z catkowitym/ znacznym/ umiarkowanym

ubytkiem widzenia?

P2. Czy ma Pan(i) orzeczony stopien niepetnosprawnosci ze wzgledu na wzrok?
Jesli tak, jaki: znaczny/ umiarkowany/ lekki?

Ile mial(a) Pan(i) lat, kiedy wydano orzeczenie?

P 3. Ktére z ponizszych stwierdzen najlepiej opisuje Pana(-i) zdolno$¢ widzenia w

okularach lub soczewkach kontaktowych (jesli ich Pan(i) uzywa)?

A: Nie mam poczucia $wiatta
B: Mam poczucie $wiatta

C: Widzg ksztalty mebli w pokoju

Rozpoznaj¢ wzrokiem znajoma osobe, jesli...
D: Jestem blisko jej twarzy

E: Jestem od niej na wyciagniecie reki

F: Jestem po drugiej stronie pokoju

G: Jestem po drugiej stronie ulicy

Potrafie...
H: Przeczyta¢ naglowek w gazecie
I: Przeczyta¢ ksigzke z powigkszonym drukiem

J: Przeczyta¢ gazete czarno drukowsg

ZADNE Z POWYZSZYCH
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P4: 0Odjak dawna utrzymuje si¢ taki stan Pan(i) widzenia?

P 5.  Czy zna Pan(i) medyczng nazwe¢ swojego schorzenia? Prosze podac.

P 6: Pan(i) wada wzroku jest nabyta czy wrodzona?

P7. Wiek:
P 8. Czy w domu korzysta Pan(i) z komputera/laptopa? Tak/Nie
P9. Czy w domu ma Pan(i) tacze internetowe? Tak/Nie

P 10. Jak czesto korzysta Pan(i) z syntezatora mowy?

Regularnie/Czasami/Nigdy

P 11. Prosze oceni¢ w skali od 1 do 5, w jakim stopniu zgadza si¢ Pan(i) z ponizszym
stwierdzeniem:
»Mam do$wiadczenie ze stuchaniem audiodeskrypcji”. 1-2-3-4-5
(1 oznacza nie mam w ogole doswiadczenia, 5—mam bardzo duze

doswiadczenie)

P12. Gdyby mial(a) Pan(i) wybor, jaki gltos do czytania audiodeskrypcji by Pan(i)
wybral(a)?
- meski/ zenski/ to zalezy od programu/ wszystko jedno

- ludzki/ syntetyczny/ to zalezy od programu/ wszystko jedno
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Kwestionariusz badawczy (1)

Al | Prosze¢ oceni¢ w skali od 1 do 5 poziom ZAINTERESOWANIA podczas ogladania 1-2-3-4-5
filmu (1 oznacza nie bylem(-am) w ogodle zainteresowany(-a), a 5-bylem(-am) bardzo
zainteresowany(-a))

A2 | Prosze¢ oceni¢ w skali od 1 do 5 poziom ZDEZORIENTOWANIA podczas ogladania 1-2-3-4-5
filmu (1 oznacza nie bylem(-am) w ogble zdezorientowany(-a), a 5-bytem(-am)
kompletnie zdezorientowany(-a))

B Prosze oceni¢ w skali od 1 do 5, w jakim stopniu zgadza si¢ Pan(i) z ponizszymi
stwierdzeniami (1 oznacza zdecydowanie si¢ NIE zgadzam, a 5-zdecydowanie si¢
zgadzam):

Bl Film mnie wciggnat 1-2-3-4-5

B3 | Stracitem(-tam) poczucie czasu 1-2-3-4-5

B5 | Sceny filmu wydawaly si¢ realistyczne 1-2-3-4-5

B9 | Czutem(-tam), ze znajduje si¢ w miejscach ukazanych w filmie 1-2-3-4-5

B11 | Treé¢ filmu wydawata si¢ wiarygodna 1-2-3-4-5

B15 | Czulem(-tam), ze przedstawiona w filmie sceneria jest czgscia realnego swiata 1-2-3-4-5

B17 | Skupiatem(-tam) si¢ bardziej na filmie niz na wtasnych myslach (np. prywatnych 1-2-3-4-5
troskach itp.)

B18 | Mialem(-lam) poczucie, ze jestem ,,w $rodku wydarzen” ukazanych w filmie 1-2-3-4-5

B25 | Czutem(-tam) si¢ pochloniety(-a) przez wydarzenia ukazane w filmie 1-2-3-4-5

N1 | Odczuwatem(-tam) zawroty gtowy, dezorientacje, mdtosci, bol glowy lub zmgczenie 1-2-3-4-5

C4 | Czy ogladal(a) Pan(i) wczesniej ten film? - Nie

- Tak, bez AD
- Tak, z AD

C5 | Czy chcial(a)by Pan(i) obejrze¢ caty film z audiodeskrypcja czytang w tym stylu/tym 1-2-3-4-5
glosem? (1-zdecydowanie nie; 2-raczej nie 5S—zdecydowanie tak)

C6 | Czy ma Pan(i) komentarze do ustyszanej audiodeskrypcji?

Za chwile obejrzy Pan(i) kolejny fragment filmu.
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Kwestionariusz badawczy (2)

Al | Prosze oceni¢ w skali od 1 do 5 poziom ZAINTERESOWANIA podczas ogladania 1-2-3-4-5
filmu (1 oznacza nie bytem(-am) w ogdle zainteresowany(-a), a 5-bylem(-am) bardzo
zainteresowany(-a))

A2 | Prosze oceni¢ w skali od 1 do 5 poziom ZDEZORIENTOWANIA podczas ogladania 1-2-3-4-5
filmu (1 oznacza nie bytem(-am) w ogole zdezorientowany(-a), a 5-bytem(-am)
kompletnie zdezorientowany(-a))

B Prosze oceni¢ w skali od 1 do 5, w jakim stopniu zgadza si¢ Pan(i) z ponizszymi
stwierdzeniami (1 oznacza zdecydowanie si¢ NIE zgadzam, a 5-zdecydowanie si¢
zgadzam):

Bl Film mnie wciagnat 1-2-3-4-5

B3 | Stracitem(-tam) poczucie czasu 1-2-3-4-5

B5 | Sceny filmu wydawaly si¢ realistyczne 1-2-3-4-5

B9 | Czutem(-tam), ze znajduje si¢ w miejscach ukazanych w filmie 1-2-3-4-5

B11 | Tres¢ filmu wydawata si¢ wiarygodna 1-2-3-4-5

B15 | Czulem(-tam), ze przedstawiona w filmie sceneria jest czgscia realnego §wiata 1-2-3-4-5

B17 | Skupialem(-tam) si¢ bardziej na filmie niz na wtasnych myslach (np. prywatnych 1-2-3-4-5
troskach itp.)

B18 | Miatem(-tam) poczucie, ze jestem ,,w $rodku wydarzen” ukazanych w filmie 1-2-3-4-5

B25 | Czutem(-tam) si¢ pochloniety(-a) przez wydarzenia ukazane w filmie 1-2-3-4-5

N1 | Odczuwalem(-tam) zawroty gtowy, dezorientacje¢, mdtosci, bol glowy lub zmgczenie 1-2-3-4-5

C5 | Czy chciat(a)by Pan(i) obejrze¢ caty film z audiodeskrypcja czytang w tym stylu/tym 1-2-3-4-5
glosem? (1-zdecydowanie nie; 2—raczej nie 5—zdecydowanie tak)

C6 | Czy ma Pan(i) komentarze do ustyszanej audiodeskrypcji?

Dziekujemy!
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3.1 Study 1: AD style

CLIP 1: Standard AD script [Polish version]
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POD MOCNYM ANIOLEM
AUDIODESKRYPCJA
FRAGMENT 1: AD STANDARDOWA

[00:00] (dosc¢ szybko) Terapeutka wychodzi na korytarz. Tam trwa bdjka

Mani i Joanny. Wokét wianuszek pacjentéw. Personel szpitala

rozdziela kobiety.

JOANNA: Niech wypierdoli Pan jg stad!

MANIA: Wez sie!

MIETEK: Co jest, kurwa! Co sie stato!? Co jest!?
MANIA: Chuja sie stato!

MIETEK: Spokdj!

KATARZYNA: O co poszto?

MANIA: O zzyne, kurwa, poszio!

JOANNA: Zajebata mi profil.

MANIA: Ja ci kurwa zajebig! Ja ci kurwo tak zapierdole

[00:24] (szybko) Swietlica.

... ty szczoto!



296 | IMMERSION IN AUDIO DESCRIPTION

MANIA: Byto to 21 grudnia 1985 roku. Obudzitam sie w $rodku nocy. Miatam strasznego kaca.
Pocitam sie i cata sie trzestam. Nie miatam ani grosza. Wiedziatam, ze mdéj
$pigcy w sgsiednim pokoju maz ma pienigdze. Znalaztam 50 ztotych.

[01:00] (szybko) Melina. Mania przeszukuje kieszenie pijanego meza.
Bierze banknot, idzie do nocnego, kupuje szampana.

MANIA: Poczutam sie znacznie lepiej. Ale niespodziewanie przyszta mi do gtowy mys$l, ze
przydatby mi sie zapas na reszte nocy.

SKLEPOWA: Co podac?

MANIA: Pojawita sie we mnie charakterystyczna odwaga i juz nie zachowujgc zadnych
srodkéw ostroznosci, a nawet brawurowo zapalajgc w przedpokoju Swiatto,
S$miato wesztam do mieszkania i wyjetam z kredensu butelke soku
malinowego. Bratam pod uwage, ze moge mocno usna¢ i chciatam, gdyby
rano maz sie obudzit wczesniej i zastat stojgcg przy moim tapczanie butelke,
zeby pomyslat, Ze to jest czysty sok. Ra... rano wprawdzie mgz nie zauwazyt
ani butelki, ani ze musiatam wychodzi¢ do nocnego, ale zauwazyt... kurwa...

KATARZYNA: Uspokd;j sie.

MANIA: ...brak 50 ztotych, o co zaczat mie¢ gtosne pretensje.

[02:19] Maz brutalnie gwalci Manie. Stoi z tytu, szarpie jg za witosy.

[02:27] Pijany kolezka.

MEZCZYZNA: lle ci zabrata?

[02:30] Maz odpycha Manie. Zaktada slipy, podcigga spodnie.

MAZ MANI: 50 ztotych.

[02:48] Maz siada przy stole. Obok niego pijany kolezka, w kacie $pi inny
pijak.

[02:58] Maz do Mani.
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MAZ MANI: Posprzataj.

MANIA: Ubratam sie, spakowatam i tak zaczeta sie moja widczega po kraju, ktéra tak
naprawde byta, kurwa, gigantycznym pijackim ciggiem. Jest mi bardzo przykro,
ze zostatam okradziona z mojego zycia i ze zaraz ustysze moje, kurwa...

KATARZYNA: Uspokdj sie!

MANIA: ...od tej pizdy i nie wiem, czy to przezyje.

KATARZYNA: Uspokdj sie!

JOANNA: To kurwa, to ja zostatam okradziona i ...jesli stysze, ze kto$ czyta o moim to sie
normalnie wkurwiam!

KATARZYNA: Wyrzuce was zaraz! Czytaj.

[03:41] Joanna czyta.

JOANNA: Byto to w potowie listopada 1997 roku. Obudzitam sie 0 3 w nocy i bytam w
straszliwym stanie. Kac byt okropny, bo ja caty poprzedni dzien pitam.

[03:58] (dos¢ szybko) Noc. Pokdj w bloku. Joanna nie moze zasngg¢, co i
rusz gasi i zapala lampke.

JOANNA: Bytam kompletnie bez pieniedzy. Mieszkatam z siostrg i jej mezem i
przeczuwatam, Zze szwagier ma pienigdze...

[04:12] Joanna grzebie w marynarce szwagra, wyjmuje portfel.

JOANNA: ...bo szwagier zawsze miat pienigdze, bo on w ogdle nie pit. Nie widziatam,
jaki to banknot i obawiatam sie, ze jego nominat moze okaza¢ sie za niski.
Kiedy jednak okazato sie, ze udato mi sie wyjaé cate 100 ziotych, to na
poczgtku mnie to ucieszyto, bo miatam az nadto pieniedzy, ale potem
przestraszyto, bo zachodzita obawa, ze szwagier zauwazy brak tak znacznej
kwoty. Moje rozterki nie trwaty jednak zbyt diugo.

JOANNA: Szampana.

[04:57] Joanna czeka na winde, otwiera szampana, pije z gwinta.
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W windzie. Joanna naciska wszystkie dwanascie guzikow.

Znowu w nocnym.
JOANNA: Dwie ¢wiartki i cole. Potlitrowa.
[05:08] Podpita Joanna otwiera drzwi do mieszkania.

JOANNA: Cyrklowatam tak, zeby w butelce zostato doktadanie pét butelki. Co mi sie z resztg

udato.

[05:29] Joanna w kuchni. Wlewa wodke do coli.
Idzie do swojego pokoju z butelkg. Ktadzie sie na tézku.
Popija. Przysypia. Znowu popija. Znowu zasypia. | tak do rana...
[05:45] Joanna budzi sie, jest ledwo przytomna. Ma bielizne umazang
odchodami.

Do pokoju wchodzi siostra. Tuz za nig szwagier.

JOANNA: Rano okazato sie, ze szwagier w prawdzie nie zauwazyt braku banknotu 100
ztotowego, ale za to siostra bez powodu wszczeta awanture.

SIOSTRA JOANNY: O Jezus! O kurwa! Wynos sie, ty kurwa mac! Wynos sie!

JOANNA: Co?!

JOANNA: Bez stowa spakowatam sie i opuscitam...

SIOSTRA JOANNY: Dosy¢! Kurwa, dosy¢! Wypierdalaj!

JOANNA: ...ten niezyczliwy dom.

SIOSTRA JOANNY: Wypieprzaj!
[06:29] (POTRZASNIECIV) Sinstra wyrzuca Joanne i jej rzeczy na klatke
schodowa.

JOANNA: Bytam spokojna. Miatam jeszcze okoto 40 ztotych, a na dnie torebki ¢wiartke wodki.

JOANNA: Wstydz sie!
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JOANNA: Nie wiem, ktoredy wiodta moja wedrowka. Nie wiem, jak dtugo trwat magj cigg. Nie
wiem nawet, jak sie tutaj znalaztam. W kazdym razie obecnie bardzo pragne
przestac pic.

[07:07] Joanna ptacze.

Terapeutka.

KATARZYNA: Kto$ chciatby powiedzie¢ cos?

KOLUMB: Odpisywanie jest ztem, lecz nie ostatecznym.

KROL CUKRU: Sranie w banie. W 1985 roku nikt nie byt w stanie kupi¢ flaszki za 50 ztotych.

MANIA: Tak? To kurwa za co ja kupitam? Za co kupitam?

KROL CUKRU: Pierdolisz. Pét litra kosztowato 103 ztote. Warynskiemu brakowato 3 ziote,
zeby sie usmiechnat.

KROLOWA KENTU: Przepraszam, ale w ‘85 nie byto nocnych sklepéw. Wédke sie kupowato
na melinie.

KATARZYNA: Pragne zwrdci¢ uwage na terapeutyczny bezsens wzajemnego odpisywania
prac. Dobrze, czyli spér rozstrzygniety na korzys¢ Joanny. Dla was to jest
koniec zajeé, a my sie widzimy za godzine w gabinecie.

[08:05] Pacjenci opuszczajg swietlice.

[08:10] (zaczgC na poprzedniej scenie) Sala Jerzego. W drzwiach

delirycy. Krol Cukru wciska Jerzemu zeszyt.

JERZY: Co to jest?

KROL CUKRU: Kazdy musi pisaé jak to byto, jak jeszcze pit. Taka metoda, zeby przestaé pié.
KROLOWA KENTU: Najpierw sie pisze, a potem sie czyta.

INZYNIER: Dziennik uczué.

PRZODOWNIK: Mowi¢ to kazdy, kurwa, a zapisa¢c mowienie, to mato kto. A ty zes pisarz, nie?

KROL CUKRU: Jeden z punktéw na terapii. Wszyscy musza.
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JERZY (czyta): Rzecz jest w tym, Zze nie pamietam koled, dodatkowo jeszcze stwierdzitem, ze

poprzedniego dnia oddatem stolec do szafy. Nie jestem zainteresowany.
[08:55] Delirycy wymieniajg spojrzenia.
Inzynier podsuwa Jerzemu paczke papierosow.
INZYNIER: Pan wezmie catg paczke.
KROL CUKRU: Piéro tez mozesz pan wzigé. Ja pisze tylko dlugopisem, bo mnie kleksy
wnerwiaja.
[09:21] Przodownik podaje Jerzemu zapalniczke. Mezczyzna zacigga sie

papierosem.

JERZY: A co to ma by¢ o sraniu?

KROL CUKRU: Nie.
[09:34] (dosc¢ szybko) Krél Cukru wyprasza delirykéw. Siada naprzeciwko
Jerzego.

KROL CUKRU: To moze o rzygach. Pamietam, za Gierka pawiowatem pieprzéwka, kartkowa
wodka rzygatem za Solidarnosci, w stanie wojennym, bimbrem, a za Watesy i
Kwasniewskiego zotgdkowg gorzkg. Jakos politycznie chciatem.

[10:05] (szybko) Swietlica.

KROL CUKRU: Moje picie byto prébg ucieczki przed beznadziejna... beznadziejg dnia
codziennego. Przed brakiem wolnosci, przede wszystkim przed pesymizmem.
Im gorzej dziato sie w PRL-u, tym wiecej sie pito. Mozna dyskutowaé, czy tak
duze spozycie alkoholu byto celowym rozpijaniem spoteczenstwa, czy moze
kulturowym elementem naszej sarm... sarmackiej obyczajowosci. Faktem jest,

ze bez flaszki niczego sie nie dato zatatwié.
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CLIP 1: Creative AD script [Polish version]

POD MOCNYM ANIOLEM
AUDIODESKRYPCJA
FRAGMENT 1: AD KREATYWNA

[00:00] (dosc¢ szybko) Terapeutka wychodzi na korytarz. Tam bojka Mani
i Joanny. Wokét pacjenci. Personel szpitala rozdziela walczgce
kobiety.

JOANNA: Niech wypierdoli Pan jg stad!

MANIA: Wez sie!

MIETEK: Co jest, kurwa! Co sie stato!? Co jest!?

MANIA: Chuja sie stato!

MIETEK: Spokj!

KATARZYNA: O co poszto?

MANIA: O zzyne, kurwa, poszto!

JOANNA: Zajebata mi profil.

MANIA: Ja ci kurwa zajebie! Ja ci kurwo tak zapierdole... ty szczoto!

[00:24] (szybko) Swietlica.

MANIA: Byto to 21 grudnia 1985 roku. Obudzitam sie w srodku nocy. Miatam strasznego kaca.
Pocitam sie i cata sie trzestam. Nie miatam ani grosza. Wiedziatam, ze moj
$pigcy w sgsiednim pokoju maz ma pienigdze. Znalaztam 50 ziotych.

[01:00] (szybko) Melina. Mania przeszukuje kieszenie naprutego meza.

Bierze banknot, idzie do nocnego, kupuje flaszke szampana.

MANIA: Poczutam sie znacznie lepiej. Ale niespodziewanie przyszta mi do gtowy mys|, ze

przydatby mi sie zapas na reszte nocy.
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SKLEPOWA: Co podac?

MANIA: Pojawita sie we mnie charakterystyczna odwaga i juz nie zachowujgc zadnych
srodkéw ostroznosci, a nawet brawurowo zapalajgc w przedpokoju Swiatto,
Smiato wesztam do mieszkania i wyjetam z kredensu butelke soku
malinowego. Bratam pod uwage, ze moge mocno usng¢ i chciatam, gdyby
rano maz sie obudzit wczesniej i zastat stojgcg przy moim tapczanie butelke,
zeby pomyslat, Ze to jest czysty sok. Ra... rano wprawdzie maz nie zauwazyt
ani butelki, ani ze musiatam wychodzi¢ do nocnego, ale zauwazyt... kurwa...

KATARZYNA: Uspokdj sie.

MANIA: ...brak 50 ztotych, o co zaczat mie¢ gtosne pretensje.

[02:19] Maz brutalnie gwatci Manie. Stoi z tytu, szarpie jg za wiosy.

[02:27] Naprany kolezka.

MEZCZYZNA: lle ci zabrata?

[02:30] Maz odpycha Manie. Zaktada slipy, podcigga spodnie.

MAZ MANI: 50 ziotych.

[02:48] Maz siada przy stole. Obok niego nawalony kolezka, w kacie inny
pijaczyna.
[02:58] Maz do Mani.

MAZ MANI: Posprzataj.

MANIA: Ubratam sie, spakowatam i tak zaczeta sie moja widczega po kraju, ktéra tak
naprawde byta, kurwa, gigantycznym pijackim ciggiem. Jest mi bardzo przykro,
ze zostatam okradziona z mojego zycia i ze zaraz ustysze moje, kurwa...

KATARZYNA: Uspokoj sie!

MANIA: ...od tej pizdy i nie wiem, czy to przezyje.

KATARZYNA: Uspokdj sie!
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JOANNA: To kurwa, to ja zostatam okradziona i ...jesli stysze, Ze ktos czyta o moim to sie
normalnie wkurwiam!

KATARZYNA: Wyrzuce was zaraz! Czytaj.
[03:41] Joanna czyta.

JOANNA: Byto to w potowie listopada 1997 roku. Obudzitam sie 0 3 w nocy i bylam w

straszliwym stanie. Kac byt okropny, bo ja caty poprzedni dzien pitam.

[03:58] (szybko) Noc. Niewielki pokoj w bloku. Joanna nie $pi. Suchos¢ w

ustach, dreszcze z dygotow i pot po catosci.

JOANNA: Bytam kompletnie bez pieniedzy. Mieszkatam z siostrg i jej mezem i
przeczuwatam, ze szwagier ma pienigdze...

[04:12] Joanna grzebie w marynarce szwagra, wyjmuje portfel.

JOANNA: ...bo szwagier zawsze miat pienigdze, bo on w ogdle nie pit. Nie widziatam,
jaki to banknot i obawiatam sie, ze jego nominat moze okazac sie za niski.
Kiedy jednak okazato sie, ze udato mi sie wyjgc cate 100 ztotych, to na
poczagtku mnie to ucieszyto, bo miatam az nadto pieniedzy, ale potem
przestraszyto, bo zachodzita obawa, ze szwagier zauwazy brak tak znacznej
kwoty. Moje rozterki nie trwaty jednak zbyt diugo.

JOANNA: Szampana.

[04:57] Joanna czeka na winde, otwiera szampana, pije z gwinta.
W windzie. Joanna naciska wszystkie dwanascie guzikéw.
Znowu w nochym.

JOANNA: Dwie ¢wiartki i cole. Potlitrowa.

[05:08] Joanna, wyraznie dziabnieta, otwiera drzwi do mieszkania.

JOANNA: Cyrklowatam tak, zeby w butelce zostato doktadanie pét butelki. Co mi sie zresztg

udato.
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[05:29] Joanna w kuchni. Wlewa wodke do coli.
Idzie do swojego pokoju z flaszkg. Ktadzie sie na tozku.
Popija. Przysypia. Znowu popija. Znowu przysypia. | tak do
rana...

[05:45] Joanna budzi sie posrana, poszczana i zarzygana. Nic nie skleja.

Zero kontaktu. Do pokoju wchodzi siostra. Tuz za nig szwagier.

JOANNA: Rano okazato sie, ze szwagier w prawdzie nie zauwazyt braku banknotu 100
ztotowego, ale za to siostra bez powodu wszczeta awanture.

SIOSTRA JOANNY: O Jezus! O kurwa! Wynos sie, ty kurwa mac¢! Wynos sie!

JOANNA: Co?!

JOANNA: Bez stowa spakowatam sie i opuscitam...

SIOSTRA JOANNY: Dosyé! Kurwa, dosy¢! Wypierdalaj!

JOANNA: ...ten niezyczliwy dom.

SIOSTRA JOANNY: Wypieprzaj!

[06:29] (POTRZASNIECIV) Sjnstra wyrzuca Joanne i jej ciuchy na klatke

schodowa.

JOANNA: Bytam spokojna. Miatam jeszcze okoto 40 ztotych, a na dnie torebki ¢wiartke wodki.

JOANNA: Wstydz sie!

JOANNA: Nie wiem, ktéredy wiodfa moja wedréwka. Nie wiem, jak dtugo trwat moj cigg. Nie
wiem nawet, jak sie tutaj znalaztam. W kazdym razie obecnie bardzo pragne
przestac pic.

[07:07] Joanna ptacze.

Terapeutka.

KATARZYNA: Kto$ chciatby powiedzie¢ cos?

KOLUMB: Odpisywanie jest ztem, lecz nie ostatecznym.



ANNEXES | 305

KROL CUKRU: Sranie w banie. W 1985 roku nikt nie byt w stanie kupi¢ flaszki za 50 ztotych.

MANIA: Tak? To kurwa za co ja kupitam? Za co kupitam?

KROL CUKRU: Pierdolisz. Pét litra kosztowato 103 ztote. Warynskiemu brakowato 3 ztote,
zeby sie usmiechnat.

KROLOWA KENTU: Przepraszam, ale w ‘85 nie byto nocnych sklepéw. Wédke sie kupowato
na melinie.

KATARZYNA: Pragne zwrdci¢ uwage na terapeutyczny bezsens wzajemnego odpisywania
prac. Dobrze, czyli spér rozstrzygniety na korzysé Joanny. Dla was to jest
koniec zaje¢, a my sie widzimy za godzine w gabinecie.

[08:05] Pacjenci wychodzg ze Swietlicy.

[08:10] (zaczgC na poprzedniej scenie) Sala Jerzego. W drzwiach

delirycy. Krol Cukru wciska Jerzemu zeszyt.

JERZY: Co to jest?

KROL CUKRU: Kazdy musi pisa¢ jak to byto, jak jeszcze pit. Taka metoda, zeby przestaé pi¢.

KROLOWA KENTU: Najpierw sie pisze, a potem sie czyta.

INZYNIER: Dziennik uczué.

PRZODOWNIK: Moéwi¢ to kazdy, kurwa, a zapisa¢ méwienie, to mato kto. A ty zes pisarz, nie?
KROL CUKRU: Jeden z punktdéw na terapii. Wszyscy musza.

JERZY (czyta): Rzecz jest w tym, ze nie pamietam koled, dodatkowo jeszcze stwierdzitem, ze

poprzedniego dnia oddatem stolec do szafy. Nie jestem zainteresowany.
[08:55] Delirycy wymieniajg spojrzenia.
Inzynier podsuwa Jerzemu paczke fajek.

INZYNIER: Pan wezmie catg paczke.
KROL CUKRU: Piéro tez mozesz pan wzigé. Ja pisze tylko dlugopisem, bo mnie kleksy

wnerwiaja.
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[09:21] Przodownik podaje Jerzemu zapalniczke. Mezczyzna zacigga sie

papierosem.

JERZY: A co to ma by¢ o sraniu?

KROL CUKRU: Nie.

[09:34] (dosc¢ szybko) Krél Cukru wyprasza delirykdw. Siada naprzeciwko

Jerzego.

KROL CUKRU: To moze o rzygach. Pamietam, za Gierka pawiowatem pieprzéwka, kartkowa
wodka rzygatem za Solidarnosci, w stanie wojennym, bimbrem, a za Watesy i
Kwasniewskiego zotgdkowg gorzkg. Jakos politycznie chciatem.

[10:05] (szybko) Swietlica.

KROL CUKRU: Moje picie byto proba ucieczki przed beznadziejna... beznadziejg dnia
codziennego. Przed brakiem wolno$ci, przede wszystkim przed pesymizmem.
Im gorzej dziato sie w PRL-u, tym wiecej sie pito. Mozna dyskutowaé, czy tak
duze spozycie alkoholu byto celowym rozpijaniem spofeczenstwa, czy moze
kulturowym elementem naszej sarm... sarmackiej obyczajowosci. Faktem jest,

ze bez flaszki niczego sie nie dato zatatwié.
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CLIP 2: Standard AD script [Polish version]

POD MOCNYM ANIOLEM
AUDIODESKRYPCJA
FRAGMENT 2: AD STANDARDOWA

JERZY: Ja bytem sekretarzem (...) jesli na kogokolwiek wptywaty...

[00:16] Sala szpitalna, ©dstonic pukanie)

[00:20] Jerzy na tozku, je grzyby ze stoika. W drzwiach Terrorysta.
JERZY: ...to tym cztowiekiem bytem ja. Nie, nie oni, nie. Ja.
[00:29] (szybko) Jerzy do Terrorysty.

JERZY: Jaka historia?

MEZCZYZNA: Zabitem cztowieka.

[00:36] Jerzy zaskoczony. Mierzy wzrokiem mezczyzne.

[00:42] Magazyn. Korytarzem idzie rozbawiony, lekko wstawiony
Terrorysta. Niesie zapas butelek z alkoholem.

[00:54] Terrorysta otwiera drzwi gabinetu. Przy biurku szef uprawia seks
z brunetkg. Na widok Terrorysty przestajg. Kobieta opuszcza

spddnice, wychodzi. Szef podcigga spodnie.

SZEF TERRORYSTY: Waldek! Waldek!

[01:11] Terrorysta uderza szefa butelkg w gtowe, potem oktada go
telefonem.
[01:19] Mieszkanie. W t6zku Jerzy. Patrzy na Nig. Ona je jabtko.

[01:25] (na poprzedniej scenie) Kawiarnia.
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ONA: Ale naprawde go zabit telefonem? Czy to wymyslites?

JERZY: Nie wiem, nie pamietam. Jedna pie¢dziesiagtka.

ONA: Ale po co? Umawialismy sie.

[01:38] (dos¢ szybko) W barze. Mrok, kieby dymu. Jerzy wychyla
kieliszek, chwiejnie rusza w kierunku toalety.

[01:53] Jerzy w kanale. Kopie butelki, idzie po $mieciach, brodzi w

odchodach. Wokot ptywajg puste flaszki, sprzety, gnijgce zwioki...

(odstoni¢ zapalniczke)

[02:07] Jerzy zapala zapalniczke. Maca rekg po Scianie, szuka klamki.
Otwiera drzwi i wchodzi przez szafe do swojego pokoju. Ma
przemoczone ubranie. Odmierza piecdziesigtke, wypija ze

smakiem.
FALLADA: Pokrzepiwszy sie tego, bardzo tego...

[02:25] Jerzy w tazience, przed lustrem.

[02:28] (szybko) Studio telewizyjne.

DZIENNIKARKA: Porozmawiajmy o swiatowej literaturze pijackiej. Nabokow.

JERZY: Piekielnie ciemna dociekliwos¢ i finezyjne wtadanie lodowatg formg idealnie
predestynowaty go do napisania powiesciowego studium natogu. Niestety
pogtoski o alkoholizmie pisarza okazaty sie nieprawdziwe.

DZIENNIKARKA: A Jerofiejew?

JERZY: Wybitny przodownik pracy, Aleksy Sachanow, dwa razy dziennie chodzit za matg

potrzebg i raz na dwa dni za duza. A kiedy zdarzato mu sie zalac pate...



[03:12]

[03:39]
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Mieszkanie. Jerzy chwieje sie na nogach. Butelka po wddce jest
pusta. Mezczyzna rusza do toalety, grzebie w dolnoptuku. Pusto.
Grzebie po szafkach. Tez pusto.

Jerzy przeczesuje mieszkanie. W regale, za dziennikami Kafki
znajduje ukrytg butelke. Zadowolony napetnia szklanke. Wypija

do dna.

JERZY: Policz ile razy w roku przodownik Aleksy Sachanow chodzit za matg potrzebg i ile razy

[04:18]

[04:30]

[04:39]

za duzg przy zatozeniu ze przez 312 dni byt naprany. No to ile?

Seria ujec.

Jerzy wychyla kolejne kieliszki.

Zmienia sie tylko tlo: mieszkanie... szpital... dzien... noc...
Urywki ze szpitalnego zycia: ataki padaczki... sesje... stotowka...
alkomat...

(na poprzedniej scenie) Krolowa Kentu do Jerzego.

KROLOWA KENTU: Jak sie pisze ,pierzchta”?

JERZY: Niedmiatos¢ pierzchta...

[04:49]

Borys na korytarzu.

BORYS: Pogadamy?

JERZY: Pozniej.

MIETEK: Wypierdalaj.

[04:56]

Szpital. Jerzy idzie po schodach na gore. Wchodzi coraz wyzej.
Otwiera drzwi. Jest w swoim mieszkaniu. Podchodzi do stotu.

Nalewa wédke do szklanki. Wypija duszkiem.
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[05:10] Jerzy rozanielony.

[05:12] Stoi w bokserkach oparty o parapet.

[05:14] Sika do szafy. (0dstonic odgios)

[05:22] Lezy pijany na t6zku. Wymiotuje na podtoge.
[05:28] Przystanek. Policjanci budzg pijanego Jerzego.
[05:32] Jerzy na noszach. Policjanci pakujg go do karetki.
[05:37] Jerzy wychodzi ze szpitala. Wsiada do taksowki.

Wysiada przed barem ,Pod mocnym Aniotem”.

[06:13] Pijany Jerzy lezy pod bankomatem. Widzi dziewczyne w zéttej
sukience.

[06:18] Jerzy wchodzi do antykwariatu. Nad ksigzkami stoi Ona.

[06:25] Na ulicy. Jerzy do Niej.

JERZY: Wyjdziesz za mnie ?

ONA: My sie az tak dobrze znamy?

JERZY: Lepiej.

[06:33] Mieszkanie. Jerzy i Ona kiwajg sie w tancu. Popijajg alkohol.
[06:40] Jerzy i Ona w tézku.

[06:43] (na poprzedniej scenie, szybko) Jerzy, ledwo przytomny, siedzi

na stotku. Ona szepcze mu do ucha.

ONA: Skoro pijesz i we $nie i na jawie, zapewne nie wiesz, jak jest na jawie.

(..)

ONA: Skoro pijesz i we $nie i na jawie...

[07:25] Pijany Jerzy wyjmuje kolejng butelke wodki z barku...
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W okot niego postacie Bukowskiego, Fallady, Jerofiejewa.

FALLADA: Tak wigc spedzitem catg noc, pijgc...
BUKOWSKI: Wypijatem co wieczdr pét litra whisky i dwanascie piw. Do bladego $witu palitem
tanie cygara, walitem w maszyne, pitem i stuchatem muzyki klasycznej z radia.

Postawitem sobie za cel dziesigc. ..
[07:58] Jerzy pije z Bukowskim.
Stania sie po mieszkaniu. Ledwo stoi na nogach.
[08:18] (zacza¢ na poprzedniej scenie) Do mieszkania wchodzi Ona.

(klucze)

ONA: O, otwarte sg w ogole. Styszysz? Drzwi masz otwarte.

[08:28] Zmierza do kuchni.

ONA: Pociagg sie spdznit.

[08:34] Idzie do pokoju.

ONA: Mogte$ wyjsé.

[08:38] Staje oniemiata.
W pokoju batagan, na tézku Jerzy w wymiocinach.
Probuje go cucic, bije po twarzy.

ONA: Jerzy! Jerzy! Styszysz mnie? Gdzie masz telefon?!!!

[09:04] (na poprzedniej scenie, szybko) Drzwi mieszkania Jerzego
uchylone.

HYDRAULIK: Halo, jest tu kto? Sasiadka zgtosita zalanie. Wszedtem, bo drzwi otwarte.

[09:14] Hydraulik wchodzi do tazienki. Zarzygany Jerzy $pi w wannie
petnej wody.

HYDRAULIK: Oz ty w dupe! Chiopie! No...!
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[09:23]

Szpital. Delirium tremens. Jerzy w drgawkach.

PIELEGNIARZ: Delirium!

JERZY: Zabierz, zabierz, zabierz...

[09:40]

Pielegniarki robig Jerzemu zastrzyk.

JERZY: Nie moge, nie moge

PIELEGNIARKA: Nic sie nie dzieje, nie boj sie. Juz, juz.

[10:02]

Jerzy wychodzi ze szpitala. Wsiada do taksowki. Wysiada przed

barem ,Pod mocnym Aniotem”. Zmieniajg sie pory roku.

JEROFIEJEW: Aleksy Stachanow, kiedy dawat w palnik, to za matg potrzebg chodzit cztery

[10:32]

[10:49]

[10:58]

[11:04]

[11:18]

[11:23]

razy dziennie, a za duzg ani razu. Policz, ile razy w roku... no?

Jerzy w mieszkaniu.

Siedzi w pokoju, na tézku, w koszuli i bokserkach.
Bije sie z myslami.

Wstaje.

Idzie do tazienki.

Z dolnoptuka w toalecie wyjmuje butelke.

Wraca do pokoju.

Siada na t6zku.

Odkreca butelke. (©dstonic odgios)

Pije duszkiem.
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CLIP 2: Creative AD script [Polish version]

POD MOCNYM ANIOLEM
AUDIODESKRYPCJA
FRAGMENT 2: AD KREATYWNA

JERZY: Ja bytem sekretarzem (...) jesli na kogokolwiek wptywaty...

[00:16] Sala szpitalna, (©dstonic pukanie)

[00:20] Jerzy na tozku, je grzyby ze stoika. W drzwiach Terrorysta.
JERZY: ...to tym czliowiekiem bytem ja. Nie, nie oni, nie. Ja.

[00:29] (szybko) Jerzy do Terrorysty.

JERZY: Jaka historia?

MEZCZYZNA: Zabitem cztowieka.

[00:36] Jerzy zaskoczony. Mierzy wzrokiem mezczyzne.

[00:42] Magazyn. Korytarzem idzie rozbawiony, lekko wstawiony
Terrorysta. Niesie zapas flaszek.

[00:54] Terrorysta otwiera drzwi gabinetu. Szef posuwa przy biurku jakas
cizie. Na widok Terrorysty przestaje. Cizia opuszcza spdodnice,

wychodzi. Szef podcigga spodnie.

SZEF TERRORYSTY: Waldek! Waldek!

[01:11] Terrorysta zdziela szefa butelkg w teb, oktada go telefonem.
[01:19] Mieszkanie. W t6zku Jerzy. Patrzy na Nig. Ona je jabtko.
[01:25] (na poprzedniej scenie) Kawiarnia.

ONA: Ale naprawde go zabit telefonem? Czy to wymyslites?
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JERZY: Nie wiem, nie pamietam. Jedna piecdziesiagtka.

ONA: Ale po co? UmawialiSmy sie.

[01:38] (dos¢ szybko) W barze. Mrok, kieby dymu. Jerzy wychyla
kieliszek, chwiejnym krokiem idzie do kibla.

[01:53] Jerzy w jakims kanale. Kopie butelki, idzie po $mieciach, brodzi w

géwnie. Wokot ptywajg puste flaszki, sprzety, gnijace zwtoki. ..

(odstoni¢ zapalniczke)

[02:07] Jerzy zapala zapalniczke. Maca rekg po Scianie, szuka klamki.
Otwiera drzwi i wchodzi przez szafe do swojego pokoju. Ma
przemoczone ubranie. Odmierza piecdziesigtke, wypija ze

smakiem.
FALLADA: Pokrzepiwszy sie tego, bardzo tego...

[02:25] Jerzy w fazience, przed lustrem.

[02:28] (na poprzedniej scenie, szybko) Studio telewizyjne.

DZIENNIKARKA: Porozmawiajmy o swiatowej literaturze pijackiej. Nabokow.

JERZY: Piekielnie ciemna dociekliwos¢ i finezyjne wtadanie lodowatg formg idealnie
predestynowaty go do napisania powiesciowego studium natogu. Niestety
pogtoski o alkoholizmie pisarza okazaty sie nieprawdziwe.

DZIENNIKARKA: A Jerofiejew?

JERZY: Wybitny przodownik pracy, Aleksy Sachanow, dwa razy dziennie chodzit za matg

potrzebg i raz na dwa dni za duza. A kiedy zdarzato mu sie zala¢ pate...

[03:12] Mieszkanie. Jerzy chwieje sie na nogach. Flaszka po wodce jest
pusta. Mezczyzna rusza do tazienki, grzebie w dolnoptuku. Pusto.

Grzebie po szafkach. Tez pusto.
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[03:39] Jerzy przeczesuje mieszkanie. W regale, za dziennikami Kafki
znajduje ukrytg flaszke. Zadowolony napetnia szklaneczke.

Wypija do dna.

JERZY: Policz ile razy w roku przodownik Aleksy Sachanow chodzit za matg potrzebg i ile razy

za duzg przy zatozeniu ze przez 312 dni byt naprany. No to ile?
[04:18] Seria ujec.
Jerzy wychyla kolejne kieliszki.

Zmienia sie tylko tto: mieszkanie... szpital... dzien... noc...

[04:30] Urywki ze szpitalnego zycia: ataki padaczki... sesje... stotowka...
alkomat...
[04:39] (na poprzedniej scenie) Krolowa Kentu do Jerzego.

KROLOWA KENTU: Jak sie pisze ,pierzchta”?

JERZY: Niesmiatosc¢ pierzchta...
[04:49] Borys na korytarzu.

BORYS: Pogadamy?
JERZY: Pdzniegj.
MIETEK: Wypierdalaj.

[04:56] Szpital. Jerzy idzie po schodach na gére. Wchodzi coraz wyzej.
Otwiera drzwi. Jest w swoim mieszkaniu. Podchodzi do stotu.
Nalewa wédke do szklanki. Wypija duszkiem.

[05:10] Jerzy rozanielony.

[05:12] Stoi w bokserkach oparty o parapet.

[05:14] Odlewa sig do szafy. (©dstonc odglos)
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[05:22] Lezy nawalony na t6zku. Puszcza pawia na podtoge.
[05:28] Przystanek. Policjanci budzg naprutego Jerzego.
[05:32] Jerzy na noszach. Policjanci pakujg go do karetki.
[05:37] Jerzy wychodzi ze szpitala. Wsiada do taksowki.

Wysiada przed barem ,Pod mocnym Aniotem”.
[06:13] Nawalony Jerzy lezy pod bankomatem. Widzi dziewczyne w
z0ttej sukience.
[06:18] Jerzy wchodzi do antykwariatu. Nad ksigzkami stoi Ona.
[06:25] Na ulicy. Jerzy do Niej.

JERZY: Wyjdziesz za mnie ?

ONA: My sie az tak dobrze znamy?

JERZY: Lepiej.

[06:33] Mieszkanie. Jerzy i Ona kiwajg sie w tancu. Popijajg wodke.
[06:40] Jerzy i Ona w tozku.

[06:43] (na poprzedniej scenie, szybko) Jerzy, ledwo przytomny, siedzi

na stotku. Ona szepcze mu do ucha.

ONA: Skoro pijesz i we $nie i na jawie, zapewne nie wiesz, jak jest na jawie.

()

ONA: Skoro pijesz i we $nie i na jawie...
[07:25] Pijany Jerzy wyjmuje kolejng butelke wodki z barku...
W okét niego postacie Bukowskiego, Fallady, Jerofiejewa.

FALLADA: Tak wigc spedzitem catg noc, pijgc...
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BUKOWSKI: Wypijatem co wieczdr pét litra whisky i dwanascie piw. Do bladego Switu palitem
tanie cygara, walitem w maszyne, pitem i stuchatem muzyki klasycznej z radia.

Postawitem sobie za cel dziesigc. ..
[07:58] Jerzy pije z Bukowskim.
Stania sie po mieszkaniu. Ledwo stoi na nogach.
[08:18] (zaczgC na poprzedniej scenie) Do mieszkania wchodzi Ona.

(Klucze)

ONA: O, otwarte sg w ogole. Styszysz? Drzwi masz otwarte.

[08:28] Zmierza do kuchni.

ONA: Pociag sie spoznit.

[08:34] Idzie do pokoju.

ONA: Mogtes wyjsc.

[08:38] Staje oniemiata.
Krajobraz po bitwie. W pokoju gigantyczny chlew, a na t6zku
charczace, zapite i zarzygane scierwo Jerzego.
Ona prébuje go cucic¢, bije po twarzy.

ONA: Jerzy! Jerzy! Styszysz mnie? Gdzie masz telefon?!!!

[09:04] (na poprzedniej scenie, szybko) Drzwi mieszkania Jerzego
uchylone.

HYDRAULIK: Halo, jest tu kto? Sgsiadka zgtosita zalanie. Wszedtem, bo drzwi otwarte.

[09:14] Hydraulik wchodzi do tazienki. Zarzygany Jerzy $pi w wannie
petnej wody.

HYDRAULIK: Oz ty w dupe! Chiopie! No...!

[09:23] Szpital. Delirium tremens. Jerzy w drgawkach.
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PIELEGNIARZ: Delirium!

JERZY: Zabierz, zabierz, zabierz...

[09:40]

Pielegniarki robig Jerzemu zastrzyk.

JERZY: Nie moge, nie moge

PIELEGNIARKA: Nic sie nie dzieje, nie boj sie. Juz, juz.

[10:02]

Jerzy wychodzi ze szpitala. Wsiada do taksowki. Wysiada przed

barem ,Pod mocnym Aniotem”. Zmieniajg sie pory roku.

JEROFIEJEW: Aleksy Stachanow, kiedy dawat w palnik, to za matg potrzebg chodzit cztery

[10:32]

[10:49]

[10:58]

[11:04]

[11:18]

[11:23]

razy dziennie, a za duzg ani razu. Policz, ile razy w roku... no?
Jerzy w mieszkaniu.

Siedzi w pokoju, natézku, w koszuli i bokserkach.
Bije sie z myslami.

Wstaje.

Idzie do tazienki.

Z dolnoptuka w kiblu wyjmuje flaszke.

Wraca do pokoju.

Siada na tézku.

odsfoni¢ odglos)

Odkreca flaszke. ¢

Pije duszkiem z gwinta.
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3.2  Study 2: AD vocal delivery

CLIP 1: fiction, AD script [Polish version]

CHARLIE AND CHOCOLATE FACTORY
AUDIODESKRYPJA
FRAGMENT 1

[00:01] Wstaje kolejny dzien. Mimo padajgcego $niegu ttum ludzi zbiera
sie na ulicy, wokét jednego z plakatéw na latarni. Na koncu ulicy
fabryka. Jej potezne kominy ztowieszczo goérujg nad miastem.
Charlie [Czarli] przeciska sie przez ttum zebrany wokaét latarni.

Odczytuje napis na plakacie.

Wonka (VO): Szanowni Obywatele! Ja, Willy Wonka, postanowitem zaprosi¢ piecioro dzieci
do mojej fabryki. Jedno z nich otrzyma nagrode tak specjalng, ze nawet trudno
sobie wyobrazic.

Reporter: Pie¢ ztotych kuponow ukrytych jest w pieciu czekoladach Wonki. Szczesliwe
tabliczki moga by¢ wszedzie: w kazdym sklepie, w kazdym miescie i kraju na
Swiecie.

[00:52] Tokio, Japonia. Otwierajg sie drzwi sklepu ze stodyczami. Tumy
dzieci oprézniajg potki z czekoladg Wonki [Lonki].

[00:59] Marrakesz, Maroko. Klienci szalejg na zattoczonym targu

ulicznym. Oddajg kurczaki i kozy, byle tylko zdoby¢ czekolade

W onki.



[01:12]

[01:22]
Dziadek 1:
Charlie:
Pani Bucket:
Babcia 1:

Dziadek 2:

Babcia 1:

Dziadek 2:

[02:02]

Augustus:

Reporter:

Augustus:
[02:35]
[02:37]

Pani Gloop:
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Nowy Jork. Stylowy butik. Tabliczki czekolady marki Wonka
utozone wokdét modelki na ksztatt obszernej spddnicy z falbanami.
Klienci zabierajg czekolady i zostawiajg modelke w samej
bieliznie.

Charlie siedzi na podwdéjnym tézku dziadkow.

Ale bytoby fajnie rozpakowac¢ czekolade i znalez¢ zioty kupon.

Ja dostaje tylko jedng czekolade rocznie. Na urodziny.

S3 juz w przysztym tygodniu.

Masz takie same szanse jak inni.

Akurat! Szanse ma ten, kto codziennie kupuje czekolade. Nasz Charlie nie ma
zadnej.

Wszyscy majg rowne szanse.

Zobaczycie, pierwszy kupon znajdzie ttuscioch.

Dusseldorf [Diseldorf], Niemcy. Ttuscioch rozmawia z

dziennikarzami w sklepie miesnym ojca.

Jem czekolade Wonki i nagle cos czuje. To nie kokos, ani orzech wioski, ani
masto orzechowe, ani nugat, ani karmel, ani schprinkels. Wyjmuje z buzii...
widze ztoty kupon!

Augustusie, jak to uczcites?

Jem wiecej czekolady.

Augustus rozpakowuje kolejng tabliczke czekolady.

Pani Gloop [Glup].

Wiedzielismy, ze Augustus znajdzie kupon. Je tyle czekolady, ze musiat go

znalezé.



ANNEXES | 321

[02:48] Rodzina Bucketow [Baketow] oglagda Augustusa w starodawnym
telewizorku.

Dziadek 2: Méwitem, Zze bedzie ttuscioch.

Babcia 1: Odrazajgcy chtopak.

Charlie: Zostaty 4 kupony.

Dziadek 1: Teraz zacznie sie szalehstwo.

[03:06] Rezydencja w Buckinghamshire [Bakingamszyr], Anglia.

Reporter: Veruca. Przeliteruj imie.

Veruca: V-E-R-U-C-A. Veruca Salt.

[03:16] Veruca [Weruka] z rodzicami.

Pan Salt: Kiedy Veruca powiedziata, ze chce kupon, zaczatem wykupywaé czekolady

Wonki ze wszystkich sklepow. Tysigce czekolad. Setki tysiecy. Powiedziatem

pracownicom:

[03:30] Fabryka pana Salta [Solta].
Pan Salt: Drogie panie! Przestajemy roztupywac¢ orzechy, zaczynamy szuka¢ kuponu.
[03:38] Pracownice pana Salta majg na sobie czepki i rézowe fartuchy w

kropki. Rozdzielajg miedzy siebie pudetka z czekoladami Wonki i
odpakowujg je jedna po drugiej. Szpakowaty Salt obserwuje

pracownice z podwyzszenia.

Pan Salt (VO): Minetly trzy dni, i nic. To byto straszne. Veruca sie denerwowata.

Veruca: Gdzie moj ztoty kupon?! Chce kupon!
[04:01] Pani Salt popija martini.
Pan Salt: Przykro mi byto na nig patrze¢. Postanowitem szukac tak dtugo, az znajde.

| wreszcie... znalaztem.



[04:14]

[04:27]

Veruca:
[04:43]
Dziadek 2:

Charlie:

Dziadek 1:

[05:00]

Pan Bucket:

[05:10]

Pani Bucket:

[05:18]
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Pracownice pana Salta odpakowujg czekolady. Jedna z nich
wytrzeszcza oczy, rozglada sie. Niepostrzezenie wyjmuje z
opakowania ztoty bilet. Probuje go ukry¢, ale ktos tapie jg za
reke. Odwraca sie i widzi pana Salta, ktory wyrywa bilet z jej
dtoni.

Veruca ubrana w stroj jezdziecki idzie przestronnym korytarzem
w strone rodzicéw. Pan Salt wrecza jej ztoty bilet. Veruca z

usmiechem patrzy na prezent, zerka na pana Salta.

Tato, chce jeszcze jednego kucyka.

Bucketowie ogladajg Veruke w telewiz;ji.

Jeszcze nawet gorsza od grubasa.

Ale to nie ona znalazta kupon.

Nie martw sie. Ten pan psuje swojg cérke. Nic dobrego z niej nie wyrosnie.
Wchodzg panstwo Bucketowie. Podekscytowani usmiechajg sie
do Charliego.

Charlie, chciatbys rozpakowa¢ swéj prezent juz dzis?

Rodzice podchodzg do Charliego siedzgcego na srodku t6zka
dziadkow. Pan Bucket wytgcza telewizor.

Prosze.

Pani Bucket wrecza Charliemu paczuszke zapakowang w kartke
wyrwang z komiksu. Charlie rozpakowuje prezent. To czekolada

Wonki. Na opakowaniu napis: ,Piankowo-karmelowe nadzienie

zachwyci twe podniebienie”.



Charlie:
Dziadek 2:
Pan Bucket:

Dziadek 1:

[05:38]

Pani Bucket:

Pan Bucket:

[05:54]

[06:13]

Dziadek 1:
[06:25]
Charlie:
Dziadek 1:

Charlie:

[06:36]

Pani Bucket:
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Nie wypada poczekaé?
Jak diabli.
Tato!

Razem mamy 381 lat. Nie bedziemy czekac.

Charlie wysuwa z brgzowo-biatego opakowania tabliczke
czekolady owinietg w srebrng folie. Rodzice siedzg przy t6zku.
Nachylajg sie w strone syna.

Ale nie bedziesz rozczarowany, jesli nie...?

Tak czy siak, masz czekolade.

Charlie ostroznie odwija czekolade z folii. Panstwo Bucketowie i
dziadkowie chtopca patrzg wyczekujgco. Sceptyczny dziadek Joe
[Dzo] usmiecha sie peten nadziei. Przyglada sie czekoladowe;j
tabliczce przez okragte okulary w czarnych oprawkach. Charlie
poluzowuje folie, a potem jg zrywa.

Jest czekolada, ale biletu brak. Rodzice Charliego wymieniajg
spojrzenia petne rozczarowania. Dziadek Joe zadumany.

No c6z... Jedz.

Charlie patrzy na domownikow.

Zjemy Wszyscy.

Nie. To twdj prezent urodzinowy.

To moja czekolada. Zrobie z nig, co zechce.

Babcia Jézefina usmiecha sie do dziadka Joe. Charlie wrecza

kazdemu kawatek czekolady.

Dziekuje, kochanie.
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Pan Bucket:

[06:52]

[07:04]

[07:13]
Dziadek 1:

[07:19]

Pan Bucket:

[07:29]

Pani B.:

Violet:

Pani B.:

Dziekuje, Charlie.

Charlie konczy rozdziela¢ czekolade miedzy domownikami.
Odgryza odrobine ze swojego kawatka. Pozostali wgryzajg sie w
swoje porcje. Babcia Jézefina rozkoszuje sie zapachem
czekoladowego prezentu.

Na zewnatrz. Zimowy dzien. Mezczyzna w brgzowym, filcowym
kapeluszu wyrzuca do kosza gazete. Podchodzi Charlie. Wyjmuje
gazete z kosza i zabiera jg do domu. W kuchni mama sieka
kapuste.

Dziadek Joe:

Kto znalazt tym razem?

Charlie podaje gazete ojcu. Ten czyta nagtdwek.

"Trzeci kupon znalazta Violet Beauregard."

Violet [Wajlet] ma blond wiosy obciete ,na pazia” i czarny pas w
karate. Jest ubrana w kimono. Powala na podtoge kilku dorostych
instruktoréw. Wychodzi z sali, zujgc gume.

Reporterzy przeprowadzajg wywiad z Violet i jej identycznie
ubrang matkg w pokoju petnym trofedéw, w ich domu w Atlancie, w
stanie Georgia [Dzordzjal.

To tylko czesé z 263-ech trofedw mojej Violet.

Kreci mnie guma. Ale gdy ustyszatam o kuponach, przerzucitam sie na

czekolade.

Nie wiem, skad ona czerpie te energie.



[07:59]

Violet:

Pani B.:

Violet:

Pani B.
Violet (VO):
Babcia 1:
Babcia 2:
Dziadek 2:
[08:31]
Babcia 2:
TV:

[08:43]

Mike:

Pan Teavee:
Mike:

Pan Teavee:
[09:16]
Mike:
Reporter:

Mike:

ANNEXES | 325

Puchar za zucie gumy.

Jestem mistrzynig swiata w zuciu gumy. Gume, ktérg mam teraz, zuje od
trzech miesiecy. To rekord.

Sg tu tez moje skromne trofea.

Pono¢ dla jednego z nas przewidziana jest nagroda specjalna. Te nagrode
dostane ja.

Dlaczego ty?

Bo ja zawsze wygrywam.

Potworna dziewczyna.

Odpychajaca.

Ty nie wiesz, 0 czym mowimy.

Babcia Georgina [DZordzina] wytrzeszcza oczy.

O wazkach?

Czwarty kupon znalazt chtopiec, ktéry nazywa sie Mike Teavee.

Reporterzy odwiedzajg dom Mike’a Teavee [Majka Tiwi] w
Denver, w stanie Kolorado. Rodzice stojg bezradnie obok syna,

ktéry gra w gre-strzelanke na duzym ekranie telewizora.

Wystarczyto obczai¢ kody paskowe i daty produkcji. Niedorozwéj by sie
skapnat.

Na ogét nie rozumiemy, co méwi. Dzi§ dzieciaki, z tg catg technika...
Gin, gin, gin!

Dos¢ szybko przestajg by¢ dzie¢mi.

Mike kohczy grac. Do reporterow.

Kupitem tylko jedng czekolade.
Jak smakowata?

Nie wiem. Nie cierpie czekolady.
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Dziadek 2: To po co idziesz do fabryki czekolady, ty maty ba...?!

[09:31] Pan Bucket zakrywa Charliemu uszy, dopdki dziadek nie skohczy
niecenzuralnego monologu.

TV: Pytanie brzmi: kto znajdzie ostatni kupon?

[09:44] Charlie wytgcza telewizor. Posyta usmiech mamie mieszajgcej w

kuchni zupe.
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CLIP 1: fiction, VO script [Polish version]

CHARLIE AND CHOCOLATE FACTORY
VOICE OVER
FRAGMENT 1

[00:22]

Wonka (VO): Szanowni Obywatele! Ja, Willy Wonka [Lili Lonka], postanowitem
zaprosic piecioro dzieci do mojej fabryki.
Jedno z nich otrzyma nagrode tak specjalng, ze nawet trudno
sobie wyobrazic.

Reporter: Pie¢ ztotych kuponow ukrytych jest w pieciu czekoladach W onki.
Szczesliwe tabliczki mogg by¢ wszedzie: w kazdym sklepie, w

kazdym miescie i kraju na $wiecie. //

[01:24]

Dziadek 1:  Ale bytoby fajnie rozpakowac czekolade i znalez¢ ztoty kupon.

Charlie: Ja dostaje tylko jedng czekolade rocznie. Na urodziny.

Pani Bucket: Sg juz w przysztym tygodniu.

Babcia 1: Masz takie same szanse jak inni.

Dziadek 2: Akurat! Szanse ma ten, kto codziennie kupuje czekolade.
Nasz Charlie nie ma zadnej.

Babcia 1: Wszyscy majg rowne szanse.

Dziadek 2: Zobaczycie, pierwszy kupon znajdzie ttuscioch. //

[02:07]
Augustus: Jem czekolade Wonki i nagle cos czuje.
To nie kokos, ani orzech wtoski, ani masto orzechowe, ani nugat,

ani karmel, ani schprinkels [szprinkels].
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Wyjmuje z buzi i... widze ztoty kupon!

Reporter: Augustusie, jak to uczcites?

Augustus: Jem wiecej czekolady. /

Pani Gloop: Wiedzielismy, ze Augustus znajdzie kupon. Je tyle czekolady, ze
MUSIAL go znalezé. //

[02:53]

Dziadek 2: Mowitem, ze bedzie tluscioch.
Babcia 1: Odrazajacy chtopak.

Charlie: Zostaty 4 kupony.

Dziadek 1: Teraz zacznie sie szalenstwo. /

[03:09]

Reporter: Veruco [Weruko], przeliteruj imie.

Veruca: V-E-R-U-C-A. Veruca Salt [Weruka Solt].

Pan Salt: Kiedy Veruca powiedziata, ze chce kupon, zaczagtem wykupywac
czekolady Wonki ze wszystkich sklepow. Tysigce czekolad. Setki

tysiecy. Powiedziatem pracownicom: /

[03:32]

Pan Salt: Drogie panie! Przestajemy roztupywac orzechy, zaczynamy
szuka¢ kuponu. //

[03:52]

Pan Salt: Minety trzy dni, i nic. To byto straszne. Veruca sie denerwowata.

Veruca: Gdzie mgj ztoty kupon?! Chce kupon!

Pan Salt: Przykro mi byto na nig patrze¢. Postanowitem szukac tak dtugo,

az znajde.

| wreszcie... znalaztem. //
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[04:40]

Veruca: Tato, chce jeszcze jednego kucyka. /

[04:45]

Dziadek 2: Jeszcze gorsza od grubasa.

Charlie: Ale to nie ona znalazta kupon.

Dziadek 1: Nie martw sie. Ten pan psuje swojg corke. Nic dobrego z niej nie
wyro$nie. /

Pan Bucket: Charlie [Czarli], chciatbys rozpakowaé swoj prezent juz dzis? /

Pani Bucket: Prosze. //

[05:30]

Charlie: Nie wypada poczekaé?

Dziadek 2: Jak diabli.

Pan Bucket: Tato!

Dziadek 1: Razem mamy 381 lat. Nie bedziemy czekac. /
Pani Bucket: Ale nie bedziesz rozczarowany, jesli nie...?

Pan Bucket: Tak czy siak, masz czekolade. //

[06:22]

Dziadek 1: Nocéz... Jedz.

Charlie: Zjemy wszyscy.

Dziadek 1: Nie. To twdj prezent urodzinowy.

Charlie: To MOJA czekolada. Zrobie z nig, co zechce. /
Pani Bucket: Dziekuje, kochanie.

Pan Bucket: Dziekuje, Charlie. //

[07:15]
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Dziadek 1:  Kto znalazt tym razem? /

Pan Bucket: "Trzeci kupon znalazta Violet Beauregard." [W ajlet Boregard] //

[07:43]

Pani B.: To tylko czes¢ z 263-ech trofedbw mojej Violet.

Violet: Kreci mnie guma. Ale gdy ustyszatam o kuponach, przerzucitam
sie na czekolade.

Pani B.: Nie wiem, skad ona czerpie te energie.

Violet: Jestem mistrzynig $wiata w zuciu gumy. Gume, ktérg mam teraz,
zuje od trzech miesiecy. To rekord.

Pani B.: S tu tez moje skromne trofea.

Violet: Pono¢ dla jednego z nas przewidziana jest nagroda specjalna. Te
nagrode dostaneg ja.

Pani B.: Dlaczego ty?

Violet (VO): Boja zawsze wygrywam.

Babcia 1: Potworna dziewczyna.

Babcia 2: Odpychajaca.

Dziadek 2: Ty nie wiesz, o czym méwimy.

Babcia 2: O wazkach?

TV: Czwarty kupon znalazt chtopiec, ktéry nazywa sie Mike Teavee
[Majk Tiwi]. //

[08:54]

Mike: Wystarczyto obczai¢ kody paskowe i daty produkcji. Niedorozwoj
by sie skapnat.

Pan Teavee: Na ogot nie rozumiemy, co mowi. Dzi$ dzieciaki, z tg catg
technika...

Mike: Gin, gin, gin!

Pan Teavee: Dos¢ szybko przestajg by¢ dzie¢mi. /



Mike:
Reporter:
Mike:

Dziadek 2:

[09:41]
TV:

Kupitem tylko jedng czekolade.
Jak smakowata?
Nie wiem. Nie cierpie czekolady.

To po co idziesz do fabryki czekolady, ty maty ba...?! //

Pytanie brzmi: kto znajdzie ostatni kupon?
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CLIP 2: fiction, AD script [Polish version]

CHARLIE AND CHOCOLATE FACTORY
AUDIODESKRYPCJA
FRAGMENT 2

[00:01]

Pani Bucket:

Pan Bucket:

[00:11]

Babcia 2:

Charlie:
[00:23]
Charlie:

[00:30]

Charlie:

Pani Bucket:

Wonka:

Pan Bucket:

Wonka:

Dziadek 1:

W domu. Pani Bucket [Baket] sieka kapuste na zupe.

Nie powinni juz wracac?

Ciezko wyczu¢, kochanie.

Pani Bucket odskakuje na widok windy wpadajgcej do domu
przez dach. Z sufitu leci gruz, winda Igduje przy stole. Budzi sie
babcia Georgina [Dzordzinal.

Chyba kto$ puka do drzwi.

Czes¢, mamo.

Wonka [Lonka] macha. Drzwi windy rozsuwajg sie.

Jestesmy!

Charlie [Czarli] podbiega do rodzicoéw. Przytula go matka.
Dziadek Joe [Dzo] catuje jg w policzek.

To pan Willy Wonka. Podrzucit nas do domu.

Widze.

Pewnie jestescie jego...

Rodzicami?

Tak, wtasnie.

Pan mowi, ze Charlie co$ wygrat.



Wonka:

[00:58]
Dziadek 1:

Wonka:

[01:10]

Wonka:

[01:44]

Charlie:

Pani Bucket:

Wonka:

Dziadek 1:

Wonka:

Charlie:

Wonka:

Dziadek 2:

Wonka:

Charlie:

Wonka:
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Nie zwykte "cos". Najbardziej wycosiowane cos ze wszystkich cosiéw na
swiecie. Chce mu oddaé moja fabryke.

Wonka zaglgda do kredensu.

Pan zartuje?

Nie. Kiedy obcinatem wtosy, doznatem ol$nienia.

Zakfad fryzjerski w fabryce. Wonka siedzi w fotelu. Na drabinie
obok stoi Umpa-Lumpas. Przycina przylizane wtosy W onki
uczesane ,na pazia”. Wonka, oglgdajagc swa fryzure w lustrze,

zauwaza na ramieniu siwy wtos.

Patrzac na pierwszy siwy wios, zobaczytem wszystko, co zrobitem. Mojg
fabryke, Umpa-Lumpasoéw. Kto sie nimi zaopiekuje, gdy ja odejde? Wtedy
zrozumiatem. Musze znalez¢ dziedzica. | znalaztem. Ciebie.

Wonka dostrzega staruszkow.

Dlatego wystat pan ztote kupony?

Co to te Umpa-Lumpasy?

Najmniej zepsute dziecko miato zosta¢ dziedzicem.

To ty, Charlie.

To jak? Jestes gotow zamieszkaé ze mng w fabryce?

Jasne. Jesli moja rodzina moze p6j$¢ ze mna.

Oczywiscie, ze nie. Rodzina nie moze ci wisie¢ u portek jak wiejskie kundle.
Bez urazy.

Spokojnie, frajerze.

Cukiernik powinien by¢ wolny, solo. Musi podgzaé¢ za marzeniami. Ja nie mam
rodziny, a odniostem sukces.

Jesli péjde z panem, nie zobacze wiecej mojej rodziny?

Owszem. Taka mata premia.
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Charlie: To nie ide. Nie oddatbym mojej rodziny za nic. Nawet za catg czekolade
Swiata.

Wonka: Rozumiem. To dziwne. S3 jeszcze inne stodycze.

Charlie: Przykro mi. Zostaje tutaj.

Wonka: To... nieoczekiwane i... dziwne.

[03:19] Rodzina Bucketéw przyglada sie Wonce.

Wonka: W takim wypadku... Do widzenia.

[03:32] Wonka wycigga dton, by wcisngé guzik windy. Cofa ja.

Wonka: Na pewno nie zmienisz zdania?

Charlie: Na pewno.

[03:41] Wonka zmartwiony, patrzy z niedowierzaniem na Charliego,
unosi brwi.

Wonka: Dobra. Pa.

[03:54] Wonka wbija wzrok w podtoge, drzwi windy sie zamykajg. Silniki

odpalaja, winda wzbija sie w goére, odlatuje. Pani Bucket

poklepuje Charliego po ramieniu na pocieszenie.

[04:08] Zasmucony Charlie spuszcza wzrok. Babcia Georgina usmiecha
sie.

Babcia 2: Teraz wszystko bedzie lepie;.

VO: Po raz pierwszy babcia Georgina wiedziata, co méwi. Rano Charlie pomagat

rodzicom naprawi¢ dach. Dziadek Joe spedzit caty dzien poza tézkiem i nie
czut sie zmeczony. Tata Charliego dostat lepszg prace. Naprawiat maszyne,

ktéra go zastgpita.
[04:40] Domowy stét zastawiony jedzeniem.

VO: Bucketowie mieli sie Swietnie. Ale nie Willy Wonka.
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Wonka: Nic nie kapuje. Zawsze wiedziatem, jakie stodycze robi¢, a teraz nie wiem nic.

Nie wiem, jakie dobiera¢ smaki ani ktére pomysty testowaé. Zawsze robitem je

na czuja.
[05:07] Psychiatra Umpa-Lumpas robi notatki, Wonka podnosi sie na
kozetce.
Wonka: To jest to. Czuje sie okropnie, wiec i stodycze sg okropne. Ty, Swietny jestes.
[05:22] Umpa-Lumpas przytakuje.
[05:27] Przy oblodzonej ulicy Charlie ustawit stanowisko pucybuta.

Poleruje buty mezczyznie chowajgcemu twarz za gazeta.

Wonka: Jak sie nazywa ten gosc¢ od czekolady?

Charlie: Willy Wonka.

Wonka: Wiasnie. Pisza, ze jego stodycze kiepsko sie sprzedajg. Moze sobie na to
zastuzyt?

Charlie: Tak.

Wonka: Serio? Poznates go?

Charlie: Owszem. Najpierw wydawat sie fajny. Potem okazat sie nie taki fajny. | ma

Smieszne wiosy.

Wonka: Woecale ze nie!

[06:02] To Wonka.

Charlie: Po co pan przyszedt?

Wonka: Mam dota. Co ci pomaga, gdy jest ci zle?
Charlie: Rodzina.

[06:11] Wonka zrezygnowany. Charlie wstaje.
Charlie: Co pan ma przeciwko nim?

Wonka: To nie tak. Chodzi mi o...
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[06:20]
Wonka:
Charlie:
Wonka:

Charlie:
[06:47]
Wonka:
[06:54]
Wonka:
[06:58]
Wonka:

[07:05]

Wonka:

[07:36]

Probuje wydusic¢ z siebie kolejne stowo.

Zawsze ci méwiag, co robi¢. To nie sprzyja tworczej atmosferze.

Robig to z mitosci. Jesli mi pan nie wierzy, niech pan spyta.

Kogo? Mojego ojca? Nie ma mowy. Sam tego nie zrobie.

Mam z panem i$¢?

Wonka usmiecha sie szeroko.

Swietny pomyst.

Wonka odchodzi, oglgdajgc sie za Charliem.

| wiesz co? Musze...

Wpada na drzwi szklanej windy, upada.

...bardziej uwaza¢, gdzie parkuje winde.

Wonka wciska guzik, drzwi windy rozsuwajg sie. Wonka wsiada
do $rodka z Charliem. Silniki umieszczone na dachu obnizajg sie
w strone ziemi i odpalajg, unoszgc winde w gore.

Krajobraz otulony sniegiem. Winda Igduje. W oddali rodzinny
dom Wonki. Stoi samotnie, jak gdyby odcieto go od innych
szeregowcow i ustawiono na odludziu.

Wonka, w okragtych, przyciemnianych goglach, wychodzi z
Charliem z windy. ldg w strone domu. Wchodzg po schodkach do
drzwi wejsciowych.

To chyba nie ten dom.

Na tabliczce napis: ,Doktor Wilbur Wonka [Lilbur tonka],

dentysta”.
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[07:42] Zdenerwowany Wonka patrzy, jak Charlie dzwoni do drzwi.

Otwiera je wysoki, siwobrody doktor Wonka. Zerka na przybyszy.

Dr Wonka: Jestescie umowieni?
Charlie: Nie. On sie troche spoznit.
[07:55] Wonka siedzi w fotelu dentystycznym.

Dr Wonka: Otworzyé¢.
[07:58] Doktor Wonka zaglagda mu do ust.

Dr Wonka: Zobaczmy, jakie sg ubytki.

[08:05] Doktor Wonka bada zeby Willy'ego [Lilego] Wonki przy pomocy
metalowego zgtebnika i matego lusterka. Charlie rozglgda sie po
gabinecie. Spoglada na $ciane obwieszong ramkami z artykutami
z gazet. W jednym z nich budynek fabryki i nagtowek: ,Otwarcie
najwiekszej fabryki czekolady”. Obok stoi ramka ze zdjeciem
matego Willy'ego bez aparatu na zeby.

[08:26] W albumie powklejane wycinki z gazet: ,Wonka otwiera sklep ze
stodyczami”, ,Fabryka otwarta”.

[08:35] Zdenerwowany Willy Wonka siedzi w fotelu. Ma szeroko otwarte

usta. Doktor Wonka bada jego zeby, sprawia wrazenie nieco

zaskoczonego.
Dr Wonka: Nie widziatem takich dwuguzkowcow, od czasu...
[08:49] Charlie zerka na nich.

Dr Wonka: Odkad...



[08:54]

Dr Wonka:

Wonka:

[09:07]

Dr Wonka:
[09:23]
Wonka:

[09:26]

[09:47]

VO:

Charlie:

Dziadek 1:

Pan Bucket:

Wonka:

Dziadek 1:
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Doktor Wonka otwiera szeroko oczy. Wyjmuje narzedzia z ust

Willy’ego. Doktor wpatruje sie w twarz syna.

Willy?

Czesé, tato.

Niemal drzgc ze zdziwienia, doktor Wonka odktada narzedzia na
wozek stojgcy obok syna. Willy podnosi sie z fotela, siedzi
naprzeciwko ojca.

Przez caty ten czas... nie uzywate$ nici.

Wonka kreci gtowa.

Ani razu.

Wonka patrzy na ojca, ktory obdarza go cieptym usmiechem.
Doktor Wonka unosi niepewnie dton obleczong w gumowg
rekawiczke, dotyka ramienia syna. Obaj wygladajg na nieco
skrepowanych. Doktor Wonka delikatnie obejmuje syna, przytula
go do siebie. Willy opiera policzek na piersi ojca, z przejeciem
patrzy w dal. Obserwuje ich uSmiechniety Charlie.

Mrozny wiecz6r. Rodzina Bucketdw siada do kolaciji.

Willy Wonka ponowit swojg propozycje, a Charlie zgodzit sie pod jednym
warunkiem...

Przepraszamy, mieliSmy burze mézgéw.

Styszatem grzmoty.

Willy, zjesz z nami?

Chetnie.

Dostawie talerz.



[10:08]

Babcia 2:
Wonka:
[10:28]
Wonka:
[10:31]
Babcia 1:

Wonka:

Charlie:

Pani Bucket:

Charlie:

Wonka:

[10:50]

VO:
[11:04]
VO:
[11:13]
VO:

[11:23]
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Na stole obfity positek. Wonka zajmuje miejsce miedzy babciami

Georging i JOzefing. Babcia Georgina obdarza go usmiechem.

Pachniesz jak fistaszki. Lubie fistaszki.

Dziekuje. Pani pachnie jak... starzy ludzie i mydto.

Wonka usmiecha sie szeroko.

Tez lubie ten zapach.

Babcia Georgina zarzuca Wonce rece na szyje. Babcia Jozefina:

tokcie ze stotu, Charlie.

Co sadzisz o malinowych latawcach?
Zelka ciggutka zamiast linki?

Nie mowi sie przy stole o interesach.
Przepraszamy.

Niezle kombinujesz.

Charlie przytakuje, uémiecha sie do Wonki. Pan Bucket kroi
pieczonego kurczaka. Wnetrze domku Bucketow wypetnia
przytulny blask. Za oknem proszy Snieg.

| w koncu Charlie Bucket dostat fabryke czekolady.

Dom stoi na terenie fabryki.

Ale Willy Wonka zyskat co$ cenniejszego. Rodzine.

Na dom spadajg ptatki $niegu z cukierniczek.

| jedno bylo jasne: zycie jeszcze nigdy nie byto takie stodkie.

Narrator to Umpa-Lumpas w biatym golfie i marynarce. Siedzi na

brzegu cukierkowej rzeki. Za jego plecami domek Bucketow.
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CLIP 2: fiction, VO script [Polish version]

CHARLIE AND CHOCOLATE FACTORY

VOICE OVER
FRAGMENT 2

[00:05]
Pani Bucket: Nie powinni juz wracac?
Pan Bucket: Ciezko wyczu¢, kochanie. //
[00:19]
Babcia 2: Chyba ktos puka do drzwi.
Charlie: Czes¢, mamo. /

Jestesmy! /

To pan Willy Wonka [Lili tonka]. Podrzucit nas do domu.
Pani Bucket: Widze.
Wonka: Pewnie jestescie jego...
Pan Bucket: Rodzicami?
Wonka: Tak, whasnie.
Dziadek 1: Pan méwi, ze Charlie [Czarli] co$ wygrat.
Wonka: Nie zwykte "co$". Najbardziej wycosiowane co$ ze wszystkich

cosiow na $wiecie. Chce mu odda¢ mojg fabryke.
Dziadek 1: Pan zartuje?
Wonka: Alez skad. Kiedy obcinatem wtosy, doznatem ol$nienia. //
[01:24]
Wonka: Patrzac na pierwszy siwy wtos, zobaczytem wszystko, co

zrobitem. Mojg fabryke, Umpa-Lumpasow. Kto sie nimi
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zaopiekuje, gdy ja odejde? Wtedy zrozumiatem. Musze znalez¢

dziedzica. | znalaztem. Ciebie.

Charlie: Dlatego wystat pan ztote kupony?

Wonka: [Aha.]

Pani Bucket: Co to te Umpa-Lumpasy?

Wonka: Najmniej zepsute dziecko miato zosta¢ dziedzicem.
Dziadek 1: To'ty, Charlie.

Wonka: To jak? Jestes gotéw zamieszka¢ ze mng w fabryce?
Charlie: Jasne. Jesli moja rodzina moze pojs¢ ze mna.
Wonka: Oczywiscie, ze nie.

Rodzina nie moze ci wisie¢ u portek jak wiejskie kundle. Bez
urazy.

Dziadek 2: Spokojnie, frajerze.

Wonka: Cukiernik powinien by¢ wolny, solo. Musi podgza¢ za
marzeniami.

Ja nie mam rodziny, a odniostem sukces.

Charlie: Jesli péjde z panem, nie zobacze wiecej mojej rodziny?
Wonka: Owszem. Taka mata premia.
Charlie: To nie ide. Nie oddatbym mojej rodziny za nic. Nawet za catg

czekolade swiata.
Wonka: Rozumiem.
To dziwne. /
Sgjeszcze inne stodycze.
Charlie: Przykro mi. Zostaje tutaj.
Wonka: [Wow.]
To... nieoczekiwane i... dziwne. /
W takim wypadku... Do widzenia.
Na pewno nie zmienisz zdania?
Charlie: Na pewno. /
Wonka: Dobra. Pa. //
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[04:11]

Babcia 2: Teraz wszystko bedzie lepiej.

VO: Po raz pierwszy babcia Georgina [Dzordzina] wiedziata, co mowi.
Rano Charlie pomagat rodzicom naprawi¢ dach.

Dziadek Joe [Dzo] spedzit caty dzien poza tézkiem i nie czut sie
zmeczony.

Tata Charliego dostat lepszg prace. Naprawiat maszyne, ktéra go
zastgpita.

Bucketowie [Baketowie] mieli sie swietnie. Ale nie Willy Wonka.

[04:50]

Wonka: Nic nie kapuje. Zawsze wiedziatem, jakie stodycze robic, a teraz
nie wiem nic. Nie wiem, jakie dobiera¢ smaki ani ktére pomysty
testowac. Zawsze robitem je na czuja. /

To jest to. Czuje sie okropnie, wiec i stodycze sg okropne. Ty,
Swietny jestes. //

[05:34]

Wonka: Jak sie nazywa ten gos¢ od czekolady?

Charlie: Willy Wonka.

Wonka: Wiasnie. Piszg, ze jego stodycze kiepsko sie sprzedajg. Moze
sobie na to zastuzyt?

Charlie: Tak.

Wonka: Serio? Poznates$ go?

Charlie: Owszem. Najpierw wydawat sie fajny. Potem okazat sie nie taki
fajny. | ma Smieszne wtosy.

Wonka: Wcale ze nie!

Charlie: Po co pan przyszedt?



ANNEXES | 343

Wonka: Mam dota.

Co ci pomaga, gdy jest ci zle?

Charlie: Rodzina. /
Co pan ma przeciwko nim?
Wonka: To nie tak. Chodzi mi o... /

Zawsze ci méwig, co robi¢. To nie sprzyja tworczej atmosferze.
Charlie: Robig to z mitosci.

Jesli mi pan nie wierzy, niech pan spyta.

Wonka: Kogo? Mojego ojca? Nie ma mowy. Sam tego nie zrobie.
Charlie: Mam z panem i$¢?
Wonka: Swietny pomyst. /

| wiesz co? Musze... /

...bardziej uwazac, gdzie parkuje winde. //

[07:34]
Wonka: To chyba nie ten dom. //

[07:50]
Dr Wonka: JesteScie umowieni?

Charlie: Nie. On sie troche spoznit.

[07:57]
Dr Wonka: Otworzyc¢.
Zobaczmy, jakie sg ubytki. //

[08:44]

DrWonka: Nie widziatem takich dwuguzkowcdw, od czasu...
Odkad... /
Willy?
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Wonka: Czesé, tato. //

DrWonka: Przez caty ten czas... nie uzywates nici.

Wonka: Ani razu. //
[09:51]
VO: Willy Wonka ponowit swojg propozycje, a Charlie zgodzit sie pod

jednym warunkiem...
Charlie: Przepraszamy, mieliSmy burze moézgow.
Dziadek 1:  Styszatem grzmoty.
Pan Bucket: Willy, zjesz z nami?
Wonka: Chetnie.

Dziadek 1: Dostawie talerz. //

[10:16]

Babcia 2: Pachniesz jak fistaszki. Lubie fistaszki.

Wonka: Dziekuje. Pani pachnie jak... starzy ludzie i mydto.
Tez lubie ten zapach. /

Babcia 1:  tokcie ze stotu, Charlie.

Wonka: Co sadzisz o malinowych latawcach?

Charlie: Zelka ciggutka zamiast linki?

Pani Bucket: Nie méwi sie przy stole o interesach.

Charlie: Przepraszamy.

Wonka: Niezle kombinujesz. //

[11:01]

VO: I w kohcu Charlie Bucket [Baket] dostat fabryke czekolady.

Ale Willy Wonka zyskat co$ cenniejszego.
Rodzine.

| jedno byto jasne: zycie jeszcze nigdy nie byto takie stodkie.
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CLIP 1: documentary, AD script [Polish version]

ENCOUNTERS AT THE END OF THE WORLD
AUDIODESKRYPCJA
FRAGMENT 1

Herzog: Zmierzali§my do New Harbor, obozu nurkéw nad oceanem. Po prawej stronie
rozcigga sie zamarzniete morze, w ktorym nurkujg. Sam oboz znajduje sie na

statym Igdzie.

[00:15] Helikopter lgduje. Przed nim stojg dwa pétokragte baraki

potgczone wspolnym korytarzem. Jest jasny dzien.

Herzog: Powitat nas moj przyjaciel Henry Kaiser, muzyk i do$wiadczony nurek, ktérego
podwodne zdjecia sprowadzity mnie w to miejsce. PrzybyliSmy w odpowiednim
momencie. Poszlismy prosto do jego domku obok obozu New Harbor, skad
wchodzi sie do gtbwnego przerebla. Sam Bowser kieruje zespotem

naukowcow. Dzis jest w refleksyjnym nastroju.

Reporter: Czy to dla ciebie wyjagtkowy dzieh?
[00:55] Brodaty mezczyzna w srednim wieku.
Sam; Mysle, ze po osiggnieciu celu trzeba sie zatrzymaé. Dzis chyba ostatni raz

zanurkuje na Antarktydzie. Zrobitem to, co zaplanowatem, czas przekazaé
pateczke nastepnemu pokoleniu biologéw. Tak, to wyjgtkowy dzien.

Herzog: Styszatem, ze jest tez wielkim mito$nikiem fantastyki naukowej.

Sam: Istoty, ktdre tu zyjg, sg jak z ksigzek science fiction. Sklasyfikujmy je wediug
tego, jak mogtyby cie pozre¢. Sg na przyktad takie wydtuzone kluchy...
straszniejsze niz w ksigzkach. Majg dtugie kosmyki, ktére cie oplatajg. Kiedy

prébujesz sie wyrwac, zaplatujesz sie jeszcze bardziej. Potem, gdy juz jestes
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Reporter:

Sam:

[02:57]

Herzog:

Sam:

[03:19]

Lysy:

Sam:

[03:33]

sfrustrowany i wyczerpany, stworzenie zaczyna sie poruszac, rozktadac cie na
czesci. To jeden przykiad. Sg tez inne robaki, z potwornymi szczekami, ktére
moga rozedrzeé twoje ciato. To naprawde straszliwy Swiat, peten przemocy i
agresji. Nam - catkowicie nieznany, bo mamy kombinezony z neoprenu i
jestesmy wieksi niz te stworzenia. Nie wywierajg na nas zadnego wptywu. Ale
gdybysmy mieli sie skurczyé, bytoby okropnie!

To Swiat wczesniejszy niz ludzki. Myslisz, Ze ssaki uciekty w panice z oceanéw
i wypelzty na suchy Iad, bojgc sie wtasnie tych istot?

Nie mam watpliwosci, ze to byt powdd. Ucieklismy od tych okropienstw.
Ewoluowalismy, uroslismy, by chroni¢ sie przed tym, co w skali miniaturowej

jest po prostu koszmarne.

Samuel [Samjuel] siedzi na krzesle. Opiera tokie¢ o dwie butle
gazowe. Tuz przed nim znajduje sie otwor gtdbwnego przerebla.
Przypomina gtebokg studnie.

Woda pod lodem ma temperature -2°C [minus dwdch stopni Celsjuszaj.

To zabezpiecza nas przed zimnem.

Samuel ma na sobie cienki kombinezon z pianki. Nacigga na
niego drugi, puchowy kombinezon. Nastepnie zaktada trzeci

kombinezon, uszyty ze sztywnego materiatu.

Otworzymy? Gotowy?

Tak.
Szczupty mezczyzna z ogolong gtowg pomaga mu rozpig¢ kaptur
zewnetrznego kombinezonu. Samuel porusza sie z trudem, jest

czerwony na twarzy. Gwattownie pochyla sie do przodu. Lapie
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uchwyt suwaka, ktéry biegnie od lewego ramienia do prawego

biodra. Zapina suwak.
[niezrozumiate rozmowy]

[03:56] Pomocnik Samuela patrzy na zegarek. Biolog zanurza sie w

przereblu. Jego sylwetka oddala sie od tafli wody.

Herzog: Nurkowie wygladajg jak astronauci unoszgcy sie w przestrzeni. Ich praca jest
bardzo niebezpieczna. Nurkujg bez liny, by mie¢ wiekszy zasieg. Tutaj nie
mozna ufac¢ kompasowi. Tak blisko bieguna magnetycznego, igta wskazuje
prosto w gore lub w dét. Trzeba jako$ odnalez¢ droge do przerebla, by nie

zostac uwiezionym pod lodowym sklepieniem.

[04:39] Czarna sylwetka nurka odcina sie od btekitnej tafli lodu.
Mezczyzna delikatnie odpycha sie ptetwami. Po kazdym takim
ruchu dryfuje swobodnie, jakby znajdowat sie w stanie
niewazkosci. Lod, rozjasniony od gory przez swiatto stoneczne, z
perspektywy nurka przypomina klosz lampy rozjasniony przez
niewidoczng zarowke.

[04:57] Dno morza. Na piasku lezg dwa stworzenia przypominajgce
rozgwiazdy. To wezowidta. Ich skora jest gtadka i czerwonawa.
Majg po pie¢ cienkich ramion, wyrastajgcych z obtego, okrggtego
tutowia. Ramiona wezowidet sg sztywno wyprostowane i odgiete
do géry. Wijg sie delikatnie kilka centymetrow ponad morskim
dnem. Z ciemnosci wytania sie kilkanascie nieruchomych

wezowidet. Majg rézne kolory. Sptoszone przez swiatto latarki
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[05:30]

[05:43]

[06:10]

[06:25]

[06:30]

[06:38]

Sam:

petzng po piasku. Przednie ramie trzymajg wyprostowane przed
sobg, podciggajg sie na dwoch bocznych ramionach, a dwa tylne
wlokg za soba.

Nurek zatrzymuje sie nad biatg, owalng gabka. Jej ciato jest
miesiste i pokryte otworami podobnymi do dziur w serze. Ggbka
jest pusta w srodku, przypomina kielich tulipana.

Dwaj nurkowie siegajg do kosza zawieszonego na zo6ttej linie.
Podajg sobie dtugie tuby zakonczone gumowymi rurkami. Jeden
z nurkéw wbija tube w piasek. Dno morza niedaleko tuby jest
usiane postrzepionymi jezowcami.

Nurek lezy przy samym dnie. Oswietla je latarkg. Za pomocg tuby
odsysa piasek.

Chmura bgbelkéw powietrza unosi sie w kierunku przerebla.
Nurek ptynie w goére. Lustro wody przybliza sie. Po jego drugiej
stronie majaczy rozmazana twarz.

Pomocnik Samuela stoi na brzegu przerebla. Wycigga dtugg line.
Lina zwisata az na samo dno i wyznaczata miejsce, nad ktorym
znajduje sie przerebel. Samuel siedzi obok. Ozywiony, wpatruje

sie w otwor przerebla.
Wybratem kilka obszaréw, gdzie zyjg otwornice, ktérymi sie teraz
interesujemy. Sprawdzamy, czy sg miesozerne, czy jedzg stworzenia

wielokomorkowe, na przyktad przypominajgce krewetki. Znalaztem tez kilka
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jezowcow, w odbytach ktdérych zyjg pasozyty. Piekne, fioletowe robaki... Ale co

to za zycie!
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CLIP 1: documentary, VO script [Polish version]

ENCOUNTERS AT THE END OF THE WORLD
VOICE OVER
FRAGMENT 1

[00:01]

Herzog:

Herzog:

Reporter:

Sam:

Herzog:

Sam:

Zmierzalismy do New Harbor [Nju Harbor], obozu nurkéw nad
oceanem.

Po prawej stronie rozcigga sie zamarzniete morze, w ktorym
nurkujg. Sam obo6z znajduje sie na statym lgdzie. //

Powitat nas méj przyjaciel Henry Kaiser [Henry Kajzer], muzyk i
doswiadczony nurek, ktorego podwodne zdjecia sprowadzity
mnie w to miejsce. Przybylismy w odpowiednim momencie.
PoszliSmy prosto do jego domku obok obozu New Harbor, skad
wchodzi sie do gtdwnego przerebla. Sam Bowser [Sam Bauser]
kieruje zespotem naukowcéw. Dzis$ jest w refleksyjnym nastroju.
Czy to dla ciebie wyjagtkowy dzien?

Mysle, ze po osiggnieciu celu trzeba sie zatrzymac. Dzis chyba
ostatni raz zanurkuje na Antarktydzie. Zrobitem to, co
zaplanowatem, czas przekaza¢ pateczke nastepnemu pokoleniu
biologdw. Tak, to wyjatkowy dzien.

Styszatem, Ze jest tez wielkim mito$nikiem fantastyki naukowe;j.
Istoty, ktore tu zyja, s3 jak z ksigzek science fiction. Sklasyfikujmy
je wedtug tego, jak mogtyby cie pozrec. Sg na przyktad takie
wydtuzone kluchy, straszniejsze niz w ksigzkach. Majg dtugie
kosmyki, ktore cie oplatajg. Kiedy probujesz sie wyrwac,
zaplatujesz sie jeszcze bardziej. Potem, gdy juz jestes

sfrustrowany i wyczerpany, stworzenie zaczyna sie poruszac,
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rozktadac cie na czesci. To jeden przyktad. Sg tez inne robaki, z
potwornymi szczekami, ktére mogag rozedrze¢ twoje ciato. To
naprawde straszliwy Swiat, peten przemocy i agresji. Nam
catkowicie nieznany, bo mamy kombinezony z neoprenu i
jesteSmy wieksi niz te stworzenia. Nie wywierajg na nas zadnego
wptywu. Ale gdybysmy mieli sie skurczyc¢, bytoby okropnie!

Reporter: To swiat wczesniejszy niz ludzki. Myslisz, ze ssaki uciekty w
panice z oceandw i wypetzty na suchy lad, bojgc sie wtasnie tych
istot?

Sam: Nie mam watpliwosci, ze to byt powdd. Ucieklismy od tych
okropienstw. Ewoluowalismy, uroslismy, by chronic sie przed tym,

co w skali miniaturowej jest po prostu koszmarne. //

Herzog: Woda pod lodem ma temperature -2°C [minus dwoch stopni
Celsjuszal.

[03:13]

Sam: To zabezpiecza nas przed zimnem. //

[03:29]

tysy: Otworzymy? Gotowy?

Sam: Tak. //

[04:05]

Herzog: Nurkowie wygladajg jak astronauci unoszacy sie w przestrzeni.

Ich praca jest bardzo niebezpieczna. Nurkujg bez liny, by mie¢
wiekszy zasieg. Tutaj nie mozna ufaé¢ kompasowi. Tak blisko
bieguna magnetycznego igta wskazuje prosto w gore lub w doét.
Trzeba jako$ odnalez¢ droge do przerebla, by nie zostac

uwiezionym pod lodowym sklepieniem. //
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[06:50]

Sam:

Wybratem kilka obszaréw, gdzie zyjg otwornice, ktérymi sie teraz
interesujemy. Sprawdzamy, czy sg miesozerne, czy jedzg
stworzenia wielokomorkowe, na przyktad przypominajgce
krewetki. Znalaztem tez kilka jezowcdéw, w odbytach ktérych zyjg

pasozyty. Piekne, fioletowe robaki... Ale co to za zycie!
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CLIP 2: documentary, AD script [Polish version]

ENCOUNTERS AT THE END OF THE WORLD
AUDIODESKRYPCJA
FRAGMENT 2

[00:01] Nurkowie zaktadajg kombinezony. Na gtowy naciggajg gumowe

kaptury, na dtonie grube rekawice.
Herzog: Zauwazytem, ze nurkowie podczas pracy nie rozmawiajg ze sobg. Sg jak
ksieza przygotowujgcy sie do mszy.

[00:21] Dwaj nurkowie siedzg na brzegu przerebla. Majg na plecach

butle gazowe.

[plusk]

[00:28] Nurek wskakuje do wody. Ktadzie sobie dtoh na czubku gtowy.
Drugi nurek wykonuje ten sam gest. Zsuwa sie do przerebla.

[plusk]

[00:39] Jasny otwoér przerebla goruje nad zanurzajgcymi sie naukowcami.

Herzog: Pod lodem, nurkowie znajdujg sie w innej rzeczywistosci, w ktérej czas i
przestrzen przybierajg dziwny, nowy wymiar. Nieliczni, ktérzy poznali Swiat
pod lodowym niebem, czesto mowig, ze czuli sie, jakby wchodzili do katedry.

[01:05] Nurek ptynie na plecach. Nad nim ciggnie sie btekitna tafla lodu.
Uderzajg w nig bgbelki powietrza.

[piosenka]

[01:52] Lodowe sople wyrastajg ze zmrozonego sklepienia. W tle

ciemnoniebieska ton morza. W niej niewielka sylwetka
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[02:16]

[02:35]

[03:02]

[03:19]

ptetwonurka. Mezczyzna trwa zawieszony w wodzie. Obraca sie
dokota, oswietla latarkg sople. Jeden z nich jest najezony
lodowymi igtami jak szczotka z pior.

Dostojna meduza ptynie niespiesznie do gory. Przypomina
parasol, ktory na przemian sktada sie i rozktada. Jej korona jest
przezroczysta, zwieszajg sie z niej cienkie parzydetka. Wnetrze
meduzy jest jasnoczerwone. Cate jej ciato wydaje sie niezwykle
delikatne.

Pod powierzchnig lodu zbiera sie uwiezione powietrze. Mniejsze
banki slizgajg sie pod taflg morza. Zmierzajg w kierunku wiekszej
banki. Kolejno przytaczajg sie do niej. Razem tworzg ciemny pas
przypominajgcy plame oleju. W tle jasnieje otwor przerebla. Pod
nim znajdujg sie chmury bgbelkéw powietrza, podobne do tawic
matych rybek. Bgbelki unoszg sie w strone przerebla.

Nurek ptynie nad piaszczystym dnem. W tym miejscu morze jest
ptytkie: tafle lodu i dno dzieli zaledwie kilka metréw. Przed
nurkiem wyrasta pionowa, skalista $ciana. Tu zaczyna sie lad.
Nurek ptynie wzdtuz skaty. W miejscu, w ktorym tafla morza tgczy
sie z brzegiem, 16d jest cienki. Przeswituje przez niego swiatto
stoneczne. Po prawej stronie dno opada ukosnie, a 16d wydaje
sie znacznie grubszy. Panujg tam ciemnosci. Przed skalng sciang

dryfuje niewielka meduza. L$ni w jasnoniebieskim Swietle.
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[03:36] Nurek kleczy przy samej scianie brzegu. Rozgarnia piasek dtonmi
w grubych rekawicach. Chmura szczagtkéw ro$lin i zwierzat unosi
sie przed twarzg naukowca. Dno morza jest usiane sporymi
matzami. Sg ich tysigce. Jedna z matz ucieka od ptetwonurka
krotkimi skokami. Na zmiane otwiera sie i gwattownie zamyka.

[04:05] Nurek ptynie wzdtuz skalnego brzegu. Niewielki jezowiec tkwi
przyczepiony do gtadkiej sciany. Ma okragte ciato najezone
dtugimi, sztywnymi kolcami. Na dnie morza spoczywajg blade

szczatki morskich stworzen. W wodzie unosi sie gesty, drobny

plankton.

[04:54] Matz ptynie miedzy drobinkami planktonu. Kilkakrotnie ktapie
muszla.

[05:10] Nurek trwa zawieszony w wodzie. Unosi ramiona nad gtowe.

Patrzy na l6d ciggnacy sie w gorze.

[05:16] (na poprzedniej scenie) \\/ netrze baraku. Mioda kobieta bada co$ pod
mikroskopem. W gtebi pomieszczenia tysiejgcy mezczyzna siedzi
za biurkiem. Nosi okulary z duzymi szktami.

Herzog: Wréciwszy z dziwnego, podwodnego $wiata, naukowcy badajg probki. Jeden z
najwybitniejszych na Swiecie specjalistow w swojej dziedzinie, doktor
Pawfowski, bada sekwencje DNA otwornic. To, co wyglgda tak ezoterycznie,
jest zapisem najwazniejszych informacji dotyczgcych zycia na Ziemi. Niczym
kosmolodzy szukajgcy poczgtkow wszechswiata, tutejsi naukowcy badajg

ewolucje zycia od jej najwczesniejszych etapow.



356 ] IMMERSION IN AUDIO DESCRIPTION

[06:01] Na monitorze ciagi liter: C, T, G, A.

Herzog: Czasami elementy tworzgce sekwencje idealnie do siebie pasujg.

[06:09] Bowser [Bauser] do Pawtowskiego:

Sam: Co dzis$ znalazies w prébkach?

Jan: Trzy nowe gatunki. Fantastyczne!

Sam: Z punktu ,Romeo”?

Jan: Zgadza sie. Jeden okragly i dwa wydtuzone. Nie wiem, co to jest. Trzeba
zbada¢ DNA.

Herzog: To wielka chwila?

Jan: Tak.

Sam: Wspaniale jest dopisywac nowe pozycje do listy gatunkow.

Jan: Wyjatkowe uczucie.
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CLIP 2: documentary, VO script [Polish version]

ENCOUNTERS AT THE END OF THE WORLD

VOICE OVER
FRAGMENT 2

[00:08]

Herzog: Zauwazytem, ze nurkowie podczas pracy nie rozmawiajg ze
sobg.

Sgjak ksieza przygotowujgcy sie do mszy. //

[00:45]

Herzog: Pod lodem, nurkowie znajdujg sie w innej rzeczywistosci, w ktorej
czas i przestrzen przybierajg dziwny, nowy wymiar. Nieliczni,
ktérzy poznali Swiat pod lodowym niebem, czesto mdwig, ze czuli
sie, jakby wchodzili do katedry. //

[05:26]

Herzog: Wrdciwszy z dziwnego, podwodnego swiata, naukowcy badajg

probki. Jeden z najwybitniejszych na Swiecie specjalistow w
swojej dziedzinie, doktor Pawtowski, bada sekwencje DNA
otwornic. To, co wyglada tak ezoterycznie, jest zapisem
najwazniejszych informacji dotyczgcych zycia na Ziemi. Niczym
kosmolodzy szukajgcy poczatkdw wszechswiata, tutejsi
naukowcy badajg ewolucje zycia od jej najwczesniejszych
etapéw. /

Czasami elementy tworzgce sekwencje idealnie do siebie pasuja.
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[06:12]

Sam: Co dzi$ znalaztes w prébkach?

Jan: Trzy nowe gatunki. Fantastyczne!

Sam: Z punktu ,Romeo”?

Jan: Zgadza sie. Jeden okragty i dwa wydtuzone. Nie wiem, co to jest.
Trzeba zbada¢ DNA.

Herzog: To wielka chwila?

Jan: Tak.

Sam: Wspaniale jest dopisywa¢ nowe pozycje do listy gatunkow.

Jan: Wyjatkowe uczucie.
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CLIP 1: fiction, TTS AD script [Polish version]

CHARLIE AND CHOCOLATE FACTORY
AUDIODESKRYPCJA Z SYNTEZA MOWY
FRAGMENT 1

{26}{554}Wstaje kolejny dzien. Mimo padajgcego sniegu ttum ludzi zbiera sie
na ulicy, wokot jednego z plakatow na latarni. Na koncu ulicy fabryka. Jej
potezne kominy ztowieszczo goérujg nad miastem. Czarli przeciska sie przez

ttum zebrany wokot latarni. Odczytuje napis na plakacie.

{1311}{1451}Tokio, Japonia. Otwierajg sie drzwi sklepu ze stodyczami. Tlumy

dzieci oprézniajg potki z czekoladg tonki.

{1455}{1659}Marrakesz, Maroko. Klienci szalejg na zattoczonym targu

ulicznym. Oddajg kurczaki i kozy, byle tylko zdoby¢ czekolade tonki.

{1807}{2069}Nowy Jork. Stylowy butik. Tabliczki czekolady marki t.onka
utozone wokot modelki na ksztatt obszernej spédnicy z falbanami. Klienci

zabierajg czekolady i zostawiajg modelke w samej bieliznie.
{2073}{2132}Czarli siedzi na podwojnym tézku dziadkow.

{3003}{3107}Diseldorf, Niemcy. Ttuscioch rozmawia z dziennikarzami w

sklepie miesnym ojca.

{3866}{3930}Augustus rozpakowuje kolejng tabliczke czekolady.
{3934}{3959}Pani Glup.

{4228}{4335}Rodzina Baketow oglgda Augustusa w starodawnym telewizorku.

{4654}{4723}Rezydencja w Bakingamszyr, Anglia.
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{4899}{4940}W eruka z rodzicami.
{56258}{5299}F abryka pana Solta.

{6454}{5776}Pracownice pana Solta majg na sobie czepki i rézowe fartuchy w
kropki. Rozdzielajg miedzy siebie pudetka z czekoladami tonki i odpakowujg je

jedna po drugiej. Szpakowaty Solt obserwuje pracownice z podwyzszenia.
{6017}{6070}Pani Solt popija martini.

{6355}{6683}Pracownice pana Solta odpakowujg czekolady. Jedna z nich
wytrzeszcza oczy, rozglgda sie. Niepostrzezenie wyjmuje z opakowania ztoty
bilet. Prébuje go ukry€, ale ktos tapie jg za reke. Odwraca sie i widzi pana

Solta, ktéry wyrywa bilet z jej dioni.

{6687}{6995}Weruka ubrana w stréj jezdziecki idzie przestronnym korytarzem
w strone rodzicéw. Pan Solt wrecza jej ztoty bilet. Weruka z usmiechem patrzy

na prezent, zerka na pana Solta.
{7059}{7118}Baketowie oglgdajg Weruke w telewizji.

{7515{7607}W chodzg panstwo Baketowie. Podekscytowani us§miechajg sie do

Czarliego.

{7763}{7891}Rodzice podchodzg do Czarliego siedzgcego na $rodku tézka

dziadkéw. Pan Baket wytacza telewizor.

{7950}{8241}Pani Baket wrecza Czarliemu paczuszke zapakowang w kartke
wyrwang z komiksu. Czarli rozpakowuje prezent. To czekolada tonki. Na

opakowaniu napis: Piankowo-karmelowe nadzienie zachwyci twe podniebienie.

{8472}{8661}Czarli wysuwa z brgzowo-biatego opakowania tabliczke
czekolady owinietg w srebrng folie. Rodzice siedzg przy tézku. Nachylajg sie w

strone syna.
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{8844}{9270}Czarli ostroznie odwija czekolade z folii. Panstwo Baketowie i
dziadkowie chtopca patrzg wyczekujgco. Sceptyczny dziadek Dzo usmiecha
sie peten nadziei. Przyglada sie czekoladowej tabliczce przez okragte okulary

w czarnych oprawkach. Czarli poluzowuje folie, a potem jg zrywa.

{9332}{9542}Jest czekolada, ale biletu brak. Rodzice Czarliego wymieniajg

spojrzenia petne rozczarowania. Dziadek Dzo zadumany.
{9625}{9679}Czarli patrzy na domownikow.

{9897}{10051}Babcia Jozefina usmiecha sie do dziadka Dzo. Czarli wrecza

kazdemu kawatek czekolady.

{10304}{10564}Czarli korczy rozdziela¢ czekolade miedzy domownikami.
Odgryza odrobine ze swojego kawatka. Pozostali wgryzajg sie w swoje porcje.

Babcia Jozefina rozkoszuje sie zapachem czekoladowego prezentu.

{10568}{10801}Na zewnatrz. Zimowy dzieh. Mezczyzna w brgzowym, filcowym
kapeluszu wyrzuca do kosza gazete. Podchodzi Czarli. Wyjmuje gazete z

kosza i zabiera jg do domu. W kuchni mama sieka kapuste.
{10860}{10914}Dziadek Dzo.
{10975}{11066}Czarli podaje gazete ojcu. Ten czyta nagtowek.

{11229}{11590}W ajlet ma blond wtosy obciete na pazia i czarny pas w karate.
Jest ubrana w kimono. Powala na podtoge kilku dorostych instruktorow.

Wychodzi z sali, zujgc gume. Reporterzy przeprowadzajg wywiad z Wajlet i jej
identycznie ubrang matkg w pokoju petnym trofeéw, w ich domu w Atlancie, w

stanie Dzordzja.
{11967}{12020}Puchar za zucie gumy.

{12785}{12840}Babcia Dzordzina wytrzeszcza oczy.
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{13069}{13294}Reporterzy odwiedzajg dom Majka Tiwi w Denwer, w stanie
Kolorado. Rodzice stojg bezradnie obok syna, ktéry gra w gre-strzelanke na

duzym ekranie telewizora.
{13902}{13989}Majk konczy gra¢. Do reporteréw.

{14293}{14515}Pan Backet zakrywa Czarliemu uszy, dopdki dziadek nie

skonczy niecenzuralnego monologu.

{14609}{14738}Czarli wytgcza telewizor. Posyta usmiech mamie mieszajgcej w

kuchni zupe.
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CLIP 2: fiction, TTS AD script [Polish version]

CHARLIE AND CHOCOLATE FACTORY
AUDIODESKRYPCJA Z SYNTEZA MOWY
FRAGMENT 2

{25}{119}W domu. Pani Baket sieka kapuste na zupe.

{287}{490}Pani Baket odskakuje na widok windy wpadajgcej do domu przez

dach. Z sufitu leci gruz, winda lgduje przy stole. Budzi sie babcia Dzordzina.
{698}{661}.onka macha. Drzwi windy rozsuwajg sie.

{753}{869}Czarli podbiega do rodzicow. Przytula go matka. Dziadek Dzo catuje

ja w policzek.
{1461}{1504}k. onka zaglagda do kredensu.

{1752}{2092}Zaktad fryzjerski w fabryce. tonka siedzi w fotelu. Na drabinie
obok stoi Umpa-Lumpas. Przycina przylizane wtosy tonki uczesane ,na pazia”.

tonka, ogladajgc swa fryzure w lustrze, zauwaza na ramieniu siwy witos.
{2600}{2650}.onka dostrzega staruszkow.

{4967}{5027}Rodzina Baketow przyglada sie tonce.

{6291}{5369} onka wycigga dton, by wcisng¢ guzik windy. Cofa ja.

{5516}{5679}.onka zmartwiony, patrzy z niedowierzaniem na Czarliego, unosi

brwi.
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{6832}{6100}.onka wbija wzrok w podtoge, drzwi windy sie zamykajg. Silniki
odpalajg, winda wzbija sie w goére, odlatuje. Pani Baket poklepuje Czarliego po

ramieniu na pocieszenie.

{6187}{6296}Zasmucony Czarli spuszcza wzrok. Babcia Dzordzina usmiecha

sie.
{7005}{7060}Domowy stoét zastawiony jedzeniem.

{7679}{7821}Psychiatra Umpa-Lumpas robi notatki, tonka podnosi sie na

kozetce.
{8056}{8142}Umpa-Lumpas przytakuje.

{8159}{8357}Przy oblodzonej ulicy Czarli ustawit stanowisko pucybuta.

Poleruje buty mezczyznie chowajgcemu twarz za gazeta.
{9074}{9103}To Lonka.

{9284}{9371}Lonka zrezygnowany. Czarli wstaje.
{9508}{9591}Prébuje wydusic z siebie kolejne stowo.
{10175}{10221}konka usmiecha sie szeroko.
{10322}{10384}t.onka odchodzi, oglgdajgc sie za Czarlim.
{10469}{10541}Wpada na drzwi szklanej windy, upada.

{10619}{10885}.onka wciska guzik, drzwi windy rozsuwajg sie. tonka wsiada
do srodka z Czarlim. Silniki umieszczone na dachu obnizajg sie w strone ziemi

i odpalajag, unoszgc winde w goére.
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{10889} 11116}Krajobraz otulony $niegiem. Winda lgduje. W oddali rodzinny
dom tonki. Stoi samotnie, jak gdyby odcieto go od innych szeregowcdw i

ustawiono na odludziu.

{11120}{11331}konka, w okragtych, przyciemnianych goglach, wychodzi z
Czarlim z windy. Idg w strone domu. Wchodzg po schodkach do drzwi

wejsciowych.
{11400}{11481}Na tabliczce napis: Doktor Lilbur Lonka, dentysta.

{11528}{11732}Zdenerwowany tonka patrzy, jak Czarli dzwoni do drzwi.

Otwiera je wysoki, siwobrody doktor tonka. Zerka na przybyszy.
{11880}{11931}konka siedzi w fotelu dentystycznym.
{11957}{12006}Doktor t.onka zaglgda mu do ust.

{12125}{12660}Doktor t.onka bada zeby tilego tonki przy pomocy metalowego
zgtebnika i matego lusterka. Czarli rozglada sie po gabinecie. Spoglada na
Sciane obwieszong ramkami z artykutami z gazet. W jednym z nich budynek
fabryki i nagtéwek: Otwarcie najwiekszej fabryki czekolady. Obok stoi ramka ze

zdjeciem matego tilego bez aparatu na zeby.

{12664}{12868}W albumie powklejane wycinki z gazet: t.onka otwiera sklep ze

stodyczami, Fabryka otwarta.

{12872}{13085}Zdenerwowany t.ili tonka siedzi w fotelu. Ma szeroko otwarte

usta. Doktor Lonka bada jego zeby, sprawia wrazenie nieco zaskoczonego.
{13225}{13290}Czarli zerka na nich.

{13358}{13564}Doktor t.onka otwiera szeroko oczy. Wyjmuje narzedzia z ust

tilego. Doktor wpatruje sie w twarz syna.
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{13691}{13939}Niemal drzgc ze zdziwienia, doktor Lonka odktada narzedzia

na wozek stojgcy obok syna. tili podnosi sie z fotela, siedzi naprzeciwko ojca.
{14077}{14112}tonka kreci gtowa.

{14159}{14676}.onka patrzy na ojca, ktéry obdarza go cieptym usmiechem.
Doktor t.onka unosi niepewnie dton obleczong w gumowa rekawiczke, dotyka
ramienia syna. Obaj wyglgdajg na nieco skrepowanych. Doktor t.onka
delikatnie obejmuje syna, przytula go do siebie. Lili opiera policzek na piersi

ojca, z przejeciem patrzy w dal. Obserwuje ich usmiechniety Czarli.
{14680}{14765}Mrozny wieczér. Rodzina Baketow siada do kolacji.

{15207}{15401}Na stole obfity positek. Lonka zajmuje miejsce miedzy babciami

Dzordzing i JOzefing. Babcia Dzordzina obdarza go usmiechem.
{15674}{15732}. onka usmiecha sie szeroko.

{15791}{15876}Babcia Dzordzina zarzuca tonce rece na szyje. Babcia

Jozefina:

{16253}{16493}Czarli przytakuje, usmiecha sie do tonki. Pan Baket kroi
pieczonego kurczaka. Wnetrze domku Baketdéw wypetnia przytulny blask. Za

oknem proszy $nieg.
{16613}{16662}Dom stoi na terenie fabryki.
{16830}{16891}Na dom spadajg ptatki Sniegu z cukierniczek.

{17080} 17272}Narrator to Umpa-Lumpas w biatym golfie i marynarce. Siedzi

na brzegu cukierkowej rzeki. Za jego plecami domek Baketdw.
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CLIP 1: documentary, TTS AD script [Polish version]

ENCOUNTERS AT THE END OF THE WORLD
AUDIODESKRYPCJA Z SYNTEZA MOWY
FRAGMENT 1

{384}{571}Helikopter lgduje. Przed nim stojg dwa potokragte baraki potgczone

wspolnym korytarzem. Jest jasny dzien.
{1396}{1460}Brodaty mezczyzna w srednim wieku.

{4432}{4691}Samijuel siedzi na krzesle. Opiera tokie¢ o dwie butle gazowe. Tuz
przed nim znajduje sie otwor gtdbwnego przerebla. Przypomina gteboka

studnie.

{4995}{5242}Samjuel ma na sobie cienki kombinezon z pianki. Nacigga na
niego drugi, puchowy kombinezon. Nastepnie zaktada trzeci kombinezon,

uszyty ze sztywnego materiatu.

{6328}{5744}Szczupty mezczyzna z ogolong gtowg pomaga mu rozpig¢ kaptur
zewnetrznego kombinezonu. Samjuel porusza sie z trudem, jest czerwony na
twarzy. Gwattownie pochyla sie do przodu. tapie uchwyt suwaka, ktory biegnie

od lewego ramienia do prawego biodra. Zapina suwak.

{6920}{6134}Pomocnik Samjuela patrzy na zegarek. Biolog zanurza sie w

przereblu. Jego sylwetka oddala sie od tafli wody.

{7004}{7395}Czarna sylwetka nurka odcina sie od btekitnej tafli lodu.
Mezczyzna delikatnie odpycha sie ptetwami. Po kazdym takim ruchu dryfuje

swobodnie, jakby znajdowat sie w stanie niewazkosci. Lod, rozjasniony od gory
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przez Swiatto stoneczne, z perspektywy nurka przypomina klosz lampy

rozjasniony przez niewidoczng zarowke.

{7430}{7845}Dno morza. Na piasku lezg dwa stworzenia przypominajgce
rozgwiazdy. To wezowidta. Ich skora jest gtadka i czerwonawa. Majg po piec
cienkich ramion, wyrastajgcych z obtego, okragtego tutowia. Ramiona
wezowidet sg sztywno wyprostowane i odgiete do géry. Wijg sie delikatnie kilka

centymetréw ponad morskim dnem.

{7849}{8252}Z ciemnosci wytania sie kilkanascie nieruchomych wezowidet.
Majg rozne kolory. Sptoszone przez Swiatto latarki petzng po piasku. Przednie
ramie trzymajg wyprostowane przed sobg, podciggajg sie na dwdch bocznych

ramionach, a dwa tylne wlokg za soba.

{8256}{8550}Nurek zatrzymuje sie nad biatg, owalng gabka. Jej ciato jest
miesiste i pokryte otworami podobnymi do dziur w serze. Ggbka jest pusta w

srodku, przypomina kielich tulipana.

{8554}{8949}Dwaj nurkowie siegajg do kosza zawieszonego na zéttej linie.
Podajg sobie diugie tuby zakonczone gumowymi rurkami. Jeden z nurkow
wbija tube w piasek. Dno morza niedaleko tuby jest usiane postrzepionymi

jezowcami.

{9251}{9389}Nurek lezy przy samym dnie. Oswietla je latarkg. Za pomocg tuby

odsysa piasek.
{9624}{9746}Chmura babelkéw powietrza unosi sie w kierunku przerebla.

{9750}{9891}Nurek ptynie w gore. Lustro wody przybliza sie. Po jego drugigj

stronie majaczy rozmazana twarz.

{9950}{10051}Pomocnik Samjuela stoi na brzegu przerebla. Wycigga dtugg
line.
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{10055}{10280}Lina zwisata az na samo dno i wyznaczata miejsce, nad ktérym
znajduje sie przerebel. Samuel siedzi obok. Ozywiony, wpatruje sie w otwor

przerebla.
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CLIP 2: documentary, TTS AD script [Polish version]

ENCOUNTERS AT THE END OF THE WORLD
AUDIODESKRYPCJA Z SYNTEZA MOWY
FRAGMENT 2

{25}{185}Nurkowie zaktadajg kombinezony. Na gtowy naciggajg gumowe

kaptury, na dtonie grube rekawice.

{608}{640}Dwaj nurkowie siedzg na brzegu przerebla. Majg na plecach butle

gazowe.

{704}{915}Nurek wskakuje do wody. Ktadzie sobie dtorh na czubku gtowy. Drugi

nurek wykonuje ten sam gest. Zsuwa sie do przerebla.
{972}{1091}Jasny otwor przerebla goéruje nad zanurzajgcymi sie naukowcami.

{1625}{1784}Nurek ptynie na plecach. Nad nim ciggnie sie btekitna tafla lodu.
Uderzajg w nig bgbelki powietrza.

{2836}{3286}Lodowe sople wyrastajg ze zmrozonego sklepienia. W tle
ciemnoniebieska ton morza. W niej niewielka sylwetka ptetwonurka.
Mezczyzna trwa zawieszony w wodzie. Obraca sie dokota, oswietla latarkg

sople. Jeden z nich jest najezony lodowymi igtami jak szczotka z pior.

{3384}{3809}Dostojna meduza ptynie niespiesznie do géry. Przypomina
parasol, ktory na przemian sktada sie i rozktada. Jej korona jest przezroczysta,
zwieszajg sie z niej cienkie parzydetka. Wnetrze meduzy jest jasnoczerwone.

Cate jej ciato wydaje sie niezwykle delikatne.

{3869}{4244}Pod powierzchnig lodu zbiera sie uwiezione powietrze. Mniejsze

banki slizgajg sie pod taflg morza. Zmierzajg w kierunku wiekszej banki.
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Kolejno przytaczajg sie do niej. Razem tworzg ciemny pas przypominajacy

plame oleju.

{4248}{4498}W tle jasnieje otwdr przerebla. Pod nim znajdujg sie chmury
babelkow powietrza, podobne do tawic matych rybek. Bgbelki unoszg sie w

strone przerebla.

{4550}{4900}Nurek ptynie nad piaszczystym dnem. W tym miejscu morze jest
ptytkie: tafle lodu i dno dzieli zaledwie kilka metréw. Przed nurkiem wyrasta

pionowa, skalista sciana. Tu zaczyna sie lad.

{4982}{5396}Nurek ptynie wzdtuz skaty. W miejscu, w ktérym tafla morza tgczy
sie z brzegiem, 16d jest cienki. Przeswituje przez niego swiatto stoneczne. Po
prawej stronie dno opada ukosnie, a 16d wydaje sie znacznie grubszy. Panujg
tam ciemnosci. Przed skalng Sciang dryfuje niewielka meduza. Lsni w

jasnoniebieskim swietle.

{5400}{5891}Nurek kleczy przy samej $cianie brzegu. Rozgarnia piasek dtonmi
w grubych rekawicach. Chmura szczgtkéw roslin i zwierzat unosi sie przed
twarzg naukowca. Dno morza jest usiane sporymi matzami. Sg ich tysigce.
Jedna z matz ucieka od ptetwonurka krotkimi skokami. Na zmiane otwiera sie i

gwattownie zamyka.

{6125}{6528}Nurek ptynie wzdtuz skalnego brzegu. Niewielki jezowiec tkwi
przyczepiony do gtadkiej sciany. Ma okragte ciato najezone dtugimi, sztywnymi
kolcami. Na dnie morza spoczywajg blade szczatki morskich stworzen. W

wodzie unosi sie gesty, drobny plankton.

{7354}{7479}Matz ptynie miedzy drobinkami planktonu. Kilkakrotnie ktapie

muszla.
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{7737}{7896}Nurek trwa zawieszony w wodzie. Unosi ramiona nad gtowe.

Patrzy na l16d ciggnacy sie w gorze.

{7900}{8143}W netrze baraku. Mtoda kobieta bada co$ pod mikroskopem. W
gtebi pomieszczenia tysiejgcy mezczyzna siedzi za biurkiem. Nosi okulary z

duzymi szktami.
{9040}{9113}Na monitorze ciagi liter: C, T, G, A.

{9247}{9299}Bauser do Pawtowskiego.
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