
ISSN 2218-2926 

 

MINISTRY OF EDUCATION AND SCIENCE OF UKRAINE 

 

V. N. KARAZIN KHARKIV NATIONAL UNIVERSITY  

 

 

 

 

 
 

COGNITION, COMMUNICATION, DISCOURSE  

 

Series ñPhilologyò 

 

# 22 
 

 

 

 

International on-line scholarly journal 
 

http://sites.google.com/site/cognitiondiscourse/home 

 

Published since 2010 
 

Included in the list of specialized scientific publications in Ukraine category ñɹò 

(The order of the Ministry of Education and Science of Ukraine 

from 28.12.2019 No 1643). 
 

 

 

 

 

 

 

 

 

 

 

 

 

Kharkiv 

2021 



 2 

This issue of the journal offers results of interdisciplinary studies of the discourse of advertising and branding, fiction, 

parliamentary debates, and film with a special focus on their cognitive, pragmatic, functional and sociocultural analysis.  

It brings together linguists from different regions of Ukraine and Bulgaria who suggest innovative cognitive approaches 

to possible worlds of a literary text character and to multimodal verbal, visual, and verbal-visual puns in translation; 

discuss the new reality of storytelling in advertising and branding in the pandemic period of online communication and 

content digitalization; search for cognitive-pragmatic and sociocultural properties of impoliteness in parliamentary 

discourse in Bulgarian, English, Polish, and Ukrainian; and reveal the functions of heraldic symbols in the English 

fiction. 

For linguists, teachers, graduate students and undergraduates. 
 

Editor -in-Chief: 

Iryna Shevchenko, Doctor, Professor (V. N. Karazin Kharkiv National University, Ukraine); 

iryna.shevchenko@karazin.ua;  

  

Vice Editor-in-Chief: 

Y. V. Bondarenko, Doctor, Professor (V. N. Karazin Kharkiv National University, Ukraine); 

ievgeniia.bondarenko.2014@gmail.com;  

 

Consultant Editors: 

Ronald W. Langacker, Doctor, Professor (University of California, San Diego, United States) 

Suzanne Kemmer, Doctor, Professor (Rice University, Huston, United States) 

 

Technical editor: 

V. O. Gutorov, Doctor, Associate Professor (V. N. Karazin Kharkiv National University, Ukraine); gutorov@karazin.ua  

 

Executive secretary 

ɸ. B. Kalyuzhna, Doctor, Associate Professor (V. N. Karazin Kharkiv National University, Ukraine); 

alevtyna.kalyuzhna@karazin.ua; alevtyna_16@ukr.net;  

 

Editorial Board:  

Donka Alexandrova, Doctor, Professor (University St. Kliment Ohridski, Sofia, Bulgaria);  

A. D. Belova, Doctor, Professor (Taras Shevchenko National University of Kyiv, Ukraine);  

L. R. Bezugla, Doctor, Professor (V. N. Karazin Kharkiv National University, Ukraine);  

Natalia Chaban, Doctor, Professor (University of Canterbury, Christchuch, New Zealand);  

V. E. Chernyavskaya, Doctor, Professor (Peter the Great St. Petersburg Polytechnic University, Russia);  

ElŨbieta Chrzanowska-Kluczewska, Doctor, Professor (Jagiellonian University in Krakow, Poland);  

Margaret H. Freeman, Doctor, Professor Emeritus, Co-director (Myrrifield Institute for Cognition and the Arts, Heath, 

United States);  

Seda Q. Gasparyan, Doctor, Professor (Yerevan State University, Armenia);  

Alina Israeli, Doctor, Associate Professor, Department of World Languages and Cultures (American University, 

Washington, D.C., United States);  

V. I. Karasik, Doctor, Professor (Pushkin State Russian Language Institute, Moscow, Russia);  

Y. A. Karpilovska, Doctor, Professor (Ukrainian Language Institute, National Academy of Sciences, Kyiv, Ukraine);  

Ben OôLoughlin, Professor (Royal Holloway, University of London, United Kingdom);  

G. N. Manaenko, Doctor, Professor (North Caucasus Federal University, Stavropol, Russia);  

A. P. Martynyuk, Doctor, Professor (V. N. Karazin Kharkiv National University, Ukraine);  

Francisco D. Matito, Doctor, Professor Titular (University of La Rioja, Logro¶o, Spain); 

O. I. Morozova, Doctor, Professor (V. N. Karazin Kharkiv National University, Ukraine);  

Nataliya Panasenko, DrSci, Professor (University of SS Cyril and Methodius in Trnava, Slovakia);  

V. G. Pasynok, Doctor, Professor (V. N. Karazin Kharkiv National University, Ukraine);  

A. M. Prykhodko, Doctor, Professor (Zaporizhzhia National Technical University, Ukraine);  

O. V. Rebrij, Doctor, Professor (V. N. Karazin Kharkiv National University, Ukraine);  

V. O. Samokhina, Doctor, Professor (V. N. Karazin Kharkiv National University, Ukraine);  

L.V. Soloschuk, Doctor, Professor (V. N. Karazin Kharkiv National University, Ukraine);  

Peeter Torop, Doctor, Professor (University of Tartu, Estonia);  

O. P. Vorobyova, Doctor, Professor (Kyiv National Linguistic University, Ukraine);  

S. A. Zhabotynska, Doctor, Professor (Bohdan Khmelnitsky Cherkassy National University, Ukraine). 

 

 

 

mailto:iryna.shevchenko@karazin.ua
mailto:ievgeniia.bondarenko.2014@gmail.com
mailto:gutorov@karazin.ua
mailto:alevtyna.kalyuzhna@karazin.ua
mailto:alevtyna_16@ukr.net


 3 

Editorial Address:  
4, Svobody square, Kharkiv, 61022, Ukraine 

(V.N. Karazin Kharkiv National University, Ukraine) 

Faculty of Foreign Languages 

Tel.: (057) 707-51-44 

cognition.discourse.journal@karazin.ua 

http://www.periodicals.karazin.ua  

Internet-page: http://sites.google.com/site/cognitiondiscourse/home  

All articles are double blind peer reviewed 

Semiannual 

 

Recommended by the Academic Council of V.N. Karazin Kharkiv National University 

(Minutes # 6 of May 31, 2021) 

 

Abstracting / Indexing: 

Bielefeld Academic Search Engine (BASE), 

Directory of Open Access Journals (DOAJ), 

Index Copernicus, 

ERIH PLUS, 

Google Academy, 

ResearchBib, 

Scientific Indexing Services (SIS), 

Vernadsky National Library of Ukraine, 

Ulrichsweb. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

É 2021 V. N. Karazin Kharkiv National University,  

Cover design: Vadim Shevchenko 

mailto:cognition.discourse.journal@karazin.ua
http://www.periodicals.karazin.ua/
http://sites.google.com/site/cognitiondiscourse/home


 4 

ISSN 2218-2926  

 

ʄɯʅɯʉʊɽʈʉʊɺʆ ʆʉɺɯʊʀ ɯ ʅɸʋʂʀ ʋʂʈɸɰʅʀ 

 

ʍɸʈʂɯɺʉʔʂʀʁ ʅɸʎɯʆʅɸʃʔʅʀʁ ʋʅɯɺɽʈʉʀʊɽʊ  

ʽʤʝʥʽ ɺ. ʅ. ʂɸʈɸɿɯʅɸ 

 

 

 

 

 

 

ʂʆɻʅɯʎɯʗ, ʂʆʄʋʅɯʂɸʎɯʗ, ɼʀʉʂʋʈʉ 

 

ʅʘʧʨʷʤʦʢ ñʌʽʣʦʣʦʛʽʷò 

 

ˉ 22 
 

 

 

 

ʄʽʞʥʘʨʦʜʥʠʡ ʝʣʝʢʪʨʦʥʥʠʡ ʟʙʽʨʥʠʢ ʥʘʫʢʦʚʠʭ ʧʨʘʮʴ 
 

ɿʘʧʦʯʘʪʢʦʚʘʥʠʡ ʫ 2010 ʨ. 

 

 

ɺʢʣʶʯʝʥʦ ʜʦ ʇʝʨʝʣʽʢʫ  

ʩʧʝʮʽʘʣʽʟʦʚʘʥʠʭ ʥʘʫʢʦʚʠʭ ʚʠʜʘʥʴ ʋʢʨʘʾʥʠ ʢʘʪʝʛʦʨʽʾ ñɹò 

(ʥʘʢʘʟ ʄʆʅ ʋʢʨʘʾʥʠ ʚʽʜ 28.12.2019 ˉ 1643). 

 

 

 

 

 

 

 

 

 

 

 

ʍʘʨʢʽʚ 

2021 



 5 

ʎʝʡ ʥʦʤʝʨ ʞʫʨʥʘʣʫ ʧʨʦʧʦʥʫʻ ʨʝʟʫʣʴʪʘʪʠ ʤʽʞʜʠʩʮʠʧʣʽʥʘʨʥʠʭ ʜʦʩʣʽʜʞʝʥʴ ʜʠʩʢʫʨʩʫ ʨʝʢʣʘʤʠ ʪʘ ʙʨʝʥʜʠʥʛʫ, 

ʭʫʜʦʞʥʴʦʾ ʣʽʪʝʨʘʪʫʨʠ, ʧʘʨʣʘʤʝʥʪʩʴʢʠʭ ʜʝʙʘʪʽʚ ʪʘ ʬʽʣʴʤʽʚ ʽʟ ʦʩʦʙʣʠʚʠʤ ʘʢʮʝʥʪʦʤ ʥʘ ʾʭ ʢʦʛʥʽʪʠʚʥʦʤʫ, 

ʧʨʘʛʤʘʪʠʯʥʦʤʫ, ʬʫʥʢʮʽʦʥʘʣʴʥʦʤʫ ʪʘ ʩʦʮʽʦʢʫʣʴʪʫʨʥʦʤʫ ʘʥʘʣʽʟʽ. ɺʽʥ ʦʙôʻʜʥʫʻ ʣʽʥʛʚʽʩʪʽʚ ʟ ʨʽʟʥʠʭ ʨʝʛʽʦʥʽʚ 

ʋʢʨʘʾʥʠ ʪʘ ɹʦʣʛʘʨʽʾ, ʷʢʽ ʧʨʦʧʦʥʫʶʪʴ ʽʥʥʦʚʘʮʽʡʥʽ ʢʦʛʥʽʪʠʚʥʽ ʧʽʜʭʦʜʠ ʜʦ ʤʦʞʣʠʚʠʭ ʩʚʽʪʽʚ ʣʽʪʝʨʘʪʫʨʥʦʛʦ 

ʧʝʨʩʦʥʘʞʘ ʪʘ ʜʦ ʤʫʣʴʪʠʤʦʜʘʣʴʥʠʭ ʩʣʦʚʝʩʥʠʭ, ʚʽʟʫʘʣʴʥʠʭ ʪʘ ʩʣʦʚʝʩʥʦ-ʚʽʟʫʘʣʴʥʠʭ ʢʘʣʘʤʙʫʨʽʚ ʫ ʧʝʨʝʢʣʘʜʽ; 

ʦʙʛʦʚʦʨʶʶʪʴ ʥʦʚʫ ʨʝʘʣʴʥʽʩʪʴ ʩʪʦʨʽʪʝʣʽʥʛʫ ʚ ʨʝʢʣʘʤʽ ʪʘ ʙʨʝʥʜʠʥʛʫ ʫ ʚʠʢʣʠʢʘʥʠʡ ʧʘʥʜʝʤʽʻʶ ʧʝʨʽʦʜ ʦʥʣʘʡʥ 

ʩʧʽʣʢʫʚʘʥʥʷ ʪʘ ʦʮʠʬʨʫʚʘʥʥʷ ʢʦʥʪʝʥʪʫ; ʚʩʪʘʥʦʚʣʶʶʪʴ ʢʦʛʥʽʪʠʚʥʦ-ʧʨʘʛʤʘʪʠʯʥʽ ʪʘ ʩʦʮʽʦʢʫʣʴʪʫʨʥʽ ʚʣʘʩʪʠʚʦʩʪʽ 

ʥʝʚʚʽʯʣʠʚʦʩʪʽ ʫ ʧʘʨʣʘʤʝʥʪʩʴʢʦʤʫ ʜʠʩʢʫʨʩ ̔ʙʦʣʛʘʨʩʴʢʦʶ, ʘʥʛʣʽʡʩʴʢʦʶ, ʧʦʣʴʩʴʢʦʶ ʪʘ ʫʢʨʘʾʥʩʴʢʦʶ ʤʦʚʘʤʠ; ʪʘ 

ʨʦʟʢʨʠʚʘʶʪʴ  ʬʫʥʢʮʽʾ ʛʝʨʘʣʴʜʠʯʥʠʭ ʩʠʤʚʦʣʽʚ ʚ ʘʥʛʣʽʡʩʴʢʽʡ ʭʫʜʦʞʥʽʡ ʣʽʪʝʨʘʪʫʨʽ. 

ɼʣʷ ʣʽʥʛʚʽʩʪʽʚ, ʚʠʢʣʘʜʘʯʽʚ, ʘʩʧʽʨʘʥʪʽʚ ʽ ʤʘʛʽʩʪʨʘʥʪʽʚ.  
 

ɿʘʪʚʝʨʜʞʝʥʦ ʨʽʰʝʥʥʷʤ ɺʯʝʥʦʾ ʨʘʜʠ 

ʍʘʨʢʽʚʩʴʢʦʛʦ ʥʘʮʽʦʥʘʣʴʥʦʛʦ ʫʥʽʚʝʨʩʠʪʝʪʫ ʽʤʝʥʽ ɺ.ʅ. ʂʘʨʘʟʽʥʘ 

(ʧʨʦʪʦʢʦʣ ˉ 6 ʚʽʜ 31 ʪʨʘʚʥʷ 2021 ʨ.) 
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ɯ. ʉ. ʐʝʚʯʝʥʢʦ, ʜʦʢʪ. ʬʽʣʦʣ. ʥʫʢ, ʧʨʦʬʝʩʦʨ (ʍʘʨʢʽʚʩʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ ʽʤʝʥʽ ɺ. ʅ. ʂʘʨʘʟʽʥʘ, ʋʢʨʘʾʥʘ); 

iryna.shevchenko@karazin.ua;  
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ɭ. ɺ. ɹʦʥʜʘʨʝʥʢʦ, ʜʦʢʪʦʨ ʬʽʣʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʦʨ (ʍʘʨʢʽʚʩʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ ʽʤʝʥʽ ɺ. ʅ. ʂʘʨʘʟʽʥʘ, 

ʋʢʨʘʾʥʘ); ievgeniia.bondarenko.2014@gmail.com;  
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ɸ. ɹ. ʂʘʣʶʞʥʘ, ʢʘʥʜ. ʬʽʣʦʣ. ʥʘʫʢ, ʜʦʮʝʥʪ (ʍʘʨʢʽʚʩʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ ʽʤʝʥʽ ɺ. ʅ. ʂʘʨʘʟʽʥʘ, 

ʋʢʨʘʾʥʘ); alevtyna.kalyuzhna@karazin.ua; alevtyna_16@ukr.net ;  
 

ʈʝʜʘʢʮʽʡʥʘ ʢʦʣʝʛʽʷ 

ɼʦʥʢʘ ɸʣʝʢʩʘʥʜʨʦʚʘ, ʜʦʢʪʦʨ ʬʽʣʦʩʦʬʽʾ, ʧʨʦʬʝʩʦʨ (ʫʥʽʚʝʨʩʠʪʝʪ ʉʚ. ʂʣʠʤʝʥʪʘ ʆʭʨʠʜʩʴʢʦʛʦ, ʉʦʬʽʷ, ɹʦʣʛʘʨʽʷ) 

ʃ. ʈ. ɹʝʟʫʛʣʘ, ʜʦʢʪ. ʬʽʣʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʦʨ (ʍʘʨʢʽʚʩʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ ʽʤʝʥʽ ɺ. ʅ. ʂʘʨʘʟʽʥʘ, ʋʢʨʘʾʥʘ)  

ɸ. ɼ. ɹʻʣʦʚʘ, ʜʦʢʪ. ʬʽʣʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʦʨ (ʂʠʾʚʩʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ ʽʤʝʥʽ ʊʘʨʘʩʘ ʐʝʚʯʝʥʢʘ, 

ʋʢʨʘʾʥʘ) 

ʆ. ʇ. ɺʦʨʦʙʡʦʚʘ, ʜʦʢʪ. ʬʽʣʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʦʨ (ʂʠʾʚʩʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʣʽʥʛʚʽʩʪʠʯʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ, ʋʢʨʘʾʥʘ) 
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ʉ. ɸ. ɾʘʙʦʪʠʥʩʴʢʘ, ʜʦʢʪ. ʬʽʣʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʦʨ (ʏʝʨʢʘʩʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ ʽʤʝʥʽ ɹʦʛʜʘʥʘ 

ʍʤʝʣʴʥʠʮʴʢʦʛʦ, ʋʢʨʘʾʥʘ) 
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ɻ. ʄ. ʄʘʥʘʻʥʢʦ, ʜʦʢʪ. ʬʽʣʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʦʨ (ʇʽʚʥʽʯʥʦ-ʂʘʚʢʘʟʴʢʠʡ ʬʝʜʝʨʘʣʴʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ, ʉʪʘʚʨʦʧʦʣʴ, 

ʈʦʩʽʷ) 

ɸ. ʇ. ʄʘʨʪʠʥʶʢ, ʜʦʢʪ. ʬʽʣʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʦʨ (ʍʘʨʢʽʚʩʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ ʽʤʝʥʽ ɺ. ʅ. ʂʘʨʘʟʽʥʘ, 

ʋʢʨʘʾʥʘ) 

ʆ. ɯ. ʄʦʨʦʟʦʚʘ, ʜʦʢʪ. ʬʽʣʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʦʨ (ʍʘʨʢʽʚʩʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʫʥʽʚʨʩʠʪʝʪ ʽʤʝʥʽ ɺ. ʅ. ʂʘʨʘʟʽʥʘ, 

ʋʢʨʘʾʥʘ) 

ʅʘʪʘʣʽʷ ʇʘʥʘʩʝʥʢʦ, ʜʦʢʪ. ʬʽʣʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʦʨ (ʊʨʥʘʚʩʴʢʠʡ ʫʥʽʚʝʨʩʠʪʝʪ ʩʚ. ʂʠʨʠʣʘ ʽ ʄʝʬʦʜʽʷ, ʉʣʦʚʘʢʽʷ) 

ɺ. ɻ. ʇʘʩʠʥʦʢ, ʜʦʢʪ. ʧʝʜ. ʥʘʫʢ, ʧʨʦʬʝʩʦʨ (ʍʘʨʢʽʚʩʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ ʽʤʝʥʽ ɺ. ʅ. ʂʘʨʘʟʽʥʘ, ʋʢʨʘʾʥʘ) 

ɸ. ʄ. ʇʨʠʭʦʜʴʢʦ, ʜʦʢʪ. ʬʽʣʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʦʨ (ɿʘʧʦʨʽʟʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʪʝʭʥʽʯʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ, ʋʢʨʘʾʥʘ)  

ʆ. ɺ. ʈʝʙʨʡ̔, ʜʦʢʪ. ʬʣ̔ʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʦʨ (ʍʘʨʢʽʚʩʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ ʽʤʝʥʽ ɺ. ʅ. ʂʘʨʘʟʽʥʘ, ʋʢʨʘʾʥʘ)  

mailto:iryna.shevchenko@karazin.ua
mailto:ievgeniia.bondarenko.2014@gmail.com
mailto:gutorov@karazin.ua
mailto:alevtyna.kalyuzhna@karazin.ua
mailto:alevtyna_16@ukr.net
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ɺ. ʆ. ʉʘʤʦʭʽʥʘ, ʜʦʢʪ. ʬʽʣʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʦʨ (ʍʘʨʢʽʚʩʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ ʽʤʝʥʽ ɺ. ʅ. ʂʘʨʘʟʽʥʘ, 

ʋʢʨʘʾʥʘ) 

ʃ. ɺ. ʉʦʣʦʱʫʢ, ʜʦʢʪ. ʬʽʣʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʦʨ (ʍʘʨʢʽʚʩʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ ʽʤʝʥʽ ɺ. ʅ. ʂʘʨʘʟʽʥʘ, 

ʋʢʨʘʾʥʘ) 

ʇʝʝʪʝʨ ʊʦʨʦʧ, ʜʦʢʪʦʨ ʬʽʣʦʣʦʛʽʾ, ʧʨʦʬʝʩʦʨ (ʊʘʨʪʫʩʴʢʠʡ ʫʥʽʚʝʨʩʠʪʝʪ, ɽʩʪʦʥʽʷ) 

ʄʘʨʛʘʨʝʪ ʌʨʽʤʘʥ, ʜʦʢʪʦʨ ʬʽʣʦʩʦʬʽʾ, ʧʦʯʝʩʥʠʡ ʧʨʦʬʝʩʦʨ (ɺʝʣʣʽ ʢʦʣʝʜʞ, ʃʦʩ-ɸʥʞʝʣʝʩ, ʉʐɸ); ʩʧʽʚʜʠʨʝʢʪʦʨ 

(ʄʝʨʠʬʽʣʜ ʽʥʩʪʠʪʫʪ ʢʦʛʥʽʮʽʾ ʪʘ ʛʫʤʘʥʽʪʘʨʥʠʭ ʥʘʫʢ, ʍʽʪ, ʉʐɸ) 

ʅʘʪʘʣʽʷ ʏʘʙʘʥ, ʜʦʢʪʦʨ ʬʽʣʦʩʦʬʽʾ, ʧʨʦʬʝʩʦʨ (ʫʥʽʚʝʨʩʠʪʝʪ ʂʝʥʪʝʨʙʝʨʽ, ʂʨʘʡʩʪʯʝʨʯ, ʅʦʚʘ ɿʝʣʘʥʜʽʷ) 

ɺ. ɭ. ʏʝʨʥʷʚʩʴʢʘ, ʜʦʢʪ. ʬʽʣʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʦʨ (ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʟʴʢʠʡ ʜʝʨʞʘʚʥʠʡ ʧʦʣʽʪʝʭʥʽʯʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ 

ʇʝʪʨʘ ɺʝʣʠʢʦʛʦ, ʈʦʩʽʷ) 
 

ɸʜʨʝʩʘ ʨʝʜʘʢʮʽʡʥʦʾ ʢʦʣʝʛʽʾ: 

ʋʢʨʘʾʥʘ, 61022, ʤ. ʍʘʨʢʽʚ, ʤʘʡʜʘʥ ʉʚʦʙʦʜʠ, 4 

(ʍʘʨʢʽʚʩʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ ʽʤʝʥʽ ɺ.ʅ. ʂʘʨʘʟ̔ ʥʘ) 

ʌʘʢʫʣʴʪʝʪ ʽʥʦʟʝʤʥʠʭ ʤʦʚ. ʊʝʣ.: (057) 707-51-44 

cognition.discourse.journal@karazin.ua 

http://www.periodicals.karazin.ua 

ɯʥʪʝʨʥʝʪ-ʩʪʦʨʽʥʢʘ: http://sites.google.com/site/cognitiondiscourse/home 

 

ʊʝʢʩʪ ʧʦʜʘʥʦ ʚ ʘʚʪʦʨʩʴʢʽʡ ʨʝʜʘʢʮʽʾ. ʉʪʘʪʪʽ ʧʨʦʡʰʣʠ ʚʥʫʪʨʽʰʥʻ ʪʘ ʟʦʚʥʽʰʥʻ ʨʝʮʝʥʟʫʚʘʥʥʷ. 

ʇʝʨʽʦʜʠʯʥʽʩʪʴ ï 2 ʚʠʧʫʩʢʠ ʥʘ ʨʽʢ 
 

ɾʫʨʥʘʣ ñKognitsia, kommunikatsia, diskursò ʽʥʜʝʢʩʦʚʘʥʦ ʚ ʤʽʞʥʘʨʦʜʥʠʭ ʙʘʟʘʭ ʜʘʥʠʭ:  

Bielefeld Academic Search Engine (BASE), 

Directory of Open Access Journals (DOAJ), 

Index Copernicus, 

ERIH PLUS, 

Google Academy, 

ResearchBib, 

Scientific Indexing Services (SIS), 

Vernadsky National Library of Ukraine, 

Ulrichsweb.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

É ʍʘʨʢʽʚʩʴʢʠʡ ʥʘʮʽʦʥʘʣʴʥʠʡ ʫʥʽʚʝʨʩʠʪʝʪ 

 ʽʤʝʥʽ ɺ. ʅ. ʂʘʨʘʟʽʥʘ, ʦʬʦʨʤʣʝʥʥʷ, 2021 
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ɺ ʵʪʦʤ ʚʳʧʫʩʢʝ ʞʫʨʥʘʣʘ ʧʨʝʜʩʪʘʚʣʝʥʳ ʨʝʟʫʣʴʪʘʪʳ ʤʝʞʜʠʩʮʠʧʣʠʥʘʨʥʳʭ ʠʩʩʣʝʜʦʚʘʥʠʡ ʜʠʩʢʫʨʩʘ ʨʝʢʣʘʤʳ 

ʠ ʙʨʝʥʜʠʥʛʘ, ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʣʠʪʝʨʘʪʫʨʳ, ʧʘʨʣʘʤʝʥʪʩʢʠʭ ʜʝʙʘʪʦʚ ʠ ʬʠʣʴʤʦʚ ʩ ʦʩʦʙʳʤ ʘʢʮʝʥʪʦʤ ʥʘ ʠʭ 

ʢʦʛʥʠʪʠʚʥʳʡ, ʧʨʘʛʤʘʪʠʯʝʩʢʠʡ, ʬʫʥʢʮʠʦʥʘʣʴʥʳʡ ʠ ʩʦʮʠʦʢʫʣʴʪʫʨʥʳʡ ʘʥʘʣʠʟ. ʆʥ ʦʙʲʝʜʠʥʷʝʪ ʣʠʥʛʚʠʩʪʦʚ ʠʟ 

ʨʘʟʥʳʭ ʨʝʛʠʦʥʦʚ ʋʢʨʘʠʥʳ ʠ ɹʦʣʛʘʨʠʠ, ʢʦʪʦʨʳʝ ʧʨʝʜʣʘʛʘʶʪ ʠʥʥʦʚʘʮʠʦʥʥʳʝ ʢʦʛʥʠʪʠʚʥʳʝ ʧʦʜʭʦʜʳ 

ʢ ʚʦʟʤʦʞʥʳʤ ʤʠʨʘʤ ʣʠʪʝʨʘʪʫʨʥʦʛʦ ʧʝʨʩʦʥʘʞʘ ʠ ʢ ʤʫʣʴʪʠʤʦʜʘʣʴʥʳʤ ʚʝʨʙʘʣʴʥʳʤ, ʚʠʟʫʘʣʴʥʳʤ ʠ ʚʝʨʙʘʣʴʥʦ-

ʚʠʟʫʘʣʴʥʳʤ ʢʘʣʘʤʙʫʨʘʤ ʚ ʧʝʨʝʚʦʜʝ; ʦʙʩʫʞʜʘʶʪ ʥʦʚʫʶ ʨʝʘʣʴʥʦʩʪʴ ʧʦʚʝʩʪʚʦʚʘʥʠʷ ʚ ʨʝʢʣʘʤʝ ʠ ʙʨʝʥʜʠʥʛʝ 

ʚ ʧʝʨʠʦʜ ʚʳʟʚʘʥʥʦʛʦ ʧʘʥʜʝʤʠʝʡ ʦʥʣʘʡʥ-ʦʙʱʝʥʠʷ ʠ ʦʮʠʬʨʦʚʢʠ ʢʦʥʪʝʥʪʘ; ʦʧʨʝʜʝʣʷʶʪ ʢʦʛʥʠʪʠʚʥʦ-

ʧʨʘʛʤʘʪʠʯʝʩʢʠʝ ʠ ʩʦʮʠʦʢʫʣʴʪʫʨʥʳʝ ʩʚʦʡʩʪʚʘ ʥʝʚʝʞʣʠʚʦʩʪʠ ʚ ʧʘʨʣʘʤʝʥʪʩʢʦʤ ʜʠʩʢʫʨʩʝ ʥʘ ʙʦʣʛʘʨʩʢʦʤ, 

ʘʥʛʣʠʡʩʢʦʤ, ʧʦʣʴʩʢʦʤ ʠ ʫʢʨʘʠʥʩʢʦʤ ʷʟʳʢʘʭ; ʠ ʨʘʩʢʨʳʚʘʶʪ ʬʫʥʢʮʠʠ ʛʝʨʘʣʴʜʠʯʝʩʢʠʭ ʩʠʤʚʦʣʦʚ ʚ ʘʥʛʣʠʡʩʢʦʡ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʣʠʪʝʨʘʪʫʨʝ. 

ɼʣʷ ʣʠʥʛʚʠʩʪʦʚ, ʧʨʝʧʦʜʘʚʘʪʝʣʝʡ, ʘʩʧʠʨʘʥʪʦʚ ʠ ʤʘʛʠʩʪʨʘʥʪʦʚ. 

 

ʋʪʚʝʨʞʜʝʥʦ ʨʝʰʝʥʠʝʤ ʋʯʝʥʦʛʦ ʩʦʚʝʪʘ 

ʍʘʨʴʢʦʚʩʢʦʛʦ ʥʘʮʠʦʥʘʣʴʥʦʛʦ ʫʥʠʚʝʨʩʠʪʝʪʘ ʠʤʝʥʠ ɺ. ʅ. ʂʘʨʘʟʠʥʘ 

(ʧʨʦʪʦʢʦʣ ˉ 6 ʦʪ 31 ʤʘʷ 2021 ʛ.) 
 

ɻʣʘʚʥʳʡ ʨʝʜʘʢʪʦʨ 

ʀ. ʉ. ʐʝʚʯʝʥʢʦ, ʜʦʢʪ. ʬʠʣʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʩʦʨ (ʍʘʨʴʢʦʚʩʢʠʡ ʥʘʮʠʦʥʘʣʴʥʳʡ ʫʥʠʚʝʨʩʠʪʝʪ ʠʤʝʥʠ ɺ. ʅ. ʂʘʨʘʟʠʥʘ); 

iryna.shevchenko@karazin.ua;  
 

ɿʘʤʝʩʪʠʪʝʣʴ ʛʣʘʚʥʦʛʦ ʨʝʜʘʢʪʦʨʘ 

ɽ. ɺ. ɹʦʥʜʘʨʝʥʢʦ, ʜʦʢʪ. ʬʠʣʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʩʦʨ (ʍʘʨʴʢʦʚʩʢʠʡ ʥʘʮʠʦʥʘʣʴʥʳʡ ʫʥʠʚʝʨʩʠʪʝʪ ʠʤʝʥʠ ɺ. ʅ. ʂʘʨʘʟʠʥʘ);  

ievgeniia.bondarenko.2014@gmail.com;  
 

ʈʝʜʘʢʪʦʨʳ-ʢʦʥʩʫʣʴʪʘʥʪʳ 

ʈʦʥʘʣʴʜ ʃʝʥʝʢʝʨ, ʜʦʢʪʦʨ ʥʘʫʢ, ʧʨʦʬʝʩʩʦʨ (ʫʥʠʚʝʨʩʠʪʝʪ ʂʘʣʠʬʦʨʥʠʠ, ʉʘʥ-ɼʠʝʛʦ, ʉʐɸ)  

ʉʶʟʘʥʥʘ ʂʝʤʤʝʨ, ʜʦʢʪʦʨ ʥʘʫʢ, ʧʨʦʬʝʩʩʦʨ (ʫʥʠʚʝʨʩʠʪʝʪ ʈʘʡʩ, ʍʴʶʩʪʦʥ, ʊʝʭʘʩ, ʉʐɸ)  
 

ʊʝʭʥʠʯʝʩʢʠʡ ʨʝʜʘʢʪʦʨ 

ɺ. ɸ. ɻʫʪʦʨʦʚ, ʢʘʥʜ. ʬʠʣʦʣ. ʥʘʫʢ, ʜʦʮʝʥʪ (ʍʘʨʴʢʦʚʩʢʠʡ ʥʘʮʠʦʥʘʣʴʥʳʡ ʫʥʠʚʝʨʩʠʪʝʪ ʠʤʝʥʠ ɺ. ʅ. ʂʘʨʘʟʠʥʘ, 

ʋʢʨʘʠʥʘ); gutorov@karazin.ua;  
 

ʆʪʚʝʪʩʪʚʝʥʥʳʡ ʩʝʢʨʝʪʘʨʴ 

ɸ. ɹ. ʂʘʣʶʞʥʘʷ, ʢʘʥʜ. ʬʠʣʦʣ. ʥʘʫʢ, ʜʦʮʝʥʪ (ʍʘʨʴʢʦʚʩʢʠʡ ʥʘʮʠʦʥʘʣʴʥʳʡ ʫʥʠʚʝʨʩʠʪʝʪ ʠʤʝʥʠ ɺ. ʅ. ʂʘʨʘʟʠʥʘ, 

ʋʢʨʘʠʥʘ); alevtyna.kalyuzhna@karazin.ua; alevtyna_16@ukr.net;  

 

ʈʝʜʘʢʮʠʦʥʥʘʷ ʢʦʣʣʝʛʠʷ 

ɼʦʥʢʘ ɸʣʝʢʩʘʥʜʨʦʚʘ, ʜʦʢʪʦʨ ʬʠʣʦʩʦʬʠʠ (ʫʥʠʚʝʨʩʠʪʝʪ ʉʚ. ʂʣʠʤʝʥʪʘ ʆʭʨʠʜʩʢʦʛʦ, ʉʦʬʠʷ, ɹʦʣʛʘʨʠʷ) 

ʃ. ʈ. ɹʝʟʫʛʣʘʷ, ʜʦʢʪ. ʬʠʣʦʣ. ʥʘʫʢ, ʧʨʦʬʝʩʩʦʨ (ʍʘʨʴʢʦʚʩʢʠʡ ʥʘʮʠʦʥʘʣʴʥʳʡ ʫʥʠʚʝʨʩʠʪʝʪ ʠʤʝʥʠ ɺ. ʅ. ʂʘʨʘʟʠʥʘ, 
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ABSTRACT 

Information communication technologies accelerated numerous trends in the world including the shift to online 

communication and further content digitalization. Technological innovations reverberate throughout complex 

social and demographic trends which make a significant impact on business, international companies including. 

The article focuses on linguistic analysis of the current changes in advertising and branding, mainly in the 

fashion industry. COVID-19 pandemic with online communication and remote work contributed to further 

transformation of choice, preferences, and options as well as to popularity of social media as an instrument of 

information search, as the environment for communication and sharing opinions. Lockdowns and quarantines 

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 videos. Underpinned theoretically by multimodal discourse analysis and narrative studies, this paper 

shows how storytelling with its appeal to emotions and memorability potential is becoming a noticeable 

marketing trend and advertising strategy against the background of current radical technological changes in the 

information abundant world. Companies manufacturing lux products began to diversify marketing strategies 

and generate multimodal narrative ï a string of stories about the brand, its founders, technologies they use. 

COVID-19 pandemic accelerated the shift to multimodal videos. During COVID-19 pandemic, 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 

brandôs lookbook available in social media.  

Keywords: advertising, marketing, multimodal, narrative, social media, storytelling.  
 

ɸ. ɹʻʣʦʚʘ. ʉʪʦʨʽʪʝʣʽʥʛ ʫ ʨʝʢʣʘʤʽ ʪʘ ʙʨʝʥʜʽʥʛʫ. ɯʥʬʦʨʤʘʮʽʡʥʦ-ʢʦʤʫʥʽʢʘʮʽʡʥʽ ʪʝʭʥʦʣʦʛʽʾ ʩʫʪʪʻʚʦ 

ʧʨʠʩʢʦʨʠʣʠ ʨʽʟʥʦʤʘʥʽʪʥʽ ʧʨʦʮʝʩʠ  ̔ʪʨʝʥʜʠ ʫ ʩʫʯʘʩʥʦʤʫ ʩʚʽʪʽ, ʦʥʣʘʡʥ ʢʦʤʫʥʽʢʘʽʮʶ  ̔ʜʠʛʽʪʘʣʽʟʘʮʽʶ 

ʢʦʥʪʝʥʪʫ ʪʦʱʦ. ʊʝʭʥʦʣʦʛʽʯʥʽ ʽʥʥʦʚʘʮʽʾ ʧʝʨʝʣʦʤʣʶʶʪʴʩʷ ʢʨʽʟʴ ʩʢʣʘʜʥʽ ʩʦʮʽʘʣʴʥʽ ʽ ʜʝʤʦʛʨʘʬʽʯʥʽ 

ʪʝʥʜʝʥʮʽʾ, ʱʦ ʚʧʣʠʚʘʶʪʴ ʥʘ ʙʽʟʥʝʩ, ʢʨʫʧʥʽ ʤʽʞʥʘʨʦʜʥʽ ʢʦʤʧʘʥʽʾ ʚʢʣʶʯʥʦ. ʉʪʘʪʪʷ ʬʦʢʫʩʫʻʪʴʩʷ ʥʘ 

ʣʽʥʛʚʽʩʪʠʯʥʦʤʫ ʘʥʘʣʽʟʽ ʧʦʪʦʯʥʠʭ ʟʤʽʥ ʫ ʨʝʢʣʘʤʽ ʪʘ ʙʨʝʥʜʠʥʛʫ ʧʝʨʝʚʘʞʥʦ ʚ ʽʥʜʫʩʪʨʽʾ ʤʦʜʠ. ʇʘʥʜʝʤʽʷ 

COVID-19 ʟ ʦʥʣʘʡʥ ʢʦʤʫʥʽʢʘʮʽʻʶ ʪʘ ʚʽʜʜʘʣʝʥʦʶ ʨʦʙʦʪʦʶ ʧʦʩʠʣʠʣʘ ʧʦʜʘʣʴʰʫ ʪʨʘʥʩʬʦʨʤʘʮʠʶ 

ʧʨʝʬʝʨʝʥʮʽʡ, ʩʤʘʢʽʚ, ʦʜʥʦʯʘʩʥʦ ʩʧʨʽʷʣʘ ʧʦʧʫʣʷʨʥʦʩʪʽ ʩʦʮʤʝʨʝʞ ʷʢ ʨʝʩʫʨʩʘ ʧʦʰʫʢʫ ʪʘ ʧʦʰʠʨʝʥʥʷ 

ʽʥʬʦʨʤʘʮʽʾ, ʩʝʨʝʜʦʚʠʱʘ ʜʣʷ ʩʧʽʣʢʫʚʘʥʥʷ ʪʘ ʦʙʤʽʥʫ ʜʫʤʢʘʤʠ. ɺ ʫʤʦʚʘʭ ʢʘʨʘʥʪʠʥʥʠʭ ʟʘʭʦʜʽʚ ʧʽʜ ʯʘʩ 

ʧʘʥʜʝʤʽʾ COVID-19, ʙʽʟʥʝʩ, ʧʦʟʙʘʚʣʝʥʠʡ ʧʨʷʤʦʛʦ ʢʦʥʪʘʢʪʫ ʟ ʢʣʽʝʥʪʘʤʠ, ʧʦʩʠʣʠʚ ʢʦʤʫʥʽʢʘʮʽʡʥʫ 

ʩʢʣʘʜʦʚʫ ʽ ʧʝʨʝʩʫʥʫʚ ʤʘʨʢʝʪʽʥʛ ʫ ʩʦʮʽʘʣʴʥʽ ʤʝʨʝʞʽ. ʋ ʧʝʨʝʥʘʩʠʯʝʥʦʤʫ ʽʥʬʦʨʤʘʮʽʻʶ ʩʚʽʪʽ, ʥʘ ʪʣʽ 

ʨʽʟʥʦʚʝʢʪʦʨʥʠʭ ʪʨʘʥʩʬʦʨʤʘʮʽʡ, ʱʦ ʦʭʦʧʣʶʶʪʴ ʪʝʭʥʦʣʦʛʽʯʥʽ, ʩʦʮʽʘʣʴʥʽ, ʜʝʤʦʛʨʘʬʽʯʥʽ ʪʨʝʥʜʠ, 

ʝʬʝʢʪʠʚʥʦʶ ʤʘʨʢʝʪʠʥʛʦʚʦʶ ʩʪʨʘʪʝʛʽʶ ʩʪʘʻ ʩʪʦʨʽʪʝʣʽʥʛ, ʱʦ ʧʨʦʡʰʦʚ ʝʚʦʣʶʮʽʶ ʚʽʜ ʫʩʥʦʾ ʝʧʽʯʥʦʾ 

ʪʨʘʜʠʮʽʾ ʜʦ ʮʠʬʨʦʚʳʭ ʤʫʣʴʪʠʤʦʜʘʣʴʥʠʭ ʽ ʤʫʣʴʪʠʤʝʜʽʡʥʠʭ ʪʝʭʥʦʣʦʛʽʡ. ʉʧʠʨʘʶʯʠʩʴ ʥʘ ʪʝʦʨʽʾ 

ʤʫʣʴʪʠʤʦʜʘʣʴʥʦʛʦ ʘʥʘʣʽʟʫ ʜʩʢʫʨʩʫ ʪʘ ʥʘʨʘʪʦʣʦʛʽʾ, ʫ ʩʪʘʪʪʽ ʚʠʟʥʘʯʝʥʦ, ʷʢ ʩʪʦʨʽʪʝʣʽʥʛ ʨʝʘʣʽʟʫʻ ʩʚʽʡ 

ʧʝʨʩʫʘʟʠʚʥʠʡ ʧʦʪʝʥʮʽʘʣ, ʘʧʝʣʶʶʯʠ ʜʦ ʝʤʦʮʽʡ ʽ ʬʦʨʤʫʶʯʠ ʩʪʽʡʢʽ ʟʚôʷʟʢʠ ʟ ʢʣʽʻʥʪʘʤʠ. ɺ ʤʝʞʘʭ 

ʤʘʨʢʝʪʽʥʛʦʚʠʭ ʩʪʨʘʪʝʛʽʡ, ʙʨʝʥʜʠʥʛʘ ʢʦʤʧʘʥʽʾ, ʱʦ ʚʠʨʦʙʣʷʶʪʴ ʧʨʦʜʫʢʮʽʶ ʢʣʘʩʘ ʣʶʢʩ, ʩʪʘʣʠ 

ʩʪʚʦʨʶʚʘʪʠ ʤʫʣʴʪʠʤʦʜʘʣʴʥʠʡ ʥʘʨʘʪʠʚ ï ʢʦʣʝʢʮʽʶ ʽʩʪʦʨʽʡ ʧʨʦ ʙʨʝʥʜ, ʟʘʩʥʦʚʥʠʢʽʚ, ʪʝʭʥʦʣʦʛʽʾ. 

ʇʘʥʜʝʤʽʷ ʧʨʠʩʢʦʨʠʣʘ ʩʪʚʦʨʝʥʥʷ ʤʫʣʴʪʠʤʦʜʘʣʴʥʠʭ ʚʽʜʝʦ. ɼʣʷ ʙʨʝʥʜʽʚ ʫ ʛʘʣʫʟʽ ʤʦʜʠ ʧʽʜ ʯʘʩ ʧʘʥʜʝʤʽʾ 
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ʪʘ ʨʽʟʥʦʤʘʥʽʪʥʠʭ ʦʙʤʝʞʝʥʴ ʪʘʢʽ ʤʘʨʢʝʪʽʥʛʦʚʽ ʬʽʣʴʤʠ-ʰʝʜʝʚʨʠ ʩʪʘʣʠ ʟʘʩʦʙʦʤ ʜʝʤʦʥʩʪʨʘʮʽʾ ʥʦʚʠʭ 

ʢʦʣʝʢʮʽʡ, ʟʘʤʽʥʠʣʠ ʪʨʘʜʠʮʽʡʥʽ ʧʦʢʘʟʠ ʢʦʣʝʢʮʽʡ, ʚʽʜʢʨʠʣʠ ʧʝʨʩʧʝʢʪʠʚʫ ʦʥʣʘʡʥʦʚʠʭ ʧʦʢʘʟʽʚ. ʌʽʣʴʤʠ-

ʽʩʪʦʨʽʾ ʩʪʘʣʠ ʯʘʩʪʠʥʘʤʠ ʩʚʦʻʨʽʜʥʦʛʦ ʙʨʝʥʜʦʚʦʛʦ ʣʫʢʙʫʢʘ.  

ʂʣʶʯʦʚʽ ʩʣʦʚʘ: ʤʘʨʢʝʪʽʥʛ, ʤʫʣʴʪʠʤʦʜʘʣʴʥʠʡ, ʥʘʨʘʪʠʚ, ʨʝʢʣʘʤʘ, ʩʦʮʤʝʨʝʞʘ, ʨʦʟʧʦʚʽʜʘʥʥʷ 

ʽʩʪʦʨʽʡ. 

 

ɸ. ɼ. ɹʝʣʦʚʘ. ʉʪʦʨʠʪʝʣʣʠʥʛ ʚ ʨʝʢʣʘʤʝ ʠ ʙʨʝʥʜʠʥʛʝ. ʀʥʬʦʨʤʘʮʠʦʥʥʦ-ʢʦʤʤʫʥʠʢʘʮʠʦʥʥʳʝ 

ʪʝʭʥʦʣʦʛʠʠ ʟʘʤʝʪʥʦ ʫʩʢʦʨʠʣʠ ʩʘʤʳʝ ʨʘʟʥʳʝ ʧʨʦʮʝʩʩʳ ʠ ʪʨʝʥʜʳ ʚ ʩʦʚʨʝʤʝʥʥʦʤ ʤʠʨʝ, ʚ ʪʦʤ ʯʠʩʣʝ 

ʚʠʨʪʫʘʣʠʟʘʮʠʶ ʢʦʤʤʫʥʠʢʘʮʠʠ ʠ ʚʦʟʨʘʩʪʘʶʱʫʶ ʮʠʬʨʦʚʠʟʘʮʠʶ ʢʦʥʪʝʥʪʘ. ʊʝʭʥʦʣʦʛʠʯʝʩʢʠʝ   

ʠʥʥʦʚʘʮʠʠ ʧʨʝʣʦʤʣʷʶʪʩʷ ʯʝʨʝʟ ʩʣʦʞʥʳʝ ʩʦʮʠʘʣʴʥʳʝ ʠ ʜʝʤʦʛʨʘʬʠʯʝʩʢʠʝ ʪʝʥʜʝʥʮʠʠ, ʦʢʘʟʳʚʘʶʱʠʝ 

ʟʘʤʝʪʥʦʝ ʚʣʠʷʥʠʝ ʜʘʞʝ ʥʘ ʢʨʫʧʥʳʡ ʙʠʟʥʝʩ, ʚ ʪʦʤ ʯʠʩʣʝ, ʤʝʞʜʫʥʘʨʦʜʥʳʝ ʢʦʤʧʘʥʠʠ. ɼʘʥʥʘʷ ʩʪʘʪ̫ɹ 

ʬʦʢʫʩʠʨʫʝʪʩʷ ʥʘ ʣʠʥʛʚʠʩʪʠʯʝʩʢʦʤ ʘʥʘʣʠʟʝ ʪʝʢʫʱʠʭ ʠʟʤʝʥʝʥʠʡ ʚ ʨʝʢʣʘʤʝ ʠ ʙʨʝʥʜʠʥʛʝ 

ʧʨʝʠʤʫʱʝʩʪʚʝʥʥʦ ʚ ʠʥʜʫʩʪʨʠʠ ʤʦʜr.  ʇʘʥʜʝʤʠʷ COVID-19 ʩ ʦʥʣʘʡʥ-ʢʦʤʤʫʥʠʢʘʮʠʝʡ ʠ ʫʜʘʣʝʥʥʦʡ 

ʨʘʙʦʪʦʡ ʫʩʠʣʠʣʘ ʪʨʘʥʩʬʦʨʤʘʮʠʶ ʚʢʫʩʦʚ, ʧʨʝʜʧʦʯʪʝʥʠʡ, ʠ ʫʩʠʣʠʣʘ ʧʦʧʫʣʷʨʥʦʩʪʴ ʩʦʮʩʝʪʝʡ ʚ ʧʣʘʥʝ 

ʧʦʠʩʢʘ ʠ ʨʘʩʧʨʦʩʪʨʘʥʝʥʠʷ ʠʥʬʦʨʤʘʮʠʠ, ʦʙʱʝʥʠʷ ʠ ʦʙʤʝʥʘ ʤʥʝʥʠʷʤʠ. ɺ ʫʩʣʦʚʠʷʭ ʢʘʨʘʥʪʠʥʥʳʭ 

ʦʛʨʘʥʠʯʝʥʠʡ ʚ ʧʝʨʠʦʜ ʧʘʥʜʝʤʠʠ COVID-19 ʙʠʟʥʝʩ, ʣʠʰʠʚʰʠʩʴ ʧʨʷʤʦʛʦ ʢʦʥʪʘʢʪʘ ʩ ʢʣʠʝʥʪʘʤʠ, 

ʫʩʠʣʠʣ ʢʦʤʤʫʥʠʢʘʮʠʦʥʥʫʶ ʩʦʩʪʘʚʣʷʶʱʫʶ ʩʚʦʝʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʠ ʧʝʨʝʥʝʩ ʤʘʨʢʝʪʠʥʛ ʚ ʩʦʮʠʘʣʴʥʳʝ 

ʩʝʪʠ. ɺ ʤʠʨʝ, ʠʟʦʙʠʣʫʶʱʠʤ ʠʥʬʦʨʤʘʮʠʝʡ, ʚ ʢʘʯʝʩʪʚʝ ʵʬʬʝʢʪʠʚʥʦʡ ʤʘʨʢʝʪʠʥʛʦʚʦʡ ʩʪʨʘʪʝʛʠʠ ʩʪʘʣ 

ʘʢʪʠʚʥʦ ʠʩʧʦʣʴʟʦʚʘʪʴʩʷ ʩʪʦʨʠʪʝʣʣʠʥʛ, ʵʚʦʣʶʮʠʦʥʠʨʦʚʘʚʰʠʡ ʦʪ ʫʩʪʥʳʭ ʪʨʘʜʠʮʠʡ ʩʢʘʟʠʪʝʣʴʩʪʚʘ ʜʦ 

ʮʠʬʨʦʚʳʭ ʤʫʣʴʪʠʤʦʜʘʣʴʥʳʭ ʠ ʤʫʣʴʪʠʤʝʜʠʡʥʳʭ ʪʝʭʥʦʣʦʛʠʡ. ʆʧʠʨʘʩ̫ʴ ʥʘ ʪʝʦʨʠʠ ʤʫʣʴʪʠʤʦʜʘʣʴʥʦʛʦ 

ʘʥʘʣʠʟʘ ʜʩʢʫʨʩʘ ʠ ʥʘʨʨʘʪʦʣʦʛʠʠ, ʚ ʩʪʘʪʴʝ ʫʩʪʘʥʦʚʣʝʥʦ, ʷʢ ʩʪʦʨʠʪʝʣʣʠʥʛ ʨʝʘʣʠʟʫʝʪ ʩʚʦʡ ʧʝʨʩʫʘʟʠʚʥʳʡ 

ʧʦʪʝʥʮʠʘʣ, ʘʧʝʣʣʠʨʫ ̫ ʢ ʵʤʦʮʠʷʤ ʠ ʬʦʨʤʠʨʫʷ ʫʩʪʦʡʯʠʚʳʝ ʩʚʷʟʠ ʩ ʢʣʠʝʥʪʘʤʠ. ɺ ʨʘʤʢʘʭ 

ʤʘʨʢʝʪʠʥʛʦʚʳʭ ʩʪʨʘʪʝʛʠʡ, ʙʨʝʥʜʠʥʛʘ ʢʦʤʧʘʥʠʠ, ʧʨʦʠʟʚʦʜʷʱʠʝ ʪʦʚʘʨʳ ʢʣʘʩʩʘ ʣʶʢʩ, ʩʪʘʣʠ 

ʜʠʚʝʨʩʠʬʠʮʠʨʦʚʘʪʴ ʤʘʨʢʝʪʠʥʛʦʚʳʝ ʩʪʨʘʪʝʛʠʠ ʠ ʩʦʟʜʘʚʘʪʴ ʤʫʣʴʪʠʤʦʜʘʣʴʥʳʡ ʥʘʨʨʘʪʠʚ ï ʢʦʣʣʝʢʮʠʶ 

ʠʩʪʦʨʠʡ ʦ ʙʨʝʥʜʝ, ʝʛʦ ʦʩʥʦʚʘʪʝʣʷʭ, ʧʨʠʤʝʥʷʝʤʳʭ ʪʝʭʥʦʣʦʛʠʷʭ. ʇʘʥʜʝʤʠʷ ʫʩʢʦʨʠʣʘ ʧʨʦʮʝʩʩ ʩʦʟʜʘʥʠʷ 

ʤʫʣʴʪʠʤʦʜʘʣʴʥʳʭ ʬʠʣʴʤʦʚ. ɼʣʷ ʜʦʤʦʚ ʤʦʜʳ ʚ ʧʝʨʠʦʜ ʧʘʥʜʝʤʠʠ ʠ ʚʩʝʚʦʟʤʦʞʥʳʭ ʦʛʨʘʥʠʯʝʥʠʡ ʪʘʢʠʝ 

ʤʘʨʢʝʪʠʥʛʦʚʳʝ ʬʠʣʴʤʳ-ʰʝʜʝʚʨʳ ʩʪʘʣʠ ʩʧʦʩʦʙʦʤ ʧʨʠʚʣʝʯʝʥʠʷ ʚʥʠʤʘʥʠʷ ʢ ʥʦʚʳʤ ʢʦʣʣʝʢʮʠʷʤ, 

ʟʘʤʝʥʠʣʠ ʪʨʘʜʠʮʠʦʥʥʳʝ ʰʦʫ, ʟʘʜʘʣʠ ʧʝʨʩʧʝʢʪʠʚʫ ʦʨʛʘʥʠʟʘʮʠʠ ʦʥʣʘʡʥʦʚʳʭ ʧʦʢʘʟʦʚ ʢʦʣʣʝʢʮʠʡ. 

ʊʘʢʠʝ ʬʠʣʴʤʳ-ʠʩʪʦʨʠʠ ʩʪʘʥʦʚʷʪʩʷ ʛʣʘʚʘʤʠ ʙʨʝʥʜʦʚʦʛʦ ʣʫʢʙʫʢʘ. 

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: ʤʘʨʢʝʪʠʥʛ, ʤʫʣʴʪʠʤʦʜʘʣʴʥʳʡ, ʥʘʨʨʘʪʠʚ, ʨʝʢʣʘʤʘ, ʩʦʮʠʘʣʴʥʘʷ ʩʝʪʴ, 

ʩʪʦʨʠʪʝʣʣʠʥʛ. 
  

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 (McKee & Gerace, 2018). Major reasons 

of TV advertising drop and marketing overhaul are ICT impact on media, accessible broadband 

Internet and new TV alternatives which look more preferable for millennials and Z-gens who ignore 

TV completely and, moreover, mentally block out banner ads. The latter is known as banner 

blindness. Storytelling matters due to changing consumer habits as well. For example, generation Z 

now expects brands authenticity and transparency inherent to storytelling (Chief Marketer, n.d.). To 

keep advertising effective some companies and ad agencies started changing hard sell and push-

strategies for pull -strategies with storytelling as a basis for videos which are still considered the 

most effective medium for storytelling (Agosto, 2016; Gotter, 2017, Brooker, 2019; Chief 

Marketer, n.d.; University of Toronto School of Continuing Studies, 2021; Hern§ndez-Santaolalla 

& Barrientos-Bueno, 2020). 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, 2017). Archeologists claim sharing stories as social and 

cultural activity in various human cultures predated writing. Now stories can be told in multiple 

ways, in different modalities (Jewitt, Bezemer & OôHalloran, 2016; Torop, 2019), via diverse 

media. ICT (Information Communication Technologies), CGI (computer-generated imagery), 
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multimodality offer unprecedented opportunities for semiotic re-interpretation of well-known 

stories and creating new narratives. 

Interesting and original story makes the message easily understandable, persuasive and 

memorable. Though the attitude to storytelling in business world remains polarized and varies from 

ñchildren booksò to effective marketing instrument (McKee & Gerace, 2018) some brilliant samples 

of storytelling from international brands look more than impressive among other commercials and 

marketing campaigns. Fashion brands with their superb videos can be considered leaders of 

multimodal storytelling. Due to COVID-19 pandemic when physical contact with the clientele was 

minimized and communication shifted online brands and companies multiplied their activities in 

social media. They diversified their websites content and commissioned captivating videos for 

brand storytelling. Thus commercials requirements increased in terms of impressiveness, 

splendidness, and magnificence.  
 

2. Theoretical background 

The research is based on two perspective trends in modern linguistics and multidisciplinary 

studiesðMultimodal Discourse Analysis and Narrative Studies. Narration has become a popular 

object of research in Modern Linguistics due to essential changes in narration practice, new 

techniques and technological innovations. Postmodernism with its celebration of decenterdness, 

disorientation, and fragmentation (Yefimenko, 2018; Crews, 1999) resulted into tremendous 

diversification of narrative, opening the gate for multimodal narration in the 21st century, and its 

multidisciplinary research.  

Modern multimodal analysis is based on seminal works of Gunther Kress (Kress, 2010) and 

Theo van Leeuwen (Kress & van Leeuwen, 2001) and other scholars (Jewitt, 2009; Shevchenko, 

2019). Naturally, multimodal discourse analysis is growing more popular in linguistics as 

communication is becoming more multimodal due to availability of gadgets, new technologies, 

multimodal potential of social media, and 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 analysis (Karataieva, 2014). 

Later multimodal discourse analysis embraced corporate discourse (Vasyliuk, 2019; Kovalenko, 

2018) as brands started using diverse mediums and communicating via social media. COVID-19 

PSA (public service advertisements) turned out gripping samples of multimodality (Tsyliuryk, 

2020). Social media potential and social networking contributed to multimodality of global 

communication. Shift to online communication during COVID-19 pandemic entailed increasing 

multimodality and, without doubt, propelled further research of multimodal discourse and 

multimodal storytelling.  

As the shift to storytelling in advertising became quite evident some scholars summarized the 

advantages of the strategy and offered a scope of recommendations (Carter, n.d.; Chief Marketer, 

n.d.; Ledin & Machin, 2020; Waites, 2020). They claim 92% of consumers would prefer to get the 

information in the form of a story so storytelling through content marketing is one of the best 

strategies to engage consumers. Effective brand narrative can help to increase the value of the 

product or service by more than 20 times. Some researchers went further, into neuroscience and 

cognitology. They believe storytelling creates neuro-associations, therefore brand narrative has a 

neurological perspective as narrative, tales, and statistics blend in our memories (Carter, n.d.). 

Harvard University research shows storytelling helps to increase shared values: 55% of consumers 

who love a brandôs story are willing to make a purchase, 75% of consumers expect brands to make 

a contribution to their well-being and quality of life (Chief Marketer, n.d.). Brand narrative in 

advertising can be rendered as intellectual emotional content (Kang, Sookyeong & Hubbard, 2020; 

Krysanova & Shevchenko, 2021), emotions it provokes are of paramount importance in decision 

making process. Brands began to invest heavily in storytelling during COVID-19 pandemic in the 

https://www.onespot.com/
http://significantobjects.com/
https://www.slideshare.net/Headstream/the-power-of-brand-storytelling
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attempt to keep and strengthen emotional connection with the consumers via more exciting content, 

brand narrative, and brand voice.  

 

3. Results and discussion  

COVID 19 pandemic had a dramatic 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 services. Due to global COVID-19 restrictions many fashion brands had 

to cancel their shows. As the word pandemic peppered the headlines of articles about fashion shows 

(What Happened at New Yorkôs First Pandemic Fashion Show / Three standout fashion shows from 

a pandemic fashion week / What fashion week is really like during a pandemic / At London 

fashionweek designers grabble with a pandemic) luxury brands started looking for new ways to 

implement ICT within their marketing strategies.  

In summer 2020, fashion brands issued videos of full Fall-Winter 2021-2022 shows with 

models only (Holland, 2020). It became a must-have in endless COVID-19 pandemic. Noteworthy, 

some brands had similar experience in the remote past. For example, archives keep Yves Saint 

Laurentôs video of 1960 collection (fig. 1) (Evelina Khromtchenko, 2020). 
 

 
 

Fig. 1. Yves Saint Laurent 1960 

 

Of course, elegance and exclusiveness are stunning though the video is not as multimodal as 

Valentino 2020 performance (fig. 2) in terms of visual effects, music, focus on correlation of clothes 

details and nature shapes (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 fashionistas. Some fashion houses announced shows in empty theatres to observe strict 

sanitation norms like Armani, Fendi, Dolce & Gabbana, Etro and others did (That prompted Armani 

to announce it would present its collection behind closed doorsða first in fashion history) (Matera, 

2020; Fashion Files, 2021) or moved their shows to the fields like JACQUEMUS with SS21 show 

ñLôAMOURò (fig. 3) (Vimeo, 2020). 

 

 
 

Fig. 3. JACQUEMUS with SS21 

 

Fashion shows became socially distanced and thenéwent digital. When fashion shows moved into 

virtual realm it became clear that they had some advantages for the public as everyone had a chance 

to be simultaneously in the first row and on oneôs sofa when the models catwalked on oneôs home 

screen. Statistics proved the audience favored digital fashion shows that 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 catwalk. As distinguished guests of fashion shows like to be in the 

first row the catwalk is expected to reign in the post-pandemic world again (Adegeest, 2020). 

Luxury brands and even minor agents went further with their experiments bringing óphygitalô shows 

as 3D designers began to mix two realities to focus on details as Valentino did 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 COVID-19 normality. 

During the coronavirus pandemic, brands began to exploit actively 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 instance, Herm̄ s, Louis Vuitton, Chanel, 

began to produce videos about the 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 to confine 

those shows to a catwalk in empty palaces or some famous historical places.  Some luxury fashion 

brands selected storytelling as a major strategy for the videos as through their history humans were 

buying goodsé and stories behind them. 

Some years ago, Herm̄ s offered a new strategyðThe Story Behindðfor new silk scarf 

designs. The design might be not brand new (for example, Le Timbailer Scarf was designed in 

1961) but its advertising fits the storytelling strategy. One of the first cases of implementing the 

strategy was the scarf  depicting The Berlin carriageðone of the great masterpieces of the Mus®e 
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de la Voitureôs Board of Friends (including Mr. Herm¯s himself) and French National Collection. 

Now The Story Behind is offered for every scarf (fig.4, 5) in the official website: 

 
Fig. 4. Le Timbalier scarf 90 

 

 
 

Fig. 5. Le Timbalier scarf 90 OrangeKakiGris 

 

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 drummer in full dress featured in the center of this 

scarf, designed in 1961 by Marie-Fran­oise H®ron, plays his instrument with panache. 

The royal coat of arms with two interlaced Lôs seen on his drum evokes the 18th century. 

The horse, too, is exuberantly dressed. The ceremonial saddle and bridle, like the 

surround, are ornamented with sumptuous decorative trimmings: lanyards, braids, fringes 

and twisted cords, not forgetting cartisanesðwooden discs adorned with silver, gold or 

silk threads. (Herm¯s Paris, 2021b) 
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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 in exclusive beauty, trigger and strengthen emotional 

connection with the brand. Lately storytelling as a marketing strategy was used by Herm¯s to 

visualize the history of the brand in LôEpopeedôHerms̄ shawl with the story (fig. 6, 7) about the 

fashion house:  

 
Fig. 6. LôEpopeedôHermes shawl 140 

 

 
 

Fig. 7. Shawl in cashmere and silk with hand-rolled edges 

 

The story behind 

Six generations of the same family have written the story of Herm¯s, which is built around 

encounters and nourished by innovations. The seventh 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 Thierry Herm¯s established his harness-making and saddlery business in Paris. 



 20 

The founder, placed at the center of this joyous carnival, is surrounded by characters who 

have marked the history of the house. Charles-£mile Herm¯s, who in 1880 set up the family 

saddlery at 24 Faubourg Saint-Honor®, rides his rocking horse with childlike joy, while, 

further on, a spaceship launches on a mission to undiscovered planets, echoing the houseôs 

ongoing quest for new horizons. (Herm¯s Paris, 2021a) 

 

Concise texts of stories balance visual components 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 an 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 the clients. Karl Lagerfeld, employed to revive of ónear-dead 

brandô in the 1980s did a lot for CHANEL, multimodal marketing and brand narrative. Since 2010 

the House of Chanel is among world leaders in multimodal storytelling in advertising and 

marketing. Karl Lagerfeld directed spectacular fashion shows millions of people admired 

worldwide. To celebrate the centennial of the brand, close to 2013 CHANEL released a number of 

biopics on Coco Chanel which were imagined, written and directed by Karl Lagerfeld and started 

ówritingô the online book Inside Chanelðthe brilliant sample of multimodal and multisemiotic 

storytelling.    

The black and white movie Once Upon A Time... starring Keira Nightley was designed in 

2013 to mark 100 years of Chanel Fashion Empire (Chanel, 2013). The first line of a fairy tale text 

which makes it recognizable as a genre was selected as a title to show Cinderellaôs type 

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 sells elegant hats 

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 example, The Tale of 

a Fairy, the 21st century re-interpretation of human relationships (Lagerfeld, 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 she is Sisi. Against the background of the official portraits of 

the Emperor and Empress she is dancing with the bellboy who behaves like Emperor Franz 

Josephéuntil the clock strikes twelve. History and fairy-tale mingle with imagination and reality 

when Gabrielle 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 campaign. Reincarnation proves that any narration is a story 

with some historical background. 

Online digital book Inside Chanel (Levero, 2020) is a perfect example of retrospective 

multisemiotic storytelling. One can trace back the history and evolution of the brand, Coco Chanelôs 

lifeline, and her hobbies, sources of inspiration for the collections, outfits and perfume. Now the 

virtual book Inside Chanel comprises 32 chapters accessible in the official website and YouTube. 

Every chapter ends with the phrase To be continuedé thus opens unlimited perspective. Every 

chapter is a multimodal story about a facet of Coco Chanelôs talent, about the phenomena, advance 

of science and technologies, facts, events, personalities she used as inspiration, re-interpreted in her 

collections and shows. Every chapter glorifies Coco Chanel who revolutionized the world of 

fashion. 2-4-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 forms, and technologic innovations, kaleidoscope of arts, media and modes. Every 

chapter is a dynamic and fascinating story visualizing Chanelôs experiments and achievements with 

concise and information saturated narration that leaves any viewer astonished. The correlation of 

verbal information and other modes is balanced as narrative is essential for every video though in 
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Chapter 5 Marilyn and No5 the focus is on the documentary and retro and the verbal part is reduced 

to a couple of the actressôs original remarks. 

In Chapter 32, dedicated to the centennial of CHANEL No5, the brand looks back at the  

100-year-history 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 sign in the society. The legend of the 

perfume absorbed famous art trends, artistic innovations, incorporated successfully into the 

changing social and cultural landscape. Celebrities (Marilyn Monroe, Catherine Deneuve, Nicole 

Kidman, Brad Pitt and many others) changed 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.  

Mercedes-Benz made an attempt to join the historical narrative too and implemented 

storytelling in videos about Bertha Benz (Mercedes-Benz USA, 2018); Mercedes-Benz, 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 movie Carl & Bertha (Horyna et al., 2011, 1:29:58). In 2018 Mercedes-Benz 

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 wheel: ñShe forged the road ahead to pave it for us all. She 

drove more than a carò. The 2019 color video is a new story about the brand, re-interpretation of 

the same historic trip (Mercedes-Benz, 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 in English 

in these historical videos prove the movies are shot for international audience in the era of global 

English. For a small curious girl in the village, within a couple of hours Berthaôs image transformed 

from a witch to a brave and resourceful woman: ñShe believed in more than a carò (Mercedes-Benz 

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 who support their husbands in great projects and innovations. The 2019 video 

is an indirect story-like argument in favor of the well-known idiom Behind every successful man, 

there is a strong woman. Repetition of the cluster more than a car in black and white and color 

movies unites these two narrative ads and stresses the significance of the automobile invention and 

brand achievements. 

Since 2011 Mercedes-Benz has accumulated a number of memorable samples of storytelling 

encompassing commercials based on stories of various genres. Apparition, the romantic fairy tale 

(Highway Star Mercedes-Benz, 2013) makes obvious reference to a fairy with three wishes she 

might grant, the wishes which are quite often ridiculous. The video has another versionðbusiness-

like, macho and extremely rationalðwhich breaks the charm and the enigma of the fairy. In 

Christmas Eve fairy tale, Goose survives thanks to Mercedes despite of all Christmas Feast 

traditions popularized in literature. Super Bowl commercial (Wall Street Journal, 2015) is an 

animated fable where ultramodern Mercedes get mixed with Aesopôs fable characters, famous Hare 

and Tortoise. In line with the fable the latter managed to outperform fast Hare é driving Mercedes. 

Decision is a modern story with Michael Schumacher and Nico Rosberg, famous Mercedes-Benz 

pilots, starring (Motor1, 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 selecting the 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 storytelling masterpieces. LE 

CHĄTEAU DU TAROT was described as a lookbook of the new collection, interpretation of 

medieval costume. Exclusiveness and luxury, superb imagination and unique design connect all 

these stories into a narrative of DIOR new collection   (Christian Dior, 2021).  
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DIOR offered Le Mythe Dior based on temptation strategy wrapped in a story. The 14-minute 

film (Christiane Dior, 2020) begins in a fashion house where designers and tailors are making 

exclusive dresses for miniature tailorôs dummies. But the film is mostly a fairy tale about an idyllic 

forest inhabited by elves and forest spirits where two young men in old-fashioned pageboy uniforms 

appear with the box full of those tailorsô dummies draped in luxurious outfits. The mythical forest 

inhabitants are seduced by unique textile and design and get clothed in DIOR. Communication is 

minimized, it is non-verbal but the plot and the message are clearðDIOR can offer insurpassable 

collections on any occasion to any personality. Noteworthy, puppets were used as tailorôs dummies 

by MOSCHINO, another famous fashion house in Spring Summer 2021 marionette fashion show 

video (Moschino, 2021b). Some puppets are copies of the regular guests at fashion shows, for 

example, Anna Wintour. The designer appears in paper crown and the T-short ñI DO NOT SPEAK 

ITALIAN BUT I DO SPEAK MOSCHINOò. The inscription is more than a brand voice; it is the 

brand language, an example of fashionspeak, fashion discourse. It reminds about famous works of 

Rolan Barthes on fashion as a semiotic system. 

Jungle Red, another 2021 Moschino video of FW 2021/22 with multiple semiotic resources 

(Mochino, 2021a), is staged at several locations (the countryside, city, the jungle, museum, theatre) 

(fig. 8). 
 

 
 

Fig. 8. Jungle Red by Mochino (5:52) 

 

It is inspired by old Hollywood movie Women and directed by Jeremy Scott. Maye Musk, Elon 

Muskôs mother, makes an introduction to a new part of the show. Dita von Teese as one of the 

36 distinguished top models puts full provocative stop to the fashion show. In the theater models 

acting as spectators observe social distance in the parterre in line with COVID-19 requirements and 

then catwalk along the passage (fig. 9). 
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Fig. 9. Jungle Red by Mochino (9:14) 

 

The outfits and accessories fit the environment at different locations and look absolutely glamorous 

in the theatre. Jungle Red as a digital fashion show differs completely from the previous 

MOSCHINO puppet show making brand voice amazing and unanticipating.   

 

4. Conclusion  
Analysing new approaches to marketing in fashion industry, one can draw analogy with safety 

videos of the world best airlines (Belova, 2016). Safety videos became perfect examples of 

infotainment, a marketing innovation, an attractive branding instrument. New safety instructions 

(Air France, 2021) prove the videos turned out effective in terms of marketing. 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. COVID-19 opened new opportunities for 

fashion designers in terms of their 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 a must-have in terms of 

skills for future-proof citizens. Undoubtedly, multimodal communication will provide new 

absorbing and glamorous data for sophisticated linguistic and multisemiotic analysis which will 

contribute to Multimodality Theory. 
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ABSTRACT 

This paper presents results of cognitive multimodal analysis of English to Ukrainian and English to Russian 

translations of verbal, visual and verbal-visual puns found in the American animated tragicomedy sitcom 

ñBoJack Horsemanò. We have found that translation of verbal puns presupposes overcoming constraints 

caused by linguacultural specificity of the pun-producing source-text linguistic expressions (idioms and/or 

allusions). Translation of visual puns entails constructing an illuminating verbal context, which facilitates 

interpretation of the images. Translation of verbal-visual puns, both those in which the incongruous 

conceptual structures are cued verbally, and the image dubs the text, and those in which one of the 

incongruent structures is cued verbally and the other is triggered visually, demands reconciling the image 

with the text on top of coping with linguacultural specificity. We have revealed that to render the analyzed 

puns the translators resort to three basic translation procedures: retention, reduction, and replacement. Literal 

translation resulting in retention of a pun leads to foreignization of the target text unless the recipients can be 

expected to infer the pun due to the impact of cultural globalization. In all analyzed cases, translators failed 

to retain pun meanings cued by the image. Reduction and replacement result in complete (causing a loss of a 

pun) compulsory (imposed by linguacultural constraints) domestication. Reduction instantiates as choosing a 

target-language expression that cues only one of the two incongruent conceptual structures engaged in a pun 

and replacement presupposes using a target-language expression that compensates for the loss of a pun by 

creating a different humorous stimulus. In a multimodal/multimedial context, a target-text verbal expression 

can be replaced by a verbal-visual one.  

Keywords: cognitive translation analysis, domestication, foreignization, verbal pun, verbal-visual pun, 

visual pun.  

 

ʃ. ʂʦʚʘʣʝʥʢʦ, ɸ. ʄʘʨʪʠʥʶʢ. ɺʝʨʙʘʣʴʥʽ, ʚʽʟʫʘʣʴʥʽ ʪʘ ʚʝʨʙʘʣʴʥʦ-ʚʽʟʫʘʣʴʥʽ ʢʘʣʘʤʙʫʨʠ ʚ ʧʝʨʝʢʣʘʜʽ: 

ʢʦʛʥʽʪʠʚʥʠʡ ʤʫʣʴʪʠʤʦʜʘʣʴʥʠʡ ʘʥʘʣʽʟ. ʋ ʩʪʘʪʪʽ ʚʠʢʣʘʜʝʥʦ ʨʝʟʫʣʴʪʘʪʠ ʢʦʛʥʽʪʠʚʥʦʛʦ ʤʫʣʴʪʠʤʦʜʘʣʴʥʦʛʦ 

ʘʥʘʣʽʟʫ ʘʥʛʣʦ-ʫʢʨʘʾʥʩʴʢʠʭ ʪʘ ʘʥʛʣʦ-ʨʦʩʽʡʩʴʢʠʭ ʧʝʨʝʢʣʘʜʽʚ ʚʝʨʙʘʣʴʥʠʭ, ʚʽʟʫʘʣʴʥʠʭ ʪʘ ʚʝʨʙʘʣʴʥʦ-

ʚʽʟʫʘʣʴʥʠʭ ʢʘʣʘʤʙʫʨʽʚ ʟ ʘʤʝʨʠʢʘʥʩʴʢʦʛʦ ʤʫʣʴʪʠʧʣʽʢʘʮʽʡʥʦʛʦ ʪʨʘʛʽʢʦʤʽʯʥʦʛʦ ʩʽʪʢʦʤʫ ñʂʽʥʴ ɹʦɼʞʝʢò. 

ɺʩʪʘʥʦʚʣʝʥʦ, ʱʦ ʧʝʨʝʢʣʘʜ ʚʝʨʙʘʣʴʥʠʭ ʢʘʣʘʤʙʫʨʽʚ ʧʝʨʝʜʙʘʯʘʻ ʧʦʜʦʣʘʥʥʷ ʧʨʦʙʣʝʤʠ, ʩʧʨʠʯʠʥʝʥʦʾ 

ʣʽʥʛʚʦʢʫʣʴʪʫʨʥʦʶ ʩʧʝʮʠʬʽʢʦʶ ʚʠʩʣʦʚʽʚ (ʽʜʽʦʤ ʪʘ ʘʣʶʟʽʡ), ʱʦ ʩʪʚʦʨʶʶʪʴ ʢʘʣʘʤʙʫʨʠ ʫ ʜʞʝʨʝʣʴʥʦʤʫ 

ʪʝʢʩʪʽ. ʇʝʨʝʜʘʯʘ ʚʽʟʫʘʣʴʥʠʭ ʢʘʣʘʤʙʫʨʽʚ ʚʠʤʘʛʘʻ ʩʪʚʦʨʝʥʥʷ ʦʧʪʠʤʘʣʴʥʦʛʦ ʤʦʚʥʦʛʦ ʢʦʥʪʝʢʩʪʫ, ʷʢʠʡ ʙʠ 

ʧʦʣʝʛʰʫʚʘʚ ʽʥʪʝʨʧʨʝʪʘʮʽʶ ʚʽʟʫʘʣʴʥʠʭ ʦʙʨʘʟʽʚ. ʇʝʨʝʢʣʘʜ ʚʝʨʙʘʣʴʥʦ-ʚʽʟʫʘʣʴʥʠʭ ʢʘʣʘʤʙʫʨʽʚ, ʷʢ ʪʠʭ, ʜʝ 

ʽʥʢʦʥʛʨʫʝʥʪʥʽ ʢʦʥʮʝʧʪʫʘʣʴʥʽ ʩʪʨʫʢʪʫʨʠ ʘʢʪʠʚʫʶʪʴʩʷ ʚʝʨʙʘʣʴʥʦ, ʘ ʟʦʙʨʘʞʝʥʥʷ ʜʫʙʣʶʻ ʪʝʢʩʪ, ʪʘʢ ʽ ʪʠʭ, ʜʝ 

ʦʜʥʘ ʟ ʽʥʢʦʥʛʨʫʝʥʪʥʠʭ ʩʪʨʫʢʪʫʨ ʘʢʪʠʚʫʻʪʴʩʷ ʚʝʨʙʘʣʴʥʦ, ʘ ʜʨʫʛʘ ʚʽʟʫʘʣʴʥʦ, ʦʢʨʽʤ ʧʦʜʦʣʘʥʥʷ ʪʨʫʜʥʦʱʽʚ, 

ʧʦʚôʷʟʘʥʠʭ ʽʟ ʣʽʥʛʚʦʢʫʣʴʪʫʨʥʦʶ ʩʧʝʮʠʬʽʢʦʶ ʪʝʢʩʪʫ, ʚʠʤʘʛʘʻ ʫʟʛʦʜʞʝʥʥʷ ʟʤʽʩʪʫ ʪʝʢʩʪʫ ʽʟ ʟʦʙʨʘʞʝʥʥʷʤ. 
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ɿôʷʩʦʚʘʥʦ, ʱʦ ʜʣʷ ʧʝʨʝʢʣʘʜʫ ʘʥʘʣʽʟʦʚʘʥʠʭ ʢʘʣʘʤʙʫʨʽʚ ʟʘʩʪʦʩʦʚʫʶʪʴʩʷ ʪʨʠ ʙʘʟʦʚʠʭ ʧʝʨʝʢʣʘʜʘʮʴʢʠʭ 

ʧʨʦʮʝʜʫʨʠ: ʚʽʜʪʚʦʨʝʥʥʷ, ʨʝʜʫʢʮʽʷ ʽ ʟʘʤʽʥʘ. ɼʦʩʣʽʚʥʠʡ ʧʝʨʝʢʣʘʜ ʟ ʤʝʪʦʶ ʚʽʜʪʚʦʨʝʥʥʷ ʢʘʣʘʤʙʫʨʫ ʩʧʨʠʷʻ 

ʦʯʫʞʝʥʥʶ ʪʝʢʩʪʫ ʧʝʨʝʢʣʘʜʫ ʟʘ ʚʠʥʷʪʢʦʤ ʚʠʧʘʜʢʽʚ, ʜʝ ʤʦʞʥʘ ʦʯʽʢʫʚʘʪʠ, ʱʦ ʨʝʮʠʧʽʻʥʪʠ ʟʤʦʞʫʪʴ 

ʽʥʪʝʨʧʨʝʪʫʚʘʪʠ ʢʘʣʘʤʙʫʨ, ʜʷʢʫʶʯʠ ʢʫʣʴʪʫʨʥʽʡ ʛʣʦʙʘʣʽʟʘʮʽʾ. ʋ ʚʩʽʭ ʧʨʦʘʥʘʣʽʟʦʚʘʥʠʭ ʚʠʧʘʜʢʘʭ 

ʧʝʨʝʢʣʘʜʘʯʘʤ ʥʝ ʚʜʘʣʦʩʷ ʚʽʜʪʚʦʨʠʪʠ ʢʘʣʘʤʙʫʨʠ, ʩʢʦʥʩʪʨʫʡʦʚʘʥʽ ʟʘ ʫʯʘʩʪʽ ʚʽʟʫʘʣʴʥʦʛʦ ʤʦʜʫʩʫ. ʈʝʜʫʢʮʽʷ 

 ̔ʟʘʤʽʥʘ ʢʘʣʘʤʙʫʨʫ ʩʣʫʛʫʶʪʴ ʧʦʚʥʦʤʫ (ʢʘʣʘʤʙʫʨ ʚʪʨʘʯʘʻʪʴʩʷ) ʽ ʧʨʠʤʫʩʦʚʦʤʫ (ʧʝʨʝʢʣʘʜʘʮʴʢʝ ʨʽʰʝʥʥʷ 

ʜʠʢʪʫʻʪʴʩʷ ʣʽʥʛʚʦʢʫʣʴʪʫʨʥʦʶ ʩʧʝʮʠʬʽʢʦʶ) ʦʜʦʤʘʰʥʝʥʥʶ. ʈʝʜʫʢʮʽʷ ʧʝʨʝʜʙʘʯʘʻ ʚʠʢʦʨʠʩʪʘʥʥʷ 

ʧʝʨʝʢʣʘʜʘʯʝʤ ʚʠʩʣʦʚʫ, ʷʢʠʡ ʘʢʪʠʚʫʻ ʣʠʰʝ ʦʜʥʫ ʟ ʽʥʢʦʥʛʨʫʝʥʪʥʠʭ ʢʦʥʮʝʧʪʫʘʣʴʥʠʭ ʩʪʨʫʢʪʫʨ, ʟʘʜʽʷʥʠʭ 

ʫ ʩʪʚʦʨʝʥʥʽ ʦʨʠʛʽʥʘʣʴʥʦʛʦ ʢʘʣʘʤʙʫʨʫ. ɿʘʤʽʥʘ ʧʦʚôʷʟʘʥʘ ʽʟ ʚʠʢʦʨʠʩʪʘʥʥʷʤ ʚʠʩʣʦʚʫ, ʷʢʠʡ ʢʦʤʧʝʥʩʫʻ ʚʪʨʘʪʫ 

ʢʘʣʘʤʙʫʨʫ ʟʘ ʨʘʭʫʥʦʢ ʩʪʚʦʨʝʥʥʷ ʽʥʰʦʛʦ ʛʫʤʦʨʠʩʪʠʯʥʦʛʦ ʩʪʠʤʫʣʫ. ʋ ʤʫʣʴʪʠʤʦʜʘʣʴʥʦʤʫ/ 

ʤʫʣʴʪʠʤʝʜʽʡʥʦʤʫ ʢʦʥʪʝʢʩʪʽ ʚʝʨʙʘʣʴʥʠʡ ʟʘʩʽʙ ʩʪʚʦʨʝʥʥʷ ʛʫʤʦʨʠʩʪʠʯʥʦʛʦ ʩʪʠʤʫʣʫ ʚ ʦʨʠʛʽʥʘʣʽ ʤʦʞʝ ʙʫʪʠ 

ʟʘʤʽʥʝʥʠʤ ʥʘ ʚʝʨʙʘʣʴʥʦ-ʚʽʟʫʘʣʴʥʠʡ ʫ ʧʝʨʝʢʣʘʜʽ. 

ʂʣʶʯʦʚʽ ʩʣʦʚʘ: ʚʝʨʙʘʣʴʥʠʡ ʢʘʣʘʤʙʫʨ, ʚʝʨʙʘʣʴʥʦ-ʚʽʟʫʘʣʴʥʠʡ ʢʘʣʘʤʙʫʨ, ʚʽʟʫʘʣʴʥʠʡ ʢʘʣʘʤʙʫʨ, 

ʢʦʛʥʽʪʠʚʥʠʡ ʧʝʨʝʢʣʘʜʘʮʴʢʠʡ ʘʥʘʣʽʟ, ʦʜʦʤʘʰʥʝʥʥʷ, ʦʯʫʞʝʥʥʷ, 

 

ʃ. ʂʦʚʘʣʝʥʢʦ, ɸ. ʄʘʨʪʳʥʶʢ. ɺʝʨʙʘʣʴʥʳʝ, ʚʠʟʫʘʣʴʥʳʝ ʠ ʚʝʨʙʘʣʴʥʦ-ʚʠʟʫʘʣʴʥʳʝ ʢʘʣʘʤʙʫʨʳ 

ʚ ʧʝʨʝʚʦʜʝ: ʢʦʛʥʠʪʠʚʥʳʡ ʤʫʣʴʪʠʤʦʜʘʣʴʥʳʡ ʘʥʘʣʠʟ. ɺ ʩʪʘʪʴʝ ʠʟʣʦʞʝʥʳ ʨʝʟʫʣʴʪʘʪʳ ʢʦʛʥʠʪʠʚʥʦʛʦ 

ʤʫʣʴʪʠʤʦʜʘʣʴʥʦʛʦ ʘʥʘʣʠʟʘ ʘʥʛʣʦ-ʫʢʨʘʠʥʩʢʠʭ ʠ ʘʥʛʣʦ-ʨʫʩʩʢʠʭ ʧʝʨʝʚʦʜʦʚ ʚʝʨʙʘʣʴʥʳʭ, ʚʠʟʫʘʣʴʥʳʭ ʠ 

ʚʝʨʙʘʣʴʥʦ-ʚʠʟʫʘʣʴʥʳʭ ʢʘʣʘʤʙʫʨʦʚ ʠʟ ʘʤʝʨʠʢʘʥʩʢʦʛʦ ʤʫʣʴʪʠʧʣʠʢʘʮʠʦʥʥʦʛʦ ʪʨʘʛʠʢʦʤʠʯʝʩʢʦʛʦ 

ʩʠʪʢʦʤʘ ñʂʦʥʴ ɹʦɼʞʝʢò. ʋʩʪʘʥʦʚʣʝʥʦ, ʯʪʦ ʧʝʨʝʚʦʜ ʚʝʨʙʘʣʴʥʳʭ ʢʘʣʘʤʙʫʨʦʚ ʪʨʝʙʫʝʪ ʨʝʰʝʥʠʷ 

ʧʨʦʙʣʝʤʳ ʣʠʥʛʚʦʢʫʣʴʪʫʨʥʦʡ ʩʧʝʮʠʬʠʢʠ ʷʟʳʢʦʚʳʭ ʚʳʨʘʞʝʥʠʡ (ʠʜʠʦʤ ʠ ʘʣʣʶʟʠʡ), ʩʦʟʜʘʶʱʠʭ 

ʢʘʣʘʤʙʫʨʳ ʚ ʦʨʠʛʠʥʘʣʴʥʦʤ ʪʝʢʩʪʝ. ʇʝʨʝʜʘʯʘ ʚʠʟʫʘʣʴʥʳʭ ʢʘʣʘʤʙʫʨʦʚ ʪʨʝʙʫʝʪ ʩʦʟʜʘʥʠʷ ʦʧʪʠʤʘʣʴʥʦʛʦ 

ʷʟʳʢʦʚʦʛʦ ʢʦʥʪʝʢʩʪʘ, ʦʙʣʝʛʯʘʶʱʝʛʦ ʠʥʪʝʨʧʨʝʪʘʮʠʶ ʚʠʟʫʘʣʴʥʳʭ ʦʙʨʘʟʦʚ. ʇʝʨʝʚʦʜ ʚʝʨʙʘʣʴʥʦ-

ʚʠʟʫʘʣʴʥʳʭ ʢʘʣʘʤʙʫʨʦʚ, ʢʘʢ ʪʝʭ, ʛʜʝ ʠʥʢʦʥʛʨʫʵʥʪʥʳʝ ʢʦʥʮʝʧʪʫʘʣʴʥʳʝ ʩʪʨʫʢʪʫʨʳ ʘʢʪʠʚʠʨʫʶʪʩʷ 

ʚʝʨʙʘʣʴʥʦ, ʘ ʠʟʦʙʨʘʞʝʥʠʝ ʜʫʙʣʠʨʫʝʪ ʪʝʢʩʪ, ʪʘʢ ʠ ʪʝʭ, ʛʜʝ ʦʜʥʘ ʠʟ ʠʥʢʦʥʛʨʫʵʥʪʥʳʭ ʩʪʨʫʢʪʫʨ 

ʘʢʪʠʚʠʨʫʝʪʩʷ ʚʝʨʙʘʣʴʥʦ, ʘ ʜʨʫʛʘʷ ï ʚʠʟʫʘʣʴʥʦ, ʧʦʤʠʤʦ ʨʝʰʝʥʠʷ ʪʨʫʜʥʦʩʪʝʡ, ʩʚʷʟʘʥʥʳʭ ʩ 

ʣʠʥʛʚʦʢʫʣʴʪʫʨʥʦʡ ʩʧʝʮʠʬʠʢʦʡ ʪʝʢʩʪʘ, ʪʨʝʙʫʝʪ ʩʦʛʣʘʩʦʚʘʥʠʷ ʪʝʢʩʪʘ ʠ ʠʟʦʙʨʘʞʝʥʠʷ. ɺʳʷʚʣʝʥʦ, ʯʪʦ 

ʜʣʷ ʧʝʨʝʚʦʜʘ ʘʥʘʣʠʟʠʨʫʝʤʳʭ ʢʘʣʘʤʙʫʨʦʚ ʠʩʧʦʣʴʟʫʶʪʩʷ ʪʨʠ ʧʝʨʝʚʦʜʯʝʩʢʠʝ ʧʨʦʮʝʜʫʨʳ: 

ʚʦʩʧʨʦʠʟʚʝʜʝʥʠʝ, ʨʝʜʫʢʮʠʷ ʠ ʟʘʤʝʥʘ. ɼʦʩʣʦʚʥʳʡ ʧʝʨʝʚʦʜ ʩ ʮʝʣʴʶ ʚʦʩʧʨʦʠʟʚʝʜʝʥʠʷ ʢʘʣʘʤʙʫʨʘ 

ʩʧʦʩʦʙʩʪʚʫʝʪ ʦʪʯʫʞʜʝʥʠʶ ʪʝʢʩʪʘ ʧʝʨʝʚʦʜʘ ʟʘ ʠʩʢʣʶʯʝʥʠʝʤ ʩʣʫʯʘʝʚ, ʛʜʝ ʤʦʞʥʦ ʦʞʠʜʘʪʴ, ʯʪʦ 

ʨʝʮʠʧʠʝʥʪʳ ʠʥʪʝʨʧʨʝʪʠʨʫʶʪ ʢʘʣʘʤʙʫʨ ʙʣʘʛʦʜʘʨʷ ʢʫʣʴʪʫʨʥʦʡ ʛʣʦʙʘʣʠʟʘʮʠʠ. ɺʦ ʚʩʝʭ ʘʥʘʣʠʟʠʨʫʝʤʳʭ 

ʩʣʫʯʘʷʭ ʧʝʨʝʚʦʜʯʠʢʘʤ ʥʝ ʫʜʘʣʦʩʴ ʚʦʩʧʨʦʠʟʚʝʩʪʠ ʢʘʣʘʤʙʫʨʳ, ʩʢʦʥʩʪʨʫʠʨʦʚʘʥʥʳʝ ʧʨʠ ʫʯʘʩʪʠʠ 

ʚʠʟʫʘʣʴʥʦʛʦ ʤʦʜʫʩʘ. ʈʝʜʫʢʮʠʷ ʠ ʟʘʤʝʥʘ ʢʘʣʘʤʙʫʨʘ ʧʨʠʚʦʜʷʪ ʢ ʧʦʣʥʦʤʫ (ʦʨʠʛʠʥʘʣʴʥʳʡ ʢʘʣʘʤʙʫʨ 

ʫʪʨʘʯʠʚʘʝʪʩʷ) ʧʨʠʥʫʜʠʪʝʣʴʥʦʤʫ (ʧʨʦʜʠʢʪʦʚʘʥʥʦʤʫ ʣʠʥʛʚʦʢʫʣʴʪʫʨʥʦʡ ʩʧʝʮʠʬʠʢʦʡ) ʦʜʦʤʘʰʥʠʚʘʥʠʶ. 

ʈʝʜʫʢʮʠʷ ʩʚʷʟʘʥʘ ʩ ʚʳʙʦʨʦʤ ʷʟʳʢʦʚʦʛʦ ʚʳʨʘʞʝʥʠʷ, ʘʢʪʠʚʠʨʫʶʱʝʛʦ ʪʦʣʴʢʦ ʦʜʥʫ ʠʟ ʠʥʢʦʥʛʨʫʵʥʪʥʳʭ 

ʩʪʨʫʢʪʫʨ, ʫʯʘʩʪʚʫʶʱʠʭ ʚ ʩʦʟʜʘʥʠʠ ʦʨʠʛʠʥʘʣʴʥʦʛʦ ʢʘʣʘʤʙʫʨʘ. ɿʘʤʝʥʘ ʧʨʝʜʫʩʤʘʪʨʠʚʘʝʪ ʚʳʙʦʨ 

ʷʟʳʢʦʚʦʛʦ ʚʳʨʘʞʝʥʠʷ, ʢʦʤʧʝʥʩʠʨʫʶʱʝʛʦ ʧʦʪʝʨʶ ʢʘʣʘʤʙʫʨʘ ʟʘ ʩʯʝʪ ʩʦʟʜʘʥʠʷ ʜʨʫʛʦʛʦ 

ʶʤʦʨʠʩʪʠʯʝʩʢʦʛʦ ʩʪʠʤʫʣʘ. ɺ ʤʫʣʴʪʠʤʦʜʘʣʴʥʦʤ/ʤʫʣʴʪʠʤʝʜʠʡʥʦʤ ʢʦʥʪʝʢʩʪʝ ʦʨʠʛʠʥʘʣʴʥʦʝ 

ʚʝʨʙʘʣʴʥʦʝ ʩʨʝʜʩʪʚʦ ʩʦʟʜʘʥʠʷ ʶʤʦʨʠʩʪʠʯʝʩʢʦʛʦ ʩʪʠʤʫʣʘ ʤʦʞʝʪ ʙʳʪʴ ʟʘʤʝʥʝʥʦ ʚʝʨʙʘʣʴʥʦ-

ʚʠʟʫʘʣʴʥʳʤ ʩʨʝʜʩʪʚʦʤ ʚ ʧʝʨʝʚʦʜʝ.  

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: ʚʝʨʙʘʣʴʥʳʡ ʢʘʣʘʤʙʫʨ, ʚʝʨʙʘʣʴʥʦ-ʚʠʟʫʘʣʴʥʳʡ ʢʘʣʘʤʙʫʨ, ʚʠʟʫʘʣʴʥʳʡ 

ʢʘʣʘʤʙʫʨ, ʢʦʛʥʠʪʠʚʥʳʡ ʧʝʨʝʚʦʜʯʝʩʢʠʡ ʘʥʘʣʠʟ, ʦʜʦʤʘʰʥʠʚʘʥʠʝ, ʦʪʯʫʞʜʝʥʠʝ. 

  

1. Introduction  

Growing awareness of the fact that making sense of the world involves different semiotic resources 

embodied in our sensory-motor capacities 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, 2001; Jewitt, 2009; Kress, 2010; 

Bezemer & Kress, 2015; Jewitt, Bezemer & OôHalloran, 2016) at the turn of the 20th and 21st 

centuries. This trend has been caught up by Ukrainian scholars (Vorobyova, 2017; Marina, 2017; 

Martynyuk & Meleshchenko, 2019; Morozova, 2017; Krysanova & Shevchenko, 2021).  

 Within the framework of multimodal social semiotics, multimodality  is seen as interaction of 

several socially and culturally shaped semiotic resources called modes in making meaning in 
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communication and a mode is explained as ña sign system interpretable because of a specific 

perception processò (Forceville, 2009, p. 22).  

 In its turn, multimodal social semiotics has contributed to the emergence of multimodal 

translation studies (Boria & Tomalin, 2020, pp. 12-14). 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 social-cultural interaction along with gesture, image, and sound, 

multimodal translation theorists look for the new terms to denote 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 (Kress, 2010), contrary to Saussureôs belief. 

It is so because in face-to-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, face expression, 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 activated encyclopaedic knowledge about the entities the words of the 

communicants are referring to.  

 Multimodal translation research is rather multifaceted. Some authors explore ñintersemioticò (in 

Jakobsonôs (1959) terms) / óintermodalô (in Kaindlôs (2013) interpretation) / trans- or crossmedial (in 

Toropôs (2019) framework) 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 & Ilchenko, 2019), film and pictorial image / music (Lukianova & Martynyuk, 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 audiovisual translation research focusing mostly on films 

(Mart²nez-Sierra, 2005; OôSullivan, & Cornu, 2019; Perez-Gonzales, 2014). Some of the 

audiovisual translation studies focus on verbal puns in animated films (see, for example, 

Aleksandrova, 2020). Yet, very few papers (KaŦmierczak, 2017; Luque, 2010) have investigated 

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 papers studying 

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 aiming to combine methodology of cognitive 

linguistics and multimodal translation studies to reveal translation procedures and translation 

strategies employed to render verbal, visual and verbal-visual puns found in the American animated 

tragicomedy sitcom ñBoJack Horsemanò into Ukrainian and Russian. 

 

2. Methodological design 

Our sample includes 30 puns (verbal, visual, and verbal-visual) extracted manually from the 

American animated tragicomedy sitcom ñBoJack Horsemanò (Bob-Waksberg, 2014-2016) and their 

translations into Ukrainian (Simpsonsua.tv., 2014-2016) and Russian (Nevafilm, 2014-2016; 

Newstudio, 2014-2016). ñBoJack Horsemanò is a metaphoric allusion to Hollywood (changed to 

Holliwoo after the D is stolen from the sign) representing an alternative world where humans live 

side by side with anthropomorphic animals. The show won a number of awards for its realistic take 

on addiction, depression, trauma, self-destructive behaviour, sexism, racism, sexuality, and other 

adjacent problems. Its main character is an anthropomorphic horse named BoJack Horseman, a 

washed-up 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. Describe the semiotic structure of a source-text 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 and multimodal 

semiotics. We proceed from the assumption that at the conceptual level, a pun like any other 

instance of humour presupposes simultaneous activation of incongruous conceptual structures 

(Koestler 1964; Suls, 1972; McGhee, 1979; Raskin, 1985; Attardo & Raskin, 1991) that results in 

producing a humorous stimulus.  

 Like Staley and Derks (1995), we differentiate between humorousness as a theoretical 

capacity of a perceptual stimulus to induce a humorous response and funniness as subjective 

appreciation of humour by individuals that is a ected by motivational, emotional and situational 

factors (Martynyuk, 2017).  

 In a verbal pun, the incongruent conceptual structures creating a humorous stimulus are 

activated by ñwords with similar or identical sounds but with different meaningsò (LD, n.d.) due to 

homophony, polysemy, homonymy, or paronymy. A good example is a parodic name of Brad Pitt 

coined in ñBoJack Horsemanò ï Bread Poot. Bread (a homonym of the name of ñfood made of 

flour, water, and yeast mixed together and bakedò (OL, n.d.)) associates with Brad on the basis of 

paronymy, while Poot, which literally means, ñan act of breaking windò (ibid.) and metonymically 

refers to a doer of such an action, in this purposely created linguistic context associates with Pitt. It 

is important to stress that 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 by pictorial images. For example, 

Hollywood actors Matthew Fox and Scott Wolf appear together on the stage at the ñAnimalôs 

Choice Awardsò ceremony (a parodic allusion to the ñPeopleôs Choice Awardsò) as 

anthropomorphic animals: Fox is featured as a wolf and Wolf ï as a fox. A humorous stimulus 

created by the incompatibility of the images and the literary meaning of the actorsô names is 

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 name Quentin Tarantulino is supported by a pictorial image of 

Quentin Tarantino as an anthropomorphic tarantula. The relatively rare and easily recognizable name 

Quentin builds the intended expectations and Tarantulino that comes next associates with both 

Tarantino and tarantula which is ña very large hairy spider found chiefly in tropical and subtropical 

America, some kinds of which are able to catch small lizards, frogs, and birdsò (OL, n.d.). 

 The pictorial image of Quentin Tarantino as an anthropomorphic tarantula, like any other image 

of an anthropomorphic animal including that of the main character BoJack Horseman, functions as a 

visual metaphor. Within the framework of cognitive linguistics, metaphor is defined as 

understanding and experiencing one conceptual structure (the target domain/concept) in terms of 

another conceptual structure (the source domain/concept) (Kºvecses, 2002, p. 6; Lakoff, 1993, 

p. 210). In a verbal metaphor, both domains are cued verbally (implicitly or explicitly). In a visual 

metaphor, metaphoric target and source are either ñpictorially representedò (Forceville, 1996, p. 163) 

or one is depicted and the other is ñunambiguously suggested by the pictorial contextò (ibid.). In 

Forcevilleôs terms, anthropomorphic animals of the sitcom are visual metaphors of a hybrid  type 

(2002, p. 217) where the target and the source have been physically integrated. One can recognize 

both but cannot ñdisentangleò them; they form a single gestalt. In visual metaphors functioning in 

ñBoJack Horsemanò the target and source are integrated in one gestalt image of an anthropomorphic 

animal.  

 2. Determine whether the translation can potentially cue the same conceptual structures as the 

original and, consequently, whether a source-text pun is reproduced or lost. To reach the goal we 

use analytical tools of cognitive translation analysis developed 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 material and to the purposes of the present analysis.  

 We based our classification on the verbal mode since images are beyond translatorsô reach; 

they remain unchanged in the source and target multimodal/multimedial texts. At the same time we 

take into consideration that in case of verbal-visual puns the translatorôs choice of a verbal 

expression is influenced by the image. 

 We have registered such translation procedures as retention, replacement, reduction and 

explanation. Retention is understood as rendering a pun-producing source-text linguistic expression 

with a target-text one that cues the same conceptual structures as the source-text one and reproduces 

the pun (example 1). Reduction is addressed as using a target-text expression that triggers only one 

of the two conceptual structures engaged in a pun (examples 2, 7, 8, 9, 12). Replacement is seen as 

substitution of the pun-producing source-text linguistic expression with a target text one that rests 

on a different conceptual structure (example 3, 10, 11). Replacement 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 verbal-visual simile). Retention and reduction 

can be combined with implicit explanation of a pun-producing source-text linguistic expression 

that does not recruit conceptual structures different from the source-text ones (examples 1, 2). 

 3. Decide which strategy is used. In doing it, we are guided by the following assumptions. 

Foreignization takes place if a translator chooses to retain a linguistic expression that is based on 

culturally specific conceptual structure, foreign to the target culture. Domestication presupposes 

adaptation via reduction, replacement, or/and explanation of a source-text linguistic expression. 

Domestication can be compulsory if a translator is constrained by cultural specificity or optional if 

a translator is not constrained by cultural specificity; complete if the adaptation results in 

substitution or loss of conceptual structure, or 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 material since 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 

BoJackôs former sitcom rival, Mr. Peanutbutter, featured as an energetic and cheerful yellow 

Labrador Retriever with some financial resources, and Mr. Peanutbutterôs financial adviser. Seeing 

that Mr. Peanutbutter has nearly brought his company to bankruptcy due to extensive expenditure, 

the financial adviser utters: This company is more in the red than Carrie on prom night (Bob-

Waksberg, 2014-2016). 
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Fig. 1. A verbal pun in multimodal context 
 

Mentioning Carrie on prom night alludes to the main character of Stephen Kingôs first published 

horror novel ñCarrieò (released in 1974). 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. Thus, in the given linguistic context the idiom to be in the red is meant to trigger not only 

its idiomatic conventional meaning (ñowe money to the bankò (CD, n.d.)) known to advanced 

English-speakers across cultures, but also its literal meaning ñto be covered with red paintò, triggered 

by the allusion. The allusive 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 meanings recruit incompatible 

conceptual structures from two different domains of human experience ï BANKING (RED 

COLOUR OF DEBT) and APPEARANCE (RED COLOUR OF DRESS/BODY), and this 

simultaneous activation creates a verbal pun based on polysemy of the linguistic expression ñto be in 

the redò that triggers its literal/allusive and figurative idiomatic meanings. 

The three dubbed versions of ñBoJack Horsemanò offer the following translation solutions: 

 

(1) ʈʘʭʫʥʢʠ ʢʦʤʧʘʥʽʾ ʯʝʨʚʦʥʽʰʽ ʥʽʞ ʂʝʨʨʽ ʥʘ ʚʠʧʫʩʢʥʦʤʫ. [Rakhunky kompanii chervonishi 

nizh Kerri na vypusknomu]. (Simpsonsua.tv., 2014-2016)  

(2) ʅʘ ʨʘʩʭʦʜʳ ʚʘʰʝʡ ʢʦʤʧʘʥʠʠ ʢʨʘʩʥʳʭ ʯʝʨʥʠʣ ʥʝ ʥʘʧʘʩʝʰʴʩʷ. [Na rashodyi vashey 

kompanii krasnyih chernil ne napaseshsya]. (Nevafilm, 2014-2016)  

(3) ʋ ʢʦʤʧʘʥʠʠ ʜʦʣʛʦʚ ʙʦʣʴʰʝ, ʯʝʤ ʫ ʚʘʩ ʰʝʨʩʪʠʥʦʢ ʥʘ ʛʨʫʜʠ. [U kompanii dolgov bolshe, 

chem u vas sherstinok na grudi]. (Newstudio, 2014-2016) 
 

The Ukrainian version that literally reads ñAccounts of the company are redder than Carrie at the 

promò retains both meanings ï the idiomatic and the literal/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 as foreignization 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 dubbed films 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 watching ñBoJack Horsemanò that is far more 
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sophisticated than a usual sitcom since it raises many hot-button sociopolitical and psychological 

issues and is deeply rooted into modern American culture.  

As to the translation of the idiom, we qualify it as partial optional domestication because the 

translator employs implicit explanation of the idiomatic meaning adding the word ʨʘʭʫʥʢʠ 

[accounts] that activates the BANKING domain. Given this prompt, Ukrainian recipients do not 

have any difficulty in getting the idea because marking overdraws in bank accounts in red colour is 

universal banking practice. Domestication is optional because the translator is not constrained by 

the cultural specificity of the original and partial because it does not involve a change that leads to 

activation of a different / culturally specific conceptual structure.  

ñNevafilmò manages to reconstruct the idiomatic meaning (ñNo matter how much red ink you 

have it is not enough for expenses of your companyò) but lose the allusion and with it ï the pun. 

Omitting the allusion should be qualified as a case of reduction that leads to complete compulsory 

domestication: the translator decides not to reproduce the allusion probably assessing it as culturally 

specific and anticipating that Russian recipients will not be able to infer it. As to the idiom, similar 

to the Ukrainian version, the original is partially domesticated via implicit explanation: the 

translator adds the word ʨʘʩʭʦʜʳ [expenses], which cues the BANKING domain. 

ñNewstudioò loses both the idiom and the allusion but compensates the loss by exploiting the 

affordances of the visual mode, specifically, the anthropomorphic image of Mr. Peanutbutter as a 

Labrador Retriever, to create a verbal-visual simile that compares the number of company debts to 

the number of hairs on the chest of the company owner. The translation literally reads, ñThe 

company has more debts than you have hairs on your chestò. A humorous stimulus is produced by 

activating incongruent conceptual structures: QUANTITY OF DEBTS (BANKING ACCOUNTS) 

and QUANTITY OF HAIRS (ANIMALôS HIDE). The source structure is cued both by the text and 

by the image and the image dubs/illustrates the information cued by the text. The case is qualified 

as replacement that results in compete compulsory domestication: the translator omits the original 

linguistic expression assessing it as culturally specific and employs compensation that activates 

conceptual structures different from 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 nonverbal behaviour) that remain unchanged in translation. However, 

speech plays its supportive role drawing attention to the image and facilitating its interpretation by 

putting the image into an ñilluminatingò context. Though the verbal mode does not take part in 

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 episode where BoJack Horseman, trying to cope with 

depression, escapes from ñHollywooò to the old family summerhouse, which is as badly in need of 

repair as its owner. His anthropomorphic dragonfly-neighbour expresses a wish to help him restore 

the family property. Standing on the porch of the summerhouse side by side with BoJack Horseman 

the neighbour remarks Hasnôt got much use in the last 25 years, except for the termites (Bob-

Waksberg, 2014-2016). Then he looks at the far side of the summerhouse and the camera follows 

his look showing two anthropomorphic termite-neighbours in the act of literally gnawing at the 

house. On hearing the dragonflyôs shout Get on out of here, Bobby and Susan! I saw you gnawinô! 

(ibid.) they get embarrassed or/and slightly frightened and run away holding hands. 
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Fig. 2. A visual pun in multimodal context 
 

The image of the anthropomorphic termite-neighbours gnawing at the summerhouse is a hybrid 

visual metaphor that produces a humorous stimulus and in this way creates a visual pun. The 

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 that has been left unattended. 

The examples below represent the three versions of translation: 
 

(4) ɸʣʝ ʟʘ ʦʩʪʘʥʥʽ 25 ʨʦʢʽʚ ʪʫʪ ʙʫʣʠ ʣʠʰʝ ʪʝʨʤʽʪʠé ɯʜʽʪʴ ʛʝʪʴ ʟʚʽʜʩʠ, ɹʦʙʙʽ ʪʘ ʉôʶʟʝʥ, ʷ 

ʙʘʯʫ, ʱʦ ʚʠ ʛʨʠʟʝʪʝ! [Ale za ostanni 25 rokiv tut buly lyshe termityé Idit het zvidsy, Bobbi 

ta Siuzen, ya bachu, shcho vy hryzete!]. (Simpsonsua.tv., 2014-2016)  

(5) ʇʦʩʣʝʜʥʠʝ 25 ʣʝʪ ʦʥ ʧʫʩʪʦʚʘʣ, ʪʫʪ ʪʝʨʤʠʪʳ ʨʘʟʚʝʣʠʩʴé ʇʦʰʣʠ ʚʦʥ ʦʪʩʶʜʘ, ɹʦʙʙʠ ʠ 

ʉʴʶʟʘʥ, ʷ ʚʘʩ ʚʠʜʝʣ! [Poslednie 25 let on pustoval, tut termityi razvelisé Poshli von 

otsyuda, Bobbi i Syuzan, ya vas videl!]. (Nevafilm, 2014-2016)  

(6) ʇʦʩʣʝʜʥʠʝ ʣʝʪ 25 ʵʪʠʤ ʜʦʤʦʤ ʧʦʣʴʟʫʶʪʩʷ ʪʦʣʴʢʦ ʪʝʨʤʠʪʳ. ʇʨʦʚʘʣʠʚʘʡʪʝ, ɹʦʙʙʠ ʠ 

ʉʴʶʟʝʥ, ʷ ʚʠʜʝʣ, ʢʘʢ ʚʳ ʛʨʳʟʝʪʝ! [Poslednie let 25 etim domom polzuyutsya tolko termityi. 

Provalivayte, Bobbi i Syuzen, ya videl, kak vyi gryizete!]. (Newstudio, 2014-2016) 

 

The original text does not bear any 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 verb ʙʫʣʠ [there have been] that allows both human and animal agents who 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 visual pun. ñNewstudioò employs the 

verb ʧʦʣʴʟʫʶʪʴʩʷ [use] that implies a human agent. ñNevafilmò engages the verb ʨʘʟʚʝʣʠʩʴ [have 

bʝʝn breeding] that is used in reference to the termites who live and breed in the house but leaves 

out the neighbours who come to loiter and go away.  

Verbal-visual puns cause even more translation problems than 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.  

The analysed verbal-visual puns reveal two types of text-image interface:  

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

supports the text;  

2) one of the incongruent conceptual structures engaged in a pun is cued verbally and the 

other is triggered visually, by the image.  
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In the first verbal-visual pun to be analysed the image supports the text. A waitress, featured 

as an anthropomorphic cow, brings the check with the words, ñHere's the check. And this cow likes 

getting tippedò (Bob-Waksberg, 2014-2016). 

At first sight the utterance And this cow likes getting tipped does not build any pun, as its 

meaning is quite transparent: the waitress is hinting that she would like to be given some money to 

be thanked for her service. However, ñto tipò has another meaning that is actualized in the 

expression ñcow-tippingò that refers to ña semi-sporting event involving the pushing over of bovine 

livestock. The origins of this sport are unknown and there are few set rules. The aim of the game is 

for a small team of ñtippersò (often numbering from 3-10) to successfully sneak up on a cow, 

without detection, and push over or ñtipò said cow until it is laying completely horizontal on the 

ground. The tippers then flee the fieldéò (UD, n.d.). Thus, the utterance constructs a pun built on 

the polysemy of the verb ñto tipò. One meaning that first comes to mind recruits conceptual 

structures of the RESTORANT SERVICE domain and the other, less evident, triggers conceptual 

structures of the SEMI-SPORTING EVENT domain. Both meanings are cued by the interaction of 

the text and the image of the anthropomorphic cow, with the image supporting the text.  

 

 
 

Fig. 3. A verbal-visual pun in multimodal context  

(both incongruous conceptual structures engaged in a pun are cued verbally) 

 

In addition to the visual metaphor of the anthropomorphic cow, the image is engaged in meaning 

making via representation of non-verbal behaviour of the cow-waitress, specifically, her facial 

expression, which, supported by a loose though demanding tone and fruity texture of her voice, 

expressed by the audial mode, yields somewhat sexual overtones.  

The analysed translations supply the following versions:  

 

(7) ʆʩʴ ʯʝʢ. ɯ ʮʷ ʢʦʨʽʚʢʘ ʣʶʙʠʪʴ ʯʘʡʦʚʽ. [Os chek. I tsia korivka liubyt chaiovi]. 

(Simpsonsua.tv., 2014-2016)  

(8) ɺʦʪ ʚʘʰ ʯʝʢ. ɸ ʝʱʝ ʷ ʦʙʦʞʘʶ ʯʘʝʚʳʝ. [Vot vash chek. A esche ya obojayu chaevyie]. 

(Nevafilm, 2014-2016)  

(9) ɺʘʰ ʯʝʢ. ʀ ʵʪʘ ʢʦʨʦʚʘ ʣʶʙʠʪ ʯʘʝʚʳʝ. [Vash chek. I eta korova lyubit chaevyie]. 

(Newstudio, 2014-2016)  

 

In all the three versions the utterance And this cow likes getting tipped is translated literally and 

none of the versions manages to retain the pun having reproduced only the surface meaning of 

ñrestaurant tippingò. Such a translation strategy qualifies as complete compulsory domestication 


