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Contemporary Art and Audio ®)
Accessibility from Translation Studies:
An Essential Binomial in Current

Artistic Creations

Maria Asuncién Pérez de Zafra Arrufat and David Dominguez Escalona

Abstract BioArt is an interdisciplinary research project that focuses on contem-
porary art. It aims to advance the field of universal accessibility in experimental
artistic spaces, emphasizing multisensory experiences. Utilizing a phased method-
ology that includes a literature review and sensory element analysis, the project
identifies innovative practices for creating ibl i In
collaboration with researchers and artists with and without disabilities, the exhi-
bition aims to blur the boundaries of the conventional concert hall and exhibition
room by creating experimental visual and sound works based on the analysis of
movement patterns in individuals with permanent or temporary disabilities, such
as Parkinson’s disease tremors or spinal cord injuries. Bioart will offer accessible
experiences targeting diverse groups, such as visitors with hearing impairments. This
chapter explores the barriers present in porary exhibitions and add: them
by impl ing alternative ibility for the deaf and hard of hearing.
These measures include vibrating backpacks to translate the music track played in
the room’s soundscape, sign language translation, easy-to-read displayed informa-
tion, and multichannel information. Contemporary art can provide fully accessible
experiences for deaf and hard-of-hearing visitors when considering them from the
concept design, even if the sound is a key concept. For this purpose, new approaches
and accessibility solutions have to be considered to translate the sound experience
through other channels (haptic, visual, or the sense of smell). Expected benefits
include empowering attendees with diverse abilities, fostering social inclusion, and
inspiring future international endeavors in the realm of accessible contemporary arts.
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1 Introduction

Contemporary art has the potential to be a powerful tool for promoting accessi-
bility and inclusion for people with disabilities. The intersection of contemporary
art and disability justice has been a subject of scholar research, with a focus on
rethinking inclusion in arts education and addressing barriers to social inclusion for
disabled individuals within the arts. The UN Convention on the Rights of Persons
with Disabilities emphasizes the importance of ensuring accessibility to cultural
goods and services, highlighting the obligation of states to adopt measures enabling
persons with disabilities to utilize their artistic potential (Leahy & Ferri, 2022).
However, despite these efforts, access to arts and culture for people with disabilities
remains inconsistent (Leahy & Ferri, 2022).

The potential of contemporary art to foster social connectedness and belonging
for individuals with severe and enduring mental health problems has been explored,
indicating the role of artistic practices and spaces in promoting a sense of belonging
for this demographic (Gratton, 2019). Moreover, the participation of people with
learning disabilities in mainstream arts and culture has been a subject of participatory
action research, shedding light on the need for consistent access to such opportunities
(Gratton, 2019).

Inclusive education through the arts has been identified as a potential avenue
for reviving inclusive education, with reflections on the implications for profes-
sionals involved in this process (Parr, 2006). Additionally, the role of art therapy
and disability hetics has been ined hasizing the importance of under-
standing the intersection between art practice and disability discourse (Allan, 2014).
Furthermore, the arts have been recognized as a space that welcomes disability self-
representation and alternate ways of knowing, drawing on principles of disability
studies, and the political agenda of disability art to imagine otherwise (Solvang,
2017).

The experiences of disabled artists, including their creativity and the environ-
mental barriers they face, have been highlighted, emphasizing the essence of creative
activities in deriving artistic value from painful experiences and creating numerous
possibilities (Badia, 2023; Gabriel, 2022):

hall

My work as an artist ¢ the validation of error, the ge to of beauty
and behavior. I seek an ive path by ing the i between i
and non-normative individuals. My identity as “disabled” is fundamental since I constantly
need to claim that my body and the way I move are different. My source of inspiration comes
from experiences and the relationship my body has with society. Some of my performances
involve confronting the audience with a sense of discomfort caused by the different rhythms
that people with disabilities have compared to normativity. I really enjoy reversing the roles
present in society and bringing them into my own artistic realm.

(Badia, 2023)

Furthermore, critical disability arts contribute to discourses about vision, visuality,
and sp hip in the arts, highlighting the signifi of inclusi P i
and participation (Bunch, 2021). Art making has been shown to have a transformative
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impact on specific populations such as the health of individuals living with psychiatric
disabilities. It emphasizes the value of art as a practical strategy for personal and group
transformation in community arts studios (Howells & Zelnik, 2009). Additionally,
the evolving norms and values surrounding the politics of inclusion and access play
a pivotal role in shaping the opportunities available to disabled artists (Bang & Kim,
2015; Hsueh, 2021). Moreover, the lack of support, guidance, and community for
neurodivergent artists underscores the need for inclusive spaces within disability arts
and activist communities (Gold, 2021).

The concept of beauty in art is a complex and often subjective domain, steeped in
cultural, historical, and personal aesthetics. Traditionally, beauty has been associated
with harmony, balance, and the pleasure derived from sensory experiences. Artistic
beauty transcends mere visual appeal to encompass a resonance with the viewer’s
inner sense of what is profound, stirring, and sublime. It can manifest in myriad
forms, challenging traditional norms and evoking emotions ranging from tranquility
to discomfort, thereby expanding our under ding of what is considered beautiful.
Beauty in art is not static but dynamic, evolving with societal shifts and individual
perceptions, inviting continuous dialogue and reflection on the aesthetic values that
shape our interaction with the world. The transition from traditional forms of art
like paintings and sculptures to performance art and immersive experiences marks
a significant evolution in the art world. This shift represents a move away from the
passive consumption of art toward a more interactive and experiential engagement.
Performance art breaks the confines of the canvas and pedestal, often unfolding in

and ional spaces like T streets, or natural landscapes.
It invites the audience to become part of the art itself, engaging directly with the
artists and the environment. This form of art blurs the boundaries between creator
and spectator, art and life, fostering a deeper, more personal connection with the
work. It reflects a porary under ding of art as a dy ic event rather than
a static object, emphasizing process over product and experience over observation.
This trend toward experiential art has expanded the role of museums and galleries,
transforming them into spaces of live interaction, dialogue, and sensory exploration.
According to Escalona (2012), the concept of beauty:

(...)It’s hard to set it, because beauty is what has been stripped of all kinds of prejudice.
Learned standards are not good and the very concept of beauty already stick out like a sore
thumb. To me, it’s more interesting to talk about beautiful situations, those small accidents
that pull you out of the routine and show you the world in a different light. To keep playing,
and to perform pirouettes on what is known. That is beautiful.

(Escalona, 2012)

Greco (2019) posits that accessibility studies encompass a broad range of disci-
plines, and there has been a sequential evolution from particularist views toward
a universalist perspective. This universalist perspective acknowledges that media
accessibility (MA), as defined by Szarkowska et al. (2013) and cited by Greco (2016:
11), is:
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The field of research concerned with the theories, practices, technologies, and tools that
enable access to media products, services, and environments for people who are unable to
access or adequately access content in its original form.

(Greco, 2016: 11)

This domain shares aspects of its knowledge base with audiovisual translation
(AVT), which Chaume (2004: 30) characterizes as:

Atype of translation distinguished by the particular nature of the texts being transferred across
langmges These objects, as implied by the name, deliver (translatable) information through
two encoding i channels the tic ch: 1 (acoustic vibra-
tions through which we receive words, information, and special
effects) and the visual channel (light waves through which we receive moving images, as
well as posters or signs with written texts, etc.). In semiotic terms, (...) its complexity liesin a
sign-based structure that combines verbal (written and spoken) and non-verbal information,
encoded according to different systems of signification simultaneously.

(Chaume, 2004: 30)

Both MA and AVT are framed within translation studies and, in turn, partially
within accessibility studies (AS). Accessibility studies within the artistic context
incorporate various digital and analog elements that also involve the discipline of
translation and interpretation to reach all audiences (Arrufat Pérez de Zafra & Alvarez
De Morales Mercado, 2019). Considering accessibility in cultural spaces is crucial
for both the visitors and the artists with disabilities. They have reflected on their
commitment to welcome and engage all members of society. To get to this point,
different international initiatives have played a vital role, such as the UN Conven-
tion on the Rights of Persons with Disabilities, which emphasizes the importance
of ensuring accessibility of cultural goods and services. They enable persons with
disabilities to utilize their artistic potential (Leahy & Ferri, 2022). Museums are
transforming, moving beyond physical access to embrace multisensory experiences,
thereby enriching the visitor’s engagement with art and history (Kellouai, 2023). This
includes tactile exhibits, audio descriptions, and sign language tours, allowing every
visitor to experience the collections fully. Similarly, concert events are redefining
the auditory experience for the deaf and hard of hearing through advanced tech-
nology like vibrating platforms and wearable haptic devices (Contreras Pérez, 2023;
Garcia Lépez et al., 2022). These innovations translate sound into tactile sensations,
enabling a more inclusive and holistic enjoyment of music. Furthermore, easy-to-
navigate layouts, clear signage, pictograms and accessible online content cater to a
wide range of cognitive and physical abilities (Numah &Maina, 2019 Kamran, 2021;
Weiss, 2013). By implementing such diverse bility and
concert events are not only complying with legal requirements but are also embracing
the deeper ethos of equality and inclusion, ensuring that culture and entertainment
are truly for everyone.

In the context of education, aesthetics and art play a significant role in enhancing
creativity and learning, particularly in children, emphasizing the value of art in educa-
tion (Adu-Agyem & Enti, 2009). Furthermore, the pedagogical encounters with
disability justice art exhibitions have the potential to disrupt and shift perspectives
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through encountering works of art, highlighting the transformative power of art in
challenging societal norms and perceptions (Gross & Keifer-Boyd, 2022). Museums
and cultural environments have the potential to contribute to combating stereotypes
and enriching perceptions. They emphasize the value of further learning opportuni-
ties in these spaces (Kanari & Souliotou, 2021). Additionally, the documentation of
works by physically disabled artists serves as a valuable resource for art and special
education (Osei-Poku & Acheampong, 2010).

The intersection of art, technology, and accessibility has become a prism through
which the artistic experience can be reexamined and redesigned, opening new path-
ways for inclusion and universal participation. The BioArt project, initiated at the
University of Granada, embodies this convergence. Focusing on creating multisen-
sory experiences through experimental visual and sound works, the project aims
to blur the conventional boundaries between the concert hall and the art gallery,
advocating for broader inclusion. This innovative approach presents a unique oppor-
tunity to explore and expand the boundaries of accessibility in art, while challenging
traditional perceptions of ability and disability.

The concept of universal design, underlying the philosophy of the BioArt project,
is based on the premise that accessibility should not be an afterthought but an intrinsic
principle in artistic creation. This perspective is I to und d the project’s
approach to accessibility, which seeks not only to adapt existing art to be more
accessible but also to create art with the explicit intention of being accessible from
its inception. This approach reflects a paradigm shift in how we conceive accessibility,
emphasizing the need for proactive engagement rather than corrective reactions.

Accesslblhty in art, especially in experimental ways integrating visual and sound

p unique chall The audi for these works is inherently
diverse, encompassing a wide spect:rum of senscry and cognitive abilities. To address
this diversity, BioArt adopts an interdisci y hodology that 1

accessible translation and interpretation, neumphysu)logy, music, and visual arts.
Collaboration among artists, scientists, and accessibility experts is fundamental to
this approach, enabling a deeper under ding of how different people experience
art.

At the core of the BioArt project is the analysis of movement patterns of people
with disabilities, including those suffering from diseases like Parkinson’s or spinal
cord injuries. This approach not only serves to inform artistic creation but also to
emphasize the representation of these experiences in the art itself. Such representa-
tion not only increases awareness of these conditions but also challenges dominant
narratives about disability, promoting a more d heti di

and under
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2 Multisensory Translation Considerations for Sign
Language Speakers

Museum spaces have conceptually evolved in recent decades to become places with
educational and communicative purposes (Soler-Gallego, 2012). In 1974, the Interna-
tional Council of Museums (ICOM) advocated for the establishment of Departments
of Education and Cultural Action, offering a new definition for this institution:
A museum is a non-profit institution, permanent, in service to society and its development,
open to the public, which acquires, conserves, researches, communicates, and exhibits,
for purposes of study, education, and enjoyment, material evidence of humanity and its
environment.
(ICOM, 2007, p. 3)

One of the current chall face is to di i knowledge to the
public while acknowledging the inherent diversity of their visitors. Universal acces-
sibility is the cross-cutting tool that can facilitate full social participation at different
levels (Chaymae, 2023). This concept is internationally recognized and unified
through the International Convention on the Rights of Persons with Disabilities, rati-
fied by most countries. This is of special interest because it ensures the protection of
everyone’s rights, regardless of where they live, their culture or language, where they
travel, or reside. There are universal values that by law must be respected. Museums,
housing significant parts of historical and cultural heritage within their walls, as
previously mentioned, bear the responsibility to meet society’s needs. Nevertheless,
itis crucial that the assurance of rights is not limited to isolated good practices (Junc4,
2011).

Accessibility in the artistic context through sign language has traditionally been
considered in a linear way, as a resource created ad hoc by external. It is a comple-
mentary resource that hasn’t any link to the creation process nor being part of the
essence of the artist and the work.

Translation allows guiding the visitor through the room using audiovisual material
such as sign language guides. It shows the contents of part or all the exhibited pieces.
Accessibility is limited to its informative function because it acts as a bridge of
communication. As pointed out in the introduction, art and accessible translation
are two disciplines that have recently had more and more interactions and spaces
of creation and confluence. These spaces have allowed offering resources to users
that have opened windows of knowledge to many people. Some of those windows
have been videos of the artwork and guided tours in the natural language of many
Spanish deaf people, Sign Language (Abasolo Elices & Arrufat Pérez de Zafra,
2023). However, it is necessary to question whether a measure like translation into
another language can really offer the viewer an immersive and equitable experience.
Is there a hundred percent equivalent translation of a written text into sign language?
Is it the same to translate from an oral, audiovisual, or written source text? Will
the target text offer a completely equal experience to the one experienced by users
who access the information through the auditory or visual channel with a written or
spoken Spanish text?
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Undoubtedly, a text contains a semantic and cultural load that can be complex
to translate or that may lose nuances and gain others when translated. In the mere
description of the location of an artwork, the visual-spatial nature of sign languages
allows offering more precise information with fewer linguistic signs.

Moreover, it is important to consider that an oral or audiovisual text in Spanish
contains paralinguistic information that plays an ial role in the ication
process. For example, the volume of the voice, the speed at which a person speaks, the
tone, the silences, etc. All these elements are part of the text and, when we translate
into sign language, they automatically become part of the target text.

Perhaps at this point, the following question has suddenly appeared: Why do
signed texts have to add automatically paralinguistic information? The answer is
simple, a written text rarely contains these types of elements. They can be ohserved
in literary texts, where the author may spend a few sentences describing the tone or
intensity of the person speaking, but it is not the most common in other types of texts.
In sign language, as it does not have an official written representation, the translator
or interpreter adds this type of information to the target text.

One of the most well-known dubbing actors in Spain has been Pepe Mediavilla,
voice of characters like Gandalf from the Lord of the Rings, Star Trek’s Spock, or
Morgan Freeman in many of his films. His deep voice has brought Tolkien’s texts
closer to thousands of followers, and his warm, intimate, and intense interpretation
has gone down in history on his YouTube channel (Mediavilla, 2016). This special
sparkle that his interpretation has is a light that any translation or interpretation
into sign language can shed, as every text is ultimately enriched by the intonation,
intensity, pauses, and interpretation that the sign language speaker impregnates in
it. For this reason, it is possible to affirm that in this process of creation, it may
be utopian to think that the information can really be neutrally translated into sign
language.

Moreover, in the artistic context, the elements richly utilize sensory channels, and
translating or seeking equivalent experiences through another sensory channel makes
it arduously complex to obtain a target text with an identical meaning in which all
the nuances of the original can be perceived and interpreted in the same way.

This can be observed with greater incidence in those texts that require intersemiotic
translation or those that are per se multisensory texts. From a Deleuzian perspective
(1977), an event cannot be conceptualized as a fixed entity, but its entity and identity
are extensive dynamic. This allows it to be und d through the relationshi
that are established. If we focus on the event of a contemporary art exhibition, t.he
multisensory experiences and the different ways of interacting with the work allow
blun‘mg the traditional linear and static perception to open paths that had not been

ly idered through hetic reason (Maillard, 1998). In the process of
blumng these lines, this path can be taken, returning to the origin or to the place where
all possible forms exist, the Jaos in Hindu mythology (Escalona, 2024). This way of
creating through multisensoriality and being aware of the different possibilities of
interaction with the work constitutes a paradigm shift in the artistic context.
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3 Users Diversity for Audio Accessibility

The landscape of audio ibility in porary creations is a rich tapestry of
diverse users, each with unique needs and experiences. Among these, individuals
with hearing loss represent a significant group (Smith et al., 1998). The spectrum
of hearing loss varies widely, from mild to profound, necessitating different levels
of accommodation. For instance, those with partial hearing loss may benefit from
amplified sound systems or hearing loop technologies in galleries and concert halls
(Lopez et al., 2020). Meanwhile, individuals with profound hearing loss might rely
more on visual or tactile interpretations of sound, such as visual sound representations
or vibrating tools that allow them to experience the rhythm and intensity of sound
(Quittner et al., 1994). This differentiation in needs underscores the importance
of versatile and adaptable sound accessibility solutions in contemporary art and

performance spaces.

Another vital group ists of diverse sign 1 peak who bring a unique
cultural and linguistic perspective to the experience of sound in art (Lépez et al.,
2018). Sign languages, with their rich visual-spatial and expression, offer

a different mode of experiencing sound-related art. Translating textual content into
sign language, or offering sign language translations of musical performances, not
only makes these experiences accessible but also adds a new dimension to them. It’s
crucial for creators and curators to collaborate with the translators to ensure that their
translations are sensitive and contextually relevant (Hindley et al., 1994).

Hearing users who are temporarily unable to hear due to contextual reasons,
such as being in a talk or having a temporary hearing impairment, also benefit from
sound accessibility features (Abascal & Nicolle, 2005). This group’s needs highlight
the importance of universal design in sound accessibility. Features designed for
those with permanent hearing disabilities can also enhance the experience for those
facing temporary auditory challenges. For example, providing subtitles or written
descriptions for audio guides in museums not only aids those with permanent hearing
loss but also assists visitors in a crowded and noisy gallery where the audio might be
difficult to hear (Koo et al., 2008). This approach not only ensures inclusivity but also
enhances the overall visitor experience, demonstrating that accessibility features can
have widespread benefits.

Furthermore, the needs of deaf children, elderly people, and individuals with
multiple disabilities must be considered (Moffatt et al., 2004). Deaf children, in their
developmental years, require sound accessibility that supports their learning and
engagement with art. Interactive, visually stimulating, and tactile elements can be
pivotal in fostering their appreciation and understanding of sound-based art. Elderly
individuals might face age-related hearing loss and could benefit from similar acces-
sibility tools designed for those with permanent hearing impairments. For people
with multiple disabilities, a holistic approach that considers all their needs is essen-
tial (Holone & Herstad, 2013). By considering the varied and sometimes overlapping
needs of these diverse groups, creators can ensure that contemporary art and sound
experiences are truly inclusive and enriching for all.
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4 Sensory Accessibility in BioArt Design

In this endeavor to blur the conventional boundaries between music and art, concert
spaces and exhibition centers, the current project has embarked on challenging and
expanding traditional methods of accessibility for people with hearing impairments
or in a context where a hearing person might have a similar experience (Arrufatetal.,
2022: 227). Through the implementation of innovative technologies and inclusive
practices, BioArt seeks to create an artistic space where the auditory experience is
accessible and enriching for all visitors, including those with hearing impairments.

One of the key accessibility strategies in the BioArt project is the use of sign
language to provide essential information at the entrance of the exhibition hall. This
measure is realized through an introductory text displayed on an interactive digital
screen, designed to capture attention and facilitate access to information. The same
text is also accessible on visitors’ mobile devices via a strategically placed and
easily scannable QR code. Upon scanning the code, users can instantly access the
information, with the added benefit of being able to view the video according to their
usual preferences, such as the size of visual elements, screen brightness, contrast,
and other aspects that enhance user experience.

Furthermore, in an effort to pass the diverse ibility needs of visi-
tors, the integrated sign language playback system has been enriched with several
adjustable options. Users have the freedom to select the playback speed, tailoring it
to their comprehension pace and comfort. In addition, subtitles for deaf synchronized
with sign language can be activated. They are helpful not only for individuals that
speak in sign 1 and can visualize a term that they don’t know, but also for those
visitors who may be learning sign 1 To ensure prehensi ibility,
the option to access the full text of the presented information is provided, allowing
users with different preferences and needs to enjoy a fully inclusive and enriching
experience. This flexibility and adaptability in information has been conscientiously
designed by the team for this artistic experience.

This approach not only facilitates access to information for deaf individuals but
also elevates sign language to an artistic and expressive medium in its own right. By
integrating sign language prominently, the project challenges conventional notions
of storytelling and communication in the artistic space, underscoring the importance
of linguistic and cultural diversity.

Another innovation is the use of vibrating backpacks to translate the sounds of
soundscapes into geolocated vibrations (Fig. 1).

This technology allows users with hearing impairments to experience music and
sound in a completely new way, through tactile sensations (Silvestri & Falk, 2023).
This method of sound translation opens up new possibilities for the perception and

ppreciation of sound art, challenging our traditional und dings of how music
and sound are experienced. These backpacks create a multisensory experience that
aligns auditory and tactile stimuli. This synchronization not only ent the artistic
expression but also deepens the emotional and cognitive engagement of the audience.
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Fig. 2 Nocturno No.2 0p.9. Source Alvaro Escalona (2023)

The artwork displayed combines visual rhythms with auditory elements to create
a multidimensional sensory experience. This piece or alternative musical score has
been designed to be showcased in an alternative format (Fig. 2).

It invites not just the eyes but also the hands to explore its contours and textures.
The ic circles and i d nodes suggest a cosmic dance of planets or
the intricate pathways of neural networks. Such a piece becomes a tactile soundscape,
where each relief and texture is a note to be felt, allowing visitors, especially those
who are musicians to create, imagine, and “hear” through touch. This fusion of
tactile and visual stimuli exemplifies a progressive move in porary art toward
the concept of design for all, providing a profound experience that speaks to the
interconnectedness of our senses. The artwork offers an immersive exploration that
is as much about feeling as it is about individual creation.

Within the questioning of the limits of the concert hall and the exhibition room
with the created sound art pieces, the harp of a piano has been included, whose parts
have been dismantled like a puzzle. This is a particularly resonant choice with the
ideas of John Cage, a pioneer in the use of prepared pianos. In a prepared piano, the
sounds of the instrument are altered by inserting objects between or on the strings,
resulting in a transformation of the traditional piano. However, the one that has been
created is not a prepared piano per se, although it has been d into a new
instrument capable of creating a new range of sounds. The piece Nada I is the result
of the integration of new technology to produce and maximize sounds (Fig. 3).

For this piece, vibratory speakers (vibration transducers) have been used, oper-
ating under a different principle than conventional speakers. Instead of emitting
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Fig. 3 Nada I. Source Alvaro Escalona and David Escalona (2023)

sound waves through the air, the vibrations they are itted through
any solid surface they are in contact with (a table, a window, or even human bone).
The effectiveness of the transmission will depend on the physical properties of the
surface, such as its density and rigidity. When the vibratory speaker is in contact with
the human body, as with bone conduction headph the vibrations are itted
through the bones of the skull to the inner ear, bypassing the middle ear. This allows
the person to perceive the sound without the need for sound waves to travel through
the air and enter through the outer ear. In art and sound installation, they can be used
to make a specific surface emit sounds, opening new possibilities in terms of sound
exploration and its interaction with space and materials using new technologies. If
the surface on which a vibratory speaker is placed is the wooden base of a piano
harp, as in “Nada Brahma I”, designed to resonate, it will become part of the piano’s
acoustic system. The curious thing about this sound installation is that the strings
vibrate indirectly, creating a unique combination of sounds generated by the vibra-
tory speaker and the harmonics of the piano strings. From several vibratory speakers,
placed onits surface, various pieces will be played that, as electronic miniatures, have
been composed from a series of graphic scores, whose symbols have been inspired
by seismic swarm maps. Each of these sound micropi is a reinterp ion of
classic piano works that music students play and marked the composer’s youth, such
as the Moonlight Sonata. The sounds that are heard are emitted from the piano harp
through four vibratory speakers. The piano has become a large music box, but it is a
metaphor for our body, for the world we inhabit. It seems as if the piano’s sonorous
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Fig. 4 Cliczz. Source David Escalona (2023)

body becomes the theater of the world and vice versa. Its strings vibrate and project
the sound of different sonic textures that fill the main room with resonances.

Within the project, one element that serves as a cohesive nexus for the experience
is the scent of a beehive’s honeycomb (Fig. 4).

This concept originates from the tattoo of the model featured in the exhibi-
tion, where nature plays a pivotal role. The sense of smell is engaged through this
element, creating a multisensory bridge between the visual art and the viewer’s
olfactory perception. The aroma of honeycomb permeates the space, drawing visi-
tors deeper into the artwork’s narrative and symbolizing the intricate connection
between humanity and nature. This olfactory dimension not only adds depth to the
visual aesthetics but also evokes the natural world’s raw beauty and complexity,
enhancing the immersive quality of the exhibition and creating a visceral connection
to the artwork.

In the exhibition, a conscientious effort has been made to ensure cognitive acces-
sibility through the unplememauon of easy-to-read texts. These texts adhere to prin-

ciples of clarity and simpli structures and employing
stralght.forward language to accummodate the VlSl'.Ol’S This approach reflects an
1 mindset, ack ledging that ibility is as crucial as physical

accessibility in the arts. By considering t.he cognitive load and processing demands
of their content, the exhibition curators have made a decisive step toward inclusivity.
The elements of the exhibition are designed with intuitive navigation and concise
informational signage, which minimizes potential cognitive barriers. The consider-
ation of these elements aim to invite a broader audience to engage with the art in a
way that is meaningful, democratizing the artistic expenenoe

Collectively, these strategies exhibit a profound to inclusion and
innovation within the realm of sensory audltory accessibility. BioArt endeavors not
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merely to render art accessible to a broader audience but also to explore and push
the boundaries of how art can be experienced and enjoyed. This holistic and creative
approach to auditory accessibility benefits not only individuals with hearing impair-
ments but also enhances the artistic experience for all visitors, fostering a deeper
and more empathetic understanding of diversity and inclusion in art. Contempo-
rary art has the potential to offer fully accessible experiences for deaf and hard-
of- heanng v1smors even when sound is a central concept To achieve this, BioArt
has d new and 1 to late the auditory
experience through other channels—haptic, visual, or olfactory. The BioArt project
challenges and enriches our collective understanding of art and the aesthetic expe-
rience, signaling a transformative step in how we interact with and appreciate the
sensory dimensions of artistic works.

5 Conclusions

The comprehensive ination of multimodal ibility in mporary artistic
creations reveals two particularly signifi lusi Firstly, the integration of
diverse accessibility tools, such as tactile systems, sign language translations, and
visual ions of sound, und the importance of a specific approach

in artistic spaces. This approach not only caters to a wide spectrum of sensory needs
but also enhances the overall experience for all audiences, regardless of their sensory
abilities. Such inclusivity not only aligns with the principles of universal design
but also promotes a deeper, more empathetic understanding of the diverse ways in
Wthh people perceive and interact with art. The adoption of these inclusive practices

a digm shiftin the ption of art and ibility, moving away from
a ize-fits-all h to a more d, tailored experience that acknowledges
and values the dlvexsny of sensory experiences.

dly, the cc on artists, ici and ibility experts
have been instrumental in pushing the boundaries of what is possible in sound
ibility. These i disciplinary collaborations have led to innovative solutions
that d traditional ibility offering new ways for people w1th
sensory impairments to engage with art. For i the use of technology t
audio art into visual or tactile formats not only provides access to individuals w1th
hearing impairments but also introd a new di ion of artistic exp
These ad are not just technical triumphs; they are reshaping the cultural
narrative around art and ibility. They chall preconceived notions of who
can enjoy art and how it can be experienced, fostering a more inclusive cultural land-
scape where the diversity of human experience is not just accommodated but part of
the narrative.
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