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1 Introduction

The following article is a revised version of atlee held at the 2007 Vienna Euroconference
on LSP Translation Scenarios on May 1st. It raisegquestion of whether Audio Description
is a form of translation and discusses some ointherent specifics of that question, which so
far has not been systematically researched. Withis general framework it discusses the
RASU project (Research on Audio Description at Baar University) directed by the author
at the ATRC of Saarland University on the relatlopsbetween Translation and Audio
Description. This article will give a short overwieof the project and reports on initial
differentiations made in the project. It is writtém share and discuss the problems raised
rather than to provide definite answers.

2 Problem Statement

Audio Description makes theatre, movies and TV mognes accessible to blind and
visually impaired people: It provides a narrationwhat is seen and describes the action,
body language, facial expressions, scenery andimest of the players. The description must
fit in between the dialogues and must not interfeith important sound and music effects.
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On the one hand, therefore, Audio Description iprimvide as much information as possible
and on the other hand it needs to be brief andg@echen transferring the visual dimension
of a film or a play into sound. These are the eaitiquestions: What has to be described?
When do you describe? And how do you describe?

They make up the Audio Description dilemma: theddéraff between additional
information (transferring ‘what’ from the visual tbe acoustic and ‘how’) and the time and
space limitations within which this can be donaiflm or play.

This continuing conflict underlies all Audio Deguiion processes and raises the question
as to whether there are any theoretical tools bictwkranslation decisions relating to the
‘What’" and ‘How’ under ‘adverse circumstances’ (Bna2004) may offer support and
provide possible solutions or reasonable stratediles following article suggests that Audio
Description is a kind of translation and as suchacgessible to theoretical thought in
translation (cf. Benecke forthcoming (1)). Withirartslation theory, Audio Description is
here placed within the scope of information sequenand to the related question of
coherence (Hatim/Mason 1990, Gerzymisch-Arbogasiisbach 1998, Mudersbach 2004).

3 The RASU Audio Description Project

3.1 Background

The project arose form a series of Audio Descripteeminars held by the author in
conjunction with Elmar Dosch (Bavarian Blind Uniptjeidrun Gerzymisch-Arbogast and
Jan Kunold (ATRC, Saarland University) in the summeemester of 2006 and the winter
semesters of 2005/06 and 2006/07. Experience duhege seminars showed that many
problems in Audio Description were similar to theoldems discussed in the translation
classes:

* The problem of subjectivity, i.e. different peogkeem to ‘see’ different details in the film
just as students reported that written texts waerstood differently by them. This led
to the question of how such different perceptionsld be made transparent to other
people (intersubjective transparency)

* The problem of choice and decision-making, i.ewdh translation processes where not
every detail can be transported from a sourcettex target text, it soon became clear
that not everything that was ‘seen’ by a vieweragblay could be transported into the
Audio Description — a problem that is much mordosex in Audio Description than in
translation because of the space and time limitatidhis problem led to the necessity of
decision-making processes in translation and Adiscription.

« The problem of language choice among several pessdriants which again exists in
both Translation and Audio Description but is aggtad in Audio Description due to the
adverse conditions.

3.2 Data

These impressions led to the idea of

(@) systematically analyzing an existing Audio Degd®n in terms of the ‘what’ was
actually described, ‘when’ it was audio describad dow’ it was described

(b) investigating whether the principles establisifer the irralingual Audio Description
would also apply to ierlingual translation (in the sense of Jacobsen 1959)
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The project was initiated in the winter semester2005/06 and continued through to the
summer semester of 2006 and the winter semes@dGf/07. It involved 34 students during
the three semesters and was financed by Saarlaiversity and Bayerischer Rundfunk in
conjunction with the Gerzymisch Foundation. Undealgsis was the film ‘Sams in Gefahr’
(The Slurb in danger) and its authentic Audio Diggicm authorized by Bayerischer
Rundfunk who offered to provide the written desttoip. The students formed three groups
and analyzed the Audio Description according to pecsied roster developed from
information sequencing parameters with a focustbematic leaps’ (Danes 1970). From the
results of these analyses it soon became cleaatithtional differentiations had to be made
and a more specific roster was developed by theoauThe considerations lead to a revised
roster and the problems surrounding the establishimfethe roster categories are described
below.

4 A Roster for Audio Description Analysis

As a general framework for the Audio Descriptioralgsis, the Theme/Rheme model of
Mudersbach (1981) in its application by Gerzymigechogast (1987, 2003, 2005) was taken
as a basis.

From this model the following parameters were ugednalyze the first minutes of the
“Sams in Gefahr*and its Audio Description (attached) in relatiordifferent communicative
partners, scope of attention, theme and rheme:

4.1 Communication Partners

In contrast to ‘normal’ communication descriptidine following communication levels were
differentiated in the analysis:

Kom A
Author/Director]
Kom C Kom C’
Kom A’
Blind/Visually-Impaired
Kom B Kom B’

Fig. 1: Communicative Levels in the Audiodescriptid ‘Sams’

In the Audio Description process we find six diféfet levels of communication:

! “Sams in Gefahr”, Constantin Film, Collina Film Z)@roduced by Ulrich Limmer, directed by Ben Vergp
written by Ulrich Limmer and Paul Maar based onltbek by Paul Maar.
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4.1.1 Communication leveKom A

An Audio Description is based on a film or a plalyerefore, the first thing we have to
examine is the communication between the authodiggctor of the film/play and the
expected or assumed (sighted) audience. This iesladnventions of story telling in films
known to both sides to assure that there is a legbl of basic communication between the
author/director and the assumed (sighted) audidratemakes the understanding of film or
play possible.

4.1.2 Communication leveKom A’

Based on the conventions Kbm A the describer will develop the text for the bliadd
visually- impaired audience. To guarantee that lgwel of communication works, he has to
face the problem that there is a widely heterogeseudience: There are people that were
born blind without any memory of images, and thare people with a relatively intact
memory of images — people who turned blind or Miguenpaired later in life, and there are
visually impaired people who still see a little.3ib reach all of these three target groups with
their special needs is the basis of a good Audiscbgtion.

4.1.3 Communication leveKom B

This is the communication between the describem@st cases represented by the director in
the sound studio) and the narrator. This is a w@gcial form of communication which is
controlled by time codes, key words and the desonpf sound effects. Non-written verbal
advice given by the director concerning the way spekd of narrating are also part of

Kom B. Although this information is not directly availalto the blind and visually impaired
audience, because it is only implied, it is thecfme realization of the specific advice given by
the director that makes the Audio Description (msreccessful.

4.1.4 Communication leveKom B’

The realisation of what was communicated on Iléda@h B is represented on levBl — the
communication between the narrator and the blirthvésually impaired audience. Again, this
IS non-written communication; the audience receittes information by spoken words.
Therefore, the way the narrator presents the tbetspeed s/he delivers and the sound of
his/her voice are important aspects here.

An Audio Description may not be perfect in its weit form; however, it may be
significantly improved by a good narrator. On thkes hand, a bad narrator may downgrade
or even destroy a well written text.

4.1.5 Communication leveKom C

This may be the most important level of communaratior an Audio Description: the
relation between the author/director of a film taypand the describer. If the communication
on this level is successful, it certainly upgrattesquality of the description. But in the praxis
of day-to-day work this is not always the case.aAmatter of fact, this communication level
is by far the most neglected one. Normally, thecdkesr will only contact the production
team when there is a problem s/he cannot solveealery. in case of a lack on special
knowledge for documentaries or in case of a lack unfderstanding or possible
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misunderstanding of what is happening in the pé&tuit is a simple truth than only few
directors care about the description of their filbngven know that there is one.

4.1.6 Communication leveKom C’

Kom C’ is a phenomenon that is little analysed to dadte, dommunication between the
sighted and the blind and visually impaired audéer@lthough this is an ideal of a well-done
Audio Description: Where you are sighted or nogr¢hmay be a high level of everyday
communication between sighted and non-sighted pealpbut a new movie release, the TV
movie from last Sunday or the theatre play you yuestiched®

5 Communicative Levels analyzed in “Sams in Gefahf”

Communication partners ikom Aare the makers of the film (writer and directondahe
target group, i.e. mainly children. This had tokegpt in mind while writing and filming in
“children’s language” and producing childlike effed

In Kom A’ the describer deals with blind and visually-impdirchildren. This is a very
special challenge. These children have normallynaller memory of images, because they
were born blind or they simply had a shorter peiiogvhich they could see — compared to
grown-ups who sometimes had the whole youth taHeir memory of images. The describer
therefore has to be very careful not to rely onnoach pre-supposed knowledge and has to
describe in more detail — if the gaps between thlgues allow that.

The Audio Description text starts wittKkom B the communication between
describer/sound director and narrator: This is omennformation in the film about the
authors and editors, about the year the descriptemade and it is at the same time a kind
of briefing for the narrator: It advises him/heathkeywords stand in quotation marks”,
“effects stand in brackets”, that “s” means “readtf, double “s” “read very fast” and other
information.

The time code refers to the position in the filmeng the description should starn
brackets follows the information about a sound atffehat can be heard just before the
description starts. It is here thidom A’, the communication between the describer and the
blind and visually impaired audience, starts with:

The logo of Constantin film, a fast running filnigtr

Obviously, there is no verb in the two elliptic sErces, the theme is not explicit, it seems

we have just fragments without the possibility adtiiguishing themes and rhemes. The

2 Examples are the work on the German mountain clismdecumentary ,Am Limit* where the describer had
direct e-mail contact with the main protagonistst@ comedy “Oedipussi” where | myself had a tetaqghcall
with famous German director/comedian Loriot.

* A German guy born blind describes this effect adieging the documentary ,Am Limit*: “I talked to atd
couple after the film, the man himself is mountaimber. He was astonished how detailed | coulidhieh what
happened in the film before. That was integratibitsebest!”

* Based on the script of the Audio Description (werittoy Monika Buhtz, Petra Kirchmann and Sabine dieh
for Bayerischer Rundfunk in 2003, edited by Berreh8cke and Elmar Dosch) together with the dialogunes
the sound- and music effects of the film.

® This film, however, wants to be attractive to gmeups too. They mostly pay for the cinema visit amd
invited to see the film together with their childreTherefore, they are provided with some spedialvg-up-
jokes too.

® The time code is a kind of clock, that allows tenitfy exactly every picture or frame in the fil@i1:04:07:22
means that you find the frame One Hour, Four me@ed seven seconds from the beginning, the 28eis t
number of the picture within the second. Films ofiVideo and TV have 25 frames per second (the touge
counts from 0 to 24), films in the cinema have @&fes per second.
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description also assumes that both communicatioimgra know about the convention that a
film begins with a logo. Otherwise there would lzesense in this, because the info actually
implied is:
(On the screen appears) the logo of Constantin dnd not of another company).

The part in brackets is unnecessary because thétatsAudio Descriptions is supposed to
do: Describe what is on the screen, this is thelmanvention!
The second part of the statement above gives netads] the information implied is:
The logo of Constantin film is a fast running fitrs

If it were explicit as this, we could analyze arttee(the logo) and a rheme (the filmstrip).
It is interesting to note that the other way rowwlld also make sense:
A fast running filmstrip, i{theme)is the logo of Constantin filfnheme).

6 Theme/Rheme characteristics

6.1 Assumed knowledge in the communication with thielind and visually
impaired

The following time code 00:02:16 offers an ‘easyiemne and rheme assumption:
Constantin filmis considered the theme and the second part ofseaence the rheme.
Interesting here is that the describer impliesi;mdommunication with the blind and visually
impaired audience a very important and common autiMe The audience has to know that
this is the description of written text on the stre

For this to be clear to the blind or visually immeai audience, the describer would have
had to first state:

Written letters appear...

The problem of dealing with assumed knowledge imiAuDescription is handled in a
different way at time code 00:02:41- for a goodsmea The describer decided to tell the
audience about the unconventional way the writtehis presented:

In front of a black screen: Red letters come flogiind form the word “Slurb”.

This way it is communicated to the blind or visyathpaired that it is not a “real” scene

which is played by actors but that the scene igramation.

6.2 Time code changes and Theme/Rheme

Looking at theme and rheme, we find a theme edlipsth In front of a black screeandRed
Letters, then split rhemegcome floating, form the word “Slurb”jn the first sentence.
Underneath (the lettersjepresents a theme in the second sentence trendvords “in
danger” represent the rhemd@he lettersbecome thematic after the next time code with
fireworksfunctioning as rheme. This rheme then becomethfrae in the following sentence
(assparksare related tdireworks. The next time code begins with a hypotheS$ise blue
globe was not mentioned before, but this thematic leap lbe closed by the hypotheses
implied in the isotopic chain: “Stars” mean “spaciiis includes “Earth”, which is synonym
to “blue globe”.

6.3 Introducing ‘intended hyper descriptions’
Time code 00:03:00 introduces a very special Alzkscription convention: Not only the

names of the director and the actors (as the sigltielience reads them on the screen) are
mentioned but also the names of their charactettseifilm.
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I will call this an “intended hyper description”: Mgreas in the film one just reads “Ulrich
Noethen”, the Audio Description adds the informatfas Bruno Taschenbier”. This is more
than just describing what is on the screen: amded hyper description introduces a holistic
connection that is at that moment not made exphdite film itself.

But why can we say ‘intended? What is the intem®ioThe hyper description
counterbalances a deficit which blind and visuaitpaired people have when the actor first
appears on the screen and is first called “Brurgchenbier”. The sighted audience identifies
him immediately as the (well known) actor Ulrich élben and can imply “Ulrich Noethen
plays Bruno Taschenbier”. For blind and visuallypaired viewers this implication is hard to
make (it is possible only when an actor has a wggpificant voice). Therefore, the audio
description intends to make this implication explfor the blind and visually impaired. The
intended hyper information also allows to identife social relations between the characters
more easily which is usually welcomed by the blamdl visually impaired audience.

Theme/rheme identification is relatively obvioussitatements likdhe Slurb(theme)is
played by Christine Ursprucfrheme). The names of the characters (which arevikrfoom
the adapted book or the first film of the Slurbisgx are the themes, the names of the actors
the rhemesChristine Urspruch(rheme)as The Slurlftheme). All the themes in the following
sentences are hypotheses relating to the hypertigmsé:

6.4 Changing focus of attention

With time code 00:05:33 the Audio Description chesigFor the first time in this film a
keyword from the film is given as a starter for tharrator. The introducing words of the
Slurb (where it talks about the events of the filst of this series) end with the Phrafes
more than ten years.

The description that follows opens up with a chamgicus of attention — which in the
Audio Description normally accompanies a scene ghahhis happens in two ways:

» First, the physical place of action changes, tiereo space with stars any more, now we
have a park with a school building. This meansuheealistic animated story with flying
letters through space changes to a natural surmogimdth a castle, lawn, children, a man
and a woman.

* Second, there is a change in the soundtrack: We reausic anymore, and we get a
very realistic sound design with voices of childreimging of birds and others. So even
for the Audio Description it is obvious that this mo animation but a real film and the
describer decided not to give an extra hint or @glain that.

The result of the theme and rheme analysis shdwsnae ellipsis witta big school building
in a park areaund a thematic leap (closed by a hypothesis) avittoman in fancy clothes
The missing links in that communication would kiso{opic chairunderlined in italic: the
building will have aparking lotwith some carsin one carsits a woman.

The theme of the next sentenderr Taschenbier, the man with glassseems to carry
two pieces of information. The describer choseragaigive an intended hyper description to
counterbalance the deficit which blind and visuglgople have at this point: For the sighted
audience it is obvious that the man with glasseBaschenbier because we see a picture of
him when the Slurb said ,Papa Taschenbier” in hioducing speech.

This is not possible to transfer in the Audio Dg#own, because at this point in the
Slurb’s speech there is no gap for a descripti@htha Audio Description talks about the man
with glasses before his picture appears. Some Wdindiisually impaired people might
conclude this relation but it is not easy. Therefttre describer decided to introduce the hyper
description at that point.
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The result of this last point is essential: An ge&l of an Audio Description is only useful
and possible in combination with the film soundkrand the film dialogue. We realised that
the theme necessary to make a message meaningfiieémsin the film dialogue before the
description.

Our description now shows a change in the focusttehtion: the gym of the school. It is
interesting to note that the combination of the isudescriptionOne kid is bare-footednd
the dialogueMartin Taschenbier. Come forwarallows the (correct) hypothesiartin is
bare-footedandMartin is the slender red headed bdyhe Audio Description here does not
explicate the possible hyper description saying rtMa the slender boy” because the
hypothesis can be made without it.

6.5 Introducing Character Fixation

With time code 00:07:53 we discover a very typicahnge in the naming of a person for
German Audio Description — which | will introducere ascharacter fixation This is again
the result of the close interaction between theidiescription and the film dialogue:

The man who appears in the gym is first natedsports teachehe describer did this
by summarizing the optical (he is the only grownwigh the kids in the gym) and acoustic
(he shouts and gives advice) details given in temes, seen from a local coherence point of
view. But the describer knows from his/her globalidtic view that this could only be an
interim character fixation, the ‘sports teacheramsimportant character for the film as a whole
and needs to be given a proper name. So when Trdasehealls the sports teachBaume
the Audio Description changes aume, the sports teacher, stopghy this redundancy?
The intended hyper description is essential, bexdtlesschenbier's not so clearly spoken
sentence could be misunderstod@ave it to the caretaker, Daunoould mean that the
caretaker might be Daume. The Audio Descriptiomifeés this with the double information
and then changes the next time the sports teappeaes to simply sayinDQaume passes by
on roller skatesThe character fixation is completéd.

In the film ‘Sams’ it is difficult for the blind amh visually impaired audience to realize
(during the whole film) the character fixation dthier and son Taschenbier. In the film
dialogues both are sometimes called by their fisshes (Bruno for the father, Martin for the
son) and sometimes by their family name only. Tlescdber therefore had to clearly
differentiate consistently between Taschenbier r@ttar fixation of the father) and Martin
(character fixation of the son) so as to avoid asitin in the blind and visually impaired
audience.

Time code 00:08:31 opens up into a new focus @nétn — and again in two ways:
Physically we move to the living room of the famind we also move to the next day. But
the descriptionite next days not taken from the image (there is no writingtbe screen) —
it's a logical coherence-establishing conclusionjeay special form of the intended hyper
description: Father Taschenbier invites the schodd to Martin’s birthday fortomorrow
afternoon Now Martin is sitting in front of his birthday ke, so this is his birthday, so this is
tomorrow. Although the logical coherence is qués\eto establish, layper descriptiorhas to
be introduced because in the previous scene weMidin at night at homeA description
just giving the information about the physical cgamnto the living room would leave out the
change of time (which, given the different lightiegnditions, is obvious for the sighted
audience).

" The phenomenon of an interim character fixatiore (§ports teacher, the man with glasses) und i lat
adjustment (Daume, Taschenbier) is a specialitgeinan Audio Description. The main intention igjtee the
blind and visually impaired audience not more infation than the sighted people have (Dosch, Ben2ogd).

In other languages persons are named right fromnfttet appearance (Benecke 2007).
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7/ Summary

The comments on the RASU project analysis of “Sam&efahr” presented in this article

were intended to give an introduction into the mpmyblems of Audio Description that have
a potential translation dimension. This was hemraged with respect to the descriptive tools
of theme and rheme or focus of attention. The espilan of different communication levels

is to reveal multiple relations between the comroation partners in the Audio Description

process.

Within this framework it was noted as fundamentalt tAudio Description delivers a very
special kind of text, which can be investigatedydogether with the dialogues and the sound-
and music effects of a film or play. This idiosyasy calls for the creation of new terms, i.e.
here the differentiations ointended hyper descriptiomnd character fixation This is,
however, just a first step in relating Audio Deption with translation, i.e. considering Audio
Description as a kind of (intralingual) translatisith multiple dimensions. The result could
be an added value for both sides: Audio Descriptionld find new ways of structuring and
systematising practical work by using translatioals. Translation theory would profit from
new problems for reflection by which it could opiz® its methods and define new models.
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9 Appendix: Audio Description ,Sams in Gefahr* (Minutes 0-7)

Buhtz/Kirchmann/Ziehm Red Benecke/Dosch
Audio-Description Sams in Gefahr
Stand: 4.12.03

= Stichwort im Film

(..) = Gerausche, Musikakzente
S = schnell

Ss = sehr schnell

# = Uiber Szenenwechsel
00:02:07

(nach Zischgerausch)
Das Logo von Constantin Film, ein schnell laufendeFilmstreifen.
The logo of Constantin Film, a fast running filmstip

00:02:16
Constantin Film (T) prasentiert eine Ulrich Limmer Produktion der Collina
Filmproduktion und der Constantin Film. (R)

00:02:27
Vor schwarzem Hintergrund: Rote Buchstaben schwebems Bild (R 1’) und und bilden
das Wort ‘Sams’(R 1”). Darunter (T) in gelb die Worte ‘in Gefahr'(R).

In front of a black screen: Red letters come floatig and form the

word “Slurb”. Underneath in yellow the words ,in danger”

00:02:41
(Feuerwerksgerausch)
Die Buchstaben(T 1) zerplatzen wie beim FeuerwerkR 1). Funken (R1 = T2) sprihen
und verwandeln sich in glitzernde SterngR 2).
The letters burst as in fireworks. Sparks are
spraying and reshape as shining stars.

Die blaue Erdkugel mit dem Mond schiebt sich davorBuchstaben sausen als Kometen
durchs All und setzen sich nacheinander zu den Nameder Schauspieler zusammen.
The blue globe and the moon move in front of them
Letters swish like comets through space und forrane after the
other the names of the actors.

00:03:00

Ein Film (T) von Ben Verbong(R)

mit

ChrisTine Urspruch (R) als das SamgT)
Ulrich Noethen als Bruno Taschenbier
Constantin Gastmann als Martin Taschenbier
Ina Weisse als Margarete Taschenbier

Armin Rohde als Anton Mon
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Eva Mattes als Annemarie Rotkohl
Dominique Horwitz als Fitzgerald Daume
Jasmin Tabatabai als Frau Mller-Klessheim

00:03:38
Mond und Erde entfernen sich. Andere grol3e, runde Rneten tauchen auf.

00:03:47

Ton: Eckhard Kuchenbecker

Schnitt: Alexander Berner

Musik: Nicola Piovani

Kamera: Jan Fehse

Drehbuch: Paul Maar und Ulrich Limmer frei nach dem gleichnamigen Roman von
Paul Maar

Produzent: Ulrich Limmer

Regie: Ben Verbong

00:04:06

Mehrere Fotos(R 1 =R 1’ + R 1%) kommen nacheinander ins Bild(T 1 = Es kommen
ins Bild) Auf dem ersten(R 1’ =T 2’) ein Mann mit Brille (R 2’), auf dem zweiten(R 1*
=T 2") das SamgR 2). Es(= das Sams = R 2" = T 3“jst klein, hat rote Haare, einen
dicken Bauch und eine flache Riusselnag® 3“). Es

(T 3%) tragt einen hellblauen Taucheranzug und Flossen aten FulRen(R 4°).

00:05:33
»ochon seit zehn Jahren.”
(Uber Kinderstimmen)
Ein langgestrecktes Schulgeb&ude in einer Parkanlagnit grof3en Rasenflachen. Kinder
in grauen Schuluniformen gehen darauf zu. Eine Fraun Kostiim steigt aus einem
blauen Cabrio und eilt zum Eingang. Herr Taschenbig der Mann mit Brille, schaut zu
ihr.
A big school building in a park area. Children inschool uniforms
move towards it. A woman in fancy clothes gets ¢of a blue
cabriolet and runs towards the entrance. Herr Tashenbier, the man
with glasses, looks at her.

00:05:52
.Morgen, Herr Taschenbier.”
(Uber Klappenquietschen)
s Taschenbier steht neben einer Blste, dffnet eikgappe in ihrem Ricken und legt
einen Schalter um. Uber dem Eingang geht eine Leutdthrift an: ,Am Anfang war das
Wort.“ # In einer Turnhalle. Schiler stehen aufgereht vor einem Sportlehrer. Einer ist
barful3.

In the gym. The school kids are lined up in front 6the sports

teacher. One kid is bare-footed.

00:06:11
.Martin Taschenbier. Vortreten!*
Martin Taschenbier. Come forward!
Ein schmaler Junge mit Brille und roten Haaren tritt vor.
A slender red headed boy with glasses steps forida
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00:06:24

~Exakt!”

Der Sportlehrer halt Martin ein Kletterseil hin, das von der Decke hangt. Martin geht
langsam darauf zu. Er stellt sich auf Matten unterdem Seil und blickt nach oben.

00:07:53

,DU hast meine Turnschuhe vergessen.”

Sein Vater legt bedauernd den Kopf schief. Der Sptehrer geht vorbei.
The sports teacher passes by.

00:08:08

»Ich bin hier der technische Leiter.”

Sportlehrer Daume bleibt wieder stehen.
Daume, the sports teacher, stops.

00:08:17 (teilweise Uber Lachen)
Auf einem Tandem fahrt Taschenbier eine Stral3e im &k entlang. Martin sitzt hinten.
Daume Uberholt sie auf Rollschuhen.

Daume passes by on roller skates.

00:08:26

(Lachen von Daume)

Am Abend bei Martin zu hause. Er liegt im Bett undweint.
At night at Martin’'s home.

00:08:31
(Schniefen)
Am nachsten Tag.
The next day.
Martin sitzt im Wohnzimmer allein vor einem gedecken Tisch mit einer
Geburtstagstorte. Sein Stuhl ist mit Blumen geschntkt. Seine Eltern stehen hinter ihm
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