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ABSTRACT
Information communication technologiascelerated numerous trends in the world including the shift to online
communication and further content digitalization. Technological innovations reverberate throughoux comple
social and demographic trenaiich make a significant impact on businesgrnational companies including.
The article focusesmlinguistic analysisof the current changes in advertising and branding, mainly in the
fashion industryCOVID-19 pan@mic with online communication armémote work contributed to further
transformation of choice, preferencaad optionsas well as to popularity of social media as an instrument of
information search, as the environment for communication and sharing opinions. Lockdownaramiregs
during COVID-19 pandemic, lack of direct contact with clients entailed the shift to online marketing and
advertising. Looking for effective online marketing instruments some companies select storytelling as a basis
for their videosUnderpinnedheoreticallyby multimodal discourse analysis and narrative studies, this paper
shows howstorytelling with its appeal to emotions and memorability potential is becoming a noticeable
marketing trend and advertising strategy against the backgroundreft radical technologicahanges in the
information abundant world. Companies miagturing lux products began to diversify marketing strategies
and generate multimodal narrativea string of stories about the brand, its founders, technologies they use.
COVID-19 pandemic accelerated the shift to tmbdal videos. During COVIEL9 pandenic, fashion houses
created marketing masterpieces to attract attention to new collections. They replaced traditional physical shows
and set a new perspective for online fashion shows. These short films telling brand stories become chapters of a
b r a n dkbosk aVvaitable in social media.

Keywords: advertising, marketing, multimodal, narrative, social media, storytelling.
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1. Introduction
Business has always been looking for the most effective tools to promote goods and services
turning advertising and marketing into highly creative professional fields and demanding and
rewarding jobs. Since 2015 changes in marketing turned out to be more radical than during the
decades of the whole TV history going back to the 1940s (Mé&K&erace, 2018). Major reasons
of TV advertising drop and marketing overhaul are ICT impact on media, adedssidband
Internet and new TV alternatives which look more preferable for millennials -ggh& who ignore
TV completely and, moreover, mentally block out banner ads. The latter is knowangaser
blindness Storytelling matters due to changing consuimabits as well. For example, generation Z
now expects brands authenticity and transparency inherent to storyt€liired Marketeyn.d.).To
keep advertising effective some companies and ad agencies started changing hard sell-and push
strategies for gdirstrategies with storytelling as a basis for videos which are still considered the
most effective medium for storytellingAgosto, 2016;Gotter, 2017, Brooker, 2019Chief
Marketer n.d; University of Toronto School of Continuing Studies, 20R1e r n &Suagtamlalla
& BarrientosBueno, 202] Storytelling, one of the oldest activities going back to indigenous
peoples, first nations, has evolved from oral storytelling to digital and multimodal narration
(Herman, 2018; Stapleton & Wilson, 201Archeologsts claim sharing stories as social and
cultural activity in various human cultures predated writing. Now stories can be told in multiple
ways, in different modalitieg J e wi t t |, Bezemer & 006 Haia Idigersa n z
media. ICT (Information @mmunication Technologies), CGI (computEmerated imagery),



multimodality offer unprecedented opportunities for semiotignterpretation of wetknown
stories and creating new narratives.

Interestingand original story makes the message easily undeldide, persuasive and
memorable. Though the attitude to storytelling in business world remains polarized and varies from
Achil dren bookso to e(MiKeetGeraee20iB8mamk leritiantrsgmplesn st r
of storytelling from international brands lookore than impressive among other commercials and
marketing campaigns. Fashion brands with their superb videos can be considered leaders of
multimodal storytelling. Due to COVIR9 pandemic when physicebntact with the clientele was
minimized and commuanation shifted online brands and companies multiplied their activities in
social media. They diversified their websites content and commissioned captiviakaog for
brand storytelling. Thus commercials requirements increased in terms of impressiveness,
splendidnessand magnificence.

2. Theoretical background
The research is based on two perspective trends in modern linguistics and multidisciplinary
studie® Multimodal Discourse Analysis and Narrative Studies. Narration has become a popular
object of resarch in Modern Linguistics due to essential changes in narration practice, new
techniques and technological innovations. Postmodernism with its celebration of decenterdness,
disorientation and fragmentation Ylefimenko, 2018; Crews, 1999) resulted into trendous
diversification of narrative, opening the gate for multimodal narration in tFlec@itury and its
multidisciplinary research.

Modern multimodal analysis is baseth seminal works of Gunther Kress (Kress, 2010) and
Theo van LeeuwelKress & van leeuwen2001) and other scholardejwitt,2009 Shevchenko,
2019. Naturally, multimodal discourse analysis is growing more populatinguistics as
communication is becoming more multimodal due to availability of gadgets, new technologies,
multimodal poéntial of social mediaand diverse platforms. Advertising discourse, international
brands advertising, in particular, has been leading in implementing multimodality. Consequently,
advertising discourse became the first object of detailed multimodal anédgsataieva, 201¢
Later multimodal discourse analysis embraced corporate discodasgliok, 2019; Kovalenko,
2018 as brands started using diverse mediums and communicating via social media.-CDVID
PSA (public service advertisements) turned oupping samples of multimodalityTsyliuryk,

2020). Social media potential and social networking contributed to multimodality of global
communication. Shift to online communication during COMI® pandemic entailed increasing
multimodality and, without doubtpropelled further research of multimodal discourse and
multimodal storytelling.

As the shift to storytellhg in advertising became quié¥ident some scholars summarized the
advantages of the strategy and offered a scope of recommend&t&tey, n.d. Chief Marketer,

n.d, Ledin & Machin, 2020Waites, 202D They claim92% of consumerngould prefer to get the
information in the form of a story so storytelling through content marketing is one of the best
strakegies to engage consumeEfective brand narrative can help to incredise value of the
product or service bgnore than 20 timesSome researchers went further, into neuroscience and
cognitology. They bedive storytelling creates newagsociations, therefore brand narrative &as
neurological perspectivas narrative, talesand statistics blend in our memorig€arter, n.d.).
Harvard University research shows storytelling helps to increase shared ®&uesfconsumers
who | ove a brandds st ory %afrcensumerd eikpeat lyandsm@akena k e
a contribution to their welbeing and quality of lifq(Chief Marketer, n.d. Brand narrative in
advertising can be rendered as intellectual emotional cofitang, Sookyeong. Hubbard,202Q
Krysanova & Shevchenko, 20RJmotimns it provokes are of paramoumhportance in decision
making process. Brands lsgto invest heavily in storytelling during COWI® pandemic in the
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attempt to keep and strengthen emotional connection with the consumers via more exciting content,
brand narrativeand brand voice.

3. Results and discussion
COVID 19 pandemic had a dratic impact on all economy sectors. During lockdowns, curfews
and quarantine companies used their websites, social media accounts to inform their clients and
promote their products and servicBsie to global COVIB19 restrictions many fashion brands had
to cancel their show#\s the wordpandemigeppered the headlines of articles about fashion shows
(What Happened aPandeémidrashom Show Thred-standsut fashion shows from
a pandemicfashion week / What fashion week is really like dyrsnpandemic/ At London
fashionweek designers grabble withpandemi¢ luxury brands started looking for new ways to
implement ICT within their marketing strategies.

In summer 2020, fashion brands issued videos of full\Wailiter 20212022 shows with
models only Holland, 202). It became a mudtave in endless COVH29 pandemic. Noteworthy,
some brands had similar experience in the remote past. For example, archivé&de&aint
L a u r eideb @ $960 collection (figl) (Evelina Khromtchenko, 2020

Fig. 1. Yves Saint Laurent 1960

Of course, elegance and exclusiveness are stunning though the video is not as multimodal as
Valentino2020 performance (fig. 2) in terms of visual effects, music, focus on correlation of clothes
details and nature spes (Stig, 2020).

Fig. 2.Valentino 2020
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In autumn of 2020, in the attempt to keep business afloat and adapt to the crisis and new normality
some brands arranged fashion shows without rich aristocracy, celebrities, glamorous fashion elite
and fashiorstas. Some fashion houses announced shows in empty theatres to observe strict
sanitation norms like Armankendi, Dolce& Gabbana, Etro and othedi&l (That prompted Armani

to announce it would present its collection behind closed @oarfirst in fashiam history) (Matera,

2020; Fashion Files, 202by moved their shows to the fields IHRACQUEMUS with SS21 show
ALS&AMOURY (Vimeo, 2020.

Fig. 3.JACQUEMUS with SS21

Fashion shows became socially di sthawseevdd irdon d t
virtual realm it became clear that they had some advantages for thegaublieryone had a chance
to be simultaneously in the first row and on

screen. Statistics proved the audience fadatigital fashion showthat might take place not twice
a year but all year round. Quite unexpectedly the new format triggered the discussion about the end
of physical fashion shows and catwalls distinguished guestd fashion shows like to be in the
first row the catwalk is expected to reign in the gmmtdemic world agaifAdegeest, 2020
Luxury brands and even minor agents went further with their experiments bringing y ghowsa | 6
as 3D designers began to mix two realities to focus on detaifalantinodid in his 2020 show.
Pragmatic and emotional impact of those fashion shows innovations was based on wow effect
predetermined by their unusual format and adaptation to C&@IBormality.

During the coronavirus pandemic, brands began to exatbively and intensively diverse
social media.Before that, brands positioned themselves in the Internet in quite different ways
(Greco & De Cock, 2021 )After 2010, luxury brands, for instandéerm s, Louis Vuitton, Chanel,
began to produce videos abaime company history, traditions, and technologies. Due to the
coronavirus pandemic communication within all discourse types and genres shifted online. Fashion
brands had to offer exceptional promotion videos of their shows similar to movies, not te confin
those shows to a catwalk in empty palaces or some famous historical places. Some luxury fashion
brandsselected storytelling as a major strategy for the videos as through their history humans were
buying goodsé and stories behind them.

Some years agd;lerm s offered a new strate@dyThe Story Behindl for new silk scarf
designs. The design might be not brand new (for exanhglelimbailer Scarfvas designed in
1961) but its advertising fits the storytelling strategy. One of the first cases of implemesting th
strategy was thecarf depictingThe Berlin carriagé one of t he great mast e
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de |l a Voitureds BoarHerom sFrhiemsel f()i ncd du dF magn d
Now The Story Behins offered for every scarf (fig.4, 5) the official website

Fig. 5. Le Timbalier scarf 9QrangeKakiGris

The story behind
Until the end of the Second Empire, the role of the timpanist was to provide the drum beat
for French cavalry regiments. The dromer in full dress featured in the center of this
scarf, designed in 1961 by Mafler an- oi se H®r on, pl ays his
The royal coat of arms with two interl aced
The horse, too, is exuberantly edised. The ceremonial saddle and bridle, like the
surround, are ornamented with sumptuous decorative trimmings: lanyards, braids, fringes
and twisted cords, not forgetting cartisadewooden discs adorned with silver, gold or
silk threads( Her m 20Poar i s
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Unique object of historic value, some historical episode or prestigious event as inspiration for the
scarf design emphasize civilization continuity, eternal esthetic principles, promote the feeling of
belonging to global culture heritage wrapped xalesive beauty, trigger and strengthen emotional
connection with the brand. Lately storytell.i
visualize the history of the brand ind E p o p e escliawlwith the story (fig.6, 7) about the
fashion house:

Fig. 7. Shawl in cashmere and silk with hanodled edges

The story behind
Six generations of the same family have wr
encounters and nourished by innovations. Theeisth generation continues to uphold its
founding spirit of boldness and elegance, while looking firmly to the future. Designer Jan
Bajtlik composed a game of snakes and ladders illustrating this rich adventure, which began
in 1837 when Thlishedrhis harnébmaking asd saddlé¢ryabusiness in Paris.
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The founder, placed at the center of this joyous carnival, is surrounded by characters who

have marked the history of the house. Chaflesi | e Her m s, who in 18
saddlery at 24 Rubourg SainHonor ®, rides his rocking hort
further on, a spaceship | aunches on a miss
ongoing quest for new horizalsHer m s Pari s, 2021a)

Concise texts of stories balance dsuaomponents of advertising and contribute to the atmosphere
of luxury, style and elegance the website creates.

CHANEL initiated more noticeable projects in the official website to make brand voice more
audible. In her lifetime, Gabrielle Chanel was expert of multimodal marketing using colors,
symbols, geometrical shapes to create exclusive outfits, installing numerous mirrors in her fashion
house to exert the magical effect on t-dead cl i e
br an dé1980sdidtahot for CHANEL, multimodal markedi and brand narrativ&ince 2010
the House of Chanel is among world leaders in multimodal storytelling in advertising and
marketing. Karl Lagerfeld directed spectacular fashion shows millions of peoplereddmi
worldwide. To celebrate the centennial of the brand, close to 2013 CHANEL released a number of
biopics on Coco Chanel which were imagineditten and directed by Karl Lagerfeld and started
awritingd the online bookinside Chane the brilliant sampleof multimodal and multisemiotic
storytelling.

The black and white movi®nce Upon A Time.starring Keira Nightley was designed in
2013 to mark 100 years of Chanel Fastonpire(Chanel, 2013). The first line of a fairy tale text
which makes it recogpiabl e as a genre was selected as
metamorphosis of Gabrielle Chanel. The story is settled in 1913 in provincial France but all
characters (with minor exceptions) speak English. Gabriel opens her first shop and selldhatsgant
but the ideas about tweed jackets for ladies and new hairstyles are in the air.

Fairy tale plots are used in other films with storytelling as a strategy, for exarhpldale of
a Fairy, the 21st century raterpretation of human relationships {eafeld, 2011, 25:37).
Reincarnation(2014) is another fairy tale based on mixing of Cinderella image and the legendary
image of Empress Elizabeth of Austria, Sisi (Lagerfeld, 2014, 7:47). The girl employed to clean
rooms in a luxurious hotel imagines skeSisi. Against the background of the official portraits of
the Emperor and Empress she is dancing with the bellboy who behaves like Emperor Franz
Josephéuntil t he ¢l ock dalermingleevath imagiedtion @nd reblitys t o r
when Gabelle Chanel in her iconic jacket and Karl Lagerfeld appear in the hotel. Some biopics
premiered presentation of new CHANEL collections and might be considered a significant
contribution to CHANEL advertising campaigReincarnationproves that any narratiois a story
with some historical background.

Online digital bookInside Chanel(Levero, 2020)is a perfect example of retrospective
multisemiotic storyteling One can trace back the history an
lifeline, and herhobbies,sources of inspiration for the collections, outfits and perfume. Now the
virtual booklInside Chanectomprises 32 chapters accessible in the official website and YouTube.
Every chapter ends with the phraBe be continueel t hus opens unlEveryi t ed
chapter is a multimodal story about a facet o
of science and technologies, facts, events, personalities she used as inspiratierpreged in her
collections and shows. Every chapter glorifisco Chanel who revolutionized the world of
fashion. 24-minute videos are superb samples of remarkable creativity within multimodal and
multisemiotic approach, with dynamic and exquisite play of colors, characters, fonts, geometrical
shapes, nature formand technologic innovations, kaleidoscope of arts, media and modes. Every
chapter is a dynamic and fascinating story vi
concise and information saturated narration that leaves any viewer astonishedrrétagion of
verbal information and other modes is balanced as narrative is essential for every video though in
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Chapter SMarilyn and No5the focus is on the documentary and retro thedverbal part is reduced
to a couple of thkse. actressods original rema

In Chapter 32, dedicated to the centennial of CHANEL No5, the brand looks back at the
100-yearhistory of the iconic perfume presented in 1921. This chapter is the story of turning a new
item into a global symbol, the story about the role of the Bigthe society. The legend of the
perfume absorbed famous art trends, artistic innovations, incorporated successfully into the
changing social and cultural landscape. Celebrities (Marilyn Mor@a#)erine DeneuveNicole
Kidman, Brad Pitt and many othgrghanged one another as the brand ambassadors and
megainfluencers contributing to the legend. Chapter 32 is a unique sample of multimodality, of
intertextuality and interdiscursivity as it appeals to previous chapters and stories.

MercedesBenz made an t@mpt to join the historical narrative too and implemented
storytelling in videos about Bertha Benz (MerceBesiz USA 2018); Mercede8enz, 2019). In
line with the legend, 4 August 1888 Bertha became the first female driver when she went on the
first long-distance (100 km) journey in the concept car. Though many years later Bertha Benz
claimed her son was driving the vehicle that day the episode triggered a number of visualizations
including full-fledged movieCarl & Bertha(Horyna et al., 2011, 1:29:58n 2018 MercedeBenz
launched black and white silent movie to remind that once nobody believed there was a car on the
road, there was a woman behind the wha®he forged the road ahead to pave it for us all. She
drove more than a car The 2019 colowideo is a new story about the brandjmerpretation of
the same historic trip (Merced&enz, 2019). It is a brief historical movie with short dialogues in
English though the scene is settled in provincial Germany in 1888. Texts and dialogues im Englis
in these historical videos prove the movies are shot for international audience in the era of global
Engl i sh. For a small curious gir|l in the vil/l
from a witch to a br 8heliewdidmaregharoauar c (e ¥ el 1Benavad ensax n
USA, 2018). The story is not about the automobile and the brand history only. It is more about the
emancipation and empowerment of women, the inspiring example an outstanding woman can set,
about strong women whsupport their husbands in great projects and innovations. The 2019 video
is an indirect storyike argument in favor of the wekinown idiomBehind every successful man,
there is a strong womarRepetition of the clustemore than a cain black and whi and color
movies unites these two narrative ads and stresses the significance of the automobile invention and
brand achievements.

Since 2011 Mercedd3enz has accumulated a number of memorable samples of storytelling
encompassing commercials based omiesoof various genregpparition, the romanticfairy tale
(Highway Star MercedeBenz, 2013)makes obvious reference to a fairy with three wishes she
might grant, the wishes which are quite often ridiculdie video has another vers@mbusiness
like, macho and extremely ratio@aWwhich breaks the charm and the enigma of the fdmy.
Christmas Eve fairy taleGGoose survives thanks to Mercedes despite of all Christmas Feast
traditions popularized in literature&super Bowlcommercial (Wall Street Journal2015) is an
animated fable where ultramodern Mercedes get mixed with Az$alple characters, famous Hare
and Tortoi se. I n Iine with the fable the | att
Decisionis a modern story with Michael Schumactaad Nico Rosberg, famous Mercedéenz
pilots, starring(Motorl, 2011).During the accidental encounter with super pilots on the road, the
pregnant woman in labor gets astonished and forgets about physical pain while arguing with her
husband and selectrthe best pilot out of the two. Positive emotions suppress pain and fear and
establish emotional connection with the brand.

In COVID-19 era, other companies produced some storytelimgsterpieces.LE
CHATEAU DU wah sibed as laokbookof the rew collection, interpretation of
medieval costume. Exclusiveness and luxury, superb imagination and unique design connect all
these stories into a narrative of DIOR new collectiddhristian Dior, 2021).
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DIOR offeredLe Mythe Diorbasedon temptation sategy wrapped in a storfhe 14minute
film (Christiane Dior, 20@) begins in a fashion house where designers and tailors are making
exclusive dresses for miniature ta@®dummies. But the film is mostly a fairy tale about an idyllic
forest inhabited Y elves and forest spirits where two young men infahioned pageboy uniforms
appear with the box full of those tailorsé dt
inhabitants are seduced by unique textile and design and get clothed R1 Od@hmunication is
minimized, it is norverbal but the plot and the message are 8I€OR can offer insurpassable
collections on any occasion to any personahigteworthy, puppets were usedtasgorés dummies
by MOSCHINO, another famous fashion houiseSpring Summer 2021 marionette fashion show
video (Moschino, 2021b). Some puppets are copies of the regular guests at fashion shows, for
example, Anna Wintour. The designa@ppears in paper crown and thesfHortil DO NOT SPEAK
ITALIAN BUT | DO SPEAK MQOSHINQOO . The i nscription is more
brand language, an example of fashionspeak, fashion discourse. It reminds about famous works of
Rolan Barthes on fashion as a semiotic system

Jungle Redanother 2021 Moschino video of FW 2022/with multiple semiotic resources
(Mochino, 2021a)is staged at several locations (the countryside, city, the jungle, museum, theatre)
(fig. 8).

“Jungle Red” - Moschino Fall Winter 2021

Fig. 8. Jungle Redby Mochino (5:52)

It is inspired by old Hollywood movi&/omenand directecby JeremyScott Maye Musk, Elon
Muskés mot her, makes an i nt rDitadvorcTieése as one®f the n e
36 distinguished top models puts full provocative stop to the fashion dhatlve theater models

acting as spectators observe social distan the parterre in line with COVHD9 requirements and

then catwalk along the passdijg. 9).
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“Jungle Red” - Moschino Fall Winter 2021

[Applause]
[Music] F 8 =

Fig. 9. Jungle Redby Mochino (9:14)

The outfits and accessories fit the environment at different locations and look absolutely glamorous
in the thea. Jungle Redas a digital fashion show differs completely from the previous
MOSCHINO puppet show making brand voice amazingunanticipating.

4. Conclusion
Analysing new approaches to marketing in fashion industry, one can draw analogy with safety
videos of the world best airlineBelova, 2016).Safety videos became perfect examples of
infotainment, a marketing innovation, an attractive branding instrunNaw. safety instructions
(Air France, 2021) prove the videos turned out effective in termsarketing. Videos the
international companies shot within marketing strategies attract attention due to stories they tell and,
thus, contribute to the legend and the image of the brand. CQ¥I@pened new opportunities for
fashion designers in terms ofeih collections presentation, new format of fashion shows. Fashion
houses produced masterpieces and paved the way for multimodal marketing and multimodal
storytelling.

Multimodality is expanding in modern world and conquering new fields and genres.
Multimodality becomes a challenge in marketing and communication and éhawestn terms of
skills for futureproof citizens. Undoubtedly, multimodal communication will provide new
absorbing and glamorous data for sophisticated linguistic and multisemiotisianahich will
contribute to MultimodalityTheory.
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ABSTRACT
This paper presents resultsaafgnitive mutimodal analysis of English to Ukrainian and English to Russian
translations of verbal, visual and verv&éual puns found in the Americaanimated tragicomedy sitcom
ABoJack HWe kaeeni@mddhat translation of verbal puns presupposes overcoonsgaints
caused by linguacultural specificity of the poroducing sourcéext linguistic expressions (idioms and/or
allusions). Translation of visual puns entails constructing an illuminating verbal context, which facilitates
interpretation of the imags. Translation of verbaisual puns, both thosen which the incongruous
conceptual structures are cued verbally, and the intladps the text, and those in which one of the
incongruentstructures is cued verbalpnd the other is triggered visually, dardareconciling the image
with the text on top of coping with linguacultural specificity. We have revealed that to renderatlyeed
puns the translators resortttoee basic translation procedurestention, reduction, and replacement. Literal
transldion resulting in retention of a pun leads to foreignization of the target text unless the recipients can be
expected to infer the puitue to the impact of cultural globalizatidn. all analyzedcasestranslators failed
to retain pun meanings cued by thege.Reduction and replacement result in complete (causing a loss of a
pun) compulsory (imposed by linguacultural constraints) domestication. Reduction instantiates as choosing a
targetlanguage expression that cues only one of the two incongruent taoscgtpuctures engaged in a pun
and replacement presupposes using a tdagguage expression that compensates for the loss of a pun by
creating a different humorous stimullis.a multimodal/multimedial context, a targekt verbal expression
can be rplaced by a verbalisual one

Keywords: cognitive translation analysis, domestication, foreignization, verbal pun, seésbal pun,
visual pun.
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1. Introduction
Growing awareness of the fact that making sense of the world involves different semiotic resources
embodied in our sensomotor capcities as well as embedded in socially and culturally
constructed contexts has boosted a rise of multimodal social semiotics (Halliday, 1978, 1985;
Hodge & Kress, 1988; Forceville, 1996; Kress & Leeuwen, 1996, 21#itt, 2009; Kress, 2Q1
Bezemer & Kress, 2015]ewitt Bezemer& OdHalloran, 2016) at the turn of the 2D and 2%
centuries This trend has been caught up by Ukrainian schol&rsobyova, 2017; Marina, 2017,
Martynyuk & Meleshchenko, 2018jorozova,2017;Krysanova & Shevchenko, 20R1

Within the framework of multimodal social semioticsultimodality is seen as interaction of
severalsocially and culturally shaped semiotic resources called modes in making m&aning
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communication and anode is explained agia sign system interpretable dagise of a specific
perception processo (Forceville, 2009, p. 22)

In its turn, multimodal social semiotics has contributed to the emergence of multimodal
translation studiegBoria & Tomalin, 2020, pp. 124). Sharing with multimodal social semiotics
its key theoretical stance that language existing in the modes of speech and writing is just one of the
possible semiotic resources of soaaltural interaction along with gesture, image, and sound,
multimodal translation theorists look for the new termsiénote meaning transfer across different
modes and within the same mode (Kress, 2010; Kaindl, 2013).

Another shared assumption is that in human interaction the relation between the form and
meaning of a linguistic sign is never entirely arbitrary (kires 2010 ) , contrary t
It is so because in fage-face communication, which is the most natural instantiation of human
interaction, the meaning of words cannot be interpreted separately from the meaning of the natural
signs (gesture, facexpression, intonation, pose). Neither can it be separated from the awareness of
the socially and culturally structured situational context, multimodal environment of a
communicative act, and the activateacyclopaedi&knowledge about the entities thends of the
communicants are referring to.

Mul ti modal transl ation research is rather m
Jakobsonds @niegnbdad i he Kms ndld 6s ( 20 1 8rcrossmediat(mp r et
T o r o WOk franhevork) translation of meaning between text and music (Minors, 2013), text and
film / play / comic book / scientific article / oral presentation (Torop, 2019), film and music
(Lukianova & lichenko, 2019), film and pictorial image / music (Lukian@Wdartynyuk, 2021).

Others investigate translating multimodal/multimedial texts of specific genres like comics
(Kaindl, 2004; Borodo, 2015; Zanettin, 2008), advertisements (Pan, 2015), and technical papers
(Ketola, 2016). Especially extensive is audiogistranslation research focusing mostly on films
( Mar tS3 ree 7 a, 2005; O6 Sul | i vGanzales, &014)C &ome uof the2 0 1 ¢
audiovisual translation studies focus on verbal puns in animated films (see, for example,
Aleksandrova 2020). Yet, veryf@ papers (Ka¥mierczak, 2017; Lt
how the affordances of different modes, specifically the verbal and the visual, contribute to meaning
making in translation of puns. Moreover, to our best knowledge there have been no paperg study
the impact of the interface between the visual and verbal semiotic modes on translation of puns with
analytical tools of cognitive linguistics, which opens new perspectives of translation analysis.

This paper bridges this gap at least partially agmnim combine methodology of cognitive
linguistics and multimodal translation studies to reveal translation procedures and translation
strategies employed to render verbal, visual and verbabl puns found ithe American animated
tragicomedy sitconi Bad k Hor semano intaoa Ukrainian and Ru

2. Methodological design
Our sample includes 30 puns (verbal, visual, and vefisahl) extracted manually frorthe
American animated tragicomedy sitcénB o J a ¢ k HBob-Wakshergy 2014£2016)and their
trandations into Ukrainian (Simpsonsua.tv., 262@16) and Russian (Nevafilm, 202016;
Newstudio, 201€016) i BoJack Horsemano i s a metaphoric
Holliwoo after the D is stolen from the sign) representing an alternative wbidde humans live
side by side with anthropomorphic animals. The show won a number of awards for its realistic take
on addiction, depression, traunself-destructive behavio, sexism, racism, sexuality, and other
adjacent problemdis main character isan anthropomorphic horse namBdJack Horseman, a
washedup star of a 1990s sitcom who is eager to return his celebrity status but presently has to
cope with depression and alcoholism.

To handle the sample we employ the following procedure:

1. Describethe semiotic structure of a souttsxt pun, reveal the modes that are employed to
construct it, and disclose conceptual structures triggered by the recourses of these modes.
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To fulfil this task we combine analytical tools of cognitive linguistics andtimodal
semiotics. We proceed from the assumption titathe conceptual level, pun like any other
instance ofhumour presupposes simultaneous activation of incongruous conceptual structures
(Koestler 1964 Suls 1972;McGhee 1979; Raskin, 1985; Attaral & Raskin, 199] that results in
producing a humorous stimulus.

Like Staley and Derks (1995)e differentiate betweemumorousnessas atheoretical
capacity of a perceptual stimulus induce a humorous response dndninessas subjective
appreciationof humourby individuals thatisaect ed by moti vational, e
factors (Martynyuk, 2017).

In a verbal pun, the incongruent conceptual structures creating a humorous stimulus are
acti vawoerdd sbywiit h si mi |l ar or identicald)duetonds
homophony, polysemy, homonymy, or paronymy. A good example is a parodic name of Brad Pitt
coined ini BoJ ac k HoBreadePo@.Bead a h omonym o ffood nmmde oh a me
flour, water, and yeast 1y iassaates witbByae onhlthe basisaf d b @
paronymy, whilePoot whi ch | i a&r alclty omhe dme,aki ng windo (
refers to a doer of such an action, in this purposely created linguistic context associakat. itith
is important to stresthat Brad Pitt is featured in the sitcom as a human being, and his pictorial
image is not involved in constructing the pun.

In a visual pun, incongruent structures are activated fgtorial images. For example,
Hollywood actorsMatthew Foxand Scott VWIf appear together on the stagetl@ i Ani mal 0 s
Choi ce Awar dso ceremony (a parodi c alas usi o
anthropomorphic animals: Fox is featured as a wolf and Wal§ a fox. A humorous stimulus
created by the incompatibility df he | mages and the I iterary me
enhanced by the fact that there is something wolfish in the appearance of Matthew Fox and some
features remind of a fox in the appearance of Scott Wolf. Thus, incongruence is created visually
while the verbal mode plays a supportive role.

In a verbal-visual pun, incongruence is cued by the affordances of both the verbal and the
visual modes. For example, the pun naheentin Tarantulinds supportedy a pictorial imagef
Quentin Tarantin@s ananthropomorphit¢arantula Therelatively rare and easily recognizable name
Quentin builds the intended expectations amdrantulino that comes next associates with both
Tarantinoandtarantulaw h i ¢ la very $argdihairy spider found chiefly in tropieald subtropical
America, some kinds of which are able to catcl

The pictorial image oQuentin Tarantinas an anthropomorphiarantula, like any other image
of an anthropomorphic animal including that of thaimcharacter BoJadkorsemanfunctions as a
visual metaphor.Within the framework of cognitive linguisticsmetaphor is defined as
understanding and experiencing one conceptual structure (the target domain/concept) in terms of
another conceptual structurthe source domain/concgpt ( K°® vecses, 2 0903 , p .
p.210). In averbal metaphor, both domains are cued verbally (implicitly or explicitly). Iwvigual
metaphor, met aphoric target and source ,a%6plé3)t her
or one is depicted and the other i's Aunmmbi g
For cevi | hnth@momorpbic animalsf the sitcom arevisual metaphors o& hybrid type
(2002, p. 217) where the target and the sodrave been physically integrated. One can recognize
both but cannot fAdi sent gestay.Ine@isual nétaphors furictioring inf o r n
AfiBoJack Horsemanodo the target and source are i
animal

2. Determine whether the translation can potentially cue the same conceptual structures as the
original and, consequently, whether a sotieé pun is reproduced or lost. To reach the goal we
use analytical tools of cognitive translation analysis lbgpezl in cognitive metaphor translation
studies, specifically, a list of translation procedures that we worked out based on previous
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classifications (Shuttleworth, 2017; Kovalenko & Martynyuk, 2018) and adapted to the specificity
of pun as translation matal and to the purposes of the present analysis.

We based our classification on the verbal
they remain unchanged in the source and target multimodal/multimedial texts. At the same time we
take into considration that in case of verbali s u al puns the transl at
expression is influenced by the image.

We have registered such translation procedures as retention, replacement, reduction and
explanationRetentionis understood as renderigounrproducing sourcgext linguistic expression
with a targettext one that cuethe same conceptual structures as the sdesteone and reproduces
the pun (example 1Reductionis addressed as using a targgett expression that triggers only one
of the two conceptual structures engaged in a pun (examples 2, 7, 8,Redlacementis seen as
substitution of thgoun-producingsourcetext linguistic expression with a target text one that rests
on a different conceptual structure (example 3, 10, Réplacement results in losing the original
pun and compensating for it with an expression capable of creating a humorous stimulus (see
example 3 where a verbal pun is compensated by a wasal simile). Retention and reduction
can be combined witimplicit explanation of a punproducing sourcéext linguistic expression
that does not recruit conceptual structures different from the staxtenes (examples 1, 2).

3. Decide which strategy is usdd. doing it, we are guided by the following assumpso
Foreignization takes place if a translator chooses to retain a linguistic expression that is based on
culturally specific conceptuatructure, foreign to the targetilture. Domestication presupposes
adaptation viareduction, replacement, or/and expéion of a sourcéext linguistic expression.
Domestication can beompulsory if a translator is constrained by cultural specificityoptional if
a translator is not constrained by cultural specifictpgmplete if the adaptation results in
substitutionor loss of conceptual structure, partial if the adaptation involves explanation that
does not lead to the substitution or loss of conceptual structure.

3. Research outcomes
Verbal puns have always been one of the most problematic translation materca they are
mostly cued by linguistic expressions (idioms, or allusions) that rest on culturally specific
conceptual structures. The verbal pun chosen for the illustration comes from a conversation between
B o J a dokm@rssitcom rival, Mr. Peanutbuttefeatured as an energetic and cheerful yellow
Labrador Retriever with some financi al resour
that Mr. Peanutbutter has nearly brought his company to bankruptcy due to extensive expenditure,
the financialadviser uttersThis company is more the redthan Carrie on prom night(Bob-
Waksberg, 201-£2016)
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This company is more in the
red than Carrie on prom-night.

Fig. 1. A verbal pun in multimodal context

Mentioning Carrie on prom night alludes to t
horror nowe | A Qeeleased m @974). Carrie was dumped with pig blood by her hateful classmates
at the moment of her coronation as the prom queen. Drenched in blood she looked as if she were
painted red. Thusn the given linguistic context the idiota be inthe redis meant to trigger not only
its i1Tdiomatic conventional (@Dg a.ch))knogvn t¢ Bdvanaed mo n
Englishs peakers across cultures, but also its it
by the allusion. The alkive meaning is transparent to the average American due to popularity of the
novel and its numerous adaptations: a 1976 feature film, its 1999 sequel, 2002 television film, and
2013 remake of the 1976 film. Activated simultaneously these two meaningg nrecompatible
conceptual structures from two different domains of human experienBANKING (RED
COLOUR OF DEBT) and APPEARANCE (RED COLOUR OF DRESS/BODY), and this
simultaneous activation creates a verbal pun based on polysemy of the linguistis éxpreas fit o b .
the redd that triggers its Iliteral/allusive al
The three dubbed versionsfoB 0 J a ¢ k  Hotier thefatiavimgdtranslation solutions:

1) tOrkzdeCd SCBdiY Odz' ° Ud teo sdz' [Rakhudiky komgdij cleco/onistdz® o d
nizh Kerri na vypusknomu{Simpsonsua.tv20142016)

2 10 wOfmatsHT o0Ohj2 Ctdi3f Odedd ¢ tdafmrdshddyi vaghéydzd dz
kompanii krasnyih chernil ne napaseshsyalevafiim, 20142016)

B v Ctsdi3f Odedd HBdze s B jstdd) B ¢ dzts W kdgPanis delgav thalshe,
chem u vas sherstinok na grudiNewstudio, 20142016)

The Ukrainian version that |l iterally reads 0f¢£
p r o netainsboth meaning$ the idiomatic and thhteral/allusive and in this way reconstructs the
original verbal pun giving the Ukrainian recipients a chance to infer the incompatible meanings
constructed in the original.

Deciding what strategy is used we do not qualify this literal translation @gtaation since
the allusion does not seem to possess any linguacultural specificity. We believe that due to cultural
globalisation and more specifically, massive American contribution into Ukrainian entertainment
industry, easy access to American dublfieds in the Internet, and, finally, great popularity of
Steven King in Ukraine, Ukrainian recipients are most likely to understand the allusion. Especially
those intellectuals who would choose to entertain watchijjo J ack Hor semano t h
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sophsticated than a usual sitcom since it raises nmfaipbutton sociopolitical and psychological
issues and is deeply rooted into modern American culture.

As tothe translation of the idiom, we qualify it partial optional domesticatiobecause the
transhtor employs implicit explanation of the idiomatic meaning adding the wofdr &z dz€ d
[accounts] that activates th8 ANKING domain. Given this prompt, Ukrainian recipients do not
have any difficulty in getting the idea becausarking overdraws in bank accdann red colour is
universal banking practicomestication ioptional because the translator is not constrained by
the cultural specificity of the original armhrtial because it does not involve a change that leads to
activation of a different / cultally specific conceptual structure.

iNevafil nsd omarcragpgesastruct the idiomatic meani
have it is not enough for expenses ofthepuour c
Omitting the allusion should bgualified as a case oéductionthat leads t@womplete compulsory
domesticationthe translator decides not to reproduce the allusion probably assessing it as culturally
specific and anticipating that Russian recipients will not be able to infer ib e tidiom, similar
to the Ukrainian version, the original gartially domesticatedvia implicit explanation the
translator adds the wotd O fpn SH T [, vehichpcaes thhee BANKING domain.

A Newst udboth the ilimnsaad the allusion but compenst#te loss by exploiting the
affordances of the visual mode, specifically, the anthropomorphic imalyk. dfeanutbutter as a
Labrador Retrieer,to create arerbal-visual simile that compares the number of company debts to
the number of hairs on the <chest of the com
company has more debts than you hawprodacadby s on
activating incongruent conceptual structures: QUANTITY OF DEBTS (BANKING ACCOUNTYS)
and QUANTITY OF HAI RS (ANI MALOGS HIDE). The so
by the image and the image dubs/illustrates the information cueclgxh The case is qualified
asreplacementhat results ircompete compulsory domesticatidhe translator omits the original
linguistic expression assessing it as culturally specific and employs compensation that activates
conceptual structures differefrom those cued by the original.

Visual puns do not normally entail any difficulties for translators since in their case the
incongruent conceptual structures producing a humorous stimulus are cued by the visual resources
(pictorial images, and/or noewal behaviar) that remain unchanged in translation. However,
speech plays its supportive role drawing attention to the image and facilitating its interpretation by
putting the i mage i nt o athe vérbal nhodendbes act takerfpad c o n
creating a visual pun, it builds a narrative context that makes it possible. Thus, it is important to
translate the text retaining all the necessary senses that contribute to interpretation of a visual pun.

One such visual pun is created in the egés whereBoJackHorsemantrying to cope with
depressi on, escapes from AHoll ywoodo to the ol
repair as its owner. His anthropomorphic drageniyghbour expresses a wish to help him restore
the family prorty. Standing on the porch of the summerhouse side by side with Bédesskman
the neighbour remarkslasrd got much use in the last 25 years, except for the terr{iels-
Waksberg, 2014£2016. Then he looks at the far side of the summerhouse and theradoliows
his look showing two anthropomorphic termiteighbours in the act of literally gnawing at the
house. On hear i n gGettoh eut ofl rere, Bobbyf ahdySdisan! Isshwoyou griawin
(ibid.) they get embarrassed or/and slightly frigle@mand run away holding hands.
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Get on out ofsherepBébby,and Susan!
| saw you gnawin'!

Fig. 2. A visual pun in multimodal context

The image of the anthropomorphic termiteighbours gnawing at the summerhouse g/larid
visual metaphor that produces a humorous stimulus and in this way creates a visual pein
source domain is cued by the expected image of termites who are ruining the house that has been
uninhabited for 25 years and the target domain is triggered by the unexpected image of neighbours
who are caught in the act of loitering the property tizat been left unattended.

The examples below represent the three versions of translation:

4 ddzj LO MsOdzdz 25 wC' 9 Iskls Bkzdd ddhj Isjtd
BOYykz, s gPhletcdlaj ®is'tanni 25 rokiv tut buly
ta Siuzen, ya bachu, shcho vy hryzet@]mpsonsua.tv20142016)

B 1 sfhezdzdj 25 dzjls Bd fkmistso Odz, Ikl Isjtedzdlsr tcOL
g4 ¢ L Odg, W [oPRfip | edimjdz! 25 | et on pustoval, t
otsyuda, Bobbi i Syuzan, ya vas vidgNevafilm, 20142016)

6) V) sfinddgd J dzils 25 sz dgr b tedstEaz C 5 IsjtecdzdIsr . 1 tots9 O
g4 8L jdz, W 9odHJ diPoslédAd let 85 etingdwrhom pddziyutsya tolko termityi.
Provalivayte, Bobbi i Syuzen, ya videl, kak vyi gryize{dlgwstudio, 20142016)

The original text does not beany cultural specificity, so translation strategies cannot be discussed
in terms of domestication or foreignization. The Ukrainian version seems the most accurate since it
makes use of the vermb Iz fittere have beenihat allows both human and animal agewho breed
and live in the house or come and go. Thus, such a translation contributes to activation of both the
target and the source conceptual structures involved in the visuafipde wst udi o0 e mp |
verbf s dz! L k¢ Is thag¥mpliesuashenjan aget . ANevafil micOemg aagidns [ I
bjJn brteatasdused o feference to the termites who live and breed in the house bsit leave
out the neighbours who come to loiter and go away.

Verbal-visual punscause even more translation probletmsn verbal puns since on top of
the difficulty that might result from the cultural specificity of conceptual structures behind the
linguistic expressions translators are faced with the necessity to reconcile the text with the image.

Theanalygdverbatvisual puns reveal two types of tertage interface:

1) both incongruous conceptual structures engaged in a pun are cued verbally; the image
supports the text;

2) one of the incongrueronceptual structures engaged in a pun is cued verhatlythe
othe is triggered visually, by the image.
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In the first verbalisual pun to benalsedthe image supports the text. A waitress, featured
as an anthropomorphic cow, brings the check with the wirdse r e ' s t he check. A
get t i n gBobWakgberg] 20142016.

At first sight the utteranc@nd this cow likes getting tippetbes not build any pun, as its
meaning is quite transparent: the waitress is hinting that she \ikeil be given some money to
be thanked for hert i per vh acse . a Hotwreactealizedingthteion gt
express-t oppinogw t h a tsportirgevent isvolving thé mushisgeower of bovine
livestock.The origins of this sport are unknown and there are few set fillesaim of the game is

fora s mal |l team of Ati pp-€e0) soosucqessiully sneak npuomia €awj n g
without detection, and push over or Ati po sai
ground. The tipper s t hEhas, thelutence tcanstructs a uh lbudgt on ( UL
the polysemy of the verb Ato tipbo. One mean

structures of the RESTORANT SERVICE domain and the other, less evident, triggers conceptual
structures of the SEMBSPORTING EVENT dmain. Both meanings are cued by the interaction of
the text and the image of teathropomorphic coywith the image supporting the text.

Fig. 3. A verbaivisual pun in multimodal context
(both incongruous conceptual structures engaged in a puneateexbally)

In addition to the visual metaphor of the anthropomorphic cow, the image is engaged in meaning
making via reprgentation of notverbal behavior of the cowwaitress, specifically, her facial
expression, which, supported by a loose though ddimg tone and fruity texture of her voice,
expressed by the audial mode, yields somewhat sexual overtones.

Theanalygdtranslations supply the following versions:

(7 [ M yJd €. w yw ¢ tstc '[Gs Cchek. dz#tsi dksrivka 1iuBy? shaidvi
(Simpsonsua.tv20142016)

B8) I tls o0h yj <.y JjUYQVvetrvgst ehtsk. A esche ya obojayu chaevyie]
(Nevafilm, 20142016)

(9 1 oh u4d €. R 110 ¢ tsto[®ashDchetizt | Beth IkorovaOlyubit chaevyie]
(Newstudio, 2014016)

In all the three versions the utteranted this cow likes getting tippead translated literally and
none of the versions manages to retain the pun having reproduced only the surfaicg mkea
Arestaur ant ti ppingo. S u ¢ kbomplete tcompuisery domestations t r



