Coleccion TIBéN & 3

Estudios Traductologicos

En mas de un sentido:
Multimodalidad y construccion de
significados en traduccion e interpretacion

Celia Martin de Leon y Gisela Marcelo Wirnitzer (Coords.)

lesook /e

ediciones



https://spdc.ulpgc.es/
https://spdc.ulpgc.es/coleccion/tibon-estudios-traductologicos/?parent_collection=8317

En mds de un sentido: Multimodalidad y construccién
de significados en traduccién e interpretacién



COLECCION
TIBON: ESTUDIOS TRADUCTOLOGICOS

DIRECCION DE LA COLECCION
Isabel Pascua Febles (ULPGC)

COMITE CIENTIFICO-ASESOR

Baigorri, Jestus (USAL); Carbonell, Ovidi (USAL); Garcia de Osuna, Alfonso (Hofstra
University, NY); Hurtado Albil, Amparo (UAB); Mayoral Asensio, Roberto (UGR); Oittinen,
Riitta (U. Tampere); Presas Corbella, Marisa (UAB); Silvia Bernardini (U. de Bolonia); Vidal
Claramonte, C. Africa (USAL); Wotjak, Gerd (U. Leipzig); Zarandona Ferndndez, Juan M.
(UVA).

COMITE CIENTIFICO-EVALUADOR

Acufa Partal, Carmen (UMA); Agost Cands, Rosa (UJI); Ahrens, Barbara (U. Koln); Alonso
Aragtias, Iciar (USAL); Alvstad, Cecilia (U. Oslo); Ariza, Mercedes (FUSP); Arias Torres, Juan Pablo
(UMA); Bazzocchi, Gloria (U. Bolonia); Bernabé Caro, Rocio (SDI, Munich); Botella Tejera,
Carla (UA); Chaume, Frederic (UJI); Chiara Russo, Marfa (U. Bolonia); Cruces Colado, Susana
(UVIGO); Cuéllar Lizaro, Carmen (UVA); Czulo, Oliver (U. Leipzig); Degasperi, Marisa Helena
(U. Federal de Pelotas); Di Giovanni, Elena (U. Macerata); Diaz Cintas, Jorge (London University
College); Espasa Borrés, Eva (UVIC); Feria Garcia, Manuel (UGR); Fernandez Padilla, Gonzalo
(UAM); Franco Aixeld, Javier (UA); Garcfa de Toro, Cristina (UJT); Garcfa Izquierdo, Isabel (UJD);
Gonzélez Davies, Marfa (URLL); Herndndez Socas, Elia (ULL); Iliescu Gheorghiu, Catalina (UA);
Gallardo San Salvador, Natividad (UGR); Herndndez Guerrero, Marfa José¢ (UMA); Igareda, Paula
(UPF); Llie, Liliana (UCM); Jiménez Crespo, Miguel A. (Rutgers U.); Jiménez Hurtado, Catalina
(UGR); Ketola, Anne (U. Tampere); Lorenzo Garcfa, Lourdes (UVIGO); Marco Borillo, Josep
(UJT); Martin Ruano, Rosario (USAL); Matamala, Anna (UAB); Mateo-Martinez Bartolomé,
Marta (UNIOVI); Mellinger, Christopher (U. North Caro-lina); Montero Kiipper, Silvia
(UVIGO); Morillas Garcfa, Esther (UMA); Neves, Joselia (HBKU); Orrego Carmona, David
(Aston U.); Payds Puigarnau, Gertrudis (U. Catélica de Temuco, Chile); Pegenaute Rodriguez, Luis
(UPF); Pefia Martin, Salvador (UMA); Pereira, Ana (UVIGO); Pérez Garcia, Jestis (UVA);
Rodriguez Garcia, Alba (UGB, Senegal); Ruzicka Kenfel, Velijka (UVIGO); Samson, Richard
(UVIC); Sdnchez Gijén, Pilar (UAB); Santaemilia Ruiz, José (UV); Santana Lépez, Belén (USAL);
Sanz Moreno, Raquel (UV); Starr, Kim (U. Surrey); Sun, Sanjun (Beijing Foreign Studies
University); Sarmiento Pérez, Marcos (ULPGC); Tabares Plasencia, Encarna (U. Leipzig); Tiselius,
Elizabeth (U.Bergen); Toledano Buendfa, Carmen (ULL); Tonin, Raffacla (U. Bolonia); Travalia,
Caroline (H.W.S. College, Geneva, N.Y.); Valero Cuadra, Pino (UA); Witte, Heidrun (ULPGC);
Zabalbeascoa Terran, Patrick (UPF); Zitawi, Jehan (Abu Dhabi U.).

CONTACTO
tibon@ulpgc.es



En mds de un sentido: Multimodalidad y construccién
de significados en traduccién e interpretacién

Celia Martin de Ledn y Gisela Marcelo Wirnitzer (Coords.)

Catalina Jiménez Hurtado, Silvia Martinez Martinez, Antonio Javier Chica
Nufez, Israel Castro Robaina, José Jorge Amigo Extremera, Tiina Tuominen,
Cristina Ortega Martinez, Arianne Reimerink, Pamela Faber, Elena Zagar Galvao,
Beatriz Naranjo Sdnchez, Helen Julia Minors, Celia Martin de Leén

ULPGC

Universidad de | Servicio de

Las Palmas de | Publicacionesy
Gran Canaria Difusién Cientifica

2021


https://spdc.ulpgc.es/

COLECCION
TIBON: ESTUDIOS TRADUCTOLOGICOS, N.° 3

EN mis de un sentido : multimodalidad y construccién de significados en traduccién
e interpretacién / Celia Martin de Leén y Gisela Marcelo Wirnitzer (coords.) ; Catalina Ji-
ménez Jurado ... [et al.]. -- Las Palmas de Gran Canaria : Universidad de Las Palmas de
Gran Canaria, Servicio de Publicaciones y Difusiéon Cientifica, 2021

1 archivo PDF (236 p.). — (Tibdn: estudios traductolégicos ; 3)
ISBN 978-84-9042-414-8

1. Traduccién e interpretacién I. Martin de Ledn, Celia, coord. II. Marcelo Wirnitzer,
Gisela, coord. III. Jiménez Jurado, Catalina, coaut. IV. Universidad de Las Palmas de Gran
Canaria, ed. V. Serie

82.03
THEMA: CFP y 4CT

Directora de la Coleccién: Isabel Pascua Febles

© del texto: los autores
© de La montania de San Juan de la cubierta: Héctor Vera Lépez

© de la edicién:

UNIVERSIDAD DE LAS PALMAS DE GRAN CANARIA
Servicio de Publicaciones y Difusién Cientifica
12 edicién. Las Palmas de Gran Canaria, 2021
heep://spde.ulpge.es
serpubli@ulpgc.es

ISBN (edicién electrénica): 978-84-9042-414-8
ISBN (edicién impresa): 978-84-9042-413-1
DOI: https://doi.org/10.20420/1653.2021.480

Maquetacién y disefo:
Servicio de Publicaciones y Difusion Cientifica de la ULPGC

Reservados todos los derechos. Ni la totalidad ni parte de este libro puede reproducirse o trans-
mitirse por ningin procedimiento electrénico o mecdnico, incluyendo fotocopia, grabacién
magnética o cualquier almacenamiento de informacion y sistema de recuperacion, sin permiso
escrito de la Editorial.


https://spdc.ulpgc.es/coleccion/tibon-estudios-traductologicos/?parent_collection=8317
https://doi.org/10.20420/1653.2021.480
https://spdc.ulpgc.es/
https://spdc.ulpgc.es/

INDICE

INTRODUCTION
Celia Martin de Ledén y Gisela Marcelo Wirnitzer. Coords. (ULPGC) .. ........

I.  Coherencia intermodal en audiodescripcién. Un estudio de corpus
Cartalina Jiménez Hurtado y Silvia Martinez Martinez . . .. ............

II. A Proposed Methodology for the Multimodal Analysis of a Corpus
of Spanish Language Audio Described Films
Antonio Javier Chica Nisiez (UGR) .. ..........ccciuiiiiinian..

II.  Miés que mil palabras: el rol de las imdgenes en Lectura Fécil
Israel Castro Robaina y José Jorge Amigo Extremera (ULPGC) . ... .......

IV. A Subtitler’s Eye: Multimodal Meaning Construction in Finnish
Subtitlers” Descriptions of their Work
Tiina Tuominen (U Turku, Finland) .. ... ... ... .. ... ...........

V. Multimodality in Terminological Knowledge Bases: Knowledge
Representation through Graphical Information
Cristina Ortega Martinez, Arianne Reimerink y Pamela Faber (UGR) . . ..

VI.  Making Sense of Gestures in Simultaneous Interpreting:
the Insiders’ View

Elena Zagar Galvao (U Porto) ... ............... ...

VII. “Immedesimarsi nel testo quando meno te lo aspetti”.
Traducir del inglés al italiano con banda sonora
Beatriz Naranjo Sdnchez (U Murcia) ............................

VIII. Music and Multimodal Translation
Helen Julia Minors (Kingston University, London) ... ................

IX.  Verlo de otro modo: imaginacién multimodal y creatividad
en traduccién

Celia Martin de Leén (ULPGC) . ......... ... .0 uiiiiiiiiniin..

101



Indice

BIBLIOGRAFIA GENERAL . o vt v vt e et ettt et e et e et et e e

BIOGRAFIAS



INTRODUCTION

Over the last decade, the concept of “multimodality” has been making its way into
translation and interpreting studies: a number of monographs have been published on
this subject (Boria ez al. 2020; Jiménez Hurtado ez al. 2018b; O’Sullivan and Jeffcote
2013), and the entry “multimodality” has become part of translation and interpreting
encyclopedias and handbooks (Kaindl 2012; Pérez-Gonzélez 2014a, 2020). Although
communication (and, consequently, also translation and interpreting) has always been
multimodal, with the development of digital communication technologies, multimodality
has become evident and ubiquitous, and theoretical approaches are devoting increasing
attention to how different modes interplay in the construction of meaning in translation
and interpreting processes. This monographic volume aims to contribute to this line of
research and thus continue to expand the field of translation and interpreting studies
with new perspectives, “new research questions, new methods and new interdisciplinary
connections” (Tuominen et a/. 2018: 5).

1. MULTIMODALITY

Multimodality is “the study of how we make meaning by combining multiple signifying
means or modes” (Pérez-Gonzdlez 2020: 346), and how these different modes interplay
and cooperate in our meaning-making processes. Modes are the resources used by a society
for producing and interpreting meaning (Kress and Van Leeuwen 2001), examples of
which would be language, gesture, images, layout, moving images, sound, and music
(Kress 2010). Modes do not constitute a homogeneous, closed category, but multiple
open-ended categories whose development depends on the social group that produces
and interprets meanings with them, and “on the nature of the multimodal material that
is being analysed as well as on the research questions that are being asked” (Tuominen
et al. 2018: 3).

Our daily experience is multimodal; in our social interactions, in our work, in our
access to information, we usually create meaning by drawing on a wide range of resources
and by combining multiple modes into a whole. We talk and gesticulate, we read the
news and look at the accompanying pictures, we send a text message with emoticons.
Communication has always been multimodal, but the concept of multimodality has
emerged with the development of audiovisual media and digital technologies. The term
was used for the first time in the mid-1990s (Jewitt et 2/. 2016: 1), when the dominance
of one mode (language) began to give way to the recognition of the interaction of many
different modes in meaning-making processes (Kress 2019: 24).

Traditionally, Western culture has given a clear preference to language and has tended
towards monomodality. For example, as depicted by Kress and Van Leeuwen (2001:1),
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texts of the most valued genres, such as novels, academic books, or official documents,
mostly appeared without illustrations, and nearly all paintings used the same support
and medium. Each art form was focused on one mode, and each theoretical discipline
that specialized in each of them also became monomodal. However, this monomodal
landscape has been changing over the past century, and in recent decades it has become
clearly multimodal. Theoretical disciplines have also begun to account for the multimodal
nature of meaning-making processes. Kress (2019) describes this evolution as a paradigm
shift that moves from language to meaning and from linguistics to semiotics. “Where
traditional linguistics had defined language as a system that worked through double
articulation, where a message was an articulation as a form and as a meaning, we see
multimodal texts as making meaning in multiple articulations” (Kress and Van Leeuwen
2001: 4).

However, although “traditional” (in particular, generative and structuralist) linguistics
focused on linguistic forms rather than on meanings, the paradigm shift from language
to meaning also took place in linguistics, where it was initiated by cognitive semantics
and cognitive linguistics in the 1970s and the 1980s. These approaches shifted the focus
from linguistic forms and structures to the production of meaning and its experiential
(and therefore multisensory and multimodal) grounding.' This is the case, for example,
of Lakoft and Johnson’s (1980) conceptual theory of metaphor, and Langacker’s (1987)
cognitive grammar. Now, it would be semiotics and multimodal theory that would fully
and explicitly address the multimodal character of meaning production.

As explained by Pérez-Gonzélez (2020: 347), the first semiotic approaches to
multimodality were structuralist and focused on elaborating comprehensive taxonomies
of signifying resources and codes. One of their blind spots is that “they privilege the
conventional and static meaning of established signs and codes over the potential of
semiotic modes to form and negotiate changing relationships with other modes, as
required by the specific demands of communicative events” (ibid.). This potential is the
focus of social semiotics, which addresses social interactions and the interrelations of
semiotic modes in actual communication. Multimodal theory draws on social semiotics
and systemic functional linguistics (Hallyday 1978) to investigate “the socially situated
nature of meaning-making processes” (Pérez-Gonzdlez 2014a: 127). It approaches
meaning production and interpretation as dynamic and context-dependent processes.

From this dynamic perspective, Kress and Van Leeuwen (2001: 58-59) explain that
not all modes constitute systematic codes like language: for example, colors do not form
a code of signs with established meanings, such as “green means hope”. Consequently,
color cannot be considered as a sign, but as a signifier “which is drawn into sign-making,
and is given its signified by the maker of the sign in the context of specific discourses
in which and through which the sign-making happens” (ibid.: 58). In general, modes
cannot be defined as fully specified signs, but as signifiers whose meaning potential
depends, on the one hand, on their materiality and its interaction with our bodily
disposition and, on the other hand, on their cultural history. Like linguistic signs for
cognitive linguistics, for social semiotics, semiotic modes are neither fully arbitrary nor

1 The notion of “experiential meaning potential” of Kress and Van Leeuwen (2001) is close to Lakoff
and Johnson’s (1980, 1999) experientialism (see Kress and Van Leeuwen 2001: 10-11).
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completely determined; they are motivated by the way they interact with our body and
by our cultural history.

An important feature of our bodily constitution related to multimodality is multi-
sensoriality. Our experience is multisensorial, i.e., it takes place through multiple sensory
channels (visual, auditory, tactile, olfactory, gustatory, kinesthetic, and proprioceptive).
In fact, sensory channels and semiotic modes are sometimes subsumed under the term
mode, which can be misleading (Jewitt ez al. 2016: 4-5; Tuominen ez al. 2018: 3). Kress
and Van Leeuwen (2001: 66-67) distinguish between multimodality and multimediality,
and define the latter as the ability to address more than one sensory channel. For example,
everyday face to face communication “is both multimodal (it uses speech, non-verbal
communication and so on) and multimedial (it addresses the eye and the ear and
potentially also touch, smell and taste)” (ibid.: 67). In this view, modes and media are
relatively independent, and a given mode (e.g. language) can be realized in different
media (e.g. speech and writing). Accordingly, spoken language and written language
have been described as two medial variants of language as a core mode (Pérez-Gonzdlez
2014b, 2020), although they can also be seen as two separate modes (Ketola 2018; Kress
2019).

Written and spoken language are the main working tools of translators and inter-
preters, and as such they have traditionally been considered the main (if not the only)
object of study in translation and interpreting studies. However, with the development
of communication technologies and the need to facilitate access to information for people
with special needs, the fields of activity of translators and interpreters have diversified
and the multimodal nature of their work has become evident. Thus, in recent decades,
the exponential growth of publications on multimodality (Jewitt ez 2/ 2016: 1) has begun
to be reflected in translation studies as well.

2. MULTIMODALITY IN TRANSLATION AND INTERPRETING

Undil the 1980s, translation and interpreting studies focused almost exclusively on
language as a vehicle for meaning construction, to some extent because the young dis-
cipline was heavily influenced by linguistics. The focus on equivalence brought about a
“displacement of language from context” (Pérez-Gonzalez 2014a: 119), which in turn
“favored the study of written and spoken discourse in isolation from other non-verbal
meaning-making resources” (7bid.). This monomodal perspective, centered on the
transmission of meaning through the spoken or written word, offered a disembodied
vision of translation and interpreting processes which overlooked the contribution of
other modes (images, typography, gestures, paralanguage, etc.) to the construction of
meaning. As argued by Pérez-Gonzdlez (ibid.), the new approaches developed since the
1980s in translation and interpreting studies adopted broader perspectives and drew
attention to the cultural, social and medial aspects of the context in which translation
and interpreting take place. However, they did not take into account the importance of
non-verbal elements in the construction of meaning, nor the impact that their inclusion
would have on the theorization of translation and interpreting. Functionalist approaches
could be an exception to this, since both Reif§ and Vermeer’s (1984) and Holz-Minttiri’s
(1984) theoretical frameworks included non-verbal and paraverbal elements in their

10



Celia Martin de Le6n y Gisela Marcelo Wirnitzer

description of translational action (a concept that encompassed translation, interpreting,
and other forms of intercultural mediation or textual production for the needs of other
people).

In recent years, an increasing number of studies have been addressing issues related
to multimodality, for example, in the fields of audiovisual translation, or translation for
accessibility or interpreting, so that multimodal studies in translation and interpreting
can be said to be an expanding and diversifying area (Tuominen ez 2/ 2018: 4). Today,
translators and interpreters rely on multiple semiotic modes in the performance of their
tasks, and translation and interpreting for accessibility —in particular, audio description
for the blind, subtitling for the deaf and sign language interpreting— involve moving
from one mode to another and from one sensory modality to another. The investigation
of these forms of intermodal mediation requires an expanded concept of translation
and interpreting that does not only include interlinguistic mediation, but also mediation
between verbal and non-verbal semiotic modes (Tuominen ez /. 2018: 4). However,
not all approaches that address multimodal aspects of translation and interpreting share
the same theoretical and methodological framework or the same concept of multimodal
translation and interpreting. Tuominen ez a/. (2018: 4-5, following Tymoczko 2007:
83-90) describe multimodal translation as a cluster concept, i.e., a concept of blurred
boundaries structured by familiar resemblances rather than by a set of necessary and
sufficient features.

Nevertheless, and despite the theoretical and methodological differences between the
various approaches to the multimodal aspects of translation and interpreting, multimodal
studies as a whole are leading to a redefinition and expansion of the concepts in the
field. Everyday communication is multimodal, which means that we are able (“neuro-
logically equipped”, Pérez-Gonzdlez 2014a: 121) to process different modalities “as a
single unified gestalt” (ibid.). In addition to this, translators and interpreters need to be
able to separate the different modes and analyze how each of them contributes to
communication, in order to decide whether it is necessary to compensate or transduce
information between one mode and another.

Kress (2019: 27-28) defines translation as a “transposition of meaning”; in this definition,
the term “position” included in “transposition” functions as a metaphor that alludes, for
example, to the position of semiotic resources in a social environment. Since each mode
offers its particular affordances in each social environment, translating means paying
attention to the affordances offered by each mode in each communicative situation, in
order to make the necessary adjustments so that the target text offers the intended
audience the desired information in the desired way. As pointed out by Kress (2020:
32), meaning cannot be transposed, rather, what is transposed “is a potential for making
meaning”. From this perspective, the task of translators and interpreters is to make
“lenowledge and understanding available and accessible to someone else by means of semiotic
resources which that person does not yet possess (fully)” (ibid.: 42). To carry out this
task, translators and interpreters need to identify the affordances offered by different
semiotic modes, not just spoken or written language; and they need to know how they
interact with each other in the production of meaning. This is the subject of this volume.

11
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3. ABOUT THIS VOLUME

'The papers collected in this volume attempt to answer, from different perspectives
and through the study of different topics, such questions as the following: How do different
semiotic resources interact in the meaning construction processes of translators and
interpreters? How do the different semiotic modes and their interactions influence the
processes of translation and interpreting? How can we investigate the interactions and
synergies between the different modes? How can the individual modes contribute to
improve comprehensibility and accessibility? How do translators and interpreters perceive
their own use of different modes in their meaning-making processes?

The first two chapters focus on audio-description as a form of inter-semiotic translation.
In chapter 1, Catalina Jiménez Hurtado and Silvia Martinez Martinez address the issue
of cross-modal coherence and cohesion in filmic audio-description through the analysis
of annotated multimodal corpora. In audio-description, the three modes — acoustic,
verbal and visual — that contribute to the construction of meanings in the source text
are to be translated into only two modes — acoustic and verbal — accessible to the auditory
channel. Jiménez Hurtado and Martinez Martinez propose a model of corpus-based
multimodal analysis that relies on a labelling system for the three semiotic modes involved
in the audio-description process. The authors show how the interaction of different
semiotic modes and the creation of cross-modal coherence in audio description processes
can be addressed with this method, in particular, how information about intra- and
cross-modal cohesion mechanisms can be extracted and encoded.

In the second chapter, Antonio Chica Nufez also explores the world of audio-de-
scription for the blind, relying on Multimodal Corpus Linguistics and Multimodal Dis-
course Analysis. He presents and discusses the multimodal corpus analysis methodology
applied in his study, including the three-level semantic annotation system designed to
investigate the different modes involved in the audio-description process. Chica Nufiez
addresses the multimodal transformation strategies applied by audio-describers for
translating the “motion” visual attribute in a corpus of audio described films. In his
analysis, he distinguishes between endogenous and exogenous motion: the former
refers to the movement of the objects in the visual field, the latter to the movements
introduced by the camera and post-production. Chica Nufez presents examples of both
types of motion from his multimodal corpus analysis, and illustrates audio-describer
strategies in the inter-semiotic translation of this attribute.

Another way of conceiving multimodality is cognitive accessibility. In chapter 3, Israel
Castro Robaina and Jorge Amigo Extremera deal with easy language, a multimodal
method for the creation and adaptation of texts to enable people with cognitive
disabilities to access information and create cognitively comprehensible environments
by reducing or erasing barriers to comprehension, learning, and social participation.
Images as iconic paratextual complements are fundamental pragmatic resources for
textual compensation. In order to give an account of the need of creating cognitively
comprehensible environments, the authors carry out an exploratory and descriptive
analysis of images used in texts of easy language and present the resources for contextual
compensation used by professionals who work with this method.

12
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In chapter 4, Tiina Tuominen investigates how Finnish subtitlers perceive their own
use of different modes in their meaning-making processes. She analyzes a series of
interviews with Finnish subtitlers with the aim of uncovering references to multimodality,
finding that this subject does not occupy a central place in the reflections and considerations
of the subtitlers, i.e., that they do not pay attention to it spontaneously. However, the
subtitlers do mention some multimodal aspects of their work. In particular, they refer
to their temporal dimension (timecueing, pace and rhythm) and the need to temporarily
disconnect from the different modes to focus on the written language. The area in which
multimodality is most frequently mentioned is regarding the quality of subtitles. For
example, subtitlers are aware of the need to allow the viewer to attend to the other
modes of the audiovisual text, trying not to interfere in this process. The paper offers
valuable insights into how subtitlers view their own work from the perspective of
multimodality.

Scientific translation has also been approached from a multimodal perspective. In
chapter 5, Cristina Ortega Martinez, Arianne Reimerink and Pamela Faber highlight
the interrelations between different semiotic modes in specialized knowledge represen-
tation and acquisition. In specialized texts, images contribute to the understanding of
specialized language; similarly, multimodal terminology databases can make a special
contribution to the acquisition of specialized knowledge. Starting from a cognitive
approach (Frame-Based Terminology), in this chapter Ortega Martinez, Reimerink and
Faber analyse an image sample from the multilingual database EcoLexicon in order to
test the guidelines designed for the selection of images. In their analysis, they assess if
concepts and conceptual relationships are properly represented by the selected images
in each context, and present three detailed case studies. Their research confirms the need
to use guidelines for image selection for terminology resources, so that graphical and
linguistic information interact coherently to help users acquire specialized knowledge.

In chapter 6, Elena Zagar Galvao approaches multimodality in the field of interpreting.
Her study is part of a larger research on gestures and their functions in simultaneous
interpreting from English into European Portuguese, and focuses on interpreters’
perceptions of their own gestures in the booth, as well as of the gestures of speakers and
colleagues, and of possible relationships between speakers’ and interpreters’ gestures.
Data were collected by using semi-structured in-deep interviews; the transcribed interviews
were analysed thematically, and the analysis yielded a system of categories with forty-one
interrelated themes, the most relevant of which are presented and discussed in this chapter.
The results of the study suggest that most interpreters are aware of performing gestures
while interpreting and perceive their own gestures as an aid, particularly in achieving
varied and natural prosody. However, although the most widespread view among the
interpreters interviewed is that gestures have a facilitative function, a minority think
that gestures can have negative effects on their task and on their professional image,
which could be related to the training they have received. This study, like the one
presented in Chapter 4 on subtitlers, addresses the interpreters’ own perceptions of their
use of multimodal resources in the performance of their work, an approach that can
provide very relevant information for the training and development of professionals.

The relationship between music and translation has also been approached from a
multimodal perspective. The subsequent two chapters deal, from different angles, with

13
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this relationship. In chapter 7, Beatriz Naranjo Sdnchez presents results of her research
on the cognitive benefits of music for translation. Her hypothesis is that the aesthetic
effects from listening to music could help translators become immersed in the narrated
world of the original text and, through imagination and emotions, boost positive effects
on the quality of target texts. The aim of the study presented in this chapter was to test
whether the translators who participated in the experiment produced higher quality or
more creative work when translating with music playing in the background. The results,
although not yet conclusive, indicate a positive effect of background music on creativity
but a negative effect on linguistic accuracy. They also reveal a number of factors related
to the presence of music, such as emotions, empathy and creativity, which could play a
very relevant role in the translation of literary texts.

In chapter 8, Helen Minors surveys the interactions and intersections within and
between music and translation. She considers that translation is not limited to linguistic
transfer, so it must be approached from a holistic perspective that addresses the transfer
of meanings, contents and senses between one mode and another. She questions the
role of translation within the context of music, explains how translation may offer a
new way of interpreting musical practice, musical performance, and musical meaning,
and proposes a framework to facilitate the exploration of the relationship between music
and translation. She relies on specific cases where translation supports the interpretation
of music to illustrate the interaction of different semiotic modes and the projection of
meanings from more than one mode.

Finally, in chapter 9, Celia Martin de Le6n investigates whether the interaction of
different semiotic modes can provide a scaffolding for creativity in general and, in particular,
in the field of translation. Her hypothesis is that the creative and transformative power
of the imagination lies in its capability of making different modes interact or, in other
words, in its multimodal and multisensory character. In order to substantiate this
hypothesis, she reviews relevant literature from cognitive science, multimodal studies
and translation studies. Starting from the notion of “seeing-as”, she addresses the
relationships of semiotic modes with creative processes, and studies how these relationships
have been treated in different cognitive approaches to translation. The study provides a
theoretical framework for approaching the empirical study of creativity in translation
from the perspective of embodied cognition and multimodality.

We hope that this collection of papers on multimodality in translation and interpreting
will contribute to the development of this rapidly growing area. It is possible that the
studies collected in this volume, in addition to offering some answers, will raise many
new questions, as it could not be otherwise in an area of study that is still just beginning
to be explored and that shows as many bifurcations as it does possibilities.

14



CAPITULO I

Coberencia intermodal en audiodescripcion. Un estudio de corpus

Catalina Jiménez Hurtado y Silvia Martinez Martinez

Universidad de Granada'

1. INTRODUCCION

En Traductologfa, el estudio de la multimodalidad como fenémeno comunicativo
ha experimentado un impresionante auge gracias a la investigacién en traduccién au-
diovisual (TAV), aunque particularmente lo ha hecho en las modalidades denominadas
accesibles, como la subtitulacién para personas sordas (SpS) y la audiodescripcién para
ciegos (AD). De hecho, aunque se traducen diferentes tipos de textos multimodales,
tales como cémics, novelas graficas o videojuegos, lo cierto es que son estas dos moda-
lidades de traduccién (SpS y AD) las que mds radicalmente responden a la caracteriza-
cién de traduccién intersemiética o intermodal. En ambas, el texto original (TO), el
texto filmico, activa tres modos diferentes: modo actstico, verbal y visual, que se reducen
a dos en el texto meta (TM). En el caso de la SpS, el TM al que acceden los receptores,
las personas sordas, solo activa dos modos, el modo verbal (escrito) y el visual. Este fe-
némeno de reduccién modal se produce cuando se traducen a palabras sonidos articu-
lados orales, esto es, lenguaje, y no articulados, como la traduccién del sonido de un
trueno o del ladrido de un perro (Martinez-Martinez 2015, Reviers 2018). En el proceso
de traduccién de imdgenes a palabras (AD), el modo al que no acceden los receptores
ciegos es el visual, con lo que el TM audiodescrito solamente activa el modo verbal
(oral) y el actstico no articulado. Este caso es quizd, como veremos, el mds complejo de
los dos, porque no solo se traducen imdgenes a palabras, sino que, ademds, a lo largo de
este complejo proceso traductor intersemidtico, se establece una serie de vinculos cohe-
sivos inter e intramodales relativamente poco estudiados (Jiménez Hurtado 2007; Braun
2011 y 2018; Reviers 2018). En este sentido, Remael y Reviers (2019: 277), aunque
refiriéndose en general a la traduccién audiovisual, sefalan que, tanto teorfa como mé-
todo siguen siendo escasos cuando se trata de analizar con rigor la interaccién modal
en la traduccion audiovisual:

1 El proceso de elaboracién de este articulo ha sido financiado por el proyecto AL-MUSACTRA. Acceso

universal a museos andaluces a través de la traduccién. Referencia: B-TIC-352-UGR18.
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[...] research into multimodal cohesion is still in its infancy, and much
conceptualization and theorizing remain to be done. Indeed, a truly systematic
and comprenhesive analytical model is not yet available for our research
domain, whereas existing concept and terminologies often overlap.

En efecto, es necesario un esfuerzo de conceptualizacién y reflexién epistemoldgica
y tedrica sobre la forma en que los modos interactiian y crean significado global en los
textos traducidos a través de diferentes tipos de vinculos cohesivos inter e intramodales.
Pero no lo es menos la necesidad de aplicar métodos de andlisis de corpus que compilen
cantidades de datos que sean representativos del tipo textual y que revelen estrategias
de traduccidn recurrentes utilizadas en los textos traducidos, asi como las posibles razones
para ello.

Traducir imdgenes a palabras es un ejercicio cognitivo de creacién de relevancia co-
municativa (Desilla 2019) en el que el audiodescriptor activa diferentes estrategias de
construccion del significado. Algunas estrategias son de corte cognitivo, como la reduc-
cién de la carga cognitiva, la categorizacién léxica o sintdctica de un fenémeno no verbal
o la creacién de tipos de inferencia entre modos; mientras que otras se centran en el
discurso (cohesién léxico-semdntica entre ambas expresiones del modo verbal, estrategias
de cortesia textual, respeto del acto de habla del TO). Ademds, estas estrategias se aplican
en el proceso traductor intermodal (del modo visual al modo verbal) e intramodal (desde
el guion original de la pelicula al guion audiodescriptivo, en adelante, GAD).

Son muchas las cuestiones que siguen hoy abiertas sobre la interaccién de modos,
que se intentan responder desde diferentes perspectivas y aplicando interesantes métodos
de andlisis. Las dos cuestiones que subyacen a todas ellas se refieren siempre al intento
de conceptualizar el fendmeno comunicativo bésico de la interaccién modal, as{ como
de revelar el potencial semdntico y pragmdtico que aporta cada modo a la unidad de
significado en la que interactGan. Por otro lado, resulta de vital importancia medir el
éxito del proceso traductor y averiguar si las diferentes formas de interaccién modal que
se proponen en los textos traducidos (TM) a través de la traduccién intersemidtica re-
almente disminuyen o al menos no aumentan la carga cognitiva a los receptores con di-
versidad funcional. De hecho, si los mecanismos de cohesién semdntica, como la
repeticién o sustitucion léxica en el marco del modo verbal, se afaden o activan de
forma simultdnea a los mecanismos cohesivos pragmdticos, como la bisqueda de infe-
rencias comunicativas entre modos, esta preocupacién por no aumentar la carga cogni-
tiva estd mds que justificada (Cabezas Gay 2017).

En lo que sigue, en el apartado 2, se recogerdn algunos de los modelos de andlisis de
la coherencia intermodal, como los presentados por Braun (2007, 2011 y 2018), Reviers
(2018), Remael y Reviers (2019) o Tseng (2013). En el apartado 3, desarrollamos un mé-
todo de andlisis de los mecanismos de cohesién y coherencia intermodal presentes en la
audiodescripcién filmica y que aplica los principios del andlisis de corpus multimodales
anotados. Finalmente, el apartado 4 ofrecerd los resultados del estudio de corpus que
revelard, por un lado, informacién acerca de la forma en que se traduce tanto la narra-
tologfa filmica como el lenguaje de la cdmara. Asimismo, los resultados proporcionardn
informacién sobre las estrategias de cohesién intra o intermodal del guion audiodes-
criptivo.
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2. MULTIMODALIDAD E INTERACCION DE MODOS: ENFOQUES PARA SU ANALISIS

Cuando en la investigacién en Traduccién se tratan los diferentes modos semidticos,
se sigue haciendo desde perspectivas que parten de denominaciones y conceptualiza-
ciones muy distintas, a veces solapadas, por lo que sigue existiendo una falta de acuerdo
tedrico y metodoldgico considerable que necesariamente lleva a la dispersion conceptual
y epistemoldgica. A pesar de que la multimodalidad es considerada el marco conceptual
para estos estudios (Pérez Gonzdlez 2014b), conseguir analizar los modos, sus cédigos
de significacién y los atributos bdsicos percibidos por el cerebro como funcionales con
un marco teérico adecuado, sigue siendo el gran reto de la traduccién audiovisual (Chica
Nufiez 2016). La multimodalidad se ha convertido por tanto en una de las perspectivas
desde las que se estudia la traduccién intersemidtica y uno de los marcos conceptuales
mds productivos para su estudio. Sin embargo, seguimos atin lejos de definir con la
complejidad que merece la interaccién de modos semidticos en un dnico texto. No exis-
ten adn los recursos necesarios para analizar los procesos de significacién que se activan
en cada acto comunicativo en el que intervenga més de un modo y carecemos de formas
de evaluar o medir el potencial semdntico y pragmdtico de cada uno de ellos.

El problema de que el significado que crea la interaccién de modos va mds alld de la
suma de los significados de los modos de forma aislada sigue sin resolverse desde un
punto de vista tedrico. Esto es asi a pesar de los diferentes intentos de ofrecer un inventario
de posibilidades en el marco de un principio de integracién modal o resource integration
principle (van Leeuwen 2005: 4). Hasta ahora, la teorfa basada en la semidtica social ha
sido de las mds productivas y de las que mds se han afanado en ofrecer planteamientos
de anilisis prcticos que, no obstante, no han pasado de la vectorizacién de lo verbal y
lo visual, donde evidentemente el verbal siempre ha sido el modo que ha implementado
una mayor responsabilidad semdntica y pragmdtica.

A este fenémeno de cohesién multimodal, desde la semidtica social, heredera de la
Gramdtica Sistémica Funcional (GSF), se le ha llamado también intersemiotic comple-
metarity (Baldry y Thibault 2006: 7-19). Segtn los autores, el andlisis multimodal y su
transcripcién descansa en cuatro principios bésicos que comienzan con la identificacién
de los rasgos marcados de cada modo, la segmentacién del texto en fases, el propio ané-
lisis de la interaccién entre modos y finalmente la integracién del andlisis metafuncional.
Estos principios, sin embargo, siguen siendo excesivamente generales, lo que hace el
andlisis especifico extremadamente dificil. El modelo de transcripcion para el anilisis
del modo actstico de filmes audiodescritos de Reviers (2018) y audiodescritos y subti-
tulados de Remael y Reviers (2019) es buena prueba de ello. Basdndose en el modelo
de Tseng (2013) y con el propésito de realizar un andlisis centrado sobre todo en el so-
nido, las autoras crean una tabla en la que se transcriben los elementos de los diferentes
modos en unidades l6gicas y semdnticas. La tabla consta de las siguientes columnas:

(a) Ndmero de unidad

(b) Transcripcién de AD

(c) Codificacién de la imagen visual y de la kinésica
(d) Transcripcién del sonido y la musica

(e) Transcripcién del didlogo

(f) Los subtitulos
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Subrayan en negrita los elementos marcados en todas las columnas, lo que permite
apreciar c6mo los elementos focalizados suelen ser los tres pilares de la narratologia,
adelantados por Jiménez Hurtado (2010a), Tseng 2013 y Pérez Payd (2010 y 2015): el
personaje y los objetos que lo acompanan, las acciones que realiza y las localizaciones es-
paciales y temporales, aunque las autoras (op. cit.: 264-267) se centran en los personajes
y las localizaciones en su andlisis final. El sistema de anotacidn, sin embargo, forma un
todo con el de transcripcién y cada unidad necesita de dos exhaustivos andlisis: el que
se refiere a cada columna de la tabla de la unidad y la bisqueda de patrones de fenéme-
nos de cohesién inter e intramodal conforme el texto avanza. Resulta muy interesante
el conjunto de resultados que aportan en relacién con las funciones de la traduccién
del sonido. Por ejemplo, afirman que la AD menciona o reitera explicitamente el sonido,
como en el bocadillo «Entran», que desambigua el sonido de pasos; se evoca la fuente
sonora directa o indirectamente: «En la cocina» desambigua el sonido de los cristales;
se hace referencia a la calidad del sonido: «La lluvia cae a torrentes», que especifica lo
percibido y, finalmente, la AD apoya el proceso de cohesién informativa, pudiéndose
asi inferir la fuente sonora. Sin embargo, la aspiracién a un andlisis con datos estadisti-
camente relevantes que puedan transcender las valoraciones intersubjetivas de los in-
vestigadores estd ain por cumplirse.

El modelo de Braun (2011 y 2018), con un enfoque pragmadtico-cognitivo, se dife-
rencia de los anteriores en que no se basa en los fundamentos de la GSF o en la escuela
de Lovaina, sino mds bien en la tradicién del andlisis lingiifstico, esto es, pragmdtico y
discursivo, con incursiones verdaderamente interesantes en los modelos cognitivos de
comunicacion y acceso al conocimiento.

Segtin Braun (2008: 16), la semidtica filmica proporciona elementos de anlisis del
modo visual, pero adolece de una herramienta para analizar la interaccién de modos. Sin
embargo, considera que los estudios de andlisis del discurso, los de la pragmdtica, junto
a los de narratologfa consiguen ofrecer, en un todo arménico, un paso que posibilita ir
mds alld del andlisis individualizado de cada modo. Su modelo (Braun 2011: 648 y ss.)
se basa en dos pilares: el primero descansa sobre la teoria de los modelos mentales que
gestionan el conocimiento del mundo de los receptores. Estos les proporcionan un pri-
mer marco para crear sentido e interpretar la informacién global del texto; el receptor
activa un marco que sirve de contexto para acceder a la realidad representada en el texto.
La comprensién del mundo y, por tanto, la comprensién de la comunicacién verbal que
lo explica, parte de la construccién de un modelo mental, sobre la base de la activacién
de esquemas de conocimiento o imaginativos (Johnson-Laird 2006; van Dijk y Kintsch
1983). Complementado este con la aplicacidn consecuente de los mecanismos de infe-
rencia propios de un sistema que construya el sentido gracias a la relevancia comunica-
tiva de cada unidad de significacién, el receptor es capaz de crear un primer contexto
de la funcién textual ayudado por su conocimiento del mundo. La autora (Braun 2018)
explica la AD desde los estudios de la lingiiistica del texto indagando, sobre todo, en
los conceptos de la cohesién como herramienta lingiiistica (Yos 2005) y la coherencia
como resultado cognitivo de la primera, que crea una impresién de continuidad de sen-
tido y conectividad en un texto. Los estudios textuales de corte cognitivo explican que
el concepto de coherencia no solo es un resultado de la suma de los mecanismos cohe-
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sivos, sino que también influye de forma decisiva la participacién activa del receptor y
su capacidad para crear sentido a partir de lo que percibe.

El segundo pilar que complementa al anterior proviene de la Teorfa de la Relevancia
(Sperber y Wilson 1995), que especifica algunos elementos del proceso de comprensién
a través de las inferencias que realizamos en todo acto de comunicacién, recogidas en el
Principio de Cooperacién (Grice 1975). Parece evidente que el déficit en uno de los pi-
lares hace mds necesario el otro, aunque “coherence is relational, individual and a matter
of degree” (Braun 2011: 652).

La complejidad del concepto de coherencia frente al de cohesién surge cuando se dis-
tingue entre mecanismos semdnticos, sintdcticos y pragmdtico-discursivos presentes en
el texto de forma explicita, o incluso implicita, y aquellos mecanismos o procesos que
exclusivamente, aunque basdndose en los primeros, ocurren en la mente del receptor.
Sila cohesidn es semdntica y en parte pragmadtica, la coherencia, es decir, el sentido del
todo textual, parte de las estructuras textuales semdnticas (tanto léxicas como discursi-
vas), se basa en las pragmadticas y se convierte finalmente en un fenémeno eminente-
mente cognitivo. De hecho, el receptor construye su modelo mental del texto basado en
la adecuada interaccién de esas estructuras materiales (Johnson-Laird 2006). Como bien
indica Braun (2011: 648), unos modelos de procesamiento discursivo se centran en el
conocimiento previo que posea el receptor y que le permite activar marcos o escenas
dependiendo precisamente de los mecanismos textuales. Otros modelos, sin embargo,
se basan en procesos de inferencias gracias a los que el receptor accede a un tipo de in-
formacién no explicita; estos son los conocidos modelos pragmadticos de la inferencia y
la relevancia. En todo caso, no son incompatibles, sino que los primeros son necesarios
para activar los segundos.

El fenémeno de recepcién adecuada de la informacién sin la capacidad de percibir
uno de los modos mds relevantes, el visual, sumado al hecho nada despreciable de la
falta de espacio para suplirlo con palabras, hace que la audiodescripcién descanse so-
bremanera en la inferencia comunicativa y convierte al traductor en un profesional de
la aplicacién adecuada de los mecanismos de cohesién. Coincidimos con la autora
(Braun 2018: 129) cuando duda de que la TAV sea una traduccién subordinada (cozns-
trained translation), dado que el traductor no elimina o filtra informacidn, sino que con-
sigue que el receptor acceda a ella potenciando al mdximo su capacidad para inferirla.
La autora refrenda su modelo con el andlisis de una escena de la audiodescripcién de la
pelicula La joven de la perla (2003). En primer lugar, se explica la coherencia entre el
modo actstico y el visual y cdmo su complementacién facilita la creacién de inferencias
(de que alguien lleva unas llaves y se dirige a algin lugar se infieren una serie acciones
posteriores), ergo, los receptores ciegos han de poder realizar las mismas inferencias que
los que ven el TO. Si oyen un sonido, el audiodescriptor lo menciona o reitera o se
refiere a la fuente sonora (Martinez-Martinez 2015). Esta idea se recoge en las funciones
de la AD de los sonidos de Remael y Reviers (2019). Otro tanto ocurre con las explica-
ciones de las relaciones que se crean entre imdgenes y didlogo en el TO y didlogo y AD
en el TM (alguien llega al espacio escénico y habla), y finalmente el modelo destaca las
relaciones intramodales del modo visual, como las que se dan cuando se presentan varias
escenas de forma consecutiva utilizando mecanismos cohesivos propios de la narratologia
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como el espacio, la cronologia o las acciones de los personajes. En estos casos, el TM se
limita a mencionar algunos elementos presentes en el espacio escénico, dejando que el
publico ciego realice las inferencias con la ayuda del modelo mental que se haya cons-
truido.

Como apunta Braun (2011: 660), “[i]t is clear that the detailed analyses presented
[...] are only possible for small data samples, which would seem to limit the value and
validity of any such case study”. En efecto, aunque valiosos e interesantes, los datos que
nos ofrecen los estudios destinados a describir las relaciones inter ¢ intramodales de los
textos audiodescritos siguen siendo muestras pequenas que describen reflexiones indi-
viduales basadas en la introspeccién. Esa introspeccién posibilita, qué duda cabe, recabar
informacion y seguir haciéndonos preguntas para la investigacién futura. Ademds, esta
informacion se puede volcar en etiquetas y anotaciones en el trabajo con corpus.

Precisamente esa es la labor de otros enfoques metodolégicos como los estudios en
TAV basados en corpus, que no solo son un método o paradigma, sino que se han con-
vertido en una forma de analizar datos y anotarlos aplicando diferentes teorias. En TAV,
como explica Bruti (2020: 383), los estudios de corpus se utilizan para validar un fenéme-
no concreto, como determinados patrones presentes en un tipo textual traducido (Pavesi
2014). Por ello, se suele trabajar con textos monomodales y la mayoria de las veces mo-
nolingiies o paralelos. Los corpus multimodales son los menos utilizados por razones
obvias: tanto la compilacién como la anotacién de los modos actstico y visual siguen
siendo muy problemdticos, por no mencionar lo dificil que resulta alinearlos para el eti-
quetado de fenémenos simultdneos. Como indica Soffritti (2019: 342):

Annotation is the basis for effective and satisfactory data retrieval, since
only annotated features of corpus materials can be specified and extracted in
queries. And, of course, only on such a basis is it possible to identify statistical
and distributional patterns of retrievable entities efficiently and reliably.

Los andlisis basados en corpus multimodales que en la actualidad investigan diferentes
aspectos de la AD no son representativos de los textos que analizan. Este tipo de andlisis
es el que no ha encontrado un programa informdtico que sirva a los diferentes propésitos,
sigue buscando la forma de alinear los datos de los diferentes modos y carece de un sistema
de anotacién funcional que puedan aplicar de forma automadtica. Estos son fundamental-
mente los retos del futuro de la investigacién de la AD basada en corpus. Hay, no obstan-
te, proyectos y grupos de investigacién que merecen una atencién especial por el esfuerzo
que estdn realizando en ir suscitando tanto preguntas de investigacién como posibles
soluciones a pequefia escala. Aunque los corpus no sean demasiado amplios, los andlisis
estdn abriendo nuevas lineas de investigacién y aportando respuestas nuevas a preguntas
tradicionales. El proyecto VIW, Visuals into Words (Matamala 2018, Machuca er al.
2020) trabaja con una pelicula de 14 minutos de duracién rodada en inglés y doblada
al cataldn especificamente creada para el proyecto. Contiene audiodescripciones en di-
ferentes lenguas realizadas por profesionales y estudiantes de traduccidn. El corpus con-
tiene pues un total de 30 AD realizadas por profesionales (10 por lengua) y 27 realizadas
por estudiantes, con las que se han estudiado diferentes estrategias de traduccién. Otro
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proyecto que estd en sus comienzos es el ZAD Project®. Este grupo de investigadores ha
compilado un corpus, anotado por ellos mismos, sobre el que realizardn andlisis con-
trastivos de las caracteristicas de las audiodescripciones; sin embargo, atin desconocemos
tanto el tipo de etiquetas como el método que aplicardn. Como vemos, estos estudios
siguen estando en una fase de experimentacién general y de bsqueda de hipétesis de
investigacién. En el apartado siguiente haremos referencia al proyecto Zaguerti, del que
nos nutrimos para presentar un modelo de andlisis de la coherencia intermodal.

3. MODELO DE ANALISIS MULTIMODAL BASADO EN CORPUS
3.1. Introduccién e hipdtesis de trabajo del modelo

El modelo que presentamos a continuacién recoge una labor de afos de reflexién
sobre las posibles aplicaciones de los estudios de corpus multimodales anotados al andlisis
de la AD (Jiménez Hurtado 2010a y 2010b; Jiménez Hurtado y Seibel 2012; Jiménez
Hurtado y Soler Gallego 2013). La busqueda de patrones de significacion utilizados en
el TO multimodal (el filme) que se traducen a un modo diferente sigue siendo, como
hemos visto, la cuestién més estudiada, a la vez que un enorme reto tedrico. Del mismo
modo, el disefio de un método de andlisis que se base en corpus multimodales y que,
superando los estudios de caso, consiga observar de forma objetiva y estadisticamente
relevante las actuaciones de los diferentes audiodescriptores atin es un escollo metodo-
légico considerable.

Para ello, la primera aspiracién debe ser el desarrollo de un marco conceptual que
sustente un sistema de etiquetado seméntico funcional. Se trata de una tarea previa de
suma importancia, sobre todo porque la validez de los resultados depende de que este
marco sea tedricamente consistente. Es decir, la justificacion precisa de todas y cada una
de las etiquetas del sistema tiene que seguir un método que se base en los fundamentos
tedricos tanto de la descripcidn del modo que se trate como del tipo textual que se ana-
lice, y, ademds, que ofrezca garantias metodoldgicas. Aunque para determinados estudios
puntuales puede ser quizd legitimo, consideramos que no basta con activar etiquetas
que busquen un tipo de informacién determinada, sino que el sistema de etiquetado
tiene que recoger la amplitud de los posibles fenémenos que se puedan presentar, lo
hagan estos o no. De hecho, la ausencia de un fenémeno comunicativo es siempre fun-
cionalmente significativo.

Por ello, el sistema de etiquetado que se presenta a continuacién recoge el lenguaje
y la gramdtica de los tres modos semiéticos implicados. El grado de especificacién de
cada etiqueta, como se verd mds adelante, depende del grado de profundidad que se pre-
tenda alcanzar en cada estudio, asi como de su objetivo. En este trabajo, hemos activado
etiquetas generales y otras mds especificas para mostrar, describir y justificar el método;
sin embargo, todas y cada una de ellas se basan en estudios tedricos previos sobre los di-
ferentes modos.

Otro de los problemas que entrafia un sistema de etiquetado multimodal es el lugar
de la activacion de las etiquetas, que no es una cuestién baladi. De hecho, posiblemente

2 https://www.uni-hildesheim.de/fb3/institute/institut-fuer-uebersetzungswiss-fachkommunikation/
forschung/tads/
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este sea uno de los escollos que hayan retrasado este tipo de investigaciones. El método
desarrollado por los investigadores de la escuela de la GSE, aunque muy interesante, re-
quiere de un esfuerzo improbo por parte de los investigadores que lo aplican, que han
de limitarse a analizar escenas breves (Remael y Reviers 2019: 264).

Nuestra opcidn ha sido etiquetar sobre el modo verbal del TM, que es, en realidad,
uno de los modos mds relevantes de la configuracion final de modos implicados. Como
decfamos al principio, el filme audiodescrito al que accede el receptor ciego activa dos
modos: por un lado, el modo verbal que, a su vez, se desdobla en dos bloques, el guion
original y el GAD y, por otro, el modo actstico, formado por la musica y los efectos so-
noros. El GAD, teniendo en cuenta los elementos percibidos por las personas ciegas,
efectos sonoros y guion original, traduce las imdgenes que estos receptores necesitan
para complementar un acceso adecuado al filme.

Antes de pasar a describir las etiquetas y su funcidn, y partiendo de la hipétesis de
que el sistema de etiquetado nos permite realizar observaciones generales sobre la inte-
raccién intermodal, nos surgen las siguientes preguntas de investigacién:

* ;Podemos recabar informacién sobre los mecanismos de cohesién intermodales,
asi como sobre las inferencias de las que se sirve el audiodescriptor para crear un
significado global en el TM?

* ;Podemos ofrecer informacién acerca de los mecanismos de cohesién intramodales
que se activan entre guion original y GAD?

* ;Podemos recoger y ofrecer informacién acerca de las estrategias de traduccién
activadas por el audiodescriptor en la traduccién de la narratologfa y el lenguaje
de la cdmara y de las razones que motivan sus decisiones?

* ;Podemos ofrecer una vision general de la responsabilidad funcional o semdntica
de cada modo semiético en el texto original?

Por otro lado, si aplicamos las etiquetas sobre el GAD, al extraerlas, reflejarfan lo si-
guiente:

a. Siel bocadillo traduce los elementos de la narratologia que se han activado en la
escena, cudles traduce y con qué estructuras lingiiisticas lo hace.

b. Siel bocadillo traduce la forma en que se han reflejado los elementos del lenguaje
de la cdmara, es decir, la perspectiva desde donde aparecen en el espacio textual.

c. Siel bocadillo refleja la forma en que se han emitido los diferentes sonidos y cémo
lo ha hecho, esto es, con qué estrategias lingiiisticas y discursivas.

d. La gramdtica verbal del propio bocadillo.

e. Siel bocadillo ha establecido algtin tipo de estrategia cohesiva intra o intermodal
objetivamente reconocible.

De este modo, sobre el componente de uno de los modos, aparecen anidadas de forma
simultdnea aquellas etiquetas que aportan informacién sobre la traduccién de los dife-
rentes modos, su relevancia concreta para la escena o los mecanismos de cohesién inter
e intramodal que se han activado y en los que ha descansado la actuacién del traductor.

La posibilidad de extraer combinatorias diferentes de etiquetas, como veremos, pro-
porcionard elementos de andlisis para llegar a conclusiones sobre la forma y los meca-
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nismos de interaccién modal. Contestaremos a las preguntas de si, por ejemplo, uno de
los modos, el sonido, es mds o menos relevante o si la traduccién de este se hace de for-
ma que se apoye, se intensifique o se restrinja una posible inferencia por parte de los re-
ceptores. Esto se consigue solamente si el conjunto de las etiquetas se aplica a un espacio
textual aislado que se trate como unidad de traduccidn; nosotros nos hemos decidido
por el bocadillo de AD vy el contexto en el que se incluye, la escena antes o después de
la insercién del bocadillo.

Finalmente, encontrar un programa informdtico para trabajar con corpus multimo-
dales es hoy por hoy atin problemitico. La facilidad de acceso rédpido a cada unidad ana-
lizada, la capacidad de extraer los datos de forma sencilla para la triangulacién de los
resultados es de vital importancia. La vinculacién de las escenas seleccionadas del texto
filmico con los bocadillos, asi como con las etiquetas, es de vital importancia: en nuestro
caso, aunque sigue sin ser ideal, se ha solucionado incluyendo el cédigo de tiempo de los
bocadillos de AD. De este modo, aunque no es automdtica, en caso necesario, la bus-
queda de la escena resulta relativamente f4cil.

En lo que sigue, describiremos el proceso metodolégico que se ha recorrido desde la
utilizacién de un programa, la seleccién de un corpus de prueba para mostrar el método,
el marco conceptual de las etiquetas, la aplicacién de estas por los diferentes etiqueta-
dores, la activacién de protocolos para evitar la subjetividad o excesiva variabilidad de
aplicacién y, finalmente, los primeros resultados obtenidos.

3.2. Corpus y herramienta de analisis

El surgimiento de los estudios de andlisis de corpus cumpli6 con el deseo histérico
por parte de la comunidad cientifica de transcender los estudios basados en evidencias
aisladas. En la actualidad, son un campo metodolégico insustituible para extraer infor-
macién acerca de los patrones de comportamiento lingiiistico y textual de cualquier
4rea relacionada con las lenguas naturales y, mds recientemente, incluso con los diferentes
modos semidticos. Los corpus multimodales, no obstante, siguen siendo escasos y su
etiquetado dista mucho del sueno de los etiquetados automdticos de los corpus que tra-
bajan exclusivamente con el modo verbal de las lenguas naturales. Los corpus multi-
modales, sin embargo, se suelen reducir al andlisis de la interaccién humana cara a cara
(human face ro face interaction). De hecho, suelen consistir en grabaciones de videos de
seres humanos actuando o simulando determinadas acciones controladas como primeros
encuentros u otro tipo de situaciones culturalmente estereotipadas para estudiar las es-
trategias de gestién de los didlogos. En 2012, apareci6 la norma ISO 24617-2: 2012
(revisada en 2020: ISO 24617-2: 2020)> que ofrece un conjunto de conceptos para el
etiquetado semdntico de didlogos humanos, incluso un tipo de lenguaje formalizado
(DiAML: the dialogue act markup language), asi como un método para segmentar los
didlogos en unidades semdnticas. Sin embargo, para los propdsitos que perseguimos,
no existe un tipo de transcripcién o de etiquetado que recoja los lenguajes activados en
los tres modos semidticos representados en los textos filmicos o la compleja interaccién

3 ISO 24617-2:2020. Language resource management — Semantic annotation framework (SemAF)
— Part 2: Dialogue acts. https://www.iso.org/standard/51967 .html
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de los dos modos en el texto traducido. Por ello, para sistematizar el andlisis del TO asi
como las estrategias de seleccién de la informacion visual y las formas lingiifsticas utili-
zadas en la traduccién y verlo ejemplificado en este trabajo, hemos seleccionado un pe-
quefio corpus que supone un extracto del corpus original compilado. Nos decantamos
por el programa MAXQDA por su flexibilidad, opciones de andlisis y exportacién de
datos, asf como por su usabilidad. Es un soffware de andlisis cualitativo que permite eva-
luar e interpretar datos de forma sistémica. No establece limite para el conjunto de eti-
quetas, que puede modificarse con facilidad y permite activar de forma constante un
sistema de muestra de resultados y observar la frecuencia de uso de cada etiqueta en
cada caso concreto. Otro de los interesantes aspectos fue la sencilla configuracién del
software (ver imdgenes 1 a 3).

La primera ventana pequefia de arriba a la izquierda, Sistema de documentos, muestra
el corpus con el que estemos trabajando; debajo de esta, estd el conjunto de etiquetas
que el programa denomina cédigos; a la derecha, encontramos la ventana denominada
Visualizador de documentos, que serd donde se inserte el GAD vy justo a la izquierda de
este aparecen llaves de diferentes colores, que son las etiquetas activadas sobre el GAD.

T X | [4 Vo de document: 0191 SEHOR DELOS ANILOS 296 Parton PAE O ®E P % & ©=x
o - Blrrsrer e aa o=
e & 1 las Ao 2001, z

2 Labatal s detene. egas:

Istidur cogeefdedo con e anil todais humeante.

BERIITIIIE

G 2 B sencs s ceicasanes g omonados por O)

Imagen 1. Interfaz general de MAXQDAr

Este software nos ofrece varias opciones para el andlisis de los resultados; por ejemplo,
hemos utilizado la funcién de «fusionar proyectos» para poder comparar los resultados
de dos GAD diferentes, Juego de Tronosy El Senor de los Anillos. El objetivo es realizar
una breve incursién en posibles comparaciones futuras. Ambos comparten estrategias
discursivas audiovisuales, pero también activan diferencias estructurales y funcionales
en su narratologfa: las series, por ejemplo, utilizan la extensién de la narracién en el
tiempo como colchén para proponer la descripcién de los personajes, las localizaciones,
etc. Por ello, el corpus de prueba consta de los siguientes textos: dos peliculas de E/ Sezor
de los Anillos (La Comunidad del Anillo y Las Dos Torres) y los dos primeros episodios de
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“Gm Sistema de cédigos

‘Gl Sistema de c6digos
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&l Elementos visuales verbales
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~ @I Tipos de plano
~  @a Estaticos
~ G Escala
Ea Plano detalle
@gl Primer plano
©o Plano medio
@gl Plano tres cuartos
“a Plano entero
@ Plano general
©al Plano general lejano
@l Vista aérea
> @l Angulacién / perspectiva
> (Ea Emplazamiento de camara
> @& Con movimiento
> G Modo de filmacién
> @a Fotogratia
EJ Montaje
©a Por investigar

Gl Bloque I: Modo acustico (MA)
©a Omisién de sonido
@l Sonido natural
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@ Animal
o Humano

@ Sonido artificial
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Eg Areas cognitivas

& Movimiento
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Eg Destino

E& Vertical-atravesar
o Movimiento de objeto

~ Eg Medio
g Tierra
© Liquido

Imagen 2. Extracto del 4rbol de etiquetas utilizado en MAXQDA

[ Visor de documento: (I-1°)EL SENOR DE LOS ANILLOS (286 Prrafos)

a0d $§§$
Voz
Habla general

Piano detalle §¢
~Movimiento general

piano entero 5§

Plano detalle §§
Omisién de sonico
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160660688894¢
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Objeto
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44444
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56@646{66{{{{

Plano general
.Plano medio
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Contacto-golpe

L 9988944444

1

~ bk Bl 2L2Ls s @B &
ELSENOR DE LOS ANILLOS. (LA COMUNIDAD DEL ANILLO — 12 PARTE). Afio 2001. No recomendada para menores de 13 afios.

Lavoz en off narra en la lengua de los elfos.

Un crisol vierte metal fundido en un molde.

Mapa de la tierra media.

En el anillo aparecen caracteres élficos.

Lagente huye.

Las tropas de Mordor, criaturas de aspecto diablico, atacan. v P 6 . Un elfo ord

Tensan los arcos. Las primeras filas de Mordor caen bajo las flechas. Los ejércitos luchan cuerpo a cuerpo.

La batalla se detiene. Liega Sauron con el anillo en su dedo.

el frentaa yaelfos. L i I 1 anillo. Sauron ataca. Cada golpe de
roca.

Isildur coge la espada del rey. Sauron la pisa partiéndola. Con la espada rota, Isildur corta los dedos de Sauron. €l dedo con el
todo el campo de batalla. Trozos de su armadura se esparcen por el suelo.

Isildur coge el dedo con el anillo todavia humeante.

Con el anilloal cuello, Isildury sus una emboscada. Su cuerpo enl. de un rio.

Imagen 3. Extracto del GAD y sus etiquetas activadas en el GAD
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la serie Juego de Tronos. Los guiones han sido cedidos por la empresa Aristia® que, con-
sultada, nos ha informado de que los cuatro guiones han sido realizados por dos audio-
descriptores: uno ha audiodescrito £/ seior de los Anillos y el otro, los dos episodios de
Juego de Tronos. Tenemos por tanto un total de cuatro horas de texto etiquetado que ha
sido anotado por dos etiquetadores diferentes (alrededor de 5000 etiquetas activadas).
Para ello, se ha realizado un protocolo escrito con indicaciones generales sobre el eti-
quetado y se han convocado dos reuniones para exponer las dudas. Es decir, ha habido
un acuerdo entre etiquetadores (Lax Lépez 2019) que consiste en asegurar que las deci-
siones son consistentes a lo largo de todo el proceso y que, en el caso de que haya dis-
crepancias, sirve para reflexionar sobre el uso de cada etiqueta que haya podido dar lugar
a diversidad de opiniones.

Pasamos a describir el sistema de etiquetado elaborado para este trabajo, una parte
fundamental del cual estd recogida y justificada en varias publicaciones anteriores: el
etiquetado sobre el modo visual (Jiménez Hurtado 2010a y b; Pérez Payd 2010 y 2015;
Jiménez Hurtado y Seibel 2012), el etiquetado sobre el modo actistico (Martinez-Mar-
tinez 2015; Jiménez Hurtado y Martinez-Martinez 2018; Martinez-Martinez 2020) y
el etiquetado del modo verbal (Jiménez Hurtado 2007).

3.3. Etiquetado y método

A lo largo del proceso de traduccién en AD, interactian tres modos semi6ticos que
en funcién del momento del proceso del que se trate adquieren un mayor o menor valor
traductolégico. En la primera fase, en el andlisis del texto original, el audiodescriptor
decide los componentes del modo visual que seleccionard para su traduccién al modo
verbal. Esta seleccidn requiere una serie de tomas de decisiones en funcién de diferentes
variables: en primer lugar, la seleccién se basa en la presentacién de los componentes de
la narratologfa del texto filmico, teniendo en cuenta los elementos que aparecen en pan-
talla. En segundo lugar, el audiodescriptor no es ajeno a la perspectiva adoptada por el
director y traduce en el GAD la relevancia comunicativa de la informacién focalizada,
de la que es muy consciente. Estas dos primeras tomas de decisiones se basan en el co-
nocimiento de los mecanismos de expresién en el modo visual de un tipo textual alta-
mente especializado: el texto filmico. En la imagen 4, podemos ver una clasificacién de
los modos, asi como la informacién que estos transmiten.

El modo visual, por tanto, aporta en esta primera fase dos importantisimos compo-
nentes al adecuado desarrollo del proceso traductor: por un lado, el componente de la
narratologfa filmica, que aplica una serie de leyes en la expresién de sus componentes
mis bdsicos (Kruger 2012; Vercauteren 2012) y que se han estudiado desde los modelos
comunicativos de procesamiento de la informacién (van Dijk 2008, Johnson-Laird
2006) e incluso desde la narratologia cognitiva (Hermann 2009).

Por otro lado, este mismo modo visual, al presentarse en un texto filmico, también
respeta o subvierte, segtin los deseos del director, un tipo de lenguaje, estudiado desde
los estudios filmicos estructuralistas y cognitivistas, y que fundamentalmente describe
el lugar y la forma en que el director desea dirigir nuestra mirada hacia un determinado

4 Aristia producciones (http://www.aristia.es/) o el blog Versién accesible https://versionaccesible.blog/
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Imagen 4. Clasificacién de los modos visual, actstico y verbal

elemento del encuadre. Como vemos, el modo visual es altamente complejo, no solo
porque codifica dos tipos de informacién de naturaleza distinta (elementos de la escena,
por un lado, y forma de presentarlos, por otro), sino porque esta complejidad se debe
asimismo a los componentes o atributos bdsicos del lenguaje visual, que son precisa-
mente aquellos que nuestro cerebro entiende como funcionales y de los que se nutre
para acceder al significado mds bésico activado por el modo visual. Por tanto, en la pri-
mera fase del proceso de traduccién, comprender y analizar de forma adecuada la com-
plejidad y relevancia del modo visual es de vital importancia para la selecciéon de
unidades de traduccién y para activar en el TM el mismo valor comunicativo con otro
modo semidtico. En la interaccién de modos del TO, por tanto, el modo mds relevante
es el visual porque es el que adquiere mayor peso comunicativo, apoyado significativa-
mente por el verbal y el actstico. Una de las hipdtesis de este estudio es que, si tuviéra-
mos que establecer un orden jerdrquico en la interaccién de modos en el TO, serfa
precisamente éste. En la segunda fase del proceso traductor, una vez seleccionadas las
unidades que se van a traducir, la configuracién de la relevancia de los modos para el
proceso traductor cambia y el modo actstico y el modo verbal son los mds importantes.
De hecho, el audiodescriptor traducird lo seleccionado de una forma o de otra teniendo
en cuenta la informacién que los didlogos del guion original y el sonido no articulado,
musica y efectos sonoros le proporcionen a la persona ciega, de modo que, en un ejer-
cicio complejo de relevancia comunicativa, el audiodescriptor evite la redundancia y re-
duzca la carga cognitiva del receptor final. El sistema de etiquetas que se activa para el
modo visual, por tanto, se ha dividido en dos bloques: por un lado, las etiquetas que se
refieren en parte a lo que Tseng (2013: 109) denomina cadenas de cohesién o que la
narratologfa general divide entre sujetos, acciones y localizaciones, que pueden ser es-
paciales o temporales (Vercauteren 2012). Estas informaciones parten del concepto de
evento narrativo, que entiende que nuestro acceso e interaccién bdsica con el mundo se
basa en la percepcién de cémo los sujetos realizan acciones que, para ser comprendidas,
se ubican en un eje espacio temporal. Ademds, los personajes tienen diferentes dimen-
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siones y funciones en el texto filmico que vamos conociendo gracias a las acciones que
realizan: son de una determinada manera porque se sienten y acttian de una determinada
forma. Como veremos a lo largo de este trabajo, este fenémeno es fundamental para
que los receptores se creen un modelo mental de cada situacién comunicativa y es pre-
cisamente en esta posibilidad en la que descansa parte de las inferencias que activa el
audiodescritpor para ser lo mds relevante posible y aligerar asi la carga cognitiva del re-
ceptor. Si este puede crearse imdgenes mentales de lo que estd ocurriendo en pantalla,
esto se debe en gran parte a su conocimiento del mundo en general, a su conocimiento
del género filmico, a su conocimiento de determinadas caracteristicas de los personajes
tipo, etc. Este tipo de informacidn es la que en numerosas ocasiones el audiodescriptor
entiende como compartida y la utiliza en sus estrategias de traduccién. Estos conoci-
mientos de la narratologia son la base del modelo mental que se va construyendo el re-
ceptor para ir acumulando informacién compartida con el audiodescriptor. Este
fenémeno se refleja en el primer bloque del etiquetado del modo visual (MV), que se
divide, por tanto, en dos primeros bloques: (a) narratologia y (b) lenguaje de la cimara.
Los elementos que se incluyen en la narratologfa son (a.1) los elementos visuales no ver-
bales: personajes, sus acciones y el espacio escénico o ambientacién y (a.2) elementos
visuales verbales, como titulos de crédito, insertos, etc. Recogemos en la siguiente ima-
gen el resto de las etiquetas del bloque de la narratologia.

Identificacion y presentacion
Atributos fisicos

Estados (fisico, emociona, mental)

NARRACION

Localizacién espacial

Localizacién temporal

Imagen 5. Resto de etiquetas del bloque de narracién

El segundo bloque de etiquetas del MV se refiere a los c6digos semidticos del lenguaje
de la cdmara que detallamos en la imagen 6 y que se dividen en la puesta en cuadro,
donde se destacan los diferentes tipos de planos (estdticos y dindmicos), y la puesta en
serie o montaje, donde destacamos sobre todo los usos del montaje que aportan, en ge-
neral, las funciones mds interesantes.
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Imagen 6. Etiquetas del segundo bloque del modo visual
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Estas etiquetas se basan en diferentes teorfas desarrolladas en Europa (Carmona 1996;
Casetti y di Chio 1991) y EE. UU. (Bordwell y Thompson 1986) sobre los estudios fil-
micos que ofrecen modelos de organizacién y codificacién del texto filmico.

El siguiente bloque de etiquetas recoge los sonidos que se activan en un texto audio-
visual en general. Se anota aquella informacién que los audiodescriptores seleccionan
del modo acustico del texto original (sonido articulado y no articulado) y que traducen
en un sistema verbal, el GAD. No obstante, en realidad se basan en los postulados del
plano fisico del sonido (Bordwell y Thompson 2010; Chion 2008), que realizan una
primera divisién entre sonidos naturales, los producidos por los seres vivos y la natura-
leza, y sonidos artificiales, todos aquellos que parten de artefactos u objetos.

Omision de sonido Naturaleza
o Sonido natural Animal
= Humano Accién corporal
=
Z Idioma-dialecto -
o2
2 E—
8 Diferenciaciones
o y alternantes
= Sonido artificial Objeto
Musica

Imagen 7. Etiquetas del modo actstico

Finalmente, se etiquetan los usos lingiiisticos del GAD que aportan informacién
acerca de los fenémenos importantes: la forma lingiiistica (semdntica, sintdctica y dis-
cursiva) utilizada por el audiodescriptor para traducir el modo visual; por tltimo, se ha
introducido una etiqueta denominada «cohesién» que se activa en el proceso de etique-
tado cuando se percibe que se ha producido un mecanismo de cohesién inter o intra-
modal. Se trata de poder recoger y analizar posteriormente los tipos de cohesién y
realizar, en caso de ser posible, algin tipo de clasificacién. Son precisamente este tipo
de etiquetas piloto las que con el tiempo se irdn desarrollando y especificando.

A continuacidn, presentamos los resultados obtenidos tras el proceso de etiquetado
del corpus.

4. RESULTADOS Y DISCUSION

En este apartado, extracremos algunos de los resultados que nos ofrece este modelo
de andlisis basado en corpus multimodales anotados con etiquetado semdntico, teniendo
siempre muy en cuenta que se trata de un corpus muy reducido (solo cuatro horas de
duracién), de un mismo género filmico, aunque de dos variantes textuales (pelicula y
serie) y que han etiquetado solamente dos personas. Realizaremos un recorrido de lo
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general a lo particular, empezando por extraer estadisticas generales sobre el etiquetado
que hagan referencia a los modos, a su representatividad en el corpus, a las etiquetas
mds utilizadas y, por lo tanto, més relevantes, etc. En este recorrido, nos detendremos
en aquellos fenémenos mds destacados, bien porque focalicen algiin comportamiento
discursivo o traductoldgico, bien porque susciten novedosas cuestiones metodoldgicas.

El GAD es el resultado de la traduccién de las imdgenes a palabras, el resultado tam-
bién de que un texto que codifica tres modos semidticos, con sus respectivas herramien-
tas de cohesidn, se convierta en un texto que codifica dos modos (actstico y verbal) y
que uno de ellos active dos subtextos diferentes: guion original y GAD. Por tanto, el
sentido de etiquetar el GAD es en general recabar informacién acerca de los elementos
que selecciona el audiodescriptor y la forma de traducirlos, pero en este caso concreto
haremos hincapié en la posibilidad de que este método nos ofrezca informacion acerca
de los mecanismos de cohesién inter e intramodal que resumimos en las siguientes pre-
guntas:

e ;Qué se traduce del modo visual 1, el de la narratologia?

e ;Cémo traduce el modo visual 2, el lenguaje de la cdmara?

e ;Qué mecanismos de cohesion activa el TM y entre qué modos?

En primer lugar, deseamos conocer la relevancia estadistica general de las etiquetas.
Para este fin, extraemos la informacién estadistica del conjunto de etiquetas (ver grafico
1). En ella, destacan a simple vista las que alcanzan un nivel estadistico mayor, como ese
12 % de identificacion de los personajes que, si lo sumamos a las siguientes de atributos
fisicos, estados emocionales o mentales y el 4 % de ambientacién o localizacién espacial,
se concluye cudn importante es la traduccién de los personajes (casi un 20 % del total
de etiquetas activadas): presentarlos, identificarlos, sefialar sus estados y localizarlos en
los ejes espacial y temporal (Fresno Cafada 2016). Se observa también que el siguiente
grupo de etiquetas que destaca por su relevancia estadistica se refiere al lenguaje de la
cdmara: un 10 % se refieren a los primeros planos y planos detalle y un 14 % a los me-
dios, % y entero; mientras que solo un 4 % son etiquetas de planos generales. Podemos
afirmar por tanto que casi un 30 % de las etiquetas se refieren al modo visual del lenguaje
de la cdmara. Entendemos que este modo activa en su conjunto casi el 50 % de todas
las etiquetas. El modo actstico (8 y 2 % respectivamente) supone un 10 % y el verbal
supera el 30 %. En un primer y muy superficial acercamiento a la pregunta de la distri-
bucién de la informacién de los modos presentes en el TM, se podria afirmar que, en
la distribucién en importancia y su peso funcional en el proceso traductor, gana el modo
visual. Sin embargo, en realidad, la lectura puede ser otra por varios motivos. En primer
lugar, las etiquetas del modo verbal incluyen las 4reas cognitivas, que a su vez son las
que reflejan las acciones que realizan los personajes. Esto significa que el reflejo del modo
visual es mds poderoso atn, puesto que recoge los tres pilares fundamentales de la na-
rratologfa filmica: personajes, las acciones que realizan y el eje espaciotemporal donde
se ubican. Por tanto, independientemente de que sea necesario saber qué acciones re-
alizan los personajes, en qué medida y cémo se traducen, no es menos cierto que per-
tenecen a la traduccién del modo visual, a la vez que reflejan las caracteristicas del verbal.
De ahi que estemos replantedndonos la ubicacién de las etiquetas en el sistema, lo que
ha hecho que reflexionemos, desde otra perspectiva, sobre la conceptualizacién de la
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relacién intermodal en este tipo textual. De hecho, podriamos incluso pensar que las
etiquetas sobre el lenguaje de la cdmara no se deberfan considerar como parte de la res-
ponsabilidad semdntica de los modos, ya que en raras ocasiones se traduce, sino que
condiciona la forma en que se traduce. El audiodescriptor traduce los elementos de la
puesta en escena, pero siempre teniendo en cuenta el tipo de uso de la cdmara. Por tanto,
son los elementos de la narratologia los que afaden un valor conceptual a la relevancia
del modo visual en la relacién intermodal de este proceso traductor.

B Presentacion

W |dentificacion

M Atribtos fisicos

B Estados emocionales

W Estados fisicos

M Estados mentales

B Ambientacion espacial

B Ambientacion temporal

m PD/PP

B PM/P3,4/entero

M PG/PGL

W Angulacién/emplazamiento

B Conmovimiento

W Montaje

W Usos del montaje

W Natural

W Artificial

= Movimiento

W Percepcion

W Accién general
Posicién

W Posesion

1 Coordinacion
Subordinacion
Cohesion

Elementos retéricos

Grifico 1. Estadistica general de etiquetas

En el grifico 2 hemos recogido los dos tipos del modo visual (es decir, narratologfa
y lenguaje de la cdmara) por separado y vemos cdmo la narratologia adquiere por si
misma un enorme peso conceptual en la relacion intermodal. Es evidente que el lenguaje
de la cdmara también supone un gran peso estadistico, puesto que, cada vez que se
etiqueta un elemento de la puesta en escena, se etiqueta también la forma de hacerlo
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(tipo de plano). ;Por qué hay entonces menos etiquetas de puesta en escena que de
puesta en cuadro y puesta en serie? Parece deberse a que los elementos no materiales de
la puesta en escena, las acciones, estdn en el modo verbal. Finalmente, con estos datos
piloto, hasta ahora, podemos simplemente afirmar que el modo acustico, sin ser o apa-
recer como muy relevante, s{ obtiene una relevancia significativa al alcanzar alrededor

del 10%.

M Narratologia
42%
M LC

% Modo acustico

Modo verbal

9%

Grifico 2. Distribucién de etiquetas por modos

Con las dos primeras graficas de datos, podemos contestar tentativamente a la pri-
mera de las cuestiones:
* ;Podemos ofrecer una vision general de la responsabilidad funcional o semdntica
de cada modo semiético en el TO que se ha volcado en el TM?

En principio, podemos afirmar que indudablemente existe una diferencia en la res-
ponsabilidad semdntica entre modos, pero que hay que definirla y revisitarla. El sistema
de etiquetado no puede reflejar atin la compleja y diversa carga semdntica del modo ver-
bal, aunque sf, como veremos, reflejar los mecanismos de cohesién entre los dos textos
que configuran el modo verbal. Continuemos con la segunda pregunta.

* ;Podemos recabar y ofrecer informacién sobre los mecanismos de cohesién in-

termodales, asi como sobre el tipo de inferencias de las que se sirve del audio-
descriptor para crear un significado global en el TM que refleje el significado

global del TA?

Para responder a la segunda pregunta, hemos cruzado las etiquetas de cohesién con
las etiquetas de los tres modos. En primer lugar, constatamos que, de las mds de dos-
cientas etiquetas de cohesidn, la relevancia de las vinculaciones que se han encontrado
son las que se muestran en el grafico 3.
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Cohesién

Grifico 3. Etiquetas de cohesién en combinacién con los tres modos

La mayoria de los mecanismos de cohesién que se han activado estdn en el modo
verbal, es decir, mecanismos de cohesién intramodal (guion original-GAD), aunque se-
guidos de cerca por los mecanismos de cohesidn que se han activado entre el verbal y el
visual y muy lejos los aparecidos entre el verbal y el actstico. Tomadas con las reservas
que merece un sistema de etiquetas en elaboracién y un proceso de etiquetado piloto,
es interesante comprobar que existe una correlacién entre la responsabilidad semédntica
de los modos y la activacién de las herramientas cohesivas entre ellos. Veamos un ejemplo
de c6mo analizar y extraer esta informacién del programa. En primer lugar, se selecciona
en el programa las etiquetas de cobesidn; aparece un listado (que se puede extraer en di-
ferentes formatos) con la informacién del conjunto total de etiquetas cohesidn, asi como
al resto de etiquetas a las que aparecen vinculadas, en la parte baja de la imagen 8.

inicio  Importar  Codigos  Memos  Variables  Anal Metodos mixtos o MAXDictio
) 5 [0 Guardar proyecto como
S & @M @ F @ 200 F 4 & B0
[ Guardar y anonimizar proyecto
Nueva  Abric Sitemade  Sistemade  Viorde  Segmentos [SH|[]  Diwo  Tabsjoen fusonar - Archivos  Archivar
proyecto proyecto - documentos  codigos  documento  recuperados equipo - proyectos [ Proy sactivados  edermos + datos
Bsistemadedo.. B0 [v 3 [30a O 3% 3 = X [4 visor de documento: JUEGO DE TRONOS DISCO_1 DEF (1405 Parrafos) LLE O BB L % & &= x
< P Documentos 3197 [ oque 111: MVE\Discurso\Cohesion Voot B L22LLL ® % 8BS @
[ 1uEG0_DE TRONOS. DISC01_DEF 3107
£ Conjuntas o # 1 JUEGO DE TRONOS. Primera temporada; disco 1. Afio =
2011. Color. No recomendada para menores de 12 afios.
@ Sistema de codigos @R %@ PO M OTX = 2 00:00:05:17
P 3 HBO Entertainment.
GglGerundio “s 21 00:00:41:20
ad ‘% 5 Tres jinetes visten el uniforme negro de los guardias de la
@Qertrasis verbales 3 L
< s : ¢ [ITAEREsperan tias una reja que se levanta
: Bloque I1l: MVE\Discurso\Cohesién
. #ano pecos
o ado: 18/02/2021 1402 por Usuario
51 n HH% 9 Cabalgan en fila por un angosto y largo pasillo oscuro y 1 Memos
] . sioveclado Estilo iterario
) i 1 00:00:40:16
 aGgtiammo A $6 11 Delante, Gared lleva una antorcha. Ronda los cuarenta y tiene
T s = + barba y bigote pelirrojos. Tras €I, Waymar Royce ronda los
@ lementos retéricos 1 wveinte y tiene un fino bigote y barba rala. El tercero, Will, es
@@pistemiologa 0 rubio, ronda los veinticince, también lieva antercha y tiene un
W Conjuntos & bigote deshilachado.
5 Detras de un objeto 5
Bo &Jo %o Qa0 ] & O (4 ot

Imagen 8. Captura MAXQDA. Extraccién de resultados de etiqueta general cohesién
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Si pinchamos en cualquiera de las filas en el listado, la linea se destaca en color verde,
a la vez que aparece el fragmento del GAD en la parte de arriba del listado (Cabalgan
en fila por un angosto y largo pasillo oscuro y abovedado) junto a todas las etiquetas/codigos
que se han activado en ese fragmento. En el fragmento que mostramos a modo de ejem-
plo, hemos colocado el cursor sobre la etiqueta de cobesidn que estd asociada, entre otras,

a la de sonido natural.

Si deseamos Othan un documento con tOdOS 105 fragmentos dO[ldC aparece activada

la etiqueta cohesion, lo exportamos a un Excel y obtendriamos lo siguiente:

Achivo  Inicio Insertar  Dibujar  Disposiciondepagina  Formulas  Datos  Revisar  Vista  Ayuda & Compartit 2 Comentarios
H v | (@ L [INuevaventana ! =i
= E B Diseno de <] Barra de formulos Q\ !—%] f(j = = \_J
= > Organizar todo o
R Vor oot s personaizadas Lineas de cuadicula [v] Encabezados e GO n e P 5 Macrag
Pag pORRa o dechc i jcabeencos seleccion | EBInmovilizar v ventanas ~ v
Vst de i Mostar Zoom Venana Macros ~
3 Je | 0,0850065061361 -
8 © ) E F G H ) 3
2
JUEGO_DE_TRONOS Blogue Ill: MVE\Discurso\Cohesics 5 Esperan tras una reja que se  Usuario Usuario 57 0,09
3 |_bisco DEF levanta.
JUEGO_DE_TRONOS Bloque Ill: MVE\Discurso\Cohesic7 7 Dos de los jinetes llevan Usuario Usuario "6 0,08
4 DISCO_1 DEF antorchas.
JUEGO_DE_TRONOS Blogue lll: MVE\Discurso\Cohesic® Cabalgan en fila por un Usuzrio  Usuario 3 015
_DISCO_1_DEF angosto y largo pasillo oscuro
5 v abovedado
JUEGO_DE TRONGS Blogue Ill: MVE\Discurso\Cohesic1l 11 Ronda los cuarentay tiene  Usuario  Usuario 53 012
6 |_DISCO_1_DEF barba y bigote pelirrojos.
JUEGO_DE_TRONOS Blogue Ill: MVE\Discurso\Cohesid11 11 Eltercero, Willes rubio,  Usuario  Usuario "os 024
_DISCO_1_DEF ronda los veinticinco,
también lleva antorcha y
tiene un bigote deshilachado.
7
JUEGO_DE TRONOS Blogue lll: MVE\Discurso\Cohesic13 13 Estan parados. Usuario  Usuario 4 0,03
8 DISCO 1 DEF
JUEGO_DE_TRONGS Blogue Ill: MVE\Discurso\Cohesic15 15 Los jinetes salen a un paisaje Usuario Usuario 38 0,09
9 |_DISco_1_DEF nevado.
WLIEGA NE TRANAS Rlnaua lll MR\ Nicrea\ Cahaci?31 21 T T T T T Yo PR TS 53 ane =
Listo H 8 M - 4 + 120

Imagen 9. Captura de pantalla de formato de extraccion de etiqueta general cobesion

Como vemos, aparecen por orden cronolégico las etiquetas cobesidn junto al texto
del GAD sobre el que se ha etiquetado. Analicemos el primer ejemplo. Las dos imdgenes

asociadas son:

Imégenes 10. Captura de pantalla de juego de tronos T1C1
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Imégenes 11. Captura de pantalla de juego de tronos T1C1

El GAD dice lo siguiente:

00:00:11:20

Tres jinetes visten el uniforme negro de los guardias de la noche.
Esperan tras una reja que se levanta.

00:00:27:16. Dos de los jinetes llevan antorchas.

Incluimos en el GAD, los efectos sonoros de la escena.

00:00:11:20

Tres jinetes visten el uniforme negro de los guardias de la noche.

(SONIDO METALICO/artificial)

Esperan tras una reja que se levanta.

OTRO SONIDO NATURAL (el viento en contacto con el fuego de las antorchas)
00:00:27:16. Dos de los jinetes llevan antorchas.

Gracias al etiquetado, podemos realizar el siguiente andlisis. En primer lugar, obte-
nemos un resultado de indole traductolégica: los planos medios se traducen con una
identificacion de los personajes. Esta estrategia de traduccién, ademds, se convierte en ex-
plicitacién referida al vestuario si, como sabemos, se trata de un vestuario que forma
parte fundamental de la puesta en escena y de la identificacion mds compleja del per-
sonaje. En este caso, los personajes (se categoriza el tipo de objeto que aparece en pan-
talla) son quienes son porque visten de una forma determinada y se les atribuye una
cualidad o caracteristica, a la vez que se crea un vinculo de cohesién diacrénico a largo
plazo: existen personajes que serdn guardias de la noche y otro a corto plazo: en las préxi-
mas escenas habrd tres personajes relevantes. La cdmara ofrece exclusivamente esos tres
en un plano medio. Estas estrategias de traduccién intermodales han establecido los prime-
ros vinculos cohesivos gracias a la activacién inicial de un modelo mental que el receptor
ird construyendo poco a poco y que le permitird establecer inferencias cada vez mds
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complejas y predecir asi mucha de la informacién inminente. Este tipo de estrategias
de traduccidn, por lo tanto, claramente aligeran la carga cognitiva a largo plazo. Si bien
en un primer momento el receptor tiene que ir creando y almacenando relaciones con-
ceptuales (guardias de la noche — tipo de vestimenta), con el tiempo esas relaciones se
convierten en los pilares que sostendrdn el modelo mental que permitird a los receptores
interpretar las inferencias de la traduccién.

Por otro lado, observamos que el TM focaliza en primer lugar un sonido no natural,
metdlico y continuado. La segunda parte del bocadillo establece dos vinculos cohesivos:
el primero de ellos intramodal (tres jinetes — (ellos) esperan) y el segundo intermodal,
entre el modo actstico y el verbal, (sonido metdlico continuado — una reja que se le-
vanta). Es decir, la traduccién del sonido que si es percibido por las personas ciegas crea
vinculos intermodales; sin embargo, la traduccién de la imagen de una reja levantdndose
no es un vinculo cohesivo, puesto que las personas ciegas no perciben la imagen. En este
caso, se trata de una estrategia traductora en la que, a través de la categorizacién léxica
y sintdctica (reja que se levanta), se traduce la imagen que aparece focalizada en pantalla.
Ambos fenémenos, que son importantisimos de cara a configurar la epistemologia de
este fenémeno traductor, sin embargo, son de naturaleza diferente:

(a) Imagen de la reja en primer plano TRADUCCION #7as una reja. No se establece
vinculo cohesivo en el TM, puesto que los receptores no lo perciben. Es un fe-
némeno exclusivamente traductor.

(b) Sonido artificial metdlico — reja que se levanta.

a. Traduccién de la imagen de la reja en movimiento.
b. Cohesién intermodal entre SONIDO — VERBAL (reja — levanta).

La segunda parte del bocadillo insiste en los mecanismos de cohesién intermodal e
intertextual, en este caso:
(a) Cohesién intramodal (verbal — verbal) e intratextual (GAD — GAD):
Tres jinetes — dos de ellos (especificacion)
(b) Cohesién intermodal: (ACUSTICO — VERBAL).

Sonido del roce del viento con el fuego de las antorchas — llevan antorchas.

Como vemos, este tipo de traduccién intermodal o intersemidtica es riquisimo en
fenémenos textuales, traductoldgicos y, por tanto, de indole cognitiva, que se comple-
mentan, pero no deben confundirse. Un texto adquiere ese estatus cuando es percibido
por un grupo de receptores como tal y es comprendido y adquiere funcién comunicativa
y social de forma aislada. EIl TM establece vinculos entre dos modos (actstico y verbal)
y posiblemente dos textos (guion original y GAD), a la vez que activa estrategias de tra-
duccién basadas en fenémenos inferenciales a base del establecimiento de implicaturas
(Braun 2018).

Si extraemos las etiquetas de sonido animal, el programa nos proporciona otro texto
con el conjunto de etiquetas activadas, contextualizadas en el texto traducido. Veamos
la siguiente imagen:
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Imagen 12. Captura de pantalla de MAXQDA al activar la etiqueta de sonido animal

No nos pararemos a analizar todos los mecanismos de cohesién de esta escena, baste
con comprobar las posibles formas de agrupar diferentes tipos de etiquetas y acceder a
ellas gracias al sistema de etiquetado previamente establecido. En este caso, se muestran
las relaciones que se establecen entre un sonido mds especifico sonido animal (modo
actstico) y el resto de los fenémenos textuales del resto de los modos etiquetados en el
mismo fragmento y a lo largo de diferentes fragmentos del filme.

Con estos ejemplos se puede responder al resto de preguntas de investigacién. En
efecto, con este método basado en corpus multimodales podemos codificar y extraer
informacion acerca de los mecanismos de cohesién inter e intramodales. Sin embargo,
la dltima pregunta que se refiere a las estrategias de traduccién atn serfa extremadamente
costoso responderla, dado que no se han activado etiquetas para ello en esta fase del mé-
todo. No obstante, este primer andlisis nos ha llevado a responder cuestiones sobre las

posibilidades de hacetlo.
5. CONCLUSIONES

En el proceso traductor de la AD, el hecho de que la seleccién de elementos que se
realiza sea tan esencial debido a la falta de espacio hace que la interaccién de los modos
y su andlisis sea excepcionalmente interesante. Analizar la interaccién de modos en el
TO requiere del conocimiento, tanto de la gramdtica de la imagen filmica, como de las
funciones de los efectos de sonido (Casetti y di Chio 1991; Chion 2008) o ser capaz de
medir la responsabilidad semdntica y pragmdtica (meaning potencial) de ambos en rela-
cién con el guion original.

Aunque ambos textos TO y TM tienen una naturaleza multimodal, difieren en el
namero y la interaccién de modos. Si en el TO interacttian tres modos, visual, verbal y
acustico, en el texto traducido coexisten solamente dos: modo verbal y actstico. El modo
verbal, no obstante, aparece en dos subtextos o dimensiones diferentes que el receptor
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acepta como algo natural. Estamos ante una disturbed coherence cuando los ciegos no
acaban de poder crearse el modelo mental del texto.

En este articulo hemos presentado una posible forma de analizar el proceso traductor
intersemidtico de imdgenes a palabras y de responder a algunas cuestiones sobre la co-
herencia intermodal que se establece tanto en el proceso traductor como en el resultado
del TM. Para ello, se ha compilado un corpus de audiodescripciones y se ha aplicado
un sistema de etiquetado multimodal previo (Jiménez Hurtado 2010b), basado en di-
ferentes teorfas del andlisis filmico para el modo visual o en estructuras gramaticales y
en las teorfas de la semdntica cogpnitiva para el modo verbal. Para este trabajo, ademds,
hemos anadido un conjunto de etiquetas referidas al modo actistico (Martinez-Martinez
2015, Jiménez Hurtado y Martinez-Martinez 2018; Martinez-Martinez 2020) que no
se habfan recogido en andlisis anteriores. El conjunto de etiquetas crea un sistema de
anotaciones que permitird en el futuro extraer informacién mds completa acerca de la
interaccién de modos en el proceso traductor de la AD. A pesar de estar en fase de pre-
paracion, parece que este método de andlisis de corpus con el programa MAXQDA permi-
tird observar tanto estrategias de traduccién intermodal, como conjuntos de mecanismos
de cohesidn que han posibilitado crear la coherencia global del TO en el TM.

Son muchas las cuestiones epistemoldgicas que se plantean a partir de ahora y que
esperamos poder seguir respondiendo a medida que se vayan incorporando nuevas eti-
quetas basadas, por ejemplo, en las teorias del andlisis del sonido.

Ademds, dados los enormes avances en los estudios de corpus monomodal, pero mul-
tilingiies y comparables, no descartaremos las posibilidades que ofrecen los programas
que los analizan para plantear nuevos modos de vincular las anotaciones entre modos.

NOTA: Todas las imdgenes son capturas de pantalla o tomadas de nuestro Proyecto AL-MAXQDA.
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CAPITULO II

A Proposed Methodology for the Multimodal Analysis of a Corpus
of Spanish Language Audio Described Films

Antonio Javier Chica Nufez
Universidad de Granada

1. INTRODUCTION

In human communication, multimodality is a phenomenon as general, habitual and
ancient as the representation of ideas by means of signs. The vast majority of our
communicative productions or interactions are based on more than one mode or system
of signs. As Stockl (2004: 9) points out, multimodal communication involves a
combination of elements and processes in the form of sign systems (modes) whose
production and reception requires communicators to be able to semantically and
formally interrelate all intervening sign repertoires. The dynamic image is a clear example
of this, since it captures the encoding of signs perceptible from the visual and sound
channels which may involve modes of communication such as image (static and dynamic),
language (verbal and written), sound or music, which in turn are articulated in concrete
realities thanks to the contribution of a series of sub-modes and particular structural
and qualitative elements. A good example of the latter would be that of prosody, which
could be categorized as a sub-mode of the language (verbal) mode in which the intonation
of the speaker influences the actual meaning of the message pronounced, as in the case
of irony. Structurally, prosody is composed of a series of sound waves and vibrations
produced by the vocal cords of the speaker of a given natural language, and qualitatively
its particularity resides in the possibility of expressing a specific intention (irony, sarcasm,
pity, tenderness, anger, hate, etc.) even though when this is not coherent with the
semantics of the verbal discourse.

Within this semiotic logic, the different types of audiovisual translation can be
conceived as processes in which a certain transformation is carried out from the original
multimodal discourse to generate another discourse, also multimodal in nature, since
it always work in combination with the source discourses (images, dialogues, music,
etc.), designed so that its recipients can have semantic access to certain sign systems
which, due to their communicative characteristics, are not accessible to them in the
original discourse. In the case of dubbing, there is a substitution of a verbal linguistic
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code in language A for another in language B. In cross-linguistic subtitling, on the other
hand, the transformation is additive, a linguistic code in language B is added by means
of transitional texts superimposed on the image (Gottlieb 2000: 15); these are syn-
chronized with the original speech in language A in such a way that their meaning is
often condensed into a couple of lines.

This article explores the characteristics of multimodal transformation in another type
of audiovisual translation, audio description for the blind. For this purpose, we use
Multimodal Corpus Linguistics (Baldry and Thibault 20006) as the basis for the analysis
methodology developed, in line with the so-called Multimodal Discourse Analysis
(O’Halloran 2004).

The objectives of this paper are: 1) to discuss the multimodal corpus analysis
methodology used in this study for which the Taggetti software (Jiménez Hurtado
2010b), developed by the TRACCE research group, has been used; 2) to identify the
multimodal translation strategies of the “motion” visual attribute in audio description
for the blind, the main object of study of the analysis carried out in this work, within
a subcorpus of 23 audio described films in Spanish selected from the general TRACCE
corpus (Jiménez Hurtado 2010b: 67); 3) to extract relevant illustrations on such strategies
by crossing data between the different subcorpus tags linked to the visual motion
attribute in order to characterize the particularities of the intersemiotic translation of
this attribute in the process of film audio description for people with visual impairment.

2. METHODOLOGY

In this section we will discuss the fundamental ideas of an important line of study
of audiovisual texts, Multimodal Corpus Linguistics, that focuses on complex multimodal
texts, as is the case of cinematic productions, in which different codes and modes of
meaning interact to transmit information that is perceived by viewers through visual and
sound channels. The TRACCE group has based part of its theoretical and methodological
framework on some of the premises and postulates of this line of study.

Multimodal Corpus Linguistics (Baldry and Thibault 2006) has become one of the
more popular theoretical and methodological trends in audiovisual text research in recent
decades. Its approach is based on Halliday’s Systemic-Functional Grammar (1979) and
consists in applying the principles of corpus linguistics —the study of language from
corpora of real textual samples in context— to the so-called Multimodal Discourse
Analysis (MDA) (O’Halloran 2004, 2008). Although MDA is postulated as a method
for analyzing the information encoded by the different channels at the same level, it
usually places the focus of the analysis on the main modality of the text. In the case of
cinema, for example, the usual practice has been to study either the image or the dialogue
as a priority. The analysis of the rest of expression modes is governed by the results of
the study of the main text type or modality, i.e., in a commercial of a coke drink, the
image would normally be more relevant than the linguistic message and such verbal
communication would be tackled under the influence of the more relevant analysis of
images. Ultimately, this approach does not lead to results in which the different expressive
modalities (motion pictures, dialogues, music, gestures, etc.) are combined in any real
way.
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Within the field of image studies, some representatives of this theory (O’Halloran
2008; O’Halloran and Smith 2012; Baldry and Thibault 2006) have made interesting
contributions. Kress and van Leeuwen (1996) explored the semantic value of static images
and their composition by means of a daring proposal, referred to as a grammar of visual
design. In this sense, their consideration of grammar is not formalistic, but semantic.
They aspire to study images as structures that encode socially relevant meanings through
their own codes of representation.

In any case, the composition of a multimodal corpus involves multimodal transcription,
i.e., the transcription of the various semiotic resources comprising the texts that form
part of the corpus and their subsequent tagging or annotation to facilitate the retrieval
of concordances.

In the case of the TRACCE corpus, the compiled multimodal text type is the audio
described filmic text and its primary function is to facilitate the analysis of the audio
described script as the main textual type, focusing on the translation techniques and
strategies used in audio description.

To this end, the relationship between the source text, in this case the visual channel
of the filmic text along with music, sound and dialogue (i.e., all film material), and the
target text, namely the audio description, is analyzed through the semantic annotation
of audio description script (ADS). The latter would constitute a second text whose function
is to translate the audiovisual narrative. This text is subordinate to the cinematographic
text in two senses, since it must translate the image in the first place but respecting the
sound elements that are part of the source text, which restricts its possibilities, so dialogues
and other relevant audio narrative elements should not overlap with AD. Finally, the
interconnection of the filmic text and the audio described text gives rise to the accessible
multimodal text (Jiménez Hurtado 2010a: 20).

The corpus management and processing methods applied by the TRACCE re-
searchers to their corpus of accessible multimodal texts made it possible to focus the
analysis exclusively on the visual aspects of the image that are transferred to the audio
described text. The semantic annotation structures provided by TRACCE allowed to
characterize compositional aspects of the filmic image linked to characters, settings,
actions, etc. These circumstances led us to consider the feasibility and sense of a
translatological study focusing on the qualities of the image as a source text in the
practice of audio description.

'The methodological system used by the group is the result of the implementation of
two R&D projects, the first of which is the aforementioned TRACCE: Translation and
Accessibility (SE]J2006-01829) and a second Project of Excellence funded by the An-
dalusian Regional Government and called AMATRA: Accessibility to Audiovisual Media
through Translation (P07-SEJ-2660). Both projects pursued the conceptual and cultural
definition of AD as a new textual type, which involved the creation of a database of
accessible audiovisual products composed mainly of the audio described version of
commercial films in Spanish. The works included in the corpus were subjected to a
process of functional semantic annotation in order to subsequently extract and exploit
the data provided by the audio description texts in conjunction with the rest of the
textual layers included in this type of multimodal text, i.e., images and audio related to
the narrative plot of the work.
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The established objective involved the use of a descriptive research methodology,
which was based on Multimodal Corpus Linguistics and Multimodal Discourse Analysis
(O’Halloran 2004; Baldry and Thibault 2006). In essence, the application of this mul-
tidisciplinary methodology to the study of audio description as a textual type in-
volved the compilation, annotation and processing of the multimodal corpus of audio
described filmic texts following a systematization which we will explain in the following
sections.

In order to compile the TRACCE corpus, it was necessary to establish a first phase
of methodological preparation in which a series of preliminary analyses and evaluations of
audio described filmic texts were carried out in order to extract initial descriptive
parameters that would serve as a starting point for the formulation of research hypotheses
and the achievement of the other specific objectives of the project (Jiménez Hurtado
2007; Pérez Payd 2007; Ballester 2007; Seibel 2007; Bourne 2007). Likewise, a review
and evaluation of the media and software used in filmic audio description was carried
out, as a prior and necessary step towards the creation of a group of software applications
developed within this project and intended specifically for the semantic annotation of
multimodal texts. After this initial stage, the compilation of the corpus began and the
architecture of the database that would house it was developed. Subsequently, the
process of semi-automatic annotation or tagging of audio described films was carried
out in order to feed the database and be able to carry out studies on the characteristics
of AD on a macro-textual and micro-textual scale.

Focusing on the analysis of audio described discourse was possible due to the versatile
configuration of the hierarchies provided —devised by researchers of the TRACCE
group (Jiménez Hurtado 2010b)— for the annotation of audio described texts,
composed of three main annotation and analysis blocks: filmic narratology, image and
grammar of AD. For this reason, and because of the broad representativeness of a
corpus like ours with more than 200 AD films in Spanish of different genres, we could
theoretically aspire to characterize the processes of representation of visual knowledge
carried out by professional audio describers in their productions.

2.1. Semantic annotation of the corpus

'The semantic tagging of the audio described audiovisual texts that make up the corpus
was carried out with the Zaggesti software suite.

The tagging or annotation process starts with the fragmentation of the film into
multi-purpose and effective Sense Units (SU) (maximum 1-minute-long) composed of a
fragment of the audio described script and the associated audiovisual text. This segmentation
facilitates the subsequent semi-automatic tagging process of the units according to the
conceptual framework developed by the group (see Figures 3, 4 and 5 below).
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Figure 1. Taggetti Image. Source: TRACCE Research Group

We arrived at this segmentation mainly for practical reasons. On the one hand, the
AD comments do not tend to last more than the abovementioned length in connection
with the cinematic scenes they refer to. The film scene, thought as a semantic unit, is
taken as reference as well, although too long scenes need to be divided because, on the
other hand, we deemed it appropriate to restrict the amount of information included
in each sense unit to refine the extraction of relevant data in corpus searches and to
obtain better results in corpus analysis and statistics.

In the image above we can observe one of these Sense Units from the AD script of
the movie Water (Deepa Mehta 2005). In most cases, researchers segmented and
annotated the script so that it coincided with the semantic content of film narrative.
Let us look at the AD of this unit. We also propose a tentative English translation:

Shakuntula recoge agua sagrada del rio con un recipiente de metal. Un hombre
se sumerge cerca de ella.

Se acerca a la zona reservada para las viudas. El sacerdote estd sentado sobre
una esterilla y con la cabeza cubierta con un paiuelo que le protege de la lluvia.
Shatkuntula se acuclilla para dejar el recipiente en el suelo y el sacerdote le hace
una marca en la frente con ceniza.

Bebe té de su vaso.
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English translation:

Shakuntula collects sacred water from the river with a metal container. A
man dives close to her.

She approaches the area reserved for widows. The priest is sitting on a mat,
his head covered with a scarf to protect him from the rain.

Shakuntula squats down to set the vessel on the ground and the priest
makes a mark on her forehead with ash.

She drinks tea from her cup.
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Figure 2. Taggerti 2 (Narration, Image and Grammar). Source: TRACCE Research Group

Multimodal analysis software applications for video aim to facilitate the annotation
of the different semiotic modes present in the text in order to analyze their interaction
in the construction of the overall meaning. A characteristic of these applications, such
as ANVIL (Kipp 2001), MCA and ELAN (Sloetjes & Wittenburg 2008; Ferré 2012),
is that they do not offer a set of predefined tags but allow the researcher to create them
according to their objectives and the theoretical foundations guiding their research. The
main particularity of Zaggerti compared to these is that its purpose is not the annotation
of each semiotic mode of the film. Insofar as audio description is the product of a process
of intersemiotic translation of audiovisual codes, in this case of those pertaining to the
film, the aim of this application is to describe the translation techniques employed
around two fundamental aspects: what visual information from the film is selected
(according to pragmatic criteria of relevance) for audio description and what are the
linguistic characteristics of the audio description text. To answer the first question, two
annotation systems were developed, one dedicated to Narration tagging (see Figure 3)
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and the other designed to annotate aspects of film language, which we have called Zmage
annotation (Figure 4). To answer the second question, the Grammar tagging (Figure 5)
system for audio described texts was developed.

In film audio description, the source text is the set of visual semiotic systems present
in the film (verbal and non-verbal) plus the various audio cues affecting the story and
relevant for comprehension of the film. The target text would be the audio described
film. In the Zaggerti application, tagging is carried out on the audio description transcript,
but before doing so, each audio described film is assigned a series of identifying metadata
that will subsequently allow its individual and grouped retrieval based on several criteria:
title, director, year of production, genre, film length, audio description voices, year of
audio description, audio describer and tagger. This annotation allows the subsequent
retrieval of texts from the corpus for analysis. The audio description is then annotated
by the researcher. The annotation process begins with the fragmentation of the film into
Sense Units (SU) composed of audio described text aligned with the corresponding film
text. The segmentation facilitates the subsequent annotation process of these units,
according to the conceptual framework established for each of the levels. The analysis
is exported in a tag file containing the encoded tagging in the form of an XML file.

The XML file includes the TCRs (start and end times) of each SU, the ADS fragment
corresponding to the selected movie clip, which is tagged at the corresponding level.
These XML tagging files are incorporated into the knowledge base that serves as a repository
of the tagged texts for later retrieval. This database is built on an architecture that allows
statistical information to be extracted at the request of the researcher in relation to i)
the overall audiovisual text —the general data of the audio described film entered by
the tagger— and ii) the different levels of annotation to which the ADS has been
subjected.

2.2. Conceptual framework for semantic annotation at three levels

The TRACCE group has developed the conceptual framework underlying the
semantic annotation system divided into three levels. This subdivision of the annotation,
which takes into account the different modalities that make up the audio described text,
is one of the most relevant achievements for the subsequent management of information,
as it allows comparisons to be made in order to search for recurrent translation patterns and
relevant equivalences between the different schemas —narratological, cinematographic
and grammatical— that interact in the target text.

This system of multiple annotation of the audio described text made possible the
identification and coding of certain morphosyntactic, lexical-semantic and pragmatic-
discursive patterns present in the intersemiotic translation represented by the audio
described process, as well as the automation and systematization of annotated data for
its subsequent study and exploitation.

‘The organization of the tags or markers for ADS annotation is hierarchical, so that
the annotation elements are configured starting from their most general properties,
gradually subdividing as their characteristics are particularized, until they reach the level
of final tags (those that are finally applied to the text of the script). Each level is analyzed
according to its own particularities. The figures shown in the following sections represent
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the conceptual maps corresponding to the three levels that make up the semantic
annotation system, namely Narration, Image and Grammar (see Figures 3, 4 and 5).

Regarding the annotation process of the TRACCE main corpus, in the three phases
of annotation, this semantic tagging was completed for 220 audio described films in
Spanish at the Narration level, of which 187 were also annotated at the /mage level and
37 films at the third level corresponding to Grammar tagging. Not all the 220 films
were annotated in three categories since the funding project did not required it and the
team of taggers simply achieved such figures for expediency.

The 23 films selected for the sub-corpus studied in this paper were annotated in the
three levels already mentioned, and they were chosen considering certain criteria such
as the representation of different film genres (usually, the genre influences the language
of AD to a certain degree), a variety of audio describers (to avoid idiolects or too narrow
AD style) and also a range of taggers (the annotation process is not always straightforward
and each tagger might develop a personal tagging style, to name it somehow.)

Figure 3. Level 1: “Narration” tag hierarchy. Source: TRACCE Research Group
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Figure 4. Level 2: “Image” tag hierarchy. Source: TRACCE Research Group
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Figure 5. Level 3: “Grammar” tag hierarchy. Source: TRACCE Research Group

'The three hierarchies of semantic tags outlined in the previous figures were integrated
into a software application that combines the three levels of annotation. That latest version
was called 7aggerti2 (Jiménez Hurtado 2010b: 71-76).

2.3. Corpus processing and knowledge base management
As explained above, the audio described audiovisual texts tagged with Zaggerti were
incorporated into a computerized knowledge base. This interface includes several utilities,

comprising tagging search and statistics extraction functions that facilitate the orderly
retrieval of the results obtained according to various criteria (see Figures 6 and 7).
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'The web-based statistical tools are complemented by a separate software application
for the exploitation of tags and the generation of tagging statistics called Estaderti (see

Figure 8).

This application allows cross-referencing tag data from different tagging levels
(Narration, Image or Grammar), thus opening up a world of possibilities for the filmic
and audio described text researcher in their corpus studies, either at the micro textual
level (with data from a single AD film) or at the macro textual level (with tags from a
subgroup of films in the corpus).
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The statistical annotation query in Estadetti is based on the definition of the following
criteria, all of which can be combined:

1) Group of films set by direct selection, by common values (director, genre,
language, etc.) or by tagger.

2) Time lists to identify annotations according to the place in the film where they
appear, either absolutely (interval of hh:mm:ss), relatively (percentage of time
with respect to the total duration of the film) or referenced by the sense units
identified in the research process.

3) Groups of tags selected according to the research needs in each case. It is possible
to group both specific tags and hierarchies of tags. Once the criteria have been
defined (between one and three), they can be statistically cross-referenced,
which makes it easier to obtain the series of elements that meet the conditions
described and to carry out both quantitative work (number of occurrences for
each of the hypothesis) and qualitative work (review of the corresponding Sense
Units). In short, this tool optimizes the process of searching, analyzing and
synthesizing information on the annotation of audio described audiovisual
texts.
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Source: TRACCE Research Group

2.4. Focusing on visual attributes in a TRACCE subcorpus

We have introduced below a section including the results obtained through the kind
of multimodal corpus analysis presented above. Here we will show results related to the
translation strategies of the visual element movement, with respect to a sub-corpus of
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audio described films from the general TRACCE corpus, composed of 23 films that
were annotated at the three levels: Narration, Image and Grammar.

2.4.1. Tags for the translation of the visual attribute “movement”

In the audio description process, each shot or set of shots in a film configures a series
of visual stimuli for the audio describer, whose mental representation will determine
the way in which the film scene is subsequently described. Depending on the decoding
of the different visual components during the perception and recognition phases, the
audio describer will order his or her verbal discourse by connecting each object with its
structural features: shape, color, texture, movement, etc. This is because the initial visual
recognition processes structure the way the brain derives semantic information from
visual cues (Smith & Kosslyn 2008). It is the semantic information linked to the images
that will later be embodied in the audio described text.

This analysis will show a small compilation of the main translation strategies observed
as a result of the processing of a subcorpus of 23 films belonging to the general TRACCE
corpus with the Estadetti tool, mentioned in previous sections. The films included in the
subcorpus were tagged with Zaggersi in the three hierarchical levels developed by the
TRACCE group to study and characterize the language of AD in its different facets
and levels. Therefore, the results obtained relate to both a series of comparisons of tags
belonging to more than one of the previous levels, and to the observation of semantic
tags that can inform us about the translation of the visual element motion in only one
of the tagging levels.

This process can be referred to as multimodal concordance extraction. That is, the
multimodal analysis of the audio described film involves the combined analysis of the
different levels of annotation described above. For this purpose, we extract the combined
statistics of the three levels of analysis previously described by means of the Estaderti
application, taking the segmentation unit of the annotation (coincidence of tags in the
same Sense Unit) and the audio described text (coincidence of tags in the same textual
segment) as the matching element.

Therefore, the process of cross-referencing data relating to the three levels of tagging
carried out by the Estaderti application makes it possible to compare the tags of these
levels applied to the same Sense Unit, i.e., the lines of audio description coinciding with
one of the fragments into which the film has been divided for tagging with Zaggerzi.
'This type of comparison allows for a multidimensional and enriched description of the
features that characterize the audio described text and, in relation to our analysis, has
made it possible to select tags that provide data on the translation of the visual attribute
motion.

The sub-corpus is composed of the audio described version of the films included in
Appendix 1.

Since the main aim of this analysis is to show the characteristics of the linguistic
representation of the visual element motion in the audio described text, it was necessary
to identify and select the tags which, at the different levels of annotation, showed a clear
correspondence with the semantic domain of “movement”. Such tags are shown below,
classified according to the level of functional annotation to which they belong:
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2.4.2. Tags for the identification of the visual attribute “motion”

e Image.
<PCUA-TP-MOV-EFE>: Special effects: tag for descriptions of movements created
by special effects.
<PCUA-TP-MOV-PUR-BAR>: Sweep: tag for descriptions of sweeps, which are
very fast turns around the camera’s own axis, causing a runaway effect of the
horizontal lines of the image.
<PCUA-TP-MOV-PUR-ZOO>: Zoom: tag for descriptions of optical tracking
achieved by zooming.

*  Grammar. The grammar level tags are specifically related to the semantic domain
of the verbs used to describe the image. For this analysis, the tags classified under
the semantic areas of action, movement, change and position have been selected,
since we understand that they are the ones that could reflect the semantics of visual
processes involving some kind of motion.

The first of the categories, the macro-tag action, includes verbs which, by their nature,
could not be classified into any other semantic area. In every lexicon, there is a space
dedicated to verbs that refer to actions, generally to those performed by parts of the
body or to those so generic in nature that therefore do not fall into other specific areas.
All classifications of verbs have such a catch-all category and usually call it “general
action”. In other words, the main meaning implied by these verbs might not be that of
motion but the actions they represent require motion to take place (Cifuentes Honrubia
1999; Croft & Cruse 2004; Evans & Green 20006).

The second group of tags, that of movement, has been included because such category
refers to any kind of action which involves that something or somebody change their
position of place, so it will provide relevant results to spot the movements made by the
visual elements of the cinematographic scenes. For analytical purposes, two types of
motion verbs or actions were distinguished based on their ontological nature. The
endogenous type of motion refers to the movement made by visual elements in the
images (i.e., one of the characters throws an arrow). On the other hand, exogenous
motion is any type of movement planned by the film crew such as camera movements,
crane movements, post-production movements, etc.

The same logic has been followed in relation to the inclusion of the semantic
categories of change and position. The former relates to changes in the appearance of
the characters, changes that involve an increase or decrease in number, scale or size of
the visual elements in the image. In other words, all change implies motion. On the
other hand, the macro-tag posizion is also applicable to certain types of verbs that involve
some kind of motion of the visual elements, such as alterations in the position of the
characters (sitting, standing, lying down, etc.).

In the Appendix 2, we have included all the semantic tags chosen for this study from
the Grammar hierarchy and their name encoding in Spanish and English.

'The following sections present a synthesis of the different translation strategies linked
to the visual element motion found in the analysis of the subcorpus of 23 audio described
films selected for this study.
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3. RESULTS AND DISCUSSION

The translation strategies applied by audio describers to refer to movement in the
image are multiple and varied. We understand that, in cinematographic images, all
visual processes are related in one way or another to motion. The main difference we
could make about the kind of motion in film is whether it is endogenous or exogenous.
The first, endogenous type of movement refers to the movement made by the objects
present in the visual field, which in cinema corresponds to the rectangle traced by the
screen. It could be argued that, given that films generally are artificial in nature,
ultimately the movements of objects and characters are the result of the decisions made
by the team of scriptwriters, directors, technicians, etc. However, for the purposes of
visual perception of the final product, the viewer perceives the endogenous movements
as if they were real images, despite being aware that it is a fictional representation
fundamentally.

On the other hand, exogenous movement is determined by the intervention of the
director and their team in audiovisual works. As a result of their decisions, a series of
camera movements and artificial movements in post-production are created, which are
the ones that make up a large part of the means of expression available to cinema in
order to use its own language of representation and visual narration (Bordwell 2004).

Both types of visual expression of movement, endogenous and exogenous, can be
approached through the structures used in the different levels of audio description
annotation we have mentioned previously. The endogenous structure is related to the
semantics of the actions describing the movements taking place in a given filmic scene
and, therefore, we can analyze how it is embodied in the audio described script by
addressing the semantic tags we have included in the list related to the Grammar level.
The exogenous structure, on the other hand, will be related to the tags on camera
movements listed at the Image level. Let us now look at some examples of both
categories. In a nutshell, endogenous motion is annotated with the tags included the
Image hierarchy, whereas exogenous motion is annotated with the tags pertaining to
the Grammar hierarchy. This implies that we can classify and analyze AD examples in
the sub-corpus straightforwardly if we filter by type of annotation, as can be seen in the
tables below.

3.1. Endogenous and exogenous motion as categories for the analysis of multimodal
translation

3.1.1. Examples of endogenous motion

Motion is expressed through the semantics of the verb. In these cases, the movements
of the objects and actors in the image usually determine the visual event, with the verbs
being the transmitters of a large part of the semantic load of the event. In this sense,
just as it seems to happen in the visual scene with the movement of characters, in the
linguistic plane the verb constitutes the element around which the communicative event
revolves. It is the most important part of any sentence, especially in transitive sentences,
so audio describers must take special care to make a relevant and precise lexical selection
with regard to verbs.
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Grammar - Action tags:

Tag Film in |Sense Unit | Text
subcor. | (SU)
accién corporal |17 23 Luego se muerde el labio y se dispone a colocar las fichas
facial para apostar / Then he bites his lip and gets ready to place
his chips to bet.
accién corporal |6 73 En el salén, Serena y David bailan a media luz, mirdndose
facial a los ojos y sonriéndose con ternura / In the living room,

Serena and David dance in the half- light, looking into
each other’s eyes and smiling tenderly.

accién corporal |17 4 David mete una mano bajo la camisa de Diana mientras
introducir en retoca el dibujo / David slips a hand under Diana’s shirt as
cuerpo he touches up the drawing.

accién general |17 31 David golpea la bola fuertemente con el taco / David hits
contacto golpe the ball hard with his cue.

accién corporal |6 96 Fiona se aleja unos pasos y enciende un cigarrillo / Fiona
combustién takes a few steps away and lights a cigarette.

accién corporal |17 14 Se coloca nuevamente sobre ¢l y se acarician, haciendo el
acto sexual amor, mecidos por el suave y ondulante movimiento del

colchén de agua / She lies back on top of him and they ca-
ress each other, making love, rocked by the soft, undulat-

ing movement of the waterbed.

Table 1. Tags and examples of movement in the Subcorpues at the level of Grammar - Action.
Source: own elaboration

In Table 1, we observe that the highlighted verbs correspond to general actions related
to some kind of movement in the image. We can observe verbs linked to bodily actions
and facial expressions such as biting, smiling, caressing, making love and another of a more
general nature: Aitting. For instance, this last verb is the one used to describe the movement
made by the character David in the film An indecent proposal. Let us remind that the
action category includes tags involving motion normally. As explained at some previous
point in the paper, the linguistic domains classifications usually include a category called
«Action» which contains many kinds of verbs involving actions which require physical
motion to take place.

As can be seen from the examples in Table 2, the verbs relating to the cognitive domain
of motion are the ones that best describe the movements made by the visual objects on
the screen given the semantic values they represent: dodge, grab, move forward, go down,
slide, etc.

In Table 3 we can see how verbs related to the semantics of change are used to describe
characters’ movements, in this particular case, changes in appearance (shave, cur hair)
and of a general nature (react, deactivate).
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Grammar — Movement tags:

Tag Film SU Text

movimiento 6 33 Ya de noche, los novios esquivan el arroz corriendo hacia el

corporal cambio coche / At night, the bride and groom dodge the rice by
running to the car.

movimiento cor-| 6 126 Charles se agarra la cabeza y se aprieta las mejillas / Charles

poral especifico clutches his head and squeezes his cheeks.

autocontrolado

movimiento 5 19 En una catedral la reina Isabel avanza hacia el cad4ver de su

direccién destino hijo / In a cathedral, Queen Elizabeth walks towards the
corpse of her son.

movimiento 6 51 Baja hasta el Rolls del que sale la novia [...] / Go down to

direccién vertical the Rolls from which the bride comes out [...].

movimiento 17 17 Otro, negro y semiesférico, con un pequefio pediinculo

medio atmésfera superior, se desliza sobre el suelo / Another, black and
hemispherical, with a small upper stalk, glides over the
ground.

movimiento 5 5 Un militar galopa en sentido contrario a la marcha de la

medio tierra caravana / A soldier gallops in the opposite direction to the
caravan.

movimiento 6 97 Ella se va a otra sala vacfa / She goes to another empty room.

general

movimiento 17 18 Diana se abalanza a por las fichas / Diana rushes for the

general velocidad chips.

movimiento 16 11 C3PO se aleja del pequefio R2 el cual protesta mientras

general rotacién

gira a izquierda y derecha su cabeza semiesférica / C3PO
turns away from the little R2, who protests as it turns its
hemispherical head left and right.

Table 2. Tags and examples of movement at the level of Grammar - Movement.

Source: own elaboration

Grammar — Change tags:

Tag Film SU Text

cambio aspecto |17 7 De pie, junto al lavabo, David se afeita / Standing at the sink,
David shaves.

cambio aspecto |17 4 El lleva gafas redondas y ella se ha cortado el pelo [...] / He|
wears round glasses and she has cut her hair [...].

cambio general |16 14 Un piloto rojo se enciende en la cabeza de R2; reacciona y se
pone en movimiento / A red LED lights up in R2’s head; ig
reacts and starts to move.

cambio general |16 19 Un Yagua lo desactiva con un mando a distancia / A Yagua

deactivates it with a remote control.

Table 3. Tags and examples of movement at the level of Grammar - Change. Source: own elaboration
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Grammar — Position tags:

Tag Film SU Text

posicién 5 18 Se echa encima de ella / He lies on top of her.
cambio-posicién

posicién 6 69 Tom se pone de pié / Tom stands up.
cambio-posicién

posicion manipu-{ 17 24 El la detiene / He stops her.

lar-estado-posi-

cién fijar

posicién manipu-| 6 104 Charles se coloca las gafas y coge a Fiona por los hombros /
lar-estado-posi- Charles puts on his glasses and grabs Fiona by the shoulders,
cién poner

posicion manipu-{ 5 9 Deja el libro junto al crucifijo / He leaves the book next to
lar-estado-posi- the crucifix.

cién poner

Table 4. Tags and examples of movement at the level Grammar - Position. Source: own elaboration

Table 4 shows the use of verbs related to the cognitive area of posizion for the audio
escription of movements made e characters that are related to the actions «to
descript f ts made by the characters that lated to the act t
position themselves somewhere» or «to place something somewhere».

3.1.2. Examples of exogenous motion

Sometimes this type of motion manifests itself in audio described discourse as an
account of the movements of the camera, so that the audio describer appears to take
the objective’s view, as an omniscient narrator. In such descriptions it is common for
the translator to refer to the camera or the image in the third person as the subject of
the sentences. However, since the introduction of the Spanish audio description standard
UNE 152030, the use of cinematographic terminology has been restricted, as the guidelines
set out in the standard do not sanction it. For future studies, it would be interesting to
focus on the analysis of the connections of camera shots and narrative structures of
films, as some types of shot might convey specific and key aspects of motion and their
translation into the AD script could be guided by these connections, provided that specific
patterns are found.
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Image — Camera movement tags:

Tag Film SU Text

Travelling 9 13 La imagen vuela tierra adentro, sobre el bosque espeso, des-

frontal lizindose por encima de las altas copas de los drboles / The
image flies inland, over the dense forest, gliding above the
high treetops.

Travelling lateral | 22 53 La cdmara se acerca [...] / The camera approaches [...]

Travelling 3 2 La cdmara gira y, poco a poco, va enfocando hacia la selva,

lateral interndndose en ella y mostrdndonos su interior. Gruesos 4r-
boles de grandes y retorcidas hojas y lianas cuelgan de las
ramas / The camera turns and, little by little, focuses on the
jungle, going deep into it and showing us its interior. Thick
trees with large, twisted leaves and vines hang from the
branches.

Travelling 21 2 En una sala de hospital la cdmara baja por la cristalina trans-

vertical parencia de una bolsa de suero usada en gota a gota. Se de-
tiene en la gota que cae / In a hospital ward the camera pans
down the crystalline transparency of a used IV bag drop by
drop. It stops at the falling drop.

Travelling 21 4 La cdmara continda bajando por la cdnula que transporta el

vertical liquido [...] / The camera continues down the cannula that
transports the liquid [...].

Travelling 21 6 En su recorrido, la cdmara planea sobe las decenas de

vertical botones azules, rojos y amarillos del electrocardiégrafo / On
its way, the camera hovers over the dozens of blue, red and
yellow buttons of the electrocardiograph.

Zoom 23 5 La imagen se detiene sobre el mapa de Francia / The image
stops on the map of France.

Table 5. Tags and examples of movement at the level of Image - Camera movements.

Source: own elaboration

On the other hand, descriptions of exogenous movements are often related to the
movements made by the elements of the scene, especially those of the actors, i.e., the
camera follows the action unfolding in the image. In such cases, the descriptions focus
on the figures in the visual scene. Let us observe an example from the film Juana la Loca
to illustrate it: En una catedral la reina Isabel avanza hacia el caddver de su hijo | In a
cathedral, Queen Elizabeth walks towards the corpse of her son. We have obtained
examples of this behavior by contrasting the selected /mage and Grammar tags in
Estadetti. We observe that in these cases the audio describer chooses to convey the
semantics of the actions performed by the internal elements rather than to describe the
accompanying camera movements. A few examples are introduced by Table 6. We
include the explanations of the tags that intersect in the 7ags column:
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Intersection of of Image and Grammar annotations:

miento direccion destino (I) Front
Travelling + (G) Movement desti-
nation direction

Tags Film SU |Text

(1) Movimiento efectos especiales + | 16 7 Le rompe el cuello y lo lanza lejos como un

(G) Accidn general dasio fisico + (G) pelele / It breaks his neck and throws him

Movimiento de objero(I) Special away like a wimp

Effects Movement + (G) General

Action Physical Damage + (G)

Object Movement

(D) Travelling frontal + (G) Movi- |6 138 | Vuelven empapados hacia la casa / They re-

miento direccion destino turn to the house soaking wet.

(I) Travelling frontal + (G) Move-

ment in target direction

(1) Movimiento de griia — steadycam | 5 16 Se arrodillan cogidos de las manos / They

+ (G) Movimiento corporal especifico kneel holding hands.

autocontrolado(I) Crane movement

- steadycam + (G) Specific body

movement - self controlled

(1) Movimiento efectos especiales + 16 8 Mientras, dentro de la nave, capturada por

(G) movimiento direccion destino los soldados imperiales, conducen a la

(I) Special effects movement + princesa prisionera ante Darth Vader [...] /

(G) movement in destination Inside the ship, captured by Imperial sol-

direction diers, they lead the imprisoned princess to
Darth Vader [...]

(D) Travelling lateral + (G) Movi- 6 51 Corren frenéticos, adelantando a dos hombres|

miento medio tierra + (G) Movi- que corren con ropa deportiva / They run

miento direccion destino (1) Lateral frantically, overtaking two men running in

travelling + (G) Movement land sportswear.

environment + (G) Movement in

destination direction

(D) Travelling lateral + (G) 5 8 Sube a la pasarela donde la espera la reina Is-

Movimiento direccién vertical (I) abel / She steps onto the catwalk where

Lateral travelling + (G) Vertical Queen Elizabeth awaits her.

direction movement

(D) Travelling frontal + (G) Movi- 6 10 El de ella es un Mini rojo que avanza ruido-

samente por la autopista / Hers is a red Mini
rumbling down the motorway.

Table 6. Tags and examples of movement at the compared levels of Image and Grammar.

Source: own elaboration

This concludes the review of the translation patterns of the visual attribute motion.
We must recognize the relevance of this element for the cinematographic image, since
it provides its most essential quality, dynamism.
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4, CONCLUSIONS

As mentioned at the beginning, a major research effort sustained over time by the
work of a large group of researchers, such as that generated in the TRACCE and AMATRA
projects, made it possible to systematize the analysis of the language of cinematographic
audio description in Spanish.

In order to illustrate this effort, this chapter provides an extensive account of the
TRACCE research group’s methodology, consisting of the analysis of a multimodal
corpus of audio described films by means of Corpus Linguistics and Multimodal
Discourse Analysis methods. The exploitation of the corpus has produced results that
allow us to characterize, by means of descriptive methods, the behavior of the language
of audio description. We have focused on those results directly related to parameters of
analysis applicable to the translation of dynamic images. Such parameters can be used
to investigate the nature of cinematic AD, insofar as it constitutes a prototypical
typology of intersemiotic translation in which a transfer of information from the
audiovisual to the linguistic plane takes place and, therefore, a target text of a multimodal
nature is generated.

In short, we have summarized the research bases from which we departed, and the
theoretical and methodological approaches used within the group, from which we have
benefited enormously in relation to the location of visual elements in audio described
texts. Such elements have been classified as basic visual attributes and duly studied under
the prism of neuroscientific theoretical foundations included in Chica Nufiez (2016).
Specifically, in this chapter we have focused on the analysis of multimodal translation
strategies involving the visual attribute motion. For this purpose, a subcorpus of 23 films
belonging to the general TRACCE corpus was created and semantically annotated at
the three levels described in the initial sections (Narration, Image and Grammar). The
annotation tags corresponding to each level were matched in order to generate tabulated
examples that would allow us to illustrate the characteristics of the language through which
motion is described in the source text (the film). Such strategies have been described
and discussed in depth in section 3.

In our understanding, motion is the attribute that most determines the comprehension
of events, both in mediated images such as film or television and in the direct perception
of images from the real world. At least this is what certain studies (Zacks ez /., 2001
and 20006) point out, relating the perceptual structure of visual events to the ability to
distinguish changes in the movement patterns of objects and actors. As Zacks et al. state:
«Distinctive changes in the movement of objects or actors may contribute to the
perception that one event has ended and another has begun” (Zacks ez al., 2006: 150).

Finally, it should be noted that this is a study on the translation behavior of visual
elements related to movement in audio-descriptive scripts. Our corpus has been limited
to 23 films audio described in Spanish and we have extracted examples that only allow
us to draw conclusions about the use of semantic and linguistic structures within the
corpus analyzed. We cannot extrapolate these conclusions beyond this, nor can we aspire
to categorize all translations of the movement on the basis of our analysis. However, it can
serve as a starting point for more extensive studies based on quantitative and qualitative
data.
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APPENDIX 1. List of films included in the sub-corpus used in the study

10.
11.

12.

13.

14.

15.
16.

17.

18.

19.
20.
21.
22.
23.

The Hours / Las horas (Stephen Daldry 2002) (AD: José Luis Chavarria, 2004)
Farenheit 451 (Frangois Truffaut 1966) (AD: José Echeverria, 200)

The Jungle Book / El libro de la selva (Wolfwang Reitherman 1967) (AD: Aristia,
1999).

El bosque animado (José Luis Cuerda 1987) (AD: Antonio Vizquez, 2008)
Juana la Loca (Vicente Aranda 2001) (AD: Antonio Montero, 2003)

Four Weddings and a Funeral / Cuatro bodas y un funeral (Mike Newell 1994) (AD:
Rosa Puyol, 2006).

Six Days and Seven Nights / Seis dias y siete noches (Ivan Reitman 1998) (AD: Aitor
Gabilondo, 1999)

Das Leben der Anderen / The Lives of Others (Florian Henckel von Donnersmarck
2006) (AD: José¢ Antonio Alvarez, 2007)

The piano / El piano (Jane Campion 1993) (AD: Javier Navarrete, 2003)

The Godfather (Francis Ford Coppola 1972) (AD: Aristia, year unknown)

The Ladykillers / El quinteto de la muerte (Alexander MacKendrick 1955) (AD:
Javier Navarrete, 2007)

The Village / The Forest (M. Night Shyamalan 2004) (AD: José Manuel Mora,
2009)

Mamma Mia! | Mamma Mia! La Pelicula (Phyllida Lloyd) (AD: José Manuel
Mora, 2009)

Harry Potter and the Chamber of Secrets / Harry Potter y la cdmara secrera (Chris
Columbus 2002) (AD: José Antonio Alvarez, 2003)

Belle de jour (Luis Bufiuel 1967) (AD: Charo Sorfa and José Chavarria, 2003)
Star Wars / La guerra de las galaxias (George Lucas 1977) (AD: Aristia, year un-
known)

Indecent Proposal / Una proposicion indecente (Adrian Lyne 1993) (AD: Rosa
Puyol, 2007)

The French Connection | The French Connection, contra el imperio de la droga
(William Friedkin 1971) (AD: José Antonio Alvarez, 2003)

Lista de espera (Juan Catlos Tabio 2000) (AD: José Echeverria, 2001)

Cuabaret (Bob Fosse 1972) (AD: Antonio Munoz, 2007)

Todo sobre mi madre (Pedro Almodévar 1999) (AD: José Echeverria, 2000)
Citizen Kane / Ciudadano Kane (Orson Welles 1941) (AD: Javier Navarrete, 2003)
Casablanca (Michael Curtiz 1942) (AD: Javier Navarrete, 1998)
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APPENDIX 2. Semantic tags chosen for this study from the Grammar hierarchy and
their name encoding in Spanish and English.

<ACC-SEM-ACC-COR-ACT>: accién corporal acto
sexual.

<ACC-SEM-ACC-COR-COM>: accion corporal com-
bustion.

<ACC-SEM-ACC-COR-EX>: accién corporal expul-
sar del cuerpo.

<ACC-SEM-ACC-COR-FAC>: accién corporal facial.
<ACC-SEM-ACC-COR-IN>: accién corporal intro-
ducir en cuerpo.

<ACC-SEM-ACC-GEN-GCON?>: accién general
contacto golpe.

<ACC-SEM-ACC-GEN-GDA>: accién general daro
fisico.

<ACC-SEM-CAM-ASP>: cambio aspecto.
<ACC-SEM-CAM-AUM>: cambio aumentar.
<ACC-SEM-CAM-CGEN>: cambio general.
<ACC-SEM-CAM-RED>: cambio reducir.
<ACC-SEM-MOV-COR-CAMCORP>: movimiento
corporal cambio.
<ACC-SEM-MOV-COR-CORPESP>: movimiento
corporal especifico autocontrolado.
<ACC-SEM-MOV-COR-NC>: movimiento corporal
no controlado.

<ACC-SEM-MOV-DIR-DDES>: movimiento direc-
cidn destino

<ACC-SEM-MOV-DIR-DVER>: movimiento direc-
cidn vertical-atravesar.
<ACC-SEM-MOV-MED-ATM>: movimiento medio
atmésfera.

<ACC-SEM-MOV-MED-LIQ>: movimiento medio
liquido.

<ACC-SEM-MOV-MED-TIE>: movimiento medio
tierra.

<ACC-SEM-MOV-MGEN>: movimiento general.
<ACC-SEM-MOV-MOVOB]>: movimiento objeto.
<ACC-SEM-MOV-MVEL>: movimiento general ve-
locidad.

<ACC-SEM-MOV-ROT>: movimiento general rota-
cion.

<ACC-SEM-POS-CAMBIO>: posicidn cambio-posi-
cion.

<ACC-SEM-POS-M-ENCs: posicién manipular-es-
tado-posicién encerrar.

<ACC-SEM-POS-M-FIJ>: posicién manipular-es-
tado-posicion fijar.

<ACC-SEM-POS-M-MAN>: posicién manipular-es-
tado-posicién mantener.
<ACC-SEM-POS-M-PON>: posicién manipular-es-
tado-posicién poner.

<ACC-SEM-POS-OCU>: posicién ocupar-lugar.

<ACC-SEM-ACC-COR-ACT5>: bodily action sex-
ual act.

<ACC-SEM-ACC-COR-COR-COM>: bodily ac-
tion combustion.
<ACC-SEM-ACC-COR-COR-EX>: bodily action
to expel from the body.
<ACC-SEM-ACC-COR-FACs: facial body action.
<ACC-SEM-ACC-COR-COR-IN>: bodily action
to introduce into body.
<ACC-SEM-ACC-GEN-GCONS5: general action
contact blow.
<ACC-SEM-ACC-ACC-GEN-GDA>: general ac-
tion physical damage.

<ACC-SEM-CAM-ASP>: change aspect.
<ACC-SEM-CAM-AUMS>: change augment.
<ACC-SEM-CAM-CAM-CGENS>: general change.
<ACC-SEM-CAM-RED>: change reduce.
<ACC-SEM-MOV-COR-CAMCORPs>: body
movement change.
<ACC-SEM-MOV-COR-CORPESP>: specific self-
controlled body movement.
<ACC-SEM-MOV-COR-NC>: uncontrolled body
movement.

<ACC-SEM-MOV-DIR-DDES>: movement in tar-
get direction.

<ACC-SEM-MOV-DIR-DVER>: movement in
vertical direction - traverse.
<ACC-SEM-MOV-MOV-MED-ATM>: environ-
ment atmosphere movement.
<ACC-SEM-MOV-MOV-MED-LIQ>: environ-
ment liquid movement.
<ACC-SEM-MOV-MOV-MED-TIE>: environ-
ment ground movement.
<ACC-SEM-MOV-MOV-MGENS>: general move-
ment.

<ACC-SEM-MOV-MOVOB]J>: Object movement.
<ACC-SEM-MOV-MOV-MVEL>: general move-
ment velocity.

<ACC-SEM-MOV-ROT>: general rotational move-
ment.

<ACC-SEM-POS-ROT>: position change-position.
<ACC-SEM-POS-M-ENC>: position manipulate-
state-position enclose.

<ACC-SEM-POS-M-FIJ>: position manipulate-
state-position fix.

<ACC-SEM-POS-M-MANS>: position manipulate-
state-position hold.

<ACC-SEM-POS-M-PONS>: position manipulate-
state-position set.

<ACC-SEM-POS-OCUs: position occupy-place.



CAPITULO III

Mds que mil palabras: el rol de las imdgenes en Lectura Ficil

Israel Castro Robaina y José Jorge Amigo Extremera
Universidad de Las Palmas de Gran Canaria

1. INTRODUCCION

En el panorama de la accesibilidad cognitiva, la Lectura Ficil (en adelante, LF) es una
estrategia de intervencion en el canal textual que comenzé a gestarse en Europa a finales
de los afios sesenta del siglo XX. Recientemente, ha experimentado un relativo auge en
Espafia gracias a la labor social de las entidades del tercer sector, ONG especializadas
en la discapacidad intelectual y del desarrollo y a su trabajo coordinado con centros cul-
turales y educativos (bibliotecas, universidades, etc.).

En paralelo a esta evolucidn, su cuerpo normativo ha ido aumentando progresiva-
mente: la primera edicién de las directrices de Inclusion Europe y FEAPS (2009¢), IFLA
(2010), y la norma experimental UNE 153101 (2018a) son los ejemplos mds significativos
de los que disponemos en la actualidad. La aplicacién de las pautas y recomendaciones
recogidas en estos documentos ayuda a que las personas con dificultades de comprension
lectora, tanto transitorias como permanentes, puedan captar la informacién de manera
satisfactoria.

El objetivo de la LF es generar entornos psicolégicamente comprensibles para todas
las personas, eliminando las barreras para la comprensién, el aprendizaje y la participa-
cién en la sociedad. En aras de hacer realidad este propésito, su metodologia va mds
alld de la mera adaptacién lingiiistica e incorpora varias estrategias de compensacion
contextual de naturaleza icénica dentro de su estructura multimodal. En este 4mbito,
el uso de imdgenes sencillas, claras y accesibles desde el punto de vista cognitivo es fun-
damental y se convierte en una de las estrategias mayoritarias en la préctica profesional
en LE

Como método de constatada eficacia, coincidimos con Bernabé y Orero (2019) en
que la LF es un servicio multimodal de accesibilidad que merece su lugar junto a los
mds abordados en los estudios de traduccién e interpretacién, como la audiodescripcidn,
la interpretacién en lengua de signos o el subtitulado para personas sordas. Parece idéneo
que las investigaciones de esta drea interdisciplinar tengan en cuenta los trabajos en LF
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y las contribuciones que se estdn haciendo desde el prisma de la accesibilidad cognitiva
(en consonancia con esfuerzos de convergencia entre las dreas de los estudios de traduc-
cién y aquellas dedicadas a la accesibilidad, como el proyecto EASIT" o Hansen-Schirra
y Maaf§ 2020).

Para concretar, el fin de este estudio es realizar un andlisis descriptivo y exploratorio
del rol de las imdgenes (fotografias, dibujos, pictogramas, simbolos) en un corpus de
publicaciones en LF sobre las fases del proceso de desescalada en la crisis sanitaria oca-
sionada por la COVID-19 durante el primer estado de alarma en Espafia. Los docu-
mentos analizados se publicaron entre abril y julio de 2020 en acceso abierto y forman
parte del movimiento asociativo Plena inclusién (en adelante, PI). La utilizacién de un
corpus ad hoc como herramienta de estudio permite dar cuenta de la necesidad de crear
entornos cognitivos mutuos plausibles y sirve, por tanto, como muestra de los recursos
de compensacién contextual a los que recurren los profesionales en LE.

En primer lugar, se aborda la LF desde tres perspectivas: su entorno normativo, sus
caracteristicas principales y su relacidn con la accesibilidad cognitiva y los rasgos funda-
mentales que caracterizan, en términos generales, el uso de las imdgenes en esta meto-
dologfa. Posteriormente, se revisan los fundamentos lingiiisticos y comunicativos que
sientan las bases de un constructo teérico sélido basado en la teoria de la comunicacién
mis acorde con los postulados de comprensibilidad de la LF: la teorfa de la relevancia
(Sperber y Wilson 1994, 2015; Wilson y Sperber 2004).

Tras esta exposicidn, se ofrece una descripcién del corpus y se presenta la metodologia
de andlisis, realizado en funcién de dos categorfas que corresponden a dos posibles re-
laciones entre elementos icénicos y texto al que sirven de apoyo: refuerzo y ampliacién.
Y es que el eje central de nuestro estudio se basa en la hipétesis de que las imdgenes son
estructuras de compensacion contextual iconicas que cumplen dos funciones bésicas:
por un lado, la de reforzar el mensaje para enfatizar su importancia o ayudar en la in-
terpretacion; y, por otro lado, la de ampliarlo bien con el objeto de explicar aquellos
conceptos que previsiblemente supusieron algtin grado de dificultad durante el proceso
de validacién, o bien con el fin de transmitir algiin valor adicional.

A continuacién, se resumen los principales resultados cuantitativos y cualitativos del
andlisis, los cuales se apoyan en varios ejemplos del corpus que nos permiten realizar
una instantdnea de nuestro objeto de estudio. Cerramos el articulo con las conclusiones,
en las que se plantean nuevos interrogantes a partir de los resultados de esta investigacion.

2. LA LEcTURA FACIL

La LE, como puente de acceso a la formacién y a la informacién en un soporte visual
claro y ajustado a las necesidades de los usuarios, presenta, hoy, un recorrido normativo
corto que aspira a consolidarse en el futuro. Por ello, en primer lugar, ponemos el foco
en las diversas pautas y recomendaciones que se han publicado sobre esta metodologfa.
Posteriormente, presentamos las caracteristicas principales de la LF como medida de
apoyo de la accesibilidad cognitiva y las particularidades del uso de las imdgenes como
elementos icénicos de compensacién contextual.

1 EASIT: Easy Access for Social Inclusion Training. Disponible en <https://pagines.uab.cat/easit/en>
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2.1. Breve recorrido normativo

La LF surge en Suecia por parte de la Fundacién Centrum for Littdst en 1968, a
instancias de una comisién de la Agencia Sueca de Educacién. En este pais, la primera
publicacién de relevancia es el periédico en LF 8 Sidor (‘8 paginas’) de 1984, que se pu-
blica hasta nuestros dias y que cuenta actualmente con una edicién en linea (Garcia
Munoz 2012: 107).

En 1997, ve la luz el primer documento de cardcter normativo en materia de LE las
Directrices para materiales de lectura ficil IFLA 2010) de la Federacién Internacional
de Asociaciones e Instituciones Bibliotecarias, conocidas como las Normas IFLA, una
de las entidades pioneras en el desarrollo de la LE Un afio mds tarde, en 1998, aparece
El camino mds fiicil, elaborado por Inclusion Europe, la asociacién europea de personas
con discapacidad intelectual y sus familias, antiguamente denominada Asociacién Euro-
pea ILSMH. En ¢él, se recoge una serie de directrices con el propésito de conseguir un
documento de ficil lectura, es decir, que contenga solo la informacién mds importante,
expresada y presentada de la forma mds directa, con el fin de que su contenido pueda
ser comprendido por el mayor nimero posible de personas (Inclusion Europe 1998: 9).

Afios més tarde, el trabajo de Inclusion Europe y de diferentes entidades europeas,
entre las que destaca la Confederacién Espanola de Organizaciones en favor de las Per-
sonas con Discapacidad Intelectual (FEAPS, hoy PI), dio lugar a una serie de manuales
en LF para generar informacién ficil de entender en el marco del Proyecto europeo Ca-
minos hacia la educacion de adultos para personas con discapacidad intelectual (Inclusion
Europe y FEAPS 20092, 2009b, 2009¢ y 2009d).

En 2018, la Agencia Espafiola de Normalizacién (AENOR) publica la primera nor-
ma técnica a escala mundial relacionada con la LE Se trata de la Norma UNE 153101
EX, resultado de mds de dos afios de trabajo de una comisién técnica conformada por
entidades del movimiento asociativo con amplia experiencia en redaccién y validacién
de textos, asi como profesionales especializados en lingiiistica aplicada del émbito uni-
versitario. Esta norma va més alld de las pautas y recomendaciones relativas a la redaccién
de textos y recoge también las directrices sobre diseno y maquetacién de documentos y
diversos aspectos sobre la validacién de su comprensibilidad (UNE 2018a: 7). Ademis,
cuenta con una adaptacién en LE la UNE 153102 (2018b), que recoge su informacién
esencial y que constituye una herramienta de trabajo para las personas encargadas de la
validacién en LE

Por ultimo, en la fecha de redaccién de este articulo, un comité especializado en
accesibilidad y LF estd trabajando en la norma ISO/IEC 23859, de titulo Information
technology — User interfaces —Guidance on making written text easy to read and easy to un-
derstand. Entre otras novedades, esta abordard la multimodalidad de los textos en LE
en formato escrito y digital (pdginas web, diapositivas, archivos de audio, videos, etc.).

2.2. Algunas consideraciones sobre la Lectura Fécil
La LF funciona como un elemento de apoyo favorecedor de la accesibilidad cognitiva,

por lo que los materiales resultantes de la aplicacién de este método reciben la considera-
cién de productos de apoyo para personas con dificultades de compresion lectora (Bernabé
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Caro 2017). La accesibilidad cognitiva es el derecho a comprender la informacién pro-
porcionada por el entorno, a dominar la comunicacién que mantenemos con él y a
poder hacer con facilidad las actividades que en ¢l se llevan a cabo sin discriminacién
de edad, de idioma, de estado emocional o de capacidades cognitivas (Larraz Isttriz
2015: 11).

La accesibilidad cognitiva es, pues, una condicién psicoldgica indispensable para que
todas las personas puedan vivir y desenvolverse en diferentes entornos de manera auté-
noma, eficaz y segura, siendo este un aspecto de gran importancia en el desarrollo cog-
nitivo y social humano. Estd, por tanto, orientada a aumentar la autonomia personal
que implica gestionar nuestro destino, decidir sobre los distintos aspectos de la vida dia-
ria y planificar el itinerario vital.

En este contexto, una informacién serd accesible si su contenido es captado y com-
prendido por los destinatarios en el proceso de interpretacién (Reyes 2018: 21), lo que
da buena cuenta de la necesidad de una validacién por parte de personas potencialmente
usuarias. Habitualmente, los materiales en LF son validados y revisados por usuarios,
que conforman grupos de contraste lector, procedimiento que pretende garantizar que
todos los contenidos sean accesibles desde el punto de vista cognitivo.

La condicién de accesibilidad de la LF se ha visto probada en personas con algtin
tipo de dificultad de comprensién lectora, bien por ser personas con discapacidad inte-
lectual y del desarrollo o bien por presentar dichas dificultades de forma transitoria en
una etapa determinada de su vida. En este marco, el Observatorio Estatal de la Disca-
pacidad (2015: 19-20) reconoce que una gran variedad de discapacidades puede pre-
sentar una necesidad permanente de recursos con condiciones de accesibilidad cognitiva
y, por lo tanto, son posibles destinatarios de esta suerte de medidas las siguientes perso-
nas: discapacidad intelectual, trastorno del espectro autista, discapacidades neuropsi-
quidtricas, dafio cerebral adquirido, sordera perlocutiva, sordoceguera, afasia, o dislexia,
entre otras. Asimismo, esta institucidn establece como destinatarios a aquellas personas
que, debido a determinas situaciones vitales, ven comprometidas ciertas competencias
cognitivas, a saber: infantes, personas mayores, inmigrantes recientes de lengua o cultura
diferente o turistas de lengua o cultura diferente.

Los textos en LF deben cumplir una serie de pautas y recomendaciones relativas al
lenguaje, la presentacién del contenido y la forma. En esta linea, Belinchén ez al. (2014)
entienden que un texto adaptado ficil o accesible se articula en torno a las siguientes
cuestiones:

* Reconocer y comprender el significado de las palabras de que consta el texto.

* Entender las relaciones sintdcticas que mantienen las distintas unidades lingiis-
ticas entre sf (¢j., cudl es su sujeto o el predicado de la frase).

* Integrar en una representacién global el significado de las distintas frases y pdrrafos
del texto.

* Relacionar el significado lingiiistico del texto con el conocimiento previo que
tenia la persona que lee sobre ese tema.

* Interpretar y valorar pragmdticamente el texto, es decir, reconocer su intencién
comunicativa global, su adecuacién al contexto, etc. (2014: 12).
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Las experiencias en bibliotecas publicas han permitido llegar a cierto consenso general
sobre como son, o deberfan ser, los materiales en LF (Casals Torres 2006, Domingo Es-
pinet y Rabat Fabregas 2006, Mayol y Salvador 2010, Salvador y Mayol 2012, entre
otros). De este modo, los postulados mencionados anteriormente se concretan en un
marcado grupo de caracteristicas que se atribuyen a la rigurosa praxis textual en LF:

* Estar escrito de forma correcta, sin usar lenguaje abstracto.

* Seguir una continuidad l6gica, un tnico hilo argumental.

* Describir una accién directa y simple, sin largas introducciones ni demasiados
personajes.

* No usar metdforas del lenguaje simbélico.

* Incluir una sola accién por frase, concisa y ordenada en una linea.

* Evitar las palabras dificiles de comprender y en todo caso explicarlas en el con-
texto, usando siempre un lenguaje adulto y digno.

* Situarlo en un marco temporal légico, con las relaciones complicadas explicadas
o descritas de forma concreta.

¢ En el caso de contener ilustraciones, éstas deben concordar con el texto.

* Usar una tipografia clara y bastante grande, dispuesta de forma clara y atractiva
(mdrgenes y espaciado generosos).

* Disponer el texto en bloques, con un nimero limitado de lineas por pdgina, con
cada frase subdividida segin el ritmo del habla natural.

* Dar una apariencia atractiva y un disefio de acuerdo con el ptblico destinatario
(lector adulto o infantil) (Casals Torres 2006: 42).

Estos fundamentos constituyen, de manera sucinta y clara, las bases de la prictica
profesional de la LE Obsérvese que gran parte de los elementos citados corresponden a
aspectos lingiiisticos de cardcter gramatical, semdntico y pragmdtico. Por su parte, las
ilustraciones deben estar relacionadas con el texto y atender a pardmetros de compren-

sibilidad.
2.3. Caracteristicas de las imdgenes en Lectura Ficil

En su cardcter de servicio multimodal de accesibilidad (Bernabé y Orero 2019), la
LF hace uso de las imdgenes como complementos paratextuales icdnicos, ya sea en for-
mato impreso o digital. Estas ayudan a construir significados y refuerzan o amplian la
informacién textual. La norma experimental UNE 153101 (2018a: 37-39) contempla
otros elementos paratextuales iconicos, como mapas y planos, o grificos y tablas.

A grandes rasgos, las imdgenes en LF deben cumplir las siguientes pautas y recomen-
daciones (UNE 2018a: 29-31):

* Ayudar a complementar la comprension del texto.

* Colocarse préximas al texto, sin dificultar la lectura. Deberfan situarse en el mar-
gen izquierdo o en la parte superior del bloque de texto al que acompanan.

* Se debe mantener la misma imagen para representar el mismo concepto.

* Deben ser en color y de alta resolucién.

* Han de ser claras, sin encuadres complejos, ni abstracciones.

¢ El fondo de las imdgenes deberia ser liso y sin elementos que distraigan la atencién.
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* En el caso de usar colores en las imdgenes, se deberia tener en cuenta que estos
transmiten informacién positiva o negativa. Para la eleccién del color, es necesario
prestar atencion a la informacién que transmite el texto y su contexto.

* Los pies de imagen deben estar escritos en LF y la informacién sobre derechos de
uso de imagen ha de aparecer en la parte de créditos del documento.

* Cuando la imagen se refiere a un concepto (por ejemplo, diversion, comunidad),
este deberfa representarse de una manera concreta. Por ejemplo, el concepto di-
version se puede ilustrar con varios nifios jugando en un parque, o comunidad
puede representarse con un conjunto de personas que comparten un espacio fisico.

* Una imagen no debe dividirse en dos pdginas.

En cuanto a la tipologfa de las imdgenes empleadas en LE ateniéndonos a la clasifi-
cacién de los sistemas de ayuda (comunicacién asistida) de Correa Pifiero ez a/. (2011:
15), estas pueden ser simbolos pictogrificos, es decir, dibujos esquemdticos que guardan
cierta similitud fisica con aquello que representan; ideogrdficos, que presentan algin tipo
de relacién conceptual o 16gica; o pueden tener un significado puramente arbitrario, en
otras palabras, convencional.

En nuestro corpus de estudio, la amplia mayoria de las ilustraciones cumplen un rol
puramente ideogréfico, dado que establecen una relacién directa con el mensaje escrito:
sirven de explicacion, bien en forma de refuerzo o de ampliacién del texto. También las
imdgenes con un significado convencional son de gran ayuda, en especial aquellas que
ya se conocen con anterioridad, como ocurre con los pictogramas asociados a los Siste-
mas Aumentativos y Alternativos de Comunicacién (SAAC). En ocasiones, personas
sin lectoescritura o con dificultades de comprension lectora aprenden o desarrollan el
lenguaje a través de estos sistemas, por lo que crean relaciones predeterminadas de aso-
ciacién entre simbolo y texto y las aplican a sus rutinas en la vida diaria.

3. LINGUISTICA Y LECTURA FACIL: LA TEORIA DE LA RELEVANCIA

Este trabajo parte de la premisa de que la LF puede beneficiarse de los fundamentos
lingiiisticos y comunicativos de las teorfas de la comunicacién mds acordes con sus pos-
tulados de comprensibilidad. En este sentido, la teoria de la relevancia (Sperber y Wilson
1994, 2015; Wilson y Sperber 2004) deviene en una aportacion teérica de gran interés,
por las bases cognitivas que fundamentan el proceso de comunicacién en el 4mbito de
la pragmitica.

Las investigaciones de Sperber y Wilson (1994) conciben la comunicacién como un
proceso complejo circunscrito al dmbito de la psicologia individual. Por ende, el peso
de su programa teérico recae en la internalizacién del fenémeno comunicativo y en los
procesos psicoldgicos necesarios para que el acto de comunicacién tenga éxito.

A grandes rasgos, con el concepto de relevancia, Sperber y Wilson defienden que la
comunicacién tiene como fin principal la adquisicién de conocimientos que enriquezcan
al destinatario. En consecuencia, serd mds relevante el acto comunicativo que més cono-
cimientos proporcione al individuo receptor y el que menor coste cognitivo tenga. Este
es un aspecto que, trasladado al 4émbito de la LE constituye un eje central de la actividad
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del emisor-adaptador, quien deberd tener en cuenta la necesidad de maximizacién de
conocimientos con un minimo de esfuerzo cognitivo.

En la presente contribucién, consideramos que el planteamiento de la teoria de la
relevancia permite establecer un marco de reflexion que tiene su nicleo en los destina-
tarios y, sobre todo, en aquello que constituye su horizonte de expectativas: la maximi-
zacién de conocimientos, funcién para la que las imdgenes cumplen un rol de apoyo
muy apreciable en los textos en LE A nuestro criterio, las caracteristicas propias de los
usuarios de los textos adaptados con el método de la LF precisan especial atencidn, pues,
en definitiva, la adaptacién textual y su especial uso de los elementos icénicos se basa
en dos convicciones concretas: ) existe una necesidad y un imperativo legal de acceso
a la informacién, que es crucial para garantizar el alcance de la comunicacién a todas
las personas y, en virtud de este fin, 4) los textos adaptados deben adecuarse a las capa-
cidades de comprension lectora de personas con manifiestas dificultades.

Ahondando en lo expuesto, las investigaciones de Sperber y Wilson se adscriben a la
corriente cognitivista, surgida a mediados del siglo XX como reaccién al paradigma con-
ductual. En estas investigaciones, los aspectos comunicativos se analizan desde un punto
de vista de procesamiento psicoldgico, es decir, vinculado a otros fenémenos cognitivos
y; en este sentido, como elemento generalizable a cualquier individuo humano (Carston
1992/1988). La propia definicién de comunicacién que formulan Sperber y Wilson
(1994: 11) es muestra de ello:

La comunicacidn es un proceso que implica la existencia de dos dispositivos
de procesamiento de la informacién. Uno de los dispositivos modifica el
entorno fisico del otro. En consecuencia, el segundo dispositivo construye
unas representaciones semejantes a las que ya estaban almacenadas en el
primero.

En esta linea, Sperber y Wilson (1994: 47) inician una andadura en los afios ochenta
del pasado siglo con un amplio desarrollo doctrinal que arroja resultados atn hoy dia.
Este largo recorrido estd encaminado a conseguir la identificacién de los mecanismos
subyacentes, propios de la psicologia humana, que explican cémo se comunican entre
si los seres humanos.

De manera sucinta, los participantes en las interacciones comunicativas actdan de
forma cooperativa con el fin de obtener el mdximo efecto cognitivo con el minimo es-
fuerzo de pensamiento (ibid.: 9). Esto es, comunicar significa considerar que la infor-
macién que quiere transmitir el emisor es relevante, tanto desde su punto de vista como
desde la perspectiva del destinatario: el uno por ocupar su tiempo en emitirla y el otro
por invertir el suyo en procesarla.

En este contexto, en la teorfa de la relevancia se considera que, en la comunicacién
humana, operan dos tipos de mecanismos distintos pero complementarios: el modelo
de cddigos, basado en el binomio codificacidn-descodificacién, y el modelo inferencial,
centrado en la relacién ostensivo-inferencial. El primero de ellos define la comunicacién
como un proceso en el que el emisor codifica un mensaje, es decir, reelabora a través de
un cddigo una representacién mental. El resultado de esta codificacién es una senal,
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entendida como una modificacién del entorno material que puede ser reconocida como
tal por la persona destinataria (Sperber y Wilson 1994: 14-15). Sin embargo, el signi-
ficado lingiiistico es solamente el punto de partida para un proceso de cardcter inferencial
que tiene como resultado la atribucién del significado por parte de un emisor (ibid.
2002, 2015). Es decir, los enunciados no son sefales, al modo como se comprenden en
el modelo de cédigos, sino pruebas del significado del emisor o, dicho de otra forma,
indicadores ostensivos.

Con la misién de completar el insuficiente modelo del c6digo, la propuesta de los
autores se centra en el modelo inferencial. La inferencia es un proceso cognitivo en el que
se parte de un conjunto de premisas y se desemboca en una serie de conclusiones que
derivan de forma légica de estas premisas o, por lo menos, estdn garantizadas por ellas.
La inferencia, por tanto, es el proceso que nos permite aceptar como verdadero un su-
puesto partiendo de la verdad de otro supuesto (Escandell 2013: 116). Centrdndose en
el dmbito comunicativo, Sperber y Wilson (1994: 24-25) afirman que, en el proceso
inferencial, las conclusiones no se asocian a las premisas a través de un c6digo ni las sefia-
les garantizan el mensaje que transmiten. Serd necesario, entonces, acudir a los {ndices
que el emisor proporciona con el objetivo de que el destinatario pueda inferir sus in-
tenciones (1994: 38).

Llegados a este punto, debemos anotar que la previsible problemdtica de los destina-
tarios de los documentos en LF no solo reside en dificultades en el dmbito inferencial
del modelo cognitivo, sino también en la correcta interpretacién de los indices ostensivos
en el modelo de cédigos. Este tltimo es el motivo principal por el que se realiza una im-
portante simplificacién de los recursos lingiiisticos empleados, que ademds se apoyan
en imdgenes para facilitar la transmisién de los mensajes.

A nuestro criterio, este modelo nos permite enmarcar el proceso comunicativo que
se establece en el complejo procedimiento de adaptacién de textos siguiendo la meto-
dologfa de la LE En primer lugar, tenemos un emisor primario del compendio de nor-
mas que regularon el proceso de desescalada desde abril hasta julio de 2020. En segundo
lugar, el adaptador se perfila como un emisor secundario con la tarea de elaborar un
texto adaptado siguiendo los pardmetros consignados en las distintas normativas creadas
para tal efecto (principalmente, UNE 153101 EX 2018). En ambos casos, los emisores
generan un estimulo ostensivo conformado por los textos originales y los textos adap-
tados, que, en comparacién con los originales, estdn configurados con gran diversidad
de imdgenes y otros elementos paratextuales.

La filosofia subyacente a la LF y el objetivo principal de la teorfa de la relevancia coin-
ciden: obtener una comunicacién satisfactoria, cuyo éxito se parametriza por el mayor
aporte de informacién con el menor coste posible. En la teorfa de la relevancia, a pesar
de que se valoran otros tipos de beneficio cognitivo, como la memoria o la imaginacién,
se prima uno de ellos, a saber: las mejoras en el conocimiento (Sperber y Wilson 1994:
230), punto de convergencia con la LE En otras palabras, a nuestro criterio no se trata
solo de comprender mejor lo escrito en el texto y lo representado en la imagen, sino de
aprender o reforzar conocimientos adquiridos, desarrollar la imaginacién y la creatividad
y, en algunos casos, mejorar el lenguaje de los usuarios.

Admitidos los postulados de la teorfa de la relevancia y justificada su relacién con la
LE surgen ciertas cuestiones: ;qué garantias hay de que el destinatario infiera de forma
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correcta la intencién comunicativa del emisor?, ;qué tipo de seguridad tienen tanto emi-
sor como destinatario de que la comunicacién se ha satisfecho?

En lo que refiere al contexto, ciertamente, los seres humanos compartimos el espacio
fisico circundante, pues todos nos desarrollamos en 4mbitos materiales similares. Ademds,
cada individuo extrae la informacién de este entorno comun y elabora la mejor repre-
sentacién mental posible de él. A pesar de ello, precisan Sperber y Wilson (1994: 54):

Todos no construimos la misma representacién, por una parte, debido a
las diferencias de nuestros propios y mds limitados entornos fisicos, y por
otra por las diferencias en nuestra capacidad cognitiva. La capacidad per-
ceptiva varfa en eficacia de un individuo a otro. La capacidad inferencial
también varfa, y no solo en eficacia. Las personas hablan lenguas diferentes,
han aprendido a manejar conceptos diferentes: el resultado es que pueden
construir representaciones diferentes y establecer diferentes inferencias.
También tienen diferentes recuerdos y diferentes teorfas que hacen pesar
sobre sus experiencias de uno u otro modo.

Como se puede apreciar, los autores no mantienen una posicién ingenua ante las
objeciones planteadas sobre las garantias de satisfaccién del fenémeno comunicativo.
Tanto es asi que no eluden la problemdtica de la multiplicidad de casos particulares que
se pueden prever en su nocién de entorno cognitivo de un individuo: un haz de ideas con
el que el ser humano se enfrenta a la tarea de entender el mundo que le rodea (Pons Bor-
derfa 2004: 19) o, lo que es lo mismo, un conjunto de hechos que son manifiestos para él.

En efecto, las personas coexistimos en espacios de interaccién social y, con gran fre-
cuencia, nos entendemos de forma operativamente satisfactoria. Si esto es asi, se debe a
que, en cierta medida, pero nunca de forma total, los seres humanos compartimos en-
tornos fisicos y tenemos capacidades cognitivas parecidas. Por consiguiente, se ha de
garantizar, desde un punto de vista metodoldgico, una condicién de minimos que po-
sibilite esta suerte de vinculo. Al respecto, Sperber y Wilson (1994: 57) postulan el en-
torno cognitivo total de dos personas, como el conjunto de todos los hechos que son
manifiestos para ambos. Esta interseccién entre ambos entornos cognitivos totales in-
dividuales es el entorno cognitivo mutuo. Gracias a ello, emisor y receptor pueden realizar
elecciones adecuadas de cédigos y contextos (Sperber y Wilson 1994: 59) para producir
eventos comunicativos satisfactorios.

Sin embargo, los autores son conscientes de que la relacién tiene un cariz asimétrico
y enfatiza la responsabilidad del emisor. Este serd quien se encargue de construir los su-
puestos correctos sobre qué codigos y qué informacién contextual han de ser mds acce-
sibles para el destinatario y, por tanto, mds propensos a que este los emplee durante el
proceso de comprensién (1994: 60).

En lo que respecta a la adaptacién de textos siguiendo el método de LF, ademds de
la nocién de entorno cognitivo mutuo expuesta, la prictica profesional ya propuesta con
anterioridad (IFLA 2010, Inclusion Europe 1998, Plena inclusién Madrid 2018, entre
otros) y refrendada por la norma UNE 153101 EX (2018a), intenta acortar la distancia
cognitiva entre los interlocutores con el proceso de validacién (Bernabé Caro 2020:
370-372). La validacién es un procedimiento que permite optimizar los supuestos es-
cogidos por la persona que redacta en LF o, en su defecto, obligarle a plantear nuevas
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férmulas comunicativas para obtener un texto accesible gracias al trabajo continuado
de grupos de contraste lector, generalmente personas con discapacidad intelectual o del
desarrollo, y, por tanto, potencialmente usuarias de los textos. Ahora bien, el proceso
de adapracién a LF no se libera por completo de una objecién metodolégica: dado que,
por un lado, el nimero de personas que validan es limitado, y, por otro lado, deben
asumirse las confirmaciones de las personas que realizan la validacién como un modelo
para establecer supuestos correctos o, al menos, generalizables para la multiple casuistica
de los destinatarios.

En relacién con la comprensibilidad textual, la utilizacién de imdgenes que acom-

p 8 q

panan al texto se convierte en un procedimiento fundamental y de amplio uso en la LE,
ya que puede plantear alternativas efectivas al mensaje escrito y permite llegar con faci-
lidad a los colectivos sin lectoescritura.

4. MATERIALES Y METODOS

Este apartado se centra en la descripcién del corpus utilizado y presenta el método
de analisis, estructurado en torno a la categorizacién que permite reflejar las estrategias
g q g
de uso de las imdgenes: refuerzo y ampliacién. Como hemos indicado, el refuerzo supone
establecer un mayor énfasis en la idea que se quiere transmitir, mientras que en la am-
pliacién, el abanico de significados que se quieren hacer llegar al lector es mds amplio
que el puramente textual.

4.1. Corpus

El corpus consta de 17 publicaciones en LF sobre el proceso de desescalada durante
la situacién de emergencia sanitaria provocada por la irrupcién de la COVID-19 en Es-
pana. Todos los documentos pertenecen al movimiento asociativo PI, se redactaron en
espafol entre abril y julio de 2020 y se distribuyen de manera gratuita a través de las
paginas web de sus entidades y del sitio web Planeta Ficil, amparado por Pl y dedicado
a noticias y documentos ficiles de entender.

Por su parte, PI es la organizacién sin dnimo de lucro mayoritaria que representa en
Espafia a las personas con discapacidad intelectual o del desarrollo?. Desde PI, se estd
haciendo un importante esfuerzo por promover y consolidar la LF como herramienta
de comunicacidn facilitadora de la accesibilidad cognitiva. Por ello, cuenta con profe-
sionales que se encargan de redactar materiales nuevos en LF y adaptar algunos ya exis-
tentes, sin olvidar la validacién de personas con discapacidad intelectual y dificultades
de comprensién lectora. El espectro de tipologias textuales trabajadas en LF es muy am-
plio: de ficcién a folletos informativos sobre eventos, programas de congresos y gufas

2 En la actualidad, PI estd formada por 19 federaciones autonémicas y aproximadamente 900
organizaciones en nuestro pafs. Surgié en Valencia en 1964 como FEAPS (Federacién Espafola de
Asociaciones Pro Subnormales, mds tarde Confederacién Espafiola de Organizaciones en favor de las
Personas con Discapacidad Intelectual). En nuestros dias, el movimiento asociativo estd compuesto
por 140000 personas con discapacidad intelectual o del desarrollo, 235000 familiares, 40 000
profesionales y 8000 personas voluntarias. Disponible en <https://www.plenainclusion.org/conocenos/
nuestra-organizacion>
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de todo tipo (gestion de emociones, sexualidad, buenos tratos), asi como documentos
administrativos y juridicos, estatutos y reglamentos. En concreto, las medidas del pro-
ceso de desescalada pueden enmarcarse en esta tltima categoria, por su cardcter pres-
criptivo de obligado cumplimiento.

La relevancia de estos documentos radica en su valor social como instrumento de
comunicacién accesible e inclusivo para todas las personas. Desde la declaracién del pri-
mer estado de alarma en marzo de 2020, en nuestro pais se ha creado un niimero nada
desdenable de folletos, guias, infografias y demds documentacién gratuita en LF sobre
el coronavirus. El sitio web Planeta Ficil compila 154 documentos®, que se distribuyen
en las siguientes categorias temdticas: 1) novedades, 2) confinamiento, 3) creencias, 4)
cultura, 5) desescalada, 6) economia, 7) educacién, 8) ejercicio, 9) empleo, 10) emo-
ciones, 11) mujer, 12) noticias, 13) normas, 14) ocio, 15) otros paises, 16) personas re-
clusas, 17) protocolos, 18) salir a la calle, 19) salud, 20) sexualidad y 21) tecnologia.
Los documentos sobre el proceso de desescalada se cuentan entre los mds abundantes.
Su funcién es explicar las medidas de mayor impacto social (reuniones sociales, acceso
a playas y piscinas, bares, restaurantes, tiendas pequefas y centros comerciales, cines,
teatros y auditorios, normas para hacer deporte, etc.) y su grado de apertura en cada
comunidad auténoma.

Ante la avalancha de informacién que fue apareciendo sobre las restricciones y pe-
culiaridades de cada una de las fases del proceso de desescalada, desde estas entidades se
redactaron gufas adaptadas a cada comunidad auténoma. Estos folletos son ricos en
imdgenes de todo tipo (principalmente, dibujos sencillos y pictogramas). Es importante
tener en cuenta la fecha de realizacion de cada documento, que estd ajustada, en la gran
mayorfa de los casos, a las sucesivas publicaciones de 6rdenes en el Boletin Oficial del
Estado y en los boletines de cada comunidad auténoma, pues eso nos indica el estado
de la cuestién en la época en que se publicé y da cuenta de las posibles diferencias con
la realidad posterior y con la informacién aparecida en los medios de comunicacién en
el momento. En concreto, cinco entidades de PI (PI Extremadura, PI Canarias, PI La
Rioja, PI Madrid y PI Espafia) han publicado contenidos adaptados de las primeras ver-
siones del Plan de desescalada'y del Plan para la Transicion hacia una nueva normalidad,
publicadas por el Gobierno de Espana en abril de 2020.

El corpus se divide en cinco subcorpus por razones de coherencia temdtica: a) docu-
mentos de resumen, b) fase 1, ¢) fase 2, d) fase 3 y e) nueva normalidad. No obstante,
hay que mencionar que existen documentos en LF sobre el proceso de desescalada que
se han excluido por no cumplir con los pardmetros de seleccién para este estudio: el ti-
tulado Plan del Gobierno de Espania para volver a la normalidad tras la crisis del coronavirus
(PI La Rioja, 2020), pues no tiene ninguna imagen. El estudio se limita a las contribu-
ciones escritas en castellano y realizadas en el seno de las entidades de PI. Por estas ra-
zones, no se han podido tener en cuenta otras publicaciones, tales como Preguntes
Sreqiients sobre la fase 1 (Aproscom Fundacid, 2020a) y Canvis importants de la fase 2
(Aproscom Fundacié, 2020b).

EnlaTabla 1, se detallan los documentos de los que consta nuestro corpus, asi como
la media de imdgenes por pdgina.

3 Datos extraidos a fecha de redaccién de este trabajo. Disponible en <http://planctafacil. plenainclusion.org/
coronavirus/>
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Subcorpus Entidad de Pl?na %?clusién. No paginas| . Ne (imali::::
Fecha de publicacién (2020) imdgenes| pigina)
1. Resumen (PI PI Extremadura. 7 de abril (Plan de 10 9 0.9
Extremadura) desescalada)
PI Extremadura. 28 de abril (Plan para 30 10 0.3
el cambio a una nueva normalidad)
2. Fase 1 PI Canarias. 11 de mayo 8 12 1.5
PI La Rioja. 12 de mayo 10 23 2.3
PI Madrid. 27 de mayo 6 12 2.0
3. Fase 2 PI Canarias. 25 de mayo 16 18 1.1
PI La Rioja. 25 de mayo 11 20 1.8
PI Extremadura. 25 de mayo 5 11 2.2
PI Madrid. 8 de junio 7 16 2.3
4. Fase 3 PI La Rioja. 7 de junio 11 20 1.8
PI Canarias. 8 de junio 14 18 1.3
PI Extremadura. 8 de junio 6 11 1.8
PI Espafia. 8 de junio 3 12 4.0
S. Nueva PI Canarias. 22 de junio 15 22 1.5
normalidad PI La Rioja. 22 de junio 9 17 1.9
PI Extremadura. 23 de junio 16 19 1.2
PI Madrid. 29 de julio 9 18 2.0
Total 186 268 1.4

Tabla 1. Descripcién del corpus y media de imdgenes por pagina en Lectura Fécil

Tal y como se puede apreciar en la Tabla 1, los dos documentos que resumen todo
el proceso presentan una media de imdgenes mds reducida que el resto, con una ampli-
tud destacable en el caso de la adaptacién del Plan para el cambio a una nueva normalidad
(30 pdginas y solamente 10 imdgenes). Esto se debe a que en ambos se detallan todas
las fases del proceso de desescalada. Ademds, se aprecia un importante esfuerzo de con-
textualizacién, puesto que incluyen varias explicaciones, en el glosario en los inicios y
en glosas en el margen derecho, de conceptos que hemos incorporado a nuestro lenguaje
cotidiano con el paso de los meses: asintomdticas, confinamiento, pandemia, mampara,
teletrabajo, etc.

Por otra parte, el Gnico documento publicado por PI Espafia, centrado en la fase 3,
presenta una media de imdgenes muy superior al resto (cuatro por pdgina) y es el de
menor densidad informativa (solo tres pdginas y 239 palabras). Otras medias destacables
corresponden a los trabajos de PI La Rioja sobre la fase 1 (2.3), PI Madrid y PI Extre-
madura sobre la fase 2 (2.3 y 2.2, respectivamente) y PI Madrid sobre la nueva norma-
lidad (2.0). En resumen, los datos indican que las imdgenes tienen una gran presencia en
los documentos estudiados: 1.4 por pdgina. En realidad, no existe un consenso explicito
sobre el ndmero de ilustraciones por pdgina, sino que estas se incorporan de manera in-
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tegrada para reforzar la comprensién de términos de naturaleza abstracta o que puedan
generar cierta dificultad en funcién del asunto tratado.

Al ser informacién que salié a la luz de manera inmediata, la amplia mayoria de ilus-
traciones proceden de bancos de imdgenes, vectores e iconos gratuitos como Vecteezy,
Freepik y The Noun Project. Mencién especial merece el Portal Aragonés de la Comu-
nicacién Aumentativa y Alternativa (ARASAAC), con ilustraciones de Sergi Palao, uno
de los bancos més habituales en documentos y recursos de ficil comprensién en Espafia’.

4.2. Método de anilisis

Una vez compilado el corpus, se procedi6 a la extraccién, almacenamiento y proce-
sado de datos. Se contabilizaron 268 imdgenes en total, que se categorizaron segin los
siguientes pardmetros: a) descripcién de la imagen, b) funcién y c) texto al que hacen
referencia por proximidad de espacio. Finalmente, se anotaron las fuentes de procedencia.

A efectos de este estudio, el pardmetro a) descripcion de la imagen consistié en el es-
tablecimiento de un enunciado sencillo que resumia el contenido (ej.: pictograma de
Iglesia catdlica: casa con cruz). En el pardmetro b) funcidn, se categorizé en torno a las
dos estrategias explicadas: refuerzo y ampliacién. La etiqueta de ampliacidn se dio a
todas aquellas imdgenes que no se circunscribian exclusivamente a la mostracién del
significado literal (etiquetadas como refirerzo), sino que también aportaban una com-
pensacién contextual extra. Por tltimo, el pardmetro c) zexto indica la idea que se trans-
mite en el cuerpo textual (ej.: “Iglesias y otros lugares para rezar”). Segtin se detalla en
la teorfa de la relevancia, la pertinencia de la informacién permite minimizar los costes
en su procesamiento de la informacién. Gracias a estas estrategias, el uso de las imdgenes
sirve de apoyo para crear un contexto en el que la comunicacién tiene lugar de manera
efectiva y permite focalizar la informacién més relevante de los mensajes que se preten-
den transmitir. Del mismo modo, esta categorizacidn incide en las ventajas potenciales
de las ilustraciones para mejorar la comprensibilidad de los mensajes escritos, en la bus-
queda del entorno cognitivo mutuo (Sperber y Wilson 1994).

5. RESULTADOS Y DISCUSION

En este apartado, se presenta una relacién de resultados del estudio. En primer lugar,
se lleva a cabo una comparacién entre los porcentajes relativos a las funciones de refuerzo
y de ampliacién que las imdgenes del corpus cumplen en los textos analizados. En se-
gundo lugar, se presenta un andlisis exploratorio de cardcter cuantitativo y cualitativo
del corpus de estudio, apoyado por una seleccién de los ejemplos mds representativos.

5.1. El rol de las imdgenes, en cifras
En términos generales, el nimero de imdgenes que cumplen una funcién de refuerzo

es superior al nimero de las que amplian la informacién, como se puede apreciar en la
Figura 1.

4 Estos recursos estdn disponibles en los siguientes sitios web: <www.vecteezy.com>, <www.freepik.es>,
<https://thenounproject.com> y <https://arasaac.org>

75



Israel Castro Robaina y José Jorge Amigo Extremera

B Ampliacion

Refuerzo

Figura 1. Refuerzo y ampliacién en el total del corpus

De las 268 imdgenes compiladas, 203 (un 75.7 %) cumplen una funcién de refuerzo,
mientras que las 65 imdgenes restantes (un 24.3 %) amplian la informacién ofrecida,
aportando detalles que permiten contextualizar el contenido de las instrucciones durante
el proceso de desescalada. Dado que cada subcorpus es diferente en cantidad de documen-
tos e imdgenes, resulta necesario estudiar los porcentajes de incidencia en cada uno de
ellos. Esto nos permite arrojar ciertas observaciones cuantitativas sobre las estrategias de
uso de las imdgenes por parte de las personas encargadas de redactar estas gufas en LE.

25
220
20 —
17.9
15.3
15 —
13.1
10 —
6.3
5 45 5.2 4.9 |
T I I I
0 J
Subgrupo 1 Subgrupo 2 Subgrupo 3 Subgrupo 4 Subgrupo 5
B Ampliacién Refuerzo

Figura 2. Rol de las imdgenes y su incidencia en el total del corpus
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El niimero de imdgenes en general que refuerzan la informacién textual aumenté de
manera exponencial a medida que se fueron publicando nuevos documentos en LF
sobre el proceso de desescalada: desde una diferencia porcentual de 0.3 en el subcorpus
1 hasta una diferencia porcentual de 15.7 el subcorpus 5, pasando por 8.6 (subcorpus
2), 10.1 (subcorpus 3) y 13 (subcorpus 4). En esencia, estas cifras ilustran dos hechos:
a) con el avance del primer estado de alarma, se generaron mds documentos en LEF, al-
gunos de mayor extensién que otros, que precisaron mayor nimero de imdgenes, y b)
la necesidad de hacer énfasis en las medidas del proceso de desescalada provocé que
estos documentos necesitaran incorporar mds elementos iconicos para garantizar la com-
prensién de determinados conceptos. Por su parte, las ilustraciones y sus funciones tienden
a mantenerse en los documentos que son de la misma autorfa, generando una sensacién
de familiaridad en los potenciales lectores de una comunidad auténoma. Asi, por ejem-
plo, todas las guias elaboradas por PI La Rioja usan los mismos elementos icénicos
cuando se trata de ilustrar las novedades en medidas clave del proceso de desescalada:
aforo en los funerales, normas para ir en coche, etc.

Por otro lado, los porcentajes de imdgenes de ampliacién son ostensiblemente més
bajos en el total del corpus, si bien no hay grandes diferencias en el primer subcorpus. En
este caso en especial, se trata de dos documentos de mayor densidad textual que el resto,
en el que las imdgenes cobran menos importancia en favor de otros elementos paratex-
tuales como glosas explicativas y cddigos de color para cada capitulo, reflejados en el
indice.

Por tltimo, la Figura 3 nos permite apreciar los porcentajes de incidencia de ambas
funciones en el contexto de cada uno de los subcorpus.
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74.5
70 I
60 —
52.6
50 474
40
30 —
25.5
21.5 213 224

20 I

0 — — — — —

Subgrupo 1 Subgrupo 2 Subgrupo 3 Subgrupo 4 Subgrupo 5
B Ampliacién Refuerzo

Figura 3. Rol de las imdgenes y su incidencia en cada subcorpus
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En este caso, se observa que el subcorpus 1 muestra unos porcentajes bastante equi-
librados, con una ligera diferencia a favor del refuerzo (5.2 %). Por su parte, los por-
centajes de ampliacién oscilan entre el 21.3 % (subcorpus 4, sobre la fase 3) y el 25.5 %
(subcorpus 2, sobre la fase 1). A la luz de estas cifras, todo parece indicar que hay una
tendencia a mantener la estrategia de refuerzo como solucién mayoritaria, con pocas
diferencias en el contexto de cada subcorpus.

5.2. Refuerzo

En este apartado, se realiza una descripcién cuantitativa de las imdgenes categorizadas
como refuerzo en nuestro corpus de estudio y se muestran algunos ejemplos que siguen
la maxima de relevancia y que funcionan, en la mayoria de los casos, como resimenes
globales de realidades especificas. La Tabla 2 recoge el nimero de imdgenes de refuerzo
y su incidencia en el total del corpus y en cada uno de los subcorpus analizados.

Subcorpus Documento Ne % | % total % % total
imdgenes| corpus| corpus| subcorpus| subcorpus

1. Resumen (PI | Desescalada 5 1.9 26.3
Extremadura) [ Nyeva normalidad 5 1.9 3.7 26.3 526

2. Fase 1 PI Canarias 10 3.7 21.3
PI La Rioja 15 5.6 13.1 31.9 74.5

PI Madrid 10 3.7 21.3

3. Fase 2 PI Canarias 10 3.7 15.4

PI La Rioja 16 6.0 24.6
PI Extremadura 15 5.6 15.3 23.1 78:5

PI Madrid 10 3.7 15.4

4. Fase 3 PI La Rioja 15 5.6 24.6

PI Canarias 14 5.2 23.0
PI Extremadura 9 3.4 17.9 14.8 787

PI Espana 10 3.7 16.4

5. Nueva PI Canarias 15 5.6 19.7

normalidad 'y | 5 Rioja 13 49 17.1
PI Extremadura 14 5.2 22.0 18.4 77:6

PI Madrid 17 6.3 22.4

203 75.7

Tabla 2. Imdgenes de refuerzo

Los documentos con mayor densidad en elementos icénicos que refuerzan la infor-
macién se concentran en los subcorpus 2, 3, 4 y 5. El que mayor niimero de imdgenes
incluye es Nueva normalidad. ;Qué puedes hacer en la comunidad de Madrid? (P1 Madrid)
con 17, seguidos por Fase 2. Plan del Gobierno de Espana para volver a la normalidad
tras la crisis del coronavirus (P La Rioja, 16). Tres documentos incluyen 15: PI La Rioja

78



Mis que mil palabras: el rol de las imdgenes en Lectura Fécil

(fases 1 y 3), PI Extremadura (fase 2) y PI Canarias (nueva normalidad). Los porcentajes
mds bajos recaen, por las razones aducidas en el apartado 5.1, en el subcorpus 1.

El documento de PI Madrid sobre la nueva normalidad (Figura 4) incorpora imdge-
nes con una linea minimalista, similar a la de los simbolos propios de los sistemas pic-
togréficos de comunicacién.

Debes usar la mascarilla en todos los espacios publicos
tanto cerrados como al aire libre
‘ aunque puedas mantener la distancia de seguridad.

Es recomendable usar mascarilla en reuniones familiares y privadas.

Figura 4. Imagen de refuerzo sobre el uso de mascarilla (Nueva normalidad. PT Madrid)

La ilustracién de la persona con una mascarilla sirve como recordatorio de una las
normas mds importantes en esta crisis de la COVID-19. La imagen carece de fondo y
de detalles que distraigan la atencién y muestra una realidad clara y tangible, compren-
sible para todo tipo de casuisticas de dificultades de comprensidn lectora e, incluso, ca-
rencia de lectoescritura.

En los documentos de PI La Rioja, se combinan imdgenes de diferentes tipos: vecto-
res e ilustraciones de diversas lineas iconicas, siempre en el margen derecho de la pdgina.
Por ejemplo, en el caso del documento sobre la fase 2, la mayorfa de las ilustraciones
hacen referencia a acciones muy concretas, representadas en color y con un nivel acep-
table de detalle y contraste. Incorpora iconos conocidos para el concepto importante:
un altavoz, muy similar al que puede aparecer en un ordenador o en un teléfono mévil
para controlar el volumen; y para el concepto informacién: la i presente en los mostra-
dores de informacién. Aparecen también ilustraciones de personas haciendo actividades
culturales cotidianas sin mascarilla y con ella; por ejemplo, ir al cine o desplazarse en
transporte publico por la ciudad y alrededores (Figura 5).

Figura 5. Imdgenes de refuerzo sobre actividades culturales y uso de transporte publico

(Fase 2. PI La Rioja)
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La obligatoriedad del uso de la mascarilla y del mantenimiento de la distancia social
ya era vigente en la fecha de publicacién de este documento, por lo que la ilustracién
de las personas sentadas juntas en el cine sin llevarla no resulta una eleccién adecuada,
puesto que muestra una situacién habitual antes de la pandemia. En todo caso, no ge-
nera ningdn problema de comprensién y es bastante clara, pero no se corresponde con
el texto. El uso de esta ilustracién puede ser un indicador de una dificultad con la que
a menudo se encuentran las personas que trabajan en LF: los requisitos de inmediatez
de las entregas y la falta de recursos pueden provocar problemas de este tipo. No obs-
tante, hay que considerar que, desde comienzos de la pandemia a escala mundial hasta
ahora, el nimero de imdgenes predisefiadas sobre la COVID-19 ha aumentado consi-
derablemente (Figura 6). Por esta razén, puede resultar injusto comparar los documentos
publicados en los inicios de la pandemia con los que se hicieron después, dado que la
cantidad y variedad de recursos gréficos es cada vez mayor.

Figura 6. Imagen de refuerzo sobre la asistencia a cines, teatros, auditorios, circos
y espectdculos (Fase 3. PI Canarias)

En nuestro corpus, dos entidades han optado por usar pictogramas en sus trabajos
sobre el proceso de desescalada para apoyar la comunicacién: PI Extremadura y PI Es-
pana. En el caso de PI Extremadura, es destacable el uso del pictograma boda en el do-
cumento sobre la fase 2, que muestra a una pareja de personas exactamente idénticas y
unos anillos de compromiso (Figura 7).

oo I

b AL = Las bodas pueden celebrarse
en espacios cerrados con 50 personas
@ y en espacios al aire libre con 100 personas

Figura 7. Imagen de refuerzo sobre las bodas (Fase 2. PI Extremadura)
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5.3. Ampliacién

Las imdgenes en esta categorfa afiaden nueva informacion que no estd incluida en el
texto y ofrecen mayores posibilidades de interpretacién. Por lo general, apelan a la ca-
pacidad de inferencia de los lectores, que pueden deducir el significado con ayuda del
apoyo gréfico. En la Tabla 3 se muestra el nimero de ilustraciones bajo esta etiqueta y
sus porcentajes de incidencia en el total del corpus y en cada uno de los subcorpus.

Subcorpus | Documento Ne imédgenes | % corpus| % total % % total
corpus | subcorpus | subcorpus

1. Resumen | Desescalada 5 1.9 26.3
((iI:lIertrema— Nueva normalidad 4 1.5 3.4 21.1 47.4

2. Fase 1 PI Canarias 2 0.7 4.3
PI La Rioja 8 3.0 4.5 17.0 255

PI Madrid 2 0.7 4.3

3. Fase 2 PI Canarias 8 3.0 12.3

PI La Rioja 4 1.5 6.2
PI Extremadura 1 0.4 >2 1.5 215

PI Madrid 1 0.4 1.5

4. Fase 3 PI La Rioja 5 1.9 8.2

PI Canarias 4 1.5 6.6
PI Extremadura 2 0.7 9 3.3 213

PI Espana 2 0.7 3.3

5. Nueva PI Canarias 7 2.6 9.2

normalidad 517 Rioja 4 15 53
PI Extremadura 5 1.9 63 6.6 224

PI Madrid 1 0.4 1.3

65 24.3

Tabla 3. Imdgenes de ampliacién

La cantidad de imdgenes que amplian la informacién es notoriamente menor a la de
las que la refuerzan. Son las publicaciones de PI Canarias (Fase 2'y Nueva normalidad,
con 8y 7, respectivamente), PI La Rioja (Fase 1 y Fase 3, con 8 y 5), PI Extremadura
(Desescalada y Nueva normalidad) las que acaparan las cifras mds destacables.

Si hubiese que establecer una taxonomia de imdgenes que amplian la informacion,
podrfamos afirmar que estas se encuentran en un continuo entre el entendimiento bésico
de las ideas y la busqueda de asociaciones positivas o negativas entre el elemento gréfico
y la realidad a la que hace referencia. En estos términos, podemos encontrar un ejemplo
de ampliacién clara en La fase 2 del plan de desescalada (P1 Canarias), con respecto al
uso de las playas (Figura 8).
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Tus toallas y otros objetos personales

deben estar cerca de ti,

también a una distancia minima de 2 metros
de las demas personas.

g
oy

Figura 8. Imagen de ampliacion sobre las playas (Fase 2. PI Canarias)

El concepto objetos personales encuentra una ex-
plicacién sencilla en el uso de una imagen conven-
cional relacionada con estar en la playa: gafas de sol,
protector solar, etc. Esta especificacién resultaria de
ubicacién mds compleja, por razones de espacio en
la pdgina, si estuviese en una glosa o se incluyera den-
tro del texto. En la misma linea, una ilustracién
puede requerir de un pie de imagen para nombrar un
concepto desconocido o que precisarfa una explica-
cién larga (Figura 9). En este caso, un dibujo apro-
ximado al objeto lo explica sin necesidad de entrar
en detalles técnicos o de mayor complejidad termi-
noldgica.

Y

Figura 9. Imagen de audioguia
(Nueva normalidad. PI Canarias)

Asimismo, encontramos imdgenes que parecen estar orientadas a despertar senti-
mientos positivos en los lectores, en la linea de lemas como #Este virus lo paramos unidos,

tan populares durante el confinamiento. Estas ilustraciones tienen una relacién mds le-

jana con el texto al que acompafian y actGian como una suerte de mensaje adicional
complementario. Asf lo muestran las portadas del Plan para el cambio hacia una nueva
normalidad'y ;Cémo funciona el plan de desescalada? (P1 Extremadura), asi como las imd-
genes de personas que sonrien con la mascarilla puesta (Nueva normalidad, P1 Extre-
madura; fases 2, 3 y Nueva normalidad, P1 La Rioja, Figura 10).

Figura 10. Imdgenes positivas (PI Extremadura y PI La Rioja)
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Finalmente, cabe sefialar que en algunos documentos se incluyen ilustraciones algo
alejadas de la norma habitual (con cierta tendencia al estereotipo) y que contribuyen a
mostrar diversidades corporales menos comunes (Figura 11).

Con respecto a las bodas,
no se puede superar el 75 por ciento del aforo.

Como maximo, pueden ir:
e Hasta 250 personas al aire libre
e Hasta 150 personas en sitios cerrados.

Figura 11. Imagen de novios de una boda (Nueva normalidad. PI Canarias)

La presencia de este tipo de imdgenes es mucho menos frecuente que el resto, pero
consideramos que merecen mencién por su voluntad pedagdgica, al distanciarse de las
representaciones estereotipadas del amor romdntico, bastante habituales en los bancos
de ilustraciones predisefiadas de acceso abierto de los que se sirven los documentos que
conforman nuestro corpus de estudio.

6. CONCLUSIONES

Con este trabajo, hemos querido dar a conocer los beneficios de la LF como herra-
mienta de apoyo efectiva que garantiza la comunicacién y la relevancia de las imdgenes
en los documentos generados en el proceso de adaptacion. La naturaleza multimodal
de los textos en LF responde, sobre todo, a la necesidad de establecer refuerzos de com-
pensacién contextual a términos de naturaleza abstracta o de cierta complejidad, asi
como a situaciones de emergencia, como el proceso de desescalada en la crisis del coro-
navirus.

En este contexto, hemos observado que la LF incorpora presupuestos de la teoria de
la relevancia a sus bases de pautas y recomendaciones, como lo es la consecucién eficiente
de la comunicacién con el menor coste cognitivo posible. De ahi que resulte de gran
utilidad aplicar la nocién de entorno cognitivo mutuo, al que las imdgenes sirven de he-
rramienta de apoyo en su funcién de refuerzo o ampliacién.

El estudio de las imdgenes de nuestro corpus muestra un uso mayoritario de estrate-
gias de refuerzo en el proceso de adaptacién a LE Las imdgenes de ampliacidn ofrecen
mis posibilidades de interpretacion y pueden estar dirigidas a despertar, en el caso de la
presente investigacion, sentimientos positivos y de solidaridad en la dificil coyuntura
en la que se produjeron, mientras que las de refuerzo hacen hincapié en la explicacién
de las normas y ofrecen menos opciones de interpretacion.

Entendemos que la magnitud de los materiales compilados y las circunstancias tan
especiales en las que vieron la luz no permiten extraer conclusiones generalizables al
conjunto de la LF como préctica profesional, pero si nos ayudan a intuir posibles vias
de investigacién en el futuro: ;pueden cumplir las imdgenes otras funciones més alld de
las aqui expuestas?, sserfa posible establecer unas directrices de uso basadas en criterios
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de relacién con el texto al que acompanan?, ses el refuerzo la estrategia mds habitual en
las imdgenes en LF o nos encontramos ante un caso especial? Estos interrogantes ayudan
a sentar las bases para posibles y novedosas investigaciones. Sobre ellas, esperamos es-
cribir mas de mil palabras en el futuro.

NOTA: Este texto contiene simbolos pictogrificos de ARASAAC. Los simbolos pictograficos utilizados
son propiedad del Gobierno de Aragén y han sido creados por Sergio Palao para ARASAAC (htep://
www.arasaac.org), que los distribuye bajo Licencia Creative Commons BY-NC-SA. Asimismo, este capi-
tulo contiene ilustraciones, vectores e iconos de las publicaciones gratuitas analizadas en este estudio.
Estas imdgenes proceden de bancos como Vecteezy, Freepik y The Noun Project. Las tablas y las figuras
son de elaboracién propia.
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CAPITULO IV

A Subtitler’s Eye. Multimodal meaning construction in Finnish
subtitlers descriptions of their work

Tiina Tuominen
University of Turku, Finland

1. INTRODUCTION

Nonverbal sources of information play a crucial role alongside verbal information
in constructing the meaning of audiovisual messages. Therefore, the work of audiovisual
translators is inevitably influenced by nonverbal elements, provided that translators have
access to them. However, it can be difficult to make sense of how this interplay of verbal
and nonverbal modes is present in the translator’s meaning-making and decision-making
processes. In order to understand the audiovisual translation process in all its variation,
it is valuable to investigate how translators consciously take stock of nonverbal elements.
Translators” descriptions of their work processes can reveal which aspects of multimodality
become a key factor in their work and thus play a meaningful role in shaping the final
product.

This paper will examine how much attention subtitlers pay to the different verbal
and nonverbal modes of the audiovisual message when they discuss their work processes
and their views on subtitle quality. The overarching purpose of the article is to discover
which elements of multimodality, or the construction of meaning in the interplay of
multiple modes, are prominent enough for subtitlers to mention unprompted, and
which aspects of multimodality they may mention as causes of specific challenges in
subtitling. Furthermore, the article seeks to discover whether there are differences between
subtitlers working under different working conditions in their relationship with the
multimodal aspects of their work.

The data used in this article originates in a set of 24 oral history interviews conducted
with Finnish subtitlers and an additional set of written answers from one other translator.
The overall purpose of the interviews was to explore audiovisual translators’ work practices
and career trajectories. Multimodality was not the explicit focus of the interviews, and
the data therefore provides an opportunity to investigate how much significance subtitlers
place on it spontaneously when they are invited to speak freely about their work.
Furthermore, as the data consists of interviews with subtitlers who have varying
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backgrounds and who work in differing contexts, it is possible to investigate the effect
of working conditions on subtitlers” consideration of multimodal aspects.

'The article will begin with a brief introduction to translation process research in the
context of audiovisual translation, as well as an introduction to oral history as a data
collection and research method. Then, the interview data will be introduced, and the
approaches taken in the analysis will be described. After that, the data will be analysed
to uncover references to multimodality, first in the subtitlers” descriptions of their work
processes and then in their descriptions of ideal subtitle quality. Finally, the article will
conclude with reflections on the role and significance of multimodality for these 25
subtitlers.

2. EXPLORING AUDIOVISUAL TRANSLATORS’ WORKING PRACTICES

Translation process research has, in recent years, become a major topic of interest
with a rapidly growing body of research. The focus is on cognitive aspects of translation,
on “the structure of individual translation processes and personal translation styles” and
translators’ mental processes during translation activities (Hansen 2013: 88). There has,
however, been relatively little research on audiovisual translation processes (Orrego-Car-
mona et al. 2018: 151). In charting the development of audiovisual translation studies,
Chaume (2018: 42) categorises research on audiovisual translation into four turns: the
descriptive, the cultural, the sociological and the cognitive turn. Of those four, Chaume
(2018: 53-55) describes the cognitive turn as the most recent development in the
emergence of the field. He mentions both translation process research and reception
research as aspects of this turn, as many methods used in process and reception research
are similar and they both deal with cognition. However, the examples Chaume presents
are of reception research, which suggests that there is little process research to be introduced
as representative of the cognitive turn. Consequently, in order to make the turn complete,
research on audiovisual translators” cognitive processes would deserve more attention.
Beuchert (2017: 58) confirms that a gap exists in audiovisual translation studies, stating
that the subtitling process specifically remains “highly unexplored” and is in need of
exploratory studies that take a holistic approach to subtitling. Similarly, Orrego-Carmona
etal. (2018: 150) highlight the value of starting to explore the ways in which “subtitlers
operate when they face a series of stimuli from different semiotic channels and have to
cope with an array of specific technical, linguistic and formal requirements that are part
and parcel of subtitling.” Subtitling has its unique challenges, and the process of subtitling
would therefore deserve a body of research of its own.

One of the earliest instances of process-related research on audiovisual translation
can be found in two studies by Kovacic (1998; 2000). In her first study, Kovacic (1998:
76-77) compares six subtitlers’ subritles of the same video clip to see how similar or different
they are in terms of criteria related to subtitling and translation strategies. While this
study focuses on the end products and does not engage in empirical research of the
subtitling process itself, her later study (Kovacic 2000) complements the textual analysis
with thinking-aloud protocols and interviews to compare the processes of six subtitlers
who have varying amounts of subtitling experience. There are also some recent examples
of studies with a process focus. One is the study by Orrego-Carmona ez a/. (2018: 153-
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154), which uses eye tracking to explore differences between novice and experienced
subtitlers as well as experienced subtitlers using two different subtitling tools. In addition,
Beuchert’s (2017: 2-3) PhD Thesis takes a wide-ranging look at the Danish subtitling
field and the work of a small group of subtitlers in more detail by conducting both a
large-scale quantitative survey and a smaller-scale case study consisting of qualitative
observation, screen recording and retrospective interviews. Her exploratory study sheds
light on the broad contours of the subtitling profession in the Danish context and the
details of the working practices of five subtitlers. Furthermore, Orrego-Carmona e .
(2018: 152-153) reference studies by Pagano er a/. (2011), Hvelplund (2017) and
Szarkowska ez al. (2018), which have explored the processes of subtitling, dubbing and
intralingual respeaking respectively.

As this overview shows, audiovisual translation process research, specifically on the
subtitling process, is still in its infancy. The existing studies have yielded valuable findings
on subtitling practices, but there are plenty of unexplored and underexplored topics.
The field would benefit both from detailed explorations on specific aspects of the subtitling
process and from broad, exploratory studies that chart the general characteristics of the
activity. These gaps deserve to be filled because subtitling is a complex activity, not least
due to the multimodal nature of the content being translated. In addition, subtitlers
may engage in different working practices depending on location, client, training, available
tools, and many other factors, and experimental scenarios would be beneficial in order
to explore these different variables.

The present article does not adhere to the definition of process research proper, as it
does not involve experiments that observe participants’ ongoing translation and subtitling
processes. However, this study sheds light on a challenging aspect of subtitling by focusing
on multimodality and its presence in subtitlers’ retrospective descriptions of their work.
As such, it may suggest avenues for future research and provide an exploratory look at
the multimodal nature of subtitling from the practitioners’ perspective. As the field is
still emerging, such preliminary steps can contribute towards understanding subtitlers’
work, and towards formulating further research questions and empirical research designs.

A single study with a limited set of participants cannot account for subtitling as a
whole. That is certainly true for the material of this study. The interviewees all represent
the same nationality with a background in a single local subtitling culture and with a
narrow selection of working languages, mostly working from English into Finnish.
However, they do represent a few distinct segments of the local culture. The dataset
includes interviews, on the one hand, with subtitlers who have worked directly for the
Finnish public broadcaster Yle or a commercial channel, both of which have been
known for decent working conditions and a focus on maintaining good subtitle quality.
On the other hand, there are also interviews with subtitlers who work for subtitling
agencies with varying reputations in terms of working conditions and practices (Laine 2007:
265-268; Abdallah 2011: 173-174). This set of interviews thus provides a wide-ranging
picture of Finnish subtitling and a useful example of local subtitling practices related to
the multimodal aspects of the work.
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3. TRACKING MULTIMODALITY IN INTERVIEW DATA

The interviews from which the data has been extracted were qualitative in nature.
They have been conducted with the purpose of constructing an oral history of Finnish
subtitling. Oral history can be described as an “act of recording the speech of people
with something interesting to say and then analysing their memories of the past”
(Abrams 2016: 1). More specifically, the Oral History Association defines it as “a field
of study and a method of gathering, preserving and interpreting the voices and memories
of people, communities, and participants in past events” (Oral History Association n.d.).
This kind of research aims at gathering participants’ personal recollections of specific
topics or events, or their personal life stories, through interviews that prompt them to
share their memories. It can provide access to personal experiences related to events in
recent history, to give depth, context and personal resonance to historical information,
and to give voice to ordinary people. The value of oral history is in its very subjectivity:
Portelli (2015: 52) says that it “tells us less about events than about their meaning” and
that it allows us to discover “not just what people did, but what they wanted to do,
what they believed they were doing, and what they now think they did.” Oral history
is not intended to recount irrefutable facts; instead, it shares individuals’ views of these
facts.

One common use for oral history is the collection of narratives concerning working
life, including histories of individual workplaces or occupations. Indeed, translators’
work provides an intriguing topic for this type of research. McDonough Dolmaya
(2015: 202) has proposed that, as oral history has potential for highlighting the experiences
of groups that tend not to be noticed in traditional histories and archives, translators
would be an excellent target group. Oral history interviews could provide a deep and
detailed look into practitioners’ experiences of becoming and working as translators.
Charting translators stories could give them visibility and agency, as one overarching
purpose of this approach is that it “gives history back to the people in their own words.
And in giving a past, it also helps them towards a future of their own making” (Thompson
and Bornat 2017: 391). Such an approach is a valuable complement to more quantitative
analyses, including process research as well as surveys that provide a large-scale picture
of the field but do not put the spotlight on practitioners’ individual experiences (e.g.
Katan 2009; Kuo 2015).

Furthermore, as McDonough Dolmaya (2015: 202-203) points out, it is particularly
valuable to elicit recollections from less prestigious specialisations. Audiovisual translation
is a visible field, because its products are seen by a wide audience, especially in countries
where foreign-language programming is prevalent, but its practitioners can be invisible
and undervalued. O’Sullivan and Cornu (2019: 24) confirm that one challenge in
researching the history of film translation is the fact that audiovisual translation has
traditionally suffered from low status due to the ‘auteur’ focus that is prevalent in film
history. This status issue pervades all areas of audiovisual translation, and giving voice
to practitioners is crucial in combating the invisibility that limits our understanding of
audiovisual translators’ work. In addition, the work is changing rapidly. Therefore,
audiovisual translation offers an area where oral history research could be beneficial in
preserving memories and making an effort to use past experiences to inform future
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developments, to try to “understand translators as people” (McDonough Dolmaya
2015: 203). These considerations have been the inspiration for the interviews analysed
in this study.

As was mentioned above, the dataset consists of 24 interviews and one set of written
answers. It represents a meaningful proportion of Finnish audiovisual translators, as the
total number of audiovisual translators in Finland is only a few hundred. It is impossible
to give an exact number, but there are close to 300 members in the audiovisual translators’
section of the Finnish Association of Translators and Interpreters, SKTL (SKTL n.d.).
A little over a half of the interviewees, 15 subtitlers, have worked directly for the Finnish
public broadcaster Yle or for a commercial television channel in contexts that provide
relatively secure working conditions. Exactly the same number, 15 subtitlers, have spent
large proportions of their career working through various subtitling agencies, where
working conditions are varied but tend to be poorer. There is an overlap between the
two numbers, as many interviewees had worked for several clients or employers, either
simultaneously or at different stages of their career. The amount of subtitling experience
ranged from approximately five years to over 30, and two interviewees had already retired.
As such, the dataset provides a diverse and realistic cross-section of the Finnish subtitling
field.

'The interviews each lasted approximately an hour and covered seven themes: becoming
a subtitler and personal career trajectory; colleagues and professional community;
subtitling process and turnover times; favourite and least favourite jobs; changes in the
subtitling field; subtitle quality; and memories and anecdotes about the work. In addition,
the interviewees were encouraged to talk about anything regarding their work or the
audiovisual translation field that they wanted to mention. The exact phrasing and order
of the questions varied between interviews due to the unstructured and conversational
nature of the oral history interview. The set of written answers was given by one subtitler
for whom it was more convenient to respond in writing. The written answers follow
the same pattern as the interviews: the subtitler was given the following open answer
questions which address the seven themes that were covered in the interviews:!

1. How did you become a translator, and how did you become an audiovisual

translator?

2. What is your subtitling process like, i.e. how do you create subtitles for a single
programme from beginning to end? What is your average pace, e.g. how much
time does it take to complete a 30-minute or 60-minute programme?

3. Do you remember any favourite or least favourite jobs from the course of your

career?
. How would you define good subtitles?
. How has the field changed during your career?
. How would you describe your professional community?

N O\ N

. Can you think of anything else you would like to share about the audiovisual
translation field, such as powerful personal memories or views about its future?

1 The questions were in Finnish, and they have been translated into English by the author.
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Each interview was unique in content and focus, and there was considerable variation
in how the themes were addressed. The participants were prompted to speak freely in
order to foreground their subjective perspectives and lived experiences. For example, a
30-year veteran of the field would be more inclined to discuss changes that have occurred
during those decades than younger interviewees, and someone working under poor
working conditions would spend more time discussing the effects of low rates than
someone in a more secure position. It would therefore be difficult and even misleading to
analyse the data in a quantitative way, as numbers and categorisations give an incomplete
impression of the interviews. Rather, the interviews provide an opportunity for a thematic
analysis where the variety of experiences and opinions as well as possible commonalities
are explored through what Thompson and Bornat (2017: 362) call “reconstructive cross-
analysis”: the analysis does not produce lengthy, narrative treatments of individual
interviews, but the full dataset is investigated comparatively to uncover possible patterns
and examples of the topic at hand.

'The two topics chosen for analysis in this article are the interviewees’ descriptions of
their translation processes and their descriptions of optimal subtitle quality. Because the
subtitling process involves complex decision-making and draws the subtitler’s attention
in multiple directions due to the presence of visual and auditive, verbal and nonverbal
information and the temporal progression of the audiovisual message, it is valuable to
investigate which elements of the subtitling process are memorable and foregrounded
in an open-ended interview that does not specifically prompt the interviewees to discuss
multimodality in relation to subtitling. Subtitlers work most directly with the verbal
content, but their descriptions of process and quality can show how much the other,
non-verbal modes are weaved into their work and thus how much conscious multimodal
meaning construction there appears to be in subtitling.

Almost all interviewees made some comments on both their subtitling process and
on subtitle quality, but there is one interview where the process descriptions were minimal,
and three interviews where quality was only discussed in passing. These gaps were due
to the aforementioned differences in focus, which were largely due to interviewees personal
backgrounds and interests that led them to focus on other themes. All other interviews
and the written set of responses contained more extensive discussions on both topics.
The following analysis will account for all references made in the interviews and the
written responses to non-verbal elements in the process and quality discussions, providing
an exhaustive picture of the presence of multimodal meaning construction in this
dataset. The two themes will serve to demonstrate whether or not multimodality is a
significant factor in these subtitlers’ views of their work, as analysing the entire interviews
would be beyond the scope of this article. The subtitlers’ background factors will be
considered whenever relevant to the analysis.

In the analysis, all aspects of the subtitlers’ discussions which do not deal with
exclusively verbal items are considered multimodal meaning-making elements. As Pérez-
Gonzilez (2014a: 79-80) explains, multimodal texts contain a multitude of “meaning-
making resources”. In the case of audiovisual products, the nonverbal meaning-making
resources include not only photographic images and sound effects, but aspects such as
lighting, camera angle and “para-verbal signs”, which refers to the qualities of speakers’
voices, such as intonation, tone and rhythm of the speech. Furthermore, it is relevant
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to include the temporal aspect of audiovisual content in this list of meaning-making
resources. Subtitlers deal with a message that unfolds temporally, at a predetermined
speed, and gains some of its meaning from its pace and flow. Because this temporal
dimension is nonverbal, it will be seen as another resource that participates in meaning
construction and affects subtitlers’ work.

Despite varied backgrounds and working contexts, all subtitlers who were inter-
viewed for this study should be considered professional subtitlers of equal standing in
terms of the study. They all have years of subtitling experience, and all of them receive
or have received a meaningful part of their income from subtitling. That suggests that
the approaches they have taken have served them well enough to keep them in the field
for an extended period of time and be recognised as professionals.

4. MULTIMODALITY IN FINNISH SUBTITLERS’ INTERVIEWS

In the 24 interviews and one set of written answers that form the dataset for this
analysis, multimodality did not play a central role. When aspects related to multimodality
were mentioned, the interviewees did not dwell on the topic for long. They were
predominantly focused on verbal aspects of their work, both when discussing the
subtitling process and in descriptions of quality. This verbal focus is in clear contrast
with contemporary trends in research, which often advocate for a multimodal view (see,
e.g., Gambier 2009: 19, 24; Dicerto 2018: 2-3; Kokkola & Ketola 2015). However,
the interviews cannot be taken as a straightforward indication that these subtitlers
overlook the role of multimodality in their work. Instead, the discussions paint a picture
of subtitling as an activity that may often focus on the verbal but that takes place in a
multimodal context with which subtitlers must be familiar. Multimodality may be a
difficult concept to verbalise, and since dealing with nonverbal meaning-making resources
does not constitute a distinct step in the subtitling process, it may not be salient enough
to be addressed when not prompted to do so. What the scarcity of detailed discussions
does indicate is that multimodality was not at the front of the interviewees’ minds as
the primary factor in their work.

There were noticeable differences between the subtitlers’ discussions of their own
processes and their descriptions of subtitle quality. Multimodality was less present in
the process descriptions than in the quality discussions. In the process descriptions, 11
respondents did not discuss specific multimodal elements, in addition to the one inter-
viewee who did not discuss the subtitling process at all. Even in the other 14 responses,
multimodality was often addressed briefly or implicitly. On the other hand, while six
subtitlers did not mention multimodality with reference to quality and an additional
three did not discuss quality at all, those who did include multimodal considerations
in their quality definitions frequently made explicit points that foregrounded the
significance of multimodality in defining quality. The following analysis will first discuss
references to multimodality in process descriptions, and then the multimodality
discussions related to quality. The analysis of process descriptions is divided into three
themes arising from the data: viewing the video at various stages of the subtitling process,
the challenges of timecueing and creating synchrony, and the significance of the mul-
timodal context in reviewing subtitles and eliminating errors.
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4.1. Multimodality and the subtitling process
4.1.1. Using the video as the multimodal source text

Even though a majority of the discussions on subtitling processes focused on verbal
and technical aspects of translation, multimodality was present as a contextual fact, such
as in references to viewing the video. Mentioning the video indicated that the subtitlers’
conception of the source text tends to be the video rather than an exclusively verbal
script or dialogue list. In fact, even the 11 interviewees who did not make specific
comments on multimodality, did all reference either viewing the video or timecueing,
which is necessarily done with the video. However, there were differences in how much
attention the subtitlers described paying to the video. For example, some explained that
they view a video before starting to subtitle it, such as in the following comment: “I
usually start by previewing the programme so that I know what it contains.” It is not
always clear what role multimodality and nonverbal modes play in this preview phase,
because the verb ‘contains’ may refer to verbal as well as nonverbal information.
However, it shows that the subtitler treats the video as the source text and absorbs the
verbal information in its multimodal context.

On the other hand, some subtitlers either did not mention the preview phase or said
explicitly that they begin subtitling immediately. Those who described skipping the
preview phase stated that they do so either always or occasionally, such as when dealing
with routine and uninteresting programmes. Nine interviewees in all said that they do
not always watch the video in full before starting to subtitle it. Some of them described
this approach as a natural and convenient way to work, but others described it as a way
to rationalise their process if low rates, short turnaround times or other problems make
such considerations necessary. The following example demonstrates this approach, as
the subtitler describes eliminating the preview stage:

If the translation template is in English, I often just start translating from
the English without viewing the tape, for the first 30 subtitles or so. Then
I watch the clip and make corrections, because you always discover that
‘oh, it was referring to this and not that’, or ‘it was referring to an animal
and not a human’ or whatever.

The description continues with the subtitler explaining how this process of “typing
and watching” continues until the entire programme is completed. At the end of the
description, the subtitler adds:

With those rates, there is no time to watch first, then translate, and then
watch one more time. With the jobs that pay better, or decently, I of course
watch the programme first so that I don’t have to guess, then I translate,
and then I may watch it again even a couple of times to get everything right
and to fix the timings.

2 All quotations from the interviews have been translated from Finnish by the author.
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Thus, the subtitler acknowledges the usefulness of the multimodal steps and implies
that the process is better when those steps are included, but makes the point that in
many cases, such a meticulous approach is not possible. In the streamlined process, the
video is still the source text, but it receives less attention, as it is viewed within the frame
of the verbal translation process. This quotation also shows how difficult it can be to
categorise the interview responses, because many subtitlers present several alternative
processes or qualify their descriptions in ways that do not allow for neat categories to
be formed. It can be useful to give attention to these fluctuations, because they demonstrate
some of the tensions and constraints present in subtitlers’ decision-making.

Starting to subtitle without viewing the video was especially typical among those
who do not timecue their own subtitles and work from a pre-existing spotting template.
The previewing step is an inherently multimodal aspect of the work, as it allows the
subtitler to focus on a holistic view of the programme rather than foregrounding the
verbal. Therefore, those who skip this phase potentially give the nonverbal modes less
attention than those who do preview the video. However, it would require more empirical
research to fully understand how these differences affect multimodal meaning construction,
and the interview data can only point out that there are differences in the stages of the
process where multimodality is present. Problematic working conditions can lead to
reducing the multimodal nature of the subtitler’s task, and differences in working
conditions can therefore lead to different styles of meaning construction.

4.1.2. Synchronising subtitles with their multimodal context

Those subtitlers who do their own timecueing frequently referenced the timing aspect
of their work. This is unsurprising, as it is a central part of the subtitling process. These
comments confirm that subtitlers spend time and effort on the temporal element of
subtitles, even if some of the references were only made in passing. The frequency of
references to timecueing or other temporal aspects of subtitling makes time and synchrony
predominant elements binding the translation into the overall multimodal message. In
addition to the passing references, some subtitlers mentioned specific details that affect
the process, including both visual and auditive information. The most commonly
mentioned visual aspect was matching in and out times of subtitles with shot changes,
which was mentioned by four interviewees. Matching with shot changes allows subrtitles
to follow the visual pace set by the editing of the programme, and it is thus a way to
give subtitles an appearance of being a part of the temporal flow of the video and a part
of the entire multimodal message. In addition, matching the visual pace ensures that
the verbal content in the subtitles is in synchrony with the visual information that unfolds
at the pace set by the editing. Matching subtitles to shot changes is a common norm
(Diaz Cintas and Remael 2007: 91-92), so it is logical that it is mentioned as a step in
the process.

One subtitler’s process description included both visual and auditive factors that affect
timing:

I rely on the audio graph a lot, and I look at the shot changes of course. I
may have the script open on the background but I rarely read it while 'm
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working. I listen to the sound, I make a note of the in and out times of a
subtitle. I timecue the subtitle first, then I type in what I want, then I check
how it looks, does everything fit in there, do they keep exhaling or something,
should I extend this, should I split this in two.

As this quotation shows, the subtitler describes both visual aspects that affect timing,
i.e. shot changes, and auditive aspects, i.e. how the video sounds and how long the
dialogue is audible, even as nonverbal exhaling sounds. This auditive aspect falls in the
category of para-verbal factors (Pérez-Gonzdlez 2014a: 79-80). It reinforces the idea that
coordinating the message construction through the interaction of the different modes
is part of the subtitler’s task, as the appropriate placement for the translated verbal
message can only be determined on the basis of visual, auditive, verbal, nonverbal and
para-verbal information in combination. Synchronisation is thus inherently multimodal.
It has potential to affect meaning construction by influencing the pacing and segmentation
of subtitles, which has consequences for what elements of the verbal information become
foregrounded and how information unfolds alongside the other modes.

While the previous example showed a rather detailed description of how the subtitler
followed visual and auditive information, two other subtitlers made similar points but
in a more holistic way, by mentioning that they observe the rhythm or pace of the entire
programme to ensure that the subtitles fit into it smoothly. Rhythm and pace can be
either visual or auditive, and using such a general term could mean both, broadly referring
to the temporal flow of subtitles along the programme. Finally, one more visual consideration
that is connected to pacing in the sense that the subtitler’s decisions control the viewer’s
reading pace, is the layout of the subtitles, including aspects such as line breaks. Layout
was mentioned by one subtitler as part of the process, showing that at least for this subtitler,
verbal content is not the only determining factor in how a subtitle is designed, and aesthetic
and visual considerations also play a role.

4.1.3. Reviewing subtitles with or without the multimodal context

'The considerations related to timing, pace and rhythm determine how well subtitles
fit into their audiovisual context and how comfortable they are for audiences to follow.
Although these aspects of subtitles participate in meaning construction, they are not
the most central elements that determine contents of the narrative. In other words,
most of the subtitlers’ comments on multimodality concentrated on tasks that are not
closely related to their interpretive activity. However, there were three cases among the
interviews that demonstrated more active meaning construction on the basis of nonverbal
modes. The first of these was a description of why a final watch-through of the video
with the subtitles is useful. The subtitler described using the review as an opportunity
to check that all the facts in the subtitles, such as references back and forward in the
programme, are correct and accurate. While this largely refers to verbal content, the
subtitler talked about watching the programme as an overall experience, which indicates
that the subtitler is confirming the accuracy of the subtitles against the entire multimodal
message. Another subtitler made similar comments, mentioning that it was important
to watch the video to see what was “around” a certain part of it, again to confirm
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interpretations and to gain a broader perspective to the narrative. The emphasis on viewing
the video suggests that observing the entire multimodal message holds significance.

'The third example states even more explicitly that reviewing the subtitles against the
multimodal message is necessary. The subtitler recalled an example from an individual
subtitling project where the draft subtitles contained an error, and a final check of the
subtitles with the video allowed the subtitler to correct the error:

Quite often, you would notice some awful blunders during the final
watch-through [in the client’s premises], even though you thought you had
done a careful job at home. For example, I remember one time when there
was a character who hurt her/his® neck and held it like this. So when I was
watching and reviewing the subtitles, I wondered why the character was
holding her/his neck, didn't she/he hurt her/his leg. I had heard ‘leg’ even
though she/he said “neck’. But if I hadn’t watched it through carefully, I
would have left this blunder in there.

This is a detailed example of meaning construction with the help of visual clues, and
it again demonstrates how the different stages of viewing the video add to the mul-
timodal nature of the subtitling process. This anecdote shows that some subtitlers do
occasionally verbalise multimodal details of their task and reflect on how their verbal
product fits in with other multimodal elements.

Another example of the presence of multimodality in the interviews is, in fact, a
counter-example. Four subtitlers mentioned that one step in their process, an element
of quality control, is to read the subtitles detached from their full multimodal context,
either as just written text or by turning the sound very low to minimise its effect on
their reading. The subtitlers mentioned that this phase is useful, because it often allows
them to detect problems such as repetitiveness, lapses in logic, and unidiomatic language.
One subtitler described this phase in the following way:

After T've translated all subtitle slots, I read the subritles specifically without
the video rolling. I don’t transfer them into Word or anything, I use the
same software, but I try to look at them from the perspective of what I
could improve with respect to how they would work if the visual information
wasn't there, to make sure that all the references are accurate and so on.

This monomodal phase demonstrates the power of the multimodal framework in
which subtitles exist. While the interplay of modes can help subtitlers confirm certain
aspects of their interpretations, it can also make it more difficult for them to assess their
work. They may want to avoid using the other modes as a crutch, as something that
reveals information so that the subtitles do not have to. A monomodal review would
eliminate the risk of having problematic information gaps in the subtitles. It was
noticeable that most subtitlers who mentioned this phase were working under good
working conditions, including flexible schedules and reasonable rates, which would

3 In Finnish, the third-person singular pronoun is gender neutral, so it is impossible to know whether
this description refers to a male or female character.
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allow them more leeway to include this quality-assurance step in their process. Conversely,
those working under poorer working conditions often mentioned that their workflow
needed to be optimised, extra phases eliminated and considerations for product quality
minimised.

Process discussions during the interviews often led to reflections on the diflicult
balancing act between working conditions and quality (see Abdallah 2011), about how
to streamline the process to cope with poor working conditions. In these comments,
multimodality was, at least implicitly, often a factor that was pushed aside when
circumstances required concessions, or alternatively, it emerged as an indicator of
satisfactory working conditions. Things like watching the video in advance, reviewing
the subtitles against the video afterwards, or the monomodal phase discussed above,
were phases which could be abandoned if necessary. In an extreme example, one subtitler
who works under poor conditions stated that as payback for receiving no respect from
the industry, this subtitler does not respect the industry in return and rationalises the
work accordingly. Consequently, this subtitler described speeding up the subtitling
process to an extreme and, for example, limiting interaction with multimodal elements
to the extent of completing parts of some projects without looking at the video: “If the
programme is really clear [...], it’s not even necessary to see the picture when they say
‘John, run’ or [...] ‘kill him’. You can even manage without the picture, apparently.”
This assessment demonstrates how multimodal meaning construction can be seen as a
luxury that not all subtitlers are willing or able to spend time on. Furthermore, problems
in the working context can make it difficult for subtitlers to consider multimodality
even if they wished to do so. For example, some clients may not provide accurate visual
materials of the programme, as the images in videos may be blurred or partial in some
way. It is understandable that this topic came up in the interviews, because subtitlers’
working conditions have become more precarious in recent years, and emerged as a
frequent topic of discussion among subtitlers (Abdallah 2011; Holopainen 2015). Based
on this data, it appears possible that the role of multimodality in the subtitling process
diminishes as working conditions deteriorate. Whether this has consequences for the
quality of subtitles would be a worthwhile topic of further research.

4.2. Multimodality and subtitle quality

As the previous section demonstrated, subtitlers” descriptions of their work processes
included some references to multimodality, but they were often brief and implicit. The
subtitlers were, however, more inclined to incorporate multimodal considerations into
their discussions of subtitle quality. Again, many focused on verbal and linguistic aspects,
but many definitions also included nonverbal elements. Eight subtitlers in all spoke of
subtitles as subservient to either the image or the entire multimodal context, which
means that they considered subtitles to be good when they do not distract viewers’
attention from the programme. The following is an example of such a definition: “Good
subtitles are clear and concise, so that the viewer does not need to pause and read them
several times and has time to concentrate on the image and the narrative. They dont
steal attention away from the programme. They are to the point and pithy.” In addition,
six others referred more specifically to rhythm and pace as important factors. Subtitles
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were expected not only to be synchronised with the verbal content of the source dialogue
buct also to adhere to shot changes, the para-verbal speed and cadence of the dialogue,
and the quantity of text so that the subtitles would not come across as either excessively
truncated or unrealistically long next to the spoken dialogue. The expected consequence
of appropriate thythm was that the subtitles would slip effortlessly into their multimodal
context. Furthermore, as a smaller-scale point about subtitles fitting into their multimodal
context, it was mentioned that subtitles should not be visually intrusive, so their layout
should look pleasant, be easily readable and cover as little of the screen as possible. Thus,
subtitle quality was often defined in a fundamentally multimodal way, by how well subtitles
assume a role as one building block in a multimodal message.

Another multimodal criterion for subtitle quality, and one that evoked conflicting
comments in the interviewees, was the style and register used in the subtitles and in the
programme as a whole. While questions of style and register are often verbal, five subtitlers
stated that good subtitles replicate the tone and style of the programme, rather than
just the dialogue, and foster the illusion of being the actual words of the characters on
screen. In order to achieve this, the subtitler would have to interpret both the verbal
message and nonverbal modes and participate in constructing a similar tone. On the
other hand, two subtitlers stated that the tone of the subtitles should be as neutral as
possible, and any flavour, style or register would be detectable through other modes.
One subtitler, for example, stated an unequivocal preference for standard language in
subtitles. Taking young characters as an example, this subtitler stated: “Everyone sees
it’s a kid or a teenager, do you have to write it down like that?” This comment clearly
appoints the visual mode as the carrier of meaning related to the nature of the characters,
while subtitles concentrate on verbal content. Thus, the two conflicting views both rely
on multimodality but in different ways. There is no consensus among the interviewees
on the role subtitles should play in creating the tone and style of a programme, but it
is worth noting that several subtitlers explicitly stated that nonverbal modes contribute
to the tone significantly, and subrtitles should take the other modes into account.

'The overall tone of the audiovisual product was also a determining factor in a remark
about the relative strengths of spoken and written language. The subtitler who made
this comment remarked as follows: “There are lots of things that should be taken into
account, starting from the fact that spoken text is different in its potency from written
text. Written text, such as swearwords, is always more potent in writing.” In other words,
this subtitler did not require entirely neutral style but expected subtitles to be toned
down to avoid exaggerated effects. Assessing the appropriate strength of the language
requires the subtitler to conduct nuanced analysis not only of the programme but of the
comparative nature of spoken and written language and their para-verbal characteristics.
It is a matter of taste whether an individual’s preference is for neutrality, authentic style
or something in between, but these different views suggest some reliance on other modes
to make the decision.

One subtitler spent part of the quality discussion contemplating how to describe the
special skill required in subtitling. After listing some characteristics of good subtitles,
this subtitler commented that subtitling requires more than linguistic skills and translation
skills, it requires an eye for subtitles:
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As much as possible, they should just flow with the programme. I think it
takes some sense of rhythm, and a sense of atmosphere, and all kinds of
other things besides language skills or even translation skills. Its like you
can have an ear for languages, so you can also have an eye for subtitles, so
that when you watch it, even some tiny thing can change the tone so that
no, this person wouldn't say it like that because they are a certain type of
person.

This is a holistic view of the subtitler’s multimodal task, and it exemplifies many of
the interviewees’ views of optimal quality: subtitlers should be able to interpret the tone
and the message of the entire programme and ensure its authentic delivery to the
target-language audience, following the temporal constraints set by the rhythm and
pace of the programme. Thus, the quality descriptions, despite giving considerable focus
to linguistic factors, often place language within a framework of multimodal meaning
and atmosphere construction. Furthermore, they put responsibility on the subtitler not
to have just linguistic interpretive skill but an ability to interpret the multimodal message.
We could even go as far as to state that a skilled subtitler has a specialised subtitler’s eye.

5. DISCUSSION AND CONCLUSIONS

The subtitler interviews of this study are a rich source of data on how subtitlers work
in the Finnish context, and what they think about their work. There is a considerable
amount of discussion on working processes and quality criteria, providing a wide-ranging
picture of subtitlers’ everyday experiences. While subtitlers’ spontaneous comments in
an unstructured interview do not offer an exhaustive accounting of either their work
process or their quality expectations, this is a useful way of charting thoughts that are
at the forefront of subtitlers’ minds. It is worth exploring whether these privileged
thoughts include ideas about meaning construction through multimodality.

One overarching conclusion from the analysis must be that multimodality receives
only limited attention when not prompted by specific questions on the topic. This finding
demonstrates how complex the issue of multimodality is. Even though audiovisual translation
theory frequently emphasises the significance of nonverbal modes to meaning-making,
these practitioner interviews do not give them a significant role. Verbal aspects dominate
the discussions of processes and quality, and multimodality is more often presented as
a contextual factor than an active meaning-making component. Translators are used to
discussing the verbal aspects of their work, but the nonverbal aspects may be more difficult
to explain or to see as central enough to warrant detailed discussion.

Yet, enough subtitlers mentioned multimodal aspects to show that the nonverbal
modes do set the subtitler’s work apart from other types of translation. In addition to a
few particularly specific references to nonverbal aspects of the work, multimodality was
an implicit element in many arguments. In discussions about the subtitling process, the
temporal dimension was frequently present, because many interviewees discussed issues
related to timecueing and the pace and rhythm of the programme. The subtitlers appeared
to consider the video rather than the script or dialogue list as their source material,
which suggests that they form their interpretations on the basis of the multimodal message,
even if they do not explicitly describe the meaning-making role of nonverbal modes.
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Therefore, subtitling takes place in an undeniably multimodal environment that cannot
be reduced to its verbal aspects. Furthermore, the example of anti-multimodality, where
some subtitlers mentioned reviewing their subtitles without the distraction of other
modes, reinforces the significance of the multimodal message. Some subtitlers feel that
they must temporarily disconnect from the other modes in order to craft a text that
suitably complements the message of the other modes.

In the descriptions of optimal subtitle quality, multimodality was present more
explicitly and frequently, as the subtitlers described good subrtitles as subservient to the
other modes and transparent and fluent enough to avoid distracting viewers from the
multimodal message. Again, the temporal elements of timecueing and maintaining good
pace and rhythm were mentioned as important considerations. Furthermore, good
subtitles were expected to either authentically reflect the nature of the programme and
its characters, or to become a transparent conduit for verbal information and allow
other modes to fill in tone, style and atmosphere. Either way, subtitles were expected to
interact with messages conveyed by other modes. The fact that multimodality was more
present in quality discussions than in process descriptions may indicate that it is a
macro-level consideration that is a relevant quality criterion, but it is more difficult to
incorporate into practical discussions concerning details of the subtitling process.
However, this tendency could also be due to multimodality being a rather abstract concept
and therefore something subtitlers do not necessarily give active thought to as a tangible
element of their process. Rather, multimodality enters into the discussion more frequently
when they are free to speak in more general terms about good subrtitles.

The interviews did not reveal any clear patterns with regard to background factors,
such as length of subtitling experience, education, or working conditions, about how
much multimodality was addressed. Specific comments on multimodal aspects of the
task were made by subtitlers from diverse backgrounds and, on the other hand, subtitlers
who gave less attention to multimodality are not a homogeneous group cither. The only
notable tendency was that poorer working conditions appear to reduce subtitlers’
willingness or ability to include multimodal phases, such as previewing the video, in
their work processes. The working context thus appears to have some effect on how
multimodal the subtitler’s process is, and when there is need to streamline the process,
the focus becomes more verbal.

Because these interviews did not take place in the context of the subtitlers performing
specific tasks, they do not provide a concurrent look at the subtitling process, and they
rely on retrospective assessments and extemporaneous reactions during the interview.
It would be useful to look deeper into the subtitling process with empirical process research
that explores subtitlers’ interactions with verbal and nonverbal modes during subtitling.
Furthermore, assessing the end products of different kinds of subtitling processes could
determine whether the streamlining of the subtitling process and elimination of its
multimodal elements affects product quality, especially in terms of its multimodal
aspects. In addition, subtitle analysis could shed light on the different stylistic choices
and whether subtitlers usually prefer a more neutral style or one emulating the overall
tone of the programme. It would also be useful to expand these interviews beyond Finland
and investigate subtitlers’ views and practices in different working contexts. There are
still many open questions concerning subtitling processes, and additional research
employing a variety of study designs would be most welcome.
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Recent translation studies research emphasises the importance of different modes in
constructing meaning, and of incorporating these modes into the analysis when looking
at translations in multimodal settings. Translations cannot be read without the other
modes that coexist with them, and translators constantly work with these modes. Therefore,
it is important to explore translators’ relationship with multimodality and seek to
understand how much they invite multimodality to affect their work. An increased
understanding of the multimodal translation process and translators’ ways of coping
with it could be helpful in training future translators and in striving for better translations,
as well as in calling for appropriate working conditions, technologies and materials for
translators. One important element in this area of research is seeking to further understand
how subtitlers develop their eye for subtitling and what exactly a subtitler’s eye sees
while creating subtitles.
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1. INTRODUCTION

In recent years, communication via social media and mobile phones has experienced
exponential growth. The way in which knowledge is transferred has also changed, and
this has given rise to new tendencies in this area (Lépez-Rodriguez and Tercedor-Sinchez
2016). Recent research focusing on Terminology and multimedia contexts reports on
the need to highlight the relationship between different modalities, particularly in
specialised knowledge representation and acquisition (Prieto-Velasco 2008: 19) (see
Section 2). More specifically, the interaction between verbal and non-verbal information
should be highlighted. Accordingly, multimodality must be taken into account as a
phenomenon that designates each system of meaning-making resources from which
communicators must choose in order to realise their communicative intentions through
textual practices (Chandler 2002).

In today’s image-based world (Pinto-Molina 2005),' graphical information should
be explored in greater depth. Evidently, the inclusion of images in specialised texts and
terminological knowledge bases (TKBs) is beneficial for end users since this enhances
knowledge acquisition. However, for images to be effective, they must be carefully chosen
so that they correspond to the most suitable type for a given context (Reimerink e 4/.
2016). Unfortunately, images are usually selected based on intuition (Marsh and White
2003), which may sometimes even be detrimental for end users.

For example, in specialised translation, “translators must go beyond correspondences
at the level of individual terms” (Faber 2012: 9) and develop terminological skills as a
means of specialised knowledge acquisition. Thus, they need to be aware of the conceptual
domains underlying linguistic information: conceptual entities, how they are interrelated,
etc. In this regard, images are useful in specialised knowledge acquisition and conceptual
mapping, since they activate conceptual knowledge (Faber 2012: 226), thanks to which

1 http://www.mariapinto.es/imatec/
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individuals recreate and expand conceptual networks in their minds. As such, so long
as the images are the most suitable ones, their inclusion in TKBs helps translators acquire
specialised knowledge by filling the blanks in their conceptual networks. Similarly, images
in a text can also enhance specialised knowledge comprehension.

EcoLexicon? is a multilingual TKB on the environment which addresses this need.
It targets different user groups (such as technical writers, environmental experts and
translators) (Ledn-Aratiz, Reimerink and Faber 2013). It also includes separate modules
for conceptual, linguistic and graphical data. To guarantee effective image selection, the
LexiCon research group® has designed a set of guidelines (Reimerink ez a/. 2016), which
are analysed in this chapter.

To test the guidelines, an analysis was carried out on an image sample selected from
the graphical module of EcoLexicon. The semantic and morphological components of
each image were individually analysed and annotated. That information was then studied
to evaluate whether concepts and conceptual relations were properly portrayed in each
context, as well as to determine the usefulness of the guidelines for image selection.
This analysis helped boost image reusability, for identifying the conceptual relations
activated in images offers reusability options.

The rest of this chapter is organised as follows. Section 2 discusses the role of images
in recent translation modalities. Section 3 gives the main points of the image selection
process in EcoLexicon and describes the premises of Frame-Based Terminology. Section
4 summarises the methodology used in our study, and in Section 5 the results are
discussed. Lastly, Section 6 presents the main conclusions that can be drawn from this
research and proposes lines of future research.

2. IMAGES IN TRANSLATION

To understand a source text and create a translation in the target language, translators
need to go beyond correspondences at the level of individual terms to comprehend and
acquire specialised knowledge (Faber 2012: 252). Faber (2012) explains that, in specialised
translation, the prior knowledge of the translator is clearly different from that of the
author, who is generally an expert. As such, translators must develop a terminological
competence that permits them to extend their conceptual systems to more specific levels.
This allows them to become “experts” in record of time. In this process, translators
sometimes access terminological resources, which should offer cognitive support and
facilitate knowledge comprehension and acquisition.

However, Faber (2012: 252) highlights that “very few [terminological resources] have
been conceived with the translator in mind” and most of them only offer lists of linguistic
equivalences. Since they do not take into account human cognition or conceptualisation,
they offer very little cognitive support for translators. In this regard, one of the positive
aspects of EcoLexicon is that it is the practical application of a cognitively-based
terminology theory, Frame-based Terminology (Faber er /. 2006, 2007; Faber 2012,
2015), which focuses on conceptual systems and cognition (see Section 3).

2 https://ecolexicon.ugtr.es

3 htep://lexicon.ugr.es/
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Images play a key role in cognition and knowledge acquisition, as they can represent
specialised knowledge and enhance the comprehension of a system (Mayer and Gallini
1990). An image that depicts the basic level categories of the text acts as cognitive support,
as it improves legibility and facilitates scientific and technical text comprehension
(Tercedor-Sénchez ez al. 2005). As such, Prieto-Velasco and Faber (2012: 229) explain
that images are crucial to comprehend and translate scientific and technical texts because
they direct the reader’s attention to a particular aspect of the text. This applies to the
readers of a translated text, as well as to the translators, who are readers of the text in
the initial phases of the translation process (Tercedor-Sdnchez ez al. 2005). In fact,
translators can benefit from the information depicted by images to identify the register,
the function and the focal point in the text (Prieto-Velasco 2008: 114).

Given that images are so important, translators must learn how to deal with them
so that the same cognitive support that they offer in the original text is transmitted to
the readers of the target text. For many years, translators maintained the original image
and translated the text embedded in it separately (Prieto-Velasco 2008: 112). Therefore,
images were often overlooked, and the needs of the receivers were not taken into account.
Today, the omnipresence of images in recent translation modalities makes sidetracking
graphical information impossible, and translators must face new difficulties when dealing
with images in specialised texts (ibid.: 114):

* images used as decorative elements in the text, which do not transfer relevant
information to the readers of the translation;

* the semantic content in images may not be identifiable without linguistic description;

e the linguistic elements embedded in the image cannot be translated;

¢ or the space available to add text to the image is limited.

These are only some of the challenges that translators must face when translating
illustrated texts. At this point, it is necessary to “study translation processes as complex
processes going beyond equifunctional, interlingual translation” (Prieto-Velasco &
Montalt-Resurrecci6é 2018). This multimodal environment has led to a greater demand
and diversification of tasks performed by translators (Tercedor-Sinchez 2010). Prieto-
Velasco and Montalt-Resurrecci6 (2018) explain that translators need to translate (1)
between languages, and (2) from and into different semiotic modes of concept repre-
sentation. This is defined as intermodal translation, which translators are expected to
perform, for example, to translate from images into words and vice versa (idem).

Prieto-Velasco and Montalt-Resurreccié (2018: 212) highlight that translators must
be aware “not only of the concept’s most salient characteristics, but also of the receivers’
expectations, background knowledge, information needs and interests.” This would be
the first step necessary to guarantee that the translated contents in a text, including
images, satisfy the knowledge needs of the readers. In fact, just as images can be
extremely helpful, they can become an obstacle if their characteristics are not adequate
for the level of specialisation of the text or the particular needs of the end users (Prieto
Velasco 2008: 304).

It is in this spirit that pioneer Translation Studies now focus on multimodality
(Ketola 2015: 3), as in recent years some authors have highlighted the importance of
image analysis in translation. Nord (1991: 110) included image analysis in her well-known
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model for text analysis, as both a textual and an extratextual factor. Prieto-Velasco (2008:
114) also shares some ideas on how image analysis could be carried out and points out
that there are two ways to face the recent challenges:
e a graphical information visualization process which includes identifying the role
of images in texts (see Section 3.1);
* a model on how to use graphical information.

As for identifying the role of images in texts, Prieto-Velasco and Faber (2012: 229)
highlight that images “should be analysed according to their function within the text
and their relationship with the specialised knowledge units activated in the text.” The
authors explain that knowing the relation between a text and the images that it contains
offers translators “conceptual support during the creative process to successfully
communicate specialised concepts.” Marsh and White (2003) also studied the relation
between images and text to create a taxonomy, aspiring “to answer the research question:
how does an illustration relate to the text with which it is associated, or what are the
functions of illustration?” (ibid.: 653).

Thus, if translators take the time to analyse the functional role that the image plays
within a text, as well as the semantic information it contains, they can acquire specialised
knowledge faster and produce better translations. Images included in terminological
resources, such as TKBs that properly combine graphical, linguistic and conceptual
information, have that same effect.

In any case, the identification of the functional role of images does not guarantee
adequate image selection, which is why Prieto-Velasco (2008: 114) suggests the creation
of a model on image use. In line with this, the LexiCon group created image selection
guidelines for experts who design TKBs (Reimerink ez 2/. 2016: 1-32), which are based
on generalisations on effective image use. To create the guidelines, they relied on FBT
(Frame-Based Terminology) as a terminology theory (see Section 3), which has the virtue
of dealing with both specialised knowledge visualization and graphical information.

Researchers working with TKBs and translators share a similar profile as to how images
work as cognitive support for them. Moreover, both TKB developers and translators
are mostly non-experts working with specialised verbal and non-verbal information.
Furthermore, just as translators when translating an illustrated text, to guarantee that
end users obtain cognitive support from a TKB, TKB developers should analyse the
characteristics of the target user group in detail and adapt the contents accordingly.

Apart from the fact that translators are end users of TKBs when they need to acquire
knowledge to understand the concept system underlying a source text, when translating
a multimodal text, their perspective becomes similar to that of a TKB developer. As
such, the analysis carried out by TKB developers is not very different from the one that
translators perform for optimal image management in specialised translation. Therefore,
although the guidelines were created for TKBs, they should be adapted for translation
purposes at some point. This way, translators could use them to exploit the cognitive
support that an image can offer, as well as to evaluate if the image in a text is adequate
in that context or if the contents should be adapted (for example, some aspects of the
image may need to be explained in the translation).
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3. FRAME-BASED TERMINOLOGY

Frame-Based Terminology (FBT) is “a cognitive approach to terminology theory”,
which focuses on multimodal contexts (Faber er /. 2006, 2007; Faber 2012, 2015).
According to FBT, knowledge is organised in frames, which are a “type of cognitive
structuring device based on experience represented at the conceptual level and held in
long-term memory” (Evans 2007: 85). In these specialised knowledge frames, concepts
are linked within a structure of hierarchical and non-hierarchical conceptual relations,
which allows for a more systematic and principled conceptual mapping (Faber 2012:
174). Texts reflect frames because they evoke conceptual structures. Accordingly, FBT
methodology “focuses on multidimensional and multimodal analysis based on extracting
information from textual corpora” (Faber & Lépez-Rodriguez 2012: 26 apud Ortega-
Martinez 2020: 8).

Inspired by Fillmore’s Frame Semantics (Fillmore 1977, 1982, 1985, 2006) and
Situated Cognition Theory (Barsalou 2003, 2005, 2008, 2009), the basic premise is
that comprehension involves extracting multimodal information from real-world entities
to mentally recreate concepts in the form of mental images and image schemas (Prieto-
Velasco and Faber 2012: 226). Accordingly, multimodal representations (such as external
images) help in the construction of the mental image of the domain (Baddeley 1986).
Concepts can thus be visually represented as (1) internal images in the mind and (2)
external images. In fact, a consistent relation between them is what improves knowledge
acquisition.

Ketola (2015) highlights how important cognitive processes that underlie the
comprehension of a specialised text are for translators, including knowledge visualization
as a key phase in knowledge acquisition. There is a microtheory within FBT called the
Specialised Knowledge Visualization (SKV) theory (Prieto-Velasco 2008; Prieto-Velasco
and Lépez-Rodriguez 2009; Prieto-Velasco and Faber 2012; Prieto-Velasco and
Tercedor-Sdnchez 2014). The SKV theory is inspired by the Integrated Theory of Text
and Picture Comprehension (Schnotz e al. 2002; Schnotz 2005) and the Cognitive
‘Theory of Multimedia Learning (Mayer 2005).

According to its premises, knowledge visualization is based on the mind’s ability to
process concepts visually, turning mental models into visual models when writing a
specialised text (Prieto-Velasco 2008: 108). The readers of the text visualize the visual
information in it; they turn those visual models into mental models; and then they link
the latter to previously acquired knowledge (ibid.: 109). This way, they recreate scientific
systems based on the information received from verbal and visual channels, which
facilitates the comprehension of an illustrated text (Schnotz 2005: 57; Mayer 2005: 31).

In any case, image visualization should then be considered a key phase in scientific
and technical translation, as well as in terminology management (Ortega-Martinez
2020: 9). In fact, Lépez-Rodriguez and Tercedor-Sdnchez (2004: 35) point out that
“image visualization can guarantee quality products as a result of these processes by
promoting: a) expert knowledge acquisition, b) equivalent findings, ¢) knowledge
management, and d) an improvement of the translation competence.”
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3.1. EcoLexicon

A practical application of FBT is the TKB EcoLexicon. For TKBs to work effectively,
they need to be theory-based and “all terminological activities, such as term-entry design,
definition elaboration, corpus analysis, graphical resources selection, etc. should be based
on a set of micro-theories” (Faber 2012: 250).

In EcoLexicon, higher-level concepts are “objects”, “events”, “attributes” or “relations”
(Ledn-Aratz and Faber 2014: 19), most of which represent physical objects and processes.
These are linked through conceptual relations that depend on concept type and nature,
as derived from the data in the specialised EcoLexicon corpus (Ledn-Aratiz 2009; Leén-
Aratz and Faber 2010), which was specifically compiled for EcoLexicon (Ortega-
Martinez 2020). The relation types included in EcoLexicon are type_of, part_of, phase_of,
made_of; has_location, takes_place_at, delimited_by, result_of, causes, affects, has_function
and attribute_of. This is relevant because image adequacy is partly determined by
concept nature and conceptual relations (Ortega-Martinez 2020), since each relation
is best represented by certain image profiles (Prieto-Velasco and Faber 2012). As Ortega-
Martinez (2020: 12) explains, this is one of the criteria upon which image guidelines
are based.

Figure 1 shows the EcoLexicon user interface. In the graphical module, knowledge
in EcoLexicon is visually represented through external images, but the interface also has
the virtue of showing conceptual networks. In fact, a conceptual network of interrelated
concepts is shown in the center of the interface, making the EcoLexicon interface a visual
resource in itself (Ortega-Martinez 2020). This boosts the creation of internal conceptual
models in the minds of the end users. Not surprisingly, targeted user profiles, namely
translators, benefit from this visual approach, as it helps them achieve “the level of
understanding necessary to create an equivalent text in the target language” (Faber 2012:
9). Furthermore, this type of interface provides them with linguistic equivalents together
with references to entire knowledge structures (Ortega-Martinez 2020).
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Figure 1. EcoLexicon user interface. Conceptual network for concept AIR
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In the left column of the interface, the linguistic information for each concept entry
is given by means of terms and terminological definitions, which “should help termbase
users build a generic mental space by enabling them to combine their background
knowledge with the new information in the definition of the concept” (Reimerink ez
al. 2012: 208). However, since a definition is generally insufficient “to provide the user
with a full understanding of the term” in context (Faber 2012: 256), images are included
in entries to complement linguistic information. These can be found in the Resources
section, which is in the left column as well. Linguistic information must converge with
graphical information, which should be selected so as to be consistent with the conceptual
relations activated by the definition in a concept entry (ibid.: 225). This way, internal
coherence within entries in EcoLexicon is guaranteed (Faber ez al. 2007: 40).

When images mesh with terminological definitions, this enables end users such as
translators to identify the conceptual relations depicted by images. The relation between
verbal and non-verbal elements allows translators to link the information in the text to
the information in the image, as well as to activate relevant conceptual relations in that
context. However, for this to happen, it is not enough for images to be merely consistent
with linguistic information. There should be an even greater level of coherence. To assure
effective image selection, guidelines were created to guarantee that concepts and conceptual
relations were suitably portrayed in each context (see Section 3.2).

3.2. Image selection in EcoLexicon

Images are categorised according to the functional criteria of referential similarity
and dynamism in FBT (Prieto-Velasco 2008; Faber ¢z al. 2007). Reimerink ez al. (2016:
12) refer to referential similarity as “the degree to which an image resembles its referent
in the real world,” and Leén-Aratz and Faber (2014: 28-29) describe dynamism as the
implicit or explicit movement represented by an image. As explained by Faber (2015),
a certain combination of both referential similarity and dynamism is adequate for a particular
context so long as the attributes of a concept and the semantic relations linked to it are
represented.

Interestingly, images have a grammar and a semantic, syntactic, and pragmatic
component because they are signs (Scholz 2000: 202). More specifically, the morpho-
logical elements in an image are called Visual Knowledge Patterns (VKPs). These can
be arrows, labels, perspective and colour combinations, and images belong to a particular
morphological category based on their combinatorial patterns (Prieto-Velasco 2008:
131). In EcoLexicon, the catalogue of morphologically classified images includes pho-
tographs, flowcharts and drawings.

As explained, images in TKBs should act as cognitive support for non-experts who
do not have prior knowledge on which they can rely to understand complex concepts
in the environmental field. This category includes translators, as EcoLexicon users. Thus,
a model for image use should have the specific needs and characteristics of translators
in mind. In this regard, the LexiCon group has analysed images for years to come up
with useful generalisations that specifically pertain to the translator profile.

According to Faber ez l. (2007) and Prieto-Velasco (2008), iconic images are suitable
to represent entities and objects that are unknown to the user. Such images show a high
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level of referential similarity, meaning that the image is similar to the physical entity in
the real world (Reimerink er /. 2016), which allows translators to identify concepts
casily.

Reimerink ez al. (2016) state that iconic images are particularly useful to depict a
type_of relation, as well as to represent different parts of an entity. On the other hand,
abstract images are a better option for representing complex concepts, which cannot be
depicted only by linguistic description (Faber ez al. 2007; Prieto-Velasco 2008). Dynamism
may reflect how different processes stem from others and how they affect one another,
which is why dynamic images are useful for depicting non-hierarchical relations, such
as cause or has_result (Reimerink et al. 2016).

These generalisations led to the design of a methodology for effective image selection
in TKBs, which would satisfy the needs of end users, including translators. Reimerink
et al. (2016: 20) explain that for image selection in TKBs, researchers should analyse:
“(1) their adequateness in representing one or more conceptual propositions linked to
the concept entry; (2) the reusability of the image; (3) the semantic relations expressed;
(4) the concept types involved; and (5) the VKPs used to convey the information.”
Based on an in-depth analysis of the combinatorial patterns of these aspects, Reimerink
etal. (2016: 1-32) and Reimerink and Leén-Aratz (2018) designed the following set
of image selection guidelines for environmental science:

1. Use photographs for the type_of, made_of, and has_location relations of physical

entities shown in their real-world environment.

2. Use drawings with labels and arrows for representing complex meronymic relations
(part_of;, delimited_by) or to differentiate between closely related concepts that
are otherwise hard to differentiate without making reference to one another.
Drawings are mostly fit to represent entities but combinations of several drawings
can be used to describe processes and their phases, especially if no flowchart is
available.

3. Use flowcharts for complex processes and non-hierarchical relations such as causes
and result_of The flowchart must show a high level of referential similarity for
the background. It must use colour-contrast to differentiate between closely related
concepts. It must also contain arrows to add dynamism and show the direction
of the movement or even add textual explanations in labels.

'The LexiCon research group is also making progress in image annotation for EcoLexicon
with the intention of facilitating image analysis and retrieval for TKBs (Ortega-Martinez
2020). According to Wenyin e# /. (2001), annotation involves using a set of keywords
to label relevant aspects in images. To guarantee the consistency of image annotation
among annotators, the decision was made to use Manzanilla (Reimerink and Ledn-Aratz
2018), a purpose-designed image annotation tool. To tailor it to EcoLexicon, the fol-
lowing annotation guidelines were developed (Reimerink and Leén-Aratiz 2016, 2018):

1. Annotate image type: photograph, drawing (including maps or diagrams), or

flowchart.

2. Annotate all the concepts in EcoLexicon that are present in the image, especially

those mentioned in labels.
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3. The TKB will provide a list with all the possible relations between pairs of the
selected concepts. Annotate the most representative propositions for the image.

4. Annotate VKPs and the conceptual proposition they represent: labels, arrows for
parts or dynamism, colour coding/contrast, etc.

A future line of research is to adapt the guidelines so that translators can use them
to analyse images illustrating specialised texts. However, so far, the LexiCon group has
focused on adequate image selection for TKBs, which still needs to be refined so that
the methodology is consistent and objective not only for EcoLexicon, but for any TKB.
Only then, the guidelines could be implemented in different disciplines.

4, METHOD

'The guidelines were tested on a sample of EcoLexicon images. The objective of this
analysis was to help boost image reusability, since identifying the conceptual relations
activated in images offers reusability options, without overloading end users with images
that do not provide new conceptual knowledge (Reimerink ez a/. 2016: 6). The sample
included twelve images, of which three were photographs, three were flowcharts, and
six were drawings (Figure 2). The purpose was to include different types of image in
terms of morphology (photographs, flowcharts and drawings), as well as concept types
represented (entities and processes), and also images regarded as reusable to exploit their
potential. Our focus was on flowcharts and drawings because they usually contain more
conceptual information.

Image types
7
6
6
5 — S
4
3 3
3 S
2
1
0
Photographs Flow charts Drawings

Figure 2. Comparative of morphological image types in the sample

Once selected, the sample was analysed and the results were exported to a spreadsheet.
‘The information analysed and annotated was the following: (1) concept represented; (2)
definition; (3) conceptual relations represented; (4) morphology and VKPs; (5) referential
similarity; (6) dynamism; and (7) reusability. This data was then compared to what the
guidelines consider to be adequate image selection to come up with refinement ideas.
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5. RESULTS

Evidently, the sample was not representative of the percentage of photographs,
flowcharts and drawings in EcoLexicon. Photographs are the main image type in the
TKB, but more flowcharts and drawings were intentionally selected to boost reusability.
However, despite this difference in proportion and the small size of the sample, the analysis
of each image provided valuable information and allowed for an assessment of the
guidelines. They were thus proven reliable for 12 out of 12 images. This highlighted the
validity of the combinatorial patterns that hypothetically were the most suitable option
to depict conceptual knowledge in a particular context.

However, in certain cases, it was found that the guidelines required more information
regarding the following: (1) further specification of the relation azzribure_of; (2) more
details concerning the functional role of colours; and (3) greater focus on image com-
bination as an inevitable consequence of image reusability. Because of the limitations
of our pilot study, the results obtained are merely indicative. However, what did emerge
was a clearer vision of the possible ways to improve image selection. The proposals for
refinement are illustrated in the following case studies.

5.1. Case study: SEA STATE

SEA STATE is considered to be a property, a type of concept that is not very common
in EcoLexicon. In its entry, a set of realistic photographs with a high level of referential
similarity is included (Figure 3). The photos in Figure 3 represent different phases, which
reflects the dynamism of this concept. The legend describing each image clarifies each
SEA STATE and enhances knowledge comprehension. The main relation represented in
this image is the astribute_of relation as SEA STATE attribute_of SEA. Moreover, the legends
offer information about WIND SPEED, such as SEA STATE affected_by WIND and SEA STATE
causes WAVE. It is important to activate these relations to understand the concept, given
that users need to learn that SEA STATE is located_at SEA, that it is affected_by WIND and
that the attribute affécss SEA. Otherwise, the image would only embellish the entry and
not be adequate for knowledge acquisition. Thus, the image is suitable since it activates
a wide range of conceptual knowledge and thus fosters knowledge acquisition.

So far, the guidelines explained in Section 3.2 do not provide criteria for properties
because there are as yet hardly any properties in EcoLexicon. Nevertheless, this example
is a potential refinement option. Although this is an isolated case, as explained in previous
research (Ortega-Martinez 2019), a high degree of referential similarity seems to allow
users to “identify the real world entity linked to a property through the astribute_ofrelation”,
while representing the entity is affected by the property differently in different stages
through dynamism. A single photograph would hardly have the same effect, given that
dynamism would not be as clearly represented if not with several images, and it would
not be as helpful in the knowledge acquisition and comprehension process.
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Force 0: Wind Speed less than 1 knot Force 1: Wind Speed 1-3 knots
Sea: Sea like a mirror Sea: Wave height 1m (25ft); Ripples with
appearance of scales, no foam crests

Force 1: Wind Speed 11-16 knots Force 5: Wind Speed 17-21 knots

Sea: Wave height 1-1.5m (3,5-5ft); Small Sea: Wave height 2-2.5m (6-8ft); Moderate
waves becoming longer, numerous waves, taking longer form, many
whitecaps whitecaps, some spray

Figure 3. Image for concept entry SEA STATE

Interestingly, the analysis of how images help build base categories (Rosch 1978) as
part of knowledge acquisition and comprehension can also be explored. The basic level
concepts portrayed in Figure 3 include WIND and WAVE, among others. Not surprisingly,
end users are likely to activate these concepts first, as basic level concepts are learnt
before superordinate and subordinate concepts, which facilitates their identification in
images. This may even be the case with images such as Figure 3, which focus on rather
subordinate concepts, such as SEA STATE (concept in the conceptual entry) or WIND
SPEED, linking this image to more subordinate concepts rather than general ideas. However,
the set of photographs also activates basic level concepts.

Overall, it could be assumed that images that are slightly more schematic or abstract
tend to depict specific concepts, whereas more realistic and simpler images are likely to
activate basic level concepts. This is because the concepts in photographs that tend to
be easier to identify thanks to higher levels of referential similarity, which link entities
to their referent, are basic level concepts. Because end users are familiar with basic level
concepts, they do not need as many explanatory labels to identify them in images. On
the contrary, when images such as diagrams or drawings include explanatory labels or
arrows, these may attract the attention of end users and prevent them from activating
basic level concepts first as an intuitive reaction.
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On the other hand, regarding end users’ prior knowledge, it is possible that non-experts
activate basic level concepts in images first, whereas experts are likely to activate subordinate
and superordinate concepts, as their knowledge goes beyond general, basic concepts.
To facilitate knowledge acquisition for non-experts, even when the main concept belongs
to a subordinate or superordinate level, it would be advisable to select images that combine
basic level and specific concepts. This facilitates specialised knowledge acquisition and
comprehension for non-experts, as they are able to link new information (possibly specific
concepts) to prior knowledge (in most cases, basic concepts).

5.2. Case study: POROSITY

Given that only one image in the sample represented a property, another example
was analysed to continue exploring this potential refinement. In this case, the property
was POROSITY, which is defined in EcoLexicon as the “ratio of the volume of the interstices
in a given sample of a porous medium, e.g. soil, to the gross volume of the porous
medium, inclusive of voids.” Since the concept entry does not include any available images,
we searched for images that could represent this property. The purpose was to test if a
combination of photographs was the best option.

As expected, the main relation activated by the definition is POROSITY atzribute_of
POROUS MEDIUM, which in this case is SOIL, linking an entity to a property. The relation
POROSITY causes INTERSTICES or POROSITY causes VOIDS was also identified, but it was
less evident. To represent the main relation, the entity must be clearly identified with a
high level of referential similarity, which suggests that a photograph such as Figure 4
could be a good option for the concept entry. Thanks to realism, both the entity and
property are portrayed. Nonetheless, because of the lack of dynamism, the image does
not represent how that property changes. This may suggest that it is a static attribute
(in this case, a RATIO), when it is not.

Figure 4. Photograph representing POROSITY*

4 Source: https://www.aapg.org/career/training/in-person/distinguished-lecturer/abstract/articleid/
50014/understanding-expulsion-capacity-and-organic-porosity-in-unconventional-petroleum-systems
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In contrast, if a combination of photos such as Figure 5 were included, it would
offer both referential similarity and dynamism. In this case, the relation POROSITY
attribute_of SOIL is clearly represented through various VKPs, such as colour and legends.
In this image, the functional role of colour is to add realism, which facilitates the
identification of the real world entity linked to a property. This enhances knowledge
acquisition and comprehension for any end user, regardless of their prior knowledge in
the matter. The legends explain different POROSITY RATIOS depending on SOIL CONDITION,
which shows end users how the attribute changes. In this case, the higher the POrROSITY
RATIO, the more visible PORES are in SOIL. Once again, this is conceptual knowledge
that an isolated photograph would not activate.

Good condition, score 2 Moderate condition, score 1 Poor condition, score 0
Lots of pores between soil particles Few pores clearly visible Few cracks or holes, no pores visible

Figure 5. Combination of photographs representing POROSITY?

Although these may be regarded as separate, static photos, together they provide a
certain degree of dynamism. That is because the comparison of photographs and the
legends reflect how the condition of the SOIL progressively changes, something that was
not the case in Figure 4. A photograph can be useful to portray the entity in the anrib-
ute_of relation. However, a sequence of photos can represent different phases of the
entity. Again, including an image with these characteristics would be more suitable for
EcoLexicon and much more useful for end users.

Regarding how end users could benefit from these images to build base categories,
just as Figure 3, this is a set of photographs which facilitates the identification of real-
world entities thanks to referential similarity and the absence of too many VKPs which
may activate more specific concepts, whether they are superordinate or subordinate.
Basic level concepts such as SOIL are clearly represented by Figure 5. Accordingly, end
users are likely to activate these ideas first when interpreting the image, as they are
familiar with them, and end users and, more specifically, non-experts, rely on their prior
knowledge to acquire new specialised knowledge. Accordingly, the referential similarity
in the image facilitates the identification of basic level concepts, which can then be
linked to superordinate and subordinate concepts.

5 Source: https://magazine.meteosiena24.it/porosita-terreno-introduzione/
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5.3. Case study: SEA BOTTOM

To represent the different perspectives with which a concept or conceptual proposition
can be described, many concept entries in EcoLexicon include various images. However,
there are no specific guidelines that explain how to best combine these images. In this
regard, it would be useful to prioritise research on image combination possibilities. For
example, the results obtained in our study underline the fact that a flowchart or a drawing
with arrows represents a delimited_by or phase_of relation. However, when combined
with a photograph or a drawing with a high level of referential similarity, it also highlights
a takes_place_in or located_in relation, as these image types establish a relation with the
real world. Therefore, different conceptual knowledge is activated when combining
image types. This was the case in the concept entry for SEA BOTTOM.

This concept entry included a highly realistic colour photograph that embellished
the entry (Figure 6). However, even though the image successfully links users to the
real world entity and the concept is easy to identify, there is much conceptual information
that still needs to be added. SEA BOTTOM is defined as the “lowest part of sea or ocean.”
Thus, the relation located_at SEA is clear in the definition, which can be portrayed by a
photograph such as Figure 6.

Figure 6. Image in concept entry SEA BOTTOM

Figure 6 shows different prototypical elements that can be linked to the SEA BOTTOM,
including CORALS and diverse FISH. It is also possible to identify the subordinate concept
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EPIFAUNA, defined as “animals that live on the sea floor, or attached to other animals or
objects under water.” Although this image could be used to depict concepts in different
categories, it highlights prototypical elements, and as a realistic photograph facilitates
the identification of their real-world referents. More specifically, Figure 6 facilitates
knowledge acquisition for non-experts whose prior knowledge mostly includes concepts
from the basic level category.

Interestingly, Figure 6 also depicts a DIVER. From a cultural point of view, not all
cultures would associate DIVER to SEA BOTTOM, which highlights the relation between
images and cultural aspects. Admittedly, this concept is not typically associated with
SEA BOTTOM, but the depiction of a DIVER with professional equipment suggests that
this is a DEEP-SEA area and may activate useful supplementary information. In any case,
although this chapter prioritises different perspectives, the importance of culture in
knowledge acquisition and the role of images in categorization must be explored in future
research.

The fact that SEA BOTTOM is defined as a “part of” an entity implies that, for end
users to fully understand the concept, a part_of or delimited_by relation should be
portrayed. In this regard, we could use a drawing such as the one included in the concept
entry for SUPRALITTORAL ZONE (Figure 7). The drawing has a high level of referential
similarity but no dynamism, with all the VKPs: labels, colours and arrows to clarify the
information and delimit the layers. Labels, in combination with the lines that divide
the image in four sections, activate a delimited_by relation (delimiting HIGH TIDE, MIDDLE
TIDE or LOW TIDE). Figure 7 is actually two-layered, as it is split into two main parts:
areas above SEA LEVEL (white area) and below SEA LEVEL (blue areas), with the blue part
divided into three sub-parts. This is also indicated by the axis on the left.

Supralittoral (supratidal rone)

Spray zone
Highest high tide

(subtidal zone) <—=-- Littoral (intertidal zone) -seeea>

Sublittoral

Figure 7. Image in concept entry SUPRALITTORAL ZONE
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The located_in SEA BOTTOM relation is also clear thanks to referential similarity, thus
both concepts are linked and this image could be reused for SEA BOTTOM. In this case,
the delimited_by or the located_in relations activated in the drawing offer conceptual
knowledge that a photograph such as Figure 6 is not likely to portray, which limits
knowledge acquisition. Although we focused on reusing this image for SEA BOTTOM,
the layers depicted by the image make it a good option for portraying different areas of
the SEA, both above and below SEA LEVEL.

To summarise, although photos are necessary, sometimes they are not sufficient to
understand the concept unless combined with images that activate more conceptual
relations. Thus, the combination of these image types ensures that most of the conceptual
relations activated in a definition are covered (Ortega-Martinez 2019). In this regard, a
full accounting of the information conveyed in a concept is necessary, and this can be
achieved by enriching conceptual entries with images.

6. CONCLUSIONS

Multimodal texts and resources play a key role in this new era. More specifically, the
combination of verbal and non-verbal elements facilitates communication and knowledge
acquisition. Unfortunately, researchers must face the lack of research on image treatment
for terminological resources, as terminological theory and practice do not deal with
how to store images in a database, or how to select them for enhanced comprehension
(Prieto-Velasco 2008; Prieto-Velasco and Faber 2012).

Although images are key for knowledge acquisition, they are included in termino-
logical resources based on random criteria, without considering image types or charac-
teristics. For images to be useful, Faber (2012) concludes that they should be selected
to be consistent with linguistic description, the level of specialisation of the text, and
the text receivers’ subject knowledge. This chapter explained how graphical information
meshes with linguistic information to help users acquire and comprehend specialised
knowledge.

'The analysis of EcoLexicon images tested their adequacy for specialised knowledge
representation with views to achieving consistent and reliable guidelines on image
selection. Our results showed that the guidelines worked on 12 out of the 12 images
analysed and the analysis provided reusability options. However, the image sample was
too small to extrapolate the results and the image type proportion in the sample was
different from that in the TKB. Needless to say, the guidelines work because they are
an overview of how images can be selected for adequacy and internal coherence (Or-
tega-Martinez 2019). Nevertheless, the guidelines are still in need of further refinement,
such as image selection for concept types like properties or relations such as attribute_of.

Further research on refining the guidelines should be prioritised. The goal is for
guidelines to be sufficiently consistent to train not only the annotators, but also the system,
so that Manzanilla can be implemented in EcoLexicon in the near future. The development
of applications that permit a systematic and coherent annotation process would allow
the creation of a separate image repository. As explained in previous research (Ortega-
Martinez 2019), in practical terms, images could be stored and conceptual relations
annotated in the repository, which would make it possible for search queries to rely on
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conceptual relations. Consequently, only relevant images would appear, depending on
the context, and images could be sorted out in entries based on their relevance. In any
case, only once all images in EcoLexicon are analysed and annotated in depth, can
Manzanilla be implemented and the repository created.

Another approach that must be explored further is the role of images in the formation
of basic level categories. Some image types seem to facilitate the identification of basic
level concepts, but this has not as yet been theoretically or technically examined in any
depth. Accordingly, it is essential to analyse the relationship between images and levels
of categorization in future research. Furthermore, although cultural aspects tend to be
sidetracked in terminology research because of their complexity, future LexiCon projects
will explore how culture affects image interpretation. The ultimate goal is to incorporate
this idea into the selection guidelines to ensure higher coverage and reliability.

It goes without saying that experts who write specialised texts, as well as the translators
who translate them, should pay more attention to graphical information in scientific
and technical communication. For translators to benefit from images, they must also
be able to understand, analyse and extract information from them. Only then can they
ensure that images will produce the same effect in the translated text as in the original.

NOTA: Todas las imdgenes y figuras son de la base de datos de su propio grupo de investigacién y de dos
fuentes que se citan en el articulo.
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CAPITULO VI

Making Sense of Gestures in Simultaneous Interpreting: the Insiders' View

Elena Zagar Galvao
Universidade do Porto

1. INTRODUCTION

'The gestures we produce and perceive in our day-to-day interactions, especially the
spontaneous ways in which we move our bodies in social situations, are mostly ‘invisible’
to ourselves and others. They are such a natural accompaniment to our speech, so closely
related to it and so seamlessly adjusted to our expressive and communicative needs that
it is hard to tell them apart without analytical effort. This may help to explain why,
although interest in different types of hand movements dates back to classical antiquity,
the notion that co-speech gestures are an integral part of language is in fact quite recent.
Even more recent is the interest in gesture in the study of different interpreting modalities.
‘Thankfully, the growing importance of multimodality or a multimodal approach in
several fields in the past few decades, together with the spread of concepts such as
embodied cognition, intersubjectivity and interactionism, seem to have finally put an
end to the reductionist view of communication as a merely verbal/vocal/aural endeavour
(Seeber 2017; Stachowiak-Szymczak 2019).

'The study presented here is part of a larger investigation into the use and functions
of gestures in simultaneous interpreting from English (EN) into European Portuguese
(EU PT), which included both observational and experimental data (Zagar Galvao
2015 and 2020). Its main goal is to explore conference interpreters perceptions of a)
their own gestural behaviour in the booth; b) the speakers’ and booth colleagues’ gestural
behaviour; and c) a possible relation between the interpreters’ and the speakers’ gestural
behaviour.

2. GESTURE
In Gesture Studies, ‘gesture’ is an umbrella term which subsumes a variety of hand

and arm movements known as ‘gestures’ and performed with or without concomitant
speech. The concept is best clarified by resorting to Kendon’s continuum (Kendon 2004;
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Gullberg 1998; McNeill 1992, 2000), which comprises co-speech gestures (collectively
dubbed gesticulation, but also simply called ‘gestures’), pantomime, emblems and sign
language. The creation of a continuum to explain the nature, scope and use of gesture
points to the presence of a number of dimensions and their mutual relations. These
dimensions are speech, linguistic properties, convention, and semiotic character
(McNeill 2000: 1-7). As we move along the continuum from left to right, the presence
of the verbal/vocal modality fades and conventionalised systems of signs arise with their
own morphosyntactic norms (cf. Figure 1). Co-speech gestures are characterised by
the presence of speech, the absence of linguistic properties, a minimum degree of
conventionalisation and global and synthetic semiotic character. Emblems and
pantomime are somewhere in between and can indeed exchange positions along the
continuum if considered in relation to speech, given that emblems can be, but are not
necessarily, accompanied by speech, whereas pantomime is performed in the absence
of speech (McNeill 2000: 2).

Kendon’s continuum
(Kendon 2004; McNeill 1992, 2000)

Degree of conventionalisation

Non conventionalised Partly and Fully conventionalised
Gesture/ Pantomime Emblems Sing
Gesticulation Languages

Relationship to speech

Obligatory (Optional) Optional Obligatory
speech speech speech speech
presence absence presence absence

Figure 1. Kendon’s continuum (adapted) (Zagar Galvao 2020: 153)
2.1. Gesture and interpreting

Research on gesture in spoken-language conference interpreting is recent, though
interest in nonverbal communication (NVC) in Interpreting Studies already started in
the late 1970s and spanned the following decades, with contributions by Biihler (1985,
1986), Politi (1989), Balzani (1990), Alonso Bacigalupe (1999), Viaggio (1997) and,
most notably, Poyatos (1987/2002, 1997) and Collados Ais (1994, 1998). These studies
were largely experimental and, despite acknowledging the multimodal nature of
communication in (mostly simultaneous) interpreting, they broadly discussed kinesic
behaviour but did not produce any systematic analysis of interpreters’ gestures or discuss
the relation between gesture and speech in interpreting (Zagar Galvao 2015). The first
studies to specifically address gesture in interpreting date from the first decade of this
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century and were produced within Interpreting Studies (Sineiro de Saa 2003), Gesture
Studies (Furuyama et al 2005), and Linguistic Multimodality (Galhano-Rodrigues
2007). Adapting the model of holistic micro-analysis of speech and gesture developed
by Galhano-Rodrigues (2007), Zagar Galvao studied the relation between speech and
gesture in trainee interpreters (Zagar Galvao 2009; Zagar Galvao and Galhano-Rodrigues
2010) and professional interpreters (Zagar Galvao 2015; 2020). The results point to
the relevance of co-speech gestures in SI, as these appear to fulfil a range of functions
(e.g., structuring discourse, emphasizing elements of discourse, signalling repairs,
representing verbal content, etc.) and to be intimately connected to prosodic variations.
Another interesting finding is the presence of a certain degree of gestural mimicry, i.e.,
interpreters produced gestures whose form and meaning were very similar to those
produced by the speaker (Zagar Galvao 2013, 2015). Adam and Castro (2013) conducted
an experimental study with interpreter students and concluded that beats (McNeill
1992:15), i.e., gestures accompanying the rhythm of speech, were the most frequent
and also the only type made by all the students. Chaparro Inzunza (2017) examined
the link between gesture and quality in SI and concluded that quality decreased when
interpreters were prevented from gesturing. Finally, Stachowiak-Szymczak (2019)
investigated eye movements and gestures in simultaneous and consecutive interpreting,
viewed as embodied multimodal language tasks. In her experiment, she compared
professionals and trainees to understand whether their eye movements and beat gestures
“correlate with their language processing while interpreting” (ibid.: 131). The results
show that in both modes eye movements and beat gestures change depending on
“language-related cognitive load or the congruence between visual non-linguistic and
auditory linguistic input” (ibid.). To conclude this necessarily brief review of gesture in
interpreting, it is interesting to note that a study using functional MRI to investigate
differences in brain activation during SI and free speech production has shown that a
brain area which specialises in hand movement is activated in SI (Ahrens ez /. 2010). This
finding seems to confirm the relevance of investigating the role of gesture in interpreting,
as “auxiliary motor action” (bid.: 245) may be needed in SIL

'The following sections present a study on interpreters’ perception of their own gestural
behaviour in the booth.

3. METHOD
3.1. Data collection

'The data collection method selected for this exploration was semi-structured in-depth
interviews. This approach was considered the most suitable way to foster an open-ended
investigation conducive to interesting intuitions, ideas and hypotheses. In addition, as
simultaneous interpreting (SI) is a highly controlled form of discourse, interpreters are
more likely to have reflected on all the communicative modalities they deploy to provide
their service and interact within and from the booth. While interviews are frequently
used for collecting qualitative data in Interpreting Studies, they are not so widely used
in Gesture Studies, especially in the study of co-speech gestures or visible action as
utterance (Kendon 2004; Seyfeddinipur and Gullberg 2014) where, due to the very
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nature of the object of study and depending on the researchers’ scientific fields, the
preferred methods are experiments, observation, and ethnographies. Nevertheless, two
specific areas of Gesture Studies have extensively relied on interviews as a form of
complementing and confirming field observations: the study of emblems (Ekman and
Friesen 1969), i.e., conventionalised hand shapes whose meaning is culturally codified
and which can be used with or without accompanying speech; and the study of gestures
in the absence of speech, such as kinesic codes in specific speaking communities and
sign languages of deaf communities. The decision to use interviews was also driven by
the realisation that interpreters produce gestures not only as a natural accompaniment
to their interpreting discourse (Adam and Castro 2013, Zagar Galvao 2015, Stachowiak-
Szymczak 2019), but also to communicate with booth colleagues, speakers, sound
technicians, and people in the audience when they themselves or their booth colleagues
are interpreting, i.e., when the verbal modality is ‘busy’ (Zagar Galvao 2015).

3.2. Interviews: participants

As this was part of a more general study on gesture in simultaneous interpretation
from EN into EU PT, participants were selected on the basis of this language combination
(A: PT; B or C: EN) and their professional experience, i.e., a minimum of five years of
work on the Portuguese and/or international markets. These two requirements were
considered relevant for two main reasons: a) the need to focus on the gestural behaviour
of a fairly homogeneous group of interpreters; b) the likelihood that more experienced
interpreters would have a clearer notion of their general (and therefore also gestural)
behaviour in the booth, as they have probably developed their own personal reflections on
the most varied aspects of the profession over a longer period and in multiple situations.

Fourteen professional interpreters took part in the study (cf. Figure 1). Almost
all were recruited among the members of the Portuguese Association of Conference
Interpreters (APIC) and the Portuguese Region of the International Association of
Conference Interpreters (AIIC). At the time of the interviews, there were 18 APIC and
8 AIIC members with the relevant language combination. All of them were contacted
via their associations as well as individually by email and 11 agreed to be interviewed.
A further three were recruited among interpreter colleagues through personal contacts.

The interviews lasted an average of 47 minutes, thus comprising a total video footage
of over 11 hours. Figure 1 gives an overview of the interviewees essential demographic,
educational and professional information. The inclusion of the same number of subjects
(7) with and without formal interpreter training was regarded as a good way to explore
potential differences in the perception of gestural behaviour between the two groups.
The interview script can be viewed in the Annex.

3.3. Data transcription and analysis
'The interviews were transcribed using a video media player and MS Word, thus creating
*.docx files that could be easily imported into specific software for exploration, analysis,

and coding. The method was ‘fluent” transcription (Setton 2002: 32) of the utterances.
Clarity and readability were emphasised so as to facilitate the efficient and consistent
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coding and categorisation of the themes that would gradually emerge from the analysis
of the qualitative data. At the end of the transcription process, the interviews yielded
approximately 80,000 words of text, i.e., an average of about 5,700 words per interview.

Gender Higher Formal
Education Interpreter Education

Interpreter Association Member

y
|

Figure 1. Interviewees essential data'

The transcripts were analysed thematically (Boyatzis 1998; Braun and Clarke 2006)
using NVivo10. The analysis carried out can be characterised as bottom-up, inductive
or data-driven (Braun and Clarke 2006). This means that, ideally, the themes and
subthemes identified and the categories they were grouped in were suggested by the
data and not superimposed on them on the basis of previously established categories.
In practice, however, and even if the themes were checked and validated by an inde-
pendent rater, it is rather difficult to assert that this procedure was not influenced by
the researcher’s ideas and beliefs about the object of study. In other words, although
every conscious effort was made to give primacy to the data and let them point the way

1 Special thanks are due to Miguel Nogueira of FLUP’s Infographics Office for creating the visuals.
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towards potential themes and relations between them, this analysis is, like any other,
also ‘researcher-driven’.

4. RESULTS AND DISCUSSION
Forty-one interrelated themes were identified and organized into a system of categories

and subcategories. The thematic map (cf. Table 1) created to represent this system reflects
a pragmatic, communicative and cognitive perspective on gesture function.

1. Interpreters’ perception of their gestures while interpreting

1.1 Factors affecting gesture production

1.1.1 Interpreters’ perceptions and preferences

Sources References

Speaker’s gestural behaviour and presentation style 11 23
Booth colleague 7 16
Language and culture 7 11
Interpreting style 6 10
Gestures as ‘distractors’ 5 8
Empathy with speaker 4 12
Lack of empathy with speaker 3 3
Perception of target audience’s preference 1 1
Mental and physical state 1 1
1.1.2 Working conditions — type of interpreting job
Interpreting into language A or B 11 16
Type of interpreting job and mode of interpreting? 8 20
Topic of speech and event 6 13
1.1.3 Working conditions — physical environment
Booth position 4 5
Booth space limitations 1 1
1.2 Purpose of gestures
1.2.1 Cognitive
To help concentration 7 13
To help think / structure thought 4 7
To help lexical retrieval 2 3
To show comprehension difficulty 1 1
1.2.2 Pragmatic
1.2.2.1 Interactive
Interaction with booth colleague or other booths
To communicate with booth colleague 12 25
To ask for / offer a change of turn 6 11
To seek booth colleague help / confirmation or to signal difficulty 6 9
To communicate with other booths’ colleagues 2 4

2 Though the interviews focussed on the simultaneous mode, the consecutive mode was also mentioned
as a factor affecting gesturing.
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To ask booth colleague to lower voice 1 1

Interaction with people outside the booth

To ask one or more participants to stop obstructing

view from booth 12 15
To ask speaker to slow down delivery of speech 11 14
To communicate problem or need (sound, lack of documents,

water, etc.) 4 6
To thank the speaker

To ask participants not to stare at the interpreter 1 1

1.2.2.2 Discursive: interpreter’s discourse to audience

To facilitate prosody and add naturalness to interpretation 7 16
To help structure interpreter’s discourse 6 12

To help interpreter communicate meaning to audience more

efficiently 5 7
1.2.2.3 Modal
To express interpreter’s attitudes and comments 12 23

2. Relation between speakers’ gesture-speech ensembles and interpreters’ gesture-speech ensembles

Sources  References

Speaker’s gestures help interpreters understand speech 14 48
Gestural mimicry 11 23
Interpreter’s perceived empathy with speaker 5 13
Interpreter more gestural than speaker 5 7
Interpreter’s body tenseness due to speaker’s behaviour 3 4
Interpreter’s perceived disagreement with speaker’s ideas/opinions 2 3
Interpreter less gestural than speaker 2 2
Interpreter’s prediction of speaker’s style 2 2
Different gestural expression of shared ideas 1 1

Table 1. Complete list of themes with number of sources and references per theme

The following sections provide an overview of the most relevant themes in each
category. Several extracts from the interviews will be included so as to give ample space
to the interpreters’ voices. Each excerpt is presented in the original Portuguese (right-hand
column) along with the author’s English translation (left-hand column). This is a literal
rendition intended to give readers an insight into what the interpreters said and how
they said it. Square brackets are used to signal information that has been added to
facilitate comprehension. Each interpreter is identified by a code in brackets at the end
of each excerpt.

4.1. Interpreters’ perception of their own gestures
Most of the interviewees (-80%) had already given the subject of ‘gesturing while
interpreting’ some thought. In other words, probably due to their experience, their having

had to develop strategies to cope with a variety of assignments and situations, and their
perception of their professional role as service providers, they had reflected on their own
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as well as on their colleagues’ gestural behaviour in the booth. Thus, when asked the
question, “Have you ever noticed or has anyone told you that you make gestures with
your hands or head or certain facial expression while interpreting?”, eleven interviewees
answered that they themselves had noticed their own as well as their colleagues’ gesturing
and/or that they had been told by colleagues, speakers, or conference participants that
they use gestures while interpreting. This awareness of gesture production as well as the
quantitative variation in gesture use from interpreter to interpreter is evidenced in the

following extracts:

Table of extracts 1:

Original

Translation

Jd me disseram que faco gestos, sim. Colegas ¢
clientes. (AC)

Theyve already told me I use gestures, yes. Col-
leagues and clients.

Reparo que por vezes faco [gestos] mas creio que nio
Jfago muitos, conscientemente creio que ndo fago.
Acho que hd pessoas mais “exuberantes’, entre aspas,
do que en. Normalmente acho que ndo fago muitos.

(AF)

1 notice that sometimes I use [gestures], but I believe
1 don't use many, consciously I believe I don’. I think
there are more ‘exuberant’ people, between inverted
commas, than me. Normally I think I dont use
many.

Tenho a nogio que por vezes os fago [gestos| e tenho
a nogio que também por vezes isso ajuda um boca-
dinho a minha expressio. Mas ndo sou muito ges-
tual. Hd colegas que sio muito mais cinéticos do que

eu. (CF)

1 have the feeling that sometimes I use [gestures] and
1 have the feeling that at times it helps my expression
a little. Bur I am not very gestural. There are col-
leagues who are much more kinetic than me.

Muitas vezes acontece [fazer gestos] Depende,
enfim, de vdrios fatores. Mas, sim, tenho tendéncia.
E, principalmente, se for um orador que, ele proprio,
seja uma pessoa muito expressiva, em termos gestuais,
eu tenho alguma tendéncia a deixar-me guiar pelo

orador, pelos gestos do orador. (JG)

[Gesturing] happens many times. It depends on var-
ious factors. But, yes, I tend to do it. And especially
if the speaker is himself a very expressive person, in
gestural terms, I have a tendency to let myself be
guided by the speaker, by the speaker’s gestures.

A [intérprete] espanhola interpretou o tempo todo
em pé. Estava toda entusiasmada. Ela encarnou
mesmo o espirito da coisa e fazia gestos para todo
lado, gritava e batia palmas, e interpretou sempre
em pé. E a colega sempre sentada, a interpretar
calminba e ndo sei que. Por acaso foi engragado

para ver a diferenga que é. (AF)

The Spanish interpreter interpreted standing up all
the time. She was so enthusiastic. She truly embod-
ied the spirit of the thing and gestured in every di-
rection, yelled and clapped her hands, and inter-
preted from a standing position all the time. And
her [female] colleague was always sitting and in-
terpreting very calmly and so on. It was funny to
see the difference between the two.

The interviewees’ personal thoughts on the topic ‘gesture’ varied from simple
observations of booth behaviour, such as the ones expressed in the above excerpts, to
deeper reflections on the type of gestures interpreters make and whether they are desirable
or not. In this respect, the views shared by one of the interviewees seem particularly
relevant, as they point to the two contrasting themes emerging from the data: gestures
that help structure discourse and should be used by interpreters, and gestures that become
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sources of distraction for the interpreter and potentially for the audience as well, and

should therefore be avoided.

Table of extracts 2:

Original

Translation

Hi dois tipos de gestos, na minba reflexio sobre ges-
tualidade informal e destruturada. Hi o gesto que
ajuda a estruturar o discurso e a hd o gesto que ilus-
tra o discurso. O gesto que ajuda a estruturar o dis-
curso, por exemplo: Vou vos falar em trés coisas, a
primeira, a segunda e a terceira, é uma coisa. O gesto
que ilustra o discurso, que ajuda, que é uma espécie
de discurso paralelo, é outra. O primeiro é nio sé
positivo, iitil, melhor dizendo, é nio sé enriquecedor
visualmente como 1itil para quem estd a falar, e en
esses fago-os todos. Agora o gesto [que ilustra o dis-
cursol, isso ¢ demais, faz perder a concentragio de
quem estd a olhar para o orador e também ndo fago
enquanto intérprete. (MS)

There are two types of gestures, in my informal and
unstructured reflection on gestuality. There are ges-
tures that help structure discourse and gesture that
illustrate discourse. Gestures that help structure dis-
course, such as for example: I'm going to speak about
three things, the first, the second, and the third; those
are one thing. Gestures that illustrate discourse, that
help, that are a kind of parallel discourse, are some-
thing different. The formers are not only positive, or
rather, useful; they are not only visually enriching
but also useful for the speaker, and I use them all.
Now, gestures [that illustrate discourse] are 00
much, they make the people looking at the speaker

lose their concentration and I don’t use them as in-

ff?p reter.

Some very interesting perceptions emerge from this extended extract. MS believes
that gestures are useful for interpreters (and thus, supposedly, also for users) only when
they contribute to the logical organisation of discourse elements, helping them ‘visualise’
the relations among these elements, in other words, assisting interpreters in their job of
‘uttering’ in the etymological sense of putting out into the world (Kendon 2004). The
underlying assumption seems to be that these hand movements are recognised as natural
accompaniments of speech. As such, they do not unduly attract the users” attention,
which is clearly considered undesirable. Gestures that illustrate discourse®, on the other
hand, are deemed too conspicuous, and therefore defy one of the notions pervading
the professional discourse on conference interpreters’ role, i.e., that interpreters should
act as ‘conduits’ (Angelelli 2004: 20-21). By potentially diverting the users’ focus of
attention from what is viewed as the primary goal of interpreting, the transmission of
information, gestures call attention to the ‘gesturing’ interpreters’ bodies, making them
a more conspicuous party to the interaction. Interpreters’ gesturing thus seems closely
linked to interpreters” perceptions of their professional role as participants that interactively
contribute to meaning construction or as self-effacing relayers of messages. Among these
two extremes, there are naturally various degrees of ‘participation’, ‘co-participation’
and ‘(in)visibility’, as the analysis of the interviews reveals. What becomes clear is that
interpreters gestures cannot be accounted for solely on the basis of interpreters’ internal
needs during information processing but must be viewed within a broader communicative,
interactional and socio-professional perspective.

3 This second type of gestures mentioned by MS in Table of extracts 2 above are reminiscent of Kendon’s
descriptive gestures (2004) or McNeill’s iconic gestures (1992).
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4.2. Purpose of gestures

The analysis reveals that gestures are perceived as fulfilling pragmatic as well as
cognitive functions. ‘Pragmatic’ here refers to: a) gestures used to interact with booth
colleagues and other participants in the interpreted-mediated event; b) gestures which
are perceived as tightly linked to aspects of discourse; as well as ¢) modal uses of gestures,
that is, gestures which can express interpreters’ attitudes towards themselves, their
performance, the interpreted segment, the general task, the topic, speaker, audience,
and overall situation. A schematic representation of the goals of gestures, as identified
in the qualitative analysis of the interview transcripts, is given in Figure 2.

Purpose of Gestures

Discursive Interactive

TO FACILITATE INTERACTION INTERACTION TO CONVEY
TO HELP prosody with booth with people interpreter’s
- concentration TO HELP colleague or outside the booth attitude towards
-organise structure other booths self, the interpreted
thought discourse segment, the topic,
. lexical retrieval TO ADD speaker, audience,
naturalnesss to situation, etc.
speech

Examples: Examples:

To ask for / offer a To ask participants
change of turn not to obstruct view
To seek help or from booth

confirmation To ask speaker to
slow down delivery

Figure 2. Interviewees' perception of the purposes of gesture in the booth
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4.3. Interaction with booth colleagues

Gestures are one of the ways interpreters communicate in the booth. The choice of
which means of communication to use is dictated by various contextual factors, such
as, for example, the type of information one wishes to transmit but also, and maybe
more importantly, the type of relation between booth colleagues. A relation of mutual
trust stemming from working together on a regular basis seems to promote the use of
gesture as a privileged modality. Gesture in this case includes not only manual movements
but also facial expressions and gaze. Gaze direction coupled with a certain facial expression
is often used to communicate with a booth colleague one knows well, as evidenced in the
following excerpts.

Table of extracts 3:

Original Translation

Se é uma colega com a qual trabalho hd muitos anos
Jjd e nos conhecemos, essa colega sabe, a priori, que
se eu estou a pedir para sair é porque hd realmente
uma razdo muito forte que me leva a pedir a licenca
e 0 acordo da colega é que eu preciso de sair para re-
solver uma questio urgente. Nesse caso comunicaria
com um gesto. Faria mesmo o sinal de porta [gesto
de apontar com a mio direita] ou seja indicaria a
porta e passo o microfone para a colega. (PM)

If it is a colleague I have been working with for
many years and we know each other, this colleague
already knows that if I'm asking to leave the booth I
must have a very strong reason to do so and the col-
leagues understanding is that I need to leave to solve
an urgent matter. In this case, I would communicate
by gesture. I would actually point to the door [point-
ing gesture with right hand], rhar is, I would show
the door and then hand over the turn to my col-
league.

Hi pessoas com quem tu trabalhas que chegas a um
nivel de entendimento em termos de trabalho que de
facto tu ndo precisas nem de dizer. S6 precisas de,
estds a trabalhar, olbas para o lado e fazes assim [ex-
pressao facial] e a pessoa percebe e sabe qual é a tua
dificuldade. Claro que isso ndo acontece com toda a
gente. (AC)

There are peaple you work with whom you reach a
level of understanding in terms of work that you
don’t even have to say anything. You only need ro,
you're working, you turn to the colleague and do this
[facial expression] and the person understands and
knows what your difficulty is. Clearly this does not
happen with everybody.

Gestures which are used to communicate meanings that cannot be verbally encoded
due to the specific situational constraints of SI can even become a sort of rudimentary
conventionalized code shared by a small community of booth colleagues, and thus take
on the characteristic features of emblems and pantomime. The following excerpts are a
good illustration of this gesture use and reveal that the meanings encoded in these manual
movements are generally simple instructions (e.g., change of interpreting turn) or
information about specific needs which can be related to the interpretation ‘output,
such as the need for the booth colleague to accelerate the delivery or correct some
information, or unrelated, such as communicating the need to leave the booth for a
moment (sometimes conveyed through the ‘time-out’ emblem).

128



Elena Zagar Galvao

Table of extracts 4:

Original

Translation

Hi uma série de pequenos gestos de instrugio, diga-
mMos, para comunicar uma instrugdo, que convém ter
como linguagem gestual partilhada com o colega.
Séo gestos instintivos. Saltar, para mim é evidente
que isso [gesto] quer diger saltar. Acelerar [gesto],
devagar [gest0), se estiveres muito depressa e o ora-
dor estiver a ir devagar, néo [gesto], sim [gesto]. Sé
uso estes gestos com pessoas com quem estou habi-

tuado a trabalhar. (MS)

There is a range of small instruction gestures, so to
say, to communicate instructions, which are useful
as a gestural language shared with a colleague. They
are instinctive gestures. Skip, to me, its clear that
this [gesture] means skip. Accelerate [gesture],
slowly [gesture], if you're going very fast and the
speaker is going slowly, no [gesture], yes [gesture]. 1
only use these gestures with people I am used to work-
ing with.

As vezes hd necessidade de comunicar alguma coisa
com a colega, hd necessidade de confirmar dados,
que sio debitados a velocidades bastante elevadas.
Normalmente comunicamos com gestos. Hd gestos
simbdlicos que utilizamos entre nds para dizer sim,
‘ndo’, mais ou menos. (PM)

Sometimes there is a need to communicate something
to the colleague; there is a need to confirm data thar
are delivered at high speed. Normally we communi-
cate with gestures. There are symbolic gestures that
we use among ourselves to say ‘yes, ‘no’, more or less.

Confirming the many constraining factors that must be taken into account in the
booth and how these can indeed affect the choice of one communicative modality over
another, one of the interpreters observed that her decision to use a “change-of-turn”
gesture instead of the mute button also depended on whether she was providing the
relay for other booths. In this case, gesture was her preferred means of communication
as she was aware that switching off the microphone to allow for a quick verbal exchange
would mean that the interpreters depending on her relay would suddenly and automat-
ically hear the floor channel. This could potentially cause confusion and distraction and
was, in her opinion, highly undesirable.

Table of extracts 5:

Original

Translation

Quando estow a dar relais, tento nio fazer muito
mute e ndo desligar muito o microfone e nesse caso
sim, se decido que vamos mudar, fago assim [gesto
com indicadores a rodar] se calhar assim [gesto,
mio direita, indicador esticado a rodar no ar].

(AC)

When I am giving relay, I try not to press the mute
button or turn off the microphone too often, and in
these cases yes, if I decide that we are going to change
turn, 1 do this [gesture with index fingers rotating
on each other] maybe this [gesture with right
hand, index finger extended rotating in the air].

There appears to be a limited number of fairly conventionalised hand gestures to
help negotiate and regulate a crucial aspect of the interpreting service and an important
communicative demand in SI: asking for or offering a switch in the interpreting turn. The
formal kinesic feature these movements have in common is ‘circularity’, metaphorically
expressing the core idea of change or rotation. The facial expression accompanying the
gesture is very important, as it carries the illocutionary force of the visible utterance and
helps the booth colleague understand whether it is a polite request, a demand, an offer,
etc.
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The gestural modality is also frequently used to draw the booth colleague’s attention
at moments when it is difficult to understand the speaker or when interpreters feel the
need to seek help or confirmation when they are in doubt about their interpreting
solutions. Again, the respondents underlined that they generally use gestures, gaze and
facial expressions for this purpose mostly when they are working with other professionals
they feel at ease with. One of the gestures used to signal difficulty in comprehending a
segment of the source speech can be identified as belonging to the ‘Palm Up Open
Hand’ (PUOH) gesture family (Miiller 2004: 233-255; Kendon 2004: 264-283).
Formally, the interpreters PUOH gestures appear to belong to the subgroup of Palm
Lateral (PL) gestures (Kendon 2004: 265), where both hands move laterally away from
the speaker’s centre-front. As confirmed in the video-recorded data from the interviews,
“there is a tendency for gestures of this kind to be combined with a raising of the shoulders
in a ‘shrug’ and a certain range of characteristic facial expressions” (Kendon 2004: 265).
In the interpreters’ case, the facial expression seems to be one of puzzlement and/or
interrogation, which is in line with the gesture’s specific context of use. Indeed, interpreters
report using this type of gesture to indicate to the booth colleague (or even to colleagues
in other booths) that the speaker is not making sense or that they perceive a mismatch
between what the speaker says and the information available through other modalities
(Seeber 2017) and contextual information such as knowledge of event, participants,
power points or other material available in the booth. The core communicative function
of this gesture thus seems to be expressing “the fact of not knowing” (Miiller 2004: 237-
238). By showing through bodily action that they have not understood the speaker’s
message, interpreters may also be implicitly asking the booth colleague to help them by
providing a key word or expression, for instance, or simply by confirming that the passage
was indeed incomprehensible and that they are therefore justified in omitting it and
moving on. Failure to understand something and consequent coping strategies thus
become a shared team experience and, to a certain extent, also a shared responsibility,
in which the decisions taken by one interpreter are accepted and validated by the other.

'The following excerpts illustrate this use of the palm-up open-hand lateral (PL) gesture
by interpreters.

Table of extracts 6:

Original Translation

Ou entio infelizmente quando nds estamos a traba-
lhar, temos nogio que hd coisas que por vezes ndio
entendeste e at, se estds a trabalhar, olhas para o colega
e fazes assim [PL, encolher dos ombros, expressio
facial de perplexidade /interrogagio] e o colega faz
assim também, ndo entendeu, e tu tens que resolver
a situagdo, quer omitindo, quer dizendo uma coisa
neutra, mas nio podes fazer de outra forma. (AC)

Or else unfortunately when we are working, we
know that there are things that at times we don’t un-
derstand and then, if you are working, you look at
your colleague and you do this [PL accompanied by
shrugging and puzzled/interrogative facial expres-
sion] and your colleagues does the same, and you
have to solve the problem, either omitting, or saying
something neutral, but theres nothing else you can do.

Hid aqueles oradores que durante algum tempo néo
se percebe nada daquilo que estio a dizer, e tenho a
certeza que fago assim, uma coisa desse género
[PUOH com movimentos laterais e encolher dos

ombros] (IP)

There are speakers that for some time you don't un-
derstand anything of what they're saying, and I am
sure I do this, something like this [PUOH with lat-
eral movements accompanied by shrugging]
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Original

Translation

Quando um orador dizia um contrassenso [PL, en-
colher dos ombros, expressao facial de perplexi-
dade /interrogacdo] e nds ficdvamos tipo assim a
olharmos uns para os outros [PL]: 0 que é que ele
estd a dizer? Era engracado. Tu vias perfeitamente
quando ¢ que se tinha dificuldades; dava perfeita-
mente para ver da cabine da frente quando havia
algum orador que dizia alguma coisa que se percebia
pior ou ndo fazia sentido, viamos na cabine da
frente a colega atrapalhada tanto como nés, porque
estdvamos, ‘0 que é que ele disse? [expressio facial
de perplexidade/interrogagao] serd que foi isso que
ele disse?” (AF)

(...) when a speaker said a contradiction [PL ac-
companied by shrugging and puzzled/interroga-
tive facial expression] and we were like, we looked
at one another [PL]: What is he saying? It was
amusing. You could tell right away when we were
having difficulties. You could see perfectly well in the
booth opposite yours when a speaker said something
that could not be fully understood or did not make
sense, we saw the colleague in the opposite booth hav-
ing trouble just like us, because we would be like
“‘what did he say? [puzzled/interrogative facial ex-
pression] is this what he said?”

One final extract in this section aptly captures the notion that SI is a team effort
where gesture plays a role and that meaning is often co-constructed not only with the
speaker but also with the booth colleague, whose help in the form of confirmation or
negation is elicited. The extract also shows that interpreters need to project a professional
image of their role as experts and that their fear of losing face (Monacelli 2009) plays a
part in the micro-social decisions within the booth, which can be negotiated through

the gestural modality.

Table of extracts 7:

Original

Translation

Prefiro ter diividas e prefiro confirmar [gestual-
mente] com o colega e correr o risco de ter que cor-
rigir o que eu disse porque em certas situagdes tu
podes deixar passar um contrassenso, noutras nio
podes. Eu gosto de trabalhar com pessoas que estio
acordadas na cabine. Sinceramente acho que é um
trabalho de equipa e que nds temos muito mais dii-

I'd rather have doubrs and I'd rather confirm
[through gestures| with my colleague and run the
risk of having to correct what I said, because in some
situations we can let a contradiction slip, but in
other situations we cannot. I like to work with peo-
ple who are awake in the booth. Frankly I think its

team work and we all have many more doubts than

vidas do que queremos deixar fazer transparecer
quando estamos a trabalhar. (AC)

what we want to let on when we're working.

4.4. Interaction with people outside the booth

'The gestural modality is frequently employed when the need arises to communicate
with people outside the booth, such as, for example, conference participants, speakers,
sound technicians, or conference organisers. Almost 86% of the interviewees report
using the gestural modality to achieve a specific purpose in what is recognised as a
common situation (especially when interpreters work in mobile booths), i.c., one or
more participants inadvertently place themselves in front of the booth, thus obstructing
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the interpreters’ view. The gestural behaviour described by the interpreters to obtain
good visual access to the speaker is very homogeneous. The interpreters first try to catch
the participants’ attention by lightly knocking on the booth’s glass pane and they then
make a ‘move-away’ gesture accompanied by a facial expression which conveys the meaning
of ‘polite request’. Some interpreters resort to a more complex series of gestures
(pantomime) through which they ask people to move away from the booth and explain
the reason for their request by pointing to the speaker and to themselves, implying that
there should not be any visual impediment between the interpreter and the speaker.
The interpreters make it a point to say that they knock ‘lightly’ (one reports pressing
the mute button first) and that their gestural request for people to stop blocking their
view is accompanied by a ‘pleading’ smile. The interpreters thus reveal a tension between
their need for suitable working conditions and their concern about attracting too much
attention to themselves, which may be deemed unprofessional.

Gestures are also used to ask speakers to slow down the speed of delivery. The decision
as to whether and/or how to make such a request through gestures appears to be closely
connected to the interpreter’s perception of the degree of their (in)visibility within the
communicative event. As seen above, many interpreters feel entitled to gesture towards
participants who are standing in front of the booth so as to obtain good visual access to
the speaker (which they feel is a prerequisite for doing a good job and is a ‘right’
consecrated by professional associations). They are obviously aware that, by doing so,
they are calling attention to themselves, which is why they try to do it as discreetly as
possible. Naturally, the question as to whether an interpreter should attract the speaker’s
attention at all by gesturing (or in any other way) is even more delicate, as the speaker
is the socially ratified centre of attention at an event, and the most probable consequence is
that the interpreter will direct the attention of the audience to him/herself. Nevertheless,
the interpreters’ gestural repertoire includes a fairly conventionalized forelimb movement
(sometimes preceded by a tap on the pane to get the speaker’s attention) whose specific
function is to signal to speakers that they are going too fast. It is a pantomime gesture
with a pragmatic meaning (request to ‘slow down’) usually performed with one open
hand, palm down, pointing away from the interpreter and moving up and down in the
interpreter’s gesture space. The stroke is usually repeated for emphasis. Clearly, this type
of gesture can only achieve its goal in venues where the booths are not too distant from
the table or rostrum. The interpreters admit, however, that they use this gesture only as
a last resort since they are aware that trying to slow the speakers delivery rate is a fruitless
effort. The following excerpts illustrate this attitude of resignation to invisibility, which
seems to result from years of experience in the booth and the need to comply with the
professional image of the conference interpreter as an expert who can do a good job
even in unfavourable circumstances.
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Table of extracts 8:

Original

Translation

O intérprete tem que mostrar também através do
corpo que estd a fazer o seu trabalho e nio tem difi-
culdades, e en acredito nisso, e acredito que o intér-
prete é invistvel, consequentemente o intérprete nio
bate no vidro da cabine e o intérprete nio faz gestos
desses para fora, tdo exuberantes pelo menos. Por
toda uma serie de razoes, e quer eu bata no vidro,
que eu acho errado, quer eu faca assim [gesto de
abrandar], quer eu faca assim [abanar as maos]
quer eu saia da cabine, eventualmente a pessoa vai
falar devagar durante cinco ou seis frases e depois vai
voltar ao ritmo dela. Por isso, o intérprete, com
aquilo que lhe é dado, tem que fazer o seu melhor, e
ndo interessa estar a tornar-se demasiado vistvel.

(AQ)

The interpreter has to show also through his body
that he is doing his job and is not having difficulties,
and I believe this, I believe that the interpreter is in-
visible, consequently the interpreter does not tap on
the glass pane of the booth and the interpreter does
not make such gestures towards the outside, not so
exuberant at least. For a whole range of reasons, and
whether I tap on the pane, which I think is wrong,
whether I do this [‘slowdown’ gesture described
above], or I do this [waving both hands] or
whether 1 leave the booth, in the end the person is
going to speak slowly for five or six sentences and
then they will go back to their rhythm. For this rea-
son, the interpreter must do his best with what be is
given, and there is no interest in becoming too visi-

ble.

Muitas vezes 0 orador é rdpido, como sabes, mas nio
vale a pena estar a interrompé-lo constantemente a
dizer para ir mais devagar porque nds sabemos que
é 0s ossos do oficio e fazemos o que podemos. Mas is
vezes, se for mesmo tio rdpido que é impossivel fa-
zeres o tew trabalho de forma satisfatéria, bates no
vidro e dizes [gesto com a mao direita, palma para
baixo, movimento para cima e para baixo] mais
devagarinho. Sé muito esporadicamente é que tu
fazes isso. Na medida do possivel tentas passar des-
percebido, mesmo que o orador vd a cem a hora.

(AF)

Many times the speaker goes fast, as you know, but
theres no point interrupting him constantly asking
to speak more slowly because we know that this
comes with the job and we do what we can. But
sometimes, if [the speaker] goes so fast that it is im-
possible to do your job ar a satisfactory level, you tap
on the glass pane and say [gesture with right hand,
palm down, up-down movement]| more slowly.
Only occasionally do you do this. You try to go un-
noticed as much as possible, even if the speaker is
going at a hundred kilometres per hour.

What emerges from the interviews is that the ‘slow-down’ gesture is very well-known
(at least amongst this group of professionals) supposedly because the interpreters have
used it or have seen it used at some stage in their career, but that it is actually considered
‘unprofessional’, as it goes against the notion, which seems to be fairly ingrained, of the
invisible interpreter who has to make the best out of every situation without making
‘too much fuss’.

4.5. ‘Discursive’ gestures

Interpreters perceive their own gesture production as being closely related to their
speech production. In other words, they explain their use of hand gestures as a way to
facilitate the organisation of their own discourse and thus better achieve the ultimate
aim of interpreting; successful communication. Though perfectly aware that their gestures
cannot be seen by the audience, many interpreters view them as a resource to increase
the clarity and coherence of their interpretations. This perception is in line with the results
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of studies (Adam and Castro 2013; Zagar Galvao 2015; Chaparro Inzunza 2017) that
show that gestures with a discourse-organising function are among the most frequently
observed forelimb movements in SI.

What is noteworthy is that interpreters reveal an understanding of the fact that gestures
help discourse not only for themselves, by visually signposting the logical sequence of
information and the relations between its various elements, but also for their audience,
because they have a fundamental impact on prosody and natural voice quality (Viaggio
1997: 290). Interpreters thus seem to be intuitively conscious of the tight coordination
between gesture strokes and stressed syllables (Kendon 2004; Galhano Rodrigues 2007).
They report that their hand movements help them impart a more natural intonation
and rhythm to their interpreted speech, as can be seen in the following excerpt:

Table of extracts 9:

Original

Translation

E quando digo estruturacio, nio é sé estruturagio
légica. E estruturagio de entoagio. Se eu fizer trés
coisas, a primeira, a segunda e a terceira [gesto de
enumeraciol, a enfiise jd ld estd, sem que eu tenha
que conscientemente po-la. i ld estd a enfiise, porque
eu estou a fazer o gesto, ¢ 0 gesto obviamente que vai
ter um impacto na palavra. Foi por onde comecamos
eu disse-te que o gesto de estruturacdo facilita a en-
fise correta daquilo que estd a sair. (MS)

And when I say structuring, it is not only logical
structuring. It is structuring of intonation. If I do
three things, the first, the second, and the third [list-
ing gesturel, the emphasis is there already, with no
need for me to consciously place it. The emphasis is
there already, because I am making the gesture and
the gesture obviously has an impact on words. Thats
where we started. I told you that structuring gestures
Jacilitate the correct emphasis of what is being said.

4.6. Modal gestures

An important use of the gestural medium in the booth seems to be to comment on
multiple aspects of the communicative situation. Many interviewees say they use gestures
to express their attitudes towards the speaker’s manner of delivery or the content of the
speech. For example, when interpreters disagree with the speaker’s statements or opinions,
they may use hand gestures and/or facial expressions to convey their attitude of criticism
and dissent to the booth colleague; or they may use gaze and specific facial expressions
when the speaker is particularly boring (of course, if the booth position and the relation

with the booth colleague allow for such behaviour).

Table of extracts 10:

Original

Translation

Também fago gestos feios, confesso. E verdade.
Quando fico zangada, faco. Nio é frequente, ndo é
com todos os colegas, mas fago gestos feios. [Hd] si-
tuagoes em que foi dito algo com o qual discordas
inteiramente e que também por gestos demonstras
[cabega abana, méos abertas, palmas para cimal.

(A0

1 also make foul gestures, I confess. Its true. When I
get mad, [ make them. It doesn’t happen frequently,
nor with all colleagues, but I do make foul gestures.
[There are] situations in which something has been
said with which you disagree completely and you
show this also in your gestures [head shake with
palm up open hands].
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Original

Translation

As vezes, quando dizem coisas que nio me agradam,
sou capaz de fazer aquilo que eu chamo um man-
guito” em miniatura [gesto]. Fazer assim. Mas de-
baixo da mesa. (IB)

Sometimes, when they say something I am not
pleased with, I can make what I call a miniature
forearm jerk [gesture]. Like this. But underneath
the table.

Nés fazemos esses gestos para comentar a situagdo,
comentar o orador. Sou capaz de fazer gestos com os
ombros ou caretas, torcer o nariz, franzir o nariz,
qualquer coisa assim, tenho a certeza que fago isso.

(Ip)

We make these gestures to comment on the situation,
to comment on the speaker. I may make gestures with
my shoulders or make faces, wiggle my nose, crinkle
my nose, or something like that, I'm sure I do that.

Jd expressei desagrado ou impaciéncia ou incom-
preensio relativamente ao orador, gestualmente, com

certeza. (TK)

1 have already expressed in gesture my displeasure or
impatience in relation to the speaker, certainly.

Gestures are also perceived as playing a role in alleviating tension or lightening the
atmosphere in the booth, especially at the end of a tiring and difficult day, as revealed

in the following remarks.

Table of extracts 11:

Original

Translation

Quando a tensio é muita, ou o desinteresse é muito,
ou 0 cansago é muito ou se estd repetir pela enésima
vez aquilo que estd a ser dito desde a manhi ou
desde o primeiro dia da conferéncia, por vezes, por
cumplicidade com o ‘concabin’, eu faco gestos que en
tento ndo deixar passar na voz, para divertir a ca-
bine, a mim prdprio e ao colega. E frequente acon-
tecer quando se estd a trabalhar com colegas que se

conhecam bem. (MS)

When there is a lot of tension, a lot of disinterest, or

fatigue, or you are saying for the umpteenth time
something that has been repeated since that morning
or since the first day of the conference, sometimes,
thanks to the close rapport with my booth partner, I
make gestures, which I try not to show through my
voice, to entertain myself and my colleague. This fre-
quently happens when you're working with col-
leagues you know well.

Ao fim de um dia muito cansativo, quando a pessoa
jd estd mesmo desesperada e jd nio quer fazer nada,
também acho que hd um gesto do desalento. Ou
entdio quando é wma conferéncia muito muito muito
aborrecida em que nio temos nenhuma das condi-
coes que deveriamos ter, acho que isto também passa
através dos gestos que fazemos. (AC)

At the end of a very tiring day, when you are totally
desperate and don'’t feel like going on, I think there's
a gesture of dismay. Or when a conference is very
very very boring and we have none of the working
conditions we should have, I think this can be seen
in the gestures we make.

Two important issues seem to emerge from the above remarks and similar ones in
the data. One is the interpreters’ need to retain their identity in the booth by sometimes
expressing their own comments and attitudes towards what is being said or how it is
being said. Hand gestures and facial expressions combined seem to be one of the preferred
means to satisfy this need. The other is the need to come up with personal coping strategies

4 Manguiro is the name of a common offensive gesture in Portugal. It corresponds to the forearm jerk’
which is believed to have developed from the middle-finger jerk, known as the digitus impudicus in
ancient Rome (Morris et al. 1979: 79-92).
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to deal with the demands of a highly taxing and stressful profession. However, these
strategies can only be used and indeed shared with certain colleagues, which once again
highlights the issue of trust as a fundamental element in SI.

4.7. Gesture as an aid to the cognitive processing of information

Half of the interpreters point out that gestures function as a way to achieve or enhance
concentration. Here the term ‘gesture’ is used rather loosely to also include self-adaptors
(i.e., self-manipulations, such as touching one’s hair) and hetero-adaptors (e.g., manipulating
an object, such as a pen) as well as a specific posture involving the hands and the head,
which is identified as accompanying the need for heightened concentration in particu-
larly complex passages or when fatigue sets in. In these situations, the interpreters eyes
are usually closed, as if to shut out the rest of the world and concentrate only on the
auditory input and speech production, an apparent contradiction with the interpreters’
need for visual input. This ‘concentration’ gesture or posture is vividly described by one
of the interpreters, who recounted an episode in which she had been filmed at work.

Table of extracts 12:

Original

Translation

Notei no video que ew me posicionava tal como estou
a fazer eu agora, a ponta dos dedos na minba testa.
Outra situagio nesse mesmo dia foi fechar os olhos
para me concentrar mais, para acompanhar o dis-
curso. E depois alguns movimentos com as mdos ou
fechar os olhos, concentrar-se levando as maos assim
& testa [gesto com ambas as maos, ponta dos
dedos nas témporas]. (PM)

1 noticed in the video that I would adopt a posture
like the one I have now, my fingertips on my fore-
head. Another behaviour on the same day was to
close my eyes ro concentrate better, to follow the
speech. And then some movements with my hands
or closing my eyes, concentrating by placing my
hands like this, on my forehead [gesture with both
hands, fingertips touching her temples]

Although only few interpreters say that gesturing helps them think and organise
their ideas, this perception is worth reporting given the ample evidence of the close link
between gesture and thought in Gesture Studies literature (McNeill 2000, 2005; Goldin
Meadow 2003) as well as the preliminary finding that in mental SI there is activity in
the area of the brain where hand movements are located (Ahrens ez 2/ 2010). Here are
some excerpts which reveal the interpreters’ view of gesture as facilitative in thought

processing, discourse comprehension, and discourse production.

Table of extracts 13:

Original

Translation

Se calhar nds também usamos as maos para nio nos
perdermos no discurso, ou para nos acompanhar o
nosso pensamento. (AF)

Perhaps we use our hands also as a way not to lose
the thread of discourse, or ro accompany our

thoughts.
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Original

Translation

Quando o orador, ou a oradora, estd a fazer os gestos,
ele estd a raciocinar. Eu vejo os gestos dele. E aquilo
ajuda-me, também, a raciocinar. Porque nds nio
somos mdquinas. E ajuda a raciocinar. Ajuda-me
muito! E uma visualizaco. Eu estou a visualizar a
mdo a meter uma coisa dentro duma caixa. E é
muito mais fiicil dizer. (IB)

When the speaker is making a gesture, he is reason-
ing. I see his gestures. And it helps me reason, too.
Because were not machines. And. it helps my own
reasoning. It helps me a lot! Its a visualisation. I can
visualise a hand putting something inside a box.
And then its much easier to say the words.

Eu anteriormente fazia gestos ao interpretar, penso
que para arrumar as ideias na cabega. (TK)

1 used to make gestures while interpreting, I think,
to order ideas in my head.

To conclude this overview of the cognitive purposes of gesture, it should be noted
that one of these potential purposes, i.e., lexical retrieval, is underrepresented in the
data. The reason may be that the ability to quickly retrieve the right words, phrases and
structures from memory is an essential part of interpreters’ professional practice and
therefore interpreters are not very likely to be ‘at a loss for words” and, when they are,
they have other coping strategies.

4.8. Contextual factors affecting gesture production

Besides the position of the booth in relation to the audience and the degree of
familiarity with the booth colleague, which have already been mentioned as factors that
can foster or hinder gesture production, the most significant factors that are perceived
as having an effect on interpreters’ gestural behaviour are the speaker’s presentation style,
the audience’s language and culture, directionality, and the topic of the speech.

Not surprisingly, the speaker’s delivery style is considered a key factor. Speakers who
are ‘expressive’, gesturally and vocally, are perceived as eliciting a similar ‘style’ in

interpreters.

Table of extracts 14:

Original

Translation

De uma maneira geral, sigo o orador. Se tiver um
orador muito expansivo, tenho também tendéncia a
que isso se reflita nio s6 na maneira como estou a

falar mas também na minha gestualidade. (CF)

As a general rule, I follow the speaker. If the speaker
is very communicative, I too have a tendency to ler
it be reflected not only in the way I speak but also in
my gestures.

E, principalmente, se for um orador que, ele préprio,
seja uma pessoa muito expressiva, em termos gestuais,
eu tenho alguma tendéncia a deixar-me guiar pelo
orador. Pelos gestos do orador. (JG)

And especially if its a speaker who is himself a very
expressive person, in gestural terms, I have a ten-
dency to let myself be guided by the speaker. By the

speaker’s gestures.

Vai depender muito do tipo do orador que temos pela
ﬁ'ente, pe‘/a menos comigo assim se passa. Ou seja, se
for um orador que fala calmamente, normalmente,
a tendéncia é ficar serena, falar em tom de voz pau-
sado, e os gestos sio gestos normais de uma pessoa que

fala, e mais nada. (LF)

1t depends a lot on the type of speaker we get, at least
in my case thats what happens. In other words, if
its someone who speaks calmly, normally, my ten-

dency is to keep calm, to speak at a regular rhythm,

and my gestures are the normal gestures of someone
who is talking, and nothing more.
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Original

Translation

Portanto, sim, tal como em tudo o resto, eu uso o

orador como guia. (MS)

So, yes, as with everything else, I use the speaker as
my guide.

Quer dizer, se for um orador que estd animado, que
estd a imprimir wma certa dindmica & sua interven-
¢do, que recorre a gestos, que se movimenta um
pouco no palco, eu penso que isso faz com que os in-
térpretes também deem algum maior dinamismo a

Thats to say, if the speaker is someone enthusiastic,
who puts some energy into his presentation, who re-
sorts to gestures, who moves around on stage, I think
the consequence is that the interpreters also put more
energy into their interpretation.

interpretagio. (MC)

Finally, a general feeling among the interviewees is that they gesture more when
interpreting into their A language, which may suggest that directionality plays a part in
interpreters’ gestural behaviour. The explanation provided is both cognitive and
emotional. A higher degree of concentration coupled with increased levels of stress and
insecurity when the direction of interpreting is into B are perceived as resulting into a
stiffer body posture, less natural speech production and, as a consequence, fewer co-speech
gestures. Some interpreters go as far as explaining this phenomenon in terms of their
information processing capacity, i.c., they believe they make more cognitive effort to
produce a good quality interpretation into their B language, which in turn may hinder
natural body movements. Such intuition would certainly be worth exploring.

4.9. Relation between speakers’ gestures and interpreters’ gestures and speech

As was probably to be expected, given the importance attached to visual input in SI
as professional practice, interviewees are unanimous in asserting that speakers’ gestures
and facial expressions can sometimes help them understand speech and can even be
essential elements for disambiguating words or providing clues for accurately decoding

specific speech segments. This perception is revealed in the following excerpts:

Table of extracts 15:

Original

Translation

Agora o que eu digo é que um orador que usa ges-
tualidade ajuda o intérprete, ou nio sé o intérprete,
ajuda toda a gente a compreender melhor a sua

mensagem. (CF)

Now what I'm saying is that a speaker who uses ges-
tures helps the interpreter, or rather not only the in-
terpreter, he helps everyone better understand his
message.

Eu vejo os gestos [do orador]. E aquilo ajuda-me. E
ajuda, inclusivamente, a sabermos em que direio é
que ele vai. Porque is vezes nio compreendemos bem
0 que é que ele quer dizer. Mas com os gestos dele,
nds somos capazes de ld chegar com mais facilidade.
(IB)

1 see the speaker’s gestures. And it helps me. And it
helps me also to understand where he is headed. Be-
cause sometimes we don’t fully understand what he
wants to say. But through his gestures we can figure
it out more easily.
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Original

Translation

Jd aconteceu ter oradores que dizem uma coisa que
parece profundissima e tristissima e o gesto das mdos
e 0 olhar e a expressio desmentem absolutamente e
aqm’lo se torna uma coisa irénica. Se tu nio vés isso,
ndo consegues transmitir a ndo ser a frase que ele
disse, mas ndo consegues transmitir a ideia verda-
deira, interpretar realmente o que ele estava ali a

Tve had speakers who say something which seems ex-

tremely profound and extremely sad, and their hand
gestures, their look and their expression are in com-

plete opposition, and it all becomes very ironic. If
you don’t see all this, you can only convey the sentence

he said, but you cannot convey the true idea, you

cannot really interpret what he was saying.

dizer. (LF)

Another relevant theme in this category is “gestural mimicry” (Kimbara 2006), which
includes references to the interpreters’ perception that they are actually moving their
hands in ways that are very similar to the speaker’s gestures. Interviewees describe this
behaviour as infrequent and involuntary. In other words, they claim they do not intend
to imitate the speaker’s gestures and only seem to become aware that they have done so
after it has happened. The Portuguese expressions used to report this experience, such
as ‘dou comigo a (I find myself [doing] ...), ‘apercebo-me que’ (I realize), ‘reparei’ (I
noticed), all convey the idea that interpreters become aware of their imitation a posteriori,
as if observing themselves from the outside. Sometimes, this perception is confirmed
by external observers, as some of the interpreters mention having been told by conference
participants or speakers that their gestures in the booth follow the speaker’s movements
quite closely. The respondents provide various explanations for this perceived behaviour,
such as: the interpreter is ‘in sync’ or ‘in tune’ with the speaker; gestures help convey
the speaker’s message; discourse-structuring gestures by the speaker are reflected in similar
discourse-structuring gestures by the interpreter; the interpreter tends to imitate the
speaker’s style of delivery. Two potential explanations seem particularly interesting. One
highlights the cognitive dimension of gestures in SI by suggesting that mirror neurons
may be partly responsible for mimicry (excerpt by IP below). The other stresses the
social/pragmatic dimension of gestures by relating gestural mimicry to the interpreters’
opportunity to express their own voice through the speakers’ voice. In other words,
there is more potential for gestural mimicry when interpreters feel that they can make
their own views heard through the speaker they are interpreting and they can thus
momentarily ‘escape’ their invisible role as mere go-betweens. Some of these ideas are
present in the excerpts below.

Table of extracts 16:

Original

Translation

Quando o orador gesticula, eu dou comigo, as vezes,
a imitar os gestos dele, ou dela. O que significa que
hd wma perfeita sintonia entre o orador e eu. (MA)

When the speaker gesticulates, I sometimes catch my-
self imitating his or her gestures. Which means that
there’s perfect harmony between the speaker and me.

Pensei exatamente isso, porque é que eu fago os mes-
mos gestos que ele faz ou que ela faz. Porque isso me
ajuda a transmitir a ideia que estd a transmitir.
(LF)

1 thought about that precisely; why do I make the
same gestures he or she makes. Because it helps me
convey the idea they are conveying.
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Original

Translation

As vezes tens consciéncia que estds a interpretar e de
repente reparas que estds a fazer um gesto e olhas
para o orador e o orador estd a fazer o gesto que tu
estds a fazer também. Nio te sei dizer qual foi a si-
tuagdo especifica, mas sei ld para exemplificar qual-
quer coisa provavelmente. O orador diz: Temos uma
coisa em cima [gesto], depois temos outra em baixo
[gesto]. Ou temos aqui um primeiro nivel e aqui
um segundo nivel. (AF)

Sometimes you’re interpreting and you realize, you
suddenly notice that you're making a gesture and you
look at the speaker and the speaker is making the
same gesture you're making. I cannot tell you the spe-
cific occasion in which it happened, but probably to
exemplify something. The speaker says, we have
something up there [gesturel, then we have some-
thing down here [gesture]. Or we have a first level
here and a second level here.

Quando eu gosto muito [de um discurso] dou co-
migo a fazer os gestos do orador; ndo sio tantas vezes
assim que tu, enquanto intérprete, tens a oportuni-
dade de ter uma voz, nunca tens a tua voz. (AC)

When I really like [a speech] I catch myself making
the speaker’s gestures; as an interpreter, you don’t
have many opportunities to have a voice, you never
have your voice.

Naio sei se os neurdnios espelho funcionam ai. Mas é
possivel, nio é? Agora é possivel que, uma vez que
estamos a dizer a mesma coisa, supostamente, haja
uma dimensio e uma percentagem de gestos que
sejam coincidentes, julgo que sim. Mas nunca me
pus fora de mim a analisar isso. (IP)

1 don’t know if its mirror neurons at work in this
case. But it possible, isnt it? Now it’s possible that,
since we are saying the same thing, supposedly, there
is a dimension and a percentage of gestures that co-
incide, I believe there is. But I've never observed my-

self from the outside and analysed this.

5. CONCLUDING REMARKS

The thematic analysis of the interviews reveals that gestures do lend interpreters a
helping hand. This notion is reflected in the interpreters’ perception of gestures (and
prosody) as a personal and cultural resource that contributes to the pragmatic, interactional,
and cognitive dimensions of SI as a socio-professional activity. Such a view of gestures
as ‘facilitative’ comprises considerations of their compensatory function when interpreters
feel the need to adapt their target speech to what are believed to be the users’ preferences.
Gestures are thus perceived as helping interpreters who work into European Portuguese
achieve a prosodically more varied and generally more natural rendition of the source
speech. Clearly this view is linked to issues of quality and the interpreter’s role. Are
interpreters entitled to sometimes animate a flat and boring speech for the sake of
keeping their listeners interested and remaining alert in the booth, as suggested in some
of the interviews? Is gesturing one of the survival strategies (Monacelli 2009) interpreters
use?

Most of the interpreters interviewed showed an awareness of their gestural modality,
which was sometimes qualified as more ‘profuse’ than that of ‘northern speakers’. They
also revealed an awareness of the relativity of these very statements on culture and therefore
of the importance of personal, idiosyncratic factors as well as contextual and situational
factors in assessing their use of gesture (quantity and type). These reflections helped
them find and opt for what they considered the best strategy in the booth, that is, the
strategy to best achieve the goal of effective communication in a certain setting. This
strategy seems to depend on a trade-off between social and pragmatic factors and personal
preferences.
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The interviewees seem to be aware of the fact that they can use co-speech gestures as
an additional resource. After many years of experience, they are used to observing themselves
and/or their colleagues from a distance and they have formulated an informed opinion
on their reasons for using or not using the gestural modality. This reflection and deduction
process leading to the choice of the most adequate strategy seems to be a feature shared
by expert interpreters, possibly distinguishing them from trainees (cf. Stachowiak-Szymczak
2019: 85-129)

'The analysis also reveals two different perceptions on gestures crosscutting the various
categories. The dominant one is that the gestural modality, viewed in conjunction with
speech and prosody, constitutes one of the resources interpreters have at their disposal
to help them deliver their professional service. Within this perception, gestures are regarded
as facilitative (Gullberg 1998:65-70) for both interpreter and users. The other perception,
which is much less frequent in the data but is nonetheless relevant in view of possible
further investigations, considers gestures as non-facilitative but rather as having a potentially
negative effect on interpreters’ performance as well as on the professional image conference
interpreters are supposed to project. As this latter view is upheld almost exclusively by
interviewees who attended conference interpreting courses in Portugal in the 1990s and
2000s, it may have been influenced by prescriptive notions about gesture use acquired
during their formal interpreter education. A systematic investigation of the differences
in gesture perception and use between formally trained and field-trained interpreters
would be needed to confirm this hypothesis. The analysis of the data, however, seems to
point to two main reasons for interpreters to advocate an extremely controlled and
moderate use of gestures: a cognitive reason and a socio-professional reason. The
cognitive argument advocates that when interpreters gesture, they are using part of their
brain capacity, which should be devoted entirely to the tasks of actively listening to the
source text, analysing it, and then producing the target text (very simplistically put, of
course). According to the interpreters upholding this view, precious information processing
capacity (Gile 2009; Alonso Bacigalupe 2009) is ‘dispersed’ through gestures, with a
consequent lowering of concentration levels and the risk of committing inaccuracies.
The socio-professional argument is that when interpreters move their hands too profusely,
they attract attention to themselves (in SI this obviously depends on the booth position),
something that interpreters are told is not at all desirable. It seems that the two stances
complement each other: the need for the simultaneous interpreter to behave as incon-
spicuously as possible is justified by a supposedly cognitive argument. In reality, there
is no conclusive evidence that warrants the validity of assertions that gestures jeopardize
interpreters’ concentration and processing capacity. Indeed, co-speech gestures have
been shown to play a role in thinking-for-speaking (McNeill 2000), to have a positive
effect on verbal working memory and visuo-spatial working memory (Kita 2000; Goldin
Meadow et al. 2001; Wagner Cook ez al. 2004), as well as to relieve the burden of cognitive
load when the same propositional content is expressed in speech and gesture at the same
time (Wagner Cook ez a/. 2004). Admittedly, these findings cannot be readily extended to
gesture use in SI, but this conflicting perception of gesture use clearly points to the need
for a deeper reflection on the role of gesture in conference interpreter education and
professional discourse. One of the aims of any interpreting programme should be to help
future professionals become aware of the various communicative and cognitive resources

141



Making Sense of Gestures in Simultaneous Interpreting: the Insiders’ View

at their disposal, as well as to encourage them to shape their interpreting style on the
basis of their personal characteristics. In the current global health crisis and the consequent
rise in the use of Remote Interpreting, the whole interpreting community has become
acutely aware of what it means to be ‘stripped’ of one’s physical body, as it were, and to
exist only as a voice in cyberspace and, at best, a little blurry square on someone’s
computer screen. Maybe for the very first time, all professionals are feeling the burden
of ‘disembodied’ practice much more acutely and are therefore more alert to the deeply
multimodal nature of their craft. It is essential, therefore, that more research be focussed
on issues pertaining to such multimodal landscape (or lack thereof), where gesture definitely
plays a role.
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Annex

Original interview script

1.1.

Tema Geral: percecio dos préprios gestos e em geral do préprio corpo em cabine.
(Gesture production)

Subtema: De um modo geral, qual é a sua postura corporal quando estd a interpretar
em cabine? (depende de qué? Como gosta de se posicionar na cabine?)

1.2. Alguma vez reparou ou alguém lhe disse que faz gestos com as maos ou com a

1.3.

1.4.

1.5.

1.6.

2.

2.1.
2.2
2.3.

2.4.

3.
3.1

4.1.
4.2.

cabeca ou determinadas expressoes faciais enquanto estd a interpretar?

(se a resposta for nio) E quando fala normalmente, faz gestos? (Se a resposta for
sim) Pode falar sobre os gestos que faz?

Nota alguma diferenca quando estd a interpretar para a sua lingua A ou para a
sua lingua B?

Como comunica com o/a colega de cabine enquanto estd a interpretar? E com
alguém fora da cabine?

Alguma vez lhe disseram para nio fazer gestos ou para limitar a utilizagio de gestos
enquanto estd a interpretar (em cabine ou em outras situagdes)? Em que situagoes?
Foi-lhe dada alguma razio para tal pedido?

Tema Geral: percecio dos gestos do orador. (Gesture comprehension)

Os oradores fazem gestos?

Tem preferéncia por um determinado tipo de orador?

Alguma vez achou que os gestos do orador a ajudaram a apreender melhor o
sentido do discurso? (Costuma olhar sempre para o orador?)

J4 se encontrou numa situagio em que o orador nio estava visivel ou estava menos
visivel. Considera que isso a influenciou?

Relagio entre os gestos do intérprete e os do orador.

.Acha que hd alguma relagio entre os seus gestos e os gestos do orador? Nota

alguma diferenca nos seus gestos dependendo do tipo de orador?
Dados biogréficos e profissionais.
Como ¢ que se tornou intérprete?

H4 quanto tempo exerce a profissio

Quer acrescentar alguma coisa ou fazer alguma pergunta?

.Chegamos ao fim da nossa conversa. Queria agradecer-lhe a amabilidade e

isponibilidade e dizer que, se tiver interesse em receber os resultados do estudo,
d bilidade e dizer q t t b Itados do estud
poderei facultd-los logo que a tese estiver pronta.
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CAPITULO VII

«Immedesimarsi nel testo quando meno te lo aspetti»'.

Traducir del inglés al italiano con banda sonora

Beatriz Naranjo Sdnchez
Universidad de Murcia

1. INTRODUCCION

La musica es un poderoso estimulo que puede ejercer una fuerte influencia sobre la
mente humana. Desde la psicologia, se ha demostrado que ciertos tipos de musica pue-
den llevar a una mejora del rendimiento en el entorno laboral (Ricci Bitti ez a/. 2004:
240). En este sentido, se ha descubierto que los beneficios de la musica a nivel cognitivo
pasan con frecuencia por el filtro de las emociones. Gracias a sus particulares caracterfs-
ticas acusticas, la musica es capaz de provocar cambios en los niveles de activacién neu-
rofisiolégica (arousal) asociados a distintos tipos de reacciones emocionales. Sin embargo,
la musica tiene la particularidad de ser un objeto artistico y, por lo tanto, no puede con-
cebirse como un estimulo emocional ordinario. Més alld de actuar como una especie de
interruptor de encendido y apagado de emociones, su naturaleza estética es capaz de
provocar una experiencia emocional rica en matices y muy distinta a la que pueden pro-
porcionar otro tipo de estimulos.

Concretamente, en el contexto de la traduccién, es posible que los efectos estéticos
de la escucha musical se manifiesten a través del fenémeno de la absorcién narrativa,
por el cual la musica podria ayudar al traductor a sumergirse en el mundo narrado en
el texto de origen a través de la imaginacién y las emociones. De hecho, una serie de es-
tudios realizados por Naranjo Sdnchez (2018, 2020a) han examinado el impacto de es-
timulos musicales representativos de felicidad y tristeza, asi como la influencia de la
transportacién musical al mundo narrativo en el producto de traduccién. Los resultados
en cuanto a la calidad de la traduccién resultaron concluyentes en la condicién de pre-
sencia de musica triste pero no con la musica feliz, lo que apunta a un beneficio de la
musica triste para la creatividad traductiva y un perjuicio para la correccién lingiiistica

1 En italiano immedesimarsi significa identificarse o conectar intimamente con las experiencias psi-
colégicas y emotivas del otro. Esta cita hace referencia a la respuesta de uno de los participantes de
este estudio quien afirmaba que traducir con musica le habia llevado a «immedesimarsi» en el texto
cuando menos se lo esperaba.
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(véase Naranjo Sdnchez 2018). Recientemente, el estudio realizado por Naranjo y Rojo
(2020) ha arrojado algo mds de luz sobre dicha influencia positiva de la musica sobre la
creatividad que parece deberse a la congruencia afectivo-situacional entre musica y texto
y, posiblemente, a los mayores niveles de empatfa experimentados por los traductores
cuando la emocién representada en la musica es congruente con la del texto. Sin em-
bargo, en este tltimo trabajo, que utiliza los mismos estimulos con una muestra diferente
de participantes, solo se pudo corroborar el beneficio de la presencia de musica triste
frente a traducir en silencio con el dato descriptivo de las medias obtenidas en creativi-
dad, que las autoras sefialan como una posible tendencia estadistica, basindose en la
curva de la gréfica obtenida. Sin embargo, dicha tendencia potencial habria de confir-
marse ampliando el nimero de participantes de la muestra y, en cualquier caso, resulta
aun cuestionable si el beneficio de traducir con misica frente a traducir en silencio es
realmente tan grande como para compensar verdaderamente a los traductores en tér-
minos de coste-beneficio, especialmente si no estdn acostumbrados a hacerlo.

No obstante, existe evidencia en la literatura previa sobre los efectos positivos que
una buena seleccién de musica de fondo puede tener para la eficiencia y productividad
en el entorno de trabajo (Ricci Bitti er /. 2004), asi como sobre la influencia favorable
de la congruencia musical en operaciones cognitivas estrechamente relacionadas con la
traduccién, como las tareas de asociacién verbal (de I'Etoile 2002, Nguyen y Scharff
2003, Costa 2012). Teniendo en cuenta, ademds, que, en todos los estudios sobre los
efectos de la musica en traduccidn, la mayorfa de los participantes valoré como positiva
e incluso placentera la experiencia de traducir con musica (véase Naranjo Sdnchez 2018,
2020; Naranjo y Rojo, 2020), parece legitimo seguir insistiendo en la bisqueda de po-
sibles beneficios de la musica para la calidad del producto de traduccién. Considerando
que los estudios citados anteriormente se han realizado siempre con la combinacién lin-
gliistica inglés-espafol, en este capitulo presentamos algunos resultados adicionales ob-
tenidos al replicar la metodologfa empleada en Naranjo Sdnchez (2018) con el par de
lenguas inglés-italiano.

Para ello, en primer lugar, detallaremos el proceso de seleccion y validacién de ma-
teriales para este estudio, consistentes en dos textos de partida de valencia emocional
opuesta (felicidad y tristeza) y dos bandas sonoras emocionalmente congruentes. Este
proceso incluye un estudio en el que, mediante un test psicométrico, se examiné la ca-
pacidad de la musica frente al silencio de potenciar la sensacién de absorcién o trans-
portacién narrativa durante la lectura de ambos textos. En segundo lugar, se dardn a co-
nocer los resultados obtenidos en el estudio central de este trabajo, en el que se evaluaron
los efectos de dichas bandas sonoras sobre la calidad y creatividad en una tarea de tra-
duccién con la combinacién lingiiistica inglés-italiano.

2. TRADUCCIONES QUE «SUENAN» MEJOR CON MUSICA. ;ES POSIBLE?

La influencia que puede ejercer la musica sobre la psique humana resulta hoy en dia
una premisa bdsica con aceptacién universal dentro de la comunidad cientifica. Desde
un punto de vista actstico, la masica no es mds que un conjunto de sonidos ordenados,
por tanto, cabe preguntarse cémo es capaz de provocar efectos tan poderosos en nuestra
mente. Algunas propiedades estructurales de las melodias como el tempo, el modo, la
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intensidad y la armonia parecen jugar un papel significativo en las emociones producidas
en los oyentes (véase Juslin y Sloboda 2010). Ademds, a nivel neurofisiolégico, se ha
demostrado cémo la musica es capaz de inducir emociones provocando efectos en la mo-
tivacién, los sistemas de recompensa y el placer, as{ como los niveles de estrés (Chanda
y Levitin 2013). No obstante, existe otra caracteristica esencial de la musica que también
puede ser, en gran medida, responsable de estas reacciones: estd producida por y dirigida
a seres humanos. Por tanto, mds alld de sus propiedades fisico-acusticas, que le permiten
actuar como inductora de emociones, la musica estd dotada de una cualidad artistica
que posibilita una verdadera experiencia estética. De hecho, algunos autores han defen-
dido que la musica produce emociones diferentes a las emociones ordinarias como la
iray el asco. En este sentido, la investigacién sobre las emociones musicales (Zentner ez
al. 2008) destaca emociones como la trascendencia, la paz y la fascinacién, que son di-
ficiles de provocar por otros estimulos emocionales sin valor artistico.

Estas cualidades artisticas confieren a la musica un potencial extraordinario que puede
llevar al individuo a experimentar un estado psicoldgico especial caracterizado por la sen-
sacién de ser «transportado» a otra realidad, lo que se conoce en la literatura como «trans-
portacién» o «implicacién narrativar, del inglés «narrative engagemens» (Green y Brock
2000). En los siguientes apartados, explicaremos c6mo este fenémeno, fomentado por
la presencia de musica, puede potencialmente afectar al traductor y a la calidad final de
su trabajo.

2.1. Sumergirse en el texto de partida a través de la misica

Procesos tan cotidianos como los suefos, la fantasia o los recuerdos tienen en comuin
que nos permiten transportarnos a otras realidades distintas al mundo fisico que nos
rodea en el momento presente; al igual que las obras de arte, como los cuadros y las no-
velas, que también nos invitan a realizar un viaje mental a un mundo ficticio. La clave
para poder transportarnos o sumergirnos en ellos reside en nuestra capacidad para de-
jarnos llevar a la realidad imaginaria a la que nos exponemos, sin cuestionarnos la vera-
cidad de los escenarios que se nos presentan, fenémeno conocido como «suspensién de
la incredulidad» (Coleridge 1817, Wolf 2007).

Al mismo tiempo, a la musica instrumental, por sus caracteristicas expresivas en cuan-
to a ritmo, movimiento y suspense, se le atribuye un «potencial narrativo» que es per-
cibido y experimentado especialmente en la cultura occidental (véase Lavy 2001). Esto
quiere decir que, al escuchar una pieza musical, el oyente a veces tiende a descubrir en
la musica un hilo narrativo, como si la propia melodia fuera contando una historia. A
este fendmeno experiencial se le ha denominado «auditory transportation» (Leizerovici
2014), ya que el oyente se deja «transportar» a través de la musica a un mundo ficticio
paralelo. La vivencia de esta experiencia por los sujetos ha sido demostrada empirica-
mente cuando la musica acttia como complemento de un producto audiovisual (p.ej.,
la banda sonora de una pelicula), pero también cuando la musica se escucha sin condi-
cionamiento visual. Esto es debido a que la propia musica per se fomenta la capacidad
de visualizacion, es decir, permite completar la experiencia estética con imdgenes produ-
cidas por la mente del propio sujeto. Ademds, segin el estudio de Leizerovici, la transpor-
tacién musical parece también estar estrechamente relacionada con el pensamiento intros-
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pectivo. En su experimento, se pedia a los participantes que volcasen sus pensamientos
sobre el papel mientras escuchaban musica instrumental. Dichos pensamientos fueron
posteriormente clasificados en dos categorias, dependiendo de si contenfan pensamientos
centrados en el yo (self-focused thoughts) o en otras personas (other-focused thoughts). Ante
la ausencia de estimulo visual, se pudo comprobar cémo la musica suscitaba un patrén
de pensamiento de tipo mds introspectivo en el que el oyente era el protagonista de su
propia historia.

Finalmente, en cuanto a la relacién entre musica, lectura e implicacién narrativa, al-
gunos estudios de corte experimental han tratado de determinar si las bandas sonoras
pueden contribuir a enriquecer la experiencia de lectura aumentando los niveles de im-
plicacién narrativa. Holenderski y Hu (2013) utilizaron relatos cortos en formato e-books
y bandas sonoras de gran intensidad emocional («dramatic soundtracks») extraidas de di-
ferentes peliculas con el objetivo de comprobar si leer con musica podia conducir a una
mayor transportacién narrativa en los lectores. Tanto la representatividad emocional de
los textos como la congruencia entre la musica y los relatos se determing siguiendo un
criterio subjetivo e intuitivo. Los autores compararon la experiencia de lectura con mu-
sica y sin musica midiendo los niveles de transportacién narrativa y la capacidad de vi-
sualizacién a través de un cuestionario retrospectivo, pero no encontraron diferencias
significativas. Esta falta de resultados favorables se atribuye en parte a la discontinuidad
de la pista sonora, que albergaba silencios intercalados y cambios bruscos de volumen, lo
que causaba desconcierto en los participantes, sacdndoles de la historia. Ademds, los resul-
tados enfatizan la importancia de permitir a los lectores cierto control sobre los estimulos
musicales, ddndoles la posibilidad de elegir cudndo y a qué volumen desean escuchar la
musica. En el estudio que presentamos aqui se han intentado solventar estos potenciales
inconvenientes del estudio de Holenderski y Hu a través de un exhaustivo proceso de
validacién que explicamos en la seccién 3.

2.2. La relacién entre musica, transportacién y visualizacién, y sus efectos en la
traducciéon

La literatura previa apunta a que el fenémeno de la transportacién narrativa se pro-
duce fundamentalmente a través del filtro de la imaginacién y las emociones. Asi, por
una parte, la transportacién narrativa es posible gracias a la capacidad de visualizacién
del mundo narrado y, por otra, a la capacidad de empatia o identificacién emocional
con los personajes y situaciones (Green y Brock 2000, Juslin y Vistfjdll 2008, De Graaf
et al. 2009, Vroegh 2012, Leizerovici 2014). Podemos asumir, por tanto, que traducir
con musica podria aumentar la capacidad de visualizar y de empatizar con el contenido
del texto origen. Ahora bien, cabria preguntarse: ;qué efecto puede tener esto en la ca-
lidad final del producto? En el dmbito de los estudios del proceso de traduccién, o TPR,
podemos encontrar trabajos que ya han arrojado algo de luz con respecto al papel de la
imaginacién y las emociones en traduccién y que nos pueden ayudar a predecir posibles
efectos de la escucha musical en este dmbito:

De forma andloga a lo que ocurria en el contexto musical, donde hemos explicado
c6mo la visualizacién podia contribuir a dar sentido a lo que nos narra la musica, la vi-
sualizacién también ha sido sefialada como un mecanismo que ayuda a entender lo que
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nos cuenta un texto. Por tanto, puede constituir también un elemento importante para
la traduccién durante los procesos de decodificacién de significado. Martin de Leén y
Witte (1998) senalan la imaginacién (representacién mental de imdgenes) como un ele-
mento fundamental para resolver problemas de traduccién. Segtn las autoras, dichas
imdgenes o escenas pueden aparecer de forma no consciente ni totalmente nitida en la
mente del traductor, pero pueden contribuir a dar sentido global a la realidad represen-
tada en el texto (Martin de Leén y Witte 1998: 557). Afios mds tarde, KufSmaul (2000a,
2005) sefala la visualizacién como elemento determinante de la creatividad en traduc-
cién, al observar cambios con respecto al original en forma, por ejemplo, de modula-
ciones y transposiciones, cuando el texto iba acompafiado de imdgenes. Estos autores
asocian la operacidn creativa en traduccién con la semdntica de esquemas, también co-
nocida como semdntica de marcos (frames) (véase Fillmore 1977), teoria de la lingiiistica
cognitiva estrechamente relacionada con los procesos de visualizacién. La relevancia de
esta teorfa en el dmbito de la traduccién recae en el componente cultural que poseen
frecuentemente las escenas:

(...) pueden ser mds o menos estereotipadas, mds o menos conscientes, mds
o menos fugaces, pero siempre estdn marcadas por cierta especificidad cul-
tural, pues nuestra cultura determina en buena medida el modo en que
percibimos e imaginamos el mundo (Martin de Ledn y Witte 1998: 555).

En términos de la semdntica de marcos, la lectura en traduccién supondria la deco-
dificacién lingiiistica del texto origen y sus elementos verbales (marcos), a través de la
representacion mental (escena) del conocimiento enciclopédico o semdntico asociado a
los componentes lingiiisticos del texto. La operacién cognitiva de transferencia entre el
texto de partida y el texto meta consistirfa en encontrar en la lengua receptora un marco
adecuado que exprese la escena del original. Asi, la creatividad traductiva consistirfa en
realizar una seleccién o enfatizacién de los elementos de una escena distinta a la del
texto origen.

Sin embargo, es posible que los movimientos creativos en traduccién no solo apa-
rezcan a rafz de las diferencias culturales con respecto al original y los esfuerzos del tra-
ductor por mantener el skopos del original en el texto meta, sino que ademds podrian
deberse a las diferencias individuales en los procesos de construccién de imdgenes men-
tales. En este sentido, en un trabajo reciente, Martin de Le6n (2017a) revela que los
distintos perfiles de visualizacién de los traductores pueden influir en la calidad de las
traducciones cuando se enfrentan a distintos tipos de descripciones, dependiendo de si
se centran en detalles, conceptos abstractos o relaciones espaciales. Por tanto, por una
parte, si autor original y traductor poseen distintos perfiles cognitivo-visuales, es posible
que el traductor, al decodificar imdgenes a partir del texto, seleccione aspectos del objeto
representado distintos a los seleccionados por el autor y lo refleje asi en la traduccién;
por otra parte, dos traductores con perfiles distintos pueden también adoptar soluciones
distintas entre si y, por tanto, creativas.

Basdndonos en los hallazgos anteriormente sefialados, en trabajos recientes ya explora-
mos los efectos de la transportacién narrativa con y sin musica (Naranjo Sdnchez 2019,
2020ay 2020b). En dichos trabajos, pudimos comprobar que, si bien el test de transpor-
tacién narrativa no consiguié arrojar resultados concluyentes para las hipdtesis planteadas,
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los resultados si revelan diferencias significativas en términos de visualizacién. De hecho,
en nuestro segundo estudio, los traductores fueron capaces de visualizar en mayor me-
dida cuando tradujeron con musica que cuando lo hicieron en silencio. Ademis, se en-
contré una correlacién directa entre la imaginacién y las puntuaciones de correccién
lingiiistica, lo que indica que los participantes que habian conseguido unos niveles més
altos de visualizacién habfan cometido menos errores semdnticos, gramaticales y orto-
tipogréficos al traducir. Por tltimo, en los cuestionarios ad hoc los participantes sefialan
ademds haber experimentado un mayor impacto emocional en la tarea con musica que
en silencio.

En este trabajo, por tanto, trataremos de replicar la metodologia de los estudios an-
teriores con la combinacién lingiiistica inglés-italiano para comprobar si se obtienen
efectos similares.

3. EsTUuDIO 0. VALIDACION

Dadas las restricciones de tipo procedimental de este tipo de estudios, asi como las
limitaciones de potencia estadistica inherentes a este trabajo en concreto, este primer
estudio tiene como propésito llevar a cabo una seleccién de materiales que nos garan-
ticen, por una parte, un control de variables lo mds riguroso posible y, por otra, la ca-
pacidad de provocar un impacto lo suficientemente potente como para poder apreciar y
medir los efectos que buscamos. En este caso, es necesario tener en cuenta que, para
nuestro estudio, contamos con dos fuentes externas de estimulos a los que pretendemos
someter a los sujetos durante la tarea de traduccidn: el input emocional de los textos y
el de la musica. Este estudio consta de cuatro fases: 1) seleccién de textos, 2) seleccién
de musica, 3) emparejamiento textos-musica, 4) validacién de potencial estético-trans-
portativo de la combinacién textos-musica.

3.1. Seleccién de textos

Se seleccionaron dos fragmentos literarios de narrativa contempordnea en inglés que
representaban escenas de felicidad y tristeza. El primer problema que nos encontramos
es que existe una gran variedad de situaciones narradas que podrian englobarse bajo la
etiqueta de estas dos emociones bésicas. Asi, mientras que la alegria puede representarse
mediante una escena de amor, reencuentro o triunfo, la tristeza puede asociarse con mo-
mentos como una separacién, una decepcién amorosa o muerte, y cada una de ellas al-
berga matices emocionales distintos. Cada uno de estos matices emocionales puede dar
lugar a un mayor o menor impacto emocional o, dicho de otra forma, cada una de estas
escenas tiene un «potencial emotivo» o «conmovedor» distinto. Por tanto, para confirmar
que nuestra seleccién de escenas tenfan un alto potencial emotivo, utilizamos también
como criterio de filtraje las conclusiones del trabajo de Kuehnast ez 2. (2014), quienes
llevan a cabo un estudio en el que se presenta a un grupo de sujetos una serie de escenas
de ficcién de diferentes emociones y concluyen que las situaciones en las que los sujetos
se sintieron emocionalmente més conmovidos eran sucesos asociados con las relaciones
interpersonales y experiencias de vida significativas, entre las que destacan la muerte,
los nacimientos, el matrimonio, las separaciones y los reencuentros. En nuestro caso,
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seleccionamos la muerte como escena representativa de tristeza y una escena de enamo-
ramiento como representativa de la felicidad. Para la escena de felicidad, decidimos ex-
cluir ciertas situaciones como los nacimientos, dado que nuestro propésito es favorecer
lo mdximo posible la identificacién del traductor con el texto y, teniendo en cuenta la
edad media de nuestros participantes, creemos que es menos probable que hayan tenido
aln acceso a ciertas experiencias de vida.

A continuacidn, los fragmentos fueron manipulados para que ambos textos fueran
lo mas homogéneos posible en cuanto a extensién y grado de dificultad para traducir.
Esta seleccién primaria fue sometida a una serie de filtros mds rigurosos para asegurar
tanto su nivel de complejidad como su potencial emocional.

Por una parte, el nivel de complejidad se determiné de acuerdo con los siguientes
criterios: 1) dificultad lectora (o readability) y 2) dificultad traductiva. Para el primero,
los textos fueron sometidos a tres test automdticos: el Flesh-Kincrad readability test, que
asigna a los textos un nivel de dificultad numérico basindose en un célculo sobre el nu-
mero de silabas, palabras y oraciones contenidas; y las plataformas read-o-meter y Readtime
(lectura en voz alta), que calculan el tiempo aproximado que se tarda en leer un texto
tomando como referencia la velocidad de lectura de un lector adulto medio (200 pala-
bras por minuto). Para el criterio de dificultad traductiva, los textos fueron manipulados
para obtener una proporcién andloga de unidades de traduccién rutinarias y creativas
(en términos de Bayer-Hohenwarter 2011a: 672) en la combinacién inglés-italiano. A
pesar de ello, somos conscientes de que la creatividad puede aparecer realmente en cual-
quier punto del texto en la practica, lo que se tendrd en cuenta a la hora de la evaluacién
de las traducciones.

Por otra parte, para asegurarnos de que los textos eran representativos de las emo-
ciones felicidad y tristeza, los sometimos a tres herramientas independientes que realizan
un andlisis automdtico de contenido emocional en textos (Depechemood, Tone Analyzer
y API sentiment analyzer). Dichas herramientas se basan en el procesamiento automdtico
del lenguaje natural y la lingiiistica computacional. Los resultados de dichos andlisis
confirmaron la representatividad emocional de ambos textos. Los andlisis catalogaron
el texto feliz como un texto de contenido emocional positivo y con etiquetas como «ale-
gria» (joy) y «feliz» (happy) y el texto triste como un texto de contenido emocional ne-
gativo y con las etiquetas «tristeza» (sadness) y «triste» (sad), como las més repetidas.

3.2. Seleccién de la misica

El propésito del estudio principal de este trabajo es que los participantes lleven a
cabo una tarea de traduccién de una duracién aproximada de 30 minutos mientras
suena una macropista de audio de forma ininterrumpida. Dicha macropista tenfa que
estar constituida por varias piezas musicales representativas de la misma emocién, con
el mayor grado de homogeneidad posible entre ellas y, a ser posible, no conocidas por
los participantes para evitar asociaciones emocionales no deseadas. Con el propésito de
conseguir un bajo nivel de familiaridad se prescindié de utilizar musica cldsica o bandas
sonoras de peliculas. Las pistas fueron seleccionadas de un repositorio onfine de musica
instrumental compuesta originalmente para la industria creativa y audiovisual. Una ven-
taja anadida de este servicio es que clasifica sus piezas de musica segtin una gran variedad
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de emociones que utilizamos como filtro inicial. De esta forma, seleccionamos las piezas
para las dos macropistas de audio que necesitamos (feliz y triste), atendiendo a los si-
guientes criterios:

3.2.1. Representatividad emocional

Para asegurar la representatividad emocional se realizd, en primer lugar, una discri-
minacién por categorfas. Asi, para el texto feliz se seleccionaron solo pistas de audio que
habian sido clasificadas bajo las categorias « Happy/Sprightly/Jolly» y «Bright/Optimistic»,
mientras que para el texto triste se utilizaron aquellas bajo la categoria «Sadh. En segundo
lugar, se realizé una discriminacién por etiquetas asociadas a las pistas de audio que, a me-
nudo, incluyen tanto caracteristicas técnicas de la pieza (instrumentacién, tempo, com-
pds, modo, afo de composicidn, etc.) como propiedades expresivas de tipo afectivo y
situacional (ej. sad piano, uplifting melody). Esta Gltima informacién nos sirvié para guiar
nuestra seleccién identificando aquellas canciones que encajaban con la situacién y el
estado de dnimo representado en nuestros textos. Ademds, se descartaron aquellas pistas
en cuyas descripciones se incluyeran términos que pudieran evocar emociones contrarias
a las del texto con el que se pretendia asociar (por ejemplo, se evitd utilizar aquellas que
contuviesen la palabra «nostalgio» para el texto feliz).

3.2.2. Propiedades técnicas de las piezas

Se traté de que las piezas tuvieran caracteristicas técnicas que no produjeran un efecto
negativo para la atencién y la concentracién. De esta forma, se fijaron los siguientes
subcriterios:

1. Ausencia de letras en las melodias y seleccion de la instrumentacién. Se procuré
que todas las pistas fueran de cardcter instrumental (algunas contienen voces can-
tadas pero sin letra), asi como que no tuvieran una percusién demasiado fuerte o
marcada y que no aparecieran instrumentos —especialmente de viento-madera
o viento-metal— de registro alto o con sonidos que pudieran resultar estridentes
(p-¢j. guitarras eléctricas, flautas o violines muy agudos), para evitar efectos nega-
tivos a nivel cognitivo.

2. Predictibilidad melddica. Se procuré que la melodfa siguiese una progresién lineal
sin cambios bruscos o inesperados, silencios intermedios o cualquier ruptura de
la armonia inicial que provocase un cambio de atencién hacia la musica. Existe
evidencia de que las musicas con ritmos irregulares, intermitentes o disonantes
resultan desagradables (Ricci Bitti y Bonfiglioli 2004, Pallesen ez /. 2005)

3. Tempo. A pesar de que encontramos estudios que demuestran que un tempo rd-
pido influye negativamente en el procesamiento cognitivo (Thompson ez al. 2011),
1no se tuvo en cuenta como criterio de filtraje por dos razones fundamentales. La
primera es que no se cuenta con evidencia de que un valor de tempo determinado
sea Gptimo para desempefiar al mismo tiempo una tarea cognitiva o de que existan
unos umbrales que no se deban sobrepasar para que la musica deje de resultar
agradable o interfiera con la actividad cerebral. De hecho, existen estudios que
desvelan que dos piezas de musica distintas, a pesar de tener el mismo tempo,
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pueden producir un efecto contrario (estimulante o relajante) en el sujeto (Leman
et al. 2013). En nuestro caso, la pista con un valor de tempo mds alto en esta pri-
mera seleccién tiene 180 ppm (pulsaciones por minuto). Llegamos a plantearnos
si 180 ppm podian considerarse un tempo rdpido y, por tanto, cognitivamente
perjudicial. Comparamos entonces la pista de 180 ppm con otras composiciones
musicales de idéntico tempo no incluidas en nuestra seleccién y pudimos com-
probar c6mo, en consonancia con Leman ez al., la complejidad instrumental pa-
recfa influir mas que el tempo en nuestra percepcién subjetiva de la pista a la hora
de evaluarla como estimulante o relajante (solo xiléfono vs. guitarras y baterfa).
La segunda razén es que la literatura cientifica (véase Farnsworth 1958) nos revela
que las diferencias individuales juegan un papel importante en este sentido y que
un tempo determinado puede resultar mds o menos adecuado segtin la velocidad
de trabajo con que cada uno ejecute la tarea que se estd desempefiando. Farns-
worth (1958) lo denomina «occupational tempo». Por lo tanto, entendemos que
la velocidad de procesamiento textual serd distinta para cada uno de nuestros par-
ticipantes e imponer un tempo determinado puede resultar perjudicial para al-
gunos y beneficioso para otros.

4. Tonalidad. Segin numerosos estudios (véase, por ejemplo, Vastfjill 2002, Gabrielsson
y Lindstrédm 2010), la masica con una predominante tonalidad mayor (M) se
asocia a la felicidad, mientras que la tonalidad menor (m) se asocia a la tristeza.
Un experto investigador en musicologia? de la Universidad de Murcia determind
la tonalidad 0 modo predominante en cada una de las pistas preseleccionadas.

3.3. Emparejamiento textos-musica

Este criterio estd relacionado con la sintonfa o afinidad entre texto y musica o con-
gruencia afectivo-situacional. Para asegurar el mayor grado de sintonia entre musica y
texto no existen criterios objetivos ni andlisis automadticos que podamos aplicar, sino
que la congruencia afectivo-situacional depende mds bien de las asociaciones culturales
y personales entre musica y escenas que los sujetos almacenamos en nuestra mente y
que pueden provenir especialmente de nuestras experiencias de visionado cinematogri-
fico. Por tanto, en este caso, se estimé que el criterio humano podia ser el més fiable a
la hora de determinar la idoneidad musica-texto. Para ello nos basamos en dos conceptos
fundamentales propuestos en la investigacién en musicologfa: la «red de asociaciones»
(network of associations) y el «musical fit» (véase Hargreaves 2012). El primero hace refe-
rencia a la existencia de un repertorio mental de asociaciones musicales que construimos
alo largo de nuestra vida. Podria definirse como las representaciones mentales (escenas
imaginarias) que la musica evoca en nuestra mente basadas en asociaciones musicales,
culturales y personales relacionadas con la experiencia del oyente con su entorno. El tér-
mino «musical fit», por su parte, ha sido utilizado en el dmbito de la psicologia del con-
sumo y el marketing y se refiere a la percepcién de los consumidores sobre qué tipos de
musica «encajan» o no con determinados tipos de productos o lugares.

2 Concretamente, se trata del profesor Gregorio Vicente Nicolds del Departamento de la Expresién
Pléstica, Musical y Dindmica, quien merece un especial agradecimiento por su valiosa contribucién
en este estudio.
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Por tanto, para asegurar la sintonfa musica-texto se decidié someter a una muestra
poblacional representativa a una encuesta para evaluar la idoneidad de las pistas de audio
escogidas en la primera seleccion con respecto a los textos preseleccionados. Para ello,
seleccionamos un grupo de sujetos con un perfil generacional lo mds similar posible al
de los participantes (estudiantes universitarios de traduccién). Un total de 115 alumnos
del Grado en Estudios Ingleses de la Universidad de Murcia, de los cuales 101 eran mu-
jeres y 14, varones, de edades comprendidas entre los 17 y 29 afios, contestaron a la en-
cuesta 77 situ. Se presupuso que, al presentarles la tarea, los sujetos activarian sus «redes
de asociaciones» construidas y almacenadas a nivel personal y cultural, asi como su sen-
tido de «musical fit» (en nuestro caso, entre musica y contexto afectivo-situacional) y
serfan capaces de proporcionar una evaluacién de forma intuitiva. Ademds, nos basamos
en la creencia de que, a rafz de su conocimiento compartido del mundo y, sobre todo,
su cultura y experiencias de ocio cinematogrifico, existirfa una tendencia a la conver-
gencia o consistencia en sus respuestas.

Los estimulos consistian en los dos textos de emociones contrarias y la mdsica previa-
mente seleccionados. Los dos conjuntos de pistas iniciales para cada texto se distribuye-
ron aleatoriamente en 4 subconjuntos, de forma que cada grupo evalué dos subconjuntos
de 12 pistas. Se dividi6 a los participantes en 4 grupos y a cada uno se le proporcioné
uno de los textos (el texto feliz o el triste) sin titulo. La siguiente tarea consistia en escu-
char 24 pistas de audio (12 congruentes y 12 incongruentes con respecto al texto) y
otorgar una puntuacién (en una escala de 1-5) segtin su grado de adecuacién/afi-
nidad/sintonfa con la escena del texto. Ademds, debfan estimar si consideraban que la
pista de audio en cuestién podia distraer de la lectura del texto. Asimismo, se indic6 a
los participantes que debian escuchar la masica al mismo tiempo que lefan el texto para
poder contestar la encuesta de forma adecuada. Al finalizar, en una pregunta de tipo
abierto, se pedia a los sujetos que intentasen justificar sus elecciones de acuerdo con las
caracteristicas musicales de las pistas (ritmo, instrumentos, etc.) y con la emocién des-
crita en la escena.

Como resultado, para cada texto se obtuvieron dos listas de reproduccién que con-
tenfan 24 pistas de audio cada una. A cada una de dichas pistas le correspondia una
puntuacidn total que se tomd como referencia para ordenar la lista. De esta forma, las
pistas con mayor puntuacién eran las mds afines al texto, segtin los participantes. Para
la seleccién final de la musica, seleccionamos las seis pistas con mayor puntuacién de
cada una de las dos listas. Las doce pistas resultantes (las mds votadas de cada una de las
dos listas) se fusionaron posteriormente en una tinica «macropista» que constituirfa la
banda sonora de cada texto.

3.4. Validacién del potencial estético-transportativo

En esta tltima fase de validacién de materiales, se llevé a cabo un estudio en el que
los participantes leyeron los textos seleccionados con las macropistas elaboradas para
comprobar si la experiencia de leer con musica provocaba una mayor transportaciéon
narrativa que leer en silencio. Basdéndonos en el trabajo de Leizerovici (2014), quien de-
muestra el potencial transportativo de la musica, asi como en la evidencia empirica sobre
el efecto de la escucha musical en la capacidad de visualizacién (Osborne 1981, Juslin
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y Vistfjill 2008, Vroegh 2012, Pugh 2014) y sobre la implicacién emocional (Tan ez al.
2010, Hargreaves y North 2010, Zentner ez al. 2008, Scherer y Grandjean 2012), par-
timos de la hipdtesis de que los participantes experimentarfan una mayor implicacién
narrativa al realizar la lectura con mdsica que en silencio.

La muestra de este estudio estuvo compuesta por 62 estudiantes de 3° y 4° curso del
Grado en Estudios Ingleses de la Universidad de Murcia, de edades comprendidas entre
20 y 38 anos. Los participantes fueron distribuidos al azar en dos grupos de 31 sujetos
cada uno (grupo A y grupo B). Ambos grupos resultaron en una distribucién equilibrada
en cuanto al sexo de los participantes con un 77 % de mujeres y un 23% de varones en
el grupo A 'y un 84 % de mujeres y un 16 % de varones en el grupo B.

Para medir la variable «implicacién narrativa» utilizamos la Narrative Transportation
Scale elaborada por Green y Brock (2000) y basada en cinco dimensiones: cognitive at-
tention (atencidn cognitiva), feeling of suspense (sensacién de suspense), mental imagery
(capacidad de visualizacién), lack of awareness of surroundings (pérdida de conciencia
del entorno) y emotional involvement (implicacién emocional). Este test consta de 12
ftems que debian contestarse siguiendo una escala Likert de 5 puntos. El test original
cuenta con 12 {tems fijos y 3 variables (ftems 13, 14 y 15). Los ftems 12, 13, 14y 15
se utilizan para preguntar la viveza con la que los participantes se han imaginado a cada
uno de los personajes que aparecen en el texto.

El estudio se llevé a cabo siguiendo un diseno cruzado, de forma que uno de los gru-
pos ley6 el texto feliz con musica y el texto triste sin musica y viceversa. Las puntuaciones
medias obtenidas en el test resultaron ser mds altas para la lectura con musica que sin
musica tanto en el caso del texto feliz (M=36,84, D.Est=9,00 vs. M=28,26, D.Est=7,89)
como en el caso del texto triste (M=38,06, D.Est=9,82 vs. M=36,84, D.Est=6,75). Sin
embargo, las pruebas estadisticas (prueba T de Student cuando los conjuntos de datos
cumplian los requisitos de normalidad y homocedasticidad y Mann-Whitney cuando
no) revelaron que estas diferencias eran estadisticamente significativas para el texto feliz
(t=3,991, p=0,000) con un tamafio del efecto grande (Cohen d=0,98), pero no asi para
el texto triste (Z=-0,551, p=0,568), con un tamafio del efecto pequefio (Cohen d=0,15).

4. EL ESTUDIO: TRADUCCION INGLES-ITALIANO CON BANDA SONORA
4.1. Objetivo del estudio

Basdndonos en los hallazgos recogidos en las secciones anteriores, el objetivo de este
estudio es comprobar si los participantes producen traducciones del inglés al italiano
de mayor calidad o creatividad cuando lo hacen con musica de fondo.
4.2 Participantes

La muestra de este estudio estd conformada por un ntimero total de 30 estudiantes
de la Universidad de Bolonia con edades comprendidas entre 19 y 23 afios con italiano
como lengua materna, que cursaban el Gltimo afo de la carrera equivalente a Traduccién

e Interpretacién (Corso di Laurea in Mediazione Linguistica Interculturale). En ambos
grupos coincidié una misma proporcion de hombres y mujeres, con un 33,3% y un
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66,7 %, respectivamente. El estado de 4nimo predominante en ambos grupos fue «neu-
tro», con un 46,7 % de los participantes en el grupo A y un 66,7 % en el grupo B. El se-
gundo estado de 4nimo que se dio con mayor frecuencia fue el «positivo», con un por-
centaje similar en ambos casos (40 % en el grupo Ay 33,3 % en el grupo B). El estado
de dnimo «negativo» obtuvo una representacion nula en el grupo B, mientras que el
grupo A se manifestd en menos de un 14 %.

Con respecto a los hdbitos de escucha musical de los participantes, los datos recogidos
apuntan a una mayor frecuencia en la escucha de musica de fondo en el grupo B que
en el grupo A. En el caso de la realizacién de tareas académicas con mdsica de fondo,
existe un cierto equilibrio entre ambos grupos, con un porcentaje bajo de participantes
que manifestaron no escuchar musica nunca (13,33 % en el grupo A frente a un 0% en
el grupo B) y el resto de respuestas mayoritariamente concentradas en la opcidn «a volte»
(aveces) en el caso del grupo B (80 %) y entre las opciones «a volte» y «sempre» (siempre),
con un 60 % y un 20 %, respectivamente, en el grupo A. Asimismo, los grupos presentan
un relativa homogeneidad también en la frecuencia de escucha musical durante la lectura
con un porcentaje similar de participantes que manifestaron no escuchar musica nunca
(53,33 % en el grupo Ay 40% en el grupo B) y el resto de respuestas (33,33 % en el gru-
po Ay 46,67 % en el grupo B) concentradas en la opcidn «a volte» (a veces). Sin em-
bargo, los porcentajes presentan una mayor disparidad entre los grupos en cuanto a los
hdbitos de escucha musical al traducir con una diferencia notable en los porcentajes de
participantes (73,33 % en el grupo A y 53,33 % en el grupo B), que manifestaron no es-
cuchar musica de fondo nunca mientras traducen.

4.3. Materiales

En el Anexo I se detallan los materiales empleados en este estudio, que consistieron
en: 1) cuestionario inicial (véase seccidn Questionario iniziale) para conocer los datos
demogréficos de nuestros participantes, 2) los textos de partida (feliz y triste), 3) los es-
timulos musicales (macropistas con la banda sonora validada para cada texto) con un
bucle de repeticién para asegurar fondo musical ininterrumpido durante la duracién
de la tarea, 4) cuestionario retrospectivo ad hoc para valorar el impacto percibido de la
musica sobre la tarea de traduccidn (seccién Valutzione personale dell esperienza), 5) Cues-
tionario de hédbitos de escucha musical que los participantes respondieron tras la tarea
de traduccién para evitar el condicionamiento para la tarea, donde se les preguntaba
sobre la frecuencia de escucha musical en actividades de lectura, realizacién de trabajos
académicos y traduccién, asi como sobre los aspectos a los que mds dirigian su atencion
durante la escucha musical (seccién Questionario sulle abitudini di ascolto musicale).

4.4. Procedimiento y disefio

Los participantes fueron distribuidos al azar en dos grupos (grupo A y grupo B). El
proceso de aleatorizacion consistié en aprovechar la manera en que, de forma esponté-
nea, los alumnos habfan escogido su asiento en el aula, previamente organizada en filas,
para asignar alternativamente a cada participante una letra (A o B), segtin ocuparan un
puesto de niimero par o impar. Ambos grupos tradujeron los dos textos, feliz y triste,
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en cada una de las dos condiciones actsticas: con musica y sin musica. Asi, el grupo A
realizé la traduccién del texto feliz con musica y el triste sin musica, mientras que el
grupo B lo hizo al contrario: el texto feliz en silencio y el triste con su banda sonora co-
rrespondiente. Tanto las tareas de traduccién como la musica se integraron en un for-
mulario online (véase Anexo I), donde los participantes tenfan que insertar sus respuestas
y sus traducciones. Los participantes llevaron a cabo la tarea de traduccién iz situ en un
aula de la universidad y utilizaron sus propios portétiles y auriculares.

La evaluacién y puntuacién de las traducciones producidas por los participantes se
llev6 a cabo atendiendo a dos dimensiones o aspectos fundamentales: correccién lin-
giifstica y creatividad (en el Anexo II se incluye un modelo de correccién). De esta
forma, definimos la correccién (ACC, del inglés accuracy) como la ausencia de errores
considerados tanto desde el punto de vista del texto origen (es decir, debidos a la falta
de comprensién del original) como desde el punto de vista del texto meta, especialmente
de tipo gramatical y ortotipogréfico. Basindonos en el modelo de Rojo Lépez y Ramos
Caro (2016), esta categoria se puntia partiendo de una puntuacidn inicial de 10 a la
que se le irdn deduciendo puntos segin los siguientes tipos de errores: errores semdnticos
(falsos sentidos, sentidos opuestos, adicion u omisién innecesaria de significado), errores
de funcién pragmadtica, agramaticalidad, errores ortotipogréficos y falta de idiomaticidad.

Por otra parte, para evaluar la creatividad traductolégica (CRE), tomamos como refe-
rencia el modelo de Bayer-Hohenwarter (2011a), centrdndonos en dos de las dimen-
siones mds representativas de la creatividad: Iva novedad (NOV) y la flexibilidad. En-
tendemos la flexibilidad como las desviaciones de cardcter semdntico y morfosintdctico
con respecto al original. Esta se manifiesta a través de giros creativos o creative shifis
tanto de tipo primario como la abstraccién (ABS), la concretizacién (CONCR) y la
modificacién (MODIF), como de orden secundario como la explicacién/explicitacion
(EXPL), la enfatizacién/matizacién (ENF), el cambio de perspectiva (C PERSP) y el
enriquecimiento (ENR), que definimos como una aportacién novedosa con respecto al
original en términos estilistico-expresivos, como un tropo o una figura literaria.

4.5. Analisis de resultados

Para determinar posibles diferencias entre las traducciones realizadas con musica y sin
musica, se llevd a cabo la estadistica descriptiva de las puntuaciones para cada condicién,
incluyendo la suma total de puntuaciones (3)) en términos absolutos del grupo para
cada tarea, asi como las puntuaciones minimas y méximas (Min-Méx), la media arit-
mética (M), la mediana (m) y la desviacién estdndar (D.Est) de cada conjunto de datos.
El disefio propuesto permite realizar un andlisis que incluya tanto comparaciones inter-
grupo como intragrupo, contrarrestando asi parcialmente dos limitaciones importantes
inherentes a este estudio. En primer lugar, contamos con el perjuicio de no haber podido
obtener una muestra de participantes con un ntimero estadisticamente representativo
para cada grupo. En segundo lugar, es necesario tener en cuenta la imposibilidad de
controlar al mismo tiempo la variable texto y la variable sujeto, ya que no resulta meto-
dolégicamente viable que un mismo sujeto traduzca el mismo texto dos veces en dife-
rentes condiciones experimentales (con musica y sin musica). Cada tipo de comparacién
permite, por tanto, examinar posibles diferencias controlando una de las dos variables
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involucradas. De esta forma, mientras que con las comparaciones intragrupo podemos
detectar diferencias en un mismo sujeto al traducir dos textos diferentes, con las com-
paraciones intergrupo nos aseguramos de comparar las puntuaciones de los mismos tex-
tos traducidos por grupos de sujetos diferentes.

4.5.1. Comparaciones intergrupo

Grupo A Grupo B

Textos Y Min- M m D.Est Y Min- M m D.Est
Mix Mix

ACC(30) Feliz |130,5 7,0- 870" 85 096 | 143,0 8,5- 9,53 9,5 0,52
10,0 10,0

Triste | 149,5 9,5- 9,97 10,0 0,13 | 144,00 8,0- 9,60 10,00 0,63
10,0 10,0

CRE(30) Feliz | 222,00 10,5- 14,80° 13,5 2,66" | 150,0 5,0- 10,00 9,0 3,26
21,0 18,0

Triste | 191,5 7,0- 12,77 13,0 3,63 211,00 9,0- 14,07 13,00 3,65
20,0 22,00

Tabla 1. Estadistica descriptiva de ambos textos para comparaciones intergrupo

“Valores correspondientes a textos traducidos con musica.

Como vemos en la tabla anterior, en el grupo A las puntuaciones para la categoria
de correccién (ACC) han resultado algo més elevadas en la tarea sin masica con una di-
ferencia de 19 puntos sobre el total (149,5 vs. 130,5) y 1,27 puntos en la media (9,97
vs. 8,70). Por el contrario, en la categorfa de creatividad (CRE) las puntuaciones han
resultado mds altas en la tarea con musica, con una diferencia de 30,5 puntos en el total
(222,0 vs. 191,5) y 2,03 puntos en la media (14,80 vs. 12,77). Por otra parte, en el
grupo B las puntuaciones han sido mds altas en la tarea con musica en ambas categorias.
Sin embargo, las diferencias varian para las categorias evaluadas. Asi, por una parte,
mientras que en la categorfa de correccién (ACC), la diferencia en el total ha sido de
tan solo 1 punto en las puntuaciones totales (144,0 vs. 143,0) y 0,07 puntos en la media
(9,53 vs. 9,60), para la creatividad (CRE) la diferencia ha sido de 61 puntos en la pun-
tuacién total (211,0 vs. 150,0) y mds de 4 puntos en la media (14,07 vs. 10,00).

4.5.2. Comparaciones intragrupo

En el caso del texto feliz vemos cdmo las puntuaciones para la categoria de correccion
(ACC) han sido algo superiores en la tarea sin musica, con una diferencia de 12,5 puntos
en el total (143,0 vs.130,5) y 0,83 puntos en la media (9,53 vs. 8,70), mientras que,
por el contrario, en la categoria creatividad (CRE) las puntuaciones han sido mayores
en la tarea con musica con una diferencia de 72 puntos en el total (222,0 vs. 150,0) y
4,80 puntos en la media (14,80 vs. 10,00). En el caso del texto triste, mientras que las
puntuaciones han sido algo superiores en la tarea sin masica para la correccién (ACC),
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con una diferencia de 5,5 puntos en el total (149,5 vs. 144,0) y 0,37 (9,97 vs. 9,6) pun-
tos en la media, para creatividad (CRE) las puntuaciones han sido superiores en la tarea
con musica, con una diferencia de 19,5 puntos en el total (191,5 vs. 211) y de 1,3 pun-
tos (14,8 vs. 12,77) en la media.

Texto feliz Texto triste

Textos Y Min- M m DEst| X Min- M m  D.Est
Mix Mix

ACC(30) GA |130,5 7,0- 870" 85 096 |1495 95 997 10,0 0,13
10,0 10,0

GB | 143,0 8,5- 9,53 9,5 0,52 | 144,00 8,0- 9,60° 10,00 0,63
10,0 10,0

CRE(30) GA |222,00 10,5- 14,80" 13,5 2,66° | 191,5 7,0- 12,77 13,0 3,63
21,07 20,0

GB [150,0 50- 1000 90 326 |211,00 90- 1407 13,0° 3,65
18,0 22,07

Tabla 2. Estadistica descriptiva de ambos textos para comparaciones intragrupo

"Valores correspondientes a textos traducidos con musica.

4.5.3. Resultados del cuestionario retrospectivo

La presencia de musica fue valorada mayoritariamente de manera positiva por los
participantes (60 % de los participantes en el grupo Ay 53,3 % en el grupo B), quienes
argumentaban, principalmente, que el hecho de que la banda sonora fuera congruente
con el texto les ayudaba a identificarse mds con los personajes y situaciones: «La musica
era adeguata alla situazione descritta nel brano, proprio per questo ho potuto immede-
simarmi e comprenderlo meglio» [La musica era adecuada a la situacién descrita en el
pasaje y precisamente por esto he podido transportarme y comprenderlo mejor]. Los
participantes que hicieron una valoracién negativa de la presencia de musica (20 % en
el grupo Ay 26,7 % en el grupo B) aludian principalmente al efecto distraccién que les
causé esta condicién actstica: «Quando c’¢ della musica di sottofondo solitamente mi
distraggo» [Generalmente me distraigo cuando hay musica de fondo]. Finalmente, al-
gunos participantes sefialaron un efecto neutro de la presencia del estimulo musical (20 %
en ambos grupos) argumentando que no habian notado que les afectase en la tarea de
traduccién: «Di solito non traduco ascoltando musica, quindi questa esperienza per me
¢ neutra perché non mi ha né facilitato nel momento di tradurre, ma non mi ha nem-
meno disturbato troppo. E probabile che se mi abituassi a tradurre ascoltando musica
diventerebbe un’esperienza positiva» [Normalmente no traduzco escuchando musica,
por lo que esa experiencia ha sido neutra para mi ya que no me ha ayudado en el mo-
mento de traducir, pero tampoco me ha molestado demasiado. Es probable que, si me
acostumbrase a traducir con musica, se convirtiera en una experiencia positival.

A través del cuestionario basado en una escala Likert, se evaluaron distintos factores
de la tarea de traduccién que podian haberse visto afectados por la musica:
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* Lectura en lengua original (item 1). Un porcentaje reducido de los participantes
(20% en el grupo Ay 13,3 % en el grupo B) manifesté tener grandes dificultades
(puntos 4 y 5 en la escala Likert) para concentrarse en la lectura.

e Redaccién en lengua de llegada (item 2). El mismo porcentaje de participantes
que en el item anterior (20 % en el grupo Ay 13,3 % en el grupo B) indic6 haber
tenido dificultades para realizar una redaccién fluida en italiano.

* Empatia y transportacién narrativa (item 3). En el grupo A (musica feliz), un
53,3 % de los participantes sefialé haber experimentado en gran medida la sensa-
cién de mayor empatia y transportacion gracias a la musica, mientras que en el
grupo B (musica triste) este efecto positivo de la musica fue sefialado por el 80 %
de los participantes: «Mi ha aiutato ad entrare nel contesto ¢ ad impersonarmi
nei soggetti» [Me ha ayudado a entrar en el contexto y a identificarme con los su-
jetos], «aiuta ad immedesimarsi nel testo quando meno te I'aspetti» [ayuda a su-
mergirse en el texto cuando menos te lo esperas].

e Inspiracién en la recreacién del texto (item 4). En el grupo A un 33,3 % sefal6
un gran beneficio de la musica para la inspiracién, mientras que en el grupo B el
numero de participantes que manifestaron haberse sentido altamente inspirados
alcanzé el 40 %.

* Indiferencia o no efecto para la traduccién (item 5). Mientras que en el grupo A
un 13,3 % de los participantes manifestaron un alto grado de indiferencia ante la
musica, en el grupo B el porcentaje fue de un 0% para las puntuaciones 4 y 5 de
la escala Likert.

5. DISCUSION Y CONCLUSIONES

En este trabajo los datos recopilados apuntan a un efecto positivo de la musica de fon-
do sobre la creatividad y un efecto negativo sobre la correccién lingiiistica. Sin embargo,
las limitaciones metodoldgicas, especialmente debidas al pequefio tamafio de la muestra,
no nos han permitido aplicar pruebas de estadistica inferencial que nos permitan compro-
bar si las tendencias observadas son significativas, lo que estaria en consonancia con los
resultados preliminares de Naranjo Sdnchez (2018) en la combinacién lingiiistica inglés-
espanol. Los hdbitos de escucha musical no parecen haber jugado un papel decisivo que
explique las diferencias en las comparaciones intergrupo, dado que los datos no apuntan
a diferencias sistemdticas entre las puntuaciones de los dos grupos en ninguno de los
dos pardmetros evaluados. Por otra parte, a pesar de que en el cuestionario retrospectivo
los participantes no hayan manifestado en su percepcién subjetiva grandes perjuicios
de la musica para la lectura y la redaccién, las comparaciones de las puntuaciones en la
tarea apuntan a un beneficio del silencio frente a la musica con respecto a la correccién
lingiiistica (errores semdnticos y ortotipogréficos) y, sin embargo, a una influencia po-
sitiva de la musica congruente con respecto a la creatividad tanto en el caso del texto
feliz como del triste. Existen varios factores que pueden explicar este aparente detrimento
de la correccién lingiiistica en favor de la creatividad a causa de la presencia de msica.

En primer lugar, algunos estudios han evidenciado la relacién entre la presencia de
musica y la tendencia a asumir un mayor riesgo en la toma de decisiones (Roberts ez 4/.
1998, Hampton 2009). En el caso de nuestros participantes, dicha tendencia puede ha-
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berse manifestado en una mayor desviacién de la literalidad y, por tanto, un aumento
de las soluciones creativas.

En segundo lugar, es probable que la misica haya dado lugar a una reaccién estética
causada por un aumento de la involucracién emocional y la mayor capacidad de visua-
lizacién, como sucedia en la tarea de lectura del estudio 0 y como ya demostramos en
un estudio anterior (véase Naranjo Sdnchez 2020) para la relacién entre musica y vi-
sualizacién. De hecho, en nuestro cuestionario retrospectivo, un porcentaje considerable
de los participantes manifestaron en ambos grupos haber experimentado un alto grado
de empatia y transportacion narrativa ante la presencia de musica, especialmente triste.

En tercer lugar, es posible que, como ya apuntamos en estudios anteriores (Naranjo
Sénchez 2018), esta tendencia hacia la creatividad se haya dado asimismo como conse-
cuencia de haber fijado el foco de atencién en el texto meta mds que en el texto de partida,
dando lugar a un mayor ntimero de errores de tipo semdntico (falsos sentidos, omisiones,
etc.) que podrian derivarse de una falta de comprensién completa del texto origen.

En cualquier caso, es necesario sefialar que existe atin una falta de homogeneidad en
cuanto a los efectos detectados en los diferentes estudios sobre la influencia de la musica
en traduccién. A pesar de que, a primera vista, los resultados obtenidos aqui se encuen-
tren en la misma linea de los obtenidos en Naranjo Sdnchez (2018), no se ha llegado a
las mismas conclusiones en otros estudios de naturaleza muy similar donde los an4lisis
estadisticos no han detectado diferencias significativas entre traducir en silencio o con
musica (Naranjo y Rojo 2020). No obstante, cabe senalar también los hallazgos que
todos estos estudios parecen tener en comun. En concreto, podemos sefialar cuatro as-
pectos fundamentales: 1) la valoracién positiva de los participantes sobre la experiencia
de traducir con misica; 2) el papel no solo de la presencia o ausencia de la musica sino,
especialmente, de la congruencia emocional entre texto y musica sobre la traduccidn; 3) la
creatividad traductiva como el aspecto sobre el que la presencia de musica congruente
parece tener efectos més notables; 4) el papel que la empatia con los personajes y situa-
ciones del texto de partida podria estar desempefiando como efecto mediador entre mu-
sica y creatividad en este proceso. Por tanto, en futuros trabajos quizés serfa conveniente
seguir indagando sobre el papel de todos estos factores y sus posibles interrelaciones.

Finalmente, es necesario senalar algunas posibles mejoras de este trabajo a nivel me-
todoldgico. Ademds de ampliar el nimero de participantes de la muestra, lo que per-
mitirfa realizar un andlisis estadistico mds robusto, para extraer conclusiones mds sélidas,
serfa necesario abordar el estudio desde una perspectiva que examine mds detenidamente
el proceso de traduccién, ya que la evaluacién del producto de traduccién como tnico
pardmetro también constituye una limitacién. El estudio se podria beneficiar si se lleva
a cabo algtin tipo de control sobre el proceso durante la tarea de traduccién con herramien-
tas como Translog y la grabacién de la pantalla, lo que nos permitirfa detectar posibles
efectos de la musica a nivel cognitivo, as{ como indicios de pensamiento creativo a través
de las fuentes consultadas, las pausas y movimientos del teclado. Asimismo, podrian
medirse también algunos pardmetros fisiolégicos como las pulsaciones cardiacas para
detectar posibles cambios emocionales a raiz de la musica. Ademds, la medicién de otras
respuestas emocionales como la empatia podrian también ser relevantes en este estudio,
al poder constituir potenciales predictores de la respuesta estética y de una mayor o
menor implicacién con el texto.
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En conclusidn, mediante este y los anteriores trabajos hemos pretendido indagar
sobre los posibles beneficios de la musica de fondo como instrumento al servicio de la
traduccién tanto en el dmbito diddctico como en los entornos profesionales. A pesar de
que los resultados obtenidos hasta la fecha no apunten atn en una direccién clara en
cuanto a su papel perjudicial, beneficioso o neutro, los estudios han sacado a la luz al-
gunos factores relacionados con la presencia de musica como las emociones, la empatia
y la creatividad, que pueden estar estrechamente vinculados con la calidad final de la
traduccién. Es posible que, revisando la seleccién de estimulos y con una metodologia
que explore de forma mds detenida su impacto durante el proceso de traduccion, se
pueda llegar a conclusiones mds precisas sobre como sacar el mayor rendimiento a los
efectos positivos de la musica, de modo que pueda convertirse en una aliada para el tra-
ductor.
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ANEXO 1. FORMULARIO PARA LA TAREA DE TRADUCCION (GRUPO A)

1. Questionario iniziale
Sesso: Maschio/ Femmina
Eta: Umore iniziale : Positivo/Negativo/Neutro

2. Compito di traduzione (con musica)

Istruzioni:

1. Mettiti le cuffie e clicca sul link ‘soundtrack 1’. Poi premi play per ascoltare la traccia.
2. Traduci il testo di sotto (Text 1) mentre ascolti la musica di sottofondo.

SOUNDTRACK 1: https://umubox.um.es/index.php/s/K7BuBIEGfR2u5ZF

TEXT 1

Emily and I begin to get into the sea. I have to resist the impulse to kiss her so, instead,
I go under the water and I lift Emily up sitting her on my shoulders. She lets out a cry
trying to keep herself straight. Every time our eyes meet, I get that fuzzy feeling that
makes me all tingly inside. She splashes water at me with a naughty smile and we start
a water fight. We laugh, we have fun. A warm burst of happiness pounds in my chest.
‘There is this weird magnetic connection between us that feels like we are absorbing each
other, like we could stay inside this cloud forever, no matter what. It feels so right to be
here with her. Everything feels so right.

Copia e incolla qui la tua traduzione all’italiano (se non sei madrelingua italiano, fai
la traduzione verso la tua lingua).

ADESSO PUOI METTERE IN PAUSA LA MUSICA E CHIUDERE YOUTUBE
3. Compito di traduzione 2 (senza musica)

TEXT 2

Adam had been hit by a car and he was left lying on the side of the road, where he
slowly died. I wasn’t going to go his funeral. I just couldn’t hold myself together, couldn’t
face the prospect of saying goodbye to my first boyfriend. In the end Dad convinced
me it was a chance to get some closure. Whatever. While the priest droned on and on,
all I could think about is how much I wished I'd said I love you. But now he’s gone. All
simply over. Pain comes in like a wave and I'm being washed over. 'm sinking to the
bottom and I'm not fighting back. I feel 'm drowning in this watered-down glass of
whiskey, drowning in this pool of pain and hurt.

Copia e incolla qui la tua traduzione all’italiano (se non sei madrelingua italiano, fai
la traduzione verso la tua lingua).

4. Valutazione personale dell’esperienza

1. Come valuteresti in generale I'esperienza di tradurre con la musica?
Positiva Negativa Neutra (per me non ¢ cosi diverso da tradurre in silenzio)
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2. Giustifica brevemente la tua risposta precedente:

3. Valuta il ruolo ha avuto la musica durante il compito di traduzione in questi aspetti:
(1= per niente; 2 = un poco; 3= moderatamente; 4 = abbastanza; 5= molto)
3.1. La musica mi impediva una lettura liscia del testo
3.2. La musica mi impediva una scrittura liscia del testo in italiano
3.3. La musica mi ha aiutato ad empatizzare e immedesimarmi nel testo originale
3.4. La musica mi ha ispirato per ricreare il testo in italiano
3.5. La musica non mi ha provocato quasi nessun effetto riguardo al compito di tra-

duzione, mi ¢ stato piuttosto indifferente.

5. Questionario sulle abitudini di ascolto musicale

1. Frequenza di ascolto musicale mentre leggi:
Mai Avolte Solitamente Sempre o quasi sempre
2. Frequenza di ascolto musicale mentre fai compiti accademici:
Mai A volte Solitamente Sempre o quasi sempre
3. Frequenza di ascolto musicale mentre traduci
Mai A volte Solitamente Sempre o quasi sempre
4. Quando ascolti musica, dove rivolgi la tua attenzione?
a. Alle emozioni della musica oppure i mei sentimenti
b. Alla musica stessa (caratteristiche musicali come ritmo, strumenzatione, etc.)
c. Di solito non faccio molta attenzione alla musica

163



«Immedesimarsi nel testo quando meno te lo aspetti». Traducir del inglés al italiano con banda sonora

ANEXO II. EJEMPLO DE EVALUACION DE TRADUCCIONES PARA AMBOS TEXTOS

Texto feliz

«Nuotiamo?» [ABS] Le chiesi, e lei f8888§ [ACC- significado opuesto] la testa, allora
la presi in braccid [ C PERSP] e cominciai a farmi largo attraverso I'acqua [INOV]
Mano a mano| C PERSP] che le onde diventavano piu alte, dovevo fare un grande
sforzo [ENF] nel saltare e dare calci[INOV] per mantenere entrambe le nostre teste al
di'sopra del livello dell’acquaj[ CONCR], ma ad Emily Pil6&¥a[ACC -omisién inne-
cesaria] e commincio a gridare e ridere e battere le mani ogni volta EHEIEIGRAEIEIPOE

tavano in alto. [NOV] Le onde ci portavano su. Ci portavano git. [NOV]

Texto triste

Adam ¢ stato lasciato giacere sul ciglio della strada. Durante tutto il funerale, mentre il
prete continuava a parlare con tono monotono[ CONCR], tutto cid che potevo vedere
erano immagini di quell’ultima notte passata| ENF] con lui. I raggi[ ENF]della luna che
Siestendevanonallinterno dellastanza[NOV]. La sua pelle, la sensazione di‘averla[C
PERSP] contro la mia. E quanto volevo tutto cid E quanto ne volevo ancora ENF] di
pitt. Ho avuto molte opportunitd quella notte, ad esempio quando mi ha avvolt tra le
sue braccia, come se stesse cercando di tenerci entrambi insieme.

(Ref. participante: 14.03.2016 19:12:25, curso: 3° Mediazione interculturale)
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CAPITULO VIII

Music and Multimodal Translation

Helen Julia Minors

Kingston University, London

1. INTRODUCTION

Music pervades everyday experiences for most of us (DeNora 2000): we hear music
on the radio and television, it is used as our ring tones and notifications on our mobile
phones, it is used in shops, restaurants and bars, and in films and video games. Satie’s
once revolutionary idea of furniture music (music which a spectator did not stop to actively
listen to, but which acted as a kind of wallpaper to other activities) for the piece Musique
dameublement (1917) went from a performance stunt to a way of life. As Frith has
remarked, in contemporary society, “music is much more important in the emotional
ordering of everyday life than is usually acknowledged” (2004: 1).

Translation is not limited to an act of language transfer alone, if and when we consider
the transfer and exchange of meaning beyond an interlingual and intralingual exchange
to a more holistic, even corporeal (Klein 2020: 335), approach to communication.
Translation in what follows refers to the process of how meanings, content and senses
are transferred from one medium to another. It recognises there is a distinction between
the language translation of inter and intralingual translation and that of translation as
a concept, which in some ways is used as a metaphor of a process of exchange and transfer
(Minors 2013). In a globalised, increasingly digitised, and mediatised world, commu-
nication relies on various modes beyond spoken and written words, such as sound,
music, images, film and so on. As Boria ez al. (2019: 1) ask, what is meaning within this
broader multimodal context? In a creative context, where the exact transfer of content
is not always possible, nor is it always the central aim, why and how is translation a subject
of relevance? It enables a reassessment of how we form collaborative dialogue, how we
interpret each other in the process of creation, let alone how we interpret a piece as a
spectator. The process of translation is one that occurs from the moment the work is
instigated right through to its repeat performances and broadcasts. Each act of interpretation
in some ways relies on a process of translation (Minors 2013: 1), as we seek to interpret
meaning delivered to us by someone or something else. The act of forming one’s own
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response, interpretation or understanding requires a process whereby the receiver pieces
together the different texts, so that “meaning is emergent” and the receiver is responsible
for constructing it (Cook 2001: 179). “[M]eaning is emergent” in the interpreter: it is
not only embedded within and restricted to the content of the text(s) under consideration.
The context of the message (performance) being received (listened to) impacts on the
understanding of that message. This understanding has been long held in translation
studies but when transferred to multimodal communication, the contexts of each mode
make the process of translation much more complex. All texts (a broad term I use here
to refer to all forms of meaning delivery via an expressive medium) are issued within a
context (cultural, historical, social and so forth) and received within (often a different)
context. As such, what does a consideration of translation studies enable musicologists,
dance historians, collaborative artists and so forth to understand, analyse, reassess or
appreciate which we would not otherwise consider? Might we consider as a discipline
these issues of meaning creation and communication (topics that have been prevalent
in new musicology since the 1980s) in relation to translation studies?

Where translation studies has been slow to engage with concerns and theories from
multimodal communication (Kaindl 2013 and 2019; Kress 2019), music studies
(including musicology, ethnomusicology, analysis, and artistic research) has considered
meaning and communication but not often in terms drawn from translation studies.
The field of music and translation is relatively in its infancy still, despite questions of
translation in the context of music (such as concerning the translation of libretti or song
lyrics) existing for some time. For example, the act of “translating to music is a very
different matter from translating in general” (Spaeth 1915: 297). Those working with
song lyrics, libretti and such like have long been dealing with translating text z0 music.
What is relatively new is the consideration that different modes can translate across and
between modes, with or without verbal language, and that the transfer or exchange
between modes is “possible and hugely difficult” (Kress 2010: 10). Many have noted
that the “immediate problem that we face is of language” (Jordan 2000: 9) (in the sense
of the artistic languages and terminologies of dance, music et al) when we explore the
interrelationships of the different arts. Lévi-Straus too noted that “there is a problem of
a language which is not working as a language should [even though] music is a means
of communication” (1958, in Steiner 1966: 37). How we talk about music or dance,
for example, can determine how we experience it, and certainly, it can be confusing.
There are shared words, such as dynamics, which exist in both art forms, but for which
this word means something different (music: volume; dance: muscle intensity). As such, we
are aware of implied equivalence where none might exist. Equivalence in art is something
that is used in creative acts and discussed in reviews and analyses, but it is only one part
of the possible interrelationships of these art forms. When parallelism in film is discussed,
it denotes a similar working of the modes in the expression of the moment, but it does
not denote that the modes produce meaning in the same way, or that they are by default
the same. In fact, any observation of similarity always shows the difference between the
media and the mode. A similar remark has been made by Wolf (2017: 35) in recognition
of society as translation, as well as recognised by Cook (1998: 125) in exploring a similarity
test between media, and by Albright in denoting the consonances and dissonances that
occur between media. Any exploration or attempt at mimesis “tends to confound the
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distinctness of media” (Albright 2000: 19). Herein lies one of the problems that warrants
further attention.

'This article considers the issue of multimodality in the context of music and translation
in order to illustrate how meaning is transferred, shared, constructed, changed and
interpreted within its necessarily intercultural, multi-style, multimodal, collaborative
contexts. It provides an outline first of why these fields are mutually of significance. What
can be classified as translation? I refer to multimodal theorists and translation scholars to
show that the remit of translation is both broad and shares some definitional boundaries.
I iterate the main concerns in the current field of music and translation, outlining not
only who engages with this field, but why this engagement is growing in the context of
multimodal communication, to answer the question: what role does translation have
to play in the context of music? In tackling the problem that a logocentric approach to
translation is limiting and ignores contemporary modes of communication, I raise the
following questions: How do collaborative creative works rely on a process of translation?
In particular, how is meaning generated within and between the different modes (music,
dance, gesture, image, film, and text for example) during creation? The same question can
be asked of a work’s reception. The art of music expresses in more than one sense by
default: we hear music, it is produced through sound waves, but that means we also feel
music physically in our bodies. That somatic understanding supplements our aural
understanding. Moreover, most music is disseminated alongside images, whether a
marketing photograph, a stage setting, arena lighting, an album cover, a music video,
or a film. Indeed, most music is now listened to for the first time either on YouTube
(which usually includes the music video) or on Spotify (which comes titled with an
album image) (McIntyre 2017). Music is innately a multimodal art form, though for
some translation studies authors, it is categorised as a mode (Kress 2010: 79). A mode
is “a socially shaped and culturally given semiotic resource for making meaning” (ibid.).
But the resource of music contains not only the collective sound that is music, but it is
formulated from its elements: rhythm, dynamics, melody, phrasing, tempo, metre,
pulse, pitch, harmony and so on. I urge the recognition of the complexity of this mode.
Without verbal language, without a word it can produce tears, laughter, a sense of belonging,
a sense of a community and it supplements our memory, our sense of nostalgia and our
sense of self. As such, it is hugely powerful. But it is all done in a way which is far less
specific in its referential potential.

'This article first lays out the current field, outlining the impact of the translational
turn in relation to music. To do this, I first survey the intersections and developments
within translation studies, musicology and multimodal studies. I then outline the core
myths in the field (notably that music is often referred to broadly, and sometimes inac-
curately, as a language) and the research problems this raises. A framework is proposed
for how we might utilise tools from translation studies to reassess musical translation,
in action (through creative and collaborative works) and in reception. There is much
diversity in this field. It must be noted that the prepositions or syntactic phrases used
to refer to music and translation change the issues at hand. When we talk of translation
to music (Spaeth 1915), translation for music, translation of music, translation iz music,
translation with music, translation #hrough music, translating music, or musical transla-
tion, we are referring to different situations each time.
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2. MUSIC AND TRANSLATION IN TRANSLATION STUDIES AND MUSIC STUDIES

'The twenty-first century has seen a diverse need for translation, not least in music,
as the globalized release of popular music across the globe is dominated by vocal music.
There are rising successes of non-English language popular music groups on an inter-
national scale. One prime example is the K-Pop group, BTS, a Korean boy band whose
albums have hit the charts in China, the UK, and the USA. Their world tours are
expansive, attract vast numbers of international fans, and perhaps for the first time,
their success has not been predicated on singing in English for the English-speaking
market. A recent international conference “BTS: A Global Interdisciplinary Conference
Project” was hosted in January 2020 by Kingston University London, co-chaired by Colette
Balmain and Helen Julia Minors and focussed on the interdisciplinary reach of their
work, with papers spanning politics, gender, wellbeing, international relations, music
and art. But the unifying feature was a thread related to the transfer of sense, meaning
and appreciation across languages, cultures and regional borders, across political opinions
and between fans. Though not intended as a translation conference, the processes of
interpretation and analyses relied extensively on understanding how meaning is
transferred between modes, cultures and people. With an increase in music tourism
(Desblache and Minors 2020a and 2020b) and a global music revenue which was
estimated in 2018 at US $ 53.77 billion (Watson 2019) and is expected to “surpass 65
billion U.S. dollars in 2023” (ibid.), it is important that we consider how translation
and meaning construction impact music and vice versa. Increasingly live music and
music tours are the main means of income for bands and artists, as online streaming
earns very little in comparison. For example, one online calculator suggests that for
10,000 streams on Spotify, the artist would only earn in the region of $43.70 (Ditto
2020). By this quota, an artist would need 229 streams before they even earned a dollar.

The bringing together of people, cultures, languages and intersemiotic forms of
meaning through music delivery are increasing whether through online sharing and
streaming of music and its associated fan-based cultures, or (whether) in person in gigs
and events. I write this, however, as we all experience the Covid19 pandemic, which
has cancelled all live events, music holidays and cruises and such like. It is yet to be seen
how the international music industry will recover from this global event, but what has
been clear is that music has been active throughout, in broadcasts, TV and film, radio,
podcasts, as well as some new releases recorded and produced during lockdown
(Akingbade 2020). Despite the limitations to accessing live music during this time,
musicians have remained active, collaborating through digital means usually remotely.
The current pandemic has shown that the globalized world is advancing and that the
need for global communication is more necessary than ever. To recognise and reflect
on this situation music has been used often: in Wuhan, China, the location of the start
of Covid19, we saw locals sing from their flat windows to lift morale (South China
Morning Post 2020), and in the UK to celebrate and recognise key works, many sang
and played the song “Somewhere Over the Rainbow” in what became a regular
Thursday evening clap for the National Health Service [NHS] for the first 12 weeks of
lockdown (YouTube has many videos of such activity). During this time, a virtual choir
of NHS workers released this song as a track, in celebration of the 72" birthday of the
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NHS (Lapwood 2020). What is significant here is that as a species we are sharing our
experiences not only through language, but through music. Music tourism can be an
act of travelling to experience live music, but increasingly it is a mediatized exploration
conducted online. Such an “intersemiotic traveller” (Cronin 2020: 79) performs music
tourism (Desblache and Minors 2020a) from their armchair.

Recent conferences within translation studies have moved toward overt intersemiotic
aims and specifically to exploring multimodal ways of understanding. The first, “Beyond
Words: Multimodal Encounters in Translation” was hosted by The University of
Cambridge, 5-6 July 2018, and explored specifically how multimodal approaches were
necessary for all forms of translation. This conference resulted in the book, Translation
and Multimodality: Beyond Words (Boria et al. 2019). That same year the “4th
International Conference on Itineraries in Translation History” was held at The
University of Tartu, Estonia, December 2018, which explored the intersections between
the arts, with many papers looking to music, art, design and dance. Some of those papers
are feeding into the book Music, Dance and Translation (Minors forthcoming a) which
specially asks how music-dance works utilise a process of translation during the
collaborative creative process. Most recently though is the “2" International Conference
on Intersemiotic Translation” on the theme of “Transmedial Turn?” in December 2020,
at The University of Tartu, Estonia, which includes papers exclusively dedicated to
exploring meaning construction across modes.

It is clear therefore that there is a trend forming whereby translation studies has broken
out of its own field to look outwards, rather than remaining an inwardly focused field.
Certain pioneers enabled this movement to arrive at a position where we can claim that
the field of Music and Translation exists and is becoming increasingly active. The recent
translational turn that was identified by Bachmann-Medick (2009), when she observed
that cultural and social encounters were increasingly global and shared via mediatized
platforms, was a key contributor to the developing field. She emphasises later in her
work on the cultural turn that there is a need to recognise the “expressive dimension of
both actions and social-based events” which lead to the “generation of cultural meanings
and experiences” (ibid. 2016: 73). As communication reaches further outward from a
single language, the central concern becomes how we understand and exchange meaning
in such globalized ways beyond language.

Others within translation studies have become aware of this shift toward multimodality
and to recognising that “translation is a multimodal practice and that translatorial action
is a multimodal semiotic act” (Kaindl 2019: 65). Consequently, the often-cited categories
established by Jakobson (1959) are now outdated: although interlingual and intralingual
translation refer to language, these dimensions are necessarily intersemiotic as they include
the context, the movement of the person speaking, the visual textual form of the writing;
therefore, intersemiotic translation as a separate term is almost invalid as it includes the
prior two categories. But the need to further explore the multimodal field of translation
is necessary and has been debated much by the leading scholars referenced here. The
field would benefit from some frameworks to explain how translation studies can benefit
music and vice versa. Indeed, Bassnett recognised that “the broader, translinguistic aspects
of translation, including translation as negotiation, as intercultural mediation, as a
transcultural process” (2012: 67) was now a necessary act, and so broadens the potential
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for translation to assist us in interpreting beyond words. As Kress (2019: 24) asserts,
the field is “moving from the dominance of one means (‘language’) to a recognition of
the potential equality of many means of making meaning evident”. In recognising the move
to multimodality and the need for a performative turn, in addition to the translational
turn, Wolf notes the importance of the “materiality of the media participating in the
performance process” (2017: 29). It is this active coming together of materials in
collaboration that has inspired me in my own work to question how music operates in
a translational manner. It is no surprise, then, that translation scholars are increasingly
using examples drawn from music to explain meaning delivery in a range of contexts.
Cronin led the way to understanding the transmedial turn. He notes that media was
part of the very operation of meaning delivery in the current century. He now uses musical
examples to explain tourists” interactions in localised situations:

The apparent ability of music to transcend language difference is encapsulated
in the holiday iconography of campfire sing-songs and groups of tourists
crowded into Irish pubs listening to folk music sessions. Listening to music
is not an experience that is predicated on knowledge of a language, though
it may of course, as in the case of song, be enhanced by it (Cronin 2020: 79).

There is an exchange, there is an interaction, but language is not necessarily the point
or focus of any such transfer of meaning. Cronin makes clear that context, the locality,
is significant when interpreting it as a receiver.

Since the cultural turn and the rise of current musicology from the 1980s, which
explored the cultural context and meaning of music, music studies of all forms have
been increasingly concerned with music’s active role within socio-cultural contexts (see
for example Kramer 2002). Questions of musical and cultural meaning have thrived.
Translation and music first came together in work that explored how texts were
translated 0 music, or how texts were shared to supplement a musical performance,
such as translations of musical texts in the forms of sung lyrics, surtitles, programme
notes, and pre-concert talks. Since the 1990s and the translational turn, the 2000s with
the performative turn, and the 2010s with the transmedial turn, scholars working within
music, whether musicians, musicologists, linguists, among other field in the humanities,
have begun to ask about the identity, agency, voice and role music has in projecting
meaning beyond words. In the context of interdisciplinary collaborative art of the last
century, there is a vast range of artistic works which operate crossing medial boundaries,
fusing and creating a sharing of the arts, which has been discussed in terms of the interart
aesthetic. Dayan (2011) explores the “laws” of the interart aesthetic, which interrogates
how the arts function in a collaborative work specifically with examples drawn from
the start of the twentieth century. He has asserted that each media can operate in the
terms of the other (ibid.: 46), that analogies between media are possible (ibid.: 6), and
that collectively, they form “a new reality” (ibid.: 2). Similarly to Dayan, Albright’s work
explores the collaborative interactions of music, painting and words. In so doing, he
questions repeatedly: “Can we aspire to more precise kinds of translation?” (Albright
2009: 3 and Albright 2014: 163). In articulating concerns regarding whether music is
a universal language, he plays on the analogy to verbal language in the title of the book,
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and in asking, how Music Speaks to its listeners (Albright 2009). Both Dayan and Albright
refer to translation in describing the interaction of the arts and the exchange of sense
across media (i.e., a modal exchange), but Dayan (2011: 3) rightly observes that: “There
can be no direct translation, and no unproblematic collaboration”. Moreover: “We often
think of music as a translation of emotional states” (Albright 2014: 163). There is much
research on music and emotion in the field of music psychology, but the felt experience
of music has been discussed across most literature that refers to collaborative arts practice.
For example, “music has direct contact with our raw felt experience of the world, especially
in its transcendence over words or concepts” (Shaw-Miller 2002: 141). Bringing these
fields together, Desblache asserts that “musics are capable of arousing emotions” (2019:
303), recognising that much narrative nineteenth-century romantic music relied on
such a “translation of emotion” which was “at the heart of much music” (ibid. 304).
The point to the above is that music is referential, that it can elicit emotions and
understanding without need of verbal language.

Ekphrasis refers to how an artist responds to another artist’s work, by creating a new
work of art that is a representation of the previous work, usually sharing the same title.
‘The transfer of sense from one work to another, in an aim to retain a similar representation,
is analogous to the process of translation proper. Bug, if we consider all forms of language
to be multimodal, then ekphrasis too is multimodal and so any form of “ekphrasis is
also an intermedial translation” (Albright 2014: 120). Bruhn’s extended study of musical
ekphrasis proposes the term “transmedialization” to denote this move of content between,
across and through media (2000: xvi). If a composer, for example, creates a work in
response to, or inspired by, painting, poetry, or another art form, the resulting work
claims somehow to have features of the source text. Or, as Bruhn iterates, it must have
“transformed the essence of this art work’s features and message” (2000: xix). The
reference to message here is important: Jakobson’s overview of translation was a process
from a sender — delivering a message — to a receiver. In a musical context, there are fewer
senders than there are receivers. The relational, in these contexts, must go beyond verbal
language: as Jakobson highlighted, “the question of relations between the word and the
world concerns not only verbal art but actually all kinds of discourse” (1960: 351). Such
an “intermedial translation” (Albright 2014: 219) might then be seen to “project... the
choices made by the artist working in response to the source work” (Minors 2017: 191).
Bruhn refers to this transference between media as an “intersemiotic transposition”
(Bruhn 2000: xxi). The language used to refer to the transfer of sense, always prefixed
by trans-, denotes there is indeed the problem that language cannot yet refer precisely
to the different forms of translation processes when we extend translation beyond verbal
language to other multimodal forms of communication. Similarly, Kress proposes two
terms that refine how translation processes function: namely “transduction” as a subgroup
of translation, which articulates the movement of content “from one mode to another”
(2010: 125), and “transformation” which is another subgroup of translation, which
“describes the processes of meaning change through re-ordering of the elements in a
text or other semiotic object... in the same mode” (ibid.: 129). However, as Kaindl has
remarked (2019: 59), the terms can reduce and limit the current reach of translation
studies that has expanded more to encompass multimodal translation now. As Bruhn’s
term, they do not consider the source text to be innately multimodal, which I and
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Kaindl clearly do. Nevertheless, where did these discussions outlined above move
directly to music and translation to form a field?

'The seminal work bringing music and translation into significant dialogue tackling
specific issues of meaning transfer in the context of music was an edited special issue of
The Translator (2008), led by Sebnem Susam-Sarajeva. This journal issue tackled concerns
of how verbal text is translated within the context of a musical work, with the volume
exploring folk song, popular song, musicals and songs in film music. In each case, the
discussion tackles textual language illustrating how text is translated z music, or how
text is translated for a new context. Significantly Susam-Sarajeva raises the fact that until
very recently music has been considered outside the remit of translation studies: “The
mere mention of translation within the context of music opens up a huge can of worms”
(2008: 189). When researchers consider translation in the context of song, opera and
musicals, it is possible to consider the translation of song texts which attempt to retain
the musical rhythm within their translation, but which might change the wording,
which requires something other than a word for word translation. Leading scholars in
this field, including Low’s work, explore “purposeful translation” for song texts (2013:
69), while Apter and Herman (2016) work collaboratively to explore the notion of a
singing translation, which considers not only rhythm but also word painting, text setting,
and the very musical elements which contribute to overall meaning supplementing the
verbal meaning.

There has also been much research and practice into translation in opera, whether
that be the translation of the libretto for publication in programme notes, CD leaflets
and books, or whether the translation serves the particular purpose of the surtitles
(projected usually above the stage during performance) or of subtitles (shown on the
bottom of the film screen). Eardley-Weaver (2013) has looked in detail at how surtitles
can promote accessibility, exploring specifically how surtitles can support the experience
of the blind and partially sighted and the deaf and hard-of-hearing (ibid. 2015). The
technical aspects of surtitles have been discussed in detail by the Royal Opera House’s
surtitlers Palmer (2013) and Chalmers (2013) as well as by one of their freelance
translators Page (2013). They outline the technological capacity of the Royal Opera
House while referring to audience engagement describing experiments with surtitles
shown on devices in front of seating as well as above the stage. The main aim of surtitles
is intended to “make opera accessible to everyone” (Palmer 2013: 33).

From personal experience as a musician (trumpeter, singer, improviser and ensemble
leader), I have often translated (in a metaphorical sense) the content of the musical
programme of a concert for an audience whether in a pre-concert talk, outlining the
key issues, concerns and points of interest, or introducing themes and music in radio
programmes. I regularly now lead pre-concert conversations for the Aldworth
Philharmonic Orchestra (rather than formal talks) whereby I facilitate a discussion
between conductor (Andrew Taylor), soloists and select orchestral members to enable
the audience to understand how a programme, a piece or a commission has come to
fruition prior to them experiencing it. This ensemble has developed a range of interactive
approaches to education, outreach and access, notably including accessible performances
of Holst’s 7he Planets, including signed performances for the deaf and hard-of-hearing,
and performances whereby we allowed flexibility, movement, conversation and support
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to enable concerts to be welcoming to those with ADHD, Autism and Asperger,
Dementia and similar conditions, with support from the Arts Council. This also
included a programme introduction online, with downloadable materials (Taylor 2020).

I have led other such pre-concert discussions within a music venue, rather than a
concert hall, frequently. Notably as part of the Arts Council funded project, Women’s
Voices at Club Inégales (forthcoming) (further explored in Minors forthcoming b). I
curated a series of pre-concert informal conversations between composers and performers,
giving an opportunity for audience questions and engagement. These sessions were
interesting in the context of discussing music and translation as my focus was to illustrate
to the spectator how the musical programme had been put together, how the composers
had approached the creation of the work, and how the performers had interpreted it.
As such, the discussion is process driven, outlining the choices, changes and developments
to works. This process in many ways is analogous to that of a translator.

What do conductors and pre-concert presenters do, though, in such an introduction
to the music which is about to be performed live? Why does the music need an
introduction? These questions are not new. In fact, in the nineteenth century some
composers writing tone poems presented their own written programme detailing the
narrative to ensure the audience had time to understand what was forthcoming: the
most famous example of this is Hector Berlioz's programme for Symphonie fantastique
(1830). If a story exists, it can aid the appreciation of the audience to know first
something of the story. But pre-concert talks can also bring children closer to the drama,
to engage their imagination in what is to follow. It can also engage a wider range of
audience members in the issues pertaining to each concert programme, encouraging
access and smoothing the way for the “concert virgin” (a term used by Aldworth
Philharmonic [APO 2020] in a scheme which offers free tickets to those who have not
previously heard a live orchestra).

Accessibility is important, and applies as much to audiences with disabilities, as to
audiences from lower economic backgrounds or simply to someone who experiences a
particular kind of music for the first time. Access to opera for example has been of prime
concern to the Royal Opera House and to the English National Opera, both in London,
for some time. Indeed, funding conditions now commonly require some form of
outreach and access work to be embedded in funding applications for arts projects that
can demonstrate engagement outside the regular audience. These institutions were part
of the Arts and Humanities Research Council funded network, Translating Music,
which was co-led by Lucile Desblache and Helen Julia Minors during 2013-2014. The
project had a wide remit, building on the book, Music, Text and Translation (Minors
2013). It explored three key areas: “music and meaning across language, across cultures
and across senses” (Desblache and Minors 2020a). The book, and the network, explored
translation in terms of a range of genres: opera and popular song; musical translation,
whereby a musical work engages with other modes to transfer sense into the audio
domain; and the notion of adaptation and transference in the music industry, whereby
MTYV, for example, has a strategy and approach to ensuring audio-description in text
through subtitles. The network engaged with various industry partners, but we instigated
discussions, seminars and filmed interviews with colleagues in opera. The Royal Opera
House surtitles each opera in English but sings the opera in the original language;
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whereas the English National Opera always sings in English translation and in addition
offers surtitles in English translation. This is central to their accessible remit. The network
leaders went to the Macerata Sferisterio Opera Festival to offer some audio-described
performances, touch tours for the blind and for children, and to conduct a series of
interviews. This ethnographic visit resulted in several interviews that are available via
the project website (Desblache and Minors 2014) with the artistic directors, producers,
singers and musicians. The Sferisterio festival brought together the full range of musical
translation for a performance of A Midsummer Night’s Dream. 1 have analysed how this
production worked as an intercultural translation (Minors 2016) and showed how opera
is a particular mode of translation (Minors 2020b). The interesting feature of this
performance was that Shakespeare’s play, in Italian translation, was performed alongside
Britten’s opera in English, and Mendelsohn’s incidental music. The combination and
adaptation fused languages, the different modes of music, sung performance,
instrumental performance, acting, dancing, stage sets, as well as programme notes,
pre-concert touch tours, and the context of the outdoor large venue of the Sferisterio
theatre in Macerata, Italy. What this research activity and the network showed was the
significance of multimodal translation, and the lack of a framework to support such
translation. It asserted that moving from one place (or culture) to another, as well as
from one mode to another, to experience different cultures, also is translation, whether
it is inter-, intra- or intersemiotic.

3. MYTHS OF MUSIC AND TRANSLATION

There are some myths that surround music and translation. These arise from
discussions of music before the rise of cultural musicology, where the notion of music
as language, as an analogy, was rarely questioned. To set out a framework for music and
translation, it is necessary to clear the air about some of the main perceived myths below.

3.1. Music as universal language

There is a belief among many that music is a universal language, and indeed a
language (Cooke 1959), which has been commented on by Albright, referring to it as
“understood intuitively by everyone” (2009: 3). There are a few issues with the idea that
music is universal which are troubling from the point of view of translation studies or
hermeneutics. It is possible to listen to music from anywhere in the world and to
appreciate it, but it is not possible to comprehend the meanings associated with the
original work, or to truly engage with the messages that might be within the work. It is
more likely, as Cook (2001) identified, that we would construct our own meaning, as
emergent, in the context within which we are listening to it. Therefore, as much as we
have a universal access to most music, especially through online streaming, it does not
automatically give us the access to its meaning. This is no different to textual language,
where language requires translation; only for music, this process goes beyond verbal
translation; the need to know something of the context of the work’s development, its
genre, and its intended usage is always required in translation, but the creative
dimension of the target works presentation setting must also be considered.
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Nevertheless, if we equate musical language to textual language the following claim
is possible: “a word awakens both an emotional response and a comprehension of its
meaning, whereas a note, having no meaning, awakens only an emotional response”
(Cooke 1959: 26). This is a limited view, however. It pitches word and note as elements
within the mode as potentially meaning bearing, but we know from the broader research
field that meaning is only confirmed and developed, then delivered, within the context
of the mode and the socio-cultural context of its delivery and reception. As such, the
comparison to a single so-called meaningless note is inappropriate and inaccurate. It
does not consider the potential for our comprehension to change over time (music is a
temporal art, and works are recreated over time) as well as to connect notes with notes
in listening to phrases, melodies and sections. Even considering individual words for
translation can produce miscommunication unless the context of the sentence and
paragraph is understood. In fact, in many languages single words often have multiple
meanings, and sometimes those meanings are contradictory. Though this is common in
languages and translation studies, it is less common in the discussion of the performing
arts. A holistic approach to comprehension is required which is situated within a detailed
understanding of the context of the source text. The meaning of such words is only
determinable by the context within which it is used. The meaning of music is, likewise,
informed by its context. Like translation studies, music studies too always utilises and
analyses its contexts, and has done with major advances in research in both fields since

the 1980s.
3.2. Music is lost in translation

Music expresses through associations. As we construct our own emergent meanings,
we are using our prior associations, memories and understanding of the music style. As
such, music means through metaphor. Although the exact details of an original source
text may not be carried forward word for word, for example in an orchestral tone poem
that sets a story, it will offer supplementary meaning in clothing the structure of the
story with associative musical language which can elicit emotional reactions, by
supplementing the original meaning. If music speaks, as asked above, it must speak of
itself and express its meaning in its own terms. Music can operate in the manner of
other art forms (and vice versa) but it expresses through and of itself. As such, although
the granular textual (word) or image (painting) detail may be lost in a musical adaptation
of a work, something is supplemented. Indeed, translation studies has often set out a
hierarchy, as textual language is translation proper (to borrow from Jakobson 1959). As
Wittgenstein (1958) has observed, however, “speech is a special case of music” (in Albright
2009: 14).

3.3. Translation is language proper
This claim is that to perform an act of translation, that act needs to be the translation
of a textual or verbal language. This is now not maintained by everybody in translation

studies. Since Jakobson (1959) proposed the notion of an intersemiotic translation, the
potential for translation to extend beyond words has been possible.
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Visual art can express without words — a standard saying is that a picture tells 1000
words. We can assert that other forms of non-verbal art can express something. Art
expresses in more than one sense: music relies on our hearing, our somatic feeling, as
well as the visual presentation. Opera is a prime example where language alone is not
enough. The stage is set, there is a backcloth, a series of characters and costumes, make
up, lighting, a programme, surtitles and the musical performance. Together these create
a multisensory event. It is even possible that scents delight our sense of smell in
installation arts. The notion that translation is limited to language is problematic, and
most translation scholars now consider how they involve verbal language and verbal
text, and now the field is expanding to consider multimodal experiences. There is a
famous comment at the start of Edith Wharton’s 7he Age of Innocence that outlines the
complexity of changing languages in a musical setting, which demonstrates the need for
more than a single interlingual translation. In this case of opera: Wharton is describing
opera performed in America, set in the 1870s: “the German text of French operas sung
by Swedish artists should be translated into Italian for the clearer understanding of
English-speaking audiences” (2006: 4). This interlinguistic translation is introduced
within a stage set which usually changes each time it is produced, and each time it is
staged new singers will take on the roles, changing the singing style, articulation, gestures
and musical shapes.

3.4. Music needs no translation

'The danger of the above myths is that if translation is only considered in relation to
verbal and/or textual terms, then none of the other musical texts would be carefully
considered in terms of how the musical content does in fact impact the ways in which
text translation occurs for songs, musicals, operas, as well as for the specific requirements
of surtitles, subtitles, programme notes, libretti, and such like. As Minors (2013) and
the Translating Music network made clear, companies such as MTV and Deluxe Media
work hard to ensure the translation of musical texts facilitate access to musical content
more broadly (Desblache and Minors 2014), but in so doing they necessarily create
translation in a multimodal context for multimodal purposes. Music scholars, especially
those working in artistic research, recognise that our reading of a score is “translated
into auditory perception” (Coessens 2019: 143). The score as source text is only one
representation of the music. Here, translation is being used as a metaphor.

3.5. The translator is invisible and silent

The notion that the translator could be invisible, as once referred to by Venuti (2008),
is problematic. If the resulting translation is made for a specific context and a specific
purpose, the translator must make the meaning accessible for that context. They have
a role in adapting meaning delivery to function well in the target text. Although the
meaning of the source text is the prime focus, the translators’ choices make them to
some extent visible (it is a matter of degrees). The translator is identified through
comparison of source and target text — not a process performed by all readers. Similarly,
in a musical context, if a composer responds to a source text in another mode (in an
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ckphratic manner), their response may carry forward the sense of the source text, but
its presence in a new mode essentially projects the voice of the composer. The translator
working in and across any mode is therefore very present. Their voice (their agency,
approach, choices) is embedded within the target text. As such the notion that the
“translator is an empty vessel, a channel that simply allows passage between two
languages” (Wu 2019) is as Wu identifies limited. Any attempt to claim invisibility is
no doubt why assertions have been made to the effect that: “The translator is a shady
character, sinewy with betrayal” (Wu 2019). In recognising and articulating the role of
the multimodal translator, it is hoped more of the process would be seen and
understood.

3.6. Music only requires hearing

Music is an aural art form in that we perceive sound waves via our ears, but it activates
more than one sense. Music is both accessible to the deaf and hard-of-hearing via the
vibrations and feeling of music within and on our bodies. Music is experienced alongside
the other senses. We usually see something of the performance whether in a live event,
a broadcast/streamed performance or via the imagery that accompanies music releases.

3.7. Knowledge comprehension

There are many ways of knowing, beyond written and verbal forms of comprehension.
Knowledge is contained within words: other ways of knowing however are integral to
music and the broader performing arts. Our somatic, felt, experience enables artists to
develop both an embodied knowledge and therefore an intuitive understanding. “What
is interior embodied language could be translated into a non-textual medium” (Penrod
2019: 114). The application, use and sharing of all forms of knowledge are integral to
understanding collaboration in performance arts (Blain and Minors 2020).

Despite these myths, there is movement of sense from music to the listener, as such
we can say that sense has transferred from the artist, through the artwork to the receiver.
Bug, as it is “emergent” in the listener’s somatic experience, it is clear that “music conveys
not unnuanced emotion but emotionless nuance” (Cook 2001: 180). The emotional
content is pieced together by the spectator, and so the emergent meaning includes, as
one part of the meaning construction, an emotional reaction. This is “the key to a model
of musical meaning that understands it as neither immanent nor arbitrary, but rather
negotiated and emergent” (Cook 2001: 180). The negotiation that the spectator performs
is analogous to the act of translation. In attempting to assess how creative collaborations
work from creation to performance, it would be worth exploring a framework of musical
translation to consider how music not only creates meaning but works to project and
co-create sense through a collaborative dialogic process.

4. A FRAMEWORK FOR MUSIC AND TRANSLATION

If translation is the transfer from one mode, place and culture to another, then it
necessarily moves beyond language and requires that we recognise that translation in a

177



Helen Julia Minors

multimodal setting functions as metaphor. Considering that it is also generally assumed
that music functions as metaphor, the case for translation to extend to music seems
logical, on this basis alone. Nevertheless, as noted, there remains no core methodology
or model for applying translation to music, therefore, “transfer-oriented investigation
methods are necessary” (Kaindl 2013: 265).

I subscribe to Bassnett’s view that: “A translator cannot be actor, director, designer
and audience all at the same time” (Bassnett 2010: 99), but that each is acting as a
translator. Their position within the collaborative work changes what actions they can
make, and when they make them. The movement from sender to message to receiver
changes the positionality of their role. Moreover, in a collaborative context, their
positions likely do not remain in only one location. The (co)creators are also the first
receivers and may well be those creating the work live. The intersections between sender
and receiver are important. I see the translation process as a dialogic process, in which
each creator and each performer modifies the resulting work, in bringing it to fruition.
Their collective voices bring the final piece together to be shared, thereby sending the
message contained in the work via a performance, broadcast and such like. I agree with
Wolf that the process of translation is “conceived of as a performative process [which]...
transcends borders and creates representation by deliberately exploring differences
encountered during the process” (Wolf 2017: 32). Encountering difference is not only
likely, but the encounter with difference encourages us to think and work as translators
in recognising where our understanding meets, where the modes are able to transfer
and share content, where there are limitations to such sharing.

I propose (Minors 2013, 2016, 2019, 2020a and 2020b) that music can translate
the content of other art forms. The significance of translation is that it enables
collaborators, creators and analysts to explore how sense is transferred, or simply, to
making us more aware in the moment of how we speak and communicate during the
creation of a work (Minors 2012a and 2020a: 121-127). As noted: “Music, dance,
painting, sculpture, and handcrafts—all offer a way to translate embodied language”
(Penrod 2019: 115). Bringing this tacit knowledge to a verbal domain at both the start
and end of the translation process enables artists in a collaborative context to share their
understandings (see Blain and Minors 2020: 3).

The translation process in a collaborative creative work relies on recognising the
position of each collaborator, their context and their roles, but it is necessary to recognise
that the meaning and coming together of the work only “achieves its full potential
through the performer’s interpretation” (Malena 2017: 1). Indeed, the position of the
translator or artist within the collaborative team and within their socio-cultural context
is significant to understanding how transfer of sense occurs across modes, between people,
and within the work in question. As Kress asserts, “‘position’ is #he issue” in multimodal
translation (2019: 28, original emphasis). A framework would help in establishing our
individual positions within such a collaborative, dialogic process.

In order to clarify the positionality of the artist as translator, and the process of
translation, I set out a framework, illustrated below in Figure 1. A framework is neither
a method nor a model, in that it gives an overview of the structure and underlying
system of multimodal communication, but it does not give the precise ways in which
it can be applied. This is deliberate, in hope that it can be realised in a wide range of
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specific multimodal cases. It is necessary, though, that a framework is proposed in order
to illustrate how tools from translation studies are indeed relevant to multimodal fields.
It illustrates how music (and the other arts) work in action, in collaboration, requiring
the transfer of sense at various points in the process, not only during the final stage of
reception. Both Bassnett (2012: 67) and Kaindl (2019: 49) call for a framework, from
a translation perspective. What I offer, is something similar but pitched (inevitably)
from my perspective as a cultural musicologist and performer. The framework,
diagrammatised below, is necessarily complex, as the process of artistic collaboration is.
Indeed, I have modelled elsewhere the mapping of the different art forms in developing
a work and meaning in a model akin to a venn diagram (Minors 2012b). I see this
current framework as a macro level process, whereby a model exists both within the
collaborative and interpretative stages. Creative collaboration is shown in the model to
be a dialogic process. Collaborative work requires an exchange of sense in order to
modify and create the work. There are, therefore, multiple senders as well as multiple
receivers.

Building on Jakobson’s model, where there are senders, a message and a receiver
(1959), it is necessary to recognise that the sender may also have a source text as
inspiration or instigation for a new work, which is multimodal, expressed in multimodal
terms, and that this is then received. The source text(s) therefore interacts within its
context(s). The production, the creative dimension, is more complex than simply showing
a single sender; rather, this framework aims to illustrate the fact that there is a dialogic
process, whereby a composer, as one example, might be interacting with a director (as
in film), or a choreographer (as in ballet), or a librettist (as in opera). These collaborative
artists often wear many hats, in that they may be functioning across roles. However,
the point is that together they adapt the content of the work in creating something that
is multimodal and intended to function as a cohesive work of art. As such the framework
below recognises two stages within the collaborative context: the first are those agents
creating the artistic content, the text(s), of the work, for example, the score; and the
second is the stage whereby the performers, dancers, actors, learn the piece and rehearse
it, which may also introduce new modifications, to feed back into the work. Translation
exists at each stage and multimodality likewise exists at each stage. The stages will be
concurrent for the creator, who then receives the work in rehearsal and makes changes.
The position of the translator/artist is important as each moves between their role as
creative artist, performer to interpreter and back. In other words, the sender will become
the receiver and may then change their message and re-send it within the collaborative
team during the creative process.

By starting the framework with the three dimensions proposed by Jakobson (at the
top of Figure 1), I intend to show that his principle of message delivery is at the heart
of the field of music and translation, but that it needs further expansion if the
complexities of collaborative creative works are to be explored in relation to translation.
The most intriguing dimension to me, as a scholar, is that of the collaborative context,
in which the creative act takes place. I recognise that all the collaborators must
participate and that not only the ascribed author (such as the composer, choreographer
et al.) but also those performing and creating the event, have a role in developing how
the message is delivered (Minors 2020a). I subscribe to the view that the performer has
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a role in interpreting the piece in performance (Minors 2013) and that we experience
their position and their interpretation, in addition to the content of the musical (or
other art) work. Therefore, the performer(s) is/are a vehicle through which we access
live, recorded, broadcast and streamed music. This article has proposed such a
framework to consolidate the range of issues outlined in the new field of music and
translation.

SENDER MESSAGE RECEIVER

SOURCE TEXTS SENDERS MULTIMODAL EXPRESSION RECEIVERS

Translation is pervasive across each level. Multimodality exists at each level.

SOURCE TEXTS «— CONTEXTS —— COLLABORATIVE CONTEXT/ —— THEWORK —— SPECTATORS / —
CREATIVE DIALOGUE LISTENERS

Emergent Meaning

Composers,
choreographers,
screnwriters,
librettists, directors
A

N

Message
construction

TN

A4

Interaction of
senses / (re)experience /
in venue-place-space

INVESTIGATION/CATALYST

Performers,
musicians, dancers,
actors, editors,
sound engineers,
conductors

EVENT/BROADCAST/OBJECT

[ COLLABORATORS/TRANSLATORS |

Performers,
broadcast,
Message R
X f screening,
modifications .
recording,
installation.

Various texts

Figure 1. A Framework for Music and Translation
5. TRANSLATION AND MUSIC

There is a wide range of possible examples and ways to test how music and translation
function. The above overview of the field, from both the perspective of translation studies
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and music studies, shows that there are shared issues concerning how meaning transfer
happens in contexts which are multimodal, which reach across cultures, eras, styles,
genres and modes. The experience of translating across the different modes also means
we translate across the senses. Translating across the senses is “a product of reflection
through culture” (Shaw-Miller 2002: 131). Not only is translation situated within a
context, but so too is the translator. Their position within culture and within the work
(especially if it is collaborative in nature) determines how they will formulate their own
translation. In interpreting a performance, one performs an act of translation (Minors,
2013: 1-3). The performance act requires translation, whereby the imagination of the
auditory work translates the score even before sound is produced (in the case of a classical
musician) (Coessens 2019), or where the spectator “translate[s] external life from the
mind of the artist as manifested in his or her work” (Shaw-Miller 2002: 55).

The framework could be useful in many situations, where the process and form of
translation varies. I consider a situation where there is a catalyst for creation. For example,
Paul Dukas’s Lapprenti sorcier (1897) is a musical representation of Goethe’s ballad, Der
Zauberlehrling (1797) from exactly a century earlier. Goethe himself can be said to have
performed an act of translation (in a metaphorical sense), as the content of the story is
based on Greek myth. Dukas’s access to the story is the famous French translation by
Henri Blaze (see Minors 2007). As such, there is a multi-layered translation process,
from Greek myth, through German culture and a poetic version, through French
translation, even prior to his own musical representation. Interestingly, Dukas not only
wrote a descriptive piece of music, but he also analysed his own musical themes, noting
the musical themes that were associated with the main characters of the apprentice and
the broom (see Minors 2007: 141). This detail shown in his manuscript score (Dukas
1897: Ms. 1037-39) is testament to the notion that a composer actively interprets the
content of a source text when responding to it in making a musical representation, or
in translating the story into the mode of music. The translation does not stop with
Dukas’s score or the performance of it in the concert hall. In the case of this piece,
Disney used a shortened version of Dukas’s music for Fantasia (1940). As such, it moves
from myth (verbal), to poetry (text), to music, and then to animation. The themes
Dukas ascribed were carried from the source text (which for the Disney production was
Dukas’s score) to the target text, in that the apprentice and broom theme are associated
with those symbols in the animated story. Interestingly, the thematic associations,
established by Dukas, from Goethe’s text translated by Henri Blaze, have been used
again in TV adverts in Britain, including a recent advert for gardening tools where the
sorcier was represented by a young male, effectively, conducting the gardening tools,
which are complementary to the broom of Goethe’s text (STIHL 2017). What this shows
is that multimodal translation does not have a single end: a work can be re-translated
and moved to a new mode and to a different culture, at any time. The source text can
therefore be different for each sender (artist) in that they may access the work in different
forms, not necessarily in chronological order.

The example above is particularly of relevance to proposing a framework for
multimodal translation. Multimodal translation in this article is used in a different sense
from the way in which it is used in Translation Studies, where it is a process involving
a verbal text (together with many other signs and codes) and a change of languages and
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cultures (among other things). The above diagram shows that multimodal translation
here is metaphorical in sense. Although Goethe is not a translator in this example, I
share his specific ideas about translation as a process as the categories he explores are
highly significant to musicology and music studies (and have been since the 1980s,
outlined above). Part of his contribution was to formulate a model that represents three
kinds of translation, which I see as phases in that they can be concurrent, recurrent,
and can overlap. It is interesting to consider his suggestions, as he was also a practicing
artist, aware that his own writings may one day be translated. The three phases consist
of: 1. Epoch, which “acquaints us with foreign countries on our own terms” (Bassnett
2014: 71). This phase clearly denotes a position of the translator in terms of their
national, regional and cultural context, not only the context of the target language to
which they are translating. 2. Appropriation, which denotes that the translator in some
way digests the source text author’s perspective and understanding, before positioning
their own translation to create a modified work that is relevant for their own context.
This phase denotes more change to the source text as it requires the translator to
contribute something further of themselves. This seems a close parallel to the ideas
within Bruhn’s (2000) view of ekphrasis. 3. This final phase is considered in high regard
by Goethe in that it brings the source text and the target text closer by ensuring some
level of originality in the translation to make the work accessible to the target audience
but requires that the target text retains a deep understanding and close structural
relationship to the source text. Waltje called this phase an “interlinear-translation”
(2002). Bassnett raises the issue here that this may suggest something bordering on “a
theory of untranslatability” (2014: 71), but it also seems possible that Goethe’s notion
(intended for interlinguistic translation) of presenting the source text in a new manner
could refer also to the shift of mode from text to performance art, from poem to story,
from written text to spoken text as well as to a shift in language.

The transfer from myth to text, to music, to animation, to TV is a long process which
requires that “a translation recontextualizes the source text in the translating language
[or mode] and culture by applying a set of formal and thematic interpretants to inscribe
an interpretation” (Venuti 2013: 4). LApprenti could be said to represent Goethe’s third
phase. Such a process is endemic to a wide range of music. Dukas’s friend and
contemporary, Claude Debussy, famously took Stefan Mallarmé’s eclogue and composed
Prélude & aprés-midi d’un faune (1894) in response to it, to which then Nijinsky (as
choreographer) working with Serge Diaghilev (as impresario) created a balletic version
(1912). The layered meaning is interesting, but how these artists responded to their
source texts is significant when we try to establish a framework for multimodal
translation (see Minors 2019: 166-170).

The sci-fi film 2001: A Space Odyssey (1968) is based on a novel by Arthur C. Clarke.
This source text provides the basis for the narrative, and the characters, but the tone of
the film comes from the combination of the visual scene, the actors and the soundtrack,
so led by the director’s choices. In this particular case, famously, the originally
commissioned music was not used throughout the film; rather, the director chose to
retain music from the temp-track (the temporary track added to the film as a guide to
the composer for what the director was hoping to achieve) (Minors forthcoming b). As
such, the new target text (the film) integrates not only a representation of the novel, but also
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pre-composed music, into the film, appropriating those source texts into an entirely new
context. As the framework shows, the source text(s) are situated in a context, but during
a collaborative creative act those texts may change, adapt and develop. The resulting work
is not only multimodal, but has multiple layers of interactive relational components,
each contributing to what we interpret when the final film is received by the spectators.
Though the music is not the original source text, or created specifically for the target
text, its inclusion is part of the translation process which the director led.

Both examples I mention above do not include text set to music of course — the
examples represent the broader categories of film music and narrative music. If we
consider opera or the vast array of popular music, there is a text to consider in addition.
I referred to BTS at the start. They are an interesting case, as their songs are often sung
with verses in Korean and choruses sometimes in English. The fan culture has been the
location for textual translation, online. But textual translation happens in a sense via
the multimodal presentation if one views the music video. One hears, reads, sees,
observes and senses the work as a whole. “Idol” was a song on the album Love Yourself:
Answer (2018) and notably has a title in English, lyrics referring to “artists”, and a scene
set within a large, opulent art gallery, integrating visual imagery from the European
baroque era. Symbolic references from art and cultures are used throughout their
albums, which are all themed and sometimes come in parts (the above is the second
Love Yourself album from 2018; the first was subtitled “Tear”). Their second studio
album, Wings, includes “Blood, Sweat and Tears” (2018): this is a fascinating song not
only because of the text, which merges Korean and English in the verse and includes a
monologue in English, but because it opens with a classical chorus (].S. Bach, “Kyrie
Eleison” from Mass in B minor) and embeds in the middle an extract of organ music
also by J.S. Bach. The whole song;, in its music video form, is a mélange of languages,
musics, and paintings. Its quasi-religious symbology, especially to the last supper of
Christ, projects not a specific Christian ideal, but rather a global ideal of friendship,
support, unity and togetherness. The group have become known for their philanthropy,
and the musical and visual symbols in their latest music videos often support that. Not
least now, a spectator may read more into these videos, since the band spoke at the UN
for Generation Unlimited (Washington Post 2018). What BTS illustrates is how much
the spectator is now actively involved in the translation process to interpret meaning.
But it does also show that the collaborative artists bring together modes and different
cultural contexts to express a coherent meaning, through different languages and modes
within a single work. The bringing together of art works in this context is not too
dissimilar to the film example, the opera example, or the narrative music example either.
They each share a source text(s), a catalyst, a collaborative process, and then the delivery
and reception of the work. A process shown in the framework.

6. CONCLUSIONS
Translation has much to offer in the context of music. Music is active within and across
culture, history and languages. It is something through which we share experiences,

memories, rituals and significant moments. Due to its liveness, we usually experience it
across our senses, as indeed Cronin’s translation work on travel has articulated: “All the
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five senses can be pressed into the service of understanding” (2020: 76-77). Music is
not as specific as language: and although we have equivalences between the content of
these modes, such as sentences and melodies, they express in different ways — although
can also express together, in unison. This is not to say they express the same thing; looking
for similarity only enables us to see their differences. Any mode communicates “via its
own means” (Kaindl 2013: 265), which is why it is so vital to open up translation studies
further to reach all forms of multimodal communication. It is because there are
“significant shifts in meaning” (Kress 2010: 124) in all forms of translation processes,
extending to adaptation studies, multimodal studies, hermeneutics and beyond, that
we need also to look to translation studies from within music and the other arts. An
understanding of the field of translation and music enables us to recognise what is not
communicable via verbal language, and also to explore all processes of communication
in new ways. As globalization continues to expand, the reach of communication seems
unlimited. Music, art, film and so on are accessible globally, online, and so opportunities
for receiving messages (experiencing art) are expanded. The wider reach of translation
gives the receiver (spectator), as much as the sender (artist), a proposition to read, think
and interpret across the senses, to feel, to hear, to see, even to smell and taste, and therefore,
to form new ways and new understanding about how we communicate. After Albright’s
plea (2009: 195), we could learn more about how to “speak music” and therefore more
about how to interpret it.
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CAPITULO IX

Verlo de otro modo: Imaginacién multimodal y creatividad en traduccién

Celia Martin de Leén
Universidad de Las Palmas de Gran Canaria

1. INTRODUCCION

“Creative thoughts emerge when people try to convert
inklings from one mode to another”.

(Otis 2015: 155-156)

El término «multimodalidad» alude al uso simultdneo de diferentes modos o moda-
lidades semidticas en la prictica comunicativa (Kress y Van Leeuwen 2001). Los modos
semidticos son los recursos de que dispone una sociedad para producir e interpretar sig-
nificados. Asi, la lengua, la musica y el color, por ejemplo, son modos de uso frecuente
en nuestra sociedad. Estos recursos estin mds o menos organizados y codificados, es
decir, muestran determinadas regularidades conocidas por los miembros de una comu-
nidad. Sin embargo, no todos los modos tienen el mismo grado de codificacién. En el
caso del color, podemos apreciar su potencial de significado cuando se realiza en un de-
terminado contexto, si bien este significado no estd tan especificado como en el caso de
la lengua. En este sentido, Kress y Van Leeuwen (ibid.: 58-59) no consideran los colores
como signos, sino como significantes cuyo potencial de significacién depende, en primer
lugar, de su materialidad y su interaccidn con nuestra disposicién fisiolégica, y, en se-
gundo lugar, de su historia cultural. Todos los modos semidticos tienen una base tanto
corpérea como cultural, y pueden realizarse en distintos medios que apelan a distintos
canales sensoriales. Por ejemplo, la lengua puede realizarse de forma oral o escrita, y al-
canzar asi el canal auditivo o el visual.

Puede decirse que toda nuestra comunicacién es multimodal, en la medida en que
en ella siempre interviene mds de un modo (por ejemplo, los gestos forman un todo
con el habla, y los textos adoptan un tipo de letra y un formato especifico). Ademds, la
interpretacién de un modo (por ejemplo, la lengua) puede requerir la produccién in-
terna de otros modos (imdgenes, sonidos, colores, etc.). A su vez, el paso o transduccién
de un modo a otro es un proceso que da lugar a una transformacién (Kress y Van Leeuwen
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2001: 51), como ocurre, por ejemplo, al convertir en imdgenes el texto escrito de un
guion cinematografico. Esta transformacién se produce porque cada modo tiene sus
propias limitaciones y constricciones, a la vez que ofrece sus posibilidades de expresién
especificas (sus affordances). Kress y Van Leeuwen (ibid.: 126-127) ponen como ejemplo
las diferencias entre describir una célula mediante la lengua y representarla con una ima-
gen. En el primer caso, podemos limitarnos a enumerar las partes que la componen,
mientras que en el segundo necesariamente tenemos que situar en el espacio cada ele-
mento, por ejemplo, el niicleo en relacién con la membrana. La imagen nos ofrece unas
posibilidades y unas constricciones diferentes a las de la lengua. De ahi que el paso de
una a otra produzca una transformacién que puede dar lugar a un resultado creativo.

El objetivo de este capitulo es investigar si la interaccidn de diferentes modos semi-
éticos puede ofrecer un andamiaje para la creatividad, en particular, en el dmbito de la
traduccién. Para ello, se revisard la bibliografia relevante de distintas disciplinas, prin-
cipalmente, de las ciencias cognitivas, los estudios multimodales y los estudios de tra-
duccién. Se trata con ello de fundamentar tedricamente, elaborar y refinar nuestra hi-
pétesis de partida: que la potencia creativa y transformadora de la imaginacién radica
en su capacidad de hacer interactuar diferentes modos, es decir, en su cardcter multi-
modal y multisensorial. Consideremos un ejemplo real, tomado de la vida cotidiana:
mientras sus padres estin inmersos en una conversacién, un nifio levanta la capota del
cochecito de su hermana y se la pone en la cabeza tarareando la banda sonora de La
guerra de las galaxias. Observo la escena desde el otro lado de la calle y no puedo evitar
ver la capota como el casco de Darth Vader. La imaginacién que ha permitido al nifio
sumergirse en un mundo fantdstico también ha hecho que yo, como observadora, vea
un objeto cotidiano como algo diferente, y este «ver-comon, en este caso, ha sido posible
gracias a la cooperacién de al menos dos modos semidticos, la interaccién corporal con
un objeto y la musica.

En este capitulo partiremos de la nocién de «ver-como» (seeing-as) para abordar las
relaciones de los modos semiéticos con los procesos creativos desde la perspectiva de la
cognicién corporea (apartado 2), y después estudiaremos cémo se ha tratado la relacién
entre imaginacién y creatividad desde distintos enfoques cognitivos de la traduccién
(apartado 3). Por tltimo, en el apartado de conclusiones, resumiremos los resultados
obtenidos, esbozaremos algunas conclusiones y apuntaremos su relevancia para los es-
tudios de traduccién.

2. IMAGINACION Y CREATIVIDAD

La imaginacién, como produccién de imdgenes mentales, y la creatividad son dos
constructos estrechamente relacionados (Forgeard y Kaufmann 2016). Vygotsky ([1930]
1986) describié la imaginacién como la base de todas las actividades creativas. Para ¢l
todo el mundo de la cultura puede definirse como imaginacién cristalizada: cuando una
obra de la fantasfa cristaliza, entra a formar parte del mundo real. La idea de Vygotsky
(ibid.) de que los productos de la imaginacién tienen que introducirse en el mundo so-
cial para que podamos considerarlos creativos prefigura enfoques mis recientes de la
creatividad que ponen el acento en el contexto social en el que esta emerge (Andreasen
2005; Csikszentmihalyi 1999). Desde esta perspectiva, una idea, una teorfa, un objeto
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artistico no son creativos en si, sino en relacién con una sociedad que los valora como
tales. En este sentido, cabe preguntarse qué hace que los productos de la imaginacién
resulten creativos para el grupo que los acoge.

Una definicién de creatividad consensuada en psicologia caracteriza los productos o
aportaciones creativos por su originalidad relativa y su calidad o adecuacién en relaciéon
con un determinado propdsito, es decir, por su novedad y su valor (Romo Santos 1997:
53). Tradicionalmente, en psicologfa se ha estudiado la creatividad desde la perspectiva
de la solucién de problemas; por ejemplo, Wertheimer (1945/1968) y Getzels y Csiks-
zentmihalyi (1976) describieron la creatividad como solucién de problemas mal defini-
dos, y Guilford (1956) asocié la creatividad con el pensamiento divergente, orientado
a la produccién de multiples soluciones. Entre los rasgos psicolégicos propuestos por
Guilford (1950) para definir la creatividad, en la literatura traductolédgica se han desta-
cado la fluidez de pensamiento, la originalidad y la flexibilidad (Rojo Lépez 2017: 356).
La fluidez de pensamiento se relaciona con la produccién de multiples ideas de forma
espontdnea; la originalidad tiene que ver con el cardcter tnico o poco frecuente de una
idea y con la creacién de conexiones remotas, y la flexibilidad es «la habilidad de aban-
donar viejos caminos en el tratamiento de los problemas y llevar el pensamiento por
nuevas direcciones» (Romo Santos 1987: 178). En este apartado se aborda el potencial
de la imaginacién para guiar al pensamiento en nuevas direcciones y generar asi ideas o
aportaciones originales y valiosas para una sociedad.

2.1. Combinar elementos, completar huecos y ver-como

Vygotsky ([1930] 1986) describié la imaginacién como el origen de la creatividad,
y definié esta facultad como la habilidad combinatoria de nuestro cerebro, una defini-
cién en linea con la tradicidn asociacionista iniciada por los empiristas ingleses, que ex-
plicaba los procesos mentales como combinacién de elementos psicoldgicos derivados
de las impresiones sensibles. Sin embargo, la capacidad de combinar lo antiguo de for-
mas nuevas, etiquetada despectivamente como «carpinterfa mental» (mental carpentry)
por Matthews (1969: 69), podria ser insuficiente para explicar el poder creativo de la
mente humana. La creatividad artistica o cientifica no puede reducirse a la mera recom-
binacién o distorsién de antiguas imdgenes o ideas (Thomas 1999: 232). En la medida
en que da lugar a nuevas percepciones, a formas nuevas y significativas de ver las cosas,
parece requerir, mds que una recombinacién de elementos dados, la introduccién de
algo que antes no estaba ahi.

En un pasaje muy citado de la Investigacién sobre el entendimiento humano, Hume
([1777] 1988: 36) lleva al lector a imaginar a una persona que estd perfectamente fami-
liarizada con los colores en todos sus matices, «salvo con un determinado matiz del azul»
que, por azar, nunca ha percibido. Si presentamos a esta persona todos los matices del
azul, excepto este, «descendiendo gradualmente desde el mds oscuro al mds claro», es
evidente que percibird un vacio en el lugar del matiz que falta, o una mayor distancia
entre los matices contiguos que en los demds casos. Hume (bid.) sugiri6é que esta per-
sona podria imaginar el matiz ausente, aunque no lo hubiera percibido nunca, y consi-
derd este caso una excepcidn al principio de que las ideas se derivan de las impresiones
sensibles. La persona de su ejemplo imaginaria algo que para ella no existfa antes.
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La capacidad descrita por Hume podria caracterizarse como complecion de huecos,
mds que como recombinacién de elementos ya conocidos. Nuestra imaginacién no solo
puede recombinar piezas antiguas, también puede rellenar los huecos que faltan para
completar un patrén. Pelaprat y Cole (2011), partiendo de Vygostky, describieron la
creatividad como imaginacién materializada, y caracterizaron la imaginacién como un
proceso de creacién de imdgenes mentales que, mediante la complecién de los huecos
que quedan entre los fragmentos de nuestra informacién sensorial, nos permite producir
una imagen estable del mundo. Para Pelaprat y Cole (ibid.), la imaginacién no es una
actividad mental especializada, sino una facultad bdsica para la accién y el pensamiento
corpéreos.

Nuestro sistema visual ofrece un buen ejemplo de este proceso de complecién de
huecos: nuestros ojos estdn en constante movimiento, incluso cuando tratamos de fo-
calizar nuestra mirada en un objeto. Sin embargo, los movimientos sacddicos involun-
tarios de nuestros ojos no nos impiden percibir una imagen constante del mundo, sino
todo lo contrario: la discontinuidad del inpur sensorial es mds bien una condicién ne-
cesaria para la percepcidn, ya que las células de la retina son sensibles a los cambios de
luminancia (Pelaprat y Cole 2011: 400). Este fenémeno se ha demostrado con experi-
mentos de imagen fija (Pritchard 1961), en los que se consigue alinear de forma artificial
los movimientos sacddicos con una imagen proyectada. En estas condiciones, el campo
visual se desvanece lentamente hasta convertirse en una mancha gris. Las diferencias de-
saparecen y, con ellas, la percepcién. Como nuestro input sensorial es discontinuo, per-
cibir implica rellenar los huecos para lograr una imagen del mundo lo mds estable po-
sible. Si se suprime la discontinuidad entre los movimientos de nuestros ojos, no queda
espacio para esta construccién y dejamos de percibir. La percepcién es una forma de
accién, una forma de construccidn.

La capacidad de complecién de huecos de nuestra imaginacién es por tanto esencial
para la percepcidn. Sin embargo, esto no explica cémo nuestra imaginacién, como ca-
pacidad de complecién de huecos, puede llegar a ser creativa y dar lugar a nuevas pers-
pectivas. En su busqueda de un vinculo entre la imaginacién y la creatividad, Thomas
(1999) se centrd en otra caracteristica de la percepcién humana: cuando percibimos,
no recibimos pasivamente una serie de informaciones aleatorias, sino que mds bien se-
leccionamos y categorizamos las informaciones en el mismo acto de percibir. Thomas
(ibid.: 235-236) sugirié que la nocién de ver-como podria ser el vinculo entre imagina-
cién y creatividad, ya que tanto las obras de arte como las teorfas cientificas creativas
nos inducen a ver las cosas “as we would not otherwise have seen them” (ibid.: 235).
Para ilustrar la nocién de ver-como, Thomas (ibid.: 224-227) plante6 la cuestién de la
produccién mental de figuras ambiguas, un tema que habia despertado cierto debate
en la literatura sobre imdgenes mentales. Las figuras ambiguas, como el pato-conejo
(fig. 1) o el cubo de Necker, pueden percibirse de formas diferentes y mutuamente ex-
cluyentes.
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Fig. 1. Imagen ambigua del pato-conejo’

La cuestion objeto de debate era si es posible crear imdgenes mentales ambiguas y
luego «verlas» mentalmente alternando entre las dos posibilidades. En distintos experi-
mentos se instruyd a los participantes mediante una descripcién oral para que crearan
una imagen mental de una figura ambigua (por ejemplo, la figura pato-conejo), y des-
pués se les pidié que la interpretaran de formas alternativas: si al principio habian visto
un pato, se les pedfa que vieran un conejo y viceversa. Chambers y Reisberg (1985) en-
contraron que ninguno de sus 35 informantes podia cambiar a la otra forma de ver la
figura ambigua en ninguna de las 55 pruebas que realizaron, y Slezak (1995) obtuvo
resultados similares. Kamermans ez /. (2019) encontraron esta misma dificultad para
reinterpretar imdgenes mentales no solo en la modalidad sensorial visual, sino también
en la téctil. Otros investigadores (Finke ez al. 1989; Mast y Kosslyn 2002) encontraron
que las imdgenes ambiguas podfan verse mentalmente de dos maneras en condiciones
especiales: o bien se decia a los participantes desde el principio que las figuras eran re-
versibles, o bien se les pedia que rotaran mentalmente la imagen, es decir, tenfan que
trabajar activamente en la produccién de la nueva perspectiva. Con todo, parece existir
una clara asimetria entre las figuras ambiguas y las imdgenes mentales ambiguas: es
mucho mids fécil reinterpretar una imagen externa que una imagen mental. De hecho,
Chambers y Reisberg (1985) encontraron que, cuando se permitia a los participantes
que dibujaran en un papel la figura que habian imaginado, podian reinterpretarla sin
ninguna dificultad. Basindose en la teoria de la actividad perceptual (Neisser 1976),
Thomas (1999: 229) explic esta diferencia argumentando que lo que se almacena en
nuestra memoria y luego se reactiva como imagen mental es nuestra percepcidn, es decir,
nuestra interpretacion de la imagen, y no una imagen neutra como la que aparece en
un papel.

If we are only exposed to an unfamiliar figure long enough for us to suc-
cessfully undertake one of the possible ways of looking at it, and so inter-
preting it, only that one way will be stored, and our subsequent imagery
will involve recapitulating only that one way, giving us access only to the
one interpretation.

(Thomas 1999: 229)

1 Dominio piblico, https://commons.wikimedia.org/w/index.php?curid=667017
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Segtin este enfoque, las imdgenes mentales no son datos visuales neutros que poda-
mos observar interiormente e interpretar de formas alternativas. Podemos imaginar la
figura del pato-conejo como pato o como conejo, pero no podemos pasar con facilidad
mentalmente de una interpretacién a otra porque no existe una imagen fija, neutra e
interpretable en nuestra mente, ni un ojo interno que la perciba. Las imdgenes que creamos
mentalmente son ya percepciones, es decir, interpretaciones; son constructos mentales,
no copias de las imagenes externas. En este sentido, imaginar es siempre ver-como.

La capacidad de ver-como de nuestra imaginacién podria tener mayor fuerza expli-
cativa en relacién con los procesos creativos que la simple recombinacién de elementos
o la complecién de huecos, ya que es esta capacidad de ver-como la que da sentido a la
nueva combinacién de elementos y la que ofrece el patrén global que permite completar
los huecos. En este punto, hay que senalar que, cuando hablamos de ver-como, no nos
referimos solo a la visidn, pues estamos usando una metéfora que puede aludir a otros
canales sensoriales y, de modo mds general, a la cognicién.

2.2. ;Qué hay en una metifora?

El concepto de ver-como fue introducido por Wittgenstein ([1953] 2009) en su fi-
losoffa analitica del dltimo periodo, en el contexto de su discusidn sobre la visidn de as-
pectos, o la capacidad de ver una imagen de formas diversas, que ilustré con el ejemplo
de la figura pato-conejo. Durante este tltimo periodo, Wittgenstein mostré un gran in-
terés por la obra de Kohler, uno de los fundadores de la psicologia de la Gestalt, que
ejercié gran influencia en sus reflexiones sobre la visién de aspectos (Dinishak 2014).
De hecho, el concepto wittgensteiniano de ver-como comparte una base comun con la
psicologia de la Gestalt: el cambio entre la visién del aspecto paro'y el aspecto conejo del
pato-conejo puede describirse como un cambio de Gestalt, es decir, como un cambio
perceptivo holistico, que va del todo a las partes.

La percepcidn (en particular, la percepcidn visual) se utiliza con frecuencia como do-
minio de partida para conceptualizar metaféricamente distintos aspectos de nuestra ac-
tividad cognitiva. La metéfora Conocer Es Ver, basada en una serie de proyecciones del
4mbito de la visién al 4mbito del conocimiento, es ubicua en la cultura occidental (La-
koffy Johnson 1999). Apoydndose en esta metdfora, Kuhn ([1962] 1970: 85) comparé
los cambios de paradigma cientifico con los cambios perceptuales de Gestalt y describié
como visién complejos procesos cientificos de interpretacién de datos (por ejemplo, en
“[it] led Lavoisier to see not merely the gas but what the gas was,” ibid.: 55). Sin em-
bargo, él hubiera preferido no utilizar la metéfora y previno contra su uso porque la
consideraba engafiosa (“Scientists do not see something s something else; instead, they
simply see it”, ibid.: 85), y en el epilogo de su obra expresé su deseo de eliminarla en el
futuro «in favour of a more literal mode of discourse” (ibid.: 197).

Cuando hablamos de la imaginacién como ver-como, estamos usando también una
metdfora, ya que imaginar no es ver. Era precisamente esta diferencia la que estaba en
juego en el debate sobre la posibilidad de reinterpretar imdgenes mentales: los defensores
de la teorfa pictérica o analdgica (Kosslyn 1994) sostenian que las representaciones men-
tales son como cuadros o fotografias, por lo que pueden reinterpretarse, mientras que
los partidarios de la teorfa descriptiva (Pylyshyn 1981) mantenian que las estructuras
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en las que se basan las imdgenes mentales son descripciones similares al lenguaje (es
decir, interpretaciones) y, por tanto, no pueden reinterpretarse. Mds adelante ahonda-
remos en este debate y apuntaremos una tercera posicién que integra el aspecto analdgico
del pictorialismo y la idea de que las imdgenes mentales son interpretaciones del des-
criptivismo. Antes vamos a detenernos un momento en el cardcter metaférico de la no-
cién de ver-como.

Uno de los pilares de la Teorfa Contempordnea de la Metdfora de Lakoff y Johnson
(1999) es la teoria de la fusién o combinacién (conflation) de Johnson (1999)%. Segiin
Johnson (1999), las metéforas conceptuales se desarrollan en dos etapas: en una primera
etapa de fusién, los dominios fuente y meta se experimentan de forma simultdnea y se
establecen conexiones entre ellos, y, en una segunda etapa de diferenciacién, los domi-
nios fundidos se distinguen. En su investigacion sobre la adquisicion de metéforas, John-
son (1999) analizé el uso del verbo «ver» (see) en el corpus Shem? con el fin de estudiar
el desarrollo de la metéfora Conocer Es Ver (Knowing Is Seeing). Su hipétesis era que el
mecanismo implicado en la adquisicién de esta metdfora era la fusién y, de hecho, iden-
tificé una fase, previa al uso de la metdfora por Shem, en la que el verbo «ver» se utilizaba
en contextos en los que coincidian los dominios de la visién y del conocimiento. Lakoff
y Johnson (1999: 48) argumentaron que, dado que la mayor parte de nuestro conoci-
miento procede de la percepcién visual, la coincidencia de ambos dominios es altamente
predecible. Por ejemplo, el verbo «ver» en «vamos a ver qué hay en la caja» (Let’s see
whats in the box) puede interpretarse tanto literal como metaféricamente (veamos/se-
pamos qué hay en la caja) porque, en este caso, ambos significados coinciden en la ex-
periencia.

La teoria de la fusion ofrece una explicacién de cémo las metéforas primarias, que
son la base pare el desarrollo de las metédforas complejas (Grady 1997), tienen su raiz en
la experiencia corpérea. En este sentido, podemos considerar la metdfora expresada en
«ver-como» una elaboracién de la metdfora primaria Conocer Es Ver. En particular, en
el andlisis que ofrecen de esta metdfora Lakoff y Johnson (1999: 393-394), podemos
identificar dos proyecciones entre los dominios visual y cognitivo que forman parte de
la metafora ver-como: (1) El enfoque visual se proyecta sobre la atencién mental, y (2)
el punto de vista fisico se proyecta sobre el punto de vista mental. El enfoque visual
puede ayudarnos a ver, por ejemplo, el conejo en la figura pato-conejo y, de forma simi-
lar, la atencién mental puede ayudarnos a reinterpretar una idea. Asimismo, al cambiar
de perspectiva visual, podemos percibir nuevos aspectos del mundo, igual que un nuevo
punto de vista intelectual nos ofrece nuevas formas de comprender una situacién.

La ventaja de usar un concepto metaférico como herramienta descriptiva es que
puede cubrir una amplia gama de significados conectados por parecidos de familia, que
van desde los casos de uso literal («veo la imagen como un conejo»), pasando por otros
casos en los que la imaginacion desempena un papel cada vez mayor («veo la nube como
un le6n» o «veo al personaje como un hombre alto de pelo oscuro»), hasta otros mucho

2 Los otros tres pilares son la teorfa de la metdfora primaria de Grady (1997), que a su vez se basaba en
la teorfa de la fusidn, la teorfa neuronal de la metdfora de Narayanan (1997) y la teoria de la fusién
conceptual de Fauconnier y Turner (1998)

3 El corpus Shem recoge las transcripciones de las interacciones de un nifio grabadas en un estudio
longitudinal que abarca su evolucién de los dos a los tres afios (Clark 1982).
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mids abstractos que casi han perdido la conexién con los sentidos («todavia me sigues
viendo como un nifo»). Sin embargo, el uso de metdforas también tiene desventajas.
En el caso de la metdfora ver-como para aludir a un cambio de perspectiva cognitiva, la
desventaja més evidente es que el canal visual oculta los demds canales sensoriales y, con
ello, los distintos modos semidticos que pueden intervenir en tal «cambio de perspec-
tivar.

2.3. El debate sobre las imdgenes mentales

Durante las tres tltimas décadas del pasado siglo, en las ciencias cognitivas se desa-
rrollé un intenso debate sobre la naturaleza de las representaciones internas que subyacen
a la produccién de imdgenes mentales (Iachini 2011; Tye 1991). Esta controversia puede
verse como parte de un debate filoséfico mds amplio entre el empirismo y el racionalis-
mo como vias para alcanzar el conocimiento (Paivio 1990: 3). Como vimos en el apar-
tado anterior, algunos investigadores sostenian que estas representaciones son pictdricas
y analégicas, es decir, que tienen propiedades formales similares a las de los objetos que
representan (Kosslyn 1980, 1994), mientras que otros defendfan que se trata de repre-
sentaciones proposicionales y descriptivas, cuya forma se asemeja a la del lenguaje y
cuya relacién con los objetos representados es puramente arbitraria (Pylyshyn 1973,
1981). Las representaciones pictéricas se describian como modales (especificas a las dis-
tintas modalidades sensoriales), mientras que las proposicionales se definfan como amo-
dales (neutrales con respecto a las modalidades sensoriales). Ademds, los partidarios de
la visién pictérica y analdgica de las imdgenes mentales defendian la coexistencia de
ambos tipos de representaciones (las analdgicas y las basadas en el lenguaje) en nuestra
arquitectura cognitiva, con lo que ofrecian una visién multimodal de la mente (Kosslyn
1980; Paivio 1971).

Con el fin de demostrar que las imdgenes mentales se basan en representaciones ana-
l8gicas, los defensores de su naturaleza pictdrica se dedicaron a investigar procesos de
manipulacién interna de imdgenes como la rotacién y el escaneado. Si esta manipulacién
mental producia resultados similares a la manipulacién real de objetos, esto serfa una
prueba de la naturaleza pictérica de las imdgenes mentales (Iachini 2011: 4). De hecho,
los experimentos de rotacién y escaneado de imdgenes mentales demostraron que sus
distintas partes y sus distancias relativas correspondian a las partes de las escenas u ob-
jetos que representaban y a sus respectivas distancias; por ejemplo, el tiempo de rotacién
mental aumentaba cuando crecia la diferencia entre la orientacién de las figuras geo-
métricas imaginadas (Shepard y Metzler 1971), y el tiempo de escaneado aumentaba
con la distancia recorrida imaginariamente (Kosslyn 1973). Esto confirmaba que las re-
presentaciones subyacentes a las imdgenes mentales tienen una naturaleza espacial y ana-
légica (Kosslyn 1980; Shepard y Cooper 1982).

Sin embargo, el debate sobre las imdgenes mentales no podia resolverse partiendo
exclusivamente de los resultados obtenidos en los experimentos de comportamiento, ya
que los defensores de la naturaleza descriptiva (abstracta y amodal) de las representa-
ciones mentales podfan explicar también estos resultados elaborando su modelo para dar
cuenta de los nuevos datos. Por ejemplo, las diferencias en el tiempo de respuesta podian
explicarse aludiendo a la necesidad de procesar estructuras proposicionales mayores.
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Esto era posible porque se partia de la idea, basada en la metdfora de la mente como or-
denador, de que el sistema cognitivo (el hardware) es independiente de su contenido (el
software), es decir, que los contenidos mentales pueden realizarse en maltiples soportes
fisicos. Desde esta perspectiva, resultaba imposible demostrar la naturaleza de las repre-
sentaciones mentales (Iachini 2011: 8).

A principios de la década de 1990, el desarrollo de la neurociencia y las nuevas téc-
nicas de obtencién de imdgenes del cerebro produjo un cambio cualitativo en el debate
sobre las imdgenes mentales. Los defensores de la naturaleza anal6gica de las representa-
ciones mentales habian hipotetizado que estas tienen su origen en la experiencia percep-
tual y motora (Paivio 1971, 1990), y que comparten su base neuronal con la percepcién
(Kosslyn 1980). Unas décadas después, las nuevas herramientas de investigacién per-
mitfan explorar la base neuroldgica de las representaciones mentales y proporcionaban
apoyo empirico a la visién analégica (Farah 2000). La teorfa neuronal de las imdgenes
mentales (Kosslyn 1994) se basa en la existencia de dreas estructuradas topogréficamente
en el lébulo occipital del cerebro que sirven a la percepcién visual y que en su mayoria
se activan también al producir imdgenes mentales (Kosslyn ez a/. 2001). Para Kosslyn y
su equipo, si esta y otras redes neuronales que sirven a la percepcién visual se activan
también durante la produccién de imdgenes mentales, las representaciones que subyacen
a estas imdgenes no pueden ser exclusivamente descriptivas y proposicionales; al menos
algunas de ellas deben tener una organizacién espacial y analdgica.

Con todo, no todas las evidencias procedentes de las imdgenes del cerebro indican
un solapamiento de las redes que subyacen a la percepcidn y a la produccion de imdgenes
mentales, y estos resultados varfan segtin las modalidades sensoriales y los individuos
(para una revision, véase Olivetti Belardinelli ez 2/ 2011). En particular, las diferencias
individuales en la capacidad para generar imdgenes mentales mds o menos vividas pa-
recen desempefar un papel esencial en la activacién de las distintas dreas del cerebro.
Palmiero ez al. (2009) encontraron que las dreas del cerebro que subyacen a la percepcion
de los distintos canales sensoriales (occipital para el visual, temporal superior para el au-
ditivo, insula anterior para el gustativo, orbitofrontal para el olfativo y parietal poscentral
para el tictil) se activaban solamente en las personas con buena capacidad para producir
imdgenes mentales, si bien hallaron una excepcién: el cortex premotor (para la percep-
cién cenestésica) se activaba independientemente de la viveza de las imdgenes mentales
producidas por cada individuo, lo que confirmaba que las imdgenes mentales tienen su
raiz en el sistema sensomotor.

Puede decirse que los nuevos datos neuroldgicos pusieron fin al debate cldsico sobre
las imdgenes mentales e impulsaron el desarrollo de una visién corpérea y multimodal
de la mente (Pearson y Kosslyn 2015), aunque atn existen opiniones divergentes sobre
la naturaleza y la funcién de las imdgenes mentales. En este sentido, resultan llamativos
los resultados que obtuvieron Reisberg ez a/. (2003) en un estudio sobre la viveza de la
imaginacién de 150 cientificos que habian participado en el debate sobre las imdgenes
mentales: los investigadores que habian apoyado la visién analégica tendfan a informar
sobre imagenes mentales muy vividas e intensas, mientras que, por el contrario, los cien-
tificos que habfan defendido la naturaleza proposicional y amodal de la imaginacién
apenas producian imdgenes mentales o estas eran muy débiles (ibid.: 154). Al parecer,
las diferencias individuales no solo influyen en los patrones de activacién neuronal al
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producir imdgenes mentales, sino también en la forma en que los investigadores «per-
ciben» esta cuestién.

2.4. Cognicién corpdrea y simulaciones mentales

En las dltimas décadas, el debate cldsico sobre la naturaleza de las imdgenes mentales
ha dado paso a un nuevo debate entre distintos enfoques corpédreos de la cognicién: por
una parte, los enfoques que describen las representaciones mentales como procesos dind-
micos conectados a la accién y la percepcién (Clark 1997; Barsalou 1999), y, por otra,
los enfoques mds radicales que rechazan completamente la nocién de representacién
mental (Chemero 2009; Foglia y O’Regan 2016). Los enfoques corpéreos menos radi-
cales conservan la nocién de representacién mental y argumentan que hay tareas cog-
nitivas dvidas de representacion (representation-hungry), como coordinarse con el entorno
en situaciones complejas e inciertas, pensar en objetos o situaciones no presentes, o razo-
nar de forma hipotética (Clark y Toribio 1994). Por el contrario, los enfoques corpéreos
radicales sostienen que la accién inteligente no sigue representaciones internas prede-
terminadas, sino que se adapta de forma dindmica a la situacién del momento, aprove-
chando las oportunidades para la accién (affordances) que le ofrece el entorno (Chemero
2009; Thompson 2005; Varela ez al. 1991).

No vamos a ahondar aqui en este complejo debate, atin por resolver, sino que vamos
a centrarnos en un concepto desarrollado por los enfoques corpdreos menos radicales,
el concepto de «simulacién mental», con el fin de arrojar algo de luz sobre el modo en
que actdia nuestra imaginacién. Desde una perspectiva corpdrea, percepcién, cognicién
y accién son interdependientes y estdn estrechamente acopladas entre si, y este acopla-
miento, a su vez, determina el modo en que representamos el mundo mentalmente. Las
representaciones mentales mantienen asf un vinculo con su origen sensorial, es decir, son
modales (similares a las percepciones de los distintos canales sensoriales) y no son arbi-
trarias. La cognicion se apoya en las distintas modalidades sensoriales (no solo la visual),
que nos permiten explorar el entorno e interactuar en él, e incluso los conceptos abs-
tractos estdn enraizados (grounded) en la experiencia corpérea sensorial, por ejemplo, a
través de metdforas (Barsalou 1999, 2008; Lakoff y Johnson 1999).

Desde una perspectiva corpdrea y situada de la cognicidn, se ha propuesto la nocién
de «simulacién mental» como mecanismo bésico de apoyo a las actividades cognitivas.
Las simulaciones mentales se basan en la reactivacion parcial de estados neuronales per-
ceptuales, motores y propioceptivos (Barsalou 1999, 2008), y constituyen una forma
de prediccién que nos ayuda a preparar la accién (Gallese 2009). Ademds, existen datos
empiricos que apoyan la hipétesis de que la comprensién de la lengua se apoya también
en simulaciones mentales perceptuales, motoras y afectivas relacionadas con el contenido
de los discursos (Bergen 2015). Lo que aqui nos interesa resaltar es que las simulaciones
mentales de estados perceptuales son, al mismo tiempo, recreaciones analdgicas e inter-
pretaciones (ya que se basan en nuestra experiencia perceptiva). Esto explica por qué es
tan dificil pasar de la perspectiva del pato a la del conejo en nuestra imaginacién: es rela-
tivamente fécil simular mentalmente el pato o el conejo, pero es mds complicado simular
una imagen neutra que puede interpretarse de ambas formas. Simulamos experiencias,
y nuestra experiencia del pato-conejo tiende a ser la de un pato o la de un conejo.
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Por otra parte, como nuestra experiencia en el mundo es multimodal, multisensorial
y afectiva, también lo son nuestras simulaciones mentales. Nuestras experiencias percep-
tuales, motoras y propioceptivas activan diferentes redes neuronales que corresponden
a distintas modalidades sensoriales y que se integran en una experiencia multisensorial.
De acuerdo con Barsalou (2008), nuestra cognicién se apoya en simulaciones multi-
sensoriales basadas en la reactivacién parcial de las redes neuronales que sostienen estas
experiencias. Aunque tiene algunos rasgos en comun con la visién pictorialista de las
imdgenes mentales, este modelo no se limita a las imdgenes visuales y tiene en cuenta el
cardcter situado de la experiencia; las simulaciones mentales son multimodales y situadas:
“Mental images are not only pictures in the mind; they can represent a larger spectrum
of experiences from static pictures to moving objects to moving or resting bodies and
selves” (Iachini 2011: 19-20).

Este cardcter multimodal de la imaginacién se ha subrayado desde distintos enfoques
cognitivos. Investigadores con aproximaciones diversas han sugerido que, cuando se ac-
tiva la imaginacidn, los sistemas sensomotores que procesan la informacién visual, mo-
tora, auditiva, olfativa, cenestésica y tdctil se coordinan entre si para producir una imagen
multisensorial (Foglia y O’Regan 2016; Pearson y Kosslyn 2015; Thomas 1999). Si bien
tradicionalmente la investigacién sobre imdgenes mentales se habia centrado en las imd-
genes visuales, en las dltimas décadas se han ido desarrollando estudios en las distintas
modalidades sensoriales, incluyendo la motora, y se han abordado las interacciones entre
ellas y fenémenos como la sinestesia y las imdgenes mentales de las personas ciegas o
con dafos cerebrales (véase Lacey y Lawson 2013).

Por tltimo, hay que destacar que las simulaciones mentales no son idénticas a la ex-
periencia inicial, sino que pueden variar en distinto grado; por una parte, porque las
conexiones neuronales pueden alterarse, y, por otra, porque la produccién de simula-
ciones mentales no incluye solamente la recuperacién de experiencias de la memoria,
sino que puede implicar también su transformacion (lachini 2011: 18). Al simular mental-
mente una experiencia, el contenido sensomotor inicial puede transformarse y combinar-
se de forma flexible: por ejemplo, pueden producirse imdgenes mentales mds abstractas
0 mds concretas, y un mismo trayecto se puede recorrer mentalmente de distintas formas,
lo que da lugar a distintos mapas mentales (Iachini y Ruggiero 2010). Esta capacidad
transformadora de las simulaciones mentales podtia estar en la base del potencial creativo
de la imaginacién.

2.5. Imaginacién multimodal y creatividad

Se ha afirmado que el potencial creativo de las imdgenes mentales radica en que estas,
gracias a su origen perceptual, ayudan a identificar conexiones e interacciones entre ele-
mentos distantes que no son evidentes a primera vista (Shepard 1978), por lo que per-
miten superar la fijacién cognitiva a una via de solucién y generar nuevas soluciones
creativas a un problema (Antonietti 1991). En la década de 1990, partiendo de las pro-
piedades transformacionales de las imdgenes mentales, desde las ciencias cognitivas se
abord su relacion con la creatividad visual, y se encontré que las recombinaciones men-
tales de objetos o partes de objetos con frecuencia dan lugar a descubrimientos e ideas
creativos (Finke 1990, 1996). Estas investigaciones cristalizaron en un nuevo enfoque,
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la «cognicioén creativa» (creative cogm'tion), que proporcioné apoyo empirico a la creencia
intuitiva de que las imdgenes mentales sirven de apoyo a los procesos creativos. Uno de
sus descubrimientos mds relevantes fue el de las propiedades emergentes de las imdgenes
mentales. Se realizaron experimentos en los que los participantes debfan combinar men-
talmente distintos elementos visuales, y se demostrd que los sujetos no eran conscientes
de las propiedades de la nueva imagen creada hasta que no la exploraban en su imagi-
nacién, es decit, que no era posible adivinar estas propiedades emergentes solo a través
del conocimiento tedrico de los componentes iniciales (Finke ez 2/ 1989). Desde la
perspectiva de la cognicidn corpérea, podriamos decir que era necesario simular men-
talmente la nueva combinacién de imdgenes para conocer sus propiedades; por ejemplo,
para explorar cdmo podria moverse y comportarse una criatura con cuerpo de leén y
patas de rana (Finke 1996: 382).

En el 4mbito de la pedagogia musical, se ha senalado el potencial de las imdgenes men-
tales para favorecer los procesos creativos (Webster 1990). Los musicos se apoyan en
imdgenes auditivas y visuales (por ejemplo, pueden imaginar simbolos de notacién mu-
sical), y también crean imdgenes multisensoriales que combinan informacién auditiva
y visual (Hubbard 2013), como colores y sonidos, o imdgenes que representan la es-
tructura de una pieza musical (Trusheim 1991). Las imdgenes mentales multisensoriales
podrian servir de apoyo para explorar conexiones y asociaciones nuevas entre distintas
modalidades sensoriales y a partir de ahi desarrollar ideas musicales creativas (Wong y
Lim 2017: 3). Partiendo de esta idea, Wong y Lim (ibid.) estudiaron el uso de imdgenes
mentales multisensoriales (visuales y auditivas) como apoyo para la composicién musical
en nifos de edades comprendidas entre 5 y 8 afios, y encontraron evidencias empiricas
de que estas imdgenes fomentaban la creatividad musical de los jévenes compositores.

También en el 4mbito de la creacidn literaria se ha sefalado el potencial creativo de las
metéforas multisensoriales y las correspondencias entre colores y sonidos (Flowers y Gar-
bin 1989). La creacidn poética se ha definido como una fusién de pensamiento verbal y
visual (Otis 2015: 82), y se ha descrito el modo en que los autores literarios mueven a los
lectores a crear imdgenes, a transformarlas y a ponerlas en movimiento (Scarry 1999). Pai-
vio (2007: 372) describié la creatividad como el producto de la interaccién entre los sis-
temas verbales y los no verbales, y Paivio (1971: 532) sefial6 la creatividad cientifica como
un caso especialmente claro del efecto sinérgico entre las imdgenes mentales y la lengua.

Partiendo de la semiética peirciana y de la cognicién distribuida, Queiroz y Ata
(2020) sostienen que la traduccién intersemidtica ofrece un andamiaje a la creatividad
artistica porque cada sistema semidtico estructura de forma diferente su espacio con-
ceptual, de modo que, al importar la estructura de un sistema fuente, puede generarse
novedad en un sistema meta, una novedad que podria ser valorada artisticamente (bid.:
193). Como adelantamos en la introduccién, Kress y Van Leeuwen (2001) consideran
que el paso o transduccién de un modo semidtico a otro da lugar a una transformacién
potencialmente creativa propiciada por las distintas constricciones y posibilidades de
expresién de cada modo. Ademds, como ha apuntado Otis (2015: 156), dado que las
4reas asociativas de la corteza cerebral desempenan un papel esencial en el pensamiento
creativo (Andreasen 2005), las dreas que combinan las simulaciones mentales de las dis-
tintas modalidades sensoriales (Barsalou 1999: 585) podrian también servir de apoyo a
la generacién de ideas creativas.
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En resumen, las transducciones e interacciones entre modalidades sensoriales o entre
modos semiéticos pueden ayudarnos a «ver las cosas de modos diferentes» y con ello
nos brindan un andamiaje para la creatividad. En el siguiente apartado abordaremos la
posibilidad de que la produccién de simulaciones mentales multimodales y multisen-
soriales favorezca también la creatividad en el 4mbito de la traduccién.

3. IMAGINACION MULTIMODAL Y CREATIVIDAD EN TRADUCCION

La traduccién interlingiiistica generalmente opera con mds de un modo semidtico,
y no solo en el dmbito audiovisual: los textos tienen formato y tipografia, y pueden in-
cluir imagenes, gra’ﬁcos y esquemas, por ejemplo, como elementos que contribuyen a
la produccidn de significados. Ademds, la comprensién de la lengua se apoya también
en simulaciones mentales multisensoriales y afectivas (Bergen 2015), por lo que la tra-
duccién puede describirse en todos los casos como una operacién multimodal. En este
apartado se plantea si este cardcter multimodal puede servir de apoyo a la creatividad
en traduccién, y de qué maneras.

3.1. Visualizaciones en el aula

En los estudios de traduccién e interpretacién se ha recurrido al apoyo de imdgenes
mentales principalmente con fines diddcticos, y se ha argumentado que estas imdgenes
ayudan a comprender el texto fuente y a evitar interferencias de la lengua de partida.
Las autoras de la teorfa interpretativa de la traduccién (Seleskovitch 1968; Seleskovitch
y Lederer 2002) propusieron técnicas de visualizacién como apoyo para desverbalizar el
sentido del texto fuente, es decir, para liberarlo de las formas lingiiisticas de partida y
evitar traducciones excesivamente pegadas a esa lengua. Se ha argumentado que el mo-
delo en tres pasos (discurso de partida—sentido desverbalizado—discurso meta) de la
teorfa interpretativa de la traduccidn resulta poco plausible desde una perspectiva cog-
nitiva, ya que el significado no llega a independizarse por completo de las formas lin-
giiisticas, y la fase de desverbalizacion no es un requisito para poder traducir o interpretar
(Martin de Le6n 2017b: 112; Mossop 2003).

Sin embargo, el uso de mds de un modo semidtico (en este caso, imdgenes mentales
ademds de la lengua) podria ayudar a encontrar formas de expresién en la lengua meta
que se aparten del calco formal de la lengua fuente. Desde la perspectiva que hemos es-
bozado en este capitulo, podemos suponer que las técnicas de visualizacién mental per-
miten explorar las posibilidades expresivas de la lengua meta liberando la mente de la
fijacién cognitiva a las estructuras de la lengua de partida. Se podria explicar asf la pa-
radoja de que, a pesar de haber sido criticada como teorfa cientifica y descriptiva, la teo-
ria interpretativa de la traduccién se haya reivindicado como herramienta pedagégica
para ayudar a los estudiantes de traduccién e interpretacién a reformular el texto origen
(Gile 2003). Rydning (2005) propuso apoyar la teorfa interpretativa de la traduccién
en los hallazgos y modelos de la teoria conceptual de la metdfora (Lakoff y Johnson
1980) y la teorfa de la fusién conceptual y su reivindicacién de la imaginacién como
“the central engine of meaning behind the most ordinary mental events” (Fauconnier
y Turner 2002: 15).
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En la década de 1970, con la emergencia de enfoques como la semdntica de proto-
tipos (Rosch 1973) y la semdntica de marcos (Fillmore 1977), empezaron a introducirse
en el dmbito de la semdntica cognitiva esquemas basados en la experiencia que sustitufan
a las representaciones simbélicas amodales para explicar la emergencia y organizacion
del significado lingiiistico. Estos enfoques y, posteriormente, la lingiiistica cognitiva, en
su busqueda de la base experiencial de la produccién de significados, recurrieron a es-
quemas y modelos relacionados con la visién. Al hacerlo, se apoyaban en la metéfora
Conocer Es Ver, que, como vimos en el apartado 2.2, estd enraizada en nuestra expe-
riencia bésica de acceder al conocimiento a través de la percepcién visual. Por ejemplo,
Langacker (1987) introdujo los conceptos de «perspectiva», «foco», «figura-fondo» y «pri-
mer plano-segundo plano» para explicar como se estructura el significado a través de la
lengua, apoydndose en el dominio de la visién para aludir de forma analdgica a la orga-
nizacién del conocimiento propiciada por las distintas formas de expresién lingiiistica.

A partir de la década de 1980, los enfoques funcionalistas de la traduccién empezaron
aaplicar la semdntica de prototipos y la semdntica de marcos a la traduccién (Vannerem
y Snell-Hornby 1986; Vermeer y Witte 1990; Kuffmaul 1995). También los autores
funcionalistas defendfan el uso pedagdgico de las imdgenes mentales, y elaboraron un
modelo del proceso de traduccién centrado en la nocién de «escena» (scene) tomada de
la semdntica de Fillmore (1977), que interpretaron como la imagen mental evocada por
un texto o marco lingiiistico (ffame). En nuestro contexto, resulta especialmente rele-
vante el trabajo de Kufmaul (p. ¢j., 1995, 2000b, 2005, 2007), que abordé la creativi-
dad en los procesos de traduccién de los estudiantes apoydndose en el uso de imdgenes
mentales. KufSmaul (2000b: 96) partié de una base tedrica que aunaba hallazgos de los
estudios sobre creatividad con los de la semdntica y la lingfiistica cognitivas. Por ejemplo,
relacioné conceptos de la investigacién sobre creatividad como la «rotacién de la aten-
cién» (de Bono 1970) con nociones de la lingiistica cognitiva como la estructura «fi-
gura-fondo» (Langacker 1987), con el fin de utilizarlos como herramientas conceptuales
para reconocer, describir, explicar y clasificar procesos de traduccién creativa.

Estos conceptos (p. €j., «perspectiva», «punto de vista», «atencién» y «direccién de la
mirada») se basan en la metdfora Conocer Es Ver, y se han utilizado de forma similar en
la investigacién sobre creatividad y en la lingiiistica cognitiva. Por ejemplo, en la inves-
tigacion sobre creatividad se ha mostrado cémo puede encontrarse una solucién a un
problema desplazando la atencién para contemplar la situacién desde una nueva pers-
pectiva, lo que da lugar a una reestructuracién del espacio del problema y puede llevar
a una solucién creativa, como en el caso de la ambulancia que se encuentra con un re-
bano de ovejas y, en lugar de intentar avanzar, deja que las ovejas avancen hacia ella
hasta despejar el camino (de Bono 1973: 46, apud KufSmaul 2000b: 86). De forma si-
milar, Langacker (1987: 120) argumentd, por ejemplo, que es posible estructurar una
misma escena utilizando distintas opciones de figura y fondo.

Para mostrar c6mo un cambio de perspectiva o de focalizacién de la atencién puede
dar lugar a una percepcién diferente, KufSmaul (2000b: 89-91) se apoyé en imdgenes
ambiguas como las del cubo de Necker o la joven-anciana (fig. 2). Al contemplar estas
figuras, normalmente, la inercia nos fija al punto de vista inicial, al que estamos acos-
tumbrados, y nos cuesta un poco adoptar una nueva perspectiva. Incluso cuando logra-
mos ver la otra imagen «escondida» en la figura ambigua, la costumbre nos lleva de
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vuelta a la perspectiva inicial. Esto mismo ocurre con las rutinas de pensamiento que,
al traducir, dificultan la bisqueda de soluciones creativas.

Fig 2. Imagen ambigua de la joven-anciana*

Esta analogfa se basa en la metdfora Conocer Es Ver y en la nocién de ver-como para
explicar los procesos creativos. Como vimos en el apartado 2.2, el uso de estos conceptos
metaféricos como herramientas descriptivas tiene la ventaja de abarcar una gama amplia
de significados (desde los mds literales a los mds abstractos), pero, al mismo tiempo, al
focalizar el canal visual, deja en la sombra los demds canales sensoriales. Sin embargo,
las simulaciones mentales, al basarse en nuestra experiencia corpérea, pueden activar
diferentes modalidades sensoriales simultdneamente, es decir, son multisensoriales. Par-
tiendo de una visién experiencial de la cognicién, KufSmaul (2007: 32-33) reivindicd
los conceptos metaféricos de «escena» y «marco» de Fillmore (1977), argumentando que
el concepto de «escena» sugiere una imagen visual, actstica o perceptible con los demds
sentidos, y que muchas de nuestras ideas, aunque nos refiramos a ellas con un concepto
abstracto, las representamos con imdgenes mentales.

KufSmaul (2000b, 2005, 2007) abordé la creatividad en traduccién como solucién
de problemas y argumenté que la visualizacién puede servir de ayuda en este proceso.
Su hipétesis, que apoy6 con material empirico tomado de sus clases de traduccién, era
que la visualizacién da lugar a transformaciones, transposiciones o modulaciones, es decir,
a cambios con respecto al texto de partida. Para clasificar estos cambios como creativos,
ademds de originales o novedosos deben ser, segiin Kuffmaul (2005: 380), adecuados al
encargo de traduccién. Basdndose en la semdntica de marcos (Fillmore 1977), KufSmaul
(2005: 150-188) propuso una clasificacién de los cambios creativos en siete tipos: 1)
cambio de marco, 2) marco nuevo, 3) seleccién de elementos escénicos de un marco,
4) seleccién de elementos escénicos de una escena, 5) cambio de escena, 6) ampliacién
de escena y 7) enmarcado, que ilustrd con distintos ejemplos, algunos de ellos tomados
de sus clases de traduccidn.

Con el fin de estudiar los procesos creativos de sus estudiantes, KufSmaul, ademds
de aplicar métodos de visualizacién, utiliz protocolos de pensamiento en voz alta en el
aula de traduccién. Vamos a detenernos en dos estudios de caso procedentes de estas

4 W. E. Hill, Public domain, via Wikimedia Commons
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investigaciones recogidos en KufSmaul (2005). En el primero de ellos (ibid.: 382-384),
los estudiantes no necesitaron recurrir a la visualizacién para alcanzar una solucién crea-
tiva, sino que se apoyaron en una fotografia que les permiti6 realizar un cambio de foco
y describir la escena desde una nueva perspectiva, lo que a su vez dio lugar a una traduc-
cidn creativa. Esto sugiere que tanto las imdgenes internas como externas pueden servir
de apoyo a la creatividad, de modo que pueden utilizarse distintos andamiajes para fo-
mentar la actividad creadora de la imaginacién (desde la realizacién de simulaciones
mentales a la bisqueda de imdgenes en internet). Como sefialan Ortega-Martinez ez 4.
en este volumen, los conceptos pueden representarse visualmente como imdgenes men-
tales y como imdgenes externas, y la coherencia en la relacién de ambos tipos de im4-
genes sirve de apoyo al aprendizaje. La imaginacién no es algo exclusivamente «interno»;
asf lo argumenta Gallagher (2017: 193) desde una perspectiva corpdrea de la cognicidn:
“imagination is not something that happens first in the head; it’s rather something that
involves embodied action, using toys, props, artifacts, instruments, and so on.”

En el segundo estudio de caso, KufSmaul (2005: 384-386) llevé a sus alumnos a re-
alizar una simulacién mental multimodal y situada para resolver un problema de tra-
duccién del inglés al alemdn: debian traducir el verbo «tocar» (fouch) en el contexto de
una consulta médica.

I then asked the students to imagine a visit at a doctor’s surgery. I tried to
lead them along by quoting typical phrases a doctor would use, such as
“Where do you feel pain?” or “Would you please take off your shirt and lie
down.” [....] Spontaneously then one of my students came up with “abrtas-
ten,” which is the very word German doctors use.

(Kufdmaul 2005: 385)

Kufimaul pidi6 aqui a sus estudiantes que simularan mentalmente una escena fami-
liar y que se sumergieran en ella con el fin de llegar a una traduccién distinta de la que
les venia a la mente de forma espontdnea a partir del verbo inglés (rouch — beriihren).
La traduccién a la que llegaron (abtasten) no puede considerarse creativa en la medida
en que no es original; sin embargo, es adecuada y evita las connotaciones no deseadas
de la primera opcién. Como las autoras de la teorfa interpretativa de la traduccién, Kuf3-
maul llevé a los estudiantes a buscar soluciones genuinas en la lengua meta pidiéndoles
que simularan mentalmente objetos, escenas y situaciones, y lo hizo partiendo de los
modelos y herramientas de la semdntica y la lingiiistica cognitivas.

3.2. Cambios cognitivos

Partiendo también de un enfoque cognitivo, Bayer-Hohenwarter (2009, 2010, 2011b)
abordé por primera vez la tarea de definir, operacionalizar y medir la creatividad en tra-
duccién centrdndose en los «cambios cognitivos» (cognitive shifis) con los que los tra-
ductores se alejan de la estructura del texto fuente. Frente a la mera reproduccién del
texto de partida, los cambios cognitivos suponen una resistencia al «reflejo de la traduc-
cidn literal» (literal translation reflex, Bayer Hohenwarter 2011b: 667), que empuja a
los traductores a imitar la forma del texto origen.
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Bayer-Hohenwarter (2010) desarrollé criterios para medir la creatividad en traduc-
cién tanto desde la perspectiva del producto como del proceso. Para esto tltimo, utilizd
protocolos de pensamiento en voz alta y un programa de grabacién de la actividad del
teclado (Translog). Su procedimiento de medida se basa en una tipologia que clasifica
los cambios cognitivos como abstracciones, concretizaciones o modificaciones del sig-
nificado del texto fuente. Los cambios cognitivos son una manifestacion de flexibilidad
traslativa, que Bayer-Hohenwarter (2011b: 669) definié, siguiendo a Guilford (1950),
como la habilidad para alejarse de las formas de pensar convencionales. En el caso de la
traduccién, esta flexibilidad corresponde a la capacidad de alejarse de la estructura lin-
giiistica del texto de partida, aunque también puede relacionarse con la capacidad para
superar la fijacién a un tipo de estrategia de solucidn de problemas (Bayer-Hohenwarter
2009: 46).

Bayer-Hohenwarter (2011b) no abordé el modo en que los traductores logran libe-
rarse de la fijacién a la estructura lingiiistica de partida, aunque sugiri6é que esto podria
realizarse a través de una asociacién no orientada a la estructura, mediante «ciertos re-
flejos imaginativos» (certain imaginative reflexes, ibid.: 673), que relaciond con la nocién
de visualizacién de KufSmaul. En su comentario sobre la tipologfa de cambios cognitivos
de Kufimaul (2000b), Bayer-Hohenwarter (2009: 42-43) sefialé algunas debilidades
procedentes de un uso poco preciso del concepto de marco y de la dificultad para de-
terminar de forma objetiva, a partir de los protocolos de pensamiento en voz alta, la
naturaleza de las escenas que evocan mentalmente los traductores. La subjetividad de
los autoinformes sobre la produccién de imdgenes mentales es una dificultad metodo-
l6gica inherente al estudio de la imaginacién, que requiere la triangulacién de distintos
métodos de investigacion en los disefios experimentales.

En la descripcién de su propia tipologia de cambios cognitivos, Bayer-Hoenwarter
(ibid.: 45-46) relaciond las modificaciones con los cambios de perspectiva, y las concreti-
zaciones, con la «profundidad de andlisis» (depth of analysis), que describié como “going
beyond the mere surface of the apparent and obvious and giving details of what is assumed
to be the core of meaning.” En este caso, las metdforas que explican los procesos creativos
no corresponden al dmbito de la visién, sino que se basan en la oposicion superficial/pro-
fundo. Para que los cambios cognitivos den lugar a un resultado adecuado, requieren
“deep and true understanding which, as opposed to processing the surface of language,
is considered a creative process in its own right (...) and different from what machines,
for example, can accomplish” (ibid.: 46). Lo que caracteriza a la creatividad humana en
traduccién es, segtin esta idea, la capacidad de ir més alld de la superficie del texto, es
decir, de la pura transferencia de elementos lingiifsticos. Desde una perspectiva corpérea
de la cognicién, podrfamos decir que lo que proporciona «profundidad» al proceso es la
capacidad de conectar las formas lingiiisticas con la experiencia corpérea (sensorial y
afectiva) en la que estd enraizada (grounded) toda nuestra arquitectura cognitiva (Barsa-
lou 2008).

Se ha reconocido la importancia de las aportaciones de Bayer-Hohenwarter al estudio
de la creatividad en traduccién (en particular, el desarrollo de pardmetros para analizar
en detalle tanto el proceso como el producto de la traduccién), aunque también se han
sefialado dos debilidades de su modelo: que, al ser muy detallado, su aplicacién es com-
pleja y laboriosa, y que pasa por alto el papel de los factores individuales y emocionales
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en el desarrollo de propuestas creativas de traduccién (Rojo Lépez 2017: 357). Desde
una perspectiva corpdrea, las emociones son una parte esencial de los procesos cogniti-
vos, por lo que es indispensable considerar su papel también en relacién con la imagi-
nacién y la creatividad en traduccién.

3.3. Emociones, musica, jaccién!

Los estudios sobre creatividad en los enfoques orientados al proceso de traduccién
son todavia escasos, en parte debido a las dificultades para definir y operacionalizar la
creatividad (Rojo Lépez 2017). Rojo Lépez y Meseguer (2108) apuntan ademds como
razén de esta escasez el hecho de que la creatividad tiene una estrecha conexién con las
emociones y los enfoques tradicionales de los procesos de traduccién adoptaron la pers-
pectiva del procesamiento de informacién, que contempla la mente como ordenador y
no tiene en cuenta los aspectos afectivos de la cognicién. Sin embargo, como argumenta
Rojo Lépez (2017: 357-358), en psicologia existen datos experimentales que indican
una estrecha relacién entre emociones y creatividad, por ejemplo, en tareas de asociacion
verbal. También en los estudios de traduccién se han obtenido resultados que sugieren
que la carga emocional de los textos de partida (Lehr 2013) y la motivacion para realizar
la tarea (Jddskeldinen 1996) fomentan la creatividad de los traductores. Rojo Lépez y
Ramos Caro (2018) encontraron que las emociones positivas desencadenadas por un
feedback positivo tenfan un efecto beneficioso sobre la creatividad de los traductores
profesionales, mientras que, en el caso de los estudiantes, tanto las emociones positivas
como las negativas podfan producir este efecto.

Naranjo Sdnchez (2019) estudié la influencia de las emociones suscitadas por textos de
partida narrativos en la transportacién o absorcién de los traductores en el mundo de
ficcién y, a través de esta, en la calidad y creatividad de las traducciones. Aunque no en-
contré resultados significativos estadisticamente, su trabajo sugiere que la transportacién
propiciada por emociones tristes podria fomentar la creatividad de los traductores. La
transportacion psicoldgica se basa en dos respuestas involuntarias que podrian desempe-
fiar un papel relevante en traduccién: la produccién de imdgenes mentales y la implicacién
emocional (7bid.: 265-266). Se ha senalado que estos dos factores, junto con la identi-
ficacién con los personajes, favorecen la lectura y la escritura creativas (Hellstrom 2011).

Por otra parte, como constata Chica Nufez (2018), hay indicios de que la multimo-
dalidad facilita la comprensién de emociones y sentimientos y la generacion de empatia
(p. ¢j., Regenbogen er al. 2013), lo que podria tener implicaciones importantes en el
dmbito de la traduccién y podria apuntar también a un efecto facilitador de la multi-
modalidad en la creatividad a través de las emociones. Si la multimodalidad facilita el
reconocimiento y la generacién de emociones, y estas a su vez fomentan la creatividad,
el uso de distintas modalidades en traduccidn podria servir de apoyo a la creatividad
también de forma indirecta por esta via. Asi lo sugieren los trabajos de Naranjo Sdnchez
(2018, 2020a, 2020b, este volumen; Naranjo y Rojo 2020) sobre los efectos de la musica
de fondo en la calidad y creatividad de las traducciones. Por ejemplo, Naranjo Sdnchez
(2018) encontrd que eran mds creativas las traducciones que se habfan realizado con
musica triste congruente con el tono emocional del texto de partida, y ademds en estos
casos los participantes informaron de una mayor empatia hacia los personajes. Asi-
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mismo, Naranjo y Rojo (2020) encontraron que los estimulos musicales congruentes
con el texto origen (tristes o alegres) influfan positivamente en la creatividad y hallaron
correlaciones entre los niveles de empatia y la creatividad de las traducciones. Estos re-
sultados sugieren que el aumento de la creatividad propiciado por la musica podria estar
mediado por las emociones. Los trabajos de Naranjo Sdnchez (2018, 2020a, 2020b,
este volumen) indican que la absorcién en el mundo de ficcién favorecida por la musica
se apoya tanto en las emociones como en la produccién de imdgenes mentales. La musica
induce la transportacién narrativa cuando complementa un producto audiovisual, pero
también cuando se escucha sin imdgenes; entonces fomenta la produccién de imdgenes
mentales y se convierte en banda sonora de la imaginacién. Esta experiencia multimodal
y afectiva parece funcionar como catalizadora de los procesos creativos en la traduccién
de textos de ficcion.

4. CONCLUSIONES

El objetivo de este capitulo era investigar si la interaccién de diferentes modos semi-
éticos puede fomentar la creatividad en el 4mbito de la traduccidn, y para alcanzarlo se
ha llevado a cabo una revision de la literatura relevante de las ciencias cognitivas, los es-
tudios de multimodalidad y los estudios de traduccién. Hemos empezado por abordar
la relacién entre imaginacion y creatividad centrdndonos en la nocién de ver-como y
en otros conceptos basados en la metdfora Conocer Es Ver; al hilo las dificultades que
plantea la produccién mental de figuras ambiguas, hemos esbozado la evolucién del de-
bate sobre las imdgenes mentales desde sus inicios en la década de 1970 hasta el desarro-
llo de los enfoques corpéreos de la cognicidn y el surgimiento de la nocién de simulacién
mental en las Gltimas décadas, y hemos argumentado que las simulaciones mentales
multimodales, basadas en las experiencias corpéreas perceptuales, motoras y afectivas,
ofrecen un andamiaje para desarrollar la creatividad. Partiendo de esta idea, nos hemos
detenido en diferentes enfoques cognitivos de la creatividad en traduccién, desde las
propuestas pedagdgicas de Seleskovitch (1968) y los autores funcionalistas, pasando por
la investigaciones de Kufimaul (2000b, 2005, 2007) sobre la base cognitiva de la creativi-
dad en traduccién y la propuesta de Bayer Hohenwarter (2009, 2010, 2011b) para ope-
racionalizarla y medirla, hasta el desarrollo de aproximaciones corpéreas que atienden
a las emociones y las experiencias multimodales en el estudio de la creatividad (Naranjo
Sénchez 2018, 2020a, 2020b, Naranjo y Rojo 2020, Rojo Lépez y Ramos Caro 2018).

Con esta revisién hemos tratado de ofrecer un marco tedrico que permita abordar el
estudio empirico de la creatividad en traduccién desde la perspectiva de la cognicién
corpérea y la multimodalidad, tanto en lo que se refiere a los modos semiéticos “exter-
nos” como a la imaginacién. En un momento en que las tecnologfas digitales estdn
transformando y diversificando las tareas y los retos de los traductores, la indagacién en
la base experiencial de los procesos creativos puede ayudarnos a comprenderlos y a de-
sarrollar herramientas para fomentar la capacidad de «ver las cosas de otro modo». Para
ello es necesario poner a prueba diferentes andamiajes multimodales, tanto externos
como internos, y estudiar cémo afectan a los procesos creativos de los traductores. Ade-
mids, se puede investigar si la traduccién audiovisual en sus distintas vertientes (y en
particular, la traduccién intermodal) favorece el desarrollo de la creatividad, como sugie-
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re la correlacion positiva entre los afos de experiencia en audiodescripcién y la capacidad
creativa individual detectada por Ramos Caro y Rojo Lépez (2016).

Por otra parte, hay que sefialar que la multimodalidad no solo caracteriza el proceso
de traduccidn, sino también su resultado, por lo que la creatividad en traduccién puede
manifestarse en decisiones que afecten a otros modos ademds de la lengua (como la se-
leccién de imdgenes o el uso de elementos tipograficos). Asimismo, la creatividad puede
emerger en el trabajo de grupo y en las actividades de organizacion (Risku ez a/. 2017),
y es importante investigar si también a este macronivel las interacciones entre modos
ofrecen un apoyo a la emergencia de iniciativas y proyectos creativos. La linea de inves-
tigacién esbozada en este capitulo permite abordar la creatividad en traduccién a dis-
tintos niveles, y su desarrollo puede proporcionar aportaciones valiosas a los estudios
sobre creatividad en traduccién: por una parte, puede ofrecer una explicacién plausible
desde un punto de vista cognitivo del efecto facilitador de las imdgenes (externas o in-
ternas) en los procesos de traduccién; por otra parte, puede ayudar a disenar entornos
y herramientas de aprendizaje y de trabajo que fomenten la creatividad de los estudiantes
de traduccién y de los traductores profesionales.
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El concepto de “multimodalidad” alude a la interaccion de diferentes
modos semidticos en los procesos de produccion de significados. La
lengua hablada y escrita, los gestos, las imagenes estéticas y en movi-
miento, el sonido o la musica son algunos de los modos semiéticos que
utilizamos para crear e interpretar significados. Para desempefar su
tarea, traductores, audiodescriptores, subtituladores o intérpretes necesi-
tan saber como interacttian estos modos en la produccion de significados.
Los trabajos reunidos en este volumen abordan este tema e intentan res-
ponder, desde distintas perspectivas y ambitos de estudio, a preguntas
como las siguientes: ;Cémo interactdan diferentes recursos semioticos
en los procesos de construccion de significados de traductores e intér-
pretes? ;Cémo podemos estudiar las interacciones y sinergias entre los
distintos modos? ;Como puede contribuir cada uno de los modos a facilitar
la comprension y la accesibilidad? ;Como perciben los propios traducto-
res e intérpretes su uso de los distintos modos en sus procesos de cons-
truccién de significados? Los estudios ofrecen un panorama multifacético
de un fendmeno que esta recibiendo cada vez mayor atencién en los
estudios de traduccién e interpretaciéon y que nos obliga a repensar y
redefinir nuestro objeto de estudio.
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