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part 1

INTRODUCTION

ACCESSIBLE FILMMAKING: WHY DO WE
NEED IT, AND WHO BENEFITS FROM IT?
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IN SHORT, EVERYBODY BENEFITS FROM AN ACCESSIBLE
APPROACH TO FILMMAKING.
In an increasingly multilingual world, a monolingual approach to filmmaking is certain
to leave behind huge swathes of audience - not only foreign and sensory-impaired
audiences, who require the production of additional soundtracks or subtitles, but
also the viewers of the growing number of films that include more than one language
in their original versions.
Current distribution strategies and exhibition platforms severely underestimate
the audience that exists for accessible cinema. Over 50% of the revenue obtained
by most current films comes from translated (dubbing, subtitling) and accessible
versions (subtitling for the deaf, audio description for the blind), yet only 0.01%-0.1%
of the budget is spent on these additional versions. To compound matters further,
these additional versions are usually produced with limited time or money, for little
remuneration, and traditionally involving zero contact with the creative team.
This can result in a version of the film that is artistically compromised: the filmmaker’s
aesthetic and tonal vision may be ruined by the use of large, brightly lit subtitles
over a dimly lit and subdued scene; an inaccurate AD track may give scant narrative
details, leading to plot points not being effectively established; worse still, it can even
affect the representation of characters. The result may be a vastly inferior product that
betrays the filmmaker’s original artistic intentions.
Despite being joined by a common art and a shared objective, filmmaking and
translation/accessibility have unfortunately remained two separate professions – but
historically this was not always the case. During the silent film era, the intertitles were
considered a vital part of the medium’s storytelling – and therefore were part of the
standard post-production process, and budgeted for accordingly. It was only as the
medium moved into the “talkies” era that subtitling and dubbing were relegated to
the distribution process.
Research into audiovisual translation spanning over two decades has shown that
this relegation has had a negative impact on the way foreign and sensory-impaired
audiences consume and respond to films. In an effort to avoid these audiences
experiencing an inferior product, Accessible Filmmaking encourages close
collaboration between filmmakers and translators/media access experts.
The following guide is intended for filmmakers and other professionals within the
film industry who wish to become accessible filmmakers. The approach is supported
by both the EU and the UN, and has been tried and tested successfully in research,
training and professional practice.
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part 2

FILM TRANSLATION
AND MEDIA ACCESS THE ESSENTIAL POINTS
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ANY TRANSLATION PROCESS CARRIES RISKS AND
COMPLICATIONS – THE IMPOSSIBILITY OF TRANSLATING
WORD FOR WORD, THE DIFFICULTY IN CONVEYING MEANING
AND FORM FAITHFULLY – BUT AUDIOVISUAL TRANSLATION IS
PARTICULARLY COMPLEX. BY COMBINING IMAGE AND SOUND
THE RANGE OF POSSIBLE CONTEXTS IS GREATLY EXPANDED,
WHICH CAN LEAD TO VARIOUS OBSTACLES FOR TRANSLATORS
– JUST LOOK AT THIS VIRTUALLY UNTRANSLATABLE CLIP.
There are four main types of audiovisual translation and accessibility:

1. DUBBING
Dubbing is the process of replacing the original dialogue
track. The dialogue is translated into the target language
and recorded by a new cast of actors.

2. SUBTITLING
Subtitling is a translation process that is limited to text form.
Traditionally, it involves presenting text at the bottom of the
screen – although some films experiment with this placing.
This text has the responsibility of conveying dialogue,
on-screen text (insert shots such as letters, web pages,
inscriptions, etc), and relaying selective information from
the soundtrack (such as song lyrics, or identifying the voices
of any off- screen characters).

3. SUBTITLING FOR THE DEAF
Subtitles for the deaf and hard of hearing (SDH) are
normally in the same language as the film (although they
can involve translation), and are targeted to a wide range
of viewers, including those who are born deaf, those who
lose their hearing later in life, those whose first language
is sign language, or hearing viewers who need subtitles for
linguistic, cognitive or age-related reasons. SDH include
descriptions of non-verbal diegetic sounds (doorbells,
phones) that may be needed in order to understand the
narrative.

4. AUDIO DESCRIPTION FOR THE BLIND
Audio Description for the blind is an additional audio
commentary that describes the images and on-screen action.
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DUBBING
DUBBING IS THE MAIN FORM OF TRANSLATION IN COUNTRIES
SUCH AS SPAIN, FRANCE, ITALY AND GERMANY. IT IS USED ALL
OVER THE WORLD AS THE PREFERRED METHOD TO TRANSLATE
CHILDREN’S FILMS.
•

Dubbing is invisible – while viewers of subtitled films have access to both
the translation and the original dialogue, viewers of dubbed films have no
access to the original. This makes dubbing an effective tool for censorship and
manipulation (providing the new dialogue track and the images/on-screen
action are synchronised). Content that may offend specific cultures can be
removed, as in these two examples below.

EXAMPLE 1

In Example 1, the dubbed version has a
character confess to being sick - instead
of revealing their homosexuality, as in
the original.

EXAMPLE 2

In Example 2, the Spanish dub omits the
character’s reference to having visited
Francoist Spain.

•

Synchronies: In order to appear smooth and in synch with the images and
on-screen action, the dubbing translation must be as long as the original one
(with the leeway of one or two syllables). During close-ups it must contain as
many bilabial and labio-dental consonants (m, p, b, f, v) as the original script.
Therefore the more close-ups featured in a film, the more challenging it is to
remain faithful to the original.

•

The language used in dubbing has often been described as contrived, stilted
and unidiomatic – in short, it lacks the sounds and expressions native to a
natural speaker. This is commonly referred to as dubbese – a culture-specific
register characterised by tense and emphatic pronunciation, along with the
presence of recurrent, outdated and often formal translation solutions.

•

Three of the most difficult challenges for dubbing are accents (geographical,
temporal or social), registers (formal, informal, colloquial, etc) and multiple
languages, all of which are often standardised or eliminated in the dubbed
film. Multilingualism can however be preserved with different strategies, such
as combining dubbing and subtitles.

•

When a character sings, this is not usually re-recorded for the dubbed version
– instead it is subtitled, the original singing voice left intact- meaning viewers
will hear two voices for the same character. This can potentially impact on the
credibility of the film, or at least affect the suspension of disbelief.
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SUBTITLING
SUBTITLING IS THE MAIN FORM OF TRANSLATION IN MOST
COUNTRIES AROUND THE WORLD. IT IS USED IN CINEMAS,
TV, AND ON STREAMING PLATFORMS SUCH AS NETFLIX AND
AMAZON PRIME.
IT IS THE MAIN FORM OF ACCESS FOR VIEWERS WITH HEARING
LOSS, LEARNING DISABILITIES, OR VIEWERS IN NOISY
ENVIRONMENTS.
•

Subtitling is visible – both the original (in audio form) and the translation (in text form)
live alongside one another. As such, if a viewer understands both languages they are
often acutely aware of the inaccuracies.

•

Subtitles are meant to be viewed alongside images, which means they must abide
by certain time and space requirements – for the simple fact that they need to be on
screen long enough for the viewer to comfortably read, and they must not cramp the
image itself. A line of dialogue must not exceed 40 characters, there must not be more
than 2 rows of lines, and a minimum of 1 second should be permitted for every 15
characters.

•

Regardless of the target language, there are linguistic commonalities across all
subtitling – a ‘language’ often referred to as subtitlese. Subtitlese tends to omit
oral features, clean up grammatical and lexical errors, and neutralise accents and
registers - especially colloquialisms. Different strategies may be applied to maintain
multilingualism in subtitling, which is easier than in dubbing.
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SUBTITLING
continued

AS SHOWN BY EYE-TRACKING RESEARCH, SUBTITLES MAKE
US WATCH A FILM DIFFERENTLY.
WHEN WE WATCH A FILM WITHOUT SUBTITLES:
•

We attempt to extract meaning from the image, and our eyes move voluntarily as we
take on different tasks. As a consequence, we miss what we are not specifically looking
for (the so-called inattentional blindness).

•

Our eyes also move involuntarily - we think we are free to look where we want, but we
are inadvertently guided across the screen by the cinematic tools employed by the
filmmaker (known as ‘illusion of volition’). This brings our gaze together with that of
other viewers (known as ‘attentional synchrony’) – an average shot has us focusing on
a mere 3.8% of the screen.

WHEN WE WATCH A FILM WITH SUBTITLES:
•

The moment a subtitle (or any other form of text) is displayed on screen, our eyes are
immediately drawn to it - regardless of whether it is needed, or even understood. Once
the subtitle is read, our attention turns to the image, then often to faces, which means
viewers of subtitled films have less time to explore the screen than that of original
viewers.

•

The faster the dialogue, the more time the viewer spends on the subtitles - meaning
less time is left to scan the image (as in this example).

•

The pace of a subtitled film is therefore not only determined by its editing, but by the
way in which subtitles are displayed and read by the viewers.

•

In some occasions, mise-en-scène may interfere with the subtitles, which may render
the subtitles illegible (as in this humorous take on this subtitling faux-pas).
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SUBTITLING
continued

ON OTHER OCCASIONS, READING THE SUBTITLES MAY PREVENT
THE AUDIENCE FROM VIEWING THE IMAGES PROPERLY – THIS IS
KNOWN AS ‘SUBTITLING BLINDNESS’. IT USUALLY HAPPENS:
•

In shots featuring dialogue/narration over on-screen text.

•

If a scene starts with dialogue, or contains fast dialogue throughout, but there
is simultaneously an important visual element that needs to be conveyed.

•

In shots where the subtitles cover important visual elements.

•

In short duration shots that contain dialogue.

IN CONCLUSION, IF SUBTITLING IS NOT DONE CAREFULLY,
VIEWERS END UP MISSING A SIGNIFICANT PORTION OF THE
IMAGERY COMPARED TO THE VIEWING EXPERIENCE OF THE
ORIGINAL AUDIENCE – THIS RISKS AUDIENCES WATCHING THE
FILM IN SUCH A DIFFERENT FASHION TO THE ORIGINAL INTENT
THAT, IN ESSENCE, IT BECOMES A DIFFERENT FILM.
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SUBTITLING FOR THE DEAF
AND HARD OF HEARING
VIEWERS WITH HEARING LOSS TEND TO LOCATE THE SUBTITLES
FASTER THAN HEARING VIEWERS, TAKING MORE TIME TO
READ THEM, BUT MAKING UP FOR THIS BY SHOWING A VERY
PROFICIENT VISUAL PERCEPTION.
UNLIKE STANDARD SUBTITLING, SDH INCLUDE NON-VERBAL
DIEGETIC SOUND INFORMATION THAT MAY BE REQUIRED IN
ORDER TO UNDERSTAND THE STORY, SUCH AS:
•

Identifying the speaker, which is one of the key priorities for viewers with
hearing loss, and is carried out by means of dashes/chevrons, colours (white,
yellow, cyan and green, and normally in order of the character’s importance),
name tags or displacement.

•

Description of the tone and mood of the character’s dialogue, which can cover
volume, intensity, emotions and accents.

•

Description of sound effects.

•

Description of music and/or transcription of lyrics.

DESPITE ITS ATTEMPT TO DESCRIBE SOUNDS, SDH:
•

Distil and reduce complex soundscapes to single descriptions.

•

Formalise sounds (reading a description of an accent or difficult speech
patterns tends to look more formal than its corresponding audio).

•

Equalise sounds (as the descriptions do not normally include variations in
volume).

•

Linearise sounds (as the descriptions are read consecutively, even if the
sounds are simultaneous).
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CREATIVE SUBTITLES
CREATIVE SUBTITLES RESPOND TO THE SPECIFIC QUALITIES OF
EVERY FILM, GIVING THE SUBTITLERS AND FILMMAKERS MORE
FREEDOM TO CREATE AN AESTHETIC THAT SUITS THAT OF THE
ORIGINAL FILM. THEY ARE PART OF THE IMAGE AND CONTRIBUTE
TO THE TYPOGRAPHIC AND AESTHETIC IDENTITY OF THE FILM.
INSTEAD OF BEING CONSTRAINED BY STANDARD CONVENTIONS,
THESE SUBTITLES EXPERIMENT WITH THE FOLLOWING ASPECTS:
•

Font - instead of being bound by the usual subtitling fonts (Arial, Verdana,
etc), creative subtitlers (in collaboration with filmmakers) consider many other
fonts on the basis of their legibility, how they contribute to the typographic
identity of the film, and how they interact with other on-screen text.

•

Size - it can be altered to indicate distance or volume.

•

Placement - this is the most characteristic feature of creative subtitles,
which are often placed in different positions to improve legibility, character
identification, or for aesthetic reasons - often allowing the viewers to explore
the image for much longer than they would be able to with standard subtitles.

•

Effects - creative subtitles can also play with movement, display mode, and
interaction with the characters’ movements.

RESEARCH SHOWS THAT CREATIVE SUBTITLES ALLOW
SUBTITLING VIEWERS TO SPEND MORE TIME ON THE IMAGES,
HELPING TO BRIDGE THE GAP BETWEEN THE EXPERIENCE
OF THE ORIGINAL VIEWERS AND THAT OF THE VIEWERS
OF TRANSLATED/ACCESSIBLE VERSIONS, WHILE AT THE
SAME TIME PROVIDING AN EXCITING OPPORTUNITY FOR
COLLABORATION AND INNOVATION BETWEEN FILMMAKERS
AND TRANSLATORS.
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AUDIO DESCRIPTION
THE AD HAS TO CONVEY VISUAL INFORMATION IN VERBAL FORM
SO THAT THE AUDIENCE IS LEFT IN NO DOUBT AS TO THE LOCATION
OF THE SCENE, THE IDENTITY OF THE SPEAKER, THEIR PHYSICAL
APPEARANCE (FACIAL EXPRESSIONS, BODY LANGUAGE), AND
ANY ACTION TAKING PLACE.
•

The AD should avoid masking the dialogue or important sound effects, which
means that it is heavily constrained by the duration of the “gap” between
bursts of dialogue.

•

Guidelines encourage the description of colour, as the vast majority of blind
people have lost their sight following accident or disease. People who are
born blind normally have an understanding of the cultural connotations of
colour, or are able to link colour to non-visual modalities such as temperature.

•

The AD does not need to include self-explanatory sound effects (a doorbell
or a gunshot), but others that can only be interpreted by the accompanying
visuals.

•

While guidelines advise against the description of cinematic information
(camera movements, editing transitions, etc), research shows that most
viewers appreciate this additional content.

•

The information that has been left out of the AD can be included in an audio
introduction - a standalone description that can be made available either
before the film or online, and that details information about the film’s visual
style, fuller descriptions of characters and settings, a brief synopsis, and even
cast and production details.

•

In foreign or multilingual films featuring subtitles, the audio describer reads
the subtitles aloud for the audience, further reducing the amount of time
available for audio description.

•

Humour is particularly challenging, and often lost in the process – the length
of time it takes for the audio describer to fully detail the joke usually spoils
the comic timing.

•

Although most guidelines advocate the use of objective and cold descriptions,
an Accessible Filmmaking approach allows filmmakers to have a say in the
process – ideally incorporating their creative vision so that the tone of the AD
track’s language captures the tone of the images seen by the original viewers.
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part 3

BRINGING TRANSLATION AND
ACCESS TO THE FOREFRONT
OF FILMMAKING
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IT PAYS TO START THINKING ABOUT TRANSLATION AND
ACCESSIBILITY AS EARLY AS POSSIBLE.
OUTLINED BELOW ARE THE DIFFERENT STAGES OF PRODUCTION.
HERE YOU WILL LEARN AT WHICH STAGE EACH SPECIFIC
ACCESSIBILITY ACTIVITY SHOULD TAKE PLACE.

1. DEVELOPMENT AND PRE-PRODUCTION
2. PRODUCTION
3. POST-PRODUCTION
4. PRE-PRODUCTION
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DEVELOPMENT AND
PRE-PRODUCTION
TRANSLATION IN THE SCRIPTWRITING OF MULTILINGUAL FILMS:
•

When dealing with different languages, allowing for collaboration with native
speakers - and even for co-creation of certain lines - can provide the dialogue
with a degree of freshness and originality.

•

If this co-creation is not possible, it would be advisable to involve a professional
translator early on in the process. This person can be responsible for ensuring
foreign dialogue sounds natural, and once the film moves into post-production
they can oversee the dubbing or subtitling.

•

Films seeking co-production funding – particularly co-productions across
territories speaking different languages – will often require delivery of the
script in the language native to the respective company. A professional
translator should be used for this - if possible this person should be used for
subsequent translations of the film (for dubbing or subtitling).

•

Provision of pre-production and funding materials (scripts, storyboards, pitch
decks, etc): translators don’t normally have access to pre-production material,
which can be essential to finding the right tone and style needed when it
comes to translations/audio descriptions.
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PRODUCTION
•

On-site translation/interpreting: in multilingual films, this may be needed for
communication amongst the members of the crew. It is advisable to find a
professional interpreter trained in film translation, who can later on produce
the first translated/accessible version of the film.

•

Mise-en-scène: research shows that this is the most memorable aspect of
filmmaking, where directors show their control over what happens in the
frame, what the viewers see, when they see it, and for how long. Unfortunately
this only applies to viewers of the original film - not to those of the translated
and accessible versions, as most filmmakers are unaware of the impact that
translation and accessibility may have on the mise-en-scène of their films.

SETTING (COLOUR, COMPOSITION AND PROPS):
•

The standard colours used to identify characters in subtitles for the deaf may
clash with the film’s colour palette. A discussion between the translator and
the film’s creative team may be useful in ensuring that the final colours used
do not work against the original artistic intent.

•

Key props (or other visual cues) that are positioned at the bottom of the
frame could be obscured by standard subtitles. An on-set discussion between
filmmakers and translators could prevent this.

•

Those filmmakers who are interested in exploring the potential of creative
subtitling may want to consider the possible placement of titles during principal
photography. Although the titles themselves are obviously produced in postproduction, there will be no freedom to experiment with the composition of
the image. An early awareness of the process could help the two elements
work in tandem.
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PRODUCTION
continued

COSTUMES:
•

If filmmakers are to reach foreign or deaf audiences, they may want to take
steps to ensure that costumes don’t clash with the subtitles (typically black or
white, or yellow, cyan and magenta), rendering them illegible.

ACTING:
•

In films where performances are heavily focused on the actor’s voices, the
dubbing schedule should make room for both discussions between the
translator and the dubbing actors, as well as ample time for multiple takes.
In cases where the filmmakers feel it is integral to keep the performance of
the original actors, it may be worth discussing with the distribution company
whether subtitling is a better option.

CINEMATOGRAPHY: CLOSE-UPS
•

The involvement of a translator may be useful to flag any potential issues
that the use of close-ups can cause in the translated/accessible version of the
film: in dubbing, close-ups must be lip-synched, which makes it difficult to
be faithful to both the content and style of the original dialogue; in subtitled
films, the use of bottom-placed text during a close-up is likely to obscure the
character’s mouth, negatively impacting the aesthetic and preventing deaf
viewers from using lipreading in order to follow the dialogue. The director
and cinematographer should be aware of this, regardless of whether or not
using creative subtitles or adjusting the framing are feasible solutions.

SPEECH RECOGNITION / THE TRANSCRIPTS OF DOCUMENTARIES:
•

When a transcription of footage is needed in order to edit, this can be done by
live subtitlers, who normally use speech recognition and who are considerably
faster than manual transcribers. Along with the transcription, they can also
prepare the template for subtitles and SDH, which can then be used as a basis
for translation into other languages.
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POST-PRODUCTION
EDITING AND TRANSLATION/ACCESSIBILITY:

THE RULE OF SIX: ACCORDING TO ACCLAIMED EDITOR AND SOUND
DESIGNER WALTER MURCH, WHEN EDITING A SCENE THERE ARE
SIX CLOSELY INTERCONNECTED PRIORITIES: TO REMAIN TRUE TO
THE EMOTION OF THE SCENE; TO ADVANCE THE STORY; TO MAKE
RHYTHMIC SENSE; TO GUIDE THE AUDIENCE’S EYE; AND TO
MAINTAIN CONTINUITY AND SPACIAL RELATIONSHIPS. EDITORS
SHOULD CONSIDER HOW THE PRESENCE OF SUBTITLES CHANGES
THE VIEWERS’ EYE TRACE AND, AS A RESULT, CHANGES THE WAY
IN WHICH THEY UNDERSTAND AND EXPERIENCE THE EMOTION
OF A SCENE.
TRANSITION SHOTS AND CUTAWAYS
•

When they are used with no dialogue or narration, transition shots and
cutaways can bridge the gap between original and foreign viewers, as the
translated film becomes - if only briefly - the same as the original.

•

When they are used with dialogue or narration, transition shots and cutaways
should be left on screen long enough for viewers to read the subtitle and view
the image.

•

When they are used with dialogue or narration and on-screen text, transition
shots and cutaways will require a subtitle for the dialogue/narration and another
one for the on-screen text, which will result in a shot that is aesthetically busy
and therefore difficult to interpret meaning from.
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PRE-DISTRIBUTION
REGARDLESS OF THE TRANSLATION/ACCESSIBILITY MODE
ADOPTED, THE FILMMAKERS (IN COLLABORATION WITH THE
DIRECTOR OF ACCESSIBILITY/TRANSLATION) MAY WANT TO
PRODUCE THE EQUIVALENT OF A STYLE GUIDE, ADVISING ON
HOW TO APPROACH SPECIFIC THINGS SUCH AS HUMOUR,
CHARACTER PORTRAYAL, AND GENERAL TONE.
DUBBING:
(The following elements may be discussed at this stage)
•

Is dubbing the best form of translation for this film?

•

Are there close-ups where a choice must be made between accurate lip
synchrony or accurate translation?

•

Are colloquial language, swearwords and taboo language being eliminated
(as normally happens in dubbese)?

•

How are accents being dealt with in the dubbed dialogue?

•

Are songs being dubbed or subtitled?

•

Is the presence of other languages in the original film being marked (and, if
so, how?), or does the dubbed film only feature one language?
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PRE-DISTRIBUTION
continued

SUBTITLING:
(The following elements may be discussed at this stage)
•

Is subtitling the best form of translation for this film?

•

What has been lost in the transition between oral to written language?

•

How has the subtitler dealt with discourse markers, interactional features,
intonation, grammar and lexical errors, registers (especially colloquial) and
accents?

•

Should the songs in the film be subtitled and, if so, to what extent has it been
possible to convey the content, rhythm and rhyming structure?

•

Is the presence of other languages in the original film being marked in the
subtitles? If so, how?

•

In scenes where characters are speaking simultaneously, which voice should
be subtitled and which omitted?

•

Should dialogue occurring at the back of the main action be foregrounded in
the subtitles (thus competing for the viewers’ attention at the same level as
the images), or omitted altogether?

•

Are there any instances in which the subtitles are not legible, and what can be
done to solve this, bearing in mind that the editing has already been locked?

•

Should the subtitler play with the balance between one-line and two-line
subtitles in order to manipulate the pace of the film?

•

It is inevitable that dialogue is reduced when subtitling, but is it a significant
amount or barely noticeable? How does this reduction affect each scene in
question?

•

Are there shots or scenes where the subtitles are too fast?

•

Are there times where the overloading of subtitles significantly reduces the
time viewers have to spend on the image?

•

Does the presence of on-screen text in the original film clash with the subtitles?
If so, do they appear on screen long enough for the viewers to read both?

•

Are there any instances in which reading a subtitle prevents the viewer from
seeing an important visual element?
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PRE-DISTRIBUTION
continued

SUBTITLES FOR THE DEAF:
(The following elements may be discussed at this stage)
•

Should characters be identified through the use of colours, name tags,
displacement or hyphens/chevrons?

•

How often should information about volume, intensity, silence, emotions and
accents be indicated in the subtitles, and how should this be done?

•

What sounds should be described, how should they be described, and how
often? Is it possible to liaise with the scriptwriter and sound editor so that the
description used in the subtitles can be consistent with the words used in the
script?

•

Is the standard use of subtitles for the title and the lyrics for known songs and
the use of a description for unknown songs suitable for this particular film?
In the event of a clash between dialogue and music, which one should be
prioritised?

•

Subtitling blindness: does the need to include the above non-verbal information
prevent the viewers from being able to watch the images?
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PRE-DISTRIBUTION
continued

CREATIVE SUBTITLES:
(The following elements may be discussed at this stage)
•

What font is going to be used in the subtitles? What meaning and connotations
does this carry? How does it compare to the fonts used for the credits, or to
any on-screen text in the film?

•

Are all subtitles the same size, or are different sizes being used to indicate
volume, distance, importance, etc?

•

Are subtitles placed only at the bottom of the screen, or are other positions
used? If so, what criteria is put in place to ensure key visual cues are not
obscured? Are you taking into account the voluntary and involuntary
movements of the eye?

•

Would the film benefit from using word-for-word subtitles, which can increase
the synchronicity between the sound/music/dialogue and the subtitles? Does
it make sense to have the subtitles fade in and out (instead of simply pop up)
in order to indicate pauses, reflections, or any other effect?

•

Would the film’s subtitles benefit from using pictures, speech bubbles or chatlike features?

•

Is it worth experimenting with position and size to indicate depth and
background dialogue?

•

Could the subtitles work in tandem with the on-screen action? For example, a
visual cue prompts the sudden appearance of text.
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PRE-DISTRIBUTION
continued

AUDIO DESCRIPTION:
(The following elements may be discussed at this stage)
•

In standard AD only a single voice is heard. Is that appropriate for this film?

•

Who will voice the AD?

•

Will the filmmakers be present during the AD recording session in order
to “direct” the audio describer? Will they encourage the standard neutral/
objective vocal style, or opt for something more emotional?

•

Will the filmmakers make the script/shooting script available to the describer?

•

Will the director or the writer want some involvement in the development of
the AD script?

•

Will the filmmaker want the describer to include elements of
cinematography?

•

Will the sound designer create a mixed track weaving the AD into the original
soundtrack, or is an automatic default fade sufficient?

•

Is an audio introduction required? If so, where will it be available? For example,
can it be downloaded directly onto smartphones via the film’s website?

•

Will the AD be translated for accessible versions in other countries, or will
each country produce their own?
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part 4

ACCESSIBLE FILMMAKING
THE WORKFLOW
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THE ACCESSIBLE FILMMAKING APPROACH ENCOURAGES
CLOSE COLLABORATION BETWEEN THE FILMMAKERS AND
THE DIRECTOR OF ACCESSIBILITY & TRANSLATION (DAT). THE
EARLIER THE DAT IS BROUGHT ON TO THE PROJECT, THE EASIER
IT IS FOR THEM TO LIAISE WITH THE OTHER PROFESSIONALS
INVOLVED IN ACCESSIBILITY AND TRANSLATION ON BEHALF
OF THE FILMMAKERS.
HERE IS A SUMMARY OF THE RECOMMENDED 17 STEPS FOR
AN ACCESSIBLE FILMMAKING WORKFLOW:
STEPS FOR PRE-PRODUCTION STAGE

1. (MULTILINGUAL FILMS)
Translation in the scriptwriting process

2. (CO-PRODUCTIONS)
Translation of script for funding

3. (ALWAYS)
Provision of pre-production material to the DAT

4. (IDEALLY)
Initial meeting with the director and production of
a translation/accessibility proposal

5. (IDEALLY)
Recruitment of media accessibility professionals,
translators and, if need be, a sensory-impaired
consultant
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THE WORKFLOW
continued

STEPS FOR PRODUCTION

6. (MULTILINGUAL SHOTS)
On-set or remote translation and interpreting

7. (ALWAYS)
(On-set or remote) discussions with the filmmaker
about mise-en-scène and cinematography

8. (DOCUMENTARIES)
Transcription of footage for editing using
respeaking (speech recognition-based subtitles)

STEPS FOR POST-PRODUCTION PRIOR TO DISTRIBUTION

9. (ALWAYS, IF NOT PROVIDED IN
PRE-PRODUCTION)

Providion of film, script and further docs to either
the DAT or the:
• dubbing translator
• subtitler
• audio describer

10. (IDEALLY)
Preparation of:
• dubbing script
• subtitles
• audio description

11. (ALWAYS)
Meeting between the filmmaker/creative team and
the DAT for the:
• dubbing translator
• subtitler
• audio describer
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THE WORKFLOW
continued

12.

(ONLY IF DEEMED NECESSARY AND IF
THERE IS ACCESS IN POST-PRODUCTION)
Amendments to the editing of the film

13.

(ALWAYS)
Preparation (and recording) of accessible versions of:
• dubbing script
• subtitles
• audio description

14.

(ALWAYS)
Meeting between the filmmaker/creative team and the DAT or the:
• dubbing translator
• subtitler
• audio describer

15.

(IDEALLY)
Amendments to:
• the dubbed track
• the subtitles
• the audio description

16.

(IDEALLY)
Feedback from the director

17.

(ALWAYS)
Final versions of:
• dubbing
• subtitles
• audio description
Preparation of translation and accessibility guide for the film
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THE EXTENSIVE NATURE OF THIS APPROACH OBVIOUSLY
CARRIES BUDGETARY AND SCHEDULING IMPLICATIONS. IN
THE EVENT THAT SUCH AN APPROACH IS NOT FEASIBLE, THERE
ARE STILL STEPS A PRODUCTION CAN TAKE TO ENSURE THAT
THEY MEET THE MINIMUM REQUIREMENTS OF ACCESSIBLE
FILMMAKING.
BELOW ARE THE MINIMUM REQUIREMENTS - ONCE AGAIN
DEPENDING ON WHETHER TRANSLATION AND ACCESSIBILITY
ARE CONSIDERED IN PRE-PRODUCTION, PRODUCTION OR IN
POST- PRODUCTION/BEFORE DISTRIBUTION:

1.

IN PRE-PRODUCTION
Provision of pre-production material to the DAT and / or the
translators
Initial meeting with the director and production of a translation /
accessibility proposal

2.

IN PRODUCTION
(On-set or remote) discussions with the filmmaker about mise-enscène and cinematography

3.

IN POST-PRODUCTION OR
BEFORE DISTRIBUTION
Provision of film, script and further docs to the DAT or the dubbing
translator / subtitler / audio describer
Meeting between the filmmaker / creative team and the DAT or the
dubbing translator / subtitler / audio describer
Preparation (and recording) of accessible dubbing script/ subtitles
/ audio description
Meeting between the filmmaker/creative team and the DAT or the
dubbing translator / subtitler / audio describer
Final dubbing, subtitles, audio description and preparation of
translation and accessibility guide for the film
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ACCESSIBLE FILMMAKING
YOU CAN AFFORD IT
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THE BUDGETARY IMPLICATIONS OF ACCESSIBLE FILMMAKING:
STANDARD PACKAGE (APPROX COSTS)

AD.

AUDIO DESCRIPTION: £2,300
Script: £700
Recording: £500
Studio Hire: £400
Sound Editor: £500
Meetings/Amendments: £200

SDH. SDH: £1,100
Origination: £650
Proofreading: £250
Meetings/Amendments: £200

SDH. DIRECTOR OF ACCESSIBILITY: £1,600
(During post-production, 8 days)
Recruitment, coordination, meetings, quality control, AD recording,
subtitling guide

TOTAL £5,000 MIN
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ADDITIONAL EXTRAS (APPROX COSTS)

AI.

AUDIO INTRODUCTION: £300
Script: £100
Recording: £100
Studio: £100

C/IS. CREATIVE/INTEGRATED SUBTITLES: £4,100
Concept: £500
Implementation: £3,600

DAT. DIRECTOR OF ACCESSIBILITY: £600
(During pre-production, based on 3 days)
Recruitment, budget, meeting, proposal

SIC. SENSORY-IMPAIRED CONSULTANCY: £500
SDH = £250 per day
AD = £250 per day

ELT.

ENGLISH LANGUAGE TEMPLATE: £500
To be used by interlingual subtitlers

TOTAL (BASIC + EXTRAS): £11,00 (MIN)

IF YOU REQUIRE MORE INFORMATION ON THESE FIGURES FOR
YOUR BUDGET, PLEASE CONTACT:
JO-JO ELLISON
JOJO@ARCHERSMARK.CO.UK / +44 (0) 207 426 51 60
DR. PABLO ROMERO-FRESCO
PROMERO@UVIGO.ES
DR. LOUISE FRYER
LOUISE.E.FRYER@GMAIL.COM
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CONCLUSIONS
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MILLIONS OF VIEWERS WATCH EITHER TRANSLATED OR
ACCESSIBLE VERSIONS OF A FILM – YET THIS HUGE AUDIENCE
IS NORMALLY DISREGARDED DURING THE FILMMAKING
PROCESS. ANY DISCUSSIONS REGARDING TRANSLATION AND
ACCESSIBILITY ARE AN AFTERTHOUGHT.
•

For an average film, these viewers bring around 50% of the total revenue, and
yet only 0.01%-0.1% of the budget is usually spent on translation/accessibility.
Rather than a production expenditure, the process is relegated to the
distribution stage, produced in a matter of days, for very little remuneration,
without any involvement from the creative team.

•

As a consequence, a second-rate experience is being provided to the viewers
of the translated and accessible versions. Without understanding the original
artistic intent of the filmmakers, numerous decisions may have been made
that negatively affect the way the film is seen, understood or felt.

•

Filmmakers are often unaware of this problem, which explains why they are
happy to let translators and distributors make decisions that work against
their original intent. This clearly has a significant impact on the way films are
received – even though the notion of a director allowing the standard version
of their films to be screened without first approving the cut is unheard of.

•

As an alternative to the industrialised model that merely considers translation
and accessibility as an afterthought, simply relegating it to the distribution
stage, Accessible Filmmaking integrates it as a key part of the filmmaking
process (and, ideally, from the pre-production stage). By considering the
viewing experience of foreign and sensory-impaired audiences, this allows
filmmakers to regain full control of how their films are received.

•

This process has been implemented worldwide in training, research and
professional practice, and has been endorsed by both Ofcom and the United
Nations’ ITU agency on accessibility.
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ACCESSIBLE FILMMAKING...
... makes financial sense - it helps reach a wider and more diverse audience.
... is more collaborative – it provides better working conditions for translators
and media accessibility experts, whose remuneration can be built into the main
budget of the film and who, for the first time, find the opportunity to be part of a
team with which to consult and share decisions.
... is neither time-consuming nor costly, particularly if it’s built into the film’s
schedule (and any discussions) from the beginning.
... does not force filmmakers to change their films, but instead reveals how
their films change in translation and accessibility, and what options are available
to them so as to ensure that their vision is maintained when it reaches foreign
and sensory-impaired audiences.
... enables filmmakers to see and understand their films differently, as well as
discovering exciting new ways of telling stories.
... simply makes sense! If we were architects, we would never scoff at the idea of
including a disabled toilet in the initial design of a building - rather than added
at the end, as an afterthought – and it should be the same with filmmaking. There
will come a time when it’s commonly accepted that all films should be produced
with accessibility in mind – after all, shouldn’t cinema be for everybody?

MOST IMPORTANTLY, ACCESSIBLE FILMMAKING APPLIES TO
EVERYBODY WHO MAKES FILMS – REGARDLESS OF WHETHER THEY
ARE PROFESSIONALS WORKING ON THE LATEST BLOCKBUSTER,
OR AMATEURS UPLOADING HOMEMADE FILMS TO YOUTUBE.
THERE IS A HUGE, UNDERSERVED AUDIENCE – IN THE MILLIONS
– OF PEOPLE WITH HEARING AND SIGHT LOSS. AND IN A GLOBAL
MARKETPLACE, THE NUMBER OF NON-ENGLISH SPEAKING
TERRITORIES MEANS WE CAN NO LONGER AFFORD TO SIDE-LINE
FOREIGN AUDIENCES. IT’S TIME FOR ACCESSIBLE FILMMAKING
TO BECOME THE NEW NORMAL.
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“It’s strange to think that a process that is so crucial to the experience of a film,
for so much of its audience, is often a rushed afterthought, produced without the
involvement of the filmmakers. Integrating translation and accessibility into the
schedule, as envisaged within the Accessible Filmmaking model, allows these
versions to become an extension of the wider creative approach of the film.
Filmmakers may be daunted by the prospect of the additional involvement. This
may stem, firstly, from a lack of awareness of the difference the process makes
to how the film is experienced by so much of its audience. And secondly, from a
lack of understanding of the sheer creative possibilities, which allow the same
level of authorship as every other element in the film. If the obsessive impulse
that drives filmmakers can be awoken in the area of accessibility, directors and
producers will quickly become as fascinated and concerned with it as they would
with any other department.”
(Peter Middleton and James Spinney, triple BAFTA-nominated and BIFA & Emmywinning directors of Notes on Blindness)
“Improving the experience of our foreign viewers has always been a priority for
us. The best way to do this is to listen to those who know most about it, which
includes both professionals and researchers. This is why adopting a collaborative
approach to translation, such as the model proposed by Accessible Filmmaking,
is so important for all our films”
(Jon Garaño and Aitor Arregui, directors of Handia [2017], winner of 10 Goya
awards and of the Best Film award at San Sebastián)
“Making films accessible across the world, and to those who have difficulty
seeing or hearing, is something we should take seriously. Accessible filmmaking
is clearly a very important subject that will give us a lot to think about. This guide
will make a valuable contribution to this and I wish it well.”
(Ken Loach, two time Palme d’Or winning director of I, Daniel Blake [2016] and
The Wind That Shakes The Barley [2006], plus winner of five BAFTA Awards and
five BIFA awards)
“Traditional translation and accessibility is kind of slap-dash, not a very considered
process. Accessible Filmmaking considers every possibility and in doing so
expands the opportunity for foreign, deaf and blind viewers to experience the
film in a kind of deeper, more interesting and ultimately more meaningful way.”
(Luke Rogers, director of The Progression of Love)
“Funders must be aware of the financial and creative benefits derived from
Accessible Filmmaking. As our Notes On Blindness campaign wins awards, the
necessity and appeal of AFM builds traction. We are already applying this model
across all our films.”
(Jo-Jo Ellison, Producer of Notes on Blindness)

FOR FURTHER INFORMATION CONTACT:

JO-JO ELLISON at jojo@archersmark.co.uk
DR.PABLO ROMERO-FRESCO at promero@uvigo.es

