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Abstract

The year 2022 marks the 100" anniversary of Juri Lotman’s birth. On this occasion, I propose to return to one
of Lotman’s concepts, namely that of frame. The term was proposed in The structure of the artistic text
(1970/1977), in the traditional understanding of a limit that separates a text produced in any kind of medium
from extra-textual structures (other texts) or non-text (real-life contexts). This notion of frame comes close to
its understanding in literary studies, as well as the theory and philosophy of art and should not be confused
with a well-known concept of frame propagated in Al Studies (Minsky 1975; Petdfi 1976) and which refers to
a global cognitive pattern of storing common-sense knowledge about particular concepts and situations in
memory. Lotman returned to the discussion of the textual frame in Universe of the mind (1990), mainly in
application to the fine arts. He also elaborated there a more inclusive concept of boundary (proposed in Lotman
1984/2005) as a demarcation of the semiosphere and of its internal subsystems, which necessitates constant
translations between particular codes and languages. Lotman dubbed transgressions of textual borders
transcoding, which in contemporary parlance is a clear manifestation of transmediality. Therefore, | propose
to analyse the concept of frame in relation to Intermedial Studies (cf. Ellestrom, 2014). Such crossings of
boundaries between different media/modes/modalities are simultaneously creative and potentially confusing,
in that they display a semiotic collision of artistic codes and require a heightened processing effort on the part
of the addressee.

My vantage point is basically semiotic, with the focus of interest going less to verbal texts and more to
the issues of frame in the visual arts. Semiotic considerations on the problem of boundaries are complemented
with brief phenomenologically-oriented ponderings on aesthetic and cognitive import of framing devices
(Crowther, 2009) that emphasize their antithetical function as: a) devices with their own artistic value, even
complementing the text vs. b) “defences against the exterior” and hindrances to creative liberty.

First, | turn to two areas of interest of Lotman himself: 1) the extension of artistic media in Baroque art
and 2) collages, which | treat as transmediality through surface. Lotman perceived collages as a collision of
the fictitious with the real, referring to their doubly figurative nature (metonymical and metaphorical). Next,
| complement this discussion with examples taken from 20™-century painting and sculpture, e.g. Spatialism,
Minimalism, and Hyperrealism. Of particular interest is the situation in which the frame becomes a text
commenting on its content or plays a metatextual function. Another game worthy of attention is embedding of
frames.

The discussion closes with the case of transmedial effects between painting and theatre, illustrated by
Polish painter and stage-director Tadeusz Kantor’s theatrical experiments in Cracovian Cricot 2 Theatre:
a) Velazquez’s Infanta Margarita entering Kantor’s self-portraits and a photo-portrait frame in the performance

© Chrzanowska-Kluczewska Elzbieta, 2022
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Today is my birthday (1990); b) Kantor stepping out of the frame of his own self-portrait on the illusory
boundary between real life, painting and theatre.

The article posits to treat frame and multiple ways of transgressing it as an integrational phenomenon
that opens a path for further interdisciplinary studies across the borders of artistic semiotics, Intermedial
Studies, literary theorizing and the theory and philosophy of art.

Key words: textual frame, boundary, border, Yuri Lotman, transcoding, transmediality, semiotic
collision, collage.

1. Introduction — the concepts of frame and transmediality
The term frame has so far appeared in several scholarly paradigms and disciplines. In traditional
stylistics and rhetoric it was known under the name of horismus (Gr. ‘marking out by boundaries”)
but it was only in the 1970s that this concept started to be examined by scholars active in different
fields of research.

Goffman in his sociologically-oriented Frame Analysis (1974) proposed frames as culturally
determined visions of reality that allow people to make sense of objects and events (e.g. a secular vs.
a religious frame).! In turn, Fillmore’s Frame Semantics (propagated since 1975 up till now), which
relates the meaning of words to the encyclopaedic knowledge of the world, has defined frame as a
system of interrelated concepts necessary to construe a particular lexical entry. Yet, probably the most
influential conception of frame has had its source in Al Studies (Minsky, 1975; Petofi, 1976) where
it refers to a global cognitive pattern of storing common-sense knowledge about particular concepts
in memory, a data-structure that allows us to adjust ourselves to clichéd situations. This idea of
framing has been present ever since also in theoretical considerations of cognitive linguistics, notably
as Contextual Frame Theory, a model of building mental representations of shifting literary contexts
by the reader, developed by Emmott (1997) and elaborated by Stockwell (2002/2020) within
cognitive poetics.

However, neither of the above-mentioned approaches is my focus of interest in this article.
Since the year 2022 marks the 100" anniversary of Juri Lotman’s birth, | propose to return on this
occasion to his own idea of frame, still under-researched in artistic semiotics. The term appeared in
Lotman’s early study The structure of the artistic text (1970/1977: 209), in the traditional
understanding of a limit or border that separates an artistic text (produced in any kind of medium)
from extra-textual structures, namely other texts or non-text (real-life contexts). This notion of frame
comes close to its definition in literary studies as well as in the theory and philosophy of art. In the
context of verbal and musical texts, the frame boils down to something apparently banal, that is, the
beginning and the end of such a construct (Lotman, 1977, p. 212). In his last work, Culture and
explosion (1992/2004, Ch. 18), Lotman claims that the end endows both texts and human lives with
ultimate sense.

Lotmanian conception of framing has been approached in recent semiotic research mostly under
the more general label of boundary, discussed by Lotman in his seminal paper “On the semiosphere”
(1984/2005, p. 208): “One of the fundamental concepts of semiotic delimitation lies in the notion of
boundary”. Basically, it refers to the separation of the semiosphere from extra-semiotic reality
(Lotman, 2004, p. 115), as well as to any kind of borderline between various semiotic subsystems,
languages and codes within the semiosphere itself. As such, the notion of boundary, developed further
by Lotman in a separate chapter of Universe of the mind (1990), becomes related to a capacious
understanding of translation, which in Lotman’s paradigm refers to a constant need of reinterpreting
semiotic subsystems and codes within the all-encompassing semiosphere: “The border is a bilingual
mechanism, translating external communications into the internal language of the semiosphere and
vice versa” (Lotman, 2005, p. 208; cf. also Monticelli, 2012).2 Kro6 (2022) provides a comprehensive
overview of how the phenomenon of transgression of textual borders analysed by Lotman has been
subsequently developed in literary criticism and literary semiotics.

My purpose in this article, however, is to relate the notion of frame to Intermedial Studies, and
in particular to what Ellestrom (2014) referred to as media transformation. Transmediality, which is
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a key concept in the subsequent parts of this article, is defined by Ellestrom as a sub-category of the
more inclusive conception of intermediality: “Whereas I use the term intermedial to broadly refer to
all types of relations among different types of media, the term transmedial should be understood to
refer to intermedial relations that are characterized by actual or potential transfers” (Ellestrom, 2014,
p. 3, emphasis original). In what follows, | posit that in the majority of cases the crossing of a textual
frame produces transmedial effects, especially within the visual arts and the theatre, which will be my
focus of attention.

2. Discussion
2.1. Lotman on framing and transcoding

The frame of a picture, the footlights of the stage, the borders of a film screen — all constitute
the borders of an artistic world, self-sufficient in its universality.

[...] the beginning and end of a literary or musical work, the surfaces which mark the borders
between a sculpture or an architectural edifice and the space artistically excluded from it —all
these are various forms of a law that applies to all art: a work of art is a finite model of an
infinite universe” (Lotman, 1977, p. 210).

Although the frame in a picture is “usually located on the other side of the line demarcating the
canvas, and we do not see it when we look at the picture”, sometimes “a picture frame may be an
independent work of art” (Lotman, 1977, p. 209). Lotman returns to the discussion of the textual
frame in Universe of the mind (1990), mainly in application to the fine arts, architecture and theatre.

Lotman’s examples of transgression of textual borders bear straightforwardly on the
phenomenon which he dubbed transcoding and which is nothing else but transmediality, namely any
kind of the transformative crossing of the boundaries between media, modes and modalities. Due to
terminological differences among researchers from various schools (cf. Sobita, 2018, Ch. 2), for the
purposes of our discussion I assume the following understanding of these terms (after Chrzanowska-
Kluczewska, 2019):

* Medium can refer to: 1) channel of transmission (verbal, non-verbal; radio, TV, Internet,
etc.); 2) distinct art form (painting, sculpture, installation, architecture, theatre, film, etc.);
3) technique of execution (watercolour, oil, woodprint, neon light, etc.); 4) technical support/carrier
(paper, stone, gypsum, light, screen, etc.).

* Mode stands for a semiotic code/system, a specific language: image (two- or three-
dimensional), moving image, sound, dance, architectonic structure, interior/urban/ garden design,
gesture, etc.

» Modality is a platform of delivery understood as a sensory perception (visual, auditory,
tactile, olfactory, gustatory, kinaesthetic, etc.).

It can be claimed that such crossings of boundaries between different modes/media/modalities
are simultaneously creative and potentially confusing or even straightforwardly manipulative, in
that they display a semiotic collision of artistic codes and require a heightened processing effort on
the part of the addressees, who may not be fully aware of the aesthetic game in which they are
involved.

In what follows, my focus of interest will be directed to the issues of frame in the visual arts
rather than to transgressions of boundaries within verbal and composite media. Lotman (1977)
discussed in detail examples of literary open-ended texts with non-endings or genres such as
chronicles that can be extended when need arises; we could add memoirs, serial stories or filmic
series to this list. Also, traversing boundaries between subworlds within fiction worlds created in
different genres and media can be adduced, well-exemplified by Scolari’s (2009) study of
a transmedia storytelling (TS) called 24 that combined imaginary worlds drawn from a TV series,
graphic novels, games and paperback novels.
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2.2. Phenomenology in support of semiotic considerations
on the nature of framing devices
The semiotic considerations on the problem of boundaries can be complemented with
phenomenologically-oriented ponderings on aesthetic and cognitive import of framing devices
discussed by philosopher of art Crowther (2009) in the study with a much-saying title Phenomenology
of the visual arts (even the frame), with some reference to the earlier conceptions of Simmel (1994)
and Derrida (1987). The ideas of the aforementioned philosophers emphasize the antithetical
functions of frames, which can be perceived as:

1) devices with their own artistic value, even complementing the text; unifying and integrating
mechanisms;

2) “defences against the exterior”; hindrances to creative liberty, favouring closed rather than
open textual formats.

This ambiguous functionality of frames, alternating between their potentially either positive or
negative influence on the content enclosed, was also raised by Kress and van Leeuwen (1996/2006,
pp. 203-204) in the description of inner framing within a visual work of art (based on connecting
and/or disconnecting elements of the visual composition). | hope the examples to be discussed below
will corroborate the dual nature of framing.

2.3. Crossing the frames in Baroque art

Lotman (1990, p. 57) claimed, quite justifiably, that Baroque art is strongly rhetorical, marked by a
collision of semiotic codes, hence — in our present parlance — heavily transmedial. Not without reason
did Deleuze in his treatise The fold (1988/2006) point to an extension of artistic modes in the Baroque
period, aimed at the formation of the bel composto, the total art, the unity of all the representational
arts and architecture (cf. Moreira Soares & Goncalves, 2022, for a more detailed elaboration of this
topic). We can perceive both a semiotic collision and a semiotic extension as clear instruments of
transmediality:

In wall paintings of the Baroque churches [ ...] the motif of little angels in a frame is frequently
encountered. The frame is painted to look like a window, and the angel sits on the window-sill,
as it were dangling one leg over the edge of the frame. This leg which does not fit into the
composition of the picture is sculptural. It is added on to the painting as a continuation of it. So
the text is a combination of painting and sculpture. [ ...] The whole text is constructed as a game
between real and unreal space and as a collision of art-languages, of which one has the natural
quality of the actual object while the other is an artificial imitation of it (Lotman, 1990, p. 57).

An excellent illustration of such transmedial effects can be found in the interior of St. Anne’s
academic collegiate church of the Jagiellonian University in Krakow, the most beautiful Baroque
church in the city, whose interior decoration was executed in stucco by Balthazar Fontana in the years
1695-1703. The sculptures of the putti holding Latin inscriptions on tablets and the sculpted clouds
on which the painted saintly female figures are seated all extend beyond the surfaces allotted to them.
This kind of spatial crossing produces a dynamic effect in the architectural interior. In the side chapel
of the right aisle, which houses the sarcophagus of St. John of Kety, the putto above the painting of
the Holy Family has left its ledge under the ceiling and is shown as if hovering in the air. The
sculptural, the painted, and the architectonic spaces of the chapel overlap, forming the Baroque bel
composto, a ‘beautiful artistic whole’. In the nave aisle, the painting-sculpture (dual medium) that
represents St. Topaz reaches beyond the space assigned to it on the pilaster, as if illustrating Lotman’s
(1977, pp. 211-212) mention of “[a] baroque statue which does not fit on a pedestal” and classified
as “a form of conflict” within an artistic text. Walking further down the right aisle, we come across a
side altar devoted to St. Joseph, whose image is shown in an oval frame, the shape frequently used in
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Baroque art. Folds of the sculpted angel’s robe overhang the image and a small modern representation
of the Merciful Jesus, also enclosed in an oval frame, overlaps the frame of the main painting.

Probably one of the most exquisite examples of how different artistic media can intertwine and
blur their boundaries is the Altieri Chapel with the altar-tomb of Blessed Ludovica Albertoni in the
church San Francesco a Ripa in Trastevere in Rome, a creation of Gian Lorenzo Bernini (1671-1674).
As Moreira Soares and Gongalves (2022, cf. also Fig. 4 and 5 in their article) rightly observe, we are
involved in an unusual framing game with space — we face a chapel housing another chapel in the
background, where the marble sculpture of Ludovica, shown in agony, in the pain of dying but also
in a rapture of the mystical communion with God, is framed within an archway cut into the wall. This
looks like an illustration of Deleuze’s reflections on the Baroque framing as an all-inclusive artistic
programme:

[...] the painting exceeds its frame and is realized in polychrome marble sculpture; and
sculpture goes beyond itself by being architecture; and in turn, architecture discovers a frame
in the facade, but the frame itself becomes detached from the inside and establishes relations
with the surroundings so as to realize architecture in city planning. From one end of the chain
to the other, the painter has become all urban designer (Deleuze, 2006, p. 141, quoted also in
Moreira Soares & Gongalves, 2022, p. 6-7).

This sublime instance of the bel composto, “a chapel within a chapel within a church”, presents
a multiple embedding of sculptural and architectonic frames that resembles a theatrical stage: “The
dividing line between media and materials disappears and a grand total effect emerges” [...] “to make
churches like theatres, where a concert of the arts performed a prelude to future heavenly bliss”
(Marien & Fleming, 2005, pp. 373, 386, quoted also in Moreira Soares & Goncalves, 2022, p. 8).
This theatrical effect, according to Moreira Soares and Gongalves—who expand the ideas of Sergei
Eisenstein on the cinematic qualities of architecture as well as Careri’s (1995) claims about the
presence of cinematographic montage effects in Baroque interiors—can be extended to become
“a living-montage”, in which the body of the spectator, and particularly their brain, plays a prominent
role in the reception of the play of artistically-loaded spaces.

The effects described by the aforementioned authors are all an outcome of several transmedial
operations and seem to support the following observation made by Lotman (1990, p. 32): “Just
because the interior of a church is a code and not merely a text, we perceive it not only aesthetically
(only a text, not the rules for its construction, can be perceived aesthetically), but also in a religious,
philosophical, theological, or other non-artistic way”.

Churches were not the exclusive places for tricks with borderlines. In the palace of King John
I11 Sobieski at Wilanow in Warsaw, built in the years 1681-1729, the interior decoration offers its
visitors several visual tricks. In one of the halls, the painted bust of a mysterious black animal
(monkey?) overlooking the cornice below the ceiling becomes an intrusion of the imaginary world
into the space of our reality, marking a collision of worlds, a common phenomenon in transcoding.
Interestingly, the creature seems to draw our attention by gesturing towards the frieze painted below
in which figural scenes appear. They all boast frames that bear Latin inscriptions which complement
and explain the content of the paintings and thus perform the first, positive cognitive function assigned
to framing devices by Crowther (cf. 2.2).

Transmedial games are not uncommon in Baroque paintings, to mention only a well-known “Self-
portrait” by one of the leading Spanish artists of the time, Bartolomé Esteban Murillo (1670, The
National Gallery in London). In a visual play with the viewer, it is not an image but a real person who
extends his hand beyond the space of the image and holds the oval frame on the outside. Apart from
being transmedial (a pictorial representation seemingly turns into a real world person, whose body is
a medium in itself), the picture is also multimodal— the inscription painted on a piece of paper below
the frame informs the viewer that the portrait was made at the request of the artist’s children (Langmuir,
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1997, p. 221-222). Such tricks with personages stepping out of picture frames have remained present in
European art until our times —in 20"-century Polish art, Tadeusz Kantor will play with his own images
in a similar way (cf. 2.6).

2.4. Transmediality through surface
Contrary to a verbal text limited by its linearity, the painting—apart from the edges that mark the
frame—offers several ways of escape through its physical surface. In the heyday of Cubism, Georges
Braques and Pablo Picasso started a new technique called collage (Fr. papier collé), in which pieces
of paper, fabric, wallpaper, sand, newspaper clippings, etc. were glued onto the surface of the painting.
We can thus claim that collages bear a distant similarity to those half-painted and half-sculptured
figures in Baroque art, instantiating a transgression of one medium (painted image) into several other
physical media.

Lotman (1990, p. 41) perceives in collages several collisions: “Painted and glued-on objects
belong to different and incompatible domains by virtue of features of reality/illusion, two-
dimensionality/three-dimensionality, semiotic value/absence of semiotic value, and so on”. In
addition, he emphasizes a tropological potential of a collage, thus relating transcoding
(transmediality) to figuration. The painted details of an image adjoin natural objects pasted onto the
canvas — these scraps of reality become simultaneously metonymies in syntagmatic relations with the
painted parts and metaphors standing paradigmatically in place of the painted detail.

By way of illustration, let us mention briefly three instances of collages. In 1913, Pablo Picasso
created an artwork titled “Bottle of Vieux Marc, glass, guitar, and newspaper” (Tate Modern,
London). According to The handbook to Tate Modern, the painting—typical of late analytic
Cubism—presents heavily fragmented objects, of which only a glued on newspaper piece (Le Figaro)
is easily recognizable (Morris, 2008, p. 92, commentary Matthew Gale). A year later, Picasso
produced another collage “Bowl of fruit, bottle and violin” (The National Gallery in London), an
instance of synthetic Cubism, in which the dispersal of objects into fragments has been supplanted by
an attempt at synthesis. The violin as the most salient object of this still life is reconstructed in its
central part (Langmuir, 1997, p. 308-309). A piece of newspaper and grains of sand pasted onto the
surface of the painting show its escape from an imaginary pictorial world into the reality of physical
objects.

Yet, the most striking in its effect is a much later collage of 1954, titled “Sacking and red”, the
work of Italian artist Alberto Burri (Tate Modern, London). Burri used discarded sacks for food
imported under the Marshall Plan to add weight and texture to his works. This transmedial collage
employs a piece of badly torn sacking glued onto an intensely red background covered with acrylic
paint. Burri’s ruptured surfaces were taken either as an allusion to the horrors of the nuclear era or a
reminiscence of his World War Il experience as an army doctor. This possible association with the
wounded body (sacking—skin) provoked some controversies among critics (Morris, 2008, p. 82,
commentary Matthew Gale). It is worth stressing that similarly to sculptures, the entire surface of the
body of a living organism, including human beings, counts as its frame/boundary.

Soon, other artistic experiments followed, playing with the idea of an escape from the content
of the painted images through their very surface. In 1960, another Italian painter, Lucio Fontana,
produced the work titled “Spatial concept waiting” (Tate Modern, London). Fontana was
a representative of Spatialism, an artist in search of the representation of the three-dimensional space
extending towards the fourth dimension. In the 1950s and 1960s, he experimented with the canvas’s
surface through making holes or slashes in them. Such punctures marked for him “a passage into the
infinite void” (Morris, 2008, p. 117, commentary Evi Baniatopolou). Apparently, the slash in this
painting is “a prelude of the futurity, an opening that leads to the outer space”. The critic says that the
title suggests a “positive expectancy of leaving our reality and travelling towards another universe”.
From the transmedial perspective, instead of overstepping the frame, the picture offers an escape to
a new dimension through its surface.
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The 1960s saw the rise of an important current in art, called Minimalism. In 1962, Sol LeWitt,
one of best known American artists within this trend, creates the work “Wall structure, white”
(Wadsworth Atheneum, The LeWitt Collection, Hartford, Connecticut). LeWitt comments here on
the relationship between the two-dimensional painted surface and a three-dimensional space. His
work is a combination of painting and sculpture—a wooden block, painted white, protrudes from the
equally white surface of the canvas into the viewer’s space (Batchelor, 1997, p. 37). We are faced
here with an extension of one medium into another through the painting’s surface, which bears
a certain resemblance to Baroque half-painted-half-sculpted angels described by Lotman.

Somewhat similar in nature was an experiment of Robert Gober, “Untitled” (1989-1992; Tate
Modern, London). An instance of Hyperrealism, this work shows a male leg, wearing a sock and
a shoe, shown as if severed below the knee, extending from the gallery wall close to the floor (Morris,
2008, p. 124, commentary Rachel Taylor). The intrusion of the leg through the wall into the viewer’s
space, comic but uncanny or even repulsive, plays on the transmedial effects between the painted
surface of the wall and a clothed human body as a medium, which the sculpture tries to imitate through
the use of such materials as wood, wax, leather, cotton and even the human hair visible between the
cuff of the trouser leg and the sock.

2.5. The frame as text
Now, let us consider Dan Flavin’s work of 1968 that bears a mysterious title “Untitled (to the
innovator of wheeling peachblow)”, exhibited in The Museum of Modern Art in New York
(Batchelor, 1997, p. 9). An instance of Minimal Art and a eulogy on a new medium (neon light), this
work consists of the fluorescent frame alone, fitted to the wall, absolutely devoid of content. Lotman
(1977, p. 210) aptly remarks: “We need only turn our attention to the frame as an independent text
for the picture to be transformed into the boundary of the frame, and in this sense it does not differ
from the wall”. And this is exactly what happens here — the picture does not exist in itself so the wall
becomes simultaneously the background and the semantically empty content for the frame, which is
placed entirely in focus. In my opinion, the frame becomes a metatext that seems to announce “I alone
am important”. According to our phenomenological valuation, the cognitive import of such framing
is obviously of what has been dubbed above as a “device with its own value”, in fact not
complementing any text, but speaking for itself alone.

Talking about frames that do enclose the content which they complement and strengthen,
| would like to bring to the readers’ attention a large-scale composition “The torches of Nero” by
Henryk Siemiradzki (1876), on show in the Cloth Hall department of the National Museum in
Krakow. This famous work, painted in Rome, known also as “The candlesticks of Christianity”,
presents the scene of martyrdom of Christians ordered in 64 AD by Emperor Nero. Surrounded by
his court, he observes the terrible ‘ceremony’ of Christians being burnt at stakes ironically decorated
with flowers. The deep symbolic meaning of this scene finds a commentary in the Latin inscription
running along the upper and lower part of the richly gilded frame: ET LUX IN TENEBRIS LUCET/ET
TENEBRAE EAM NON COMPREHENDERUT (John 1, 5), “The Light shines in the darkness and the darkness
did not comprehend it”. Owing to this inscription, the painting communicates a powerful message of
hope addressed to all victims of tyrants and oppressors. It is an instance of the frame that not only
possesses its own considerable artistic value but also inalienably complements the signification of the
work contained within its scope.

The same room in the Cracovian Cloth Hall that houses “The torches of Nero” features among
its other exhibits an interesting painting executed by Paul Merwart, a French painter of Polish descent,
which brought him a medal at the EXPO in Paris in 1878. The frame, richly decorated with vegetal
motifs associated with Egypt, bears the French title “Le jeune Moise” and refers to a little known
incident of the young Moses killing an Egyptian who assaulted a Jewish couple. The verbal insert (in
French) within the frame, inscribed on a decorative plaque, complements and explains the content of
the image. This commentary to the painting tells us the following brief story:
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And the Hebrew man Dathan told Moses: “Master, this Egyptian came to me this night and,
trying to suffocate me, he violated my wife Salomite”. The young Moses, indignant, killed the
Egyptian and they hid the corpse in the sand (A Talmudic legend from Midrasch-Rabba about
Exodus, Ch. 1).

All the frames provided with explanatory inscriptions can be classified as multimodal—the verbal
inserts they bear work in tandem with the pictorial representation they are meant to complete or
explain (cf. also Chrzanowska-Kluczewska, 2017).

2.6. Embedding of frames
Another play with framing in Western art is the so-called frame(s)-within-a frame pattern that was
already known in Baroque painting, like in the composition “Cabinet of art and rarities” by
an Antwerp painter Frans Il. Francken (1620-1625, Kunsthistorisches Museum, Vienna). It shows
the interior of a gallery of paintings, with several framed images on the wall. Artefacts are
juxtaposed with natural objects exhibited on the table in the foreground, according to the fashion
of the epoch.

The embedding of frames reappears in modern art, to mention only the composition “Clock”
by a well-known American artist Joseph Kosuth (1965, Tate Modern, London). A prime instance of
Conceptual Art, it encloses within one frame a readymade object (a real wall-clock), its life-sized
photograph (a documentary element, inside a smaller frame) and three enlarged texts — dictionary
definitions of words/concepts related to the passage of time (Morris, 2008, p. 89, commentary Ann
Coxon). It is a frame-inside-a frame composition, with verbal language being programmatically given
a prominent role, as was the case in the entire Conceptual Art.

Another composition worthy of attention that shows the embedment of a framed picture within
another picture is “Wonderland”(2022) by Ukrainian artist Lesia Khomenko, displayed during
a temporary exhibition of Ukrainian art in Krakow. A larger composition depicts a mountainous
landscape, with thick forests covering the slopes, not yet spoiled by civilization. The picture
embedded in it treats the previous landscape as a kind of background, referring to the transformation
of wild nature into a holiday resort (?), comfortable but boring, due to the monotony of the row of
identical buildings.

The “frame-within-a frame” pattern in painting can be categorized as transmedial in the sense
of inviting the viewer to cross the inner borders of different represented worlds, be they either fictional
or mimetic representations of the actual world around us.

2.7. “Travelling motifs” and transmediality
On show in the Kunsthistorisches Museum in Vienna there remains one of the most recognizable
portraits in European tradition—"“Infanta Margarita Teresa” painted by Diego Velazquez in 1656,
when Infanta was still a very young girl. It is one of the most famous representations of Margarita by
Velazgquez, who was a court painter to Philip IV of Spain and used to portray all his family members.
The image has become a symbol of a royal child, beautifully dressed but imprisoned in her robes and
in the court etiquette. It stands as a double metaphor of'the girl’s beauty but also a reification of a royal
child as a precious object. Since that time, Infanta—immortalized by Velazquez—has passed into
popular art in Spain and in Europe at large.

The second famed representation of the same girl goes under the Spanish title “Las Meninas”
(1656, Prado Museum, Madrid). This rendering of Infanta Margarita, among her court-ladies and
accompanied by the painter himself appearing in a self-portrait not far from her, is very similar to the
Vienna portrait, but for the direction of Infanta’s head, now turned to the left. This image, likewise,
will soon become a ‘travelling motif” in European art.

Interestingly, Infanta will find her way into the creation of Tadeusz Kantor (1915-1990),
a Polish painter, theoretician of art, director and stage designer in the Cricot 2 Theatre, an
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experimental, avant-garde theatre he created (1955-1990). Every performance of his plays was
a happening, with Kantor present on the stage as an actor and director. Infanta Margarita started to
meander through Kantor’s art since 1966, rendered in different poses and in different painterly
techniques. The composition “One night Velazquez’s Infanta came into my room for the second time,
now clearly irritated” (1990, acrylic on canvas, private collection) is the artist’s second self-portrait
with Infanta, who in her transmedial voyage has become liberated from her courtly apparel. She stands
before us barefooted and dishevelled but her gesture is royal—by pointing to a blank canvas on the
easel she is demanding her portrait from the painter, seated naked (except for the immortal black hat
he used to wear) on a stool (Gotlubiew, 1999, p. 16; Gotubiew, 2000, p. 49). The scene takes place
inside Kantor’s “Poor Little Room of Imagination”, so Infanta’s transmedial journey has been from
Velazquez’s realistic portraiture to Kantor’s transcoded visions of it both in his mind and in a painted
representation.

But painting is not the only medium claimed by Infanta in Kantor’s oeuvre. Under the label
“Infanta strikes poses”, she reappears as a grown-up woman, dressed in an elegant black evening robe
which she spreads before us fan-like. Now, she begins playing her role as an actress in the last play
by Kantor Today is my birthday but soon enters the frame of a large portrait, resembling a family
photo (Gotubiew, 1999, p. 18; Golubiew, 2000, p. 48). Thus, the recoded Infanta becomes framed
twice, first as an actress in the play (a living person as a theatrical medium) and then as
a photo/painting enclosed within the frame and placed on the stage as a prop.

The last self-portrait of Kantor, titled “Some figure has fallen out of the picture and turned out
to be only a fiction” (1990, acrylic on canvas, private collection) shows him, in a scanty T-shirt and
trousers, barefooted, sitting in a careless pose on the chair placed within the frame. One of his feet is
protruding in front of the frame. Indeed, it is not a painted character but a theatrical personage from
his last performance Today is my birthday (Gotubiew, 1999, p. 23; Gotubiew, 2000, p. 55). Like in
the case of Murillo (cf. 2.2), it is a transfiguration of a portrait of the actor into Kantor himself.
A naked male is lying at his feet, like somebody just fallen down from on high. The transmedial
blurring of fiction and reality is obvious: Kantor is a living person who alludes to a theatrical stage.
The borderline between the theatre, painting and real life (plus the Room of Imagination, which the
artist invoked on several occasions) becomes the transmedial space of the game, das Spielraum, as if
in corroboration of Lotman’s (1990, p. 60) statement that “life and painting in many cases relate to
each other through theatre which serves as a mediating code, a translation-code”.

All the instances of transmediality discussed in Section 2 point to the fact that the role of framing
is, practically speaking, fundamental to this phenomenon. Shukman (1977, pp. 170-175) reminds us
about different angles from which a textual frame can be conceived. In this connection, she juxtaposes
a comparatively stable Lotmanian conception of frame to a more dynamic view adopted by Uspensky
in his study A Poetics of Composition (1970/1973). Namely, Uspensky claims that no definition of
the structure of a text can be carried without a recourse to the notion of “points of view from which
a narrative is presented (or a picture constructed [...])” (Uspensky, 1973, p. 5). Importantly, an
examination of a multifaceted interaction of several points of view that usually structure an artistic
text should be combined with analysing the role played by the frame, foreground and background
(cf. Shukman, 1977, p. 174). Uspensky’s claims have proved fruitful in semiotic studies of visual
texts (icons in particular) and reverberate in Lotman’s (1990, pp. 55-56) analysis of the “non-natural”
point of view employed in representations of mirrors in the pictorial arts as well as in the description
of shifts in the foregrounding of figures in Piero Della Francesca’s “Flagellation of Christ” (Lotman,
1990/2007, p. 211). In my opinion, they still lay out one of possible directions of research in
transmedial studies.
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3. Conclusions
The concept of frame as devised by Lotman presents itself as an important integrational category in
all kinds of semiotic research. In application to artistic visual texts, the problem of crossing the frame
(whether direct or from the surface of a pictorial artwork) is closely tied to Lotmanian notion of
transcoding, akin to transmediality in contemporary research.

Transmediality, realized as a crossing of the boundaries of an artwork, may result in:

a) a collision of worlds, in which imaginary worlds are juxtaposed with reality;

b) a collision or blend of artistic modes, media and modalities, like for instance the
painting—photograph—theatre prop chain of framing the same motif.

The phenomenological ponderings on the cognitive function of framing prove valuable in that
the material gathered corroborates their claims. Indeed, in the majority of cases explored in this article
the frame functions as a unifying and integrating mechanism and/or a “defence against the extra-text”.
Sometimes, the frame will complement the pictorial text with a proper inscription, in which case it
will boast its own artistic value. In extreme cases (Dan Flavin’s Untitled), the frame becomes the only
element of the representation, acquiring a metatextual import. Should a regular framing pose
hindrance to creative liberty, authors may seek an escape from the rigidity of the frame itself by
manipulating the surface of the pictorial representation (like in collages). The stratagem of embedding
frames one inside another offers another possibility of a transmedial game.

I cannot find a better closure to our brief considerations on Lotman’s idea of frame and framing
than this short quotation from Kro0 that may be easily projected from literary semiotics onto semiotics
of the visual arts, architecture, theatre, cinema, and other artistic media:

The possibility of the dynamic rearrangement of borders in the various forms of textual
interaction and transfiguration — intertextuality, text-metatext, text within the text, text-
internalization and so on — offer an unrestricted openness for creativity, all the more so that
culture generates an unlimited range of communicating text types (Kroo, 2022, p. 359).

The crossing of the textual frame, an important instrument of transmedial experimentation, is
a creative, gamesome and potentially manipulative strategy within the semiosphere. Such collisions
of semiotic codes, in Lotman’s view endowed with a considerable rhetorical potential, likewise
elaborative transfers of properties among media, modes and modalities remain well worth a more in-
depth treatment across the borders of semiotics, Text and Discourse Studies, Intermedial Studies, the
theory and philosophy of art, and literary theorizing including neuroaesthetic studies.®

Notes

1 In her Afterword to the English translation of Culture and explosion, Marina Grishakova (2004,
p. 182) reminisces that Lotman was acquainted with Goffman’s Frame Analysis and recommended
this book to her. In Universe of the mind Lotman (1990, p. 131) examines a social aspect of the
boundary in the process of individuation, which shares some characteristics with Goffman’s social
anthropology.

2 In his foundational study in biosemiotics, Giorgio Prodi (1977/2021, p. 76) defines translation as
a process in which “two corresponding, complex, complementary structures (for example, DNA
and protein) are yoked together”. Such mutual complementariness of biochemical, material signs
“extends the frontiers of contact and knowledge” (p. 79). A certain analogy between this
understanding of translation and what we find in Lotman’s semiospheric paradigm is not difficult
to notice.

3 Paul B. Armstrong’s (2021) ponderings on the creative rule-breaking, transgressional capacities of
the human brain and language seem to square well with the semiotic idea of frame-breaking.
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MEPETUH MEK TEKCTOBOI'O ®PEMMY
I TPAHCMEAIAJIBHI EOEKTH
Eabxoera XmanoBcbka-KioueBcbka

JIOKTOp (hiTOTOTIYHNX HAYK, TOBHUAHM TOYECHUH Tipodecop,
[HCTHTYT aHTMIHCHKUX CTY/iN SITEIUIOHCHKOTO YHIBEPCUTETY
(Anes Minkesuua, 9A, 31-120, Kpaxkos, ITonbiia);
e-mail: elzbieta.chrzanowska-kluczewska@uj.edu.pl;
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AHoTauis

VY 2022 poui BumoBHIoeThcs 100 poki Bin aus HapomkerHs FOpis Jlotmana. 3 1iel Haroau st MPOMOHYIO
MoBepHYTHCS 10 ofHiei 3 koHmenTri Jlormana, a came mo ¢peiimy. Tepmin OyB 3amporOHOBaHUI
y “CtpykTypi Xynoxaboro tekcty” (1970/1977) y TpaguuiiHOMy pO3yMiHHI MeXi, SIKa BIIOKPEMITIOE TEKCT,
CTBOpPEHHI OyAb-IKHM HOCI€M, B TO3aTEKCTOBUX CTPYKTYyp (IHIIUX TEKCTiB) abo HeTeKkcTy (pearbHuX
JKUTTEBUX KOHTEKCTiB). lle moHATTS ¢pelimy HaOMMKaeThCs 10 HOro pO3YMiHHS B JITEPaTypO3HABCTBI,
a TakoX y Teopii Ta ¢imocodii MUCTENTBA, 1 HOr0 HE CIiJ ITyTaTH 3 JOOpEe BiIOMOIO KOHIIEMITIE (Qpeimy,
nomuperoro B gocuipkeHasx (Minsky 1975, Petofi 1976), sika mocumaeTbest Ha r100adbHUN KOTHITHBHUIMA
natepH 30epeXeHHs 30POBOT0 TIy3/y B IaM’sTi PO MEBHI MOHATTA Ta cuTyamii. JIoTMaH moBepHYBCs 10
00TOBOpeHHS TeKCToBOro ¢perimy y “BceecBiri posymy” (1990), TOIOBHUM YHHOM BIJHOCHO MO
00pa30TBOPYOro MUCTEITBA. TaM BiH TaKOXK pO3pOOUB OLIBII iIHKITFO3WBHY KOHIIEIIIF0 MEXi (3aITpOrOHOBaHY
B Lotman 1984/2005) six nemapkaunito cemiocepu Ta ii BHYTpIilIHIX HiACHCTEM, LIO BHUMAara€ IMOCTIHHHX
NepeKyiagiB MK OKpeMUMH KogamMH Ta MoBaMmu. JIoTMaH Ha3BaB TpPAHCTPECII0 TEKCTOBHX KOPAOHIB
TPaHCKOIYBaHHSM, IO B CY4aCHOMY PO3yMiHHI € SICKpaBUM MPOSIBOM TpaHcMeianbHocTi. ToMy st mpononyro
MpoaHaJIi3yBaTh KOHIICMIIi0 GpelimMy y 3B’s3Ky 3 iHTepMenianbHuMu gociipkennsamu (mop. Ellestrom, 2014).
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Taki mepeTHH MEX MDK Pi3HUMH Mefia/MOAaMu/MOJAIBHOCTSMU € BOJHOYAC TBOPYMMH Ta MOTEHIIIIHO
3alIyTaHUMH, OCKUTBKM BOHH JIEMOHCTPYIOTH CEMIOTHYHE 3ITKHEHHS XYIOXKHIX KOZIB 1 BHUMararoTh
MTOCUJICHHUX 3YCHJIL 00p0OKH 3 OOKY ajpecara.

Most ToUKa 30py B OCHOBHOMY CEMIiOTHYHA, 3 [IEHTPOM IHTEPECY, 110 30CEPEIHKYETHCS HE Ha BepOaIbHUX
TEKCTax, a OlIblIe Ha MUTAHHSIX KaApy y Bi3yanbHOMY MucTelTBi. CeMiOTHYHI MipKyBaHHS HIOIO0 MPOOIeMH
MEK JIOTIOBHIOIOTBCS KOPOTKUMH (DEHOMEHOIIOTIYHO OpIEHTOBAHUMH MIPKYBAaHHSAMH NP0 €CTETHYHHN
1 KOTHITUBHHI IMIIOPT 3aco0iB ¢pelimyBanuns (Crowther, 2009), siki MiAKPECTIOIOTh IXHIO AHTHTCTHYHY
(GYHKIIIO sK: a) 3ac00H 13 BIACHOIO XYJOXXHBOIO I[IHHICTIO, SIKI HaBiTh JOIMOBHIOIOTH TEKCT VS 0) «3acobu
3aXHUCTY Bijl 30BHIIIHBOT0» Ta MEPEIIKOAN TBOPYiii CBOOO/I.

[To-tiepie, s 3BepHYCs 10 ABOX cep iHTepeciB camoro JlotMaHa: 1) po3muMpeHHs XyI0KHIX 3aC001B Y
MUCTENTB1 6apoKo Ta 2) KoNaxi, sKi s po3IIIato K TpaHCMENialbHICTh Yepe3 ToBepXHi0. JIoTMaH cripuiiMaB
KOJIaXi sIK 3iITKHEHHS (IKTHMBHOTO 3 peajbHUM, MalouH Ha yBasi IXHIO MO/ABiIHY 00pa3HicTh (METOHIMIUHY i
Meradopruny). Jlami s TONMOBHIO 11e¢ 0OTOBOPEHHS MPUKIAJIAMU, B3SITUMH 3 KHBOIHUCY Ta CKyabnTypu 20-
T'O CTOJITTS, HAmp., CHaliani3M, MiHIMaIi3M i rineppeanizM. OcoOnuBHIi iHTEpeC BUKIMKAE CHTYaIlisl, KON
¢peiimM crae TeKCTOM, IO KOMEHTYE HOro 3mict, abo BUKOHye MeratekcToBy (yHkmiro. Ille ogna rpa, sika
3aCJIyrOBY€E Ha yBary, Iie¢ BOy10ByBaHHs (ppeiMiB.

Juckyciro 3aBepiye BUMAIOK TPAHCMETIHHUX eeKTIB MiXK )KUBOIIMCOM 1 TeaTpoM, MPOLTIOCTPOBaHUI
TeaTpalibHUMHU €KCIIEPUMEHTaMH TOJILCHKOrO XYJIOXKHHKA Ta pexucepa Tageyma Kantopa B KpakiBCBKOMY
teatpi Kpiko 2: a) Iudanta Maprapura Benackeca BxomuTh 10 aBTomoprperiB KaHTopa Ta pamku
¢doromopTpery y Bucrasi “CboroHi Miii teHb HapomkeHHs” (1990); 6) Kantop BUX0ANTH 13 paMKH BJIaCHOTO
aBTOIIOPTPETA Ha LITI030PHY MEXKY MK PEaTbHUM JKUTTSM, )KABOITUCOM 1 TEATPOM.

Crattsa posrisigae gpeiiM i YuCIieHHI crmocoOM HOro TpaHCrpecii K iHTerpamidHuil GeHOMeH, KU
BIJIKpUBAE NUISAX JUIS MOJATBIINX MDKIUCIUILUIIHAPHUX JIOCHI/PKEHb Yepe3 KOPJIOHW MHCTEILKOT CEMIOTHKH,
THTepMeIialIbHUX CTY/IIH, JTITepaTypHOro TEOpETH3yBaHHS Ta Teopii Ta ¢inocodii MucrenTpa.

KarouoBi caoBa: TekcroBuii ¢peliM, wMexa, KopmoH, IOpiii Jlorman, TpaHCKOTyBaHHS,
TpaHCMEIIANBHICTh, CEMIOTHYHA KOJIi31sI, KOJIAXK.
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Abstract

The article presents an analysis of the problems that professional wrestlers face in their utilization of social
media and the various strategies they employ in order to create a successful cohesion between the identity they
present on the ring and their social media presence. Because of the metaphysical split that lies in the very
foundation of wrestling the wrestler exists in two different realities—the world of everyday ordinary life on
one side and the world of kayfabe on the other. The consequences from that grow in importance with the
transition of wrestling into a televised form of entertainment and the conflict becomes even more emphasized
when wrestling comes in contact with the realm of social media. The wrestler may choose to avoid social media
altogether or she may choose to utilize social media as a continuation of her in-ring persona, or she may choose
to initiate an interaction between the reality spheres of social media and wrestling. In the second part, | examine
the challenges that the wrestling promotions face in their attempts to create a benign and engaging corporate
identity. Historically wrestling has oftentimes exploited various negative stereotypes related to gender and race
and this heritage continues to haunt the promotions up to this day. The contemporary problems lay in the field
of social justice and the cruel ways in which the promotions treat their workers—the lack of permanent
contracts, the uncertainty about health insurance and the attempts to ban wrestlers from utilizing social media.

Keywords: identity, multimodality, social media, professional wrestling, kayfabe.

1. Introduction
The first serious philosophical inquiry into professional wrestling as a cultural phenomenon dates
back to the 1957 collection of essays by Roland Barthes bearing the title Mythologies (Barthes, 1972,
pp. 13-23). Indeed, wrestling has a lot to do with religion in its social and individual aspects—the
characters presented on the ring are larger than life, a modern reflection of the ancient ideas of deity
and veneration, and just like the gods of the ancients they tend to fade away into powerlessness and
obscurity in the moment that they lose the love of the crowd. Every generation believes that the type
of wrestling that they were following when growing up is the best ever (Jenkins, 2005a, p. 295), but
in reality those different periods in the historical development of wrestling bear much more
similarities than differences. In Bulgaria wrestling arrived in the early 00’s with the Attitude era, The
Rock, Stone Cold Steve Austin, and Triple H; and I firmly believe that this was the best that wrestling
has ever been. But somehow the problems that wrestling was creating in Bulgaria in the 00’s were
very similar to what was happening in Germany and Israel in the previous decade (Bachmair & Kress,
1996, pp. 145-159), there was a spike in school violence and RAW and SmackDown were moved to
different timeslots with constant petitions for their outright removal from television. I am beginning
with that not because | hate wrestling, but because | really believe that it is intended for more mature

© Grozev Stanul, 2022
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audiences and the reason for that lies in the ontological structure of this unique form of entertainment,
which from the very beginning is dividing our everyday life into two distinct reality spheres. This is
not entertainment for children.

In regards to philosophical studies dedicated to professional wrestling the most interesting
contemporary one is the book Philosophy Smackdown by Douglas Edwards (Edwards, 2020), which
tackles the various ontological, epistemological, and ethical issues that arise from the initial
metaphysical split of the reality of wrestling from the reality of everyday life. The book also contains
an entire chapter dedicated to identity. Another very important volume is the special edition of The
Popular Culture Studies Journal dedicated to professional wrestling (Jones, 2018), which presents a
collection of contemporary articles discussing wrestling from a psychological, linguistic, and
anthropological perspective. | have also heavily relied on an earlier collection of cultural studies
dedicated to wrestling bearing the title Steel Chair to the Head: The Pleasure and Pain of Professional
Wrestling (Sammond, 2005), which contains very important essays by Jenkins, Levi, and several other
authors. The final title that | want to mention is Identity in professional wrestling: Essays on
nationality, race and gender (Horton, 2018), which was very useful in the final part of my article
where | discuss the various strategies, which the wrestling promotions are employing in order to
escape from their controversial history in regards to the issues of gender and race.

2. Method
The article presents a philosophical and semiotic analysis of the process of identity construction
through the means of social media and its implications on both individual and professional level.
Professional wrestling is the last remaining realm of magic where the wrestler is expected to retain
the vivid magnanimity of her character everywhere and at every time—in wrestling jargon this is
called kayfabe. This has its implications on her abilities to participate in the process of construction
and reinterpretation of her social environment. The wrestler has two faces, individual and
professional, and they both participate to construct the entire picture of her social media presence.
Through her social media participation, the professional wrestler is capable of changing the fate of
her in-ring character. One of her identities is influencing the other in the communal rewriting of the
text of the show. I also put special emphasis on the controversial issue of wrestlers losing their right
to participate in social media as free and wholesome individuals.

The article starts with a brief historical introduction of the transformation of wrestling into a
televised event and the transition from television to social media. In the second part, | present three
different strategies in which the wrestler can achieve unity between the different reality spheres of
social media and wrestling. In the final part, I discuss the challenges that contemporary online culture
presents in front of the wrestling promotions in their strive for the construction of a benign and
engaging corporate identity.

In my approach, | tackle the issues of identity from a broader perspective and I am more
concerned with the philosophical implications of the interplay between the different spheres of reality.
A more detailed account of multimodal identity construction in the ring and the various verbal and
non-verbal strategies that the wrestlers employ in order to put emphasis on certain aspects of their
character can be found in the article Analyzing Discourse in Sports Entertainment through Multiple
Modalities (Quinn & Silveira, 2018, pp. 189-203). Also, since wrestling as a performance art has a
lot to do with theater and film, the analysis of the methods used in the construction of emotions
presented in the article Constructing Negative Emotions in Cinematic Discourse: a cognitive-
pragmatic perspective (Krysanova, 2019, pp. 55-77) can also be applied to the various aspects of
in-ring identity construction.
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3. Results and discussion
The research presented in the article leads to the conclusion that the social media presence of
professional wrestlers has unique characteristics that are peculiar only to itself, although there are
tangible similarities with the social media presence of professional athletes, actors and politicians.
The reason for that uniqueness lies in the initial metaphysical split that defines wrestling as a cultural
phenomenon—the professional wrestler exists in two different realities from the very beginning. This
ontological dichotomy redefines the ways in which the wrestler interprets her own identity and her
participation in the realm of social media. By utilizing this unique perspective and examining social
media and identity construction through the lens of contemporary professional wrestling, the article
provides indispensible insides into the nature of both phenomena, which would otherwise remain
hidden. Hopefully, the other positive contribution of the article is that it throws light on the social
plight of wrestlers, the lack of meaningful health insurance and the fight for their right to utilize social
media as free individuals in the context of the corporate identity of the wrestling promotions.

The audience is not supposed to see the good guys and the bad guys being friendly to one
another. They obviously are working together, they are training together, or at least they are discussing
the development of the match. There are various historical accounts suggesting that there was
significantly less preparation before the matches during the seventies and the eighties (Cornette
& James, 2013, 2015). Both sides knew the finish, the way in which the match was supposed to end,
but everything else was happening spontaneously. It was the practice of “calling spots” in the ring.
The senior wrestler would lead the match by giving nonverbal hints to her less experienced colleague,
and if the opportunity presents itself, she would even whisper something in her ear. Because there
was no detailed scenario about the way in which things will get to the finish, the match was governed
by the reactions of the audience, if the people enjoyed a certain spot, then the wrestlers will do it
again, if they get a cold reaction from the audience, then they will move on to something else. There
is the argument that this type of spontaneity has been lost in contemporary professional wrestling
where every detail of the match is carefully choreographed.

During the seventies and the eighties, there was little time to discuss the choreography and the
details about the match. Wrestlers were traveling performers, always on the move from one town to
the next, often working several shows per day. Upon arrival in the new town, the heels and the
babyfaces were expected to keep a distance from each other. Upon entering the sports venue, they
were allocated to different dressing rooms in order to keep the illusion of the rivalry alive. Minutes
before the match each side would get a separate visit from the booker who would give them some
general ideas about the finish of the match, depending on the mood of the audience that night.

The wrestlers were putting much more effort in keeping the secret hidden in the previous
decades. There is a famous story about Rick Flair waiting until 3 a.m. to visit his friend Magnum T.A.
in a local hospital. Magnum has had a terrifying motorcycle crash the previous day, it was the crash
that nearly killed him and ended his wrestling career. Rick Flair was one of his best friends, but he
was not able to visit him during the day, they had to keep kayfabe. Perhaps the people that were
buying tickets for the matches knew that it was all a show, but they wanted to be deceived in a
meaningful and respectful way. The people that were fighting on the ring should look physically fit,
intimidating, and taller than the rest. The heels should have some evil demeanor and the babyfaces
should be likeable, and they should not visit each other in the hospital, even when it is a matter of life
or death.

3.1. From television to social media
Much of the problems that we have today with wrestling and social media were first introduced with
the transformation of wrestling into a televised sporting event. Initially, because of the specifics of
the historical development and spread of television in the United States, the union between television
and wrestling was natural, uncomplicated, and mutually beneficial. The country was divided by a
number of wrestling promotions, each with their own territory, usually encompassing the borders of
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one or several states. At the same time, the most influential news outlets in those territories were the
local TV stations. It was a gradual process, initially the wrestling promotions started advertising their
schedule, then they tried televising separate matches and the final step was the introduction of weekly
televised wrestling shows that would highlight the most interesting things that had happened in the
territory during the previous week and would prepare the audience for the next week.

Today we judge about the importance and the success of a sporting event by the fact that it was
televised. This was not the case during the seventies and the early eighties (Brody, 2009, p. 4). The
National Wrestling Alliance Heavyweight Champion Rick Flair was known for saying that it would
be beneath his dignity to defend his title on TV—if people want to see him, they must buy tickets and
come to the arena. The revenues from TV advertising were still relatively small and the main income
for the wrestling promotions was from ticket sales.

The importance of television in regards to wrestling drastically increased in the mid-eighties
and the change was on both sides. The local TV stations were merging into large national
conglomerates and the same thing was happening with the small wrestling promotions. In the northern
part of the country, the smaller territories were absorbed by the WWE. The company that managed
to outdo its competitors in the south and the Midwest was the WCW. The war between WWE and
WCW in the late eighties was a war about television rights (Brody, 2009, p. 72). The success of a
national wrestling promotion was impossible without nationwide television coverage so each
company was trying to disrupt the others’ ability to appear on TV.

Since then, it is impossible to imagine wrestling without television and now, it is also impossible
to imagine wrestling without social media. People with a nostalgic view towards the seventies and
the eighties tend to put a heavy emphasis on the negative and disruptive influence of television.
Wrestlers were no longer touring small towns, the immediate everyday connection with the audience
was lost and now it was nearly impossible to keep kayfabe on a nationwide scale. On the other hand,
wrestling would not be what it is today without television. The natural charisma of the wrestler was
only enhanced and introduced to a wider audience, the ability to speak and the heroic acts of
athleticism were easily transferred from the arena to the television screen.

In a similar way, there are a lot of negative things that can be said about the influence that the
introduction of social media has had on wrestling, but on the other side there are also many positives.
In the special edition of The Popular Culture Studies Journal dedicated to wrestling, the authors
present a small survey conducted among several wrestling personalities (Olson, 2018). Social media
gives the smaller promotions the opportunity to present their product to a new audience and grow. It
gives an outlet for their stars, an opportunity to develop their character in direct communication with
the fans, to feel connected, appreciated and loved. Things get a little bit more complicated when we
get to the questions about social media and kayfabe and the distinction between professional and
personal social media presence.

Wrestling is a public ritual dedicated to the adherence and reenactment of certain principles that
keep us together as a society—the return of justice, the avenging of a crime, the righting of a wrong,
the idea that it is possible to make things right again. It is more than an athletic competition; in fact it
is not an athletic completion at all, although the acts themselves are very demanding physically. The
main idea that makes wrestling appealing is the reenactment of certain archetypes that we have within
us. We want justice restored in the world, and it is going to be difficult, the bad guys are going to lie
and cheat and use various items from the theatrical repository that is hidden under the ring to gain an
advantage, but in the end the good guys are going to win. However, all this will go to nothing if you
actually see the good guys and the bad guys hanging out together after the match and being good
friends or actually training together—then the magic of wrestling is destroyed. It was possible to
prevent that, to keep the illusion of this confrontation to the necessary degree, it was possible to do it
forty or thirty years ago, when there were no cell phones with cameras and there was no social media.

Nowadays things are different. The wrestlers, like everybody else, want to participate and they
want to share something that is different from their professional occupation. They may be portraying
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an all-powerful and invincible character, but in the end of the day, it is only a job to them, like it is
for everybody else. They want to share something more, something that is personal and defines them
as individuals. We know that people need to disengage from their professional situation from time to
time and this is the healthy human behavior—we need to participate in community as something else,
as something more or something less than our professional identity. However, it seems like the
professional wrestler is deprived of this human necessity. She is expected to be constantly occupied
with her professional engagements; if the job is to be done correctly then there must be nobody else
outside of the job. If forty years ago the wrestler was required to be very conscious about her everyday
activities, about the way she acts in her immediate environment, now she must be very conscious
about her social media presence.

It is a wonderful thing to experience fulfillment and satisfaction from your work, but this is
rarely the case, and even if it was, a human being is more than his profession. There is a counter
argument to be made here that wrestling is indeed some sort of an artistic occupation and in order to
be successful in this artistic endeavor the wrestler must become one with the character. The idea is
that the most successful wrestlers throughout history were always portraying their true identities or
they have become successful when they have discovered their true personality and have allowed that
personality to manifest itself through the character in the ring (Edwards, 2020). Stone Cold Steve
Austin is not playing anybody, this is not his job, he is just being himself.

My desire in this article is to put a stronger emphasis on the social side of the issue. Stone Cold
Steve Austin may have indeed found his true vocation, but this is not the case for the majority of the
wrestlers on the roster. In every office, you will find one person who is happy to stay there seven days
a week. This does not mean that the rest of the people need to become like him. Quite the contrary,
they need quality time and meaningful social engagements outside of the job in order to keep them
sane, productive and healthy. We share our emotions, activities, and interests with each other over
social media and it is out there for everybody to see. We share pictures of kittens or flowers or quotes
about the meaning of life, or we upload a picture of what we had for breakfast, or we share songs that
we like. That is what healthy human beings do over the internet.

But what if you are a villain on a wrestling show, then you are not allowed to share pictures of
kittens and flowers. You hate pets and babies and you have an overall negative attitude towards life
and everything in it. You hate everybody and you have supernatural powers, you are not allowed to
share your feelings the way normal people do. And this internal conflict is the most actual, genuine,
and real thing in wrestling, the clash of realities. In this regard, professional wrestlers are in a category
of their own. It is not the same for professional athletes like football players or cyclists. We have a
positive interest towards their lives. They are allowed to present their genuine emotions and different
aspects of their personality that are outside of the sport field. The wrestler does not have that privilege.
Again, in wrestling, the athletic performance itself is secondary, the main thing is the personality and
it must remain the same on the ring and outside of it. If thirty years ago you were a villain, then you
were not supposed to be seen in public having fun and drinking beer with the good guys. Today the
same thing must be reflected in your social media presence. So in this sense, wrestlers are different
from other professional athletes, their main asset is not their physical prowess, their main asset is their
personality and it must remain the same in the ring and outside of it. They are also different from
actors. Sometimes they are.

There are many stories about people being introduced to theater or film for the first time. They
want to physically assault the actor who is portraying the villain or they want to simply break down
the theater when the actor who died the previous night is now resurrected and he is playing a different
character (Marques, 1971, p. 112). People feel betrayed. In the seventies, the famous Bulgarian actor
Georgi Cherkelov was portraying a villain on television and the local kids in the neighborhood were
vandalizing his car, they were cutting the tires and scratching the doors of the car. It is more difficult
for children to see the difference between those two distinct realities, the reality of film, the reality of
art on one side and the reality of everyday life on the other. The wrestler is expected to remain in the
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reality of art constantly, without taking a break. And again, this is very unhealthy, we need to be able
to disassociate from our everyday professional obligations and the way we do that nowadays is
through social media. It seems like the wrestlers are the only people who are not allowed to do that.

Our expectations about the way in which the wrestler expresses herself through social media
are very complex. The social media presence of the wrestler is fundamentally different from that of
the professional athlete or the actor. The wrestlers seem to have more in common with the social
media presence of politicians or government entities. We expect our politicians to remain in character
all the time, to follow certain norms of behavior in front of the public. In addition, there is this
expression in English, when somebody is trying to behave properly we say that he is keeping face
and this is a strict necessity in wrestling and in politics. Again, we have certain expectations from the
people who are on important positions, they must have a clean internet history and they must be very
careful with their social media presence. This is necessary for keeping the structure of society, those
people need to be an example for everybody else and a guarantee that society functions according to
a strict code of ethical rules, and it is necessary for them to keep up with that persona all the time in
their social media presence. There are two major similarities between politics and wrestling in the
context of social media. First, both wrestling and politics can be defined as a public ritual dedicated
to the adherence and reenactment of certain principles that keep us together as a society. Second, the
fundamental principles that govern the social media presence of the wrestler and the politician are
identical; they are obliged to present a strict appearance of integrity and prudence in the eyes of the
public.

Going back specifically to wrestling, again, the athletic performance itself is secondary, it is
only an instrument, the most important thing is the personality of the wrestler. She must keep the
integrity of that theatrical persona that he is building in the ring and express it throughout all the other
different modes and channels that she is using for communication with her audience. Her social media
presence is similar to that of a political entity or an institution that needs to express some sort of
consistent and cohesive presentation of its own identity. We need to see and experience those
institutions as being benign and caring for the well-being of the people. Creating an environment in
which we can experience that is what makes society function. In the micro society of the wrestler and
her audience, this type of integrity is what creates a separate sphere of reality where the audience has
all the reasons to hate the villains and to cheer for the good guys. The good guys are going to win,
eventually, but for that to happen you will have to buy a lot of tickets and sit down through a lot of
episodes of the show. At the end of it, all justice is going to return to the world and the bad guys are
going to get a severe beating with baseball bats, chairs, ladders and tables, and everything else that
lies hidden under the ring.

In wrestling, there is this magical, sacred space below the ring. Some of the things that lay
hidden there are quite disturbing and shocking, but we have to think of it as theatrical repository. For
example, when we are in the theater in the beginning of the play and the lights go off, and there is a
single chair or a table on the stage in the beginning of the act, we know that something is going to
happen with that chair during the process of development of the play. In wrestling, there is this space
below the ring where we have all the chairs, tables, ladders, baseball bats, kendo sticks—all those
things are going to play their part in the development of the story. There is also the element of surprise,
because the ring is covering what is hidden bellow. Nevertheless, the experienced members of the
audience know that when the wrestler comes down and lifts the apron of the ring she is going to pick
some forbidden item from underneath. Usually, this item is going to play an important role in the
development of the story.

It is usually the role of the heel to bring new items from bellow the ring. Once those forbidden
objects are included in the development of the story, it is permissible for the babyfaces to use them
as well, in order to restore justice, oftentimes beating the heels with their own weapons. In many
instances, there is a very strong connection between the heel and her weapon of choice, the forbidden
item plays a crucial role in the development of the character and becomes an important part of her
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identity on the ring. A very good example for that is the special bond between the wrestler Triple H
and his trusty hummer. The heel is not able to win the match fairly so she needs to cheat, the forbidden
item becomes a symbol of her weakness and inability, but at the same time the hammer is a powerful
weapon that strikes fear in the hearts of her opponents. The heel is a powerful villain but her power
is the result of trickery. The role of the babyface is to destroy this evil illusion, to stand bravely in
front of the overcoming odds and defeat the heel by turning her own weapon against her. In this sense
the forbidden item plays a crucial role in the development of the characters of both the babyface and
the heel—it can be a hammer, a coffin, tampons or dental instruments, and at one point, before
wrestling was caring about animal rights and before social media, it could have been a snake or an
iguana (Jenkins, 2005b).

3.2. Strategies for coping
The main idea that | have presented so far is that the social media presence of wrestlers is on a level
of its own, the only thing that |1 can compare it with is the social media presence of politicians and
government entities. At the same time, the notion of social media has also become associated with
the process of personal participation; it is a personal outlet that facilitates the process of construction
and reinterpretation of our social environment, which in its turn has a massive impact on the
emergence and further development of the personal identity of the participants (Yovcheva, 2013).
This, further on, reveals the fundamental problem of wrestling—it is the clash of two completely
different and contradictive realities and the only point of reference between them is the individual
entity of the wrestler.

In this section, | am examining three different strategies that the wrestlers may employ in their
attempts to resolve the conflict. I am presenting wrestling and social media as two distinct reality
spheres that can enter into three different types of interaction between each other.

In the first type of interaction, the spheres remain separated from one another; they do not have
a common point of reference. In this case, the wrestler has a very limited social media presence or
she does not utilize social media at all. The positive side of this type of interaction between the reality
spheres is that the integrity of the character created on the ring remains unscathed. The negative side
is that the wrestler misses the opportunity to present her character to a bigger audience and she also
misses the opportunity to develop that character in her online interactions with the audience.

In the second type of interaction, the reality sphere of wrestling is predominant and completely
engulfs everything else. This is the old idea of kayfabe which is now resurrected in the realm of social
media. The wrestler remains in character indefinitely and her online interactions are a reflection and
a continuation of her in-ring persona. The positives in this case are numerous. The wrestler has the
opportunity to utilize social media in order to increase the popularity of her character and she is able
to experience the feedback from the audience firsthand. The negative side of this interaction is that in
the reality sphere of social media things are meant to be taken seriously. The most captivating and
flamboyant wrestling characters today are still in conflict with many of the commonly accepted social
values. The wrestler who practices online kayfabe is constantly at risk of losing her social media
presence and potentially damaging her career.

In the third type of interaction, the spheres are actively engaging each other; this creates a new
realm of reality where the arguments from the world of wrestling can have an impact in the real world
and vice versa.

3.3. Staying silent
How can wrestlers have social media profiles? What are you going to share with your audience if you
are a supernatural being or you can fly, or you can shoot lightning out of your hands? Well, one way
is, you can simply choose to not utilize social media. One example for that was Mark Calaway who
has been wrestling since the 90s and today he still is one of the most influential wrestling personalities
ever. He looked like a tall silent guy, always dressed in black, and he had supernatural power—he
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was able to shoot lightning out of his hands and his brother had the ability to throw fireballs, their
entire family was like that. His brother, who is not actually his brother, the one who can throw
fireballs, is now the mayor of a medium sized American county.

Mark Calaway has been on Twitter for ten years and he was famous for not saying anything.
This was his way of interacting with the audience and utilizing social media. In a sense this was a
continuation of his in ring persona, his profile was all dark, mysterious and silent. On the other hand,
you can argue that he was trying to protect his in ring persona, because an overly abundant Twitter
activity would harm our idea of the supernatural being that is supposedly staying behind the profile.
The third option is that perhaps he was not a very talkative guy, perhaps he did not like to post a lot.
In the last year and a half, since Mark Calaway retired from professional wrestling, he did a lot of
very interesting interviews and now he is posting on Twitter from time to time. However, this was
not the case during the ten years in which he was competing and he had an empty Twitter profile.
| am presenting him as an example here, because this is one of the ways in which a professional
wrestler can handle his social media presence. He simply keeps silent. If he is portraying some sort
of a dark mysterious entity on the ring, then it even makes a lot of sense to be silent and not to post
too much on Twitter. And it also works if the wrestler is not a very talkative guy to begin with.

3.4. Complete cohesion
Another way to resolve this conflict is to go all the way in. In this case, the wrestler is trying to
establish an absolute unity between the stage persona and her social media activity, in her interactions
with the audience during meetings, events, and interviews. All this is combined into one and in this
scenario the wrestler is never getting out of character, all the aspects of her life are identical with her
in-ring persona.

An example of that, the prime example, is a young wrestler named Maxwell Jacob Friedman,
better known as MJF. MJF’s in ring persona is that of a privileged, well educated, spoiled young man
and MJF’s interaction with the audience consists of an endless list of insults, that can be separated in
several different categories. The people who have come to see him wrestle are usually called mentally
deficient, physically unattractive and economically inadequate, and this of course acts as a
counterpoint to the numerous positive characteristics of his own in-ring persona. He is from a very
wealthy family, he has graduated from several very prestigious universities, and on top of that
Maxwell Jacob Friedman is actually Jewish and he uses that to add all the necessary negative
stereotypes that contribute to his character. Of course, all of this is getting a very strong reaction from
the audience, people love to hate him. During his promos, there is a constant wave of booing and
whistling from the audience. The spectators swear and shout at him and he responds with personalized
insults for individual members of the audience. It is wonderful to watch and this is what a good villain
should do.

This type of behavior from MJF is transferred from the ring to all his other media appearances.
During interviews he remains in character. The most famous example of that is when he was
interviewed by Stone Cold Steve Austin in his podcast. MJF remained in character during the entire
interview, which also presented a very interesting contrast between the characters of those two
wrestlers. Austin is a beer drinking redneck who has no respect for social norms and MJF is a snobbish
young man who thinks he is better than everybody else. Also, Austin is one of the most popular
wrestlers ever and if you have the chance to appear on his podcast you should try and show the best
that you are capable of. MJF’s idea was to remain in character, it was very brave and it was a success.
Another area where the wrestlers and the audience are interacting with each other are the so called
promotional events, where the fans are able to get close to their favorite stars. MJF always remains in
character during those meetings, even when he is in direct communication with members of the
audience. People are waiting in line to get insulted by him and get his autograph.

All of this is also transferred to MJF’s Twitter activity where he takes controversial standpoints
on various social issues, demonstrating an incredible level of intolerance towards everybody and
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making fun of people’s physical appearance. MJF is playing a dangerous game. We live in a time
when because of the constant social strife and the piling up of injustices towards different minority
groups we have lost our sense of humor, and this is as bad as everything else. Perhaps one day MJF
will make a step too far and he will lose the ability to utilize social media, but for now, he is still able
to express and develop his character throughout all the different platforms that are available to him.

3.5. Engagement between the spheres
In the final example, we have a split within the character or a split between the character and the
person who is portraying the character, but at the same time they remain inherently connected, they
depend on each other, they are the two parts of a whole. On one side of the equation, stands the stage
character and on the other stands the person who is portraying the character, but they are parts of a
bigger entity that encompasses them both and finds its ultimate realization in the participatory reality
of social media.

The reactions of the audience are essential for the development of the match. The finish itself
is predetermined, the people who are fighting on the ring already know how the match is going to
end, but certain nuances of their confrontation can be highlighted and enhanced depending on the
reactions of the crowd—if the people really like something then you do more of the same. If there is
a very strong reaction from the live audience in the arena, then the wrestlers and the bookers can learn
from that and in the course of several matches this feedback can determine the development of the
storylines on a higher level. It can be a very strong positive reaction, or a very strong negative reaction,
this distinction is not important, the important thing is that the audience is strongly involved with that
person and they want to see her again and again.

It is remarkable that from its earliest days wrestling was able to rise above this distinction
between a positive and a negative crowd reaction, the important thing was that the audience is
involved. The negative involvement, when the audience really hates someone in wrestling is called
heat. The villain is generating a lot of heat from the audience when the people are really involved in
the match and they really hate her—and this is a very good thing, they will buy tickets to see her
again. But because professional wrestling has been around for more than a century we also know that
this distinction between positive and negative can be reinstated on a higher level. The negative
involvement, the heat is actually a good thing, but not always, and again there is a special term for
that in wrestling, they call it ““go home heat”. That means people hate you so much that they simply
do not want to see you ever again, they return to their homes and they will not be buying tickets for
the shows anymore. This happens when the villain does something really stupid and outrageous.
Again, there is a strong emotional reaction from the audience, but now the result is that they simply
do not want to be involved in all this, they just do not want the things that are presented in the ring to
be a part of their lives anymore.

The ability of the audience to rearrange the development of a storyline has always been an
integral part of wrestling and in this regard, the wrestling show is an unfinished book, it is like an
interactive movie in which the audience can have a direct effect on the development and the outcome
of the story. We can try to find parallels of that in sports and in theater. Sometimes we say that the
fans carried their team to victory, sometimes a football team is really difficult to be defeated when
they are playing on their home field, because they have the support of the entire stadium. And
sometimes in theater we have instances when the scripts of classical plays have been rearranged to
better suit the performance of a very famous and influential actor—Ilike the reinterpretation of Aaron
by Ira Aldridge.

Going back to wrestling, the immediate influence of the audience has always been a major
factor in the development of the characters. Forty years ago and thirty years ago, before wrestling
became a largely televised form of entertainment; this type of influence was exerted directly by the
audience in the sport arenas. Things have changed a lot since then, now wrestling is on television and
we have the internet.
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The type of influence that the audience can have on the development of the characters on the
ring has now shifted from the arena to the realm of social media and this process was enhanced even
more by the COVID-19 pandemic. The reason why wrestling has survived as cultural phenomenon
for a century is the fact that it has always had the direct contact with the audience and the audience
has been the leading factor in the development of the story. Every evening, on every event, you have
to do something that will make the people want to come back. You are able to know if you are
successful or not by the atmosphere in the arena, the audience will tell you if the show was good or
not.

When the pandemic started, wrestling lost all that. The audience was gone and the direct
feedback was no longer there. The atmosphere of the arena was lost, you can feel the live crowd when
it is there even through the television screen, and now they were wrestling in front of empty seats and
it looked like a rehearsal for a ballet. However, the most important thing that was lost was the feedback
for the development of the characters and the story. Now wrestling had to depend completely on the
feedback from social media. This played a crucial role in the events that occurred with Naomi in the
summer of 2020, during the height of the pandemic and the lockdowns. The thing that was trending
on Twitter at that time was the hashtag #naomideservesbetter.

Historically in wrestling women have predominantly been on the side of the ring, they
participate in the storyline, but they do not get involved in the action, with a very few exceptions. The
very idea that women can wrestle among each other gains mainstream popularity in the middle of the
nineties and the type of matches that are typical for that period have a lot to do with women being
undressed in the ring. They were called bikini matches, the winner was the competitor who manages
to undress her opponent first—it is basically a striptease show, but they pretend to be really angry at
each other. The contemporary viewpoint is that this type of wrestling is a mockery to women, it
presents them only as sexual objects and it diminishes the true power of character that can otherwise
be presented by women in the ring.

The audience was not happy with the way that Naomi has lost her last match and her previous
participation in the show before that was an injustice towards her talent and the years of hard work.
People believed that Naomi deserves better. The problem had its roots in the way that women have
been treated and portrayed in wrestling in the previous decades, not as part of the main event but as
something on the side. This happened to Naomi and several other female wrestlers on the 10" of July
2020 on SmackDown—instead of wrestling the women were participating in a karaoke contest.

In the middle of the summer of 2020, the audience was banned from the wrestling events and
because of that, the atmosphere of the TV recordings was completely compromised. Wrestling does
not work without an audience. Fewer and fewer people were actually watching the show, and WWE
decided that they must try something new to regain the interest. They gathered the women in the
middle of the ring, not to wrestle, but to sing and dance. The reaction of the online audience was livid
and the show became an object of criticism by various groups and individuals fighting for social
justice over the internet. Naomi expressed her own opinion on Twitter and Instagram, she was not
happy with the way her character was developing and that way the hashtag #naomideservesbetter was
born (Morgan, 2020). Thus, we had an example of the audience actively participating in the
construction and the development of the character, it was not happening on the arena where the crowd
is shouting in support of the wrestler, it was happening on Twitter. It all started with the active
participation of the wrestler, who expressed her position as an individual human being who is forced
to present a character that she does not agree with.

Those are three different examples—Mark Calaway, MJF, and Naomi—of the way in which
the wrestler tries to expand the field of her identity construction outside of the ring and into the realm
of direct interaction with the audience in meetings, interviews and social media. In the first case, the
supernatural being chooses to remain silent. The second strategy is the one that is presented by
Maxwell Jacob Friedman who completely identifies with the character of MJF. In the case of Naomi,
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we have an initial disassociation with the presented character, which actually leads to an even stronger
process of identification with the in-ring character.

3.6. Corporate Identity
So far, | have put a heavy emphasis on the influence that the audience has on the development of the
characters and the storylines. However, in reality there are several other factors that contribute to the
final version of the character that we see on the stage.

First, wrestling is a very social endeavor, not only because of the heavy influence of the
audience, but also because you have to interact with your partner in the ring. You need to have good
communication with the people that you are working with. In a wrestling match, you are pretending
that you are hitting each other and hurting each other, so you really must have good communication
and respect for your partner, otherwise things can get dangerous for both of you in this environment.
The ability to communicate with your colleagues is one of the major factors that contribute to the
development of your character in wrestling—you must be able to work with other people in order to
have a successful wrestling career.

The other major factor is that the final decisions about the storylines are not made by the
wrestlers; in most cases, they are made by the people that write the script for the show and the people
who own the wrestling promotion. In wrestling, the term for that is booker, the booker was the person
who books the matches, she writes down who wins the match and how, and in contemporary wrestling
the big wrestling promotions have teams of writers that create the scenarios for the characters. The
influence of the audience is fundamental, along with those other factors, but in the end, a large portion
of the responsibility lies upon the wrestling promotion—the people who organize the events.

In our contemporary environment, the wrestling promotion is faced with the same challenges
that the wrestlers have to tackle individually in regards to kayfabe and social media, and also in
regards to the very controversial nature of the topics that are presented on the wrestling program. The
example with Naomi actually contains in itself a lot of those challenges. It is no longer accepted to
present women as something that is one the side of the program, they are expected to have an equal
part in the show and every wrestling promotion should be aware of that issue. They must be ready to
face the challenges and the expectations of this new type of audience in regards to race and gender.

In the mid nineties, one of the most famous wrestlers of the WWF was Goldust and his character
is that of a transgendered wrestler, dressed in latex and embodying all the negative stereotypes of
homosexuality (Catte & Howard, 2018, p. 142). He was one of the major attractions of the promotion,
twenty years later Stone Cold Steve Austin shares in interviews that he was really jealous of Goldust,
the success he had and the money he was making. He was one of the best paid wrestlers, people were
buying tickets to see him get beaten up and to shout insults at him. In our contemporary reality, this
type of entertainment is completely unacceptable. We have decided collectively that this behavior on
the side of the promotion and on the side of the character breeds hate and violence against different
vulnerable groups in society. It will be impossible for a wrestling promotion to develop this type of
character today; they will get canceled on social media.

In the context of identity construction and character development it is interesting to add that the
person who was portraying Goldust in the ring was not gay. He was just desperate to get a job, he was
out of money and he was ready to do anything, and on top of that he had no idea about the meaning
of the word ‘transgendered’. When they offered him the job on the phone, he accepted immediately
and then he had to ask his girlfriend what it actually meant to be trans. But later on, because of the
success he was having, he completely immersed himself in the character he was portraying on the
ring—up to the point where he wanted to have silicone breast implants to make the audience hate him
even more. This idea was rejected by the wrestling promotion. It was a step too far and shortly after
that, the character of Goldust was radically toned down. He was no longer portraying all the
homosexual stereotypes, he was more of a glam rock star with a lot of makeup and eventually he was
taken off the stage. It is no longer acceptable to make fun of race and gender and the wrestling
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promotions are trying to adhere to those new principals, and it is difficult for them because they have
a very dark past in regards to those issues.

Nowadays, the wrestling promotions want to present to the public the idea that they are positive
and inclusive corporate entities, but in order to do that they need to be honest with the people who
work for them (Yovcheva, 2014). Going back to the comparison between actors and wrestlers, in the
United States, actors have labor unions, wrestlers do not. The way in which the money from the
wrestling promotion is distributed among the people who work on the ring is never really fair or
consistent. To continue this line about the connection between wrestling and politics, the question
about the workers’ rights of wrestlers was so controversial that it managed to become one of the topics
of the 2020 presidential race in the US, at least on the preliminary level. Andrew Yang, one of the
nominees of the Democratic Party, was proposing to tackle those problems as part of his platform of
running for president (Konuwa, 2020). Wrestlers do not have labor unions and they do not have
permanent contracts, which really became an issue during the pandemic when the biggest wrestling
promotion fired half of its workers without consequences. There were consequences in the public
opinion, however, the firings were unnecessary, the salaries of those people were only a small
percentage of the entire revenue of the company and as a result of that the promotion lost even more
of the dwindling support of its fans. WWE was firing people during a time when they would not be
able to find employment anywhere else.

As a counterpoint to that, the other major promotion, AEW, managed to establish and to present
the care for the workers during the pandemic as one of the key characteristics of their corporate
identity. They did not fire anybody during those hard times and from the very beginning they were
providing health insurance for their workers, which is really necessary and it is the right thing to do.

AEW has its own problems in regards to the integrity of the corporate image that it is trying to
build. One of the more unusual and novel items that was used in a wrestling match recently, in the
summer of 2021, was a pizza slicer. It is a metal disc that you use for slicing pieces of pizza and in
the magical world of wrestling, you can apparently use it to attack the face of your opponent. It is
unexpected and disgusting to a degree and it looks really dangerous, but that is the whole idea of the
act. In order to construct a benevolent and compelling corporate image AEW was employing two
main strategies. The first one was the tackling of the social issues that have haunted wrestling for
decades, AEW provided its wrestlers with relatively equal pay, health insurance and the freedom to
speak their mind about the company. AEW also took a firm stand on the issues of race and gender,
refusing outright to even consider working with Hulk Hogan after the racial scandal that tainted the
last years of his career (Koh, 2022), the company is working with the daughter of Hogan. The second
strategy was focused on the idea that wrestling has departed from its roots and needs to be more real
and more hardcore. Professional wrestling in Japan is known for its use of unusual foreign objects,
unsavory violence and blood (Marino, 2021). Many of the wrestlers that formed the backbone of the
new promotion had background working in Japan and in various small independent promotions
throughout the United States. Some things are perfectly normal when you perform for a smaller
audience in a park or a bar, and the same things are completely unacceptable on national television
with all its regulations. AEW Dynamite, the main TV show of the promotion is supposed to have a
mild PG rating, it is entertainment for young adults or something that you can watch with your
children. The pizza slicer incident received a lot of negative feedback and, to make things worse, one
of the commercials aired between the matches was that of a family friendly pizza restaurant.

In conclusion, the worst corporate misconduct in regards to social media was performed by
WWE when the promotion began to actively prohibit its wrestlers from utilizing their personal social
media profiles. The argument was made that this will help to keep kayfabe alive and will protect the
wrestlers from revealing embarrassing information about themselves. Another reason was that the
wrestlers were making a lot of money from donations on Twitch and appearances on Cameo and the
promotion wanted a share of that. Both of those reasons are absurd and are an infringement of the
workers’ rights of the employees of the company and an infringement of the individual human rights
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of the person behind the wrestling character. If this is allowed in wrestling, it may set a dangerous
precedent that will spread in other areas, every company will be happy to silence the critical voices
of its workers. WWE is notorious for not caring about kayfabe, the reason for introducing those
restrictions is to try to silence the voices of people like Naomi who utilize social media in order to
fight for the recognition they deserve. The idea that the promotion will take a percentage of the money
that the wrestlers make on Cameo is also preposterous. The wrestlers do not have permanent contracts,
they are employed as independent contractors, which gives WWE the opportunity to fire them
whenever they want without consequences or compensation, and they did that en masse at the height
of the pandemic in 2020.

4. Conclusions
Poetry and humor are notoriously difficult to translate, especially in a cross-cultural context filled
with verbal and nonverbal puns (Kovalenko & Martynyuk, 2021). Perhaps the translation of wrestling
related terminology should also be included in that group. In my research on the various aspects of
wrestling so far | have not paid attention to the character of the referee, who is always in the
background of every wrestling match and oftentimes plays a crucial role in the development of the
story. Regrettably, in wrestling the referee is destined to play the role of the fool, but unlike
Shakespearean plays where we have two types of fools, in wrestling the referee is a complete idiot
who never sees the trickery of the villains and is never to be found when the good guys need him to
finish the match. This behavior on the side of the referee has turned into a popular pun and an insult
towards someone who never pays attention. In the novel Red Dragon by Thomas Harris, in chapter
23, there is a crime scene and only one witness, an old guard who does not really pay attention to
anything around him. The police try to interrogate him but in the end they give up, he does not have
anything useful to say—nhe could referee wrestling he sees so little (Harris, 2000, p. 229). The Russian
translation by Valerii Gusev of this portion of the book reads the following—their guard saw nothing,
he could become a football referee (Harris, 2010, p. 171). This creative approach on the side of the
translator is fascinating, especially in the context of what was said in the article so far about the
similarities and differences between wrestling and athletic competition. The translator was searching
for something that will be more familiar to his audience so he chose football as a type of athletic
competition that is notorious for being corrupted and the football referee who is notorious for selling
the match. When things are presented in this context it seems that wrestling is actually not really that
different from other athletic competitions or from everything else, we all pretend to be something that
we are not and we are doing it for the audience of our immediate family or our colleagues, or our
boss.

However, | still stand by my original thesis, the way in which wrestlers utilize social media is
unique because of the metaphysical split that lies in the foundation of wrestling as a cultural
phenomenon—the wrestler consciously exists in two different realities. But perhaps things should be
discussed in the context of what Nietzsche said about Ancient Greek Theater and the actor telling lies
on the stage, pretending to be something he is not. We are all telling lies, but the actor is doing it
consciously so there is much to be learned by observing and analyzing the phenomenon of theater. |
believe there is much to be learned from observing wrestling and the insights that we will receive
from that will help us to better understand the ways in which we construct our identities in
participation with one another.
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AHoOTAaIis
VY craTTi mpeacTaBieHo aHali3 mpobJeM, 3 SKUMH CTHKAIOThCS MpodeciiiHi OopIii miJ| yac BUKOPHCTAHHS
COIiaJIbHUX MeJia, 1 aHaji3 pPi3HOMaHITHHX CTPATerid, siki BOHU 3aCTOCOBYIOTH JUISI CTBOPEHHS YCITIIIHOTO
3B’SI3Ky MIDXK 1JJEHTUYHICTIO, SIKY BOHHU IPEJCTABJISIOTh HA PUHTY, T4 CBOEIO MPUCYTHICTIO B COIIAIEHUX
Mepexax. Yepes MeradiznaHUN pO3KOII, IKAH JISKHUTH Y caMiii OCHOBI 00poThOH Keiided, Oopels iCHye y TBOX
PI3HUX PEANTBHOCTIX — Y CBITI PEAIbHOTO KUTTS 3 OIHOTO OOKY Ta y cBiTi keli(heO 3 iHmoro. Haciiaku mporo
CTarOTh BCE OLIBII BATOMHUMH 3 [IEPETBOPEHHIM PECIIHTY Ha TEICBI3iiHYy (hOpMy PO3Baru, i KOHQIIIKT CTa€ I11e
OUTBII TTAKPECIIEHUM, KON PECITIHT BCTYIAE B KOHTAKT 31 cheporo coIiaaTbHuX Mepek. bopers Moke B3araii
BIZIMOBHUTHCS Bij] COITIaTbHUX Meaia a00 BUKOPHUCTOBYBATH COITIAIbHI Meia SK MPOIOBKEHHS CBOET TIePCOHU
Ha PUHTY, 200 BiH MOXKE IHIIIFOBATH B3aEMOIiI0 MK PEalibHICTIO cepH COIliaIbHUX Meia Ta cheporo BUIbHOT
OopoTbOM. Y npyriii YacTWHI S PO3TIIANAI0 IMPOOIEMH, 3 SKUMH CTHKAIOTHCS TPEICTABHUKH PECITiHT-
MIPOMOYIIIEHY Y CBOiX CIIpo0ax CTBOPUTH JOOPO3HIINBUY 1 MPUBAOIMBHI KOPIIOPATHBHUKN CTHIIb. [CTOPHUIHO
PECITIHT 94acTO BUKOPHCTOBYB Pi3HI HEraTHBHI CTEPECOTHUITH, TTOB’sI3aHi 31 CTATTIO Ta PAcoro, 1 IS CIIaIIHHA
MPOAOBXKYE TepecTiayBaT peknaMHi akiii qoHuHI. CydacHi mpoOieMH MOoNsAraroTh y cdepi corianbHOl
CHPaBEUTMBOCTI Ta Y )KOPCTOKUX Ccrioco0ax MOBOHKEHHS MTPOMOYTEPIB 31 CBOIMH MPAIliBHUKAMH: BiICYTHICTh
MOCTIHHUX KOHTPAKTiB, HEBU3HAYEHICTh OO0 MEAMYHOTO CTPAaXyBaHHS Ta CIPOOM 3a00pPOHUTH OOpPIISAM
KOPHCTYBATHCA COLIaTFHIMH MEpEXaMHu.

Kuro4oBi ci10Ba: i1eHTHYHICTE, MyTBTUMOIANBHICTD, COIIANIbHI Mefia, mpodeciiiHa 00poTr0a, Ketdeo.
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Abstract

This article addresses functional-pragmatic and cognitive-semiotic issues of emergent meaning-making in
multimodal discourse. The theoretical backbone comprises the theories of conceptual integration, blended
classic joint attention, embodied cognition, and performativity. This study acknowledges that emergent
meaning-making is a performative act grounded on the intersubjective interaction of communicants constituted
by environmental and bodily factors. Emergent meaning is viewed as novel, which possesses a certain level of
complexity, and is not derived from the meaning of its semiotic elements. A case study analysis of sadness in
film enables to reveal the main features of emergent meaning-making: 1) filmmakers and viewers co-
participate in meaning-making and are able to share joint attention providing intersubjective interaction
mediated by the camera; 2) meaning-making is grounded in bodily experiences and embodied not only through
nonverbal elements but also verbal and cinematic semiotic resources in film; 3) a synergistic integration of
modes and semiotic resources constructs the emergent meaning; 4) the configuration of semiotic resources is
characterized by the volatility of combinations; 4) emergent constructs may be organized according to
particular regulations creating constructive patterns. These findings stipulate further analysis of meaning-
making, its material-perceptual and socio-semiotic aspects.

Keywords: emergence, film, meaning-making, multimodal discourse, sadness, semiotic resource.

1. Introduction
Recent developments of linguistic studies have demonstrated their focus on the context-based process
of meaning-making emphasizing the role of communicants’ shared knowledge in discourse (Carston,
2002; Schmid, 2012; Shevchenko & Gutorov, 2019). During the previous decades, the notion of
emergence has gained special attention in different branches of science, from mathematics and
economics to social sciences. It highlights the interaction of various entities resulting in emerging
novel properties that occurs in a certain semiotic environment. This paper addresses emergent features
of meaning-making in multimodal discourse with a special focus on feature film.

It is universally acknowledged that meaning constructed by multimodal means plays an ever
greater role in modern communication as the process of meaning-making employs the integration of
different modes producing semantic combinations in a certain context. Context is viewed as a semiotic
environment, an environment of meanings, within which the integration of semiotic systems takes
place (Matthiessen, 2009, p. 12). A multimodal approach enables to explain how the meaning emerges
in different semiotic environments taking into account social and cultural factors as well as the
author’s intention. Seizov and Wildfeuer (2017, p.3) claim that

© Krysanova Tetiana, 2022
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We propose to define multimodality as a modus operandi for conducting research on human
communication, both mediated and face to face. As such, it is more encompassing than a method
and more palpable and pliable than a theory. <...> We follow a problem-oriented approach to
the study of multimodality as a way of characterizing communicative situations (considered
very broadly) which rely upon combinations of different ‘forms’ of communication to be
effective.

The theory of emergence (emergentism in some theories (Kévecses, 2015), which became widespread
in the middle of the 20" century, refers to the arising of novel properties in the process of self-
organization in complex systems. It is promising for the interpretation of processes of modern social
life in various fields, including human communicative interaction through the mediation of digital
means. As multimodal discourse is semiotically heterogeneous, the construction of meaning is
characterized by the combination of different semiotic elements, which are non-additive in their
nature. The challenge for the analysis of meaning-making in multimodal discourse is that the meaning
of the whole semantic combination is not derived from the meaning of its semiotic elements. Verbal
language, nonverbal human behavior represented by images and voice, and specific technical
cinematic devices employed in film to construct meanings do not have strict laws of their
combinations. It demonstrates the emergent nature of meaning and paves the way for explaining
meaning-making as the dynamic and on-line process.

The aim of the article is to reveal the characteristics of emergence in the process of meaning-
making in multimodal discourse. This article is one more step in a series of works addressing the
study of meaning-making in multimodal discourse with a special focus on the construction of
emotions in film (see Krysanova & Shevchenko, 2019; Krysanova, 2019; Krysanova & Shevchenko,
2021). It attempts to comprehend the elusive process of emerging meaning as the result of nonlinear
integration of multisemiotic elements in a certain semiotic environment that leads to novel semantic
entities.

Linguistic approach to the phenomenon of emergence covers the issues of an emergentist
approach to grammar (Hopper, 2015) and phonetics (Foulkes & Hay, 2015), metaphor as a
paradigmatically emergent phenomenon (Kévecses, 2015), the emergence of gestures (Zlatev, 2015),
emergentist perspective in the ecology of dialogical systems (Trasmundi & Steffensen, 2016), and in
language evolution (Arbib, 2015), etc. However, the basics of the emergence of meaning in
multimodal discourses remain an insufficiently elucidated issue.

Film as a phenomenon of mass media culture is the ‘environment’ for meaning-making in the
process of communication between filmmakers and viewers. The communicative nature of film is
determined by its ability to construct meanings not only by verbal means, but also to a greater extent
by dynamic images and specific technical means peculiar only to cinematography. It underscores the
process of filmmakers—viewers communication as a situationally-dependant interaction that
emphasizes the enactive and ever-changing character of meaning-making in film.

Therefore, these claims signal the emergent nature of meaning-making in multimodal discourse
and in film in particular. They determine the analysis of the construction of meaning in the
relationship of material-perceptual and socio-semiotic aspects, where “materiality”, as Pflaeging,
Wildfeuer, and Bateman (2021, p. 35) put it, “is invoked not in the sense of physics, but rather as part
of a general re-appraisal of the importance of embodiment and engagement with physical objects and
their environments for almost all aspects of meaning making”. It focuses research attention on the
interrelation of semiotic resources and modes involved in constructing the meaning, the role of
intersubjectivity and human body, and interaction between filmmakers and viewers as participatory
meaning makers.

In this paper, | first provide a rationale of the integrative framework applied in this study.
| present a succinct overview of the notion of emergence, distinguish its main characteristics, and
analyze film as a multimodal phenomenon. Next, on the basis of the theories of joint attention,



ISSN 2218-2926 Cognition, communication, discourse, 2022, # 24 39

performativity, and embodied cognition, | single out and explain functional as well as cognitive-
semiotic aspects of emerging meanings in multimodal discourse. Then, | give reasons for multimodal
aspects of emergent meaning-making with the emphasis on the integration of semiotic resources.

2. Theoretical background and method
The theoretical background of the study is related to the notion of emergence with the analysis of its
peculiar characteristics as well as to the notion of film as the environment for meaning-making. In
addition, | describe the methods and data applied in this research.

2.1. The notion of emergence in the humanities
There is a great deal of debate over the notion of emergence and its use across the research fields
where it is applied. The specificity of emergence lies in its novelty, indivisibility, and inexplicability,
as well as in reflecting the relationship between the system as a whole and its constituents as parts of
the whole.

The notion of emergence comes from French émergence with the meaning “unforeseen
occurrence” and from Latin emergere, which means “rise up”, “come forth” (Online Etymology
Dictionary (n.d.). It is generally accepted that the term emergence was first introduced by John Stuart
Mill arguing that the system as a whole has properties that exceed the properties of the sum of the
system components performing as a novel entity with a certain level of complexity (Chalmers, 2006).
As the example of a whole he suggested taking a water molecule, which has more essential properties
and qualities than a simple combination of its elements of hydrogen and oxygen.

Researchers distinguish strong or ontological emergence and weak or epistemological
emergence depending on how to understand emergent or novel properties.

Strong emergence considers novel properties as supervene on properties of the parts of the entity
they emerge from. These properties differ from any structural property of the whole, i.e., are
ontologically irreducible to the more fundamental matter from which they emerge, and “exert a causal
influence on the behavior of its possessor” (O’Connor, 1994, p. 95). In the ontological view of
emergence novelty is irreducible and has downward causation.

Weak emergence describes new properties that emerge in the system, which shares no
properties of the system smaller parts. In the case of weak emergence, the rules of the whole system
act as laws providing a context for the functioning of the system. It happens “when the high-level
phenomenon arises from the low-level domain, but truths concerning that phenomenon are
unexpected given the principles governing the low-level domain” (Chalmers, 2006). Epistemological
view on emergence lies on its unpredictability or unexpectedness. Possible examples of weak
emergence can be road networks, bird flocks, or anthills. As for the causal relations, weak emergence
interprets them as feedback loops when higher-level causal powers of a whole can be explained by
rules of interaction of its parts.

Both weak and strong types of emergence are interrelated in meaning-making emphasizing that
it is a continuous and endless process of interaction of various entities constructing complex systems,
which are irreducible to their components. Describing emergent systems, Johnson (2001, p. 16)
claims that

Such a system would define the most elemental form of complex behavior: a system with
multiple agents dynamically interacting in multiple ways, following local rules and oblivious to
any higher-level instructions. But it wouldn’t truly be considered emergent until those local
interactions resulted in some kind of discernible macrobehavior.

New systems, which emerge as the result of consistent interactions between entities, should follow
basic principles. Since interactions do not exist in a vacuum, context also matters. But a simple
combination of different elements will not necessarily lead to the emerging of a novel entity.
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Environmental conditions and functional orientation set the context. In Johnson’s (2001, p. 17)
parlance,

Emergent complexity without adaptation is like the intricate crystals formed by a snowflake:
it’s a beautiful pattern, but it has no function. The forms of emergent behavior <...> show the
distinctive quality of growing smarter over time, and of responding to the specific and changing
needs of their environment.

Current theories of emergence agree that emergent entities and properties 1) are complex higher-level
entities and properties; 2) arise out of lower-level elements and constituent parts; 3) are
“unpredictable” as the meaning of basic elements cannot predict the meaning of the whole; 4) are
novel properties, neither explainable nor reducible in terms of their basic conditions; 5) demonstrate
a certain causal efficiency both at their own and at lower levels (Kim, 1999, pp. 21-22).

Thus, emergent wholes tend to be dynamic integrated entities that though constructed by the
combination of their constituent parts appear to maintain their own identity. It is the result of their
ability to adapt to semiotic environment performing a certain function. The process of emerging the
meaning is interaction-related and is connected with participatory meaning-makers.

2.2. Film as multimodal phenomenon
In my methodology | proceed from the fact that the emergence of meaning-making is rooted in the
semiotic properties of multimodal discourse. Film is a multimodal phenomenon, where a synergistic
combination of multisemiotic elements constructs the filmic meaning. The understanding of film as
a multimodal phenomenon originates from the socio-semiotic theory of communication by
M. Halliday (1978) who considers language as one of the semiotic systems, which is a resource for
the construction of meaning. Therefore, a multimodal approach to meaning-making in film focuses
on what channels (modes) are used to communicate between the filmmakers and viewers and how
semiotic resources interact to construct the filmic meaning. It brings the notions of mode and semiotic
resource to the fore.

Mode according to Bateman and Schmidt (2012) is related to the way an individual hears, sees,
or tactilely perceives material objects, and, consequently, is considered the information channel of
communication associated with sensory modality. The audial mode of cinematic discourse is realized
through music, voice, sound effects, noises, etc. The visual mode includes facial expressions, body
movements, visual effects, drawings, etc., everything represented by the screen image. Every mode
contains semiotic resources—socially conditioned meaning-making resources that construct
meanings (social, individual, affective, etc.), according to the needs of a particular community
(Leeuwen, 2006). In film, audial and visual modes construct the emotive meaning through elements
of verbal, nonverbal, and cinematic semiotic systems. Each semiotic resource is presented in both
modes employing specific semiotic means: verbal resource involves lexical, syntactic, and discursive
means represented in the form of oral speech or in the written form on the screen; nonverbal resource
includes human mimics, gestures, voice changes, etc., and cinematic resource includes shot size,
camera angle, sound and light effects.

Thus, the constitutive property of multimodal discourses is their inherent integrity determined
not so much by the peculiar features of semiotic components but mostly by their synergistic effect.
Therefore, film is multisemiotic and multimodal in its nature. Its multisemiotic vector emphasizes the
meaningful combination of several sign systems involved by filmmakers to construct the meaning.
Multimodality stresses the dynamic addressee-orientated character of film, which is implemented
through various channels, taking into account cognitive, social, and cultural characteristics of viewers.
Emergent meaning-making in film is the result of the interaction between the real world of filmmakers
and the imaginary world of film storytelling—diegesis.
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2.3. Methods and data
The integrative approach applied to this analysis of emergent meaning-making in multimodal
discourse is underpinned by the theories of conceptual integration, blended classic joint attention,
embodied cognition, and performativity. The integration of functional-pragmatic and cognitive-
semiotic views enables to treat meaning-making as a dynamic process of emerging meanings rooted
in the interaction of author and recipients as well as semiotic properties of multimodal discourse. As
Shevchenko (2019, p. 16) puts it, “in multimodal discourse studies, researchers in semiology and
linguistics can benefit from enactive, interaction related, and dynamics-oriented methodology”.

The data include an American drama film The Horse Whisperer directed by Robert Redford,
28 fragments of constructing sadness in film with corresponding fragments in the screenplay, and
critics’ and viewers’ reviews. The screenplay is viewed as a film model of intended verbal, non-
verbal, and cinematic actions presented in temporal and spatial terms. Therefore, illustrative material
contains screenplay fragments with the commentary of character’s nonverbal actions and cinematic
devices combined with the corresponding film shot photo.

The film tells the story about the traumatic experience of a teenage girl Grace who was injured
while riding the horse Pilgrim. The girl’s right leg was partially amputated and traumatized Pilgrim
was suggested to be put down. Grace’s mother Annie, desperate to help her daughter, realized that
Grace’s recovery was linked with Pilgrim’s. She invited “horse whisperer”, Tom Booker, to help
Pilgrim and Grace overcome their trauma.

The emotion of sadness, constructed in this film, permeates the whole narrative and deals with
different situations: the girl’s sorrow due to her disability, sympathy for the injured horse, Annie’s
grief caused by her daughter’s suffering, and Annie’s rejection to have romantic relationship with
Tom, etc.

Sadness is viewed as a negative emotional state caused by the subject’s assessment of a situation
or event as malefactive, which makes them feel unhappy, lonely, and miserable (Krysanova, 2019).
Such characteristic features as its passive character, ability to cause physical weakness, slowing down
of cognitive and physiological processes, and tight connection with social values are relevant for the
verbal and nonverbal construction of sadness in film. Negative evaluation of sadness is associated
with feelings of grief, disappointment, misfortune, and fatigue and is supplemented by a specific
psychological state associated with persistent unhappiness.

As emotions are immanently represented in the social interaction (Krysanova & Shevchenko,
2019), the study of emergent emotive meaning-making enables to provide the regularities according
to which the human brain constructs ‘meaning-in-context’.

3. Results and discussion

In order to explain how the emotive meaning emerges in film | address the issues of the interaction
between filmmakers and viewers in cognitive and functional aspects. According to the former, it
requires the theories of blended joint attention and embodied cognition, which focus on shared
knowledge and sensory-grounded experience of both filmmakers and viewers. The latter addresses
the theory of performativity emphasizing the role of perception in meaning-making and the role of
recipients in reconstructing the meaning. Besides, sub-section 3.2 provides the cognitive-semiotic
view to emergent meaning-making underpinned by the theory of conceptual integration.

3.1. Intersubjectivity, performativity, and embodiment in emergent meaning-making
| claim that emotive meaning-making in film is a dynamic process of enactment of social relations
between filmmakers and viewers constituted by environmental and bodily factors. On the one hand,
their interaction leads to the study of filmmakers’ intentions in the choice of semiotic means to
construct emotive meaning. On the other hand, the active role of viewers in meaning reconstruction
makes them co-participants in the meaning-making process. On-screen emotions are constructed by
filmmakers represented by film director, producer, cameraman, etc., who jointly construct the filmic
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emotion intended by scriptwriter and imitated and embodied by actors through physiological and
sensory-perceptual manifestations. Filmmakers share their joint intention to construct the meaning
intended in the script. Viewers, multiple and distant in time and space, with different inherent socio-
cultural characteristics, reconstruct this meaning using their experience and shared knowledge. It
stresses the interaction of filmmakers and viewers in constructing film meaning. Film is always
recipient-oriented as it is created for viewers. It gives rise to intersubjectivity since interaction
between filmmakers and viewers involves joint attention, intention, and emotion.

The theory of blended classic joint attention is based on the awareness that communicants who
exist in different spatial and temporal environment are jointly attending (Turner, 2017, p. 3). In
cinematic discourse, joint attention is bidirectional since ‘“each agent is aware of the other’s
experiences—even if they are not mutually aware of sharing experiences” (Brinck, 2008, p. 121).
Filmmakers and viewers are able to share joint attention, and, as a result, share joint emotions. The
integration of filmmakers’ and recipients’ views is achieved through the camera, as “the gaze of the
spectator is tightly integrated with the viewpoint of the camera, which does not merely direct the
attentions of the former but in fact controls them” (Oakley & Tobin, 2012, p. 60).

This resonates with the theory of performativity by Fischer-Lichte (2008) that emphasizes the
interaction of filmmakers, among them mostly actors, and viewers in meaning-making. Film actors
construct meanings on the screen, communicating with viewers via the camera. Their words, gestures,
and actions make viewers react evaluating the plot or characters and reconstructing meanings.
Applying the performativity theory I claim that emergent meaning-making in multimodal discourse
is a performative act grounded on the dynamic intersubjective interaction of communicants.

The performative aspect of emergent meaning-making is realized through active and passive
participation of viewers in this process. The active role of viewers consists in the fact that filmmakers
must take into account their worldview and different gender, social, and cultural characteristics in
making the film. However, viewers cannot directly influence the events on the screen realizing the
passive role in meaning making. Viewers’ delayed and indirect participation is manifested in film
reviews, critics’ reaction, public resonance, etc. It enables remote and time-delayed communication
between filmmakers and viewers. Viewers “experience themselves in its course [performance T.K.]
as subjects that are able to co-determine the actions and behavior of others, and whose own actions
and behavior, in the same way, are determined by others” (Fischer-Lichte, 2008, p.74). The process
of emerging the filmic meaning involves the filmmakers’ expectation of viewers’ ability to
reconstruct the meaning. Neither filmmakers nor viewers can completely control meaning-making as
many individuals are engaged into co-participation in (re)constructing meanings. It makes this
experience liminal when the process of (re)constructing on-screen events sets them apart from their
everyday life and makes them co-participate in meaning-making in film.

Film is viewed as event and everything happening on screen affects viewers making them feel
empathy, fear, or nausea, etc. For example, a grey rainy day, an alarming sound, a shrieking voice,
crying, or the image of a dead body affect viewers and make them perceive it as unpleasant
experience. Emergent meaning-making appears as a performative act since meanings emerge apart
from the will of the perceiving viewers and perception itself becomes meaningful.

In film, semiotic and performative aspects are interrelated. While the semiotic dimension
stresses the materiality of the sign and its ability to construct meanings, the performative dimension
focuses on how these signs affect viewers, how they are perceived and reconstructed.

To illustrate my claims | address Internet Movie Database (IMDb), a popular online database
of information related to films including ratings and fan and critical reviews. IMDb offers a rating
scale (“User Ratings”, n.d.) of one to ten with a weighted average displayed. It demonstrates that The
Horse Whisperer was rated by 41 350 IMDb users with a weighted average vote of 6.7 / 10. Rating
by demographic highlights that males and females rated the film about equally with a slight
predominance in number among female viewers. However, teenage viewers evaluate it higher than
middle-aged ones. Besides, there is no particular difference in the evaluation of the film by viewers
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of different nationalities (ibid.). It has 4 wins and 19 nominations that shows its favorable evaluation
by critics and film professionals (“Awards”, n.d.).

The reaction to the film and the result of meaning reconstruction may be observed in
294 reviews presented on the IMDb site. User reviews show that the plot, director’s work, and acting
help viewers reconstruct meanings in the film. Besides, viewers always express their emotional state
caused by film events and describe their attitude towards characters. It underlines the role of
perception and demonstrates co-participation in emergent meaning making.

The plot is described as “a bit melodramatic”, “touching”, “unique and moving”, and
“powerful” but sometimes “moralist” and “boring”. User reviews set the target audience for this film
stating that “this is a film for people who understand that the ‘little’ moments in life are the best”
(“User Reviews”, 2005) and it “can be seen by young (children) and old, because it is a wonderful,
profound, credible tale about the love for family bonds” (“User Reviews”, 2020). They demonstrate
that they understand the filmmakers’ ideas and successfully reconstruct the meanings: “It is a story
of love and courage, the courage to fight for you want, or accept things the way they are; the courage
to risk losing everything, the courage to accept that loss. There is a wonderful message in this film
for all of us for all those who care enough to see it” (“User Reviews”, 2005). Special attention of
viewers is given to director’s work and acting as they make the audience believe the events on the
screen sympathizing with the Grace’s tragedy and admiring Tom’s inner strength. The following
fragments of viewers’ reviews illustrate that the way Robert Redford directed the film and his acting
managed to affect and touch the audience.

(1) The cinematography was powerful—while I am not a student of the discipline | could see that
the angles chosen for the subject, the landscape scenes of the beautiful Montana ranges and
sunsets—one could watch and understand the movie without the dialog (“User Reviews”,
2006).

(2) Hedirects this movie as well as stars in it, and his slow, sensitive directorial touch is so perfect
for this story (“User Reviews”, 2017).

(3) He’s very good here. There’s a close-up on him at the end of this film that has to be seen to be
believed. Everything his character is feeling at that moment is revealed perfectly on his face
(“User Reviews”, 2003).

Though viewers are aware that film events are fictitious, they believe in their reality as soon as they
are engaged into watching the film. Meanings emerge through perceiving the film events and
characters’ feelings. There is no one meaning of a combination of semiotic elements employed by
filmmakers. Meanings are reconstructed by viewers differently since they are co-present in film
events identifying themselves with the characters and co-participate in film meaning-making through
their perception. It highlights the role of bodily experience.

Intersubjective and performative character of meaning-making determines one more important
feature: emergent filmic emotive meaning is always embodied, which is a manifestation of a person’s
sensorimotor skills in the process of social interaction. In the core of film representation is a human
and a human body in the richness of its manifestations. Corporeality plays the role of an experiential
basis for the formation of mental images followed by their visual and audial representation in film.

Embodiment is viewed as bodily states that arise during the perception of an emotional stimulus
(Barret et al., 2007). A bodily act of communication, according to Zlatev (2008, p. 228), is an act of
bodily mimesis if it involves a cross-modal mapping between the perception of the surrounding and
the perception of the body and corresponds—iconically or indexically—to a certain action, object or
event. In film, meaning is constructed through the representational relations between body movement
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and the object, action, and event to which it refers. A bodily sign used communicatively should be
reconstructed by viewers as well as the actual filmmakers’ communicative intention.

According to the embodied cognition theory, cognition depends on the human body beyond the
brain as the brain is embodied, and the body is situated in its surrounding physical environment
(Coégnarts & Kravanja, 2015). Connecting cognition with embodied action involves consideration of
the organism’s physiological characteristics and of the interactions that such specific bodily qualities
afford within the physical constraints of the actual environment (Kiss, 2015, p. 43). The perceptual
experience is linked to the conceptual system through sensory channels (Shapiro, 2012). For instance,
analyzing the concept plant, one might mention traits of the plant, which correspond to different
bodily senses and, consequently, different modes such as its form and colour (visual mode), scent
(olfactory mode), surface (tactile mode), etc. Multisensory representation of concepts demonstrates
that human body interacts with the environment and contributes to the cognition.

Emphasizing the connection of body and cognition, Arnheim (2004) claimed that visual arts
demonstrate so called “visual thinking”, which is precisely the embodiment of the meaning intended
by the artist. Film is an audiovisual art form and film meaning is always grounded in bodily
experiences. It makes film anthropomorphic, where all events are viewed through the human body
that makes emergent meanings embodied.

They are embodied not only through non-verbal elements such as voice changes, facial
expressions, or gestures obvious for filmmakers and viewers. Cinematic devices (for example, camera
movements, camera shots, light, different editing techniques, etc.) also possess the meaning-making
potential. The recent researches (Heimann et al., 2014) clarify that sensory-motor areas of the human
brain change their activity due to the camera position and viewers are bodily engaged while observing
both the movement of cinematic devices and emotions of film characters.

Verbal means may be also used to embody meanings when perception systems are activated
during words and utterances comprehension. Scorolli and Borghi (2008) claim that concepts are
grounded in sensorimotor processes which consist in the re-enactment of the same neural activation
pattern running when individuals perceive real or imaginary extra-linguistic reality, to which the
linguistic sign refers. As latest researches show, language understanding implies a mental simulation
(Zwaan, 2004) and the simulation enacted by words is sensitive to the shape and orientation of the
objects mentioned, to their motion direction, to the effector involved in the sentences, etc. (Scorolli
&Borghi, 2008).

Verbal means of constructing sadness include lexemes that name the emotion: grief, sadness,
distress, depression, sorrow; describe it: depressed, miserable, sad, sorrowful, tragic, unhappy,
unlucky, and express sadness Oh, Ahh, Alack, Alas, my God, etc. Sadness may be indirectly constructed
by pejoratives that characterize the probable cause of sadness: bloody, cursed, damned, foolish,
wretched, etc. Syntactic means—parcellation, elliptical constructions, inversion, repetition, and pauses
of hesitation, are used to construct sadness through demonstrating individual’s emotional stance.

Non-verbal means of sadness construction are represented by facial, voice, posture, and gesture
components. Facial expressions include a distorted face devoid of muscle tone; it can become pale
signaling a vegetative process not controlled by an individual: looks sad and her face is pale. One
more characteristic is wide open/closed/filled with tears/dim/shiny/red eyes: sad eyes were wet and
glistening. The voice that embodies sadness may be lowered, mournful, unhappy, etc. Crying and
sobbing peculiar for sadness combine eyes and the voice integrating sensory and motor activities. The
gesture component does not have significant variability, which is related to the psychophysiological
processes during the experience of sadness such as feeling of weakness and immobility. Gestures are
represented by spasmodic body movements, immobile posture, and hands pressed to the face: hang
their heads in sorrow.

Cinematic devices enable to engage viewers into bodily experience through watching and
hearing expressive actions of characters. They do not only embody emergent meanings but also make
them material, objectifying them.
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A close-up and extreme close up emphasize the individual’s experience embodying thoughts
and feelings associated with the sadness. A medium close up makes it possible to trace mimic and
kinesic manifestations of the emotion. Angle types peculiar for sadness include a side view shot, over-
the-shoulder shot, and point-of-view (POV) shot. The side view focuses on the dynamism of the
emotion while the over-the-shoulder shot enables to follow the subject, contributing to the character’s
emotional state. POV enables to see the surrounding world through the character’s eyes creating the
effect of maximum involvement into the on-screen situation. It imitates and materializes the mental
processes that take place in the viewer’s mind.

Sound effects applied to construct sadness include diegetic/non-diegetic music, voice-over, and
dramatic pause. Film music sets a specific mood, gives expressiveness, and draws attention to the on-
screen events through associations in human memory embodying the emotive meaning. Music is
considered to be sad if it is minor in tonality, slow in tempo, low in pitch, and complex in harmony
(Peretz, 2011, p. 102). Light effects include various types of dim light—night, twilight, flickering,
etc., which emphasize and embody the depressed state of the character.

The following example illustrates the construction of sadness by the integration of nonverbal
and cinematic means. Grace’s mother, Annie, tries to help her child overcome the psychological
problems associated with her injury after the accident. On their way home, Grace accuses her mother
of being selfish, which makes Annie suffer. Holding back tears, Ann leaves the car and goes to the
cemetery, where everything reminds her of her grief. Annie’s sadness is embodied by non-verbal
means, peculiar for sadness, and cinematic ones. She is immobile at first, her face is distorted, her
crying turns to sobbing, and then she covers her face with her hands. Cinematic means comprise a
medium close up, a side view shot, non-diegetic music, and dim light. The medium close up and the
side view emphasize the emotional state through demonstrating mimic and gesture components. Non-
diegetic music embodies sadness with the help of associations in human memory setting a specific
mood. It is minor, slow, and low in pitch. As Cohen (2011, p. 264) claims, “the emotion generated by
music is governed by the tension and resolution established by the music of which the audience is
unaware and over which one seems to have little control”.

(4) In the growing darkness, she sees, scattered on the hillsides below her, white tombstones. A
place of sorrow. A cool breeze ruffles her coat and she sticks her hands in her pockets.
Frustrated, alone, at a complete loss as to what to do, what action to take — Annie, for the first
time in frozen, standing still — and with her, comes a rush of emotion. She sits with her back
against the monument and begins to weep. @medium close up, side view, non-diegetic music,
dim light@ For Grace, for Robert, herself, for the tombstones, for everyone # covers her face
with her hands# (Roth & LaGravenese, 1997).

Fig. 1. The Horse Whisperer by Touchstone Pictures (38:51)

Thus, meaning in multimodal discourse emerges as the result of intersubjective interaction between
author and recipient. Meaning-making is viewed as a performative act where meanings are embodied.



46 ISSN 2218-2926 Cognition, communication, discourse, 2022, # 24

3.2. Volatility and patterning in emergent meaning-making
In cognitive-semiotic view meaning in film is (re)constructed by the emergent combination of
verbal, nonverbal, and cinematic semiotic systems through audial and visual modes. Each semiotic
resource has the potential for emotive meaning-making with the set of their specific means that
enables to create various semantic configurations.

By applying conceptual integration theory (Fauconnier & Turner, 2003) to emergent
meaning-making in film, every semiotic resource can be treated as a separate mental input space.
The verbal input space includes emotive words and expressive constructions; the non-verbal input
space comprises mimic, gesture, and prosodic means; and the cinematic input space encompasses
non-linguistic cinematic means, which have the meaning-making potential. Their meanings are
constructed and processed in very different ways by human brains. They cross-map and blend with
each other creating mixed blended spaces. The choice of meaningful elements in input spaces to be
cross-mapped is activated in the generic space that embraces shared knowledge about the emotion
(Krysanova & Shevchenko, 2021, p. 361). The emergent blended space contains a new meaning,
which is not predicted from the sum of input spaces bur rather motivated by the context. The
formation of mixed blended spaces is a dynamic process as every change of gesture, music, tone of
the voice, speech, camera, etc. can modify the emergent emotive meaning. The ability to make
combinations is a manifestation of integrative nature peculiar to emergent entities

I claim that it determines another aspect of the emergence of meaning-making in multimodal
discourse—the volatility of emergent combinations. The origin of volatility comes from Latin
volatilis with the meaning “fleeting, transitory; swift, rapid; flying, winged” (Online Etymology
Dictionary (n.d.). It emphasizes “a tendency to change quickly and unpredictably” (Merriam-
Webster Dictionary (n.d.) when the semantic combination of semiotic elements can transform the
meaning with the change of at least one element. Consequently, the number of emergent
combinations can be countless as any change can modify the emergent emotive meaning. The
following examples illustrate constructing sadness by various combinations of semiotic elements.

Consider example (5)—the first day when Grace came to school after the accident. She felt
awkward on crutches and was sad to realize that her life had completely changed. Her sadness was
constructed by the combination of syntactic expressive means (elliptical sentence and repetition),
her mournful voice, crying, and a distorted face with a medium close up and a side view. It makes
up the configuration verbal + prosodic, mimic components + shot size, angle type (Fig. 2).

(5) Annieis crossing an empty school yard. Grace is sitting on the ground, her back against a wall,
her “legs” in front of her. She has been crying. She looks up to her mother.
GRACE It’s too hard.
Annie kneels before her sympathetically brushing her hair away:
ANNIE Oh, honey... What happened?
GRACE Doesn’t matter. I... I don 't want to come back, that’s all. #mournful voice, tears on her
face, and distorted face# @medium close up and side view@ (Roth & LaGravenese, 1997).

Fig. 2. The Horse Whisperer by Touchstone Pictures (19:38)
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The example below illustrates the situation when Grace returned home after the hospital where she
had been operated. She feels sad remembering her former happy life. Her eyes are red with tears
which are rolling down her face. Diegetic minor music and a medium close up intensify the emotion.
Sadness is constructed with the configuration mimic component + shot size, sound effect (Fig. 3).

(6) The door is closed. A song blares on her stereo. Grace is in her bed watching a video of her
and Pilgrim... riding at a horse show.#eyes with tears# @medium close up @ There is a shot
of Annie standing proudly, watching her ride. Another shot of her and Judith, both of them on
their horses, waving to camera (Roth & LaGravenese, 1997).

Fig. 3. The Horse Whisperer by Touchstone Pictures (20:59)

The empirical analysis shows that the most typical configurations for constructing sadness are
combinations of mimic component + close up/medium close up; mimic component + close
up/medium close up and non-diegetic music; mimic and gesture components + close up/medium close
up; and verbal + mimic component + close up/medium close up. Thus, mimic and gesture components
and sound effects are the most representative while the verbal component is used less frequently. It
indicates a tendency to embody sadness in film by nonverbal and cinematic semiotic elements.

It proves that meaning constructed by the combination of semiotic elements is a multisemiotic
construct the configuration of which can be organized according to particular regulations. These
regulations are connected with cognitive and functional aspects of multimodal meaning making.
Although volatility causes a multiplicity of combinations, they may be reduced to certain constructive
patterns. Patterning enables to interpret underlying processes or mechanisms of meaning making since
in multimodal discourse any element is semiotic and is used to communicate.

| claim that in the cognitive and functional perspective emergent meaning in film depends on
constructive patterns which vary along the static and dynamic criteria. The empirical analysis enables
to single out patterns by parameters of quantity (two-/three-component), quality
(convergent/divergent), and salience (parity/non-parity) based of the static criterion. According to the
order of appearance of different semiotic resources, i.e the dynamic criterion, simultaneous or
consecutive patterns are singled out (Krysanova, 2019). Patterns help understand how material aspect
in discourse correlates with values, e.g., how particular body movements or voice variations may
indicate communicative intentions, or light and sound effects signal about particular mood, etc.

Example (7) illustrates the construction of sadness by employing four patterns. Grace tells Tom
about the accident though it is very painful for her. She is sorrowful that her friend died and she could
not help her. She is sobbing and covering the face with her hands, her head is lowered (Fig. 4, 5). The
interjection Oh God expresses her emotion and cinematic close up and voice over are used to intensify
Grace’s sadness. The verbal component, mimic and gesture components, and two cinematic
elements—the close up and the sound effect, comprise the three-component pattern, the elements of
which refine, complement, and intensify the same emotive meaning and make the convergent pattern.
As nonverbal and cinematic components prevail over the verbal one, it distinguishes the non-parity
pattern with the emphasis on the bodily perception. Heterogeneous semiotic components are used in
a succession that makes a dynamic character of the episode and sets the consecutive pattern.
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(7)  She starts to quietly cry, but it doesn’t stop her.
GRACE We were going to go around by the railroad bridge... @close up @
And we see the accident all over again... But this time, a movie—as clear as reality—but in
deathly silence. Just the sound of Grace’s voice, and her heartbeat... The horses are going up
the icy path...
GRACE (V.0.) We were laughing about something, I don’t remember what. Her horse fell...[]
GRACE (V.0O.) ... Judith’s foot was caught in the stirrup... she couldn’t get up, she was so
scared...(cries) I saw this truck, coming around the turn... [...]
Grace sobs uncontrollably now.
GRACE Judith... Oh God, Judith. I'm sorry..#covers the face with her hands# (Roth
& LaGravenese, 1997).

Fig. 4, 5. The Horse Whisperer by Touchstone Pictures (01:56)

Thus, patterning is one of the features of emergent meaning-making in film. The potential to form
patterns indicates the ability of emergent structures to adapt to the environment determined by the
situational context. It happens not only due to the meaningful potential of patterns themselves but due
to the collective activity of individuals involved in the process of meaning-making.

4. Conclusions
This paper has made an attempt to provide a new insight into the emergence of meaning-making in
multimodal discourse. Drawing on the theories of blended classic joint attention, performativity,
embodied cognition, and conceptual integration, | have used the methods of discourse and semiotic
analysis to explain how the emotive meaning emerges in film.

Emotive meaning-making in film is viewed as a performative act grounded on the
intersubjective interaction of filmmakers and viewers constituted by environmental and bodily
factors. Filmmakers and viewers are able to share joint attention and co-participate in meaning
making. They exist in different spatial and temporal environment and their interaction is mediated by
the camera, which provides the perception. The film events are viewed through the human body that
makes emergent meanings grounded in bodily experiences and embodied. They are embodied not
only through nonverbal elements but also verbal and cinematic devices.

Underpinned by the theory of conceptual integration emergent emotive meaning is viewed as
dynamic discursive construct created in the process of integrative construction by verbal, nonverbal,
and cinematic elements. It has a novel meaning only partially motivated by the meaning of its semiotic
elements. It possesses a certain level of complexity and is characterized by volatility of combinations
and ability to make patterns. The potential to volatility and patterning emphasizes the adaptive nature
of meaning-making and the decisive role of causality determined by the situation. If the meaning in
discourse is a construct and it is not derived from the meaning of its elements, then the cause of a
particular pattern in a certain communicative situation underlies meaning-making. It follows that to
select a certain meaning-making pattern requires an interpretation of the situation of both filmmakers
and viewers. It can be explained by the property of viewers to identify themselves with film
characters, perceiving the same object as actors construct it on the screen and experiencing the same
emotions.
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This paper does not claim to provide solutions to all of the problems addressed. There are a lot
of theoretical and practical issues of emergent meaning-making that require further explanation and
development.
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CKJIaJIaf0Th Teopii KOHIENTyalbHOI iHTEerpalii, 3MilllaHOi KIaCH4HOI CHiBHOI yBarw, yTiIEHOTO Mi3HAHHS
Ta nepopMaTHBHOCTI. Y MOCHIIKEHHI BU3HAYEHO, 10 eMEPIHKEHTHE CMHUCIOTBOPEHHS € nephopMaTHBHUM
aKTOM, IO TIPYHTYEThCA Ha IHTEpCYO €KTHBHIM B3aeMomil KomyHikaHTIB. Lls B3aemomis BinOyBaeThbcs
B [IEBHOMY CEMiOTHYHOMY CEpENOBHII Ta 3aKOpiHEHa B TLIECHOMY JOCBiAi KOMYHiKaHTIiB. EMepmxenTHUI
CMHCII PO3MJISIHYTO SIK HOBE YTBOPEHHS, KOTPE Ma€ IMEBHUI PIBECHb CKJIATHOCTI 1 HE € MOXIAHUM BiJl 3HAYCHHS
HOro KOHCTUTYTHBHHX €JIEMEHTIB. AHaji3 KOHCTPYIOBaHHA €MOIii CyMy B XYAOKHBOMY KiHO(IIbMI
YMOKJIMBHB BHUSBJICHHS! OCHOBHUX XapaKTEPUCTHK eMEPIHKEHTHOTO CMUCIIOTBOPEHHS: 1) TBOPII KiHODITEMY
Ta rsaaqi 0epyTh CIUTBHY y4acTh Y KOHCTPYIOBaHHI CMHUCITY Ta BOJIOJIIOTH CIIUTHHOIO YBarow, 3a0e3neuyodn
iHTEepCcyO’€KTUBHY B3aEMOJII0, OMOCEPEIKOBAaHY KaMepolo; 2) CMHUCIOTBOPEHHS 3aKOpiHEHE B TiIECHOMY
JOCBiZi ¥ yTinecHeHe y (UIbMi HE JIMIIE 3a JOMOMOTOK HeBepOalbHHX EJIEMEHTIB, aje ¥ BepOalbHHX
1 KiHeMaTorpagiuHINX CEMIOTHYHUX PecypciB; 3) eMepPKeHTHUIH CMHUCI BUHUKA€E B PE3yNbTaTi CHHEPTIHOT
iHTerpamii MOJYCiB 1 ceMiOTHYHUX pecypciB; 4) KoH(pirypamii ceMiOTHYHUX pecypciB XapakTepHa
BOJIATHJIBHICTh KOMOIHAILiH; 4) eMepIKeHTHI KOHCTPYKTH MOXYTh OyTH OpraHi3oBaHi BiIIOBIHO JI0 IEBHUX
MpaBujI, yTBOpIOIOUM mNaTepHH. Lle 3yMOBIIOE aHaNi3 eMep/PKEHTHOTO CMHUCIOTBOPEHHS Y B3a€EMO3B’S3KY
MaTepiaJbHO-TIEPLENTHBHOTO Ta COLIOCEMIOTHYHOTO aCIIEKTIB.

KaouoBi cjoBa: eMepKeHTHICTh, KiHODUTBM, MyIbTHMOJAILHUA TUCKYPC, CEMIOTHYHHUI pecypc,
CMHCIIOTBOPEHHSI, CyM.
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Abstract

Trafficking in human beings is a serious problem, which affects vulnerable groups disproportionately. Eastern
European countries are among the most affected due to a variety of risk factors. Yet this problem often remains
invisible to the mass public. The attempts to bring it into the public consciousness rely strongly on different
rhetorical strategies. | argue that the way of social issue framing largely determines its public perceptions and
reactions to it. This material examines human trafficking as phenomenon, its definitions and root causes, and
then focuses on the framing of trafficking as modern slavery. This framing is made possible by the use of
multimodality in media outlets and in prevention campaigns. | will apply the method of content analysis of
images used in the Bulgarian digital press or for campaign purposes. The combination of text and imagery is
a powerful tool to create the association of slavery, detention, and captivity. These associations are emotionally
contagious and can generate pathos; they also convey the idea of a powerless innocent victim in need of rescue,
which is a limiting view. The paper argues that this approach has both its positive and negative aspects, the
latter being the risks of reductiveness and barriers to the deeper understanding of the problem, its underlying
causes, and possible solutions. The alternative framing of this phenomenon as a human rights violation implies
the necessity of not just “rescue and salvation” of individuals, but also structural changes in society.

Key words: human trafficking, framing, multimodality, pathos.

1. Introduction
Human trafficking remains a serious problem globally. It is a source of enormous criminal earnings
and of immense human suffering. It is also one of the fastest growing forms of international crime
with the increased vulnerability and displacement of people in conflict zones contributing to that
(FATF-APG, 2018).

As any complex problem trafficking is a mixture of diverse issues, but its representation usually
falls within the modern slavery frame — something which is understandable as exploitation is at the
core of the phenomenon, and also has its powerful emotional overtones, but also simplifies the issues
and has its pitfalls and limitations. As Nick Turnbull and Rose Broad write, “public sphere discourse
reduces this complexity to simplified accounts” (2022, p. 201). In professional spheres (NGOs,
institutions), trafficking is viewed as a serious violation of human rights, but this is an abstract concept
and the media depiction is much more simplified. Here we will briefly present the problem, the way
it affects Bulgaria and will try to analyze the way it is represented in Bulgarian multimodal media.

© Petrova Donka, 2022
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We argue that the slavery framework is the dominant one and that multimodality (the combination of
written text and images) is instrumental in constructing this framework. The approach | follow relies
on both academic analysis and long-term experience in assisting victims of human trafficking as a
psychologist and researcher with participation in international projects addressing the issue.

2. Trafficking in Humans: definitions and scope of the problem
The Protocol to prevent, suppress, and punish trafficking in persons, especially women and children,
supplementing the United Nations Convention Against Transnational Organized Crime (also known
as the Palermo Protocol) currently provides the internationally accepted definition of human
trafficking as in Article 3 of the 2000 UN Protocol:

“Trafficking in persons” shall mean the recruitment, transportation, transfer, harbouring or
receipt of persons, by means of the threat or use of force or other forms of coercion, of
abduction, of fraud, of deception, of the abuse of power or of a position of vulnerability or of
the giving or receiving of payments or benefits to achieve the consent of a person having control
over another person, for the purpose of exploitation. Exploitation shall include, at a minimum,
the exploitation of the prostitution of others or other forms of sexual exploitation, forced labour
or services, slavery or practices similar to slavery, servitude or the removal of organs
(“Protocol to prevent”, 2000).

This definition and the UN Protocol itself are the basis of many legal and normative documents, both
national and international, aimed at combating human trafficking, as it emphasizes on different
dimensions of the problem and the various approaches to recruitment.

Exploitation of human beings by other humans is not a new phenomenon; it has probably been
a part of human history since its early stages. However, nowadays we are in a situation much
different than before because of the radical reach of the process of globalization. While it may
generally bring more freedom and mobility, for some vulnerable groups—often women and
children—it creates new risks of exploitation. Many factors contribute to this: still stable patriarchal
stereotypes about the role of women, domestic violence, lack of equal opportunities for work, higher
levels of poverty among women and children, especially in economies and countries in transition,
as well as failings of the systems for victim protection (Brysk, 2012). War and displacement of
individual on a large scale is unfortunately another factor generating risks. The Global Report on
Trafficking in Persons published by UNDOC in 2016 indicates that over 70 % of the victims are
female and about 30 % were children.

Trafficking in humans is an extremely profitable illegal business. In 2017, the International
Labour Organization (ILO) and Walk Free Foundation (in partnership with IOM — the International
Organization for Migration) published a report entitled “The Global Estimates of Modern Slavery”
(ILO & Walk Free Foundation, 2017). According to it, about 25 million people were in labor or sexual
exploitation in 2016, with 64 % in labor exploitation (typically domestic work, construction work or
agriculture), 17 % in forced labor imposed by state authorities and 19 % in sexual exploitation. It is
difficult to establish a clear figure on the earnings from human trafficking due to the criminal and
illicit nature of the activities, but ILO estimated that earnings may amount to 150 billion USD per
year (data from estimations published in 2014). Although the percentage of victims of sexual
exploitation is not so big, these reports indicate that the majority or profits are generated from this
type of exploitation (ILO, 2012).

For Bulgaria, trafficking in human beings has been a serious problem over the past two
decades—mostly trafficking for sexual exploitation, with the victims being, above all, women and
young girls (Petrova, 2015) —cases of men and young boys are rarely reported (which does not
automatically mean they are so rare, they may be reported less often; a general problem when
talking about trafficking is the extent of secrecy and invisibility inherent in the practice). Bulgaria
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can be described predominantly as a country of origin for victims of trafficking, but also a transit
country due to its geographical location. “Its strategic location makes the country especially
vulnerable in regard to illegal channels not only for trafficking in human beings but also for
immigrants, which try to illegally cross state borders”, states the official website of the Bulgarian
National Commission for combating Trafficking in Human Beings (or NCCTHB)
(https://antitraffic.government.bg/en/help#trafficking). According to the Annual reports of the said
Commission, Bulgaria and Romania are the leading countries of origin among EU countries (2021).
Trafficking in human beings can be seen as internal (within the borders of country itself) and external
(abroad), and domestic trafficking in Bulgaria, again according to the abovementioned report, is
concentrated above all in resort villages and is for the purposes of sexual exploitation. Internal
trafficking in many cases precedes external traffic and can be viewed as a preparation for it. External
traffic has as countries of destination mainly Germany, Greece, the Netherlands, France, Cyprus,
Poland, Italy, and the Czech Republic. Trafficking for the purposes of labor exploitation and of
children for the purposes of begging or pick pocketing is also a problem, but sexual exploitation
remains the most common (and arguably most profitable) form—a fact, related to the demand
component of the process.

The reasons for falling into a trafficking situation are complex: the difficult economic situation
and limited opportunities for realization in the country in recent decades; the process of transition to
a democratic model of governance and a societal value crisis; poverty and lack of education among
certain vulnerable groups (for example, institutionalized children, residents of poorer regions); lack
of awareness of the risks, as well as the possibilities for assistance and protection; and in many cases
a personal history of trauma and increased vulnerability to subsequent situations of exploitation and
harassment (NCCTHB annual report, 2020; Petrova, 2015). The COVID-19 pandemic can be said to
have increased vulnerability leading to more economic challenges and loss of opportunities,
especially for groups of low-skilled workers who cannot work online—they have become more
vulnerable to both sexual and labor exploitation. Besides that, many services have not been working
in full capacity; courts and other institutions have not been so active in proceedings. Closures and
lockdowns have pushed traffickers to search for other ways to “operate”, e.g. private apartments, etc.
In addition, the Internet gets involved in victim recruiting. Low-cost companies are the preferred
manner of transpiration.

According to the NCCTHB annual report for the year 2020 (“National Commission”, 2021),
the ways of recruiting potential victims in recent years fall under the category of the so-called “soft
methods” usually related to winning the victims’ trust and tricking them (through misuse of this
trust) to go abroad under the pretext that this will bring new opportunities for work or prosperity.
Once abroad, without support from relatives and often without knowledge of the language, of their
own rights and where help can be obtained, these victims become entirely dependent on traffickers
and become subject to exploitation. The “soft” methods also include the “lover boy” method (lover,
boyfriend), in which the trafficker courts the victim, wins her affections, and manages to persuade
her to go with him abroad — or even to marry him. In some cases, these victims are underage girls,
and the trafficker is able to obtain the family’s permission to take her abroad with marriage
promises. The victim’s emotional attachment to the trafficker is then exploited and she is
manipulated into sex work for the trafficker’s gains. Methods that are more violent are used on the
stages of exploitation and control as a means to prevent the victims from looking for help or running
away. Yet manipulation through threats to the individuals and their families or debt remains
predominant.

We can summarize that causes of human trafficking are deep and complex, not simply
kidnapping an unsuspecting victim form the street. Currently, a popular explanation model is that of
push and pull factor (Bales, 2007), according to which on one hand, there are economic, social, and
political factors that push a potential victim out of their place of living — village, town and/or country.
On the other hand, there are the factors that pull them to a different location which are again economic,
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social, and political. These factors are often the same, but with different manifestations, e.g. wages
and labor opportunities: low wages and lack of opportunities in the country of origin and higher
payment in a country of destination. In the majority of cases, victims choose to leave a situation of
poverty, lack of opportunities for realization, discrimination, and rejection (due to minority status or
marginalization of institutionalized children) and move to another place in search of better life
options. Countries of origin are characterized mainly by push factors, and countries of destination by
pull ones.

Getting out of a trafficking situation is not easy for the victims and very often happens because
of the intervention of the police and other institutions—the victims themselves are much less likely
to seek help directly. The reasons are many: not knowing the language of the foreign country, distrust
of institutions, suggestions by traffickers that they will be treated as criminals, not as victims, lack of
documents, uncertainty about who they can turn to. Another trend in recent years has been to target
and victimize women with intellectual disabilities or mental ilinesses—as such they prove easier to
manipulate by traffickers, and their testimonies in many cases would not be accepted in court if the
case came to legal proceedings (Petrova, 2015).

Efforts to tackle trafficking in human beings are both national and international. However, it
still remains one of the most profitable forms of organised crime in today's world and thus has its
negative consequences not only for victims, but for society as a whole. Moreover, a large proportion
of victims are at risk of revictimization: once out of trafficking they can easily fall into such a situation
again, as the factors that made them vulnerable in the first place continue to affect them. Their
recovery and reintegration is a lengthy process which requires not only the provision of protection
and financial support, but also the development of life and professional skills, assertiveness and
empowerment.

3. Addressing the issue: framing and rhetoric
The way this complex problem is talked about, written about, even lobbied about to a large extent
determines the scope and the success of the efforts to deal with it. In this sense when talking about
victims of trafficking and attitudes towards them, it is also important to pay attention to anti-
trafficking rhetoric. Gregory Bateson developed the concept of framing in 1972 and defined it as
“spatial and temporary bounding of set of interactive messages” (1972, p. 197). The way something
is presented to an audience (what kind of ‘frame’ is created) will influence the way the information
is processed. The frame is a form of organization of the message and at a metacognitive level, it
creates context within which the message is understood/interpreted.

The choice of a certain frame is not a random process; | argue that it is essentially rhetorical
or aimed to achieve a persuasive communication goal. As Bitzer defined, “...rhetoric is a mode of
altering reality, not by the direct application of energy to objects, but by the creation of discourse
which changes reality through the mediation of thought and action” (1968, p. 4). The expression of
thoughts, ideas, emotions through various means, various texts (oral, written, images) with the aim
of influencing other is arhetorical impact. According to Herrick (2012), rhetoric has some important
social functions, some of which are directly related to our topic, namely: the testing of ideas (how
the audience reacts when presented with them, how applicable they are), and assisting in the process
of social advocacy (for social causes, new initiatives, etc.). The professionals’ understanding of the
problem and the needs of the victims of trafficking is one thing, the way common people think
about the issue, the attitudes they hold towards the victims can be quite different. Most people never
have to face directly the problem of human trafficking in their lives, it is something distant: even if
they have contacts with trafficking victims, they most likely would not know this. Therefore, the
public perceptions and attitudes are largely formed by the media, by the ways the issue is talked
about and presented—in other words, by the anti-trafficking rhetoric, not by direct experiences and
impressions. But how helpful is the typical anti-trafficking rhetoric?
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The problem of human trafficking is extremely complex in the analysis of its roots and causes
and in the search of solutions; as if affects millions of people and allows large criminal networks to
flourish. Yet at the same time to a vast majority of the mass audience, it is a distant issue, especially
in comparison to more pressing problems of everyday reality. Therefore, the representation and
framing of the problem tends to be much simplified—it is typically presented as “modern slavery”,
“white slavery” (Brysk, 2012; Turnbull & Broad, 2022), with victims as “white slaves”. The term
“white slavery” (it exists in different languages, not just English; in Bulgarian the phrase “6enu
pobunu” is often used; “trata de blancas” in Spanish-speaking countries) is no longer accepted as
adequate. Trafficking is carried out via major criminal networks that target not just white persons,
but a variety of vulnerable individuals. The accent on the “whiteness” places the focus on victims
with this skin color, on one hand acknowledging them as more important and the fact of their
trafficking as more shocking and unacceptable that victims of color, and on the other hand ignoring
that vast majorities of the victims are coming from the global south and deserve attention and
support. That is why “the term “white slavery” has been dismissed for not giving enough visibility
of the problem which creates this crime and has been replaced by “trafficking in humans” with the
aim of sexual or labor exploitation” (https://www.gob.mx/segob/es/articulos/trata-de-
blancas?idiom=es). “In a morally regrettable yet politically powerful semantic move, white slavery
emphasizes the “unnatural” threat of enslavement to a portion of a population generally exempted
from this peril”, writes Brysk (2012, p. 3).

However, even beyond the idea of “white slavery”, trafficking is still mainly presented through
the slavery framework. Undoubtedly, slavery is a concept with deep and emotional connotations; due
to historical factors it is easily perceived as something extremely negative, degrading and evil. This
kind of framing has the potential to generate deep emotional impact, the power to create pathos in the
rhetorical sense. Pathos is one of the three kinds of artistic proof in Aristotle’ classical rhetorical
theory (along with ethos and logos). According to Greene (2001, p. 574), pathos is the appeal that
above all three impels the audience to act due to the power of the emotions provoked. He also notes
that images are especially effective in arousing emotions, be it visual images, or mentally constructed
ones (as memories or imagination).

3.1. Multimodality and the slavery framing of trafficking
Multimodality is a term used to describe the combination of speech, written, texts, images, audio
or video materials—*“the textual combination of different modes and their integration in terms of
structure, discourse semantics and rhetorical function within contexts of social interaction” (Stockl,
2019, p. 50). Metaphor, for example, can be presented by language, by image, or by a combination
of those: a case of multimodal rhetorical figures (Bateman, 2014).

The main goal of rhetoric is to persuade by the selection of the most appropriate means of
communicating a message—orally, verbally, or in a different way. Media outlets use the
combination of verbal textual message and images or audio and video content; we can say that these
combinations create a different and often deeper impact on the audience, which is not simply the
sum of its components. “It is ultimately the quality of the multimodal design that builds a rhetorical
potential for argumentation and shapes the ways in which a piece of communication will appeal to
the reason, the emotions, and the ethical judgment of potential recipients” (Pflaeging & Stockl,
2021, p. 321).

What are the limitations and pitfalls of this kind of framing? This framework offers a
deceptively simple definition of it as modern slavery, which should be abolished the way traditional
slavery was abolished in the past. In addition to this, it is often proposed to ban prostitution in
general as a way to solve this problem. Such an approach to the problem is a rather a barrier to a
more complex examination of the complex factors that allow this type of abuse to flourish. Actions
like the prohibition and criminalization of prostitution are more likely to lead to even more abuse
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and human rights violations as of something that happens entirely in secret and is beyond any
attempts at regulation.

Another aspect, which requires analysis, is that the slavery framework may lead to the
implementation of anti-trafficking policies and measures that aim to protect “innocent” victims of
modern slavery, but the majority of victims are not snatched from the street, for example, many
enter the world of sex work voluntarily or are held via debt and other obligation that would easily
make them return to sex work and exploitation even if “freed” (Brysk, 2012).

Equating trafficking with slavery also creates the notion of the "innocent victim" who is
captured, abducted and forced to become a "white slave.” Situations that do not fit into this scheme
(and these are most) respectively, may not provoke this kind of moral outrage in people, societal
intolerance of abuse and urge to help victims. Since many of the victims today voluntarily go abroad
and into prostitution, expecting better income or to pay off debts, they do not fall under this
scheme — and will not be accepted as "innocent victims", which easily pushes the thinking in the
direction "They deserve it, they are to blame themselves™. This kind of thinking is a major obstacle
to the deeper understanding of the problem and the search for adequate ways to counteract it and
can be even dangerous if it leads to attitudes towards the voluntarily departed as "guilty", "bad" and
undeserving of support. The slavery framework emphasizes “protection over empowerment, and
rescue over rights” (Brysk, 2012, p. 4). “Rescuing” victims during police raids not followed by
adequate support efforts is not a effective solution. Many of those rescued in this manner are later
on held against their will in shelters, pressured to testify, which may pose danger to them or their
relatives, and deported. Yet many of them will return even if deported, because they still find no
better options, leading to revictimization.

3.2. The “ideal victim”

The image of an “innocent” helpless victim in need of saving is extremely powerful and provokes
the public to require action from institutions and stakeholders. Yet it is often very far from the
image of the real victim. Nils Christie, a Norwegian professor of criminology, developed his
concept of the “ideal” victim with the aim to underline the attributes socially required to grant
someone a victim status. His goal was to define the way society constructs the image of the victim:
the victim the public would unquestioningly accept as such. Consequently, he defines the “ideal
victim” as “a person or a category of individuals who upon their personal encounter with crime are
most readily given the complete and legitimate status of being a victim” (Christie, 1986, p. 18).

These attributes include both personal characteristics and external circumstances. In terms of
personal characteristics, the victim needs to be perceived as weak and vulnerable. Thus, members
of groups perceived by default as more vulnerable (children, old people, girls, women) are more
easily “accepted” as victims. According to Christie, another attribute is that the ideal victim is in
the process of doing something respectable when victimized—going to school, for example. They
are not at a place they are not supposed to be or doing something they are not supposed to be doing.
External factors include time and location—again they need to be such that the victim can be seen
as “blameless” (not having contributed to their misfortune in any way). The perpetrator also carries
a set of characteristics like being intimidating and with perverse intentions, and unknown to the
victims, with no previous contacts between them. Depicting the victims as entirely innocent
“necessarily amplifies the guilt of the accused” (Schwobel-Patel, 2018, p. 712).

In Christie’s definition, the victim “must be strong enough to be listened to, or dare to talk.
But she (he) must at the very same time be weak enough not to become a threat to other important
interests” (Christie, 1986, p. 21). Therefore, the typical concept of the victim is of someone weak
and dependent, passive and reliant on “saving”. Therefore, someone may be perceived as a victim
as long as they need saving, but not if they become empowered or press demands and develop
activism raising questions about migration, e.g. general migration laws and possibilities for legal



ISSN 2218-2926 Cognition, communication, discourse, 2022, # 24 59

migration and integration—at this point this becomes inconvenient and the victim loses this status
and may provoke anger and even hostility:

“<...> the normative language of societal discourse prefers victims that are powerless and
subordinated; that is, victims who lack the depth and the complexity of an actual human being
and embody the unrealistic archetype of complete innocence” (Karamanos, 2018, p. 52).

4. Hypothesis and method
This study applies content analysis of images used in media and other online publications on the topic
of human trafficking. In accordance with the abovementioned framing of trafficking as modern
slavery, | hypothesize that 1) images creating associations with slavery and captivity would
predominate; 2) in most cases the images would be of women and children; 3) the persons on the
images would be white.

My research method is content analysis of the visuals accompanying media publications about
human trafficking in Bulgaria. This method allows the making of generalizations about the relative
frequencies of visual representations in media-circulated content of particular groups of persons,
roles, events, situations, etc. (Bell, 2001).

Selection of content. Publications found through the Google search engine and the
accompanying images were analyzed via a coding system specially designed for the purposes of this
study. The number of publications is limited by the fact that trafficking in humans is not a frequent
topic for Bulgarian media. They mainly appear as a part of campaigns (like the European anti-
trafficking day 18 October), when there is a new police intervention/raid against a trafficking ring or
when a new international report related to trafficking is released. An appendix with links to all the
analyzed publications can be found at the end of this paper.

Coding strategy. For this research, | have selected six main categories and subcategories of
variables. In my study, | only categorized images depicting victims (all of them are symbolic
representation, no images of actual victims are used); other images were beyond the scope of this
analysis. According to the general hypothesis, these variables focus on the types of persons shown
(age, gender, race, number of persons on an image), on one hand, and on the other on the visual
attributes that typically create the metaphor of slavery and captivity (ropes, chains, bars, small
enclosed spaces/cells, etc.). The number of persons coded is the number of perceived victims within
the image. Some images may show visual details related to the supposed abusers, but these are not
coded as the focus is on the way victims are portrayed. When assigning images to a coding category,
| took into consideration how clearly the attribute can be seen. If the image was not clear or if it
showed only parts of the body so that age or gender, etc. could not be determined, it was ascribed to
the unspecified subcategory.

5. Results
Table 1 below shows the results of the content analysis of the images accompanying media and
website publications (see Appendix) about human trafficking in Bulgaria over the recent years.
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Table 1
Results of the content analysis of image used
in publications on the topic of human trafficking
in Bulgarian online media and websites
Attribute Number Total number
of human trafficking of images of images
Images showing 30 30
a victim/part(s) of
a human body
Number of persons One 27 30
Two 1
More than 2 2
Victims’ age Children 5 30
Younger adults 13
Unspecified 11
Victims’ gender Female 13 30
Male 2
Female and male 2
Unspecified, other 13
Victims’ race White 28 30
Other 1
Unspecified 1
Attributes of slavery Rope 10 13
Chains 3
Images of captivity Bars 2 17
Small spaces, cells 3
Other 12

Most publications analyzed in this paper (see Appendix) are posted on the sites of media outlets (like
Vesti.bg, SEGA, TrafficNews, among others) and some serve the purposes of awareness raising (as
parts of prevention campaigns). A total of 25 publications were analyzed and all of them contained at
least one image. The total number of images is 38 (as some publications contain more than one
image), of which 30 images contain a representation of a victim—these are the images under analysis.
No videos were found at this stage. The images in most cases were not created by the media outlet
itself, but taken from a photo stock site, except for the cases where the photos were created for a
campaign and portrayed persons taking part in an anti-trafficking event.

Gender. The majority of images were of women and girls. Only 2 images were of men and
2 depicting both men and women. The images categorized as unspecified most often showed hands
or feet. Though these images fall under the unspecified category, most of them look more like parts
of a female body (consider figure 1).
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Figure 1. A trafficking victim in the EU (“Nad 23 000 zhertvi”, 2019)

Men are depicted much less often (no more than 9% of publications) and usually in pictures of persons
of mixed genders. Only one image pictures a man toiling on a construction site, the implications being
of labor exploitation.

Age. Most of the images were of younger adults, only four were clearly of children and none
was of an older person, even though older people are at risk of labor exploitation. Children do not
appear as often in the publication and associated images as | expected, unless the specific focus is
child trafficking (see figure 2). In one publication about trafficking of newborns the used image was
of a staircase, so there was no symbolic depiction of victims (“Kushta na ujasite”, 2020).

Figure 2. A child victim of human trafficking (“Trafikat na hora”, 2018)

Eleven images are categorized under unspecified because in them, the whole person cannot be seen,
at least the depicted persons are not children—this much can be stated.

Number of persons depicted. The majority of the images in my material picture one person,
only one shows two, and three images show more than two people.

Race. Almost all images are of white people. In just one image there is a person of color and
one image cannot be categorized; it is ambivalent because it displays only silhouettes.

Attributes of slavery. Such attributes are present in 13 of the analyzed images. The most
common are ropes (10 images) and chains (3 images).

Images of captivity proved not as common as initially expected. In five images, | noticed visuals
depicting bars or small, enclosed spaced. There were however other such visuals—Ilike a hand on the
mouth or plaster over the mouth (a supposed captive, to prevent screaming), barcodes (one image,
created for the purposes of a prevention campaign shows silhouettes with barcodes, the association
being of people put for sale).
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6. Discussion
The publications under analysis used a multimodal combination of visual material (images) and text
(linguistic mode). As hypothesized, the majority of images are of women, very few are of men.
Children are depicted less often than expected and only in publications specifically about child
trafficking.

The depicted subjects are young—typically young adults, even where only body parts are
visible, they look like belonging to younger persons. The exclusion of older persons has the
implication of ignoring them as potential victims. But in reality, they are at high risk if they work
abroad as domestic help or caregivers. The racial profile is mostly uniform—the victims are depicted
as white. The population of Bulgaria however includes a Roma minority, which is in fact quite
numerous and at higher risk of trafficking due to economically disadvantaged status. Yet they were
out of the media focus in my material. In Bulgaria, the Roma minority often suffers discrimination
and social exclusion; in this case—a symbolic exclusion from representation.

By way of example, figure 3 below combines verbal, graphic, and color semiotic resources to
create an emotional perception of the picture of a white girl being held captive, enslaved. The dark
background typifies the majority of the images, which is often combined with attributes of captivity
and slavery like ropes and chains, as well as hands on the mouth, plaster, bars, presence of captors
with menacing postures, etc.

Figure 3. A victim breaking a human trafficking network (Yaninska, n.d.)

To summarize, the typical image used in publications on human trafficking is of young white woman
in captivity (shown in full or only partially, as body parts, held with ropes or hand over their mouths,
in dark and scary spaces or behind bars). This is the predominant visual material accompanying
publications about trafficking. Some of the written texts mention the idea of slavery or modern slavery
(e.g. “Londonskata politsiya”, 2019); yet they do not use the term white slavery. Yet on the level of
the imagery the implication is exactly of white slavery and of white female slaves. | argue that even
though this term is falling out of favor on verbal level, it is still implied via the use of multimodality.
Such images are powerful and emotionally moving but create a very limited idea of a stereotype
victim—a suffering, innocent, captive white girl, which results from the influence of the concept of
the ideal victim. As was mentioned, the media do not create their own images/photographs for these
publications; they typically use ones from stock footage. Nevertheless, image selection is not
random—it aims to generate emotional reaction in the target audience and reflects the attitudes of the
media to the issue in focus.

As previously mentioned, the use of slavery images, associations and connotations is powerful
on emotional level and rhetorically powerful in generating pathos. Concepts of slavery stored in the



ISSN 2218-2926 Cognition, communication, discourse, 2022, # 24 63

public unconscious determine a strong negative reaction to human slavery in most people and
metaphors and images evoking the idea of slavery generate moral outrage, anger at the perpetrators,
desire to help victims. On this level, the use of this multimodal frame to address the complex problem
of trafficking is easily understandable and can be seen as effective. Besides, it can be argued that the
media outlets tend to follow the dominant social trends of framing trafficking as modern slavery
without much additional consideration. Therefore, on this level the slavery framework can also be
seen as easily available and applied; and in the media, is best achieved (or strengthened) through
multimodality.

Multimodal slavery framework in the media has its positive effects: it both attracts the attention
of the public, who otherwise may not feel involved in the issue of trafficking, and effectively
stimulates the public and stakeholders to take action. But at the same time we need to be aware of the
limitations and pitfalls of this framing. The image of the white helpless girl who is abducted, held
captive, tied and abused may provoke compassion, but it also creates a limiting and often incorrect
perception of the victims. The actual victims are persons of different ages, ethnically and racially
diverse, and very often not abducted and held in captivity, but choosing sex work or domestic work
on their own accord or because of manipulation, after which they are mistreated and exploited. This
does not mean they “brought this on themselves” and does not make them less deserving of the victim
status. The mismatch between the image of the “ideal victim” and the real victim may have very
negative effects—when one the victim stops being seen as “ideal”, there may be a shift to blaming
the victims as a common defense mechanism aimed to protect us from feelings of helplessness and
too much empathy. Actual victims of crime, trafficking, and war are not perfect or ideal, nor should
they be expected to be in order to receive help and protection.

Currently, most NGOs working on the problem prefer the framing of trafficking as a violation
of human rights and work to encourage a deeper analysis of the push and pull factors, the risk groups,
the factors for vulnerability, and the ways to combat trafficking by not just rescuing (victims) and
punishing (perpetrators), but by eliminating the root causes of this dark phenomenon. Lack of
opportunities and security, poverty, displacement—all of these lead to human trafficking, not street
abductions. In addition, demand is the driving force behind the flourishing of human trafficking and
even the worst and most cruel trafficker would be out of business without this demand. However, this
is another aspect that is difficult to handle and address—to what extent the ones who use the services
of trafficked persons can be held responsible and expected to intervene. This is not within the scope
of the current paper but underlines the complexity of the issue and can be a topic for future research
efforts.

7. Conclusion
Human trafficking is often explained by economic, social, and political conditions that push victims
out of their country of origin and/or pull them toward another country. The basic idea is that victims
originally live in futureless poverty and/or are structurally discriminated against in their home society
and, for this reason, are easily motivated to leave everything behind and take risky chances.
Globalization and easier mobility create new opportunities for the transportation and exploitation of
people. Understanding and preventing trafficking requires a deeper understanding of these processes
and factors in their complexity and going beyond the view of abduction and slavery. Trafficking
victims usually have a level of self-determination in making their choices to migrate and often make
conscious decisions to enter the world of sex work, for example. Public expectations of the “ideal”
victim who has been abducted, who is “innocent” and helpless, who needs a savior can be both pathos
generating as well as misleading and potentially resulting in public “disappointment” and denying the
victim status to these persons who have chosen to enter prostitution due to lack of better chances for
migration. This is a barrier to more effective support of victims and preventive measures.

Thinking of trafficking victims simply as captives in need of rescue as the only necessary
prerequisite for them to start living well again can be an obstacle to generating genuinely working
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strategies to eliminate human trafficking and help the people affected by it. Victims need not just
"rescue”, but opportunities for development, and life change, for work, education, skills development
and assertiveness. Tackling a complex problem such as trafficking in human beings requires, above
all, the elimination of the risks that create victims, of the factors that make certain members of society
vulnerable. Therefore, push and pull factors, the impact of migration and routes to migration (legal
and illegal) and of displacement due to armed conflicts and climate change all require research efforts
on national and international levels if this problem is to be properly addressed. In this context,
multimodal anti-trafficking rhetoric in the media is a valuable instrument to raise awareness and urge
people into action. This rhetoric needs further analysis of the complex factors at play and the power
of communication strategies to shape attitudes and perceptions.

References

Bales, K. (2007). What predicts human trafficking? International Journal of Comparative and
Applied Criminal Justice, 31, 269-279.

Bateson, G. (1972). Steps to an ecology of mind: Collected essays in anthropology, psychology,
evolution and epistemology. San Francisco, CA: Chandler.

Bateman, J. A. (2014). Text and image: A Critical introduction to the visual/verbal divide. Abingdon:
Routledge.

Bell, P. (2001). Content analysis of visual images. In T. van Leeuwen, & C. Jewitt (Eds.), Handbook
of visual analysis (pp. 10-34). London: SAGE Publications.

Bitzer. L. (1968). The Rhetorical situation. Philosophy and Rhetoric, 1, 1-14. Retrieved June 1, 2022,
from: http://www.arts.uwaterloo.ca/~raha/309CWeb/Bitzer(1968).pdf

Brysk, A. (2012). From rhetoric to rights: Global response to human trafficking. Program on human
rights. Retrieved June 261, 2022, from
https://fsi-live.s3.us-west-1.amazonaws.com/s3fs-public/BriskL.__Final_06_18 12.pdf

Christie, N. (1986). The ideal victim. In E. Fattah (Ed.), From crime policy to victim policy.
Reorienting the justice system (pp. 17-30). London: The MacMillan Press Ltd.

FATF-APG (2018). Financial flows from human trafficking, FATF, Paris, France. Retrieved
01.07.2022 from: https://www.fatf-gafi.org/media/fatf/content/images/Human-Trafficking-
2018.pdf

Greene, L.D. (2001). Pathos. In Sloane, T. (Ed.), Encyclopedia of rhetoric (pp. 554-569). Oxford:
Oxford University Press.

Gobierno de México. (2016). ¢Es correcto decir trata de blancas? Debemos referirnos a trata de
personas. [Is it correct to say white slavery? We must refer to human trafficking]. Retrieved
June 1, 2022, from https://www.gob.mx/segob/es/articulos/trata-de-blancas?idiom=es

Herrick, J. (2012). History and theory of rhetoric: An introduction. (5" ed). Boston, MA: Pearson.

ILO & Walk Free Foundation (2017). The Global Estimates of Modern Slavery. Geneva,
Switzerland: ILO. Retrieved June 22, 2022, from
https://www.ilo.org/global/publications/books/WCMS_575479/lang--en/index.htm

ILO (2012). 2012 Global Estimate of Forced Labour. Geneva, Switzerland: ILO.
Retrieved 22.06.2022 from https://www.ilo.org/global/topics/forced-
labour/publications/WCMS_182004/lang--en/index.htm

Karamanos, G. (2018). Mass violence and Christie’s ideal victim: A critical analysis. Manchester
Rev. L. Crime & Ethics, 7, 49-61. Retrieved June 22, 2022, from
https://www.researchgate.net/publication/341344659 Karamanos G_2018 Mass_Violence a
nd_Christie's_Ideal_Victim_A_Critical_Analysis_Manchester Rev_L_Crime_Ethics 7_p49

National Commission for combating Trafficking in Human Beings (2021). Annual report for 2020.
Retrieved 01.04.2022 from https://antitraffic.government.bg/en/about#publications

Petrova, D. (2015). Die Rickkehr von Opfern des Menschenhandels — Der Fall Bulgarien
[The return of trafficked persons — The case of Bulgaria]. In Menschenhandel in



http://www.arts.uwaterloo.ca/~raha/309CWeb/Bitzer(1968).pdf
https://fsi-live.s3.us-west-1.amazonaws.com/s3fs-public/BriskL__Final_06_18_12.pdf
http://www.arts.uwaterloo.ca/~raha/309CWeb/Bitzer(1968).pdf
http://www.arts.uwaterloo.ca/~raha/309CWeb/Bitzer(1968).pdf
https://www.gob.mx/segob/es/articulos/trata-de-blancas?idiom=es
https://www.ilo.org/global/publications/books/WCMS_575479/lang--en/index.htm
https://www.ilo.org/global/topics/forced-labour/publications/WCMS_182004/lang--en/index.htm
https://www.ilo.org/global/topics/forced-labour/publications/WCMS_182004/lang--en/index.htm
https://www.researchgate.net/publication/341344659_Karamanos_G_2018_Mass_Violence_and_Christie's_Ideal_Victim_A_Critical_Analysis_Manchester_Rev_L_Crime_Ethics_7_p49
https://www.researchgate.net/publication/341344659_Karamanos_G_2018_Mass_Violence_and_Christie's_Ideal_Victim_A_Critical_Analysis_Manchester_Rev_L_Crime_Ethics_7_p49
https://antitraffic.government.bg/en/about#publications

ISSN 2218-2926 Cognition, communication, discourse, 2022, # 24 65

Deutschland — eine Bestandsaufnahme aus Sicht der Praxis (pp. 207-212). Berlin:
KOK. Retrieved June 12, 2022, from https://www.kok-gegen-
menschenhandel.de/fileadmin/user_upload/medien/Publikationen KOK/KOK_Buch_Mensch
enhandel_BLICK INS_BUCH.pdf

Pflaeging, J., & Stockl, H. (2021). The rhetoric of multimodal communication. Visual
Communication, 20(3), 319-326. Retrieved June 1, 2022, from
https://doi.org/10.1177/14703572211010200

Protocol to Prevent, Suppress and Punish Trafficking in Persons Especially Women and Children,
Supplementing the United Nations’ Convention against Transnational Organized Crime
(2000).  Retrieved June 3, 2022, from https://www.ohchr.org/en/instruments-
mechanisms/instruments/protocol-prevent-suppress-and-punish-trafficking-persons.

Schwdbel-Patel, C. (2018). The “ideal” victim of international criminal law. The European Journal
of International Law, 29(3), 703-724. https://doi.org/10.1093/ejil/chy056

Stockl, H. (2019). Linguistic multimodality — multimodal linguistics: A state-of-the-art sketch. In
J. Wildfeuer et al. (Eds.), Multimodality: Disciplinary thoughts and the challenge of diversity
(pp. 41-68). Berlin: De Gruyter.

Turnbull, N., & Broad, R. (2022). Bringing the problem home: The anti-slavery and anti-trafficking
rhetoric  of UK non-government  organizations.  Politics, 42(2), 200-215.
https://doi.org/10.1177/0263395720962402.

Appendix. List of analyzed sources

18 oktomvri — den za borba s trafika na hora [18 October — day of combating trafficking in humans].
(2020, October 18). DCNews. Retrieved July 03, 2022, from https://dcnews.bg/18-oktomvri-
den-za-borbata-s-trafika-na-hora/

18 oktomvri — Evropejski den za borba s trafika na hora [18 October — European anti-trafficking day].
(2019, October 18). Pro News Dobrich. Retrieved July 03, 2022, from
https://pronewsdobrich.bg/2019/10/18/18-oktomvri-evropeyski-den-za-borba-s-trafika-na-hora/

Balgari osadeni v London za trafik na transseksualni i zheni [Bulgarians convicted in London for
trafficking transsexuals and women] (2019, October 23). Vesti.bg. Retireved May 29, 2022,
from https://www.vesti.bg/sviat/bylgari-osydeni-v-london-za-trafik-na-transseksualni-i-zheni-
6101223

Balgarka, zhertva na trafik na hora v Italiya, razkaza kak e bila iztezavana [Bulgarian woman, victim
of trafficking, tells how she was tortured]. (2019, March 10). Offnews. Retrieved June 02, 2022,
from https://offnews.bg/obshtestvo/balgarka-zhertva-na-trafik-na-hora-v-italia-razkaza-kak-e-
bila-iztez-699032.html

Desetki jertvi na trafik na hora sa bili spaseni pri operacia na Interpol na Balkanite [Dozens of
trafficking vicitms were saved during an operation by Interpol on the Balkans]. (2020, January
23). Novini.bg. Retrieved July 03, 2022, from https://novini.bg/sviat/balkani/578901

Doklad: Bulgarite sa sred naj-chestite zhertvi na trafik na hora [Report: Bulgarians are among the
most frequent victims of human trafficking]. (2021, October 21). Vesti.bg. Retrieved June 02,
2022, from https://www.vesti.bg/bulgaria/doklad-bylgarite-sa-sred-naj-chestite-zhertvi-na-
trafik-na-hora-6116518

Informirat ni kak da se pazim ot trafika na hora s tsel seksualna eksploatatsiya [Information is given
on how to stay safe from human trafficking for the purpose of sexual exploitation]. (2021, June
29). DCNews. Retrieved July 03, 2022, from https://dcnews.bg/informirat-ni-kak-da-se-pazim-
ot-trafika-na-hora-s-tsel-seksualna-eksploatatsia/

Koleva, K. (2017, October 17). Za internet | drugi novosti w trafika na hora [About the internet and
other news in human trafficking]. Lifebites.bg. Retrieved June 02, 2022, from
https://www.lifebites.bg/traffic-hora/



https://www.kok-gegen-menschenhandel.de/fileadmin/user_upload/medien/Publikationen_KOK/KOK_Buch_Menschenhandel_BLICK_INS_BUCH.pdf
https://www.kok-gegen-menschenhandel.de/fileadmin/user_upload/medien/Publikationen_KOK/KOK_Buch_Menschenhandel_BLICK_INS_BUCH.pdf
https://www.kok-gegen-menschenhandel.de/fileadmin/user_upload/medien/Publikationen_KOK/KOK_Buch_Menschenhandel_BLICK_INS_BUCH.pdf
https://doi.org/10.1177/14703572211010200
https://www.ohchr.org/en/instruments-mechanisms/instruments/protocol-prevent-suppress-and-punish-trafficking-persons
https://www.ohchr.org/en/instruments-mechanisms/instruments/protocol-prevent-suppress-and-punish-trafficking-persons
https://doi.org/10.1093/ejil/chy056
https://doi.org/10.1177%2F0263395720962402
https://dcnews.bg/18-oktomvri-den-za-borbata-s-trafika-na-hora/
https://dcnews.bg/18-oktomvri-den-za-borbata-s-trafika-na-hora/
https://pronewsdobrich.bg/2019/10/18/18-oktomvri-evropeyski-den-za-borba-s-trafika-na-hora/
https://www.vesti.bg/sviat/bylgari-osydeni-v-london-za-trafik-na-transseksualni-i-zheni-6101223
https://www.vesti.bg/sviat/bylgari-osydeni-v-london-za-trafik-na-transseksualni-i-zheni-6101223
https://offnews.bg/obshtestvo/balgarka-zhertva-na-trafik-na-hora-v-italia-razkaza-kak-e-bila-iztez-699032.html
https://offnews.bg/obshtestvo/balgarka-zhertva-na-trafik-na-hora-v-italia-razkaza-kak-e-bila-iztez-699032.html
https://novini.bg/sviat/balkani/578901
https://www.vesti.bg/bulgaria/doklad-bylgarite-sa-sred-naj-chestite-zhertvi-na-trafik-na-hora-6116518
https://www.vesti.bg/bulgaria/doklad-bylgarite-sa-sred-naj-chestite-zhertvi-na-trafik-na-hora-6116518
https://dcnews.bg/informirat-ni-kak-da-se-pazim-ot-trafika-na-hora-s-tsel-seksualna-eksploatatsia/
https://dcnews.bg/informirat-ni-kak-da-se-pazim-ot-trafika-na-hora-s-tsel-seksualna-eksploatatsia/
https://www.lifebites.bg/traffic-hora/

66 ISSN 2218-2926 Cognition, communication, discourse, 2022, # 24

Kushta na ujasite: razkriha grupa za trafik na bebeta v Ukrajna [House of horrors: a baby trafficking
ring is uncovered in the Ukraine]. (2020, April 27). Vesti.bg. Retrieved June 02, 2022, from
https://www.vesti.bg/sviat/kyshta-na-uzhasite-razkriha-grupa-za-trafik-na-bebeta-v-ukrajna-
6108813

Londonskata politsiya arestuva 17 trafikanti, osvobodi 29 rumanski robini [The London police
arrested 17 traffickers, freed 29 Rumanian female slaves] (2019, November 14). Vesti.bg.
Retrived July 01, 2022 from https://www.vesti.bg/sviat/v-london-osvobodiha-29-rumynski-
robini-6102104

NCCTH (2020). Kampaniya za preventsiya na trafika na hora s tsel trudova eksploatatsiya “Za kade
patuvash” [Campaign for the prevention of human trafficking for the purposes of labor
exploitation “Where are you traveling to”]. Retrieved June 06, 2022, from
https://antitraffic.government.bg/bg/news/5508-kampaniya-za-preventsiya-na-trafika-na-hora-
s-tsel-trudova-eksploatatsiya-za-kade-patuvash

Kampaniya za preventsiya na trafika na hora po povod 18 oktomvri — Evropeyskiya den za borba s
trafika na hora [Campaign for the prevention of human trafficking for the European anti-
trafficking day]. (2017, October 17). Veliko-tarnovo.bg. Retrieved June 06, 2022 from
https://www.veliko-tarnovo.bg/bg/novini/3906-kampaniya-za-prevenciya-na-trafika-na-hora-po-
povod-18-oktomvri-evropejskiya-den-za-borba-s-tra%E2%80%A6

Nad 23 000 zhertvi na trafik na hora v ES za perioda 2015-2016 g. [Over 23,000 victims of human
trafficking in the EU in 2015-2016.]. (2019, September 26). Bulgaria Dnes. Retrieved June 06,
2022 from https://www.dnes.bg/eu/2019/09/26/nad-23-000-jertvi-na-trafik-na-hora-v-es-za-
perioda-2015-2016-9.424165

Nad 330 zhertvi na trafik na hora u nas do sredata na 2018-ata [Over 330 victims of human
trafficking in the country till the middle of 2018]. (2019, October 19). Trafficnews. Retrieved
June 06, 2022 from https://trafficnews.bg/bulgaria/nad-330-zhertvi-trafik-hora-u-nas-sredata-
2018-ata-119159/

“Ne si igray sas sadbata im”: Plovdiv se vkluchva v Evropejskiya den za borba s trafika na hora
[“Don’t play with their fate”: Plovdiv joins the European anti-trafficking day]. (2021, October
18). TrafficNews. Retrieved July 8, 2022, from https://trafficnews.bg/plovdiv-obshtestvo/ne-si-
igrai-sas-sadbata-im-plovdiv-se-vklyuchva-225251/

Nikolova, A. (2020). Parvata krachka v borbata s trafika na hora e da se informirame i da govorim za
problema [The first step in combating human trafficking is to be informed and to talk about the
problem]. (2020, October 14). NGOBG.info. Retrieved June 06, 2022 from
https://www.ngobg.info/bg/reportage/121981-
%D0%BF%D1%8A%D1%80%D0%B2%D0%B0%D1%82%D0%B0-
%D0%BA%D1%80%D0%B0%D1%87%D0%BA%D0%B0-%D0%B2-
%D0%B1%D0%BE%D1%80%D0%B1%D0%B0%D1%82%D0%B0-%D1%81-
%D1%82%D1%80%D0%B0%D1%84%D0%B8%D0%BA%D0%B0-%D0%BD%D0%B0-
%D1%85%D0%BE%D1%80%D0%B0-%D0%B5-%D0%B4%D0%B0-%D1%81%D0%B5-
%D0%B8%D0%BD%D1%84%D0%BE%D1%80%D0%BC%D0%B8%D1%80%D0%B0%
D0%BC%D0%B5-%D0%B8-%D0%B4%D0%B0.html

Pramatarova, M. (2016). Trafik na hora i kanaldzhiystvo [Human trafficking and criminal channels].
Retrieved from Advokat Mariana Primatarova Publikacii website: https://pramatarova-
law.eu/trafik-hora-i-kanaldzhiystvo/

Startira kampaniya “Bez trafik na hora — misiya vazmozhna” [A new campaign “No human
trafficking in humans — mission possible” is starting]. (2014, September 14). Yantra dnes.
Retrieved June 06, 2022 from: https://www.dnesbg.com/goreshti-novini/startira-kampaniya-bez-
trafik-na-hora-misiya-vazmozhna.html

Svetiyat Prestol: obedineni usiliya za borba s trafika na hora [The Holly seat: united efforts for
combating human trafficking]. (2022, April 08). VaticanNews. Retrieved June 06, 2022 from



https://www.vesti.bg/sviat/kyshta-na-uzhasite-razkriha-grupa-za-trafik-na-bebeta-v-ukrajna-6108813
https://www.vesti.bg/sviat/kyshta-na-uzhasite-razkriha-grupa-za-trafik-na-bebeta-v-ukrajna-6108813
https://www.vesti.bg/sviat/v-london-osvobodiha-29-rumynski-robini-6102104
https://www.vesti.bg/sviat/v-london-osvobodiha-29-rumynski-robini-6102104
https://antitraffic.government.bg/bg/news/5508-kampaniya-za-preventsiya-na-trafika-na-hora-s-tsel-trudova-eksploatatsiya-za-kade-patuvash
https://antitraffic.government.bg/bg/news/5508-kampaniya-za-preventsiya-na-trafika-na-hora-s-tsel-trudova-eksploatatsiya-za-kade-patuvash
https://www.veliko-tarnovo.bg/bg/novini/3906-kampaniya-za-prevenciya-na-trafika-na-hora-po-povod-18-oktomvri-evropejskiya-den-za-borba-s-tra%E2%80%A6
https://www.veliko-tarnovo.bg/bg/novini/3906-kampaniya-za-prevenciya-na-trafika-na-hora-po-povod-18-oktomvri-evropejskiya-den-za-borba-s-tra%E2%80%A6
https://www.dnes.bg/eu/2019/09/26/nad-23-000-jertvi-na-trafik-na-hora-v-es-za-perioda-2015-2016-g.424165
https://www.dnes.bg/eu/2019/09/26/nad-23-000-jertvi-na-trafik-na-hora-v-es-za-perioda-2015-2016-g.424165
https://trafficnews.bg/bulgaria/nad-330-zhertvi-trafik-hora-u-nas-sredata-2018-ata-119159/
https://trafficnews.bg/bulgaria/nad-330-zhertvi-trafik-hora-u-nas-sredata-2018-ata-119159/
https://trafficnews.bg/plovdiv-obshtestvo/ne-si-igrai-sas-sadbata-im-plovdiv-se-vklyuchva-225251/
https://trafficnews.bg/plovdiv-obshtestvo/ne-si-igrai-sas-sadbata-im-plovdiv-se-vklyuchva-225251/
https://www.ngobg.info/bg/reportage/121981-%D0%BF%D1%8A%D1%80%D0%B2%D0%B0%D1%82%D0%B0-%D0%BA%D1%80%D0%B0%D1%87%D0%BA%D0%B0-%D0%B2-%D0%B1%D0%BE%D1%80%D0%B1%D0%B0%D1%82%D0%B0-%D1%81-%D1%82%D1%80%D0%B0%D1%84%D0%B8%D0%BA%D0%B0-%D0%BD%D0%B0-%D1%85%D0%BE%D1%80%D0%B0-%D0%B5-%D0%B4%D0%B0-%D1%81%D0%B5-%D0%B8%D0%BD%D1%84%D0%BE%D1%80%D0%BC%D0%B8%D1%80%D0%B0%D0%BC%D0%B5-%D0%B8-%D0%B4%D0%B0.html
https://www.ngobg.info/bg/reportage/121981-%D0%BF%D1%8A%D1%80%D0%B2%D0%B0%D1%82%D0%B0-%D0%BA%D1%80%D0%B0%D1%87%D0%BA%D0%B0-%D0%B2-%D0%B1%D0%BE%D1%80%D0%B1%D0%B0%D1%82%D0%B0-%D1%81-%D1%82%D1%80%D0%B0%D1%84%D0%B8%D0%BA%D0%B0-%D0%BD%D0%B0-%D1%85%D0%BE%D1%80%D0%B0-%D0%B5-%D0%B4%D0%B0-%D1%81%D0%B5-%D0%B8%D0%BD%D1%84%D0%BE%D1%80%D0%BC%D0%B8%D1%80%D0%B0%D0%BC%D0%B5-%D0%B8-%D0%B4%D0%B0.html
https://www.ngobg.info/bg/reportage/121981-%D0%BF%D1%8A%D1%80%D0%B2%D0%B0%D1%82%D0%B0-%D0%BA%D1%80%D0%B0%D1%87%D0%BA%D0%B0-%D0%B2-%D0%B1%D0%BE%D1%80%D0%B1%D0%B0%D1%82%D0%B0-%D1%81-%D1%82%D1%80%D0%B0%D1%84%D0%B8%D0%BA%D0%B0-%D0%BD%D0%B0-%D1%85%D0%BE%D1%80%D0%B0-%D0%B5-%D0%B4%D0%B0-%D1%81%D0%B5-%D0%B8%D0%BD%D1%84%D0%BE%D1%80%D0%BC%D0%B8%D1%80%D0%B0%D0%BC%D0%B5-%D0%B8-%D0%B4%D0%B0.html
https://www.ngobg.info/bg/reportage/121981-%D0%BF%D1%8A%D1%80%D0%B2%D0%B0%D1%82%D0%B0-%D0%BA%D1%80%D0%B0%D1%87%D0%BA%D0%B0-%D0%B2-%D0%B1%D0%BE%D1%80%D0%B1%D0%B0%D1%82%D0%B0-%D1%81-%D1%82%D1%80%D0%B0%D1%84%D0%B8%D0%BA%D0%B0-%D0%BD%D0%B0-%D1%85%D0%BE%D1%80%D0%B0-%D0%B5-%D0%B4%D0%B0-%D1%81%D0%B5-%D0%B8%D0%BD%D1%84%D0%BE%D1%80%D0%BC%D0%B8%D1%80%D0%B0%D0%BC%D0%B5-%D0%B8-%D0%B4%D0%B0.html
https://www.ngobg.info/bg/reportage/121981-%D0%BF%D1%8A%D1%80%D0%B2%D0%B0%D1%82%D0%B0-%D0%BA%D1%80%D0%B0%D1%87%D0%BA%D0%B0-%D0%B2-%D0%B1%D0%BE%D1%80%D0%B1%D0%B0%D1%82%D0%B0-%D1%81-%D1%82%D1%80%D0%B0%D1%84%D0%B8%D0%BA%D0%B0-%D0%BD%D0%B0-%D1%85%D0%BE%D1%80%D0%B0-%D0%B5-%D0%B4%D0%B0-%D1%81%D0%B5-%D0%B8%D0%BD%D1%84%D0%BE%D1%80%D0%BC%D0%B8%D1%80%D0%B0%D0%BC%D0%B5-%D0%B8-%D0%B4%D0%B0.html
https://www.ngobg.info/bg/reportage/121981-%D0%BF%D1%8A%D1%80%D0%B2%D0%B0%D1%82%D0%B0-%D0%BA%D1%80%D0%B0%D1%87%D0%BA%D0%B0-%D0%B2-%D0%B1%D0%BE%D1%80%D0%B1%D0%B0%D1%82%D0%B0-%D1%81-%D1%82%D1%80%D0%B0%D1%84%D0%B8%D0%BA%D0%B0-%D0%BD%D0%B0-%D1%85%D0%BE%D1%80%D0%B0-%D0%B5-%D0%B4%D0%B0-%D1%81%D0%B5-%D0%B8%D0%BD%D1%84%D0%BE%D1%80%D0%BC%D0%B8%D1%80%D0%B0%D0%BC%D0%B5-%D0%B8-%D0%B4%D0%B0.html
https://www.ngobg.info/bg/reportage/121981-%D0%BF%D1%8A%D1%80%D0%B2%D0%B0%D1%82%D0%B0-%D0%BA%D1%80%D0%B0%D1%87%D0%BA%D0%B0-%D0%B2-%D0%B1%D0%BE%D1%80%D0%B1%D0%B0%D1%82%D0%B0-%D1%81-%D1%82%D1%80%D0%B0%D1%84%D0%B8%D0%BA%D0%B0-%D0%BD%D0%B0-%D1%85%D0%BE%D1%80%D0%B0-%D0%B5-%D0%B4%D0%B0-%D1%81%D0%B5-%D0%B8%D0%BD%D1%84%D0%BE%D1%80%D0%BC%D0%B8%D1%80%D0%B0%D0%BC%D0%B5-%D0%B8-%D0%B4%D0%B0.html
https://www.ngobg.info/bg/reportage/121981-%D0%BF%D1%8A%D1%80%D0%B2%D0%B0%D1%82%D0%B0-%D0%BA%D1%80%D0%B0%D1%87%D0%BA%D0%B0-%D0%B2-%D0%B1%D0%BE%D1%80%D0%B1%D0%B0%D1%82%D0%B0-%D1%81-%D1%82%D1%80%D0%B0%D1%84%D0%B8%D0%BA%D0%B0-%D0%BD%D0%B0-%D1%85%D0%BE%D1%80%D0%B0-%D0%B5-%D0%B4%D0%B0-%D1%81%D0%B5-%D0%B8%D0%BD%D1%84%D0%BE%D1%80%D0%BC%D0%B8%D1%80%D0%B0%D0%BC%D0%B5-%D0%B8-%D0%B4%D0%B0.html
https://pramatarova-law.eu/trafik-hora-i-kanaldzhiystvo/
https://pramatarova-law.eu/trafik-hora-i-kanaldzhiystvo/
https://www.dnesbg.com/goreshti-novini/startira-kampaniya-bez-trafik-na-hora-misiya-vazmozhna.html
https://www.dnesbg.com/goreshti-novini/startira-kampaniya-bez-trafik-na-hora-misiya-vazmozhna.html

ISSN 2218-2926 Cognition, communication, discourse, 2022, # 24 67

https://www.vaticannews.va/bg/vatican-city/news/2022-04/svetiat-prestol-obedineni-usilia-za-
borba-trafika-na-hora.html

Trafik na hora ili kak da se predpazim da ne popadnem v mrezhata? [Human trafficking — how to stay
safe and fall in the web]. (2019, February 04). PlovdivNow. Retrieved June 06, 2022 from
https://plovdivnow.bg/plovdiv/trafik-hora-ili-kak-da-se-predpazim-da-ne-popadnem-
mrezhata-16297

Trafikat na hora se prevrashta i v semeen biznes v Balgariya. [Human trafficking is also becoming a
family business in Bulgaria]. (2018, September 20). SEGA. Retrieved July 1, 2022, from:
https://www.segabg.com/node/22998

Trafikat na hora e forma na robstvo [Human trafficking is a form of slavery]. (2017, October 30).
RegionSliven Org. Retrieved July 1, 2022, from www.regionsliven.org/2017/10/30/1846/

Vladislavov, I. (2013, August 30). 10 fakta za trafika na hora, koito tryabva da znaete [10 facts about
trafficking in humans you shoud know]. 10te.bg. Retrieved July 8, 2022, from
https://www.10te.bg/obshtestvo/10-fakta-za-trafika-na-hora-koito-tryabva-da-znaem/

Zapochva kampaniya po povod Evropejskiya den za borba s trafika na hora [A new campaign starts
for the European day for combating human trafficking]. (2020, October 14). Novinivarna.bg.
Retrieved June 02, 2022, from https://novinivarna.com/novini/11453/zapochva-kampaniya-po-
povod-evropeyskiya-den-za-borba-s-trafika-na-khora

Yaninska, M. (n.d.). Dve momicheta razbiha shema za trafik na hora [Two girls broke a human
trafficking network]. Seen.bg. Retrieved July 03, 2022, from https://seen.bg/article/1-koy/4612-
dve-momicheta-razbiha-shema-za-trafik-na-hora

®OPMYJIIOBAHHSA MPOBJIEMHA
TOPTIBJII JIIOAbBMHU TA CYHYACHOI'O PABCTBA:

MIK PUTOPUYHUM TA®OCOM

TA KOHUEIITYAJIBHUMHU OBMEXEHHAMUAU

Jonka IlerpoBa
KaHIUIAT TICHXOJIOT1YHNX HaYK, JOIIEHT,
Codiiicekuit yHiBepcuteT «CB. Kimmmert Oxpuacbkuii»
(15, 6ymeBap Iap OcsoboauTen, 1504, Codist, Bonrapist);
e-mail: d.petrova@phls.uni-sofia.bg; ORCID: https://orcid.org/0000-0003-2924-0529

AHoTauis

Toprieis MOOBPMHE € CEPHO3HOI0 MPOOJIEMOI0, sIKa HEMpOIMOPLIHHO BIUIMBAE€ HA BpasiwBi rpymu. Kpainu
CximgHO1 €BpoIy € OMHUMU 3 HAHOUTBIN MOCTpaXKIaduX 4epe3 HU3KY (DaKTopiB pu3uKy. Alne 15 mpodiiema
4acTo 3aJIHMIIAETHCS HEMOMITHOIO [T MacOBOi rpomMaachkocti. Cripobu ToBeCTH ii 10 CyCHiIbHOI CBiTOMOCTI
3HAYHOIO MIpOIO CIUPAIOTHCS HA Pi3HI pUTOpHUYHI cTpaTerii. S cTBepmKyto, 0 CIIOci® MOCTAHOBKHU COIIaIbHOT
MpoOJIeMH 3HAYHOK MIPOI0 BU3HAYA€E i CyCHibHE CHPUHHATTS Ta peakiiiro Ha Hei. Ll crarta posrmsgae
TOPTIBIIIO JIIOABMH SIK SIBUILE, 1l BU3HAYEHHS Ta TEPUIONPUYHHH, a MOTIM 30CEPEIKYEThCS Ha TPAKTyBaHHI
TOPTIBIII JIOABMH SIK Cy4acHOro pabcrBa. Takuii ¢pedMiHT 1€l mpoOieMH CTaB MOMIIMBHM 3aBISKA
BHKOPHCTaHHIO MYyJIbTHMOAANbHOCTI B 3MI Ta B mpodiTakTHYHUX KaMImaHisx. S 3aCTOCYr0 METOJ] KOHTEHT -
aHamizy 300pakeHb, SKi BHKOPHCTOBYIOTHCS B Oonrapchkiid airitanmeHili mpeci. [loegHanHs TekcTy Ta
300pakeHb € TOTYXXHUM IHCTPYMEHTOM JJIsi CTBOPEHHS acolmialii mpo padCcTBo, YB’si3HEHHs Ta moioH. Lli
acoriarfii € eMOIIfHO 3apa3IMBUMHU Ta MOXKYTh ITOPOKYBATH Nad0C; BOHU TAKOX MEPeIatoTh i/1et0 0e3Citol
HEBUHHOI )XEPTBH, 5IKa NMOTpedye MOPATYHKY, IO NPUMEHIIYE L0 IpodiieMy. Y CTaTTi CTBEPIDKYETHCS, LI0
el miaxig Mae sSK MO3UTHBHI, TaK i HETATUBHI ACMIEKTH, OCTAHHIMHU € PU3UKH PENYKITIOHI3MY Ta TEpPenIKo I
JUIA TIUOMIOTO PO3YMIHHS MpoOJieMH, ii TIMOWHHUX TPUYMH 1 MOXJIMBHX PillleHb. AIbTEpHATUBHE
TPaKTYBaHHS [[bOTO SBHIA SK IMOPYIISHHS MPaB JIIOIUHU Nependavyae HeoOXiqHICTh HE JIMIIE «ITOPSITYHKY»
IHIMBUIB, @ ¥ CTPYKTYPHHUX 3MiH y CYCHiJIbCTBI.

Kurouosi ciioBa: Toprisis moapMu, GppeldMiHr, MyJIbTUMOIANBHICT, Hadoc.
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Abstract

The research is dedicated to the problem of translating artlangs as a means of the alternative worldview
embodiment. The object of research is twofold: the worldview in its linguistic manifestation and artlangs —
artistic languages created within literary discourse mainly for expressive purposes. The aim of the research is
equally dual: to determine what (kind of) worldview is reflected in artlangs and how it can be reproduced in
translation. Our first hypothesis outlines three instances of worldview clashes connected with the perception,
interpretation and translation of a piece of fiction depicting an alternative reality via an artlang. The first occurs
when the reader decodes the text and recreates in their mind the author’s artistic worldview, because the
resulting “picture’ is never identical to the original one due to the uniqueness of information processing. The
second occurs in translation, because the image of an alternative world in the translator’s mind is indeed the
projection of that of the author, but formed under the influence of their own (target) worldview and incarnated
through the available target linguistic resources. The third occurs when the target reader retrieves the
information from the target text and once again forms their own view of the alternative reality. According to
our second hypothesis, artlangs’ principal translatability is determined by their inextricable ties with natural
donor language(s), though their reproduction is a highly demanding creative act whose outcome depends on a
number of concomitant circumstances. Here belong: the relation between an artlang’s donor language(s) and
a piece of fiction’s source language; the relation between a piece of fiction’s source language and its target
language; and, finally, the method of artlang’s manufacturing.

Key words: alternative reality, artlang, clash, translatability, worldview.

1. Introduction
Modern concept of the worldview stems from Humboldt’s idea of Weltansicht, according to which

speakers of different languages form their particular worldviews under the influence of the
inherent specific structure of their language, but simultaneously cultivate this language by
leaving their own personal impressions upon it (Stria, 2018, p. 216).
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Despite its more than 200-year old history and all the disputes and controversies it stirred among
several generations of researchers, this idea still retains its validity. Quite obviously, speaking about
the worldview in its linguistic embodiment, researchers usually keep in mind natural languages, while
the specifics of both drawing and reflecting reality (either tangible or imaginary) by construed ones
has largely remained out of scholarly field of interest. Consequently, our attention is equally focused
on two research objects: the worldview (or, to be more specific, its linguistic manifestation) and
artlangs (‘artistic’ languages created within literary discourse mainly for expressive purposes). Our
aim is similarly dual: firstly, to determine what (kind of) worldview is reflected in artlangs (taken in
a broad sense as cognitive, linguistic, stylistic and artistic phenomena) and how (if at all) it can be
reincarnated in translation.

2. Method
We would like to begin our first terminological overview with the notion of the conceptual worldview
that appeared as the result of terminological search for an umbrella structure that would unite under
it various forms of mental representations in human consciousness. Correspondingly, the conceptual
worldview is defined as “a global, holistic and dynamic system of information about the world
processed and possessed by an individual and/or society which he or she is a member of” (Martyniuk,
2012, p. 53). The relations between the conceptual and linguistic views of the world are pretty obvious
and may be described as hyper-hyponymic, meaning that the linguistic worldview is that “part of the
conceptual one, which got objectified in linguistic forms and thus belongs to the sphere of the
conscious” (ibid.). Another definition of the linguistic worldview describes it from a somewhat
different angle as “a language-entrenched interpretation of reality, which can be expressed in the form
of judgments about the world, people, things or events” (Bartminski, 2012, p. 23). Thus, the linguistic
worldview is “the result of subjective perception and conceptualization of reality performed by the
speakers of a given language”, which is “clearly subjective and anthropocentric but also
intersubjective (social)” (ibid.). Paradoxically, but being opposed as “objective” and “subjective”,
both interpretations of the linguistic worldview nevertheless emphasize its ethnocentric character,
which basically brings us back to Humboldt’s another idea, that of Volksgeist (‘spirit of the nation”),
following which the complete and correct reproduction of the worldview in translation is called into
question.

Now, we proceed to our second terminological overview in an attempt to uncover both cognitive
and linguistic essence of artlangs. All artificial languages (also, conlangs—construed languages)
present an extensive and varied group of phenomena, consciously and consistently devised by people
(in many cases by one particular person) with two main purposes: (1) to serve as a universal means
of communication for people all over the world; and (2) to serve as a means of communication for
the characters in fiction (usually, a book or a film). In the former case, artificial languages are called
auxlangs (auxiliary languages), and in the latter—artlangs. In his famous essay “A secret vice”, one
of the most prominent artlang-makers of all times and nations John Ronald ReuelTolkien reveals the
aesthetic nature of artistic languages:

An art for which life is not long enough, indeed: the construction of imaginary languages in
full or outline for amusement, for the pleasure of the constructor or even conceivably of any
critic that might occur (1983, p. 202).

Though, on entering the pages of a literary work, an artlang, this “inessential and accidental product
of circumstances” (ibid.) undergoes a truly mysterious transformation into the major (idio)stylistic
and plot-building element, whose main function is to add plausibility to an alternative world created
by the author’s imagination. Here again, we turn for support to Tolkien, who claims that “for perfect
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construction of an art-language it is found necessary to construct at least in outline a mythology
concomitant” (ibid., p. 210), because

the making of language and mythology are related functions; to give your language an
individual flavor, it must have woven into it the threads of an individual mythology, individual
while working within the scheme of natural human mythopoeia (ibid.).

If we substitute Tolkien’s ‘individual mythology’ for ‘the view of an alternative world” we will
conclude that artlangs serve as the main means of its incarnation.

But how alternative is this world, or to be more precise, its image drawn by the writer? In case
of artlangs, an inversely proportional relationship can be proposed: the less an artlang reminds any of
natural languages, the farther an alternative imaginary world is from reality. This hypothesis can be
accepted with regard to at least two relevant factors. The first is the inability of a human being to
invent anything absolutely new: every novelty is merely a new combination of old elements. The rule
applies to the sphere of language as well. In this connection, Tolkien insists that all new words are
“made not created” as “there is in historic language, traditional or artificial, no pure creation in the
void” (ibid., p. 204).

The second factor to be taken into consideration in regard to artlangs’ role in forming and
transmitting a specific view of the alternative world drawn by the author’s imagination, is the method
of their construction. To clarify this issue we will turn to the classification developed within
Interlinguistics, a philological discipline that investigates auxiliary languages. According to its
classification, all the artlangs fall into three main types: (1) a posteriori ones; (2) a priori ones: and
(3) mixed ones. The division is based upon the relations between artlangs and natural languages.
A posteriori artlangs consist of units composed on the basis of elements taken from (a) natural
language(s), in this case referred to as ‘(a) donor language(s)’. A priori artlangs consist of units that
bear no resemblance to any elements of (a) natural language(s). Mixed artlangs combine units of both
above types. It is necessary to add that this differentiation is to some extent nominal because, as we
highlighted earlier, no artificial language is absolutely free from the influence of (a) natural
language(s), but if a posteriori artlangs typically borrow ‘natural’ elements on the morphemic and/or
lexical level(s), a priori ones only employ phonological and graphological resources of their donor(s).

Thus, artlangs as linguistic manifestations of alternative worldviews always bear some traits of
linguistic worldviews of their donor languages. While creating an artlang, the author departs from the
linguistic worldview of the donor language(s) and simultaneously draws a picture of an alternative
world. Since it all happens within literary discourse, we characterize this alternative worldview as
‘artistic” as well. As the reader (the reader per se, regardless, native or foreign) decodes the book they
recreate the author’s worldview, though the resulting ‘picture’ is never identical to the original one
due to the uniqueness of his/her own perception and interpretation of both linguistic and
extralinguistic information within it. This situation can be characterized as the first instance of
clashing worldviews.

But what happens with artlangs in translation and how translatable are they in principle?
Typically, the translator would be the representative of a target culture, the native speaker of a target
language and the bearer of the target conceptual and linguistic worldviews, which means that both
these worldviews are somewhat alien to those of the author who comes from a source culture and
speaks a source language. As a result, when the translator re-creates the original piece of fiction
composed by the author, the image of an alternative world being formed in his/her mind is indeed the
projection of that of the author but made under the influence of his/her own — target — conceptual and
linguistic worldviews. And this is the second instance of clashing worldviews.

The result of clashing worldviews is then manifested in target linguistic means,
selecting/manufacturing which the translator bears in mind not only a certain mental formation, but
also the available resources of the target language (or, in other words, typological relations between
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the source and target languages). At the next stage, the target reader decodes the target variant of the
text and forms their own—and once again slightly different from that of the translator’s—view of the
alternative reality, which is the third—and final—instance of clashing worldviews.

Proceeding from the above considerations, we may preliminarily conclude that the artistic view
of an alternative world can be more or less successfully reincarnated in translation though inevitably
with some alterations described in terms of (the three instances of) worldview clashes. And now let
us switch to the issue of artlangs translatability.

We assume that artlangs as the main linguistic incarnations of the alternative worldview can be
reproduced in translation as successfully as this worldview itself. But if we take artlangs for what
they are in regard to their linguistic rather than cognitive essence, namely, intricate stylistic devices,
we can see that they fall under a very broad category of translation difficulties, whose successful
reproduction is principally possible though dependent heavily on the translator’s skillfulness and
creativity.

3. Results and discussion
In this section of the paper, we aim at demonstrating some technical aspects of translating artlangs of
both a posteriori and a priori types on the example of Newspeak from George Orwell’s “1984” and
Old Solar language Hlab-Eribol-ef-Cordi from Clive Staples Lewis’s “Space Trilogy”. First of all,
we will try to determine whether artlangs should be translated at all taking into account the fact that
they are presumably as alien to the source reader as to the target one. The answer depends on the
following concomitant circumstances. The first is the relation between an artlang’s donor language(s)
and a piece of fiction’s source language; the second is the relation between a piece of fiction’s source
language and its target language; and, finally, the third is the method of an artlang’s formation.

Orwell’s Newspeak is known as the attempt to model the language of the future on the basis of
the modern English language by exploiting some real tendencies of its development. For example,
the author extends to the maximum the idea of linguistic regularity by abolishing irregular past forms
of a verb, irregular plural forms of a noun or irregular comparative/superlative forms of an adjective.
Another tendency—towards all kinds of shortenings—is borrowed from the languages of totalitarian
regimes of the period, Soviet and German Fascist. By mixing real and surreal, Orwell designs a truly
dystopian language to illustrate the grim reality of the future. The donor of Newspeak is English and
when the book is translated into another natural language Newspeak is supposed to be translated as
well, otherwise Orwell’s ideas and principles underlying his artlang will remain lost for the target
reader and Orwell’s view of the future (alternative) world will be distorted irreparably. At the same
time, a posteriori structure of Newspeak and word-formation methods employed by the author allow
the translator to decode the meanings of the lexemes and to find (more or less successfully) proper
means to coin their target equivalents. It’s also important to preserve all the linguistic tendencies
outlined by Orwell; otherwise this important element of the artlang’s worldview will be missing. For
comparative analysis, we have three translations. The first, by Viktor Shovkun, was published by
“Vydavnytstvo Zhupanskoho™ in 2015; the second, by Vitaliy Danmer was presented on the Internet-
portal “Hurtom” as an amateur translation project in 2013; and the third was made by the authors of
this publication as part of their research (that is why we limited our translation to the “Principles of
Newspeak™ alone). Let us consider the following sentence:

(1) Consider, for example, such a typical sentence from a Times leading article as Oldthinkers
unbellyfeel Ingsoc. The shortest rendering that one could make of this in Oldspeak would be:
“Those whose ideas were formed before the Revolution cannot have a full emotional
understanding of the principles of English Socialism.” But this is not an adequate translation
(Orwell, 1987, p. 250).
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It is one of the few examples of the actual sentence written in Newspeak. Besides, the author
supplements it with what we, following Roman Jakobson’s terminology, may call an “intralingual
translation” (Jakobson, 2000, p. 114). Translation by Viktor Shovkun:

(2) Posensnomo, nanpukiad, maxe munoge peuenns 3 Taumcy, sk as Oldthinkers unbellyfeel
Ingsoc. Haiikopomwum nepexnaoom yvoeo peuennsi Cmapomosoro 6yoe: «Ti, uui ioei
cpopmysanucst 00 Pesontoyii, HeCnpOMONCHI eMOYiliHO onanysamu npunyunu Aneniticbko2o
Coyianizmy». Ane ye ne 306cim mounuii nepexaao (Orvell 2015, c. 286).

As one can see, contrary to our assumption about the necessity to translate artlangs, Shovkun leaves
the Newspeak elements intact inside the Ukrainian context. By rendering Orwell’s intralinguistic
translation, he gives the target reader more or less coherent idea of the original phrase meaning, but
deprives him/her of the original flavor of the artlang’s dehumanized unnaturalness. The fairness of
our claim is indirectly confirmed by Orwell, who points out that any possible translation of a
Newspeak phrase into standard English is far from being ‘adequate’. That is because it loses its
Volksgeist, we may add from ourselves. Translation by Vitaliy Danmer:

(3) Posensmemo, nanpuxnao, make munose peuenHs 3 nepedogoi cmammi “Yaconucy” sk
CTAPOAYMII HEZKHBOYYIOTh IHI'COI]. Havixkopomuwum eapiaumom nepekiaoy saKui
xmocov mie 6u 3podbumu 3 yvoco na Cmapocypac moxce oymu: “Ti uui nepexonanms oOynu
cghopmosani 0o O0anoi Pegontoyii He 6 3M03i Mamu NOBHO2O eMOYIUHO2O0 PO3YMIHHA OAHUX
npunyunie Aneniticokoeo Coyianizmy”. Ane ye ne € y docmamuiti mipi npasunvnu (Orvell
WWW).

Danmer pursues the opposite strategy. He recreates the original units by employing the same word-
formation methods as Orwell did: ‘Oldthinkers’ = ‘old’ + ‘thinkers’ — ‘crapomgymiii’ = ‘crapo’ (short
from ‘crapi’) + ‘aymmi’ (‘mymens’ = ‘Toi, xT0 aymae’); ‘unbellyfeel’ = ‘un’ + ‘belly’ + ‘feel’ —
‘HeKUBOUYIOTE” = ‘He’ + “kuBo’ (from “kuBuii’ instead of “xumBir’) + ‘uyrors’ (Synonym to
‘BimuyBaroth’); ‘Ingsoc’ = ‘Ing’ (short and modified from °‘English’) + ‘soc’ (short from
‘socialism’) — ‘Iarcom’ = ‘Iar’ (short from ‘Iurmimr’, transcribed ‘English’) + ‘com (short from
‘comianizm’). Some of the translator’s decisions seem rather controversial. For example, when he
substitutes “kuBit’ (‘belly’) for “xkusmii’| (‘alive’) and ‘BimuyBatu’ (‘feel’) for ‘uyru’ (‘hear’); or
when he uses transliterated ‘inrminn’ instead of authentic ‘anrmiiicekuii’. We can only assume that at
least some of these decisions were dictated by euphonic considerations. Otherwise, Danmer’s strategy
works well enough to let the target reader feel the artlang’s artificiality and complexity on the verge
of bureaucracy. This approach helps minimize the distortion of the artistic worldview drawn by
Orwell in his dystopian novel.

The third translation was made by the authors of this publication as part of their research project
on artlangs’ translation:

(4) Ioousimbcs, nanpuxiad, na munose peuenns 3 nepedosuyi Tatimc: «Cmapooymuuxu
nenympouyroms Anzcoyy. Kopomko nepeoamu uioco 3micm Cmapomogoro modxcHa 6yno 6
maxum yunom. “Ti, uui noansiou cghopmysanucs 0o pesonioyii, He MOXCYMb GCiM cepyem
3pozymimu npunyunu Aneniticokoeo Coyianizmy”. Ilpome maxuii nepexnad ne € nognum (OWN
translation).

It was made before Danmer’s version of “1984” was uploaded for public use. In general, our strategy
IS similar to that in the previous example: ‘Oldthinkers’ = ‘old’ + ‘thinkers’ — ‘crapogymuukn’ =
‘crapo’ (short from ‘crapi’) + ‘mymuuku’ (‘mymMHUK’ = ‘TOH, XTO aymae’); ‘unbellyfeel” = ‘un’ +
‘belly’ + ‘feel’ — ‘HeHyTpOouyloTH’ = ‘He’ + ‘HyTpO’ + ‘uyroTh’ (instead of ‘BimuyBarots’); ‘Ingsoc’ =
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‘Ing” (short and modified from ‘English’) + ‘soc’ (short from ‘socialism’) — ‘ Aurcoi’ = ‘Anr’ (short
from ‘anrmiiicekmii’) + ‘cor;” (short from ‘comianizm’).

The similarity between the resulting target fragments can be explained by the same method of
translation (namely, loan translation, or calque) and limited number of possible Ukrainian options for
most words or their component morphemes, like ‘English’, ‘socialist’, ‘old’, etc. At the same time,
our translation seems to avoid some of Danmer’s controversies, in particular those connected with
translating ‘belly’ (we offered variant ‘Hyrpo’ bearing in mind Ukrainian expression ‘aytu /
BiguyBaTH HyTpoM’ — ‘to feel something intuitively, subconsciously’, which in our eyes is very close
to what Orwell describes as “a full emotional understanding” (1987, p. 250) and ‘Ing’ (we believe
that to those unfamiliar with the peculiarities of English pronunciation option ‘anr’ is undoubtfully
more preferable than ‘inr’.

The above analysis confirms not only the principal translatability of an a posteriori artlang, but
also the relevant possibility of rendering the concomitant worldview infused into it by the author of
the source text. We can also see quite clearly the inevitable alterations in the artistic worldview
resulting from both the translator’s interpretation (the first instance of clashing worldviews) and the
switch to another natural donor language and its cultural environment (the second instance of clashing
worldviews).

Now let us explore similarly the translation of an a priori artlang, which in our case is Old Solar
language Hlab-Eribol-ef-Cordi from Lewis’s “Space Trilogy”. Unlike Newspeak, it only borrows
from its donor, presumably English or Latin, phonemes and their graphic representations — letters. It
makes Old Solar’s words undecipherable both morphemically and (in most cases) contextually. It
also means that the author’s commentaries are to be added for the reader to be able to understand
them. The situation with translating a priori artlangs brings to mind language Jungle imagined by
American philosopher Willard Quine to illustrate his principle of indeterminacy of translation (Quine,
2013). Quine considers a situation when translation is made from a language whose bearers do not
speak any other languages and which is so far unknown to bearers of other languages and is not related
to any other known languages. Quine describes such translation as ‘radical’ and presupposes that all
possible interpretations of Jungle utterances made by the translator are inevitably arbitrary and thus
may differ from interpretations by other translators. In fact, the hero of Lewis’s novel finds himself
in an analogous position trying to decipher the speech of aliens basing on his observations and
resulting outcome.

Lewis uses Latin alphabet for transcribing the words of his artlang. It means that these words
can be transposed without any visible change into any language that also uses Latin alphabet (even
with modifications). At the same time, for translations into languages with different alphabetic
systems (which is the case with the Ukrainian language) some other strategy should be followed.
Since Old Solar’s words have no morphemic division, they can be either transliterated or transcribed.
For the languages, where spelling is close to pronunciation, this differentiation is irrelevant, but for
the English-based a priori artlang this issue gains importance. Actually, the choice here lies with the
interpreter, but if they opt for reproducing the phonetic side of the artlang rather than the graphic one,
they should have a rather clear idea of what it is like. In our case, we have some useful insights from
the author himself: “When asked about names he created in his Space Trilogy, such as Glund (Jupiter)
and Viritrilbia (Mercury), Lewis replied that they were not connected to any actual language. He
explained, ‘I am always playing with syllables and fitting them together (purely by ear) to see if I can
hatch up new words that please me. | want them to have an emotional, not intellectual,
suggestiveness’” (Downing, 2005, p. 137).

If the author was composing Old Solar’s words “purely by ear”, we may conclude that their
pronouncing was more important for him than spelling and, consequently, the interpreter should be
more oriented towards transcription as the main method of translation if they aspire to cause as little
damage to the view of the fantastic world portrayed by Lewis. Here appears another question: How
are the artlang’s words actually pronounced? Hypothetically, three answers are possible: (1) following
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pronunciation rules of the English language; (2) following the Latin rule ‘one letter — one sound’;
(3) following specific rules as invented by the author and inherent to this artlang alone.

The book does not mention any specific phonological rules of Old Solar, we do not find them
in any paratexts (Lewis’s letters, interviews, memoirs, etc.) either, thus the interpreter should choose
between the first two options. Meanwhile, we could assume that since Elwin Ransom, who
‘discovered’ Old Solar was a philologist, a studier of languages, he would not follow English spelling
conventions, but would, instead, assign one Latin letter to each sound. This assumption sounds quite
plausible as the author’s rejection from English rules of reading allows him to alienate Old Solar from
its natural donor.

In fact, in regard to English — Ukrainian translation due to phonological differences and
euphonic considerations it is virtually impossible to follow transliteration or transcription strictly, that
is why in many cases we have a mixture of both. This observation is proved by some examples from
Lewis’s novel “Out of the Silent Planet” (in the Ukrainian translation by Andriy Masliukh “3a mexi
MOBYA3HOI IJIAHETH ).

In example (6), the translator clearly gives preference to transliteration:

(5) You have done very well, Hnoo, said Oyarsa. Stand away that | may see it, for now I will speak
to it (Lewis www).

(6) — Bu ece 3pobunu oyace dobpe, I'nmoo, — mosus Ospca. — A menep 8iditidimp, wob s 1020
nobauus. Meni mpeba 3 num nocosopumu (Liuis, 2010, p. 135).

According to the rules of English reading, word combination ‘0o’ should be pronounced as [u:]; then
transcribed variant of translation would be ‘I'ny’ instead of ‘I'Hoo’. But if we accept the ‘one letter —
one sound’ principle presupposed above, it turns out that transliteration here coincides with
transcription. In the following example, our attention is drawn to another combination of vowels—

< 2

au

(7)  No hnau can match them in making and shaping things as none can match us in singing (Lewis
WWW).

(8) Hixmo 3 2nay me 3pi6HAEMbCA 3 HUMU Y 8UOMOBLEHHI 6CIISAKOT 6CAYUNU, K, NPUMIDOM, HIXMO
He 3pisusemwocs 3 namu y cnisi (Liuis, 2010, p. 76).

Once again, Masliukh transliterates the source lexeme; in case of transcribing it according to the rules
of English reading, the Ukrainian variant would be ‘rHo’. According to our earlier assumption, in this
case the combination of vowels should be pronounced as two separate sounds, and that is exactly the
way it is reproduced by the translator in Cyrillic.

Next, we have another example that breaks the established pattern:

(9) Up this he must go, and somewhere beyond the tops of the mountains he would come to the
tower of Augray. Augray would help him. He could cut weed for his food before he left the
forest and came into the rock country (Lewis www).

(10) Lfiero 0opoeoio mpeba nionimamucs 620py, i 6xce 0eco mam, 3a EPUIUHAMU 2ip, 6iH NODAUUMb
gexcy Orpes. Orpeit tiomy donomodxce. Ileped mum, AK 3aruwumu jaic i ROOAMUC 8 20pu,
sapmo 3anacmucs icmisnoio mpasoto (Liuis, 2010, p. 123).

As one can see, reproducing the character’s name the translator transcribes the initial combination of
vowels instead of transliterating it (which would be in Ukrainian ‘ay’—‘Ayrpeii’) like he did in the
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previous cases. It is hard to guess what motivated this decision, but obviously neither systemic
(‘Ayrpeii’ is as pronounceable as ‘Orpeii’) nor euphonic (neither variant provokes any unpleasant
phonetic associations with Ukrainian readers) considerations. What this fact demonstrates is that
translators do not always follow strictly certain patterns or strategies in their work which fact falls
under the concept of the legendary ‘human factor’. In situations broadly described as ‘translation
difficulties’, translators often sketch up several possible variants, which they test contextually before
giving preference to one particular variant (which again can be changed more than once at the later
stages of translation and editing processes). Final option is often made intuitively when the translator
themselves cannot explain their motivation coherently.

Take, for instance, the situation with consonant ‘1’. In the Ukrainian translation, Masliukh does
not palatalize it contrary to the Russian translation by Sergey Koshelev, Maria Mushinskaya and Anna
Kazanskaya (that we use occasionally for comparative analysis). Compare:

(11) The island is all full of eldila, said the hross in a hushed voice (Lewis www).
— Ha ocmposi cuna-cunenna enoinie, — mosus 2poc npuenyuenum 2orocom (Liuis, 2010,
p. 112).

(12) — Ha ocmpose mHodcecmaso 3ab0unos, — uienomom npoustec xpoce (Liuys www).

Palatalization of ‘i1’ in the Russian translation is expressed with the help of the soft sign while in the
Ukrainian translation it is absent. The same pattern is observed in the majority of cases, but then we
come across the following nonce formation:

(13) It became plain that Maleldil was a spirit without body, parts or passions. — He is not a hnau,
said the hrossa. — What is hnau? asked Ransom. — You are hnau. I am hnau. The seroni are
hnau. The pfifltriggi are hnau (Lewis www).

(14) Hesooszi cmano s3posymino, wo Manendin — ye HenoOinbhull, 6e3nIOmMHUL Mma
besnpucmpacuuil oyx. — Bin — ne enay, — noscuunu epocu. — IlJo make enay? — 3anumas
Pencom. — Tu — enay. A — enay. Ceponi — enay. Ilgpigpnempiru — 2nay (Liuis, 2010, p. 76).

(15) Own ysacnun, umo Manenvoun — nedenumviii Oyx, auweHnvili mena u cmpacmei. — On — He
XHay, — 00viAcHuIU xpoccvl. — Ymo makoe xuay? — cnpocun Paucom. — Tot — xnay. A — xuay.
Ceponu — xuay. Ilgpugpnempuzeu — xnuay (Liuys www).

The word “pfifltriggi’ denoting one of the space races is extremely uncomfortable for pronouncing in
English, as well as in Ukrainian due to the atypical for these languages accumulation of consonants.
Meanwhile ‘a1’ is predictably palatalized in the Russian translation and—quite unpredictably—in the
Ukrainian one, which we treat as yet another case of pattern-breaking.

In general, we believe that the role of a priori artlangs in objectifying the view of an alternative
world is less important than that of a posteriori ones. It can be explained by that simple fact that
manufactured (i.e. composed of phonemes rather than morphemes) words are devoid of inner form,
which, reconsidering Alexander Potebnia’s legacy, can be defined as a certain idea / feature /
characteristic underlying the concept that has been retained in the word (Potebnia, 1913). In a broader
sense, the inner form of a word is understood as a semantic and structural correlation of morphemes
within a word with other morphemes of that particular language. In other words, inner form of a word
is that quite ephemeral substance that inextricably ties each a posteriori artlang to its donor(s) and
eventually determines its inner form as a language in general.

As opposed to morpheme-based words from a posteriori artlangs, the meanings of a priori
artlangs’ words are decoded in their contextual descriptions, thus they sort of remain outside these
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words and in this form can be transferred into the target text with minimal losses and, correspondingly,
with minimal distortion of the artistic view of an alternative world. On the other hand, this artistic
worldview remains maximally vague in both original and translation, unavailable for the reader’s
intentional perception due to the absence of any clear reference between their constituents’ form and
meaning (i.e. the absence of their inner form).

4. Conclusions
The research provides for some tentative conclusions that obviously should be further validated by
more comprehensive investigations into the problem of reproducing different types of the worldview
(linguistic, artistic, etc.) in translation. The problem was considered on the material of artlangs as the
most demonstrative linguistic element of the alternative world’s artistic view. The research exposed
three instances of worldview clashes connected with the perception, interpretation and translation of
a piece of fiction depicting an alternative reality. The first refers to any situation when the reader (no
matter, source or target) decodes the book and recreates in his/her mind the author’s artistic
worldview, because the resulting ‘picture’ is never identical to the original one due to the uniqueness
of human processing both linguistic and extralinguistic information. The other two instances refer to
the situation of translation itself. The second instance of clashing worldviews takes place when the
translator reads the original piece of fiction composed by the author, because the image of an
alternative world being formed in his/her mind is indeed the projection of that of the author but made
under the influence of his/her own — target — conceptual and linguistic worldviews. Finally, the third
instance of clashing worldviews takes place when the target reader retrieves information from the
translated variant of the text and forms his/her own—and once again slightly different from that of
the translator—view of the alternative reality.

Artlangs’ principal translatability is determined by their inextricable ties with their natural
donor language(s), though in practice of literary translation their reproduction is a highly demanding
creative act whose outcome depends on such concomitant circumstances as. Here we distinguish the
following: the relation between an artlang’s donor language(s) and a piece of fiction’s source
language; the relation between a piece of fiction’s source language and its target language; and,
finally, the method of an artlang’s manufacturing.
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AHoTamis

JlocaimKkeHHsT IPUCBSIYEHO IIPo0JIeEMI IepeKIaay apTiaaHriB K 3aco0y BTUIEHHS KapTHHU aJbTEPHATHBHOIO
cBity. O0’€KT AOCIKEHHS TTOABIMHMI: KapTUHA CBITY Yy ii MOBHOMY BUMIpi Ta apTJIaHTH — XYJIO0KHI MOBH,
10 CTBOPIOIOTHCS B MEXKaX XyA0KHBOIO TUCKYPCY IMEPEBAXKHO 3 €KCIIPECHBHOIO METOI0. MeTa JOCIiIKCHHS
€ TaK caMO IIOABIMHOIO: BH3HAYHUTH, sSKa caMe€ KapTHHa CBITY BIZOMBA€THCSA B apTJAHry 1 sAK Ii MOXKHA
BIATBOPHUTH B mepekinani. Hama mepima rirmore3a oKpecitoe TpH MNPOSBH 3ITKHEHb KapTHH CBITY, OB’ I3aHHUX
3 0COOIMBOCTSAMU CIOPHHHSATTA, IHTEpIpeTamili Ta BacHE IEPeKIaay XYIOXKHBOIO TBOPY, B SIKOMY 3a
JOIIOMOIOI0 apTJIAHT'y 3MajbOBaHO aJbTCPHATHBHY peaibHiCTh. Ilepiimii BimOyBaeThCs, KOAM 4YHMTAY
PO3KOJIOBYE TEKCT Ta BIITBOPIOE Y CBIIOMOCTI XyI0KHIO KAPTUHY CBITY aBTOPa, aJkKe Toi 00pa3, 0 B HbOI0
BUHHKAE, HIKOJU HE JOPIBHIOE MEPBUHHOMY 3aBISKH YHIKAJIBHOCTI TIpoliecy oOpoOku iHdopmartii. dpyruid
IPOSIB Ma€ MicCIle B TpoIeci MepeKiaay, ampke oopa3 allbTePHATHBHOIO CBITY Y CBIOMOCTI ITepeKiajaada
IEBHOI0 MIpPOI0 € IPOEKIIEI0 aBTOPCHKOro, ane (GOpMYEThCS IIiJ BIUIMBOM MHOro BIACHOTrO (IIIEOBOIO)
CBITOOAUEHHS Ta aKTyalli3yeEThCA 3a PAaXyHOK HASBHUX PECypCiB IIJIbOBOI MOBH. TperTiii BHITaJIOK
CIIOCTEPITAETHCS, KOJNH IITHOBHHM YHTAd BIUIYYA€ iH(POPMAIlIO 3 IPYroTBOPY 1 3HOBY (opMye CBOI BiacHe
YSBJICHHS IIPO 300pakeHy allbTEpPHATHBHY PeasIbHICTh. BiAmoBiIHO 10 HAIIOI ApYyroi rilmoTe3u, IPHHIUIOBA
[ePEeKIaHICTh apTIaHTiB BU3HAYAETHCS HEPO3PUBHUMM 3B’ SI3KaMH 3 MPUPOIHUMU MOBaMM -[I0OHOPAMH, X04a
iXHE BIATBOPEHHS € HaI3BUYAMHO CKIIATHUM TBOPYHMM IIPOIECOM, PE3YIbTAT SKOI0 3yMOBIIIOETHCS JIEI0 HU3KH
CYIYTHIX 00CTaBWH, TAKWX SK: BITHOCHHH M)XK MOBOIO-JIOHOPOM Ta MOBOIO, SIKOIO HAIMCAHUH TBIp; BIAHOCHHH
MK BHUXIJHOIO Ta I[IILOBOIO MOBAMHU TBOPY; CIIOCIO CTBOPEHHS apT/IaHTy.

Kuaro4ogi ciioBa: aibTepHATUBHA PEATbHICTD, APTIIAHT, 3iITKHEHHS, KApTUHA CBITY, TEPEKIaAHICTh.
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Abstract
The present article focuses on screen adaptations as intersemiotic translation which gives an opportunity to
transpose written word into the multimodal space of cinema. Taking up the role of translators who act as
mediators between different semiotic systems, film-makers face a range of challenges associated with the
meaning-making resources available to the creator of a book and a film, respectively. They have to take into
account a variety of factors ranging from the need to preserve the spirit of the book and its aesthetic value to
the obligation to ensure commercial success of the film. However, reinterpretation of a literary work for screen
purposes inevitably produces a new work of art which starts its own life in the cultural environment it is meant
for. Unleashing their creativity, film-makers decide which elements of the book they consider essential to
convey the key message of the writer and which could be sacrificed to provide for the visual appeal of the work
of cinema.

A vivid example of such a challenge is seen in filming “The Hours” based on the novel by
M. Cunningham, a story of three women bound through time with a book. Virginia Woolf writing her
“Mrs. Dalloway”, Laura Brown reading it and Clarissa Vaughn nicknamed Mrs. Dalloway by her former
lover—all of them are struggling to find their true selves in the world, which dictates the way they must live
their femininity. The battles they have to fight every single day without having the right to speak up are mostly
represented in their internal monologues the novel abounds with. The film, in its turn, focuses on the main
events in the story reinforcing them with powerful symbols such as the kiss that reveals true desires of Virginia
and Laura while showing Clarissa that her life goes on; the cake that becomes an embodiment of Laura’s failure
as a spouse and a mother; water that will swallow Virginia and become a point of no return for Laura, and
flowers presaging death for Virginia but fortelling life for Clarissa. An intricate mixture of music, image, and
unrivaled play of actors produce a coherent and eloquent narrative, which makes viewers rethink gender
stereotypes as well as Virginia Woolf’s legacy.

Key words: intersemiotic translation, fidelity, meaning-making, reinterpretation, screen adaptation.

1. Introduction

Over the centuries, translation was considered as a purely linguistic phenomenon, a written or oral
text being both its source and the eventual product. However, with the development of modern media
it became evident that texts can enter into a much broader circle of interactions creating more complex
forms of art that are based on several different modes.

O’Sullivan claims that art is itself a vague concept which encompasses countless semiotic
communications (O’Sullivan, 2011, p. 15) while “all non-verbal codes are artistic codes” (Gorlee,
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2015, p. 12) that are used for “making a specific message about a particular issue for a particular
audience” (Kress, 2010, p. 28). The understanding of text is expanded to encompass, basically, any
coherent entity meant to convey a message intended by the author. It is no longer important how many
different modes interact in a single communicative space as long as it remains meaningful from the
point of view of the writer/director/painter, etc.

It is a common knowledge that any message can be formulated in an almost infinite number of
ways within one semiotic system, the same holds true for a mixture of several of them. Thus,
translation is considered as “any process, or product hereof, in which a combination of sensory signs
carrying communicative intention is replaced by another combination reflecting, or inspired by, the
original entity” (Gottlieb, 2005, p. 3). Torop, in his turn, transforms understanding of translation from
a single text to a polylogue where “a source text opens simultaneously from a new angle in several
sign systems” (Torop, 2013, p. 242).

The present research focuses on the transformations that books undergo when adapted for
screen purposes, an issue which has attracted significant attention over the recent years (Desilla, 2012;
Stathi, 2015; Kaur, 2018; Akseki, 2019; Perdikaki, 2016, 2017a). It is based on “The Hours”, the
novel by Cunningham and the film of the same name. This novel constitutes, in a sense, a unique
phenomenon as it is built around another story, written by Woolf more than half a century before. It
also starts a conversation with the cultural environment itself as one of the most complicated semiotic
systems ever. Cunningham, thus, revisits gender stereotypes and evolution in the perception of the
role of a woman in a society. By doing so, the writer reveals how much a person’s life can be
influenced by their ability to have a choice in constructing their gender identity and living it to its
fullest. Consequently, the novel allows the readers to redefine their own perspectives and reconsider
the legacy of a great writer of the 20™ century.

The main objective of the paper is to determine, which resources are employed to depict the
images of the three main characters on page and on screen and their potential influences on the
perception of the three women and their destinies by the readers and viewers, respectively. To reach
this aim, the process of translation will be considered as resemiotisation, a complex interaction
between different semiotic systems which requires a change of perspective on the concept of fidelity
in a multimodal environment.

2. Literature overview

The intersemiotic aspect of translation as an environment where different semiotic systems
interpenetrate has given rise to a heated debate covering a variety of crossings between different codes
(Marais, 2019; Aguiar et al., 2015; Troge, 2015; Plastina, 2022) which further allowed for developing
a view of translation as resemiotisation, a phenomenon where “a particular set of meanings is
transformed from one semiotic system (and configuration of media and modes) to another as social
processes unfold” (Jewitt, 2014, p. 467). All the changes taking place in the ways “texts” are
formulated and transmitted exert a profound influence on the expectations functioning in the society
as well as the choices artists make in a never-ending play within an inherently intersemiotic space of
culture. All the modifications they introduce to adapt the original to the new semiotic environment
serve the purpose of integrating the new work of art in the cultural context.

The simile “translation as adaptation” has often been used in order to examine changes made
in translation so as to address the needs and expectations of the target audience and culture.
The reverse, “adaptation as translation”, has been deployed in a cognate field, i. e. Adaptation
Studies, to refer to the changes made in literary works which are transposed to the big screen
or the stage (Perdikaki, 2017, p. 2).

Although the Adaptation Studies emerged in the middle of the 20" century and has been actively
exploring interactions between different media and the related adjustments, there is still much to be
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discovered in terms of the value of the source and target product. When Jakobson put forward the
idea of intersemiotic translation (Jakobson, 1959), it opened infinite opportunities for exploring
relations the different forms of art enter into. However, it also required changing the perspective on
the issue of fidelity to the original and its status itself.

Using the term of transmutation to describe translation between various media, Eco identified
five of its essential characteristics:

1. An adaptation provides for harmonious coexistence of the source and target texts in the field
of culture where they support each other reciprocally. For example, “an adaptation of a musical piece
for ballet involves the simultaneous presence of music (source text) and choreographic action (target
text)” (Eco, 2001, p. 120).

2. An adaptation may manipulate the source. An adaptation of a musical piece, thus, may
radically re-contextualize the source according to the adapter’s own interpretation (ibid, p. 121).

3. An adaptation may sometimes show something which remained unsaid in the source text.
For example, film adaptation will add audio-visual details to better render the design, dress, or
chromatic tone of a character, or a story, which the literary source did not prescribe (ibid, p. 121-124).

4. An adaptation may highlight a level of the original the adapter wishes to emphasize. For
instance, a film adaptation may take the novel, isolate the narrative level, and drop its stylistic aspects
(ibid, p. 125).

5. An adaptation may be perceived as a completely new work. For instance, where spectators
would not judge an adaptation by considering whether it is better or worse than the execution of the
original text, but would instead focus their attention on the way the adapter adapts the source through
other semiotic languages (ibid, p. 127).

Thus, Eco placed an emphasis on all the variety of relations that the original and the target
product can develop and the different roles that they play in the cultural environment once produced,
considering “an unstable and ever-changing character of meaning constructed in multimodal
discourse” (Shevchenko, 2019, p. 15).

Films constitute one of the most prototypical examples of such interactions as today, with the
development of the film industry, more and more literary works started traveling to the screen to find
a new life. Eisenstein claimed that “cinema is the heir of all artistic cultures” (Eisenstein, 2016,
p. 109), which offers audio-visual devices to semantically support the filmmakers’ expressions
(Zhang, 2020, p. 63), inevitably raising the issue of meaning-making in cinema. Text becomes not
just a message, but a process of perception (consumption) (Torop, 2019, p. 21) where both the film-
maker and the target audience play an active role. While written texts constitute an environment
favorable to conveying meanings implicitly, films require a significant degree of explicitation since
“visual signs are less agile than the verbal in depicting abstract concepts” (Ketola, 2021, p. 107).
Consequently, film-makers have to find other means to preserve the core ideas the author intended to
transfer.

Some of the screen adaptations follow the original texts very closely; others preserve only the
characters and some key events. However, considering the differences in the resources available to
literature and cinema, it became obvious that the concept of fidelity and equivalence could no longer
operate the same way it did for written texts. Pym, for instance, questioned the very source and target
text paradigm, arguing that translation cannot be reduced to “an affair of two sides” (Pym, 2014, p. 2).
He therefore suggests that these texts are all “tied up in never-ending translational networks” (ibid).
It is the culture and the target audience who decide on the path a work of art should take, whether
music shall be composed on the basis of a painting, whether the plot of a novel written centuries ago
should be staged in a 21% century setting, whether a painting should become part of a film.

If a certain degree of linguistic equivalence is a necessary prerequisite for a high-quality
translation, screen adaptations are more focused on the socio-cultural context and creativity. “The
adaptation process is now examined as a creative practice dependent on the socio-political context,
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which accommodates it, and the film industry, of which it constitutes a motoring force” (Perdikaki,
2018, p. 171).

Thus, translation stops being regarded as a one-way process where the original prevails. A film
based on a book constitutes a unique work of art which implies “a multilevelled negotiation”
(Naremore, 2000, p. 67), “a dialectal exchange between literature and cinema” (Lhermitte, 2005,
p. 99). Screen adaptation requires significant transformations which balance varying degrees of
“sameness and difference” (ibid). “The issue is not whether the adapted film is faithful to its source,
but rather how the choice of a specific source and how the approach to that source serve the film’s
ideology” (Flanagan, 2009, p. 17).

When a book is reinterpreted for screen purposes, it is up to the film-maker to choose the aspects
of the literary work they value most and it is their right as translators to do so. Films, thus, operate as
“mediators in the communicative process between film-makers and film viewers” (Krysanova, 2019,
p. 57).

Film-makers act as translators but also as co-authors who target their own audience, whose task
is to ensure understanding between “two historical periods, two cultures, two media and/or two
languages” (Lhermitte, 2005, p. 101), which is also true for translation. Meanwhile, a film is expected
to possess a different dynamics where language is to some extent subordinated to the image and at
the same time interacts with it in order to ensure the right balance of implicitness and explicitness. It
is the film-makers’ vision that shall provide not only for coherence of the narrative but also for a
certain space open for interpretation which allows the viewers to complement the story with their own
experiences. Millicent (1992) claims that

the successful adaptation performs the process of its [book] transit, makes explicit the way in
which the literary work is passed through the filmmaker ‘s imagination, the new cultural context,
and the technology of the medium, to emerge as a full-fledged, autonomous retelling of the tale
(Millicent, 1992, p. 20).

It is believed that any film is a product of the film-maker's creativity, their personality and talent as
well as “individual intertexts through which are filtered the materials being adapted” (Hutcheon,
2013, p. 84).

Representation of the literary work on the screen also heavily depends on the cultural context
and the audience it is meant for. The reasons for any modifications and adjustments introduced
“appear to move between the poles of crass commercialism and high-minded respect for literary
works” (McFarlane, 1996, p. 6). Such changes may take place at the macro- or micro-level. While
the former are rather related to the linguistic representation of the text, the latter apply to perception
of the characters and the general perspective on the events unfolding. Chatman coins a term of a
‘satellite’ (Chatman, 1978), a minor event which is less relevant to the story and, thus, can be omitted,
however the researcher states that a decision to preserve some events in the story while removing
others can have a profound impact on the fundamental ideas embedded in the book.

3. Results and discussion

Characterisation plays a vital part in the way the entire film is interpreted. The images of characters
can be either amplified on the screen or, on the contrary, played down, which, in its turn, leads to
changes in the general aesthetics of the film and perception of the story. As a form of visual art, film
is much more explicit, on the one hand, but on the other, film-makers challenge their viewers to take
an active part in the interpretation process. Films combine language, visual images, and music.
However, it is the actors and their performance that determine whether the film will resonate with the
viewer in the first place. While books constitute an environment favorable to the description of
emotions and beliefs of the character, on screen it is the actor’s talent that counts, which is vividly
shown in the screen adaptation of “The Hours” by Cunningham.
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The novel itself is intertextual in nature as one of its principal characters is Virginia Woolf who
is writing her “Mrs. Dalloway”, a book which connects the author with the other two protagonists,
one who is reading it and the other who is living it. Thus, it is all the more interesting to follow the
future path of this work being reworked for screen purposes. The story revolves around only a few
main events, however, they are supplemented with a broad background that gives sense to each of the
core plot stages.

The novel deals with gender stereotypes existing in the eras when the three women live, their
struggles and attempts to become their true selves. The book describes a single day in the life of each
of them.

Interestingly, the female images in the book are depicted from the author’s perspective as if he
is able to see their hearts, their greatest fears and deepest desires, every single thought crossing their
mind. It gives an impression that everything women experience as well as the world around them
form a unique synergy, no detail is excessive or unimportant. Certain elements of their surroundings
become symbolic, representing the feelings that the women do not have the right to express as they
are limited to the roles the society assigned to them.

Virginia, taken to a small town by her husband which only aggravates her mental illness, Laura,
a woman trapped in her own marriage, and Clarissa, struggling to forget her relations with Richard
and be happy here and now with Sally. Nevertheless, there is a difference in their stories, stereotypes
deeply rooted in the societies Virginia and Laura are part of prevent them from living their sexuality.
Clarissa has her choices in front of her but her memories hold her back.

The invisible thread between them is extremely important for understanding the ways their
stories are interwoven. While the book is rather intended for intellectual readers familiar with the
legacy of Woolf, the film presupposes a much broader audience which may not trace this connection
through time. Daldry, the film director, emphasizes:

The audience all the time is trying to work out what is the connection between these three
women, and again not just the emotional or thematic connection but what’s the simple, direct
narrative connection. And when those connections start to be made, it always felt to us there
was a huge dramatic rush to the story, as indeed there would be to the film (Manufacturing
Intellect, 2017).

Consequently, the film-makers explicitly show (Fig. 1) Virginia writing “Mrs. Dalloway said she
would buy the flowers herself” (Daldry, 2002, 00:11:16), while Laura is reading the same line and
Clarissa is saying “Sally, I think I'll buy the flowers myself”” (Daldry, 2002, 00:11:28). Their lives are
also overlapping in a fast change of shots at the very beginning of the film when the women are
starting their day. At this moment, the viewer already sees the drastic difference between Virginia
and Clarissa.

Fig. 1. The Hours by Paramount Pictures (00:10:45; 00:10:53; 00:10:58)
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While Virginia incarnated by Nicole Kidman is combing her hair without looking into the mirror
and shudders when accidentally meets her own look, Clarissa, Meryl Streep, has no fear and smiles
at her own reflection. Cunningham tells his reader that Virginia considers her reflection dangerous,
“it sometimes shows her the dark manifestation of air that matches her body, takes her form, but
stands behind, watching her, with porcine eyes and wet, hushed breathing” (Cunningham, 2002,
p. 30-31) as if it is a ghost, not who she feels deep inside.

Clarissa, on the other hand, looks business-like, she is thinking about a party she is having to
celebrate the award Richard has won. She opens the curtains to meet a new day. The writer describes
her as “the old beauty, the old hippie”, still having “a certain sexiness, a certain bohemian, good-
witch sort of charm”. But perhaps more importantly, she feels alive, “she loves Richard, she thinks
of him constantly, but perhaps loves the day slightly more” (Cunningham, 2002, p. 11-13).

Julianne Moore, playing the part of Laura, wakes up and hears her husband making breakfast
for their son and himself. It is his birthday but she cannot make herself get up immediately. When
she goes downstairs, according to Cunningham, she feels “about t0 go onstage and perform in
a play for which she is not appropriately dressed, and for which she has not adequately rehearsed”
(Cunningham, 2002, p. 43). She has no feelings either for her husband or her little son, Richard.
Moore brilliantly reproduces it with her frozen, detached look when nobody sees her and a well-
trained smile to please her husband, a war hero who is in love with her.

Even the cake Laura makes for him, seems to be one more proof of her failure as a wife and
a mother (Fig. 2.).

Fig. 2. The Hours by Paramount Pictures (1:30:19)

This birthday cake constitutes a vivid symbol of her life which is simply not good enough even if her
husband says the opposite. The decision to have this family was never hers. Having returned from
war, having survived, “he could (in the words of his own alarmed mother) have had anyone... What
could she say but yes? How could she deny a handsome, good-hearted boy, practically a member of
the family, who had come back from the dead?” (Cunningham, 2002, p. 40).

One of the key events in the plot for Virginia and Laura is a kiss which reveals their true desires
(Fig. 3.). Both women realize they can never pursue this path which pushes them towards escape and
later suicide.
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Fig. 3. The Hours by Paramount Pictures (1:06:46; 00:39:51)

Laura goes to a hotel to be alone with her book. While reading, a thought of ending her life crosses
her mind but there is too much that stops her (Fig. 4.).

(1) She strokes her belly. I would never. She says the words out loud in the clean, silent room:
“I would never”. She loves life, loves it hopelessly, at least at certain moments; and she would
be killing her son as well. She would be killing her son and her husband and the other child,
still forming inside her (Cunningham, 2002, p. 152).

Fig. 4. The Hours by Paramount Pictures (1:04:56)

The film uses the metaphor of water to convey Laura’s thoughts. She is lying on the bed when
suddenly water is coming to swallow her and still she is reemerging from the flow with the words “/
can’t” (Daldry, 2002, 01:08:05) while Virginia is talking to Vanessa’s daughter about her new book
“I was going to kill my heroine but I've changed my mind. I fear I may have to kill someone else
instead” (Daldry, 2002, 01:07:55).

It is at that moment that Virginia seems to have made her mind and it is water that is going to
take away her life. But at that moment she is holding onto the only place where she feels alive.
Virginia is suffocating in the small town where she has to live (Fig. 5), she believes that the only way
to avoid madness is to return to London. She is aware that Leonard, her husband, means well, he
wants her to live in peace.

(2) She is better, she is safer, if she rests in Richmond; if she does not speak too much, write too
much, feel too much; if she does not travel impetuously to London and walk through its streets;
and yet she is dying this way, she is gently dying on a bed of roses (Cunningham, 2002, p. 169)
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Fig. 5. The Hours by Paramount Pictures (00:46:40)

Just like the bird who she helped Vanessa’s children to bury. This symbolism in the film is reinforced
through the yellow color of roses Virginia brought for the bird, in some eastern cultures it means
death.

Film-makers also transform the internal dialogue of Virginia in a real conversation with
Leonard and even enrich it with some crucial ideas. Having found his wife at the train station ready
to go to London, Leonard is trying to convince her that doctors know better, that he wants to keep her
safe. However, Virginia responds:

(3) This is my right; it is the right of every human being. | choose not the suffocating anesthetic of
the suburbs, but the violent jolt of the Capital, that is my choice. The meanest patient, yes, even
the very lowest is allowed some say in the matter of her own prescription. Thereby she defines
her humanity. | wish, for your sake, Leonard, I could be happy in this quietness. But if it is a
choice between Richmond and death, | choose death (Daldry, 2002, 01:23:17).

This conversation touches upon much more than just a place to live, it is a matter of choice which is
fundamental to the entire story. Virginia is bound to fight her demons every single day and she claims
her right to regain those bits of life that she can still have. She feels stuck in this town and in her own
mind but is seeking to live and eventually die on her own terms. However, even Leonard’s agreement
to leave does not suffice, Virginia can no longer withstand her suffering:

(4) The voices are back and the headache is approaching as surely as rain, the headache that will
crush whatever is she and replace her with itself. The headache is approaching and it seems (is
she or is she not conjuring them herself?) that the bombers have appeared again in the sky
(Cunningham, 2002, p. 4).

Meanwhile the viewer sees the woman running towards the river as if something or somebody is
chasing her, a river that will wash her away (Fig. 6).
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Fig. 6. The Hours by Paramount Pictures (1:45:30)

Clarissa, in her turn, is living her own torture, asking herself whether it is here, in this flat, with this
woman that she is supposed to be. However, she is free to rethink her path, to choose where to go
from now. She shares her struggles with her old friend Lewis and her daughter without any fear of
being judged by them. She ponders over the meaning of happiness that seems to have remained in
that summer when Richard and her were together. Still, Richard’s death on the very day of the party
she prepared for him appears liberating for her as much as the conversation with his mother, Laura,
who came to his funeral.

This scene differs significantly from that of the book where the writer shows that Clarissa
cannot help judging this woman who left her son when he was so young. Film-makers, however,
allow Laura to say what Clarissa needs to hear to move on:

(5) It would be wonderful to say I regretted it. It would be easy. But what does it mean, what does

it mean to regret when you have no choice. It’s what you can bear... It was death. I chose life”
(Daldry, 2002, 01:45:24).

Life has no ready-made answers, everybody finds one for themselves. Clarissa chooses life as well:

(6) And here she is, herself, Clarissa, not Mrs. Dalloway anymore; there is no one now to call her
that. Here she is with another hour before her (Cunningham, 2002, p. p. 226).

This day is finally over and it is the start of something new.

Fig. 7. The Hours by Paramount Pictures (1:44:58)
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Unlike Laura and Virginia for whom the time seems to have stopped, Clarissa is allowed to decide
who to be, who to love and she is eager to see what is coming next: “Still, we cherish the city, the
morning; we hope, more than anything, for more” (Cunningham, 2002, p. p. 225). This message is
powerful, it shows that times change and it is part of the reason why Clarissa is able to survive, kiss
Sally and step into the new day (Fig. 7). However, film-makers take a decision to finish their story
with Virginia walking into the river and her last words in a letter she left for Leonard:

(7) ...Tolook life in the face, always, to look life in the face and to know it for what it is, at last, to
love it for what it is and then to put it away” (Daldry, 2002, 01:49:09).

On the one hand, such an ending seems to close the time loop binding the three protagonists and
fortelling a start of a new story for some and the end of the journey for others. Nevertheless, at that
very moment, the film steps away from the original book. Focusing on Virginia Woolf and her work
that seem to guide the entire lives of Laura and Clarissa, the film-makers attach paramount importance
to the scene of her death that the film opens and closes with. Meanwhile, Cunningham meant to start
his story with death but finished with life. However, this effect is somewhat compensated by the
musical background of the story, which shows a contrast between Virginia’s life and that of Clarissa.
If the music playing when Virginia is going deeper and deeper into the river is solemn and tragic,
“Choosing Life” which marks the end of the day for Clarissa is filled with hope.

4. Conclusions

As can be seen from the research results, the film-makers have been making every effort to preserve
the intent of the author who aimed to show the lives of three women profoundly marked by the
stereotypes determining the place of a woman in the society. Cunningham not only masterfully shows
their struggles but also changes that have taken place in the world. In the 1920s, an era when Virginia
is living, women had no other option but to follow their husbands, being exemplary wives and
hostesses, something she was simply unable to become. Laura makes a choice most reprehensible
from the point of view of the society; but for her it was a choice between life and death. Clarissa,
living in the modern times, can freely decide who she is going to be and who she is going to love.

The writer skillfully depicts every painful thought, every torturing memory the characters have
to live with. The film, in its turn, uses all the power of actors’ play to tell the story. Close-ups allow
the viewer to catch the smallest detail in the faces of actresses, the slightest changes taking place in
them when they do not have to play their role any more. The film-makers also make full use of the
visual symbols embedded in the book such as flowers, water, the cake, the Kiss, sometimes even
reinforcing them on the screen.

The intertextual nature of the novel posed a significant challenge for the film-makers who have
to make all the connections between the three characters plausible for the audience. This requires
employing all the visual resources available to them as well as a musical background which creates a
mirroring effect. Even the actresses themselves were astounded by the work of the film-makers.
Reflecting on her experience of watching the entire film, Moore shares her feelings:

After | first saw the film, 1 was really pleased and astonished by how well the stories kind of
rely on each other, the way they interact, the way the women, that we, the characters, seem to
be relating to each other. It’s kind of a wonderful feeling of universality and that sense of
reaching across time” (Hollywood Archives, 2015).

A film can never be completely faithful to the book, however, all the emerging semiotic tools feed a
whole ocean of creativity that just needs to be tapped into. Consequently, further analysis is required
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to study a broader range of resources on a more ample empirical material employed by film-makers
in order to transform a written work into a multimodal entity.
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OWTBH T'epOiHb, MPO SKI BOHU HE MalOTh paBa ToBOpuUTH. DiTbM, ¥ CBOIO Uepry, ChOKyCOBAaHO Ha OCHOBHUX
MOISAX CIOKETY, MIO IIJICHITIOETHCS TOTY)KHUMH CHMBOJAMH, TaKUMH SIK TIOIUTYHOK, 3aBASKH SKOMY
Bipmxunis ta Jlopa mi3HarOTBCS, 4Oro OakaloTh Hacmpasmi, s Kimapucw >k BiH O3Hayae, MO JKHTTS
MIPOJIOBKYETHCS; TOPT, IO YOCOOII0E€ HE3MaTHICTE Jlopu OyTH APYKMHOIO Ta MaTip'to, Ha SIKy 3aCIIyTOBYE ii
poaHa; Boja, SIKiil CyIMIIoCs TOTIMHYTH BipDKHHIO Ta sIKa CTa€ TOBOPOTHUM MOMEHTOM 1 JIopH Ta KBITH,
0 BIIIYIOTH CMePTh i BipmkuHii, a mis Kiaapucu cHMBOMI3YIOTh )KHUTTS. BUTOHUEHE TTOETHAHHS MY3HUKH
300pakeHHA Ta HEMepeBepIIeHOl TPH aKTOPIB CTBOPIOE IMOCTIMOBHUM Ta BHpPA3HUN HApaTHB, SIKUH 3MYIIye
TJIAa9iB IEPEOCMICITUTH TeHIepHI CTepeoTurid Ha GoHi TBopUoi cammuHu Bipmkunii Bynd.

KuarouoBi ciaoBa: BipHICTh, €KpaHi3allisl, IHTEPCEMIOTHYHUHN TMepeKiIaa, KOHCTPYIOBaHHS CMHCIIB,
peiHTepIpeTaris.
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Abstract
This paper addresses the issues of in-built multimodality and transmediality as well as their interface
employed in “Could You Teach Me to Fly...?”, a short story by Kamal Abdulla, a well-known Azerbaijani
writer, scholar, and public figure. Relying upon the cognitive-emotive approach as the ground for
multimodal text analysis, the research interprets the above concepts as interphenomena, which, along with
iconicity, intermedial references, and manifestations of verbal holography as the interplay of planes and
vectors, create the effect of literary text multidimensionality. The paper claims that the short story that
belongs to intellectual prose foregrounds the metaphor of love as a magic gift that endows a person with
capacity to fly. This metaphor is embodied in the iconic image of a white bird the woman in love turns into.
The paper shows that the magic of imagery based on fairytale and mythopoetic motifs reveals itself through
a set of visual, auditory, and kinesthetic manifestations of multimodality accompanied by the use of zoom-
in/zoom-out cinematic techniques. The magic of paradoxical imagery, where a naked woman symbolizes an
emotionally intense silence, is enhanced by discourse transmediality, due to which the key visual image of
the woman-bird flying high into the sky as if evaporating transforms into an integrated kinesthetic poetry-
dance-film image. Given all this, the paper suggests several techniques of cognitive-emotive multimodal
analysis, which might further enrich the metamethod of literary text disambiguation as a way of its
interpreting aimed to reconstruct a literary work’s conceptual structure while defining the factors of textual
multidimensionality and deepness.

Key words: multimodality, transmediality, iconicity, interphenomenon, multidimensionality,
cognitive-emotive interface, verbal holography, short fiction, intellectual prose.

Three passions, simple but overwhelmingly strong,
have governed my life: the longing for love,
the search for knowledge, and unbearable pity
for the suffering of mankind.
(Bertrand Russell, Autobiography)

1. Introduction
Recent developments in linguistic epistemology vividly demonstrate the results of several
interconnected evolutionary trends that might be traced within humanities in the late 20"—early
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21% centuries. Here belong (i) further elaboration of the main assumptions, or research principles
(Kubryakova’s expansionism, anthropocentricity, (neo)functionalism, explanatorism, discourse-
centricity, dialogicality, ethnocentricity, psychoneticity) contemporary linguistics is characterised
by (Selivanova, 2008, p. 36-48; VVorobyova, 2013, p. 43), (ii) a spiral trajectory of paradigmal shifts,
starting with the preparadigmal (holistic) era to the paradigmal (evolutionarism, structuralism,
functionalism, cognitivism) epoch and further, through the jigsaw stage, to the postparadigmal
episteme (Vorobjova, 2021, p. 28), and (iii) refocusing of the research interest from hypotheses and
methodologies as epistemological tools onto multidimensional integrative phenomena or entities as
an object of trianguation (ibid., p. 29). Emergence of the latter trend might be to a great extent
accounted for by the change of the dominant sphere that shapes the contours of the current episteme.
Paradoxically enough, in the time of post-, the former dominance of science, first evolutionary
biology, then physics (nuclear theory and the theory of relativity, respectively), followed by the
collaboration of psychology and neurobiology, as an influence factor has been substituted for by
arts, primarily visual. On the one hand, the formation of contemporary syncretic-phenomenological
episteme (ibid., p. 28), characterised by “fine-tuning” and the potential of construing instead of
methodological rigidity, was provoked by Carlo Ginsburg’s “paradigma idiziario”, or semeiotic
paradigm (Ginzburg, 1990). Such paradigm may be qualified as an evidential, or circumstantial
one, i.e. the paradigm of hints, tokens, prompts, subsidiary details, minor differences. It is the latter
that might help scholars construe various multidimensional phenomena (interphenomena) in their
integrity, similarly to what the restorer does while searching for a painting’s lost attribution (ibid.,
p. 190-191). On the other hand, the idea of sense construing as the dominant scholarly and artistic
trend might be interpreted as dating back to Paul Cesanne’s famous series of Mont Sainte-Victoire
paintings with their impressionistic play on the transcience of light as well as his post-
impressionistic emphasis on the synthesis of perspectives, unique details, their surprising diversity,
and “the relationships between color, form, and emotion as a kind of enduring structure” (White,
2021, n.p.).

Both multimodality (Ngrgaard, Busse, & Montoro, 2010, p. 30-34, 117-120; Ngrgaard, 2014,
p. 14-20; Ryan, & Thon, 2014, p. 9-14) and transmediality (Ryan, & Thon, 2014, p. 4-9; Wolf,
2005/2008, p. 253-4; Ellestrom, 2019, p. 5), which this paper addresses in the context of literary
discourse, belong to the world of interphenomena that displays more and more elaborate contours
in contemporary intellectual prose, adding up a special flavour to creativity, proteanity, and
multidimensionality of literary text. Not infrequently the latter tend to provoke unexpected if not
shocking effects, particularly those of ephemerality and magic (Vorobjova, 2015, p. 25-6), thus
appealing to the readers’ imagination and fancy as well as to their emotions. It is exactly the research
perspective this paper suggests while examining the interface of multimodality and transmediality
in “Could You Teach Me to Fly...?” (Abdulla, 2014, pp. 210-32), a short story by Kamal Abdulla,
a well-known Azerbaijani writer, scholar, and public figure. Though the story’s key metaphor of
love as a magic gift that endows people with the capacity to fly can be transmedially referred to the
category of travelling texts (Kusek, 2014, p. 63), or travelling plots, its manifestation in the story is
absolutely unique due to the intricate intertwining of multimodality and transmediality, alongside the
adjacent literary phenomena of iconicity and verbal holography (see Vorobyova, 2021, p. 301-3).

Given the ontological trend of making imagery in contemporary short fiction more
complicated and multifaceted, literary linguists face an evident necessity to jointly work out the
metamethod of extended stylistic analysis (Ngrgaard, Busse, & Montoro, 2010, p. 33-4; Ngrgaard,
2019, p. 3-4, 40; O’Halloran, & Smith, 2011, p. 12; Vorobyova, 2017, p. 429) that would
incorporate interpretation of literary multimodality, intermediality, transmediality, and other
interphenomena, thus getting deeper into the intricacies of literary texture and verbal mechanisms
of its emotional impact.
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2. Multimodality and transmediality in literary discourse:

A cognitive-emotive analysis
Multimodality that “refers to the multiplicity of semiotic modes that go into communication”
(Ngrgaard, Busse, & Montoro, 2010, p. 117) and transmediality, or media convergence, in Henry
Jenkins’s terms (cit. after Ryan, & Thon, 2014, p. 2) (see more on their differentiation in Vorobyova,
2017a, p. 97-100) in literary discourse as a multisemiotic phenomenon, have already been studied
from several angles. The choice of the research perspective, according to which these phenomena are
viewed as tools of meaning-making, depends on whether they are regarded as part of a wider
multimodal or transmedial semioses (Ngrgaard, 2019, p. 3) or as incorporating manifestations of such
a semiosis (ibid., p. 2).

As to multimodality, the former approach focuses on more traditional ‘illustrated’ books,
book adaptations as distinctively multimodal discourses such as film, television programmes, drama
performance, etc., or on explicitly (overtly) multimodal texts, relatively conventional or relatively
unconventional (ibid., p. 35) —

those in which the use of different modes is envisioned as an integrated part of the literary
narrative which would be changed considerably, and in some cases simply would not work, if
the images, colour, special typography, layout, etc. were removed. (Ngrgaard, 2019, p. 2-3)

The latter perspective, adopted here, addresses implicit (inherent, covert, or in-built) multimodality
of literary texts, often intertwined with in-built literary iconicity or verbal holography (Vorobyova,
2017a, p. 106-7; Vorobyova, 2021, p. 301-3). It concerns literary texts, which

many readers would probably tend not to think of as multimodal at all — i.e. visually
conventional novels which consist of a verbal narrative set in “standard” typography, colour
and layout, and which make no use of images and other graphic elements for their meaning-
making. (Ngrgaard, 2019, p. 3)

Such instances of multimodality in visually conventional, or “word-only” literary texts (ibid., p. 35)
are created by the wording itself that imitates various sensory/non-sensory modes or their interaction.
These effects emerge due to multimodal affordances, or meaning potential, in Carey Jewitt’s
parlance (2009/2011, p. 14), that respective verbal manifestations possess.

Along with its explicit and implicit varieties that form a multimodal ensemble constituted by “a
multiplicity of modes, all of which have the potential to contribute equally to meaning” (ibid.),
multimodality can be medium-specific, or genre-specific (generic), “when both monomodal and
multimodal works are possible within the same genre” (Ryan, & Thon, 2014, p. 10).

The ‘logic’ of modes (Jewitt, 2009/2011, p. 21), or a multimodal design as a pattern of
integration grounded in their selection and combination (ibid., p. 15), is determined by the way
meanings are orchestrated (ibid.) in terms of multimodal cohesion (van Leeuwen, 2005, p. 179-271),
cultural shaping (Jewitt, 2009/2011, p. 21), multimodal focus (ibid., p. 26), and multimodal
affordances as the potential of the wording to express and represent the desired meaning easily (Kress,
2010, p. 96) as well as modal constraints (Norris, 2009/2011, p. 80). Such integration is always
accompanied by some tension, which is meaningful in itself (Jewitt, 2009/2011, p. 25-6). Two more
facets that characterize both implicit and explicit multimodality are modal density (high, medium,
low) that incorporates modal intensity and/or modal complexity, and modal configuration (Norris,
2009/2011, p. 78) as “the hierarchical, equal, or connected relationships among the modes that are at
play” (ibid., p. 79).

The typology of literary multimodality and the range of its constitutive facets are summarised
in Fig. 1 below:
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Fig. 1. Multimodality of literary discourse: Types and facets

Transmediality as a cross-medial adaptation or the representation of a single storyworld, its
elements or formal features through multiple media (Ryan, & Thon, 2014, p. 10, 14), or otherwise
“the property of semiotic phenomena to occur in more than one medium” (Eder, 2015, p. 69),
focuses “on intricate relationships between artworks with regard to their medium-specific
aesthetics” (ibid., p. 67). Thus, “different media types share many basic traits that can be described
in terms of material properties and abilities for activating mental capacities” (Ellestrom, 2019, p. 5).
In the broadest sense, transmediality refers to “anything observable in more than one medium”
(Eder, 2015, p. 69), being non-specific to individual media (Wolf, 2005/2008, p. 253) but
representing “palpable similarities between heteromedial semiotic entities [...], repetition of motif
and thematic variation [...], archetypal subjects and ‘themes’” (ibid.). According to Jens Eder
(2015), transmediality can be realized on macro- and microlevels (ibid., p. 72) through “four general
strategies [...]: multiple exploitation, auxiliary supplementation, functional integration, and
audience participation” (ibid., p. 67; see also p. 72-6), whose cumulative effect based on mental
recognition (Mentale Modellbuidung) (Eder, 2012, p. 214) might evoke transmedial imagination
(Transmediale Imagination) (ibid., p. 208, 217-24), epistemic and/or sensory, and provoke
emotionalization (see Fig. 2).
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Fig. 2. Transmediality of literary discourse: Forms, levels, strategies, and effects

So, both multimodality and transmediality of literary discourse are oriented towards informational, or
epistemic (cognitive/conceptual), and sensory (emotional/affective) impact upon the audience,
achieved by the interaction of modes or media via their various constellations (Eder, 2012, p. 224-
230), formed by mode addition, superimposition, combination, accretion, etc. Accordingly,
multimodal stylistics as an area of multimodal studies, along with more traditional social semiotic
approach grounded in Hallidayan systemic functional grammar (Ngrgaard, 2019, p. 2), relies upon its
cognitive counterpart associated with conceptual metaphors’ toolkit (Forcevilles 2009, p. 19-42) as
well as that of cognitive poetics (Gibbons, 2012; Vorobyova, 2017a) with its emotiological bias.

The case study suggested here is oriented towards the latter approach, where cognitive and
affective properties of literary multimodality and transmediality are viewed through the prism of
magic embodied in the imagery of flying.

3. Multimodality of magic, transmediality of flying:

A glimpse of Kamal Abdulla’s short fiction
Kamal Abdulla, an Azerbaijani writer, scholar, and public figure, is known for his gift to evoke the
readers’ ethnic and global cultural memory through artistically implementing human passions,
mysteries of being, historical cataclysms, and magic of life in his novels, poems, and short stories.
All of these phenomena are not represented in his literary works directly but are dispersed in literary
texture as a parabolic bridge to harmony of Man and Universe in the fullness of life (Bezhenaru, 2016,
p. 45). According to Lyudmila Bezhenaru, in Kamal’s prose
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modernity [ ...] is shifted in the direction of the past. Such intertwining and contemplation of
the Future and the Past that takes place within the mythological events of the Present might be
called the aesthetics of Fullness. (Bezhenaru, 2014, p. 92)

As the main concept of the writer’s postmodernist aesthetics of Fullness (Bezhenaru, 2016, p. 46),
fullness of life maintains close ties with cosmological and mythopoetic worldviews, with eastern
philosophy, European mentality, and the colour palette of eastern fairy-tales, due to which “the
narrative becomes stereoscopic, stereophonic. The borders of the familiar get expanded” (Gasanova,
2014, p. 98).

Such an intricate blending of real and mythic in their multidimensionality, when “in one plane
there might coexist real and irreal time, modernity and the past” (ibid.), does not only concern Kamal
Abdulla’s narrative per se but also his characters as well as respective symbolic images that are both
ephemeral, magical, and emotionally evocative. It is exactly what the readers and interpreters come
across while getting immersed into the world of his intellectual prose.

3.1. Multimodality of magic in “Could You Teach Me to Fly...?”:

Typology and adjacent phenomena
Among different approaches to magic as the supernatural, where one can single out intellectualist
(anthropological), functionalist (sociological), emotionalist (psychological, or psychoanalytic), and
ethnocentric (cultural) perspectives (Sgrensen, 2006/2007, p. 10-4), there vividly stands out a recent
cognitive one (ibid.; Czachesz & Uro, 2013). It addresses recurrent cognitive processes underlying
different manifestations of magic as a blend of rational and irrational in the interrelated worlds of
reality and imagination, which contributes to meaning-making in social, cultural, and literary
contexts.

The magic of the short story under analysis is associated primarily with its key metaphor, that
of love as a magic gift that endows people with the capacity to fly, which becomes the multimodal
focus of the narrative. The story starts with a symbolic description of a white bird, hovering out of
the Genie’s Well in a small village yard that iconically resembles the flying bird’s silhouette, and
ends up with an enchanting view of a nude’s body slowly evaporating from above the well into the
starry sky. The fascination of the initial and the final scenes of the story is triggered and maintained
by the intensity of three in-built modes—uvisual, audial, and kinesthetic, each of them being enriched
with manifestations of iconicity and/or verbal holography.

So, the initial, in medias res paragraph of the short story appears to be totally based on static
visuality of a panoramic bird’s eye view, combined with imagistic iconicity of the would-be bird’s
silhouette (this small yard ... reminds of a white bird; One of the sharpened branches ...looking like
the bird’s beak) and supported by the play of TOP / DOWN (cast a glance from the sky height down
onto this small yard; hung down to the ground) and NEAR / FAR (at the end of the row) vectors of
verbal holography, e.g.,

(1) If someone cast a glance from the sky height down onto this small yard, he would see that the
latter reminds of a white bird, ready, having opened its wings, to fly high into the sky. [...] One
of the sharpened branches of the blossoming cherry-plum tree at the end of the row hung down
to the ground, thus looking like the bird’s beak. (Abdulla, 2014, p. 210) (Translation here and
further is mine. — OV)

The paragraph that follows abruptly turns the static visuality of the bird-like yard’s close-up into the
kinesthetic dynamism of the ‘real’ bird’s flight (a white bird rushed upwards; having flown to draw
a circle above his head; rushed away) accompanied by the sound effects of bird’s flying (making
noise with its wings; beating with its wings; the sound of hovering wings), e.g.,
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(2) ... Out of the well, unexpectedly, making noise with its wings, a white bird rushed upwards. [ ...]
The bird seemed to wait till he [Miras. — OV] comes closer to the well, having flown to draw a
circle above his head, approached him, staying as if frozen at his eyes’ level, and keeping on
beating with its wings. Trying hard to suspend frozen, for a few instances, at one point, the bird
wanted to say something, to convey something to him. But, naturally, having no strength left, it
disappointedly rushed away, without saying what it wanted to say, leaving behind yet the sound
of hovering wings. (Abdulla, 2014, p. 210-11)

The modal configuration of STATIC vs. DYNAMIC enhanced by the BOTTOM / UP and NEAR /
FAR trajectory provokes the effect of multimodal tension interrupted by the lengthy narrative
digression (Abdulla, 2014, p. 212-229). The latter tells the story of the magic well that was occupied
by a true genie, who possessed a magic power to instill passion into young girls’ hearts, making them
get oblivious of everything and everyone around, while erasing remembrances of their existence from
their relatives and friends’ minds, e.g.,

(3) On seeing Gamida, the Genie fell in love with her at first sight and took her by the hand. Had
he touched her, Gamida s soul filled up with stormy passions and at once the young girl seemed
to forget about everything around, as if all her memory got erased, disappeared, and flew away,
evaporating. (Abdulla, 2014, p. 225)

This story-within-a-story provides the cultural shaping necessary for the multimodality of magic to
emerge, emotionally affecting the reading audience that might both feel compassion for Shemistan, a
young guy whose love Gamida abandoned preferring it to the Genie’s charms, and empathetic admiration
of the young girl who rejected all earthly joys for the ephemeral bliss of enchanted love, e.g.,

(4) She forgot about everything and everyone, her home, her father and mother, her sisters. Her
face emanated unearthly light, her glance got renewed, even sort of different. Looking at the
Genie, she seemed to be getting more and more beautiful. (Abdulla, 2014, p. 225)

A closer look at the above example and those below might highlight another feature of multimodality
magic, characteristic of the short story, i.e. its ephemerality (Vorobjova, 2015, p. 25-9), which is
associated with the transience of light (emanated unearthly light; reflection; evaporation;
impenetrable nights; to cast tender blue) and substance (disappeared, and flew away, evaporating;
like a mist), e.g.,

(5) Andso far he [Miras. — OV], as well as all village teenagers, every night took sentry at the well
to watch the nude girl’s reflection, which like a mist rose from the well’s bottom. This
evaporation, this reflection happened only in the darkness of impenetrable nights that used to
cast tender blue. (Abdulla, 2014, p. 213)

The multimodal density of such ephemerality is heightened by the shift of the story’s metaphoric
focus from the object of perception—the symbolic bird, onto the subject of perception —Miras, the
narrator and focaliser, or rather his mind workings related to magic and magicians — from goblins to
genies, e.g.,

(6) Certainly, he remembered everything. Years will pass, but he wouldn’t forget the characters
from his granny’s scary night fairytales — goblins. [...] then the impressions of frightening
stories about goblins will be expanded by dozens or hundreds of magicians and wizards, as well
as a delightful bliss of magnetically mysterious books on passions of love. At nights he will
dream of dancing devils, demons, and genies, and all that will soon become part of him — Miras,
an adventurer, whose mind got entangled in some demonic networks. (Abdulla, 2014, p. 213)
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Thus, under the influence of magic as part of his local background Miras’s childish mind gradually
turns into a generator of intense fancies, liminal visions, and alluring dreams, where the borders
between reality and imagination get blurred.

Coming back to the initial metaphorical and multimodal focus of the short story, that of a flying
bird, the narrator now makes it double-imagistic, associating it with Gamida, a young lady in love,
via the conceptual metaphors LOVE IS FLYING / GOOD IS UP, e.g.,

(7)  To the beat of these Genie’s lulling words Gamida, almost fainting, uttered involuntarily:
— After all, I have been long dreaming of hovering in the heavenly blue. Could you teach me to
fly...? (Abdulla, 2014, p. 226)

This shift in symbolism related to “the anticipation of the nude girl’s ‘performance’” (ibid., p. 226)
and the performance itself entailed the change in the prevalent format of representation — from
multimodally iconic to transmedial, punctuated with quite a few intermedial references.

3.2. Transmediality of flying in “Could You Teach Me to Fly...?”:

The blending of media
The final part of the short story (Abdulla, 2014, p. 230-2), which is a synthesis of Miras’s romantised
meditations, his visualised memories of the nude’s performance, and his deliberate decision to part
with his youth illusions (he, as a weightless bird, jumped up from the stone, without any fear or worry
came up to the circular iron grate left by the well and, having dragged it nearer, tightly covered the
well with it. — ibid., p. 232), are based on the combination of in-built heteromedial representations
(poetry, dancing, and cinema), intermedial references (harmonious poetry with distinct meter and
rhythm; performance; a beautiful poem; a passionate dance; an exciting dance; a crazy dance; an
entrancing poem; a strange movie), and intermedial imitations of cinematic techniques (close-ups,
panoraming, montage, zooming-in/zooming-out).

Actually, the latter permeate the whole text, starting with the very beginning of the story — in
fragments (1) zooming in and close-up and (2) close-up and zooming out, being followed by some
instances of montage, e.g.,

(8) Especially in early spring, when cherry-bloom trees planted in a row at the far end of the yard
on both sides of the path leading to the well.[...] The path cut the yard in two halves, and then,
going around that far cherry-blossom tree, reached the old Genie’s Well that abutted the yard’s
clay fence. (Abdulla, 2014, p. 210),

and culminating in the concluding paragraph that closes the textual frame (a bird’s eye view of the
yard that reminds a bird’s silhouette) with an iconic image of the bird’s beak, bringing us back to the
beginning of the short story (see fragment 1) and thus providing a necessary multimodal cohesion,
along with an erasure ending below, e.g.,

(9) At that moment the branch of the distant cherry-plum tree along the path near the well, which
looked like a bird’s beak, swayed and then lightly touched the ground. To the one who looked
down at it from the unlimited height it might seem that a white bird opened its beak as if eager
to say something ... (Abdulla, 2014, p. 232)

Returning to transmediality proper, we can trace in the story’s texture a harmonious metamorphosis
of the central visual image (the reflection of Gamida’s marble naked body, hovering above the well)
into kinesthetic (quietly, while dancing and swinging, the reflection of the beautiful naked body is
rising from the well’s bottom by way of steam or fog haze) and audial ones (a deadly silence; A naked
woman herself is like silence), being blended with poetry (a true poetry; an enchanting verse), dance
(a passionate dance; an exciting ... crazy dance), and film (a kind of movie). Such in-built
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heteromedial representations, which might be qualified as discourse transmediality, finally culminate
into a true ode to the beauty of the female body, where the motif of poetry (a fascinating verse; the
verse, where one line was getting ahead of another; As soon as the verse had been read up to the end)
dominates, cf.,

(10) An exciting dance of intertwining silhouettes, of subdued and indistinct words, echoing at the
moment from the well, this crazy dance, which is definitely no less than a fascinating verse.
(Abdulla, 2014, p. 231)

(11) Garments, which the young woman was throwing off one by one, were like the verse, where one
line was getting ahead of another. As soon as the verse had been read up to the end, and the
woman had thrown off the last detail, completely liberating herself from her clothes, silence
would fall. A naked woman herself is like silence. (Abdulla, 2014, p. 232)

The catachrestic image of a nude as silence emerges as a cross-mode blend of two inputs — visual (no
clothing) and auditory (no sound), giving rise to the conceptual metaphor NAKEDNESS IS SILENCE/
QUIETNESS as a concretization of the primary metaphor MATERIAL IS IMMATERIAL. The latter,
together with another manifestation of the motif of flying, i.e. EPHEMERAL IS MATERIAL in the
metaphoric transformation of evaporation or emanation into a female body (flew away, evaporating;
emanated unearthly light), heighten the effect of magic created by multimodal and transmedial
constellations employed in the short story, thus evoking the whole range of emotions on the part of
the reading audience.

4. Conclusions
The multimodal and transmedial takes on text analysis, which push the idea of meaning-making in
literary text as a multi-modal/ multi-semiotic (multiplicity of semiotic modes) and heteromedial
(transgression of semiotic entities, platforms, or storyworlds) phenomenon, bring up the necessity to
extend the limits of stylistic analysis and text interpretation in their conventional and cognitive
formats. The differentiation between explicit (overt) and implicit (covert, or in-built) formats of
multimodality and transmediality gave an impulse to trace verbal manifestations of these
interphenomena in literary text with a focus on their interaction. The case study of Kamal Abdulla’s
short story that foregrounds the imagery of love and magic via the motif of flying highlighted the
varying degree of multimodal and transmedial density of its literary texture, punctuated by instances
of iconicity, verbal holography and intermediality, viewed through the lens of their cognitive-emotive
interface.

Regarding this paper as another step towards elaborating the metamethod of integrated stylistic
analysis of literary discourse, further research into the intricate texture of contemporary short fiction
would require widening the scope of interphenomena, such as transparency/ opacity, corporeality,
transgression, etc., to bring the analytical tools closer to the perfection of literary creativity.
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AHoOTAaIisn
CraTTiO IPUCBAYECHO PO3MIISAY BOYJOBAaHMUX MYJIBTHUMOAAIBHOCTI 1 TPAHCMENIaIbHOCTI y X B3a€MO3B’A3KY
Ha marepiani omosimanus “Could You Teach Me to Fly...?” (HaBuu mene mitatu...) Kamanga A6y,
BIIOMOro a3epOaiiPKaHChKOro0 MUChbMEHHHKA, BUCHOT'O Ta T'POMAJICHKOrO Jisvya. Y TepMiHaX KOTHITHBHO-
€MOTHBHOTO MiAXOAY SIK MIAIPYHTS MYJIBTUMOAAIBHOTO aHaNi3y TEKCTY 3a3HAudeHi MOHATTS TIyMadaTbCs
SK iHTepEHOMEHHU, IO TOpsJ 3 IKOHIYHICTIO, OKPEMHUMH BHUSBaAMH IHTEPMENIalbHOCTI Ta CIIOBECHOI
roorpadi€ro SK TPOI IUIOMIMH 1 BEKTOPIB CTBOPIOIOTH €eKT 0araTOBUMIPHOCTI XYJOKHBOTO TEKCTY.
LleHTpanbHOIO B OMOBIIaHHI, SIKE HAICSKUTH JIO IHTENEKTYalIbHOI TIPO3H, € MeTadopa KOXaHHS SIK YapiBHOTO
napy, 10 Hajae JIOAWHI 34aTHICTh jitatd. Ll meradopa BTUIIOEThCS B IKOHIYHOMY 00pasi OiIoro nraxa,
Ha SIKOTO TEPETBOPIOETHCS 3aKOXaHa XKIHKA. Y CTaTTi MOKa3aHo, IO MaridyHicTh 00pasy, SIKHi IPYHTYEThCS
HA Ka3KOBHX 1 Mi()OIMOETHYHUX MOTHBAX, PO3KPUBAETHCS B CYKYIHOCTI BHUSBIB Bi3yajJbHOI, aBaialbHOI
1 KIHECTETUYHOT MYJIBTHMOJAIBHOCTI, IO CYMPOBO/PKYETHCS BHUKOPUCTAHHAM KiHEeMaTorpagiuHuX TEXHIK
HAIUTMBY W MaHOopamyBaHHs. Maris mapajJiokcaibHOi 00pa3HOCTI, Jie OrojeHa KIHKa CHMBOJIZYE eMOIINHO
HacHYEHYy THIIY, HIJICUIIOETHCS JUCKYPCUBHOIO TPAaHCMENIaabHICTIO, 3aBISKU SIKIH KIIOYOBUN Bi3yaabHUI
o0pa3 JKIHKH-TITaxa, IO 37iTa€, HIOW BHUIAPOBYIOYHCH, y HE00, TpaHCHOPMYETbCS B IHTErPOBAHUH
KiHECTEeTHYHHUHA 00pa3 moe3ii, TaHKy Ta (GiTbMy. 3ampoIroHOBaHI Y CTATTI IPHHOMH KOTHITHBHO-EMOTHBHOT'O
MYJIBTHMOJQIBHOT'O aHai3y CHPHAIOTh Jaiblmid po30ymaoBi MeTaMeTomy 3HATTS HEOTHO3HAYHOCTI
XYIOXKHBOT'O TEKCTY sIK CIIOCO0Y HWOro iHTepmpeTalii 3 METO PEKOHCTPYKIli CMUCIOBOI CTPYKTYPH TBOPY
Ta BU3HAYCHHS YMHHUKIB HOTO 6araTOBUMIPHOCTI i TTMOMHH.

KirouoBi  cjioBa:  MyJabTUMOAANBHICTh, TpPaHCMEMIAIbHICTh,  IKOHIYHICTh, 1HTEP(EHOMEH,
0araToBMMIPHICTh, KOTHITUBHO-EMOTHUBHHI 1HTEepdeic, cioBecHa rojorpadis, Mana mpo3a, IHTelIeKTyallbHa
mpo3a.
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Abstract

Manga with their distinct style and symbolism represent a growing reading trend in the world. Manga use an
established set of symbols to convey various emotions. Manga have generally been more experimental in
layout than Western comics. They are more fragmentary and contain more panels that enhance the dynamism
of the story. We aimed to outline methodological approaches to the analysis of manga; to summarize specific
features of manga as a separate medium; to analyse how multimodal cohesion is created in manga; to reveal
various types of relations between visual and verbal modes. Manga is a multimodal discourse, combining
several modes, mainly visual and verbal. The aural mode is represented by linguistic and visual signs,
e.g. jagged borders of a speech bubble or the size and boldness of letters. We applied methods originally
designed for the film analysis to the analysis of manga, in particular, Tseng’s (2013) theory of cross-modal
cohesion, based on tracking cross-modally realized characters, objects, actions, and settings. This analysis
included building cross-modal cohesive chains. We argue that it is possible to track cross-modal cohesion in
manga, based on the interaction of visual, verbal, and aural components of identity chains. Besides, the
interaction between visual and verbal modes was revealed by analysing text-image relations. In this paper we
have outlined manga-specific features, distinctive features of manga’s page layout, cinematic devices, which
manga borrowed from films, some of which may be used as focalisation-marking devices.

Key words: manga, multimodality, cross-modal cohesion, identity chain, text-image relations.

1. Introduction
Manga represent a growing reading trend in the world. The term ‘manga’ was used for the first time
by a poet Santo Kyoden in 1798, and in 1814 Katsuhika Hokusai began to publish his collected
sketchbooks Hokusai Manga (McCarthy, 2014). Manga literally means whimsical pictures or
sketches. These are Japanese comics characterized by distinct style and symbolism, inherent in their
visual form and texture.

Manga have received much critical attention recently. This medium has been addressed by
theorists, educators, literacy researchers to raise awareness about manga, to explain their popularity,
especially among young people. Researchers of manga have focused on such issues as the style
peculiar to manga (Otsuru, 2022); the impact of using manga to enhance creativity among students in
the classroom (Veeramuthu & Ganapathy, 2022); ways of representing music in manga and audio-
visual cross-modality (Hsu & Chiang, 2021). Some theorists study particular types of manga, such as
digital manga (Rohan, Sasamoto & O’Brien, 2021) or eromanga (Casiello, 2021).

One of the manifestations of the growing popularity of manga was the largest ever exhibition
of manga held outside Japan, which was open at the British museum in 2019. The exhibition focused
on the development of manga as a world-wide phenomenon and its influence on other cultural forms.

© Yefymenko Victoria, 2022
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Manga as a type of comics possesses comics-specific features. Among such features Kukkonen
(2013, p. 24) names a speech bubble, a speed line and an onomatopoeic effect. Speed or motion lines are
used to indicate motion within a static image. There are also techniques used in comics for the graphic
expression of feelings, for instance pictograms, emanata (graphic signs like dashes, droplets, stars).

The page layout is an essential comics element that “gives overall coherence to the narrative
discourse” (Groensteen, 2013, p. 96). Manga have generally been more experimental in layout than
Western comics.

This paper has several tasks: to outline methodological approaches to the analysis of manga; to
summarize specific features of manga as a separate medium; to analyse how multimodal cohesion is
created in manga; to reveal various types of relations between visual and verbal modes.

Firstly, we will consider the theoretical framework of the manga theory, focusing on multimodal
interaction between different modes. Then we will proceed to analyse two manga: A Midsummer
Night’s Dream (2016), which is a modern adaptation of Shakespeare’s play, and Beauty and the Feast
(2021), which makes apparent allusions to the fairy tale Beauty and the Beast by a French novelist de
Villeneuve. These are transmedia stories, which unfold across multiple platforms, with each new text
making a distinctive and valuable contribution to the whole (Jenkins, 2006, p. 95). Readers of each
new retelling of such tales will have certain expectations based on their previous encounters with this
transmedia world. Besides, these are digital manga. Digital multimodality opened new opportunities
for visual storytelling (Belova, 2021, p. 19), and manga is a deeper form of visual storytelling. Digital
technology is changing manga due to the possibility of using different display modes (slide show,
fade-out, zoom in, etc.), deeper immersion in the fictional world, greater degree of interactivity.

2. Method
Manga are multimodal narratives, in which elements of visual, verbal, and to some extent aural modes
interact to create meaning. The aural mode in manga is restricted to the cases of onomatopoeia, the
use of jagged borders of speech bubbles or the size and boldness of letters, corresponding to the way
they are pronounced: the bigger and bolder the letters, the louder and more emotional the speech.

Multimodal approaches to narratives presuppose the analysis of interaction between different
modes. There are various classifications of the text-image relations (Stockl, 2009; Martinec
& Salway, 2005; van Leeuwen, 2005; Kong, 2006; Cohn, 2013; Bateman, 2014). For instance,
Martinec and Salway (2005) have introduced a detailed classification of the text-image relations,
which is based on two broad categories: status and logico-semantic relations. Logico-semantic
relations are divided into two large groups: expansion and projection. Expansion includes elaboration,
extension, and enhancement. In elaboration, the image and the text may be of the same level of
generality (exposition) or the levels might be different (exemplification) and either the text can be
more general than the image or vice versa. Extension is connected with adding new semantically
related information, and enhancement specifies circumstantial information to do with time, place,
reason, etc. As for projection, it accounts for cases when some information is re-represented in the
other mode, for instance, diagrams that summarize texts or projection of wording in speech bubbles
and meaning (ideas) in thought bubbles in comics (Martinec & Salway, 2005, pp. 354-55).

The research in the area of multimodality applicable for the present study is the theory of cross-
modal cohesion in films (Tseng, 2013). Tseng’s approach is based on tracking mono- and cross-
modally realized characters, objects, actions, and settings. This analysis includes building cross-
modal cohesive chains. The basic unit of analysis in films is a shot. Each shot transcription contains
the visual track and image description (including words of the characters and offscreen voice). Based
on this information, identity chains are constructed to understand how multimodal cohesion is
achieved. ldentity chains may involve characters, objects, settings, etc. For example, a chain begins
by presenting a participant, and is extended whenever they appear again. Components of identity
chains may belong to visual, verbal, and aural modes, and their interaction creates cross-modal
cohesion (Tseng, 2013, pp. 154, 120).
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Though this approach is applied by its author to the film medium, our hypothesis is that it has
a universal nature. We have already demonstrated that the analytical methods applied to filmic
cohesion and interunit relations are equally applicable to digital narratives as a means of analysing
multimodal cohesion (Yefymenko, 2021). We also claim that this approach may be applied to comics,
and manga in particular. In this case, a panel in manga is the equivalent of a shot in films.

Following our hypothesis, we applied the theory of cross-modal cohesion in film (Tseng, 2013)
to the analysis of cohesion in manga. Cohesion “refers to relations of meaning that exist within the
text, and that define it as a text” (Halliday & Hasan, 1976, p. 4). Cohesive ties in the analysed manga
have been revealed by constructing identity chains. As mentioned before, identity chains refer to
characters and objects represented cross-modally in visual and verbal modes (Tseng, 2013, p. 3). We
selected a segment of Beauty and the Feast manga for analysis, namely a part, where the two main
characters have a picnic under a cherry blossom tree (Satomi, 2021, pp. 122-125). We identified five
identity chains: of two characters (Yakumo-San and Yamato), two objects (a cherry blossom tree and
a picnic blanket), and food, brought for the picnic. All these objects are important for plot
unfolding.Yakumo, Yamato and food identity chains have the largest number of links. Yakumo and
Yamato are the main characters of manga, so it’s quite logical that their identity chains are long. As
for the food identity chain, it is represented only in 7 out of 15 panels, but an extensive description of
food, brought by Yakumo to the picnic, makes this chain containing 20 links the longest among the
analised. And it should not come as a surprise, bearing in mind that Beauty and the Feast focuses on
food and various Japanese dishes. The two remaining identity chains (of a cherry blossom tree and a
picnic blanket) consist of 6 and 8 links respectively. All the five identity chains are represented cross-
modally with the help of visual (marked with [v]), verbal (indicated by inverted commas) and aural
elements (given in brackets).

3. Results and discussion
The identity chains, constructed in the process of analysis, are summarized in Figure 1:

Yakumo | Yamato cherry picnic food image
blossom | blanket
tree
1 [V

2 [V] [V] ‘it’
‘}" T A

3 [V

4 [v] [vi [V
‘T ‘picnic
t T blanket’

5 [Vl [V i V]
LT
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6 [v [v [V [V
T T A A
7 [v] [v
8 ‘we’ ‘you’, ‘eat’
4 ‘we’
A
9 [V [V
4 ‘tofu’, ‘rice balls’,
‘rolled egg’, ‘sausages’,
‘bok choy’, ‘fish cake’,
‘asparagus’, ‘pickles’,
‘dumplings’
10 V] [v] ‘cherry V] ‘dumplings’
‘we’, T’ ‘we’, ‘T’ blos- * *
A A SOInS’
11 V] vl V] [V] ‘rice balls’, ‘bok choy’, | TEEr e
‘tumip‘?’, ‘eat’ e m::.:; oullS
12 ‘T ‘you’ [V] ‘eat’
A A
13 [v] [v] “food’
‘youa A A
A
1 Ml i
(scar *
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15 [V] ‘he’, ‘food’, ‘it’
‘him’

Figure 1. Identity chains in Beauty and the Feast (Satomi, 2021, pp. 122-125)

Visual narration is the leading mode. All the panels contain visual elements except one panel,
consisting of only two speech bubbles with verbal elements, belonging to the identity chains of
Yakumo, Yamato, and food. 10 panels contain verbal narration, introduced in speech and thought
bubbles. Identity chains ‘Yamato’ and ‘picnic blanket’ are realized cross-modally with the help of
visual, verbal, and aural elements, the remaining three chains contain elements from visual and verbal
modes. The aural mode in the analysed chains is represented by onomatopoeic words ‘fwap’,
imitating the sound of spreading the picnic blanket, and ‘scarf’, associated with the sound of eating.
Interaction of components of identity chains creates cross-modal cohesion

Drawing from Groensteen and Kukkonen theories on comics and graphic novels and our own
research, a number of manga-specific features have been identified, which distinguishes manga from
Western comics. First of all, manga relies on an established set of symbols, which convey various
emotions. For instance, blushing, represented by a sequence of diagonal lines across the characters’
cheek bones and nose, indicates embarrassment, often caused by love. For instance, both Hermia and
Lysander are blushing, when he swears that ... in that same place tomorrow truly will I meet with
thee” (Appignanesi, 2016, p. 32). Nervousness of Lysander is also represented by a sweat drop

hovering near his head (Figure 2).
' )
L
\‘

_\\,, \_‘,43 — A
W THAT SAME PLACE \ ;
TOMORROW TRULY \ A
WILL T MEST WITH THEE, | Yl
/ T
i i A
i L

g A —

- /
/

Figure 2. Symbols in manga: blushing and a sweat drop
(Appignanesi, 2016, p. 32)

Extreme emotional states of characters in manga, particularly anger, fear, begging, or romantic
feelings are marked by a distortion of their faces. When Lysander tells Hermia about his desire to
marry her, the girl’s face loses its distinctiveness as the entire top half of her face becomes shadowed
over (Figure 3).
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Figure 3. Symbols in manga: face distortion
(Appignanesi, 2016, p. 30)

In the world of manga, a character’s appearance plays an important role. In A Midsummer Night’s
Dream, all the major characters are slender and beautiful with large, round eyes and the elaborate hair
styles. Yamato from Beauty and the Feast has an athletic figure, while Yakumo (a 28 year-old
‘beauty’ and Yamato’s neighbour) has a more curvy body compared to Yamato’s girl friends from
high school. Japanese legends idealize beauty and youth, and manga borrows a lot from them by
creating beautiful young men and women, who should be admired by the readers.

Colours play an important role in any narrative containing visual components, but it not in the
case of manga, because manga are traditionally done in black and white.

Page layout has its distinctive features in manga. Larger number of panels on a page makes
manga more fragmentory than traditional comics. As a result, sometimes it takes more time to
establish connections between all the panels. Besides, the increased number of panels on a page
shows dramatic tension and enhances the dynamism of the story. In Figure 4, Helena, who is in
love with Demetrius, decides to follow him into the forest. In separate panels, a reader sees the
close-up of Helena and Demetrius, parts of their bodies, their running silhouettes, and Oberon,
observing all this.

Figure 4. Page layout: multiple panels
(Appignanesi, 2016, p. 72)
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The analysed manga often use aspect to aspect transition between panels (McCloud, 1994),
highlighting particular actions within one scene, instead of describing different places or people.
It can be explained by the fact that the setting in Beauty and the Feast is restricted mainly to Yakumo’s
apartment, while the events of 4 Midsummer Night’s Dream happen in Athens or in a nereby forest.
Sometimes the basic action is depicted at the centre of a page, and side panels focus on details. For
instance, one of the panels highlights a note in Oberon’s hand, which is not readable in the central
panel (Figure 5).

WE THE 6LOBE
CAN COMPASS SOON,
SWIFTER THAN THE
WANDERING MOON.

COME, MY LORD,
AND TELL ME HOW 1T
CAME THAT T SLEEPING
HERE WAS FOLND
WITH THESE MORTALS
ON THE 6ROUND.

Figure 5. Page layout: a side panel focusing on details of a central panel
(Appignanesi, 2016, p. 160)

Panels are not always clearly defined in manga—they may be framed by thin lines or may have no
frames at all. A Midsummer Night’s Dream contains a number of panels, where flowers and petals are
used as a frame (Figure 6) or where parts of characters’ bodies (a hand, hair) exceed the borders of
the panels (Figure 7), thus lifting the restrictions imposed by frames.

NOT FOR
THY FAIRY
KINGDPOM.
FAIRIES,
AWAY!

Figure 6. Frames Figure 7. Exceeding
in manga (Appignanesi, panels’ borders (Appignanesi,
2016, p. 75) 2016, p. 60)
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Another important element of page layout is a speech bubble. Speech bubbles, being a comics-specific
element, represent different characters’ speech and feature different edge designs. One character’s
dialogue might be inside perfectly oval speech bubbles, while words of another might appear inside
a bubble of an irregular geometric shape. If a character is upset, angry, or in other emotional state, a
speech bubble may become jagged, with pointed edges, to reflect the tone of voice. In the example
from A Midsummer Night’s Dream Demetrius’s angry words are placed in bubbles with pointed
edges, while Helena’s words of love are in heart-shaped bubbles (Figure 8).

it

HENCE! 66T
THEE GONE,
AND FOLLOW
ME NO MORE.

YOu PRAW Mg,
VOU WARD-HEARTED
ADAMANT!

FOR MY HEART
1S TRUE AS STEEL,

DO I NOT IN PLAINEST
TRUTH TELL YOU,
1 PO NOT,
NOR CANNOT
LOVE youz

Figure 8. Speech bubbles (Appignanesi, 2016, p. 67)

When characters are thinking, their thoughts sometimes appear without any bubble at all, and may
simply float in air, as is the case with Helena’s thoughts (Figure 9). In Beauty and the Feast if
something unusual happens or some unexpected thought strikes the character, it appears without any
bubble against the black background (e.g. HE FELL ASLEEP!! (Satomi, 2021, p. 32)).

THROUGH ATHENS T AM
THOUGHT AS FAIR AS SHE,
BUT WHAT OF THATZ

DEMETRILS THINKS NOT 5O

LOVE LOOKS NOT WITH THE
EVES BUT WITH THE MIND,

AND THEREFORE IS WINGED
Ny CUPID PAINTED BLIND.

Figure 9. Representation of thoughts in manga (Appignanesi, 2016, p. 37)

Comics, and especially manga, are closely related to cinematic language, they try to mimic a camera’s
eye in the use of the panels on the page. In this respect we can talk about focalization. For instance,
one of medium-specific markers in manga signaling focalisation is a direct gaze. Kress and van
Leeuwen point out that such gaze “creates a visual form of direct address” (Kress & van Leeuwen,
2006, p. 117). Manga use many cinematic devices including close-ups, which increase readers’
engagement with the characters; panning—moving the viewer through the scene by using multiple
panels (and in the case of Titania and the ass in Figure 10 different panels even have no frames, so it
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really looks like shots of the film); jump-cuts, unlike panning, involve change of time or place: for
instance, in A Midsummer Night’s Dream we see 3 pairs of lovers in 3 different places (Figure 11).

Figure 10. Cinematic devices Figure 11. Cinematic devices
in manga: panning in manga: jump-cuts
(Appignanesi, 2016, p. 154) (Appignanesi, 2016, p. 200)

Both manga contain multiple examples of such focalisation-marking device as eyeline match, when
in the first of the sequence of two panels a character looks at somebody or something, and the next
panel has the image of that character or object (e.g. in Figure 12 Theseus and Hippolyta look at
Hermia, Lysander, Demetrius, and Helena). These are instances of mediated focalisation, because the
reader sees the image from the character’s point of view. Another example of mediated focalisation
is the over-the-shoulder shot (Figure 13). Such examples can also be found in both manga.

) I BEG THE LAW
UPON HIS HEAR.

Figure 12. Cinematic devices Figure 13. Cinematic devices in
in manga: eyeline match manga: over-the-shoulder shot
(Appignanesi, 2016, p. 164) (Appignanesi, 2016, p. 168)

The temporal structure of both manga is nonlinear with some flashbacks. Flashbacks are indicated by
a shift in scene, but often the background literally changes color as well. For instance, in a flashback
Yamato recollects his childhood, when he lived with his family, and these panels have a grey
background.
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Both 4 Midsummer Night’s Dream and Beauty and the Feast are multimodal narratives, where
the three channels—uvisual, verbal, and to a certain extent aural—interact to create narrative meaning.
The visual channel includes images of the main and secondary characters, objects, settings etc. Verbal
narration in manga is introduced mainly in speech and thought bubbles, and rarely in narration boxes
(usually at the beginning or at the end of the book). For instance, Beauty and the Feast begins with
the narrator’s words, placed into the narration box: “This is Shuko Yakumo, 28 years old. She has a
secret she can’t tell anyone. Her hobby is cooking.” (Satomi, 2021, p. 3).

There is also an aural mode, which is represented in manga by using linguistic and visual signs.
It was already mentioned that the shape of text bubble may indicate the tone of voice. It is believed
that manga uses a more varied list of sound effects than Western comics, inspired again by the use of
sound in film. In one of the examples, found in A Midsummer Night's Dream, the sound of a bell is
rendered with the help of onomatopoeia (kin-kang), and the sound of music—by the depiction of
notes. Some other examples of onomatopoeic words are those describing movement (shuff-shuff),
hissing (whoof) and falling down (thud). Onomatopoeic words in Beauty and the Feast are mainly
connected with the process of eating (e.g. clatter, gobble (Satomi, 2021, p. 28), crunch (Satomi, 2021,
p. 38), munch (Satomi, 2021, p. 60)).

Analizing types of the text-image relations in manga, it’s worth mentioning that
exempflification relations are quite widespread. As a rule, the text contains demonstrative pronouns
this, that, these or a personal pronoun it, while a picture shows an image of an object mentioned. For
instance, Yakumo says “... have these if you’d like ...” (Satomi, 2021, p. 25), meaning by these rice
balls depicted in the picture. Or in another example, Yakumo says “Try not to drop it” (Satomi, 2021,
p. 109), and the image explains that she means snack. According to Martinec and Salway (2005,
p. 351), in such cases “text subordination is realized by deixis from text to image”.

An example of enhancement may also be found in Beauty and the Feast : “You are still
growing ... so getting all your meals from convenience stores is no good” (Satomi, 2021, p. 27). The
picture gives the reason, why meals from convenience stores are no good,—because we see only junk
food in Yamato’s apartment. In 4 Midsummer Night’s Dream there are some references to the modern
world, e.g. at one point Theseus receives the incoming call from Egeus and they are talking using
large monitors (Appignanesi, 2016, p. 16). In this case we have the text-image relations of extension,
because a new information is added by the image, which is missing in the text.

4. Conclusions
In this paper, we have summarized specific features of manga as a separate medium, in particular,
a wide use of symbols, which convey various emotions, and cinematic devices. A distinctive style of
manga‘s page layout together with the increased number of panels on a page and their various shapes
enhances the dynamism of the story.

We proved our hypothesis that multimodal tracking of characters, objects, setting in the form
of identity chains (Tseng, 2013) originally designed for film analysis may be applied to reveal
cohesive ties between different parts of manga. Identity chains containing visual, verbal, and aural
elements exemplify the interaction of different modes in the process of making the narrative coherent.
The analysis helped to reveal various types of relations between visual and verbal modes, including
exempflification, enhancement, and extension.

All in all, the multimodal analysis of manga has proved useful in outlining the principles of
cohesion and meaning-making in this specific type of comics. Given the rapidly growing areas of
multimodal research, we believe that the potential of such methods of multimodal analysis is very
high—to examine the process of cross-modal meaning-making not only in manga, but also in other
types of comics or video games.
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AHoOTaIisn
Masnra 3 ii 0cOOIMBUAM CTHIIEM 1 CHMBOJI3MOM KOPHCTYETHCS BCE OUTBIIOI MOIMYJSPHICTIO Cepe]l YHTaviB
y BCbOMY CBiTi. MaHra BUKOPHCTOBYE yCTaJeHH HaOip CHMBOMIB IS Tepenadi pi3HOMaHITHHX EMOIIiH.
Masnra 3a3Bu4ail € OUIBII eKCIePHUMEHTAIbHOI B O(OPMIICHHI CTOPIHOK, HIXK 3aXilHi KOMIKCH, Ta OLIbII
(hparMeHTapHO0, 3 OUIBIIOK KUIBKICTIO MaHEeNeH, 0 MOCKUJIIOE JMHAMI3M ornoBiai. Harmm 3aBaanusM 0yio
OKPECJIUTA METOAOJIOTTYHI MiIXOAM JI0 aHaIi3y MaHIH; MiJCYMyBaTH CreUpIYHI PUCH MAHTU SK OKPEMOTO
MejliyMa; IpoaHali3yBaTH, K yTBOPIOETHCS MYJILTUMO/IAIbHA KOT'€31sl; BUSIBUTH Pi3HI BUAU B3a€MOBITHOIICHb
MK Bi3yaJIbHUMH 1 BepOaJbHUMH MOJycamMu. MaHTa € MyJIbTHMOJAIBHUM JUCKYPCOM, SKHH TOEIHYE
JIeKiTbKa MOJYCIB, TIEPEBaXKHO Bi3yalbHUI 1 BepOambHUN. 3BYKOBUI MOJYC MPECTaBICHUH JTIHTBICTHYHIMH
Ta Bi3yaJlbHUMH 3HAKaMH, HAIIPUKIIAJl, 32 JOIIOMOrOK0 HEPIBHUX KOPJIOHIB MOBHOI OynpOamku abo po3mipy
OykB uM >xupHOro mmpudra. MM 3aCTOCOBYBAalM METOAM, SIKi PO3POOISUIMCH JUIsl aHamizy (UIbMIB, 10
JOCITI/DKEHHS MaHTH, 30KpeMa Teopiro Kpoc-MoanbHoi kore3ii Tcenr (2013), ska 6a3yeThcs Ha BifICTEKyBaHHI
KpPOC-MOJIAIBHO TIPEJICTABICHUX IMEPCOHAXIB, 00 €KTIB, il Ta nokamii. Llel aHami3 nependayaB moOya0By
KpPOC-MOJIAIBHUX KOTE€3WBHUX JIAHITIOKKIB. MH CTBEpIKYEMO, MO KPOC-MOJAIBHY KOTe3iF0 B MaH3i MOXHA
aHaJi3yBaTH HAa OCHOBI B3a€MOJIii Bi3yaJIbHUX, BepOAILHUX 1 3BYKOBHX KOMIIOHEHTIB iJeHTU(IKAIIHHIX
NaHIoKKIB. KpiM Toro, B3aemoisi Mixk Bi3yaJbHUMH Ta BepOATbHUMH MOJYyCaMH JIGKHUTh B OCHOBI PI3HUX
THUIIIB BITHOIICHD MK TEKCTOM Ta LIFOCTPAIAMHU. Y CTATTI MU OKPECIIMIM CIIeU(IUHI PHUCH, BJaCTUBI MaH3I,
0COOJIMBOCTI PO3TAIllyBaHHS TEKCTY Ta 300pa)KEHHS Ha CTOPIHIN, KiHemaTorpadiuHi 3aco0H, JCSKi 3 SKHX
BHKOPHCTOBYIOTHCS JJIs TIO3HAYCHHS (poKaTi3allii.

Kuro4oBi cjioBa: MaHTa, MyTbTHMOJATBHICTH, KPOC-MOJIATTbHA KOTe31s, IICHTH(IKAIHIIN JTaHITIOKOK,
B3a€MOBIIHOIIICHHS MK TEKCTOM 1 300payKCHHSIM.
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Abstract
This study represents a research project done at the crossroads of political, multimodal and cognitive linguistics.
In focus is the Russia-Ukraine war featured in March — May, 2022 by the English edition of the Global Times,
a Chinese media outlet, one of the voices of pro-Russia Chinese state propaganda. The analyzed articles contain
political cartoons and thus can be defined as multimodal texts. Together, they mold a narrative, or ‘story’
addressed to international readers and intended to shape their worldview beneficial for Russia. Out study of this
narrative aims to reconstruct the mental image it portrays and to expose the ways in which the verbal and visual
modes interact to implant this image into the readers’ minds. To fulfil this task, we propose a cognitive linguistic
methodology which, applied algorithmically, enables building cognitive ontologies that structure information
rendered verbally and visually. The constituents of each ontology have factual and emotive salience, dependent
of the number of descriptions provided by empirical texts. We demonstrate how an overlap of the ontologies
boosts salience of the key emotively connoted message targeted at the audience. In the study, the interplay
between verbal and visual modes in individual texts is characterized in terms of accentuation, elaboration,
extension, questioning, and combining considered as universal ways of ‘stretching’ information, which are
trackable far beyond the metaphoric domain where they were previously identified by Lakoff and Turner (1989).
Key words: political narrative, media text, multimodality, verbal and visual modes, political cartoons,

research methodology, cognitive linguistics approach, propaganda, pro-Russian Chinese media, Russia-
Ukraine war.

1. Introduction
Driven by imperial ambitions, on February 24, 2022 Russia launched its military aggression against
Ukraine. This aggression had been preceded and is now accompanied by massive information assaults
incorporated into Russia’s hybrid warfare that employs a variety of tools, ranging from conventional to
irregular combat operations, sponsorship of political protests, economic coercion, and a powerful
information campaign conducted predominantly through mass media (Kofman & Rojansky, 2015, p. 1).
In the information campaign as a part of hybrid warfare, the media’s rhetoric becomes propagandistic
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and combative in nature (Hutchinson, 2008, p. 35). Propaganda, as a systemic communication
process, combines a series of activities to convey information, facts and messages to the target
audience in order to form its particular worldview or mold the required public values and opinions.
Destructive propaganda, smearing the opponent, employs disinformation and fakes intended to
influence public opinion by exaggerating or distorting the image of reality (Petrenko et al., 2021,
p. 12). The destructive Russian propaganda is broad and complex, exploiting history, culture, and
language. Its methods and techniques, supported by emotionally loaded semiotic means, serve to
spread information that benefits Russia (but with no clear allegiance to the Kremlin), to convey strong
anti-Western and anti-North Atlantic Treaty Organization (NATO) message, to promote conspiracy
theories that combine facts and half-truths, and to implant black-and-white ideological simplifications
(Kuczynska-Zonik & Tatarenko, 2019, p. 144).

Russia’s information operations have been notably effective in using strategic communications
to shape political biases in many countries. Among the most well-known vectors for this strategy are
such media outlets as Russia Today and Sputnik News. But Russia also uses targeted television
programs, funds European think tanks to promote its views, and employs large numbers of Internet
trolls, bots, and fake news farms. The result is a multichannel media resource used to muddy the
waters and cast doubt upon objective truths (Chivvis, 2017, p. 3). Among the constantly repeated
messages concerned with Ukraine and disseminated by Russian propaganda are: Ukraine is a failed
state (with other messages formed around this one to reinforce and complement it) (Petrenko et al.,
2021, p. 19); the 2014 coup d’état in Ukraine resulted in the seizure of power; the coup d’état was
organized by the United States, the European Union and NATO (together or separately), while the
Ukrainian people opposed it; the coup d’état’s goals were diverse: to destabilize Ukraine, turn its
population against Moscow, and create a convenient West ‘puppet’ government; the Ukrainian
government is under direct control of the United States (VoxCheck Team, 2022). Via distorting and
framing facts, these messages justify the war in Ukraine, unleashed by Russia in February, 2022. The
pretext of ‘saving’ Ukrainians from their ‘Nazi’ rulers, is now being backed by a new set of
propaganda claims about the treacherous West who threatened Russia using Ukraine as a tool, and
whom Russia, without any other choice, had to fight back for the sake of its own security (see more
in Civil Network Opora, 2022). Russia strives to spread this message worldwide through the foreign
pro-Russia media (VoxCheck Team, 2022; Yang, 2022 among others). One of them — the Chinese
popular tabloid the Global Times (its English version) — is addressed in our research with the aim to
understand how the pro-Russian war message assumes the form of a ‘story’, or ‘narrative’, beneficial
for Russia and intended for entrenchment in the minds of international audience.

The Russia-Ukraine war ‘story’ told by the Global Times and analyzed in our research is relayed
in a number of media articles, where the verbal text is supplied with a political cartoon. Such ‘story’,
rendered by different semiotic modes, or codes, is defined as a multimodal narrative. Since it is a
relatively new object of linguistic analysis, scholars are in search of plausible methodologies for
exposure of the ways in which different modes contribute to the narrative’s meaning. These
methodologies should be guided by universal principles, applicable beyond a particular case-study. Our
paper proposes such principles consistent with a cognitive linguistics approach. Therefore, our research,
done from the standpoint of cognitive political linguistics, pursues two major goals. The political
linguistics goal is to register the properties of a multimodal narrative which are relevant for making it a
weapon of political propaganda. The cognitive linguistics goal is to develop a methodology applicable
for arranging and integrating information rendered by the narrative’s verbal and visual modes.

The article starts with defining the conceptions of political narrative and multimodality that
serve as a theoretical background of our work. Then, we consider the methodological issues deemed
relevant for the study of a political multimodal narrative represented in media texts. Application of
the proposed methodology is further exemplified with analysis of the Global Times’ multimodal texts
supplied with cartoons. We finalize the article with a concluding discussion that summarizes the
findings and outlines perspectives for the next stage of our inquiry.
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2. Theoretical background. Political narrative and multimodality
The term narrative, conventionally understood as a story, primarily associates with a literary text,
where the description of several real or fictive events or situations is arranged in a time sequence.
Beyond the domain of philology, narrative refers to the “ways in which we construct disparate facts
in our own worlds and weave them together cognitively in order to make sense of our reality”
(Patterson & Monroe, 1998, p. 315). In this broad meaning the term narrative has been borrowed into
social sciences, including political and media studies which nowadays are concerned with both
conventional (verbal) and multimodal (mostly verbal and visual) narratives.

Defined as a reflection of current political affairs, the political narrative is represented
primarily through media. The political narrative affects our perceptions of political reality, which in
turn affect our actions in response to or in anticipation of political events. Therefore, narrative plays
a critical role in shaping our worldview and in construction of our political behavior, which is true
for individuals and for collective units, such as nations or groups (Groth, 2019, p. 3). The political
narrative, understood as both a text whose structure represents the teller’s image of the world, and a
textually arranged image of the world imposed upon the audience (Zhabotynska & Velivchenko,
2019, p. 365), aims to persuade and garner support, thus providing “mediation of political process in
a story form” suitable to harness the narrative strategically (Groth, 2019, p. 8). The strategic narrative
is the story featuring an official political strategy via constructing “a shared meaning of the past,
present and future of international politics to shape the behaviour of domestic and international
actors” (Miskimmon et al., 2013). Political strategic narratives correspond to stories about states and
their political systems, the citizens’ identity and the world order they need. (Groth, 2019, pp. 8-9).
Political narratives in general and strategic narratives in particular are ‘controlled’ with regard to their
persuasiveness: if stories are told in the right way and at the right time, if they accentuate the
appropriate aspects and address the appropriate audiences, they are effective and can succeed in
framing the political positions as favorable ones (ibid., p. 8).

Persuasiveness of the political narrative involves manipulation — an interactional and
communicative practice, where one person controls others against their will, and in such a way
produces social inequality. Manipulation is prone to tug at the public’s negative emotions grounded
on fear (Van Dijk, 2006, p. 360). Duffy (2018) notes that in shaping public opinion objective facts
are less influential than appeal to emotion and personal belief (p. 8). Moreover, “emotional response
alters our perception of reality” (p. 4). Antagonistic and aggressive political narratives, aimed at
destruction of the Other (bad) who is opposed to Self (good), stir our biologically instinctive need “to
pay more attention when a clear threat is involved” (p. 116). The innate bias of a human being to
focus on negative information for self-preservation is used by opinion-makers when they aim to
misdirect for certain political gains. Stirring emotions, especially negative ones, remains a popular
strategy in the misdirection and disinformation flows which use another property of negative images —
their ‘stickiness’ in mentality (p. 62). Besides, narrative images of the Other often come through
stereotypes as simplifications and categorizations of the world that facilitate the limited effort by
individuals to process information via mental shortcuts. In political narratives, stereotype is a
particular simplification: it is a concept held by one social group about another, and frequently used
to justify certain discriminatory behaviours (Hinton, 2017).

In the Russian mainstream media, the antagonistic and aggressive narratives on Ukraine and its
partners capitalize on negativity and stereotyping. The purpose of spreading such narratives agrees
with what Brankovic (2021) defines as “stakeholders’ securing their influence”, with stakeholders
being political and social elites and institutions. The disseminated narratives highlight “the validity
of one group’s grievances and the moral superiority of its claims, while placing blame for conflict on
the ‘others’. It shrinks diverse and complex group narratives into a simple, self-reinforcing story that
side-lines inconvenient facts and evidence”. In this case, the society “tends to be dominated by two
or three simple and opposing narratives, in which extreme views eclipse moderate views in public
debates and other narratives are hidden from view” (p. 2). Persuasive and manipulative potential of
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the media political narrative depends on the successful interaction of its verbal and non-verbal means,
which is defined as multimodality.

Multimodality, as a comparatively new field of linguistic research dating back to the 1980s,
vies a mode as a particular semiotic resource used in communication to express meaning.
Accordingly, the term multimodality describes (a) a phenomenon of human communication which
employs a combination of semiotic media (such as still and moving image, speech, writing, layout,
gesture, and/or proxemics), and (b) a diversified and growing field of inquiry concerned with
developing the respective theories, analytical tools and descriptions that approach the study of
representation and communication considering modes as an organizing principle (Adami, 2017,
p. 45). Textual modes are sets of organized resources that societies apply to make meaning and to
express and shape values, ideologies, and power relations (ibid., p. 452). In linguistics, the meaning
of the term mode corresponds closely to the more traditional semiotic notions of ‘code’ or ‘sign
system’. Semiotic modes (verbal and non-verbal), being created through social processes, are fluid
and context-dependent. “In order for a particular resource to be a mode, the community in which it is
used needs to recognize it as a mode and share a cultural sense of how this resource can be organized
to construct and convey meaning” (Lyons, 2015, p. 270).

The diversity of interacting modes is represented by their “intrasemiotic / intramodal” and
“intersemiotic / intermodal” varieties (Siefkes, 2015, p. 115). The first type demonstrates varieties
within the mode (e.g., verbal mode: oral vs. written codes, regular code vs. paralinguistic codes that
integrate into linguistic ones). The second type represents various combinations of autonomous modes
(e.g., verbal (written) and visual (pictorial) modes employed in media texts).

Multimodal texts include ensembles of modes, and their orchestration determines the
communicative intent and the main message (Barton, 2018). So, the term multimodality also refers to
the “ways in which a number of distinct semiotic resource systems are both co-deployed and co-
contextualized in the making of a text-specific meaning” (Baldry & Thibault, 2006, p. 21). The studies
of multimodality mainly focus on the interrelationships between various communicative modes, no
matter whether they are visual or auditory, words or image (Liu, 2013, p. 1259). When in combination
with speech and / or writing, other modes are not a mere accompaniment of, or support to verbal
language; rather, each mode concurs with a specific functional load to the meaning made by the
overall text — and as such they deserve attention (Adami, 2017, p. 452). Similarly, visual images no
longer serve as simply illustrative of the printed text, but add to the story the new and varied
dimensions (Serafini, 2012, p. 30). Image and other visual modes have the capacity to form ‘texts’,
complexes of signs which internally cohere with each other and externally with the context in and for
which they were produced (Liu, 2013, p. 1260).

A particular type of visual image interacting with the verbal text is the political cartoon (a satirical
drawing often including caricature) examined in our research as a mode of the multimodal narrative.
Political cartoons are intended to transform “complex and opaque social events and situations into quick
and easily readable depictions that facilitate comprehension of the nature of social issues and events”.
In such a way “they present society with visually palpable and hyper-ritualized depictions (selectively
exaggerated portions of ‘reality’) that attempt to reveal the essence and meaning of social events”
(Abraham, 2009, p. 119). By their nature, cartoons cannot be ‘neutral’ because they — through
provocation — always aim to trigger emotions. A cartoon exposes viewers to an opinion ‘for’ or ‘against’
its subject. In political cartoons, irony or mockery, as the most typical emotive strategies, may render
danger and threat, since such cartoons are not humorous, they are sarcastic (Chaban et al., 2019-2020,
p. 157-8). According to Chen et al. (2017), irrespective of a steadily growing body of research on
political cartoons, their study remains fragmented theoretically and existing largely on the fringes of
research in political communication (p. 125). In the domain of multimodality studies, autonomous
political cartoons are now being analyzed as multimodal texts (see Purovi¢ & Silaski, 2016; Warwa,
2018; El-Falaky, 2019 among others). Meanwhile, the works considering their interplay with the verbal
text they support are sporadic (see as an example Chaban etal., 2019-2020). Similarly, under-
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researched is interaction of the visual and verbal in political narratives in general (the review is provided
in Pschenychnykh, 2019). One of the reasons, as we see it, is insufficiency of methodological tools
applied in an algorithmic research procedure. Our study attempts to propose such tools applicable for a
cognitive linguistics analysis of the multimodal media narrative.

3. Methodology for a cognitive linguistics analysis of multimodal media narratives
Methodological premises for the analysis of multimodal media narratives should be concerned with
their semiotic and cognitive properties. We maintain that the semiotic study of multimodality is to
define: (a) the semiotic types and subtypes of modes; (b) their intra- and intersemiotic configurations;
and (c) the type of their formal interaction — paratactic (two or more main modes) or hypotactic (the
main and subsidiary modes). The cognitive study of multimodal media narratives may include:
(a) identifying the narrative-based concept; (a) building a cognitive ontology for the information
featured by each of its semiotic modes; (c) considering the diverse semantic interactions of these
ontologies. The latter topics will be further considered in more detail.

A narrative-based concept (NBC) is represented by information retrieved from a bulk of
thematically homogeneous discrete narrative texts describing a particular issue, the name of which
becomes the name of this concept (Zhabotynskaya, 2017; 2020). Information featured in a narrative-
based concept evolves into a ‘metatext’, with its referential and relational coherence: it has a limited
number of iterated textual referents linked by different kinds of relations (Zhabotynskaya, 2017,
pp. 232-233). An NBC retrieved from numerous thematically homogeneous political texts is defined
as a narrative-based political concept (NBPC) which, being a subjective construct, exhibits the
narrator’s worldview, ideology and bias. Specificity of an NBPC “depends on the ways the ‘meta-
text’ interprets an event: information about its constitutive facts can be more and less complete,
differently accentuated and assessed” (Zhabotynska & Velivchenko, 2019, p. 366).

An NBC / NBPC has a cognitive ontology understood as a particular structural arrangement of
thematically coherent information (this understanding, compatible with the one in knowledge
engineering, is consonant with Fillmore's classical definition of a frame) (Zhabotynskaya, 2020,
p. 95). In a cognitive ontology, arrangement of information is provided through a hierarchy of
thematic chunks. These are: thematic domains as the foci of an NBC/ NBPC, thematic parcels as the
foci of the domains, and thematic quanta as the foci of the parcels. Thematic quanta generalize the
meanings of empirical textual descriptions and build a ‘meta-narrative’ — an umbrella story inferred
from other stories. In the cognitive ontology of an NBC / NBPC, the narrator’s subjectivity shows up
in the content of hierarchical thematic chunks, as well as in their factual and emotive salience defined
by the quantity of textual descriptions which depict a thematic chunk (Zhabotynskaya, 2017, p. 233;
Zhabotynska & Velivchenko, 2019, p. 366). The emotive plane of a cognitive ontology represents the
assessments ‘neutral’ /0/, ‘positive’ /+/, and ‘negative’ /—/ that are either overtly expressed in the text
or inferred from its entire emotional grounding (Zhabotynska & Velivchenko, 2019, p. 338). Factual
and emotive salience, created by iterations of textual descriptions of the entire narrative, are targeted
at the entrenchment of the respective information in the recipients’ minds and triggering steady
attitudes and affections. As Duffy (2018, p. 61) puts it with reference to media, “...if we are frequently
exposed to the same, or a very similar, story through the media, we are more likely to notice the
information in the world around us that confirms the stories we’ve heard and seen”. Entrenchment of
information relates to its priming — “activation of concepts in the human memory due to the media
exposure resulting in the heightened accessibility to the concept” (Brewer et al., 2003, p, 494).

Cognitive ontologies can be relational, entity-focused, and event-focused. Relational ontologies
foreground the kinds of links between different entities. Entity-focused ontologies foreground a
particular actor (node) of the relational ontology. Such actor (node) becomes a target concept, with
its relations viewed as subordinate to the target. Event-focused ontologies foreground a particular
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time-bound event populated by several actors whose properties are particularized with regard to this
event. All three types of ontologies may have one or several facets. The notion of facets implies the
varieties of an ontology: (a) created by one and the same narrator within different time spans,
(b) created by one and the same narrator within different contexts, (c¢) created by different narrators,
especially those with different mind-sets and biases (Zhabotynska, 2020, pp. 20-21).

In a multimodal NBC / NBPC, the information featured by each mode (such as verbal and visual
typical of media texts) has its own ontology. An interaction of these ontologies exhibits their shared
and / or non-shared thematic constituents contributing to the integral text-specific meaning (Chaban et
al., 2019-2020, p. 155). Exposure of such overlap is pivotal for multimodal studies. The analysis of
interaction between the main (verbal) and subsidiary (visual) modes of a multimodal narrative may also
include a survey of assets made by the subsidiary text to the main one. The possible types of assets are
accentuation, elaboration, extension, questioning, and combining. These ways of stretching information
(except accentuation) were first described by Lakoff and Turner (1989) as the devices for developing
poetic metaphors out of conventional conceptual metaphors. Extending a conventional conceptual
metaphor adds new elements to it. Elaboration employs an existing element in an unusual way. In
questioning, poets call into question the boundaries of our everyday understanding of important
concepts. Combining, or composing, is going beyond the conventional metaphoric thought via
formation of composite metaphors (ibid., pp. 67-70). Meanwhile, similar phenomena are tracked far
beyond the domain of metaphor, and can therefore be treated as universal. When employed in the
analysis of information projected by the subsidiary text onto the main text of a multimodal narrative,
the above terms obtain a broader interpretation compatible with that suggested in (Zhabotynska
& Slyvka, 2020, pp. 123-124). Accentuation is providing ‘visuality’ of the entity described in the main
text. Elaboration is providing information about an additional property of the entity described in the
main text (X1 and X>). Extension is providing information about a new entity contiguous and congruent
with the one described in the main text (X and Y). Questioning is providing information about a new
entity contiguous but incongruent with the one described in the main text (X but Y). Combining is
providing information about a new entity noncontiguous with the one described in the main text ((X)
and (Y)).

Application of the considered methodological premises will be exemplified with the analysis of
empirical data.

4. Data
The data come from the English edition of the the Global Times (GT) Chinese daily tabloid
associated with the Chinese Communist Party’s flagship newspaper the People’s Daily. Thus, the GT
is part of a broader set of Chinese state media outlets representing the Chinese government’s
propaganda apparatus. The GT comments on international issues from a nationalistic perspective, and
often reflects those views of party officials with which they cannot openly come out. The newspaper’s
foreign reports are often authored by correspondents from the People’s Daily and Xinhua, the state
news agency (Huang, 2016; China’s Global Times plays a peculiar role, 2018). The Chinese edition
of the GT, which started in 1993 as a weekly magazine, is now selling over 2.5 million copies a day
(Global Times official site). Through its English edition, launched in 2009, the GT is “bringing its
unvarnished opinions around the globe” —to the US, Europe, and South Africa (Huang, 2016). Today,
with over 8 million daily page views, the GT’s website has “a strong presence in English-language
media” (Global Times official site), and thus becomes a potentially powerful resource for delivering
strategic narratives intended for shaping public opinion. The GT is referred to as the source of various
incidents, including fabrications, conspiracy theories, and disinformation (China’s Global Times
plays a peculiar role, 2018; Hernandez, 2020). The Media Bias Fact Check notes that the tabloid is
known “for its hawkish, insulting editorials — aggressive attacks that get it noticed and quoted by
foreign media around the world as the ‘voice’ of Beijing, even as the party’s official statements are
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more circumspect” (Global Times (China), 2021). The newspaper is rated as ‘mixed’ for factual
reporting due to bias by omission and failed fact checks (ibid.).

The RUSSIA-UKRAINE WAR narrative produced by the GT and analyzed in this study is
represented by 27 articles published through March—May, 2022 and containing the reference to
Russia-Ukraine war in their titles and / or in the text body. All articles, obtained via continuous
sampling, include a political cartoon. The 27 cartoons, considered as a visual mode of the narrative,
interact with its verbal mode that is approximately 26,000-words long. Therefore, the data furnish an
intersemiotic hypotactic multimodal configuration, where the verbal mode is the main one, and the
visual mode is subsidiary. The verbal text is constituted by 911 descriptions (the units of our analysis)
which thematically equate with a proposition where a particular target concept, or the logical subject,
has a particular homogeneous property, or the logical predicate. Among 27 cartoons constituting the
visual ‘text’, 25 are metaphoric and 2 are metonymic. One cartoon is iterated thrice, and two cautions
are employed twice. Thus, the number of non-repeated images is 23.

5. Analysis
All information furnished by 27 multimodal media texts selected for the analysis is considered as the
narrative-based political concept RUSSIA-UKRAINE WAR. This concept has a cognitive ontology
where the main verbal facet overlaps with the subsidiary visual one. The further study includes
reconstruction of these facets and exposure of the way in which they interact.

5.1. The RUSSIA-UKRAINE WAR narrative-based verbal concept:
a cognitive ontology
The narrative concept RUSSIA-UKRAINE WAR has an event-focused ontology which structures
information about the referents who, being ‘actors’ of the event, demonstrate different types of
interaction (Figure 1).
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Fig. 1. The RUSSIA-UKRAINE WAR narrative-based political concept:
domains and parcels
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The survey of 911 textual descriptions exposes 16 actors directly or indirectly involved into the event
RUSSIA-UKRAINE WAR. Information about them shapes parcels distributed between four domains:
(1) UKRAINE and RUSSIA (parcels: UKRAINE, RUSSIA, RUSSIA and UKRAINE (together)),
(2) WESTERN WORLD / WEST (parcels: US, NATO, US and NATO, US and WEST / WEST, EUROPE,
GERMANY, FRANCE), (3) NON-WESTERN WORLD (parcels: CHINA, INDIA, ASIA / EAST, AFRICA,
NON-WESTERN WORLD), (4) WORLD (parcel: WORLD).

Each parcel includes thematic quanta (TQ) that generalize the meanings of particular textual
descriptions with neutral /0/, positive /+/ or negative /-/ connotations. The number of such descriptions
shows factual and emotive salience of a parcel. Below, the thematic quanta of each parcel is supplied
with a numerical notation (such as (3 [10/-/])), where the first number shows how many articles
mentioned this theme, and the second number, accompanied by an assessment marker, shows how
many specifically connoted textual descriptions feature this theme. The italic font signifies relative
salience of the TQ (the number of its descriptions throughout the bulk of texts approximates or
exceeds 10). The bold italic font points to the absolute salience of the TQ (the number of its
descriptions throughout the bulk of texts approximates 20 or exceeds this number).

(1) UKRAINE and RUSSIA: 30 TQ

UKRAINE: 16 TQ [60 descriptions: 6/0/; 7/+/; 47/-/]

As a part of the USSR, Ukraine prospered economically (1 [3/+/]). Ukraine’s poverty is caused by
the cut of economic ties with Russia (1 [3/-/]). Ukraine has not geopolitically succeeded as a state
(1 [5/-]). 1t is a poor unsuccessful country (1 [3/-/]) unable to ensure national unity (1 [4/-/]). In 2014,
the power in Ukraine was illegally seized by the pro-western regime (2 [5/-/]). So, Ukraine is ruled
by Natzis who slaughter the innoscent citizens of Donbas, using the tactics similar to those employed
by the US in WWII (1 [10/-/]). Ukraine’s hatred to Russia is a fragile foundation for building a country
(1 [2/-1]). Ukraine is responsible for its conflict with Russia (1 [/2-/]). Ukraine’s politics was balanced
before intrusion of the US (1 [2/+/]). Ukraine’s goals contrast with those of the US (1 [2/0/]). In the
proxi war waged by Ukraine it is a victim (2 [4/-/]). Ukraine is dissatisfied with and suspicious of its
European partners (1 [9: 2/0/; 7/-/1). Ukraine may illegally sell Western weapons (2 [2/-/]). Ukraine
needs a cease-fire (1 [1/+/]). Ukraine should be neutral [(2 [3:2/0/; 1/+/]).

RUSSIA: 11 TQ [47 descriptions: 1/0/; 46/+/]

Russia keeps the memory of WWII (1 [2/+/]). Russia did not initiate the current war in Ukraine; Russia
is ending the 8-year war triggered by the coup-d’etat sponsored by Brussels and Washington (1 [2/+/]).
Russia seeks Europe’s help to stop “crimes” of Ukrainian “nationalists” (1 [1/4/]). Russia does not seek
reconstruction of the former Soviet Union (1 [2/+/]). Russia seeks security for the Russian people within
and outside the country [(3 [14: 1/0/; 13/+/]). Russia has adapted to Western sunctions (1 [3/+/]). By
launching a military operation against Ukraine, Russia wants to overthrow the post-Cold War unipolar
world order of US hegemony (1 [13/+/]). Russia is changing the world globally (1 [2/+/]). Russia
suggests replacement of the NATO-led world security framework (1 [1 /+/]). Putin is not an autocratic
dictator dreaming of a Russian-led global empire (1 [2/+/]). Russia is aimed at real international
community with equal and fair rules based on international law (1 [5/+/]).

RUSSIA and UKRAINE (together): 3 TQ [15 descriptions: 3/0/; 11/+/; 1/-/]

Russians and Ukrainians are historically the same folk (1 [1/+/]). Russia-Ukraine issue should have
a peaceful settlement (3 [13: 3/0/; 10/+/]). Russia-Ukraine diplomatic efforts fail (1 [1/-/]).
(2) WESTERN WORLD /WEST: 86 TQ
US: 14 TQ [100 descriptions: 3/0/; 97/-/]
The US with its domestic chaos is not a dreamland (1[3/-/]). To pursue its own geopolitical interests
in the search of global dominance, the US creates security troubles (13 [51/-/]) and manipulates
other countries (3 [13/-/]). The US aspires to hegemony in Europe (3 [4/-/]) and uses NATO as a
political tool to control Europe (1 [ 1/-/]). The US’s aspirations to global dominance pose a threat to
the world (1 [2/-/]). The US supported Nazis in WWII, and supports Ukrainian Nazis now (1 [5/-/]).
The US benefits from Russia-Ukraine conflict (10 [32/-/]). The US wages a public opinion war to
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defend its interests in the Russia-Ukraine crisis (1 ([7: 3/0/; 4/-/]). The US mainstram media
deliberately exploit the suffereng of Ukrainian people (1 [1/-/]). The US is committing genocide in
Ukraine (1 ([4 /-/]). The US is an unreliable partner (1 [4/-/]). The aim of the US is to strangle China
(1[2/-1]). The US is finger-pointing on the cooperation of other countries with China (1[2/-/]).

NATO: 11 TQ [82 descriptions: 1/0/; 81/-/]
NATO is a dangerous Cold War institution (2 [/2-/]). NATO, led by the USA, creates a unitary
security system currently in place (2 [7: 1/0/; 6/-/]). NATO has kidnapped Europen foreign policy
(2 [3/-1]). The US benefits from the expansion of NATO (1 [2/-/]). NATO’ influence declined with
a parallel decline of the US’ strength (1 [3/+/]). NATO is a useless and ineffective organization
(2 [6/-]). NATO has been revived due to Russia-Ukraine conflict (2 [5/-/]). NATO, led by the USA,
moves eastward and threatens Russia (7 [19/-/]). Expansion of NATO undermines Europe’s
security, as Russia may severely respond (3 [32/-/]). The NATO countries bordering on Russia will
be punished first for the anti-Russia campaign (1 [2/-/]). NATO considers China-Russia relationship
as a threat to its security and world democracy (1 [1/-/]).

US and NATO: 6 TQ [31 descriptions: 31/-/]
The US and NATO ignore Russia’s need in security (2 [6/-/]). They unjustly blame Russia in the
sufferings of Ukraine (1 [1/-/]). The US and NATO do not want peace talks between Russia and
Ukraine (2 [9/-/]). The US and NATO will not guarantee Ukraine’s security (2 [7/-/]). The US and
NATO may turn other regions into tinderboxes (2 [6/-/]). They are dangerous for Asian countries to
cooperate with (1 [2/-/]).

US and WEST / WEST: 36 TQ [331 descriptions: 3/0/; 328/-/]
The West retains Cold-War mentality (1 [1/-/]). The US and the West seek greater geopolitical
interests (1 [1/-/]). The US and the West established an unfair world order of Western supremacy
(5 [23/-]). This world order triggers conflicts (2 [9/-/]). Adhering to its supremacy, the West
hypocritically speaks of universal values (2 [8/-/]). The world order of Western supremacy challenges
global peaceful development (1 [2/-/]) and loses trust (1 [3/-/]). — The US, the West and NATO are
responsible for the war in Ukraine (10 [38/-/]). The US and the West supply Ukraine with weapons
(5 [15: 2/0/; 13/-1]). The US and the West aggravate the crisis in Ukraine (6 [11/-/]). They don’t care
about Ukraine’s sovereignty and economic prosperity (3 [9/-/]). The US and the West use Ukraine
as atool against Russia (8 [21: 1/0/; 20/-/). The US and the West want to prolong the war and damage
Russia (5 [15 /-/]). Their aim is to weaken and strangle Russia (2 [9/-/]). The US seeks to weaken
Russia through brain-drain (1 [11/-/]). The US and the West unjustly blame Putin and Russia in the
conflict (2 [3/-7]). They establish a bubble anti-Russia coalition by hyping the slogan of “Russian
threat” (1 [3 /-/]). They exert excessive pressure on Russia (3 [7/-/]) and impose extreme sanctions on
it (4 [6/-/]). The US calls for global sanctions against Russia (1 [3 /-/]) and charges those countries
who haven’y condemned Russia (1 [5 /-/]). The US and the West’s sanctions imposed upon Russia
are illegal (1 [7/-/1). They hinder solution of Russia-Ukraine conflict (1 [1/-/]). The West’s sanctions
against Russia ruin the world economy (5 [20/-/]). — The West’s attitude to Ukraine is a blatant
demonstration of white supremacy (2 [18-/]) which is fully exposed in accepting Ukraine’s refugees
(2 [21/-]. The West’s white supremacy combines racism and colonialism (1 [5/-/]). The Western
media are racist and hypocritical (1 [8 /-/]). The West's white supremacy is in decline and isolation
incompatible with the role of a world leader (1 [5: 5/-/]). — The US and the West smear China in
Russia-Ukraine conflict (3 [23/-/]). The US charges China in taking Russia’s side (1 [2 /-/]). The US
wants to break China-Russian relations (3 [7/-/]). — The US and the West push India to condemn
Russia (1 [3/-/]). The US strives to involve India into military cooperation (1 [5: 3/0/; 2/-/]). The US
wants to break China-India relations (1 [1/-/]). — The West unfairly blames Russia on ‘colonization’
of Africa (1 [2/-]).

EUROPE: 15 TQ [77 descriptions: 34/0/; 12/+/; 31/-/]
Europe has unsolved ethnic problems caused by European integration (1 [6/-/]). The Russia-Ukraine
conflict causes contradictions and divisions within Europe (1 [11: 3/0/; 1/+/; 7/-/]). European
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countries which have a history of conflicts with Russia see it as a “threat” (1 [5/0/]). Europe is divided
into two civilizations (1 [2/0/]). It wants to expand and reinforce its identity (1 [5/0/]). It redraws its
ideological boundaries with Russia (1 [3/0/]), and defends its own civilization from Russia (1 [6/0/]).
Europe returns to its old aggressive conservatism (1 [8: 6/0/, 2/-/]. It strives to recreate the world of
the other (1 [6: 4/0/, 2/-]). For Europe, the Russia-Ukraine conflict is the foremost security threat
(4 [20/-1]). Europe suffers a humanitarian crisis caused by the Russian-Ukraine conflict (1 [4/-1]).
Europe sees that sending arms to Ukraine undermines its security and stability (1 [4 /+/]). Not all
European states support sanctions against Russia (2 [5+]). To prosper, Europe should be peaceful
(1 [1/4/]) and maintain neutrality (1 [1/+/]).

GERMANY: 2 TQ [14: 1/0/; 12/+/; 1/-/]
Germany has always had Russia as an ally (1 [9: 1/0/; 8 /+/]), while the UK and the US are German’s
permanent rivals (1 [5: 4/+/; 1/-1]).

FRANCE: 4 TQ [15: 14/+/; 1/-/]
France, a country with influence, is sceptical about NATO (1 [4 /+/]) because France disagrees with
the US’s leading role in it (1 [4 /4/]). Irrespective of the US’s pressure (1 [1: 1 /-/]), France may leave
NATO because of Russia-Ukraine conflict (1 [6 /+/]).

(3) NON-WESTERN WORLD: 24 TQ

CHINA: 12 TQ [56 descriptions: 56/+/]
China fought with fascism in WWII (1 [2/+/]). China plays an important role in the world economy
(1 [4/+/]) and provides prosperity of its citizens (1 [6: 6/+/]). China is a protagonist of the globalized
world (1 [1/+/]). It is interested in cooperation with Latin America (1 [5/+/]). China is aimed at real
international community with equal and fair rules based on international law (3 [9/+/]). China is not
a party to the Russia-Ukraine crisis (2 [2/+/]). China adheres to peace and talks (4 [21/+/]). China
calls for respecting and solving Russian concerns (1 [1/+/]). China and Russia remain partners
(1 [3/+/]). China disapproves of the sanctions against Russia (1 [1/+/]). China will never dance to
Washington's baton (1 [1/+/]).

INDIA: 3 TQ [7 descriptions: 5/0/; 2/+/]
India pursues its own national interests (1 [3: 1/0/; 2/+/]) and avoids sanctioning Russia (1 [2/0/].
India and Russia maintain friendly relations (1 [2/0/]).

ASIA / EAST: 2TQ [6 descriptions: 6/+/]
Eastern major powers adhere to peace and talks (1 [1/+/]). Asia should build its own security regime
(1 [5/+1)).

AFRICA: 4 TQ [5 descriptions: 5/+/]
African countries’ independent stance toward the Ukraine-Russia crisis is informed by a sober and
well-calculated assessment (1 [2/+/]). They resist Western bullying into condemning Russia (1 [1/+/])
and abstain from or oppose the respective resolution (1 [1/+/]). African countries adhere to piece and
talks (1 [3 /+/]).

NON-WESTERN WORLD: 3 TQ [22 descriptions: 22/+/]
Non-Western emergent countries lack trust in the world order of Western supremacy (1 [2/+/]). They
are aimed at real international community with equal and fair rules based on international law
(2 [6/+/]). Non-western countries disapprove of the sanctions against Russia (3 [14/+/]).

(4) WORLD: 10 TQ

WORLD: 10 TQ [43 descriptions: 41/+/; 2/-/]
The world is divived by confrontation caused by the Russia-Ukraine war (1 [2/-/]). Most countries of
the world maintain neutrality and do not join anti-Russian coalition initiated by the US (1 [6/+]).
Many countries of the world disapprove of the sanctions against Russia (3 [4/+/]). The world adheres
to peace and talks (3 [3/+/]). The world, not the West should participate in judgement of the Russian-
Ukraine war (1 [3/+/]). The Russia-Ukraine crisis has accelerated the decline of US hegemony in the
world (1 [13/+/]). The world gradually discards the US’ appeal and influence (1 [2/+/]). Now, the
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world witnesses a global geopolitical shift from the Western to Eastern dominance (1 [8: 4/0/; 4/+/]).
The world should be more aware of anti-global nationalistic discourse of any country (1 [4/+/]). The
world should benefit from global economic interaction (1 [2/+/]).

The analysis of data demonstrates considerable differences in factual salience of referential
parcels (Table 1) established with regard to the number of articles where they are featured, the
number TQ portraying the parcels, and the number of textuat descriptions implementing such
‘portraits’.

Table 1
The RUSSIA-UKRAINE WAR verbal NBPC:
salience of the referential parcels
Referential Number | Number Textual descriptions
parcels of of TQ Total Neutral Positive Negative
articles Qnt. % Qnt. % Qnt. % Qnt. %
UKRAINE 10 16 60 6.6 6 0.7 7 0.8 47 5.1
RUSSIA 8 11 47 5.2 1 0.1 46 5.1 - -
RUSSIA and 5 3 15 1.6 3 0.3 11 1.2 1 0.1
UKRAINE
US 20 14 100 11.0 3 0.3 - - 97 | 10.7
US and WEST 8 36 331 36.3 3 0.3 - - 328 | 36.0
NATO 11 11 82 9.1 1 0.1 - - 81 9.0
US and NATO 9 6 31 3.4 - - - - 31 3.4
EUROPE 10 15 77 8.5 34 3.9 12 1.3 31 3.4
GERMANY 1 2 14 1.5 1 0.1 12 1.3 1 0.1
FRANCE 1 2 15 1.6 - - 14 15 1 0.1
CHINA 8 12 56 6.1 - - 56 6.1 - -
INDIA 1 3 7 0.8 5 0.5 2 0.2 - -
ASIA | EAST 1 2 6 0.7 - - 6 0.7 - -
AFRICA 1 4 5 0.5 - - 5 0.5 - -
NON-WESTERN 3 3 22 2.4 - - 22 2.4 - -
WORLD
WORLD 6 10 43 4.7 - - 41 4.5 2 0.2
Total 27 150 911 100 57 6.3 | 234 | 256 | 620 | 68.1

With regard to the number of articls featuring an actor, the most representrative are: US (20 articles
out of 27), NATO (11), EUROPE (10), UKRAINE (10), US and NATO (9), US and WEST (8), RUSSIA
(8), and CHINA (8). Among 150 thematic quanta (TQ) constituting the NBPC and evolving it into a
‘metatext’, 35 represent the actor US and WEST, which points to diversity of topics related to it. The
number of TQ remains relatively considerable for the actors UKRAINE (16 TQ), EUROPE (15 TQ),
US (14 TQ), CHINA (12 TQ), RUSSIA (11 TQ), and WORLD (10 TQ). The data show that the longest
‘metatext’ portrays the US considered autonomously and in its cooperation with NATO and the West
(55 TQ). The ‘metatext’ about the WESTERN WORLD in toto, including the US, NATO, Europe,
Germany and France, gets even more extended (86 out of 150 TQ). Therefore, while describing the
Russia-Ukraine war, the Global Times is more concerned with the role played in it by the Western
world, than with Russsia and Ukraine proper (30 TQ) or with the stance of non-Western countries
(24 TQ), China included. The frequency of textual descriptions subsumed by TQ also exposes an
unprecedental ‘visuality’ of the actor US and WEST (36.3% of the total — 911 descriptions), with the
actors US (11.0%), NATO (9.1%), and EUROPE (8.5%) to follow. All descriptions of the Western
world amount to 71.4% in the data body.
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The parcels’ emotive salience created by textual descriptions with a particular affective slant
displays a clear-cut distinction between ‘positive’ and ‘negative’ actors obviously identified by the
narrator as “We / Self/ Ours’ vs. “They / Others / Theirs’. The ‘positive” actors are RUSSIA, RUSSIA
and UKRAINE (in their cooperation), CHINA, ASIA / EAST, NON-WESTERN WORLD, and WORLD.
The definitely ‘negative’ actors are UKRAINE, US, NATO, and WEST. An intermediate assessment —
rather ‘neutrally-positive’ than ‘negative’ — is assigned to EUROPE, where GERMANY and FRANCE
are, however, viewed as ‘positive’. Prevailing factual salience of the ‘negative’ acrors representing
the Western world accounts for prevailing negativity of the analysed media narrative in general:
68.1% of its textual descriptions have a negative bias.

The intended ‘negative’ or ‘positive’ image of an actor gets entrenched and thus primed in the
recepient’s mind through iterations of textual descriptions featiring particular thematic quanta. In the
data, the intended ‘primed’ constructs encountered in more than one article are:

v Negative: WEST /-/: To pursue its own geopolitical interests in the search of global dominance,
the US creates security troubles (13 [51/-/]) and manipulates other countries (3 [13/-/]). The West’s
attitude to Ukraine is a blatant demonstration of white supremacy particularly exposed in accepting
Ukraine’s refugees (2 [39-/]). The US, the West and NATO are responsible for the war in Ukraine
(10 [38/-1]). Expansion of NATO undermines Europe’s security, as Russia may severely respond
(3 [32/-1]). The US benefits from Russia-Ukraine conflict (10 [31/-/]). The US and the West
established an unfair world order of Western supremacy (5 [23/-/]). The US and the West smear
China in Russia-Ukraine conflict (3 [23/-/]). The US and the West use Ukraine as a tool against
Russia (8 [21: 1/0/; 20/-/). NATO, led by the USA, moves eastward and threatens Russia (7 [19/-/]).
The West’s sanctions against Russia ruin the world economy (5 [18/-/]). The US and the West supply
Ukraine with weapons (5 [15: 2/0/; 13/-/]). The US and the West want to prolong the war and damage
Russia (5 [15 /-/]). The US and the West aggravate the crisis in Ukraine (6 [11/-/]). The US and NATO
do not want peace talks between Russia and Ukraine (2 [9/-/]). The US and the West don 't care about
Ukraine’s sovereignty and economic prosperity (3 [9/-/]).

v’ Positive: RUSSIA /+/: Russia seeks security for the Russian people within and outside the country
(3 [14: 1/0/; 13/+/]).; UKRAINE and RUSSIA ((together) /+/: Russia-Ukraine issue should have a
peaceful settlement (3 [13: 3/0/; 10/+/]); CHINA /+/: China adheres to peace and talks (4 [21/+/]).
China is aimed at real international community with equal and fair rules based on international law
(3 [9/+/]); NON-WESTERN WORLD: Non-Western countries disapprove of the sanctions against
Russia (3 [14/+/]).

The above emotively loaded ‘story’, being told over and over again, gets appropriated by the
readers as their own worldview. To enhance the workings of emotivity rendered verbally, media texts
use emotively loaded political cartoons.

5.2. The RUSSIA-UKRAINE WAR narrative-based visual concept:
a cognitive ontology

In 27 cartoons, the actors of the RUSSIA-UKRAINE WAR verbal narrative retain their ‘negativity” and
‘positivity’ and show up as primary or secondary constituents of an image. The visual ‘text’ of
cartoons overlaps with the following parts of verbal text (the indication of TQ’s salience is retained):

US /-/: 12 TQ [primary constituent: 18 cartoons]
To pursue its own geopolitical interests in the search of global dominance, the US creates security
troubles (in section 5.3 — examples 1, 2, 3, 4, 5). The US’s aspirations to global dominance pose a
threat to the world (example 2). The US benefits from the expansion of NATO (example 6). The US
supported Nazis in WWII, and supports Ukrainian Nazis now (example 4). The US is responsible for
the war in Ukraine (examples 9, 10). The US supplies Ukraine with weapons (examples 13, 14).
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The US aggravates the crisis in Ukraine (example 14). The US benefits from Russia-Ukraine
conflict (examples 15, 16). The US may turn other regions into tinderboxes (example 17). The US
strives to involve India into military cooperation (example 18). The US is finger-pointing on the
cooperation of other countries with China (example 19). The US smears China in Russia-Ukraine
conflict (examples 10, 11).
US and WEST / WEST /-/: 6 TQ [primary constituent: 7 cartoons]

The US established an unfair world order of Western supremacy (examples 19, 24). The world order
of Western supremacy challenges global peaceful development and loses trust (example 20). The
West’s white supremacy is fully exposed in accepting Ukraine’s refugees (example 22). The West's
white supremacy exhibits its decline and isolation incompatible with the role of a world leader
(example 23). The US and the West charge China in taking Russia’s side (example 12). The West
unfairly blames Russia in ‘colonization’ of Africa (example 21).

EUROPE /-/: 6 TQ [primary constituent: 2 cartoons; secondary constituent: 2 cartoons]

The Russia-Ukraine conflict causes contradictions and divisions within Europe (example 25). Europe
is divided into two civilizations (example 26). It wants to expand and reinforce its identity (example
26). For Europe, the Russia-Ukraine conflict is the foremost security threat (example 25). The US
manipulates other (European) countries (example 3). The US aspires to hegemony in Europe
(example 4).

US and NATO /-/: 2 TQ [primary constituent: 4 cartoons]
NATO, led by the US, moves eastward and threatens Russia (examples 5, 7, 8, 9). The US and
NATO ignore Russia’s need in security (example 7).

FRANCE /+/: 1TQ [primary constituent: 1 cartoon]
France may leave NATO because of Russia-Ukraine conflict (example 27).

RUSSIA /+/: 2 TQ [secondary constituent: 2 cartoons]

Russia seeks security for the Russian people within and outside the country (example 7). By launching
a military operation against Ukraine, Russia wants to overthrow the post-Cold War unipolar world
order dominated by US hegemony (example 24).

CHINA /+/: 3 TQ [secondary constituent: 4 cartoons]

The US and the West smear China in Russia-Ukraine conflict (examples 10, 11). The US and the
West charge China in taking Russia’s side (example 12). The US is finger-pointing on the cooperation
of other countries with China (example 19).

INDIA /+/: 1 TQ [secondary constituent: 1 cartoon]

India avoids sanctioning Russia (example 18).

The data show that the cartoons tend to support those TQ of the verbal text that have absolute
and relative salience. Among 24 verbal TQ supported by the cartoons, 10 are absolutely salient (bold
italics), and 5 are relatively salient (italics). The non-salient TQ are mostly semantically contiguous
with the salient ones. Salience of particular verbal TQ is boosted through iteration of the related
cartoons. In such a way, multimodality promotes the intended entrenchment of the ‘core’ story in the
reader’s mind. The ‘core’ story is: To pursue its own geopolitical interests in the search of global
dominance, the US creates security troubles (4 cartoons). NATO, led by the US, moves eastward
and threatens Russia (4 cartoons). The US established an unfair world order of Western supremacy
(2 cartoons). The US is responsible for the war in Ukraine (2 cartoons). The US supplies Ukraine
with weapons (2 cartoons). The US benefits from Russia-Ukraine conflict (2 cartoons). The US
smears China in Russia-Ukraine conflict (2 cartoons).

Integrated into an individual verbal text, the cartoon interacts with it in a specific way. This
interaction is the issue of our further consideration.
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5.3. The narrative-based concept RUSSIA-UKRAINE WAR:
interaction of visual and verbal modes in individual texts

In each individual media article, the visual content interacts with the verbal content via accentuation
(making an emphasis on the verbally defined entity), elaboration (adding a new property to the
verbally defined entity), extension (adding a contiguous congruent entity to that which is verbally
defined), questioning (adding a contiguous incongruent entity to that which is verbally defined), and
combining (adding a noncontiguous entity to that which is verbally defined). The ways of interaction
between 27 cartoons and the respective verbal texts is represented below. In the illustrations, the
verbal TQ, which retains indication of its salience throughout the data, also has the notation pointing
to the quantity of TQ’s descriptions in the considered text.

(1) To pursue its own geopolitical interests in the search | Illustration: Liu Rui/GT
of global dominance, the US creates security troubles
[2/-]. > Elaboration (military security troubles).

Cartoon: metaphor. A person (the US) who is sitting
on the throne which is made of missils (= MILITARY
CONFLICTS), and which is on top of the globe

(the WORLD).

(GT, 2022, April 1)

(2) To pursue its own geopolitical interests in the search | Illustration: Liu Rui/GT
of global dominance, the US creates security troubles
[5/-/]. The US’s aspirations to global dominance pose a
threat to the world [2/-/]. > Elaboration (the threat is
cold war, zero sum, and ideological bias).

Cartoon: metaphor. A person (the US) who is planning

to erect a building (the WORLD) made of bricks

(COLD WAR, ZERO SUM, IDEOLOGICAL BIAS).
(GT, 2022, April 30)

WAL

(3) To pursue its own geopolitical interests in the search | Illustration: Liu Rui/GT

of global dominance, the US creates security troubles | “&
[2/-1]. = Extension (security troubles created via
manipulations).

Cartoon: metaphor. A puppeteer (the US) who
manipulates the puppets (EUROPEAN COUNTRIES).

(GT, 2022, March 13b)

(4) To pursue its own geopolitical interests in the search | Illustration: Liu Rui/GT
of global dominance, the US creates security troubles | & g 7
[2/-1]. The US supported Nazis in WWII, and support | \

Ukrainian Nazis now [5/-/]. “US works with Nazis to A ==
exploit Europe both in WWII and at present.” = ,
Extension (security troubles caused by manipulations).

Cartoon: metaphor. A puppeteer (the US) who
manipulates the puppets (EUROPEAN COUNTRIES).
(GT, 2022, April 30)
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(5) To pursue its own geopolitical interests in the search
of global dominance, the US creates security troubles
[2/-1]. = Extension (security trouble created via
NATO expansion).

Cartoon: metaphor. A person (the US) who throws a
lighter (NATO EXPANSION) to the powder kegs
(RUSSIA-UKRAINE CONFLICT).

(GT, 2022, March 5)

Hlustration: Liu Rui/GT

 RUSSTA-UKRAINE
CONELICTS

(6) The US benefits from the expansion of NATO
[2/-]. > Elaboration (the US rules NATO).

Cartoon: metaphor. A person (the US) who marks his
gains (NATO COUNTRIES) on the globe with the flags
stuck in his pocket (PLACE OF NATO).

(GT, 2022, May 18)

Hlustration: Liu Rui/GT

(7) NATO, led by the US, moves eastward and threatens
Russia [6/-/]. Russia seeks security [2/+/]. =
Elaboration (NATO led by the US is an intruder).

Cartoon: metaphor. A person (NATO) who intends to
intrude into the foreign territory (RUSSIA).

(GT, 2022, March 10)

(8) NATO, led by the US, moves eastward and threatens
Russia [1/-/]. NATO and the US ignore Russia’s need
in security [3 /-/]. - Elaboration (the threat is fraught
with danger).

Cartoon: metaphor. A person (the US) who throws
a lighter (NATO EXPANSION) to the powder kegs
(RUSSIA-UKRAINE CONFLICT).

(GT, 2022, March 22b)

" RUSSIA-UKRAINE
CONFLICTS

(9) The US is responsible for the war in Ukraine [7/-/].
—->_Extension (responsible because of NATO
expansion).

Cartoon: metaphor. A person (the US) who throws
a lighter (NATO EXPANSION) to the powder kegs
(RUSSIA-UKRAINE CONFLICT).

(GT, 2022, March 1)

Hlustration: Liu Rui/GT

" RUSSIA-UKRAINE
CONFLICTS
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(10) The US is responsible for the war in Ukraine [8/-/].

The US aggravates the crisis in Ukraine [1/-/].
The US smears China in Russia-Ukraine conflict
[7/-1]. >_Accentuation (responsible, aggravates,
smears).

Cartoon: metaphor. A person (the US) who adds fuel
to the fire (RUSSIA-UKRAINE WAR), inviting
the other (CHINA) to help put it out.

(GT, 2022, March 4b)

Hlustration: Liu Rui/GT

(' WHY CAN'T CHINA DO
MORE TO HELP PUT
OUT THE FIRE?

(11) The US smears China in Russia-Ukraine conflict

[10 /-/]. = Accentuation (smears).

Cartoon: metaphor. A person (the US) who is
shooting dirty arrows (ACCUSATIONS) at the target
(CHINA).

(GT, 2022, March 17)

Hlustration: Liu Rui/GT

(12)

The US and the West charge China in taking Russia’s
side [2 /-/]. > Elaboration (the US and the West are
failures).

Cartoon: metaphor. The captain (the US) of a crew

(the WESTERN LEADERS) in a leking boat (the
WEST) who is shooting at the one (CHINA) standing
by his friend (RUSSIA).

(GT, 2022, March 22a)

(13) The US supplies Ukraine with weapons [1/-/]. >

Extension (supplies weapons and, at the same time,
speaks of the conflict’s diplomatic solution).

Cartoon: metaphor. A person (the US) who is a
warmonger pretending to be a peacemaker.

(GT, 2022, March 3)

WE'VE ALWAYS
INDICATED THAT
WE WANTED TO
FIND A
DIPLOMATIC
SOLUTION..

(14)

The US supplies Ukraine with weapons [2/0/;
3/-1]. The US aggravate the crisis in Ukraine [5/-
/]. >_Accentuation (supplies with weapons,
aggravates the crisis).

Cartoon: metaphor. A person (the US) who
supplies firewood (WEAPONS) to fan flames that
heat a boiling cauldron (UKRAINE CRISIS.)

(GT, 2022, April 20a)

UKRAINE

CRISIS
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(15) The US benefits from Russia-Ukraine conflict [2/-/].
“... 1t [the US] could profit from war for the
American military-industrial complex”. >
Elaboration (monetary profit).

Cartoon: metaphor. A person (the US/ITS
MILITARY-INDUSTRIAL COMPLEX) who uses
a meat grinder (the WAR IN UKRAINE) to make
mincemeat (MONEY).

(GT, 2022, March 20)

Hlustration: Liu Rui/GT

QpALTIAES

(16) The US benefits from Russia-Ukraine conflict
[1 /-] “making a fortune from war”. - Elaboration
(the profit of military-industrial complex)

Cartoon: metaphor. A person (the US/ITS
MILITARY-INDUSTRIAL COMPLEX) who uses
a meat grinder (the WAR IN UKRAINE) to make
mincemeat (MONEY).

(GT,2022, March 24)

Hlustration: Liu Rui/GT

OBALTIAES

(17) The US may turn other regions into tinderboxes
[4/-11.=> Extension (the war in Ukraine organized by
the US causes drastic consequences for Europe as the
US’s ally).

Cartoon: metaphor. A person (the US) who is
sticking knives (MISFORTUNES) into the back of his
ally (EUROPE) in Ukraine crisis.

(GT, 2022, May 13)

US ALWAYS
STANDS WITH
1TS ALLIES

(18) India avoids sanctioning Russia [2/0/]. The US
strives to involve India into military cooperation
[3/0/; 2/-1]. The US manipulates other countries to
pursue its own geopolitical interests [6/-/] >
Accentuation (pooling into sanctions).

Cartoon: metaphor. A person (the US) who tries to
forcefully draw the one (INDIA) onto his own
territory (SANCTIONS).

(GT, 2022, March 13a)

(19) The US has established an unfair world order of
Western supremacy [4/-/]. The US is finger-
pointing on the cooperation of other countries with
China [2/-/] > _Accentuation (supremacy, finger-
pointing).

Cartoon: metaphor. A person (the US) who is sitting

on top of the bridge (GLOBAL COOPERATION) and

warning others (LATIN AMERICA) against China.
(GT, 2022, May 9)
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(20) The world order of Western supremacy challenges | |llustration: Liu Rui/GT
global peaceful development and loses trust [5/-/].
- Elaboration (supremacy tries to silence others).

Cartoon: metaphor. A person (the US) uses
a loudspeaker (WESTERN NARRATIVE) not to let
others (NON-WESTERN WORLD) speak.

(GT, 2022, May 4)

(21) The West unfairly blames Russia in ‘colonization’ Illustration: Chen Xia/GT
of Africa [3 /-/]. > Accentuation (unfair blaming).

Cartoon: metonymy. A NATO representative standing
for the WEST. Y

(GT, 2022, March 28)

I WASN'T AWARE Y
RUSSIA HAD
COLONIES IN AFRICA)

(22) The West's white supremacy is fully exposed
in accepting Ukraine refugees [13/-/]. &>
Accentuation (racial discrimination).

Cartoon: metonymy. Putting a barrier at the border
stands for DISCRIMINATION.

(GT, 2022, April 7)

(23) The West's white supremacy exhibits its decline and
isolation incompatible with the role of a world leader
[5/-/]. > Accentuation (decline of supremacy) +
combining (Napoleon’s rule, Columbus’s conquering
American Indians).

Cartoon: metaphor. A person (the US) who is the

captan of a leaking boat (the WEST’S WHITE

SUPREMACY) moving ahead to conqure aborigins.
(GT, 2022, March 4a)

(24) The US established an unfair world order of
Western supremacy [11/-/]. By launching military
operations against Ukraine, Russia wants to
overthrow the post-Cold War unipolar world order
dominated by US hegemony [13 /+/]. > Elaboration
(failing supremacy).

Cartoon: metaphor. A person (the US) who sees
himself as No 1 world leader has a patched burning
suit (WESTERN SUPREMACY).

(GT, 2022, May 15)
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(25) For Europe, the Russia-Ukraine conflict is the [llustration: Chen Xian/GT
foremost security threat [1/-/]. The Russia-Ukraine
conflict causes contradictions and divisions within
Europe [3/0/; 1/+/; 7/-/]. > Accentuation (threat,
divisions).

Cartoon: metaphor. An object (EUROPE) which is hit
by a hammer (RUSSIA-UKRAINE CONFLICT).
(GT, 2022, April 17)

(26) Europe is divided into two civilizations [2/0/].
Europe wants to expand and reinforce its identity
and civilization [5/0/]. “We should not see the
Russia-Ukraine conflict as a manifestation of the
decline of European civilization”. - Questioning
(no decline vs. decline).

Cartoon: metaphor. A lopsided object (EUROPE)
which has shaky supports (IDENITY AND
CIVILIZATION).

(GT, 2022, April 20b)

27) Franqe may leave NATO becguse of Rus_sia-Ukraine llustration: Chen Xia/GT
conflict [5: 5 /+/]. > Elaboration (hesitation as to

staying in NATO).

Cartoon: metaphor. A person (FRANCE)
contemplating on the NATO symbol.

(GT, 2022, March 7)

Overall, we can see that in the analyzed data the cartoons tend to add a new detail to the entity
described in the verbal text (elaboration exposed in 11 articles) or to emphasise such entity
(accentuation exposed in 8 articles). The cases when the cartoon adds a new contiguous entity
congruent with that described in the verbal text (extension exposed in 6 articles) are lest frequent. The
least frequent, represented by single occurences, are the instances of incongruence, or contradistion,
demonstrated by contiguous entities (questioning exposed in 1 article) and convergence of
noncontiguous entities (combining exposed in 1 article).

In example (26), demonstrating questioning, the metaphorical cartoon portrays a lopsided plate
(presumably a road sign) named ‘Europe’. The plate has shaky supports pointing to serious troubles
experienced by Europe. Meanwhile, the verbal text hardly describes such troubles directly. Here, the
description “We should not see the Russia-Ukraine conflict as a manifestation of the decline of
European civilization” contradicts the cartoon. The verbal text proper includes such TQ: ‘Europe is
divided into two civilizations — democratic and non-democratic’ [2/0/], ‘Europe returns to its old
aggressive conservatism’ [6/0/; 2/-/], ‘Europe redraws its ideological boundaries with Russia’ [3/0/],
‘Europe defends its own civilization from Russia’ [6/0/], ‘Europe wants to expand and reinforce its
identity and civilization’ [5/0/], and ‘Europe strives to recreate the world of the other’ [4/0; 2/-/].
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Neither of these TQ, which are mostly neutral, directly agrees with the negatively loaded cartoon.
The latter alludes that ‘though it doesn’t look like a decline, it is actually a decline’.

In example (23), illustrating accentuation and combining, the cartoon features a leaking boat
(the West’s white supremacy) with a crew (the Western leaders) whose captain (the US) on deck
wears a hat like that of Napoleon, and is looking through binoculars (like Columbus) in search of
aboriginal lands (NON-WESTERN COUNTRIES). The cartoon obviously links to the verbal TQ ‘The
West's white supremacy exhibits its decline and isolation incompatible with the role of a world
leader’. Here, the cartoon accentuates the idea of decline (= leaking boat) and combines the fact ‘the
US leads the West’s white supremacy’ with the precedential facts ‘Napoleon is a famous leader who
waged wars’, and ‘Columbus is the conqueror of American Indians’.

Presumably, the narrator’s preference for cartoons that accentuate, elaborate and extend
information rendered by the verbal text is explained by their ‘readability’, or meaning transparence,
as compared with the cartoons that question the verbal content or combine it with the events deemed
similar. The last two types of visual-verbal interaction require more sophistication, which, as it seems,
the Global Times does not expect from its readers.

6. Concluding discussion
The results of our study are consonant with the conclusions of political analysts who say that Chinese
mainstream media echo the Russian narrative on the Russian-Ukraine war, avoides any blame of
Moscow for the invasion, and portrays sympathy for Russia’s perspective. Specifically,

Beijing has struggled to maintain a facade of neutrality despite refusing to support or condemn
its ally's invasion of Ukraine and has repeatedly blamed the United States and NATO'’s ‘eastward
expansion’ for worsening tensions (Lewis, 2022).

The Chinese media has peddled the dual narrative of vilifying the West and glorifying China’s
supposed mediatory role in the crisis, even as the war continues to rage in Ukraine.”
The coverage of the crisis by Chinese media has been less about Ukraine and Russia and more
about China and the West (Banerjee, 2022).

One big point of convergence between China and Russia is the framing of the war as the
responsibility of NATO or the West. We see how Russia itself explains this war as being pushed
by NATO ...which overmilitarized the region at the border. Chinese state media has taken up a
similar threat in different wordings (Chan, 2022).

The ‘wordings’ of the Chinese state media were in focus of our research. The analyzed articles,
published in the Global Times, a Chinese popular outlet used as a ‘voice’ of Chinese government’s
propaganda, depict the Russia-Ukraine war without any reference to the horrific humanitarian and
material damage incurred by Russia to Ukraine on the false pretext of ‘fighting with Nazism’. The
newspaper does not portray war crimes committed by Russia. Instead, it depicts the ‘crime’ of the West
which, ‘striving for the world hegemony’, has ‘unleashed the war’ and ‘escalates it” through supplying
Ukraine with weapons. The main message of the GT addressed to the reader and intended for
entrenchment in the public mentality is: To pursue its own geopolitical interests in the search of global
dominance, the US and the West create security troubles. NATO, led by the US, moves eastward and
threatens Russia. The US has established an unfair world order of Western supremacy. The US is
responsible for the war in Ukraine. The US and the West supply Ukraine with weapons. The US
benefits from Russia-Ukraine conflict. The US and the West smears China in Russia-Ukraine
conflict. Produced by a governmental media resource, and “aimed at shaping the behaviour of domestic
and international actors” (Miskimmon et al., 2013, p. 20), this message can be defined as strategic. And
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it turns out to be such, considering the reaction of Chinese social media echoing the government’s
propaganda (Young, 2022). The GB’s strategic message about the RUSSIA-UKRAINE war is to be
possessed by the readers not because of persuasive argumentation supplied with evidence (which is not
even hinted at), but because of multiple iterations of this message in the verbal and visual ‘texts’ co-
deployed in the GB’s articles. Supplied with political cartoons, they form a multimodal political media
narrative rendering thematically homogeneous information through verbal and visual codes.

The contemporary studies of multimodal political media narratives, being interdisciplinary,
have implications for a number of scholarly domains. Linguistically, they contribute to understanding
how different codes co-work to make up the narrative’s meaning. Psychologically, the studies of
multimodal political narratives employed by media are important for understanding what makes such
narratives an efficient tool for manipulating public opinion. Politically, understanding the nature of
multimodal narratives is beneficial for PR, propaganda and counter-propaganda. At present, Ukraine
has an obvious necessity to develop efficient counter-narratives capable of discarding Russian anti-
Ukrainian destructive narratives disseminated worldwide. This task requires understanding the
destructive narrative’s ‘anatomy’.

Our linguistically oriented research proposes methodological instruments to ‘dissect’ the
multimodal political narrative rendered by media texts. We argue that the analysis of such narrative
should consider its semiotic and cognitive aspects. The semiotic aspect concerns the types of modes
and their interaction — paratactic (coordinate) or hypotactic (subordinate). The cognitive aspect, which
is the innovative highlight of this study, embraces (a) definition of a narrative-based political concept
as a bounded scope of information rendered by thematically homogeneous multimodal texts;
(b) building cognitive ontologies for the information featured by each mode; (c) examination of the
ways in which these ontologies interplay. Application of the methodological instruments was
demonstrated with the analysis of articles on Russia-Ukraine war published by the Global Times. The
analysis allowed us to make a number of conclusions as to how the visual ‘text’ of political cartoons
interacts with the verbal text, and how the narrative is made to mold the intended meaning and
entrench it in the public mentality. In the newspaper, the fulfilment of this task is facilitated by the
visual ‘text’, which, along with political cartoons, includes photographs. Exposure of their role in the
GB’s multimodal narrative on the Russia-Ukraine war is the objective of our further study that will
employ and specify the methodological apparatus suggested in this paper.
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AHoTauis
Y po0orTi mpeacTaBiIeHo AOCTIAHUIIBKIN IPOEKT, 31HICHIOBaHUH Ha TIEPETHHI MOMITHIHOI, MyJIbTUMOJATEHOT
Ta KOTHITUBHOI JIIHTBICTHKH. Y (HOKYCi TOCTIDKEHHS mepedyBae pociiicbKo-yKpaiHChKa BiliHa, IPEICTaBIeHA
B Oepesni—TpaBHi 2022 poKy B aHIJIOMOBHOMY BHIaHHI KuTaiickkoro Tabioiny the Global Times, oxHomy 3
‘TOJI0CIB’ KATAMCHKOI IepkaBHOI IMpoIaralan, OpI€HTOBAHOI HAa PO3IIOBCIOIKEHHS POPOCIHCHKUX HAPATHBIB.
AmHaiizoBaHi MemiifHI CTaTTi MICTATh MOJITHYHI KapUKAaTypH 1 MOXYTh, THM CaMUM, OYTH BH3HA4YEHi SIK
MYyJIBTAMOANBHI TeKCTH. CYKYITHO, BOHH KOHCTPYIOIOTh HapaTHB, a00 ‘iCTOPiI0’, aapecoBaHy MiXKHAPOTHUM
guTayaM i CIpsIMOBaHy Ha ()OPMYBaHHS B HUX CBITOTJISITY, CIpHATAMBOrO st Pocii. BuBuenHs HamMu miboro
HapaTHBY Ma€ Ha METi pEKOHCTPYIOBAHHS IIOPTPETOBAHOTO HUM MEHTAIILHOrO 00pa3y i BUSBICHHS B3aEMOJIL
MK HOro BepOabHOIO 1 Bi3yaJIbHOK iIMOCTCSAMH Yy CIOCIO, SKHH CHpHUsE YKOPIHEHHIO TOBIIOMIICHHS Y
CBimoMOCTi umTada. /|11 BUKOHAHHS IIHOTO 3aBAAaHHS MH IMPOIMOHYEMO JIHTBOKOTHITUBHY METOOIIOTIIO,
ITOPUTMIYHE 3aCTOCYBAaHHS SIKOI YMOJJIMBIIOE MOOYAOBY KOTHITHBHUX OHTOIOTIH, SIKi CTPYKTYPYIOTh
iH(OpMaLilo, TpaHCIbOBaHY BEpPOAIBLHUMH 1 Bi3yalbHUMU 3aco0amMu. CKIIAIHUKKA KOXKHOI OHTOJIOTi MalOTh
(akTyapHy 1 €MOTHMBHY IPOMIHAHTHICTh, 3aJI&KHY BiJ{ KUIBKOCTI BINMOBITHUX EMITIpUYHO HaJAHUX
TEKCTOBHMX AECKPHUINLINA. MU NOKa3zyeMo, SIK HNEPETUH OHTOJIOTIH MiJCHIIOE MPOMIHAHTHICTH KIIFOUOBOTO
€MOTHBHO KOHOTOBAHOT'O TOBIJOMIICHHSI, aJ[peCOBAHOTO TpOMadi. Y AOCIHIIKEHHI B3aeMOis BepOaIbHOI 1
Bi3yaJIbHOI MOZIAJIBHOCTEH B KOHKPETHHUX TEKCTAaX XapaKTEePU3Y€EThCs B TEPMIHAX aKLEHTYallii, HAPOILyBaHHS,
MTOITUPEHHS], 3IITOBXYBAaHHS 1 KOMOIHYBaHHS, IO PO3TIIAMAIOTHECS SK YHIBEpCAbHI CIIOCOOM PO3rOpPTAHHS
iHbOopMaIlii, ki BUXOIATH 33 MeXi MeTahOpHIHOI IIApHHHU, Jie BOHU Oyim Bepire Biu3HadeHi Jx. Jlakopdom
i M. Tepaepom (1989).

KirouoBi cioBasS: momiTHUHWE HapaTWB, MENIMHMHA TEKCT, MYJIbTUMOAAJBHICTH, BepOaIbHUN
1 Bi3yaJIbHUH MOJYCH, TOJIITHYHA KapUKaTypa, JOCHiTHUIIbKAa METOMIOJIOTISA, JTIHTBOKOTHITUBHHMA MIiAXiJ,
nponarasa, npopociiicbki 3MI Kurato, pociiicbko-ykpaiHcbka BiliHa.
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GUIDELINES FOR CONTRIBUTORS 2020
General information

“Cognition, communication, discourse” (CCD) is an on-line open-access journal in Linguistics
and languages, Literature, and Philology (UDC Subjects 80, 81, 82). Both its editorial team and the
choice of authors are international.

Aims and scope. CCD focuses on language as an instrument for construing meaning, exchanging
information and a form of social practice. It focuses on high-quality doctoral and post-doctoral research
in cognitive linguistics, linguistic pragmatics, including cognitive pragmatics, corpus linguistics, and
discourse analysis and on interdisciplinary approaches in neighboring research areas such as semantics,
conversation analysis, ethnomethodology, sociolinguistics, and psycholinguistics.

Our aim is to publish innovative content, which contributes to cognitive and communicative
linguistic theories drawing attested data from a wide range of languages and cultures in synchronic
and diachronic perspectives. Alongside full-length articles, the journal welcomes discussion notes
and book reviews on topics which are at the cutting-edge of research.

Mission. CCD presents a forum for linguistic research on the interaction between language and
cognition, structures and strategies of discourse, communication studies.

The journal is aimed at linguists, teachers, graduate and post-graduate students who are doing
their researches in Philology and conjoint spheres.

Article formats: Research article, Book review.

Language of publication: English, multiple. Summaries in English and Ukrainian.

Reviewing. CCD is a double-blind peer-reviewed journal. All research articles in this journal
undergo rigorous double-blind peer review, based on initial editor screening and refereeing by
anonymous referees. The journal is committed to meeting high standards of ethical behaviour
approved by the Ethical Code of The Scientist of Ukraine (ETnunuit kogekc yueHoro Ykpainu) and
by the Committee on Publication Ethics (COPE) (https://publicationethics.org/about) at all stages of
the publication process.

The editorial board reserves the right to reject an article that does not meet the established
requirements or the subject matter of the journal. In case of rejection of the article, the editorial board
gives the author a reasoned conclusion.

The term of reviewing the article does not exceed 2 months. The author is to make necessary
changes in his / her material in two-week’ time.

An article which was not recommended for publication by the reviewer is not accepted for
reconsideration. The text of the negative review is sent to the author by e-mail.

Publishing ethics. In accord with the principles of academic integrity, all articles undergo the
process of plagiarism checking using modern software and plagiarism online detector
“Strikeplagiarism.com” (owner “Plagiat.pl”’). The system establishes similarity coefficient 1 (the
percentage of text that determines the level of borrowing found in certain sources, consisting of text
fragments, containing at least 5 words) and similarity coefficient 2 (percentage of text that determines
the level of borrowing found in certain sources that consist of text fragments containing at least 25
words). The recommended indicators of originality of articles are:

. similarity coefficient 1 — no more than 20%,
« similarity coefficient 2 — no more than 5%.

The editorial board of the journal takes the final decision on the presence of plagiarism or the
lawfullness of borrowings found by the anti-plagiarist system.

Submission. Submission of the article is understood to imply that the article neither has been
published before nor is being considered for publication elsewhere. The manuscript should be
submitted by e-mail to the following address: cognition.discourse.journal@karazin.ua with a copy
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sent to the editor-in-chief  (iryna.shevchenko@karazin.ua),  executive  secretary
(alevtyna.kalyuzhna@karazin.ua) and technical editor (mykhailo.kotov@karazin.ua).

Important. No parts of the articles submitted to “Cognition, communication, discourse” should
be posted on the Internet prior to publication. Pre-publishing is possible with a corresponding
reference to CCD after the article is accepted and confirmed to be published.

Content arrangement of the paper

= Title of the paper in English (12 pts, bold, CAPITAL letters, align center).

= Name and surname of the author(s) (12 pts, align center).

= |nstitution, place, country (12 pts, align center).

= Abstract with key words (minimum 250 words or 1800 signs, 11 pts).

= Titles of the chapters (12 pts, bold).

= Text of the paper (12 pts).

= Notes if any.

= Abbreviations if any.

= References and Sources for illustrations (if any) (12 pts, bold, CAPITAL letters, align
right).

= Contact details — name(s) of the author(s) with their academic degree(s), name and
address of the affiliated organization, e-mail(s) and ORCIDS of the author(s).

Text format

All materials should be Times New Roman, 12, font 1; indentation 1,0 cm, margins: left — 2 cm., right
— 2 cm., top & bottom — 2.5 cm. The first lines in all sections are not indented.

Manuscripts may be submitted as email attachments in Microsoft Word 97-2003/2010 (author’s
name.doc/docx) if they do not contain unusual fonts. If special symbols are used their fonts should be
sent separately.

Contributions should be in English, may include multilanguage examples. Spelling should be
either British or American English consistently throughout the paper. If not written by a native
speaker of English it is advisable to have the paper checked by a native speaker.

Papers should be reasonably divided into numbered sections and, if necessary, sub-sections.

The title is preceded by the universal decimal classification (UDC) bibliographic code.
Example:

UDC code (left on top)
TITLE (TIMES NEW ROMAN, 12, BOLD, CAPITAL LETTERS, CENTERED)
First Author Name and Surname (Times New Roman, 12, Bold)
(Affiliation, City, Country)
Next Author Name and Surname (Times New Roman, 12, Bold)
(Affiliation, City, Country)

Abstract: (in English, Ukrainian, Russian, Times New Roman, 11)

Author’s name surname. Title of the article (bald). An abstract is a brief, comprehensive summary of the
contents of the article; it allows readers to survey the contents of an article quickly. The abstract should
normally be a single paragraph between 200 and 250 words (minimum 1800 signs, key words included). A
good abstract is accurate, nonevaluative, coherent and readable, clear and concise. It uses verbs rather than
their noun equivalents and the active rather than the passive voice; uses the present tense to describe
conclusions drawn or results with continuing applicability; uses the past tense to describe specific variables
manipulated or outcomes measured. An abstract for a theory-oriented paper should describe: how the theory
or model works and/or the principles on which it is based; what phenomena the theory or model accounts for;
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and its linkages to empirical results. An abstract for a methodological paper should comprise the general class
of methods being discussed; the essential features of the proposed method; and the range of application of the
proposed method. Given the small amount of words allowed, each word and sentence included in your abstract
needs to be meaningful. In addition, all the information contained in the abstract must be discussed in the main
body of the paper.

Keywords: List five to ten pertinent keywords specific to the article; use singular nouns.

1. Introduction
The body of a manuscript opens with an introduction that presents the specific problem under study
and describes the research strategy. The structure of the introduction should necessarily comprise the
author’s aims / tasks / objectives, the subject-matter and the material of the study.

Exploring the importance of the problem the article should state how it is related to previous
work in the area. If other aspects of this study have been reported previously, how does this report
differ from, and build on, the earlier report?

Describe relevant related literature. This section should review studies to establish the general
area, and then move towards studies that more specifically define or are more specifically related to
the research you are conducting. Your literature review must not be a series of quotations strung
together; instead it needs to provide a critical analysis of previous work.

State hypotheses and objectives, their correspondence to research. The statement of the
hypothesis should logically follow on from your literature review and you may want to make an
explicit link between the variables you are manipulating or measuring in your study and previous
research. The present tense is used to state your hypotheses and objectives.

Sections and subsections of the paper. Divide your article into clearly defined sections. Any
labeled sections / subsection should be numbered (i.e., 2. or 2.1, 2.2 if necessary) and given a brief
heading marked in bold (Times New Roman, 12 without full stops at the end). Each heading should
appear on its own separate line.

A good paragraph should contain at least the following four elements: transition, topic sentence,
specific evidence and analysis, and a brief concluding sentence. A transition sentence acts as a
transition from one idea to the next. A topic sentence tells the reader what you will be discussing in
the paragraph. Specific evidence and analysis support your claims that provide a deeper level of detail
than your topic sentence. A concluding sentence tells the reader how and why this information
supports the paper’s thesis.

2. Method
The Method section describes in detail how the study was conducted, including conceptual and
operational definitions of the variables used in the study. It also permits experienced investigators to
replicate the study.

The method section should be written in paragraph form with as little repetition as possible.
This section will often be broken down into subsections such as participants, materials and procedure.
The subsections you use will depend on what is useful to help describe and explain your experiment.

In the method section of the paper you should use the past tense since you are describing what
you did; for example, e.g. An experiment was performed..., The participants were instructed to ... .

3. Results
This section describes but does not explain your results; it provides the reader with a factual account
of your findings. You can, however, draw attention to specific trends or data that you think are
important. Your aim in your Results section is to make your results as comprehensible as possible for
your readers.

If you are presenting statistical results, place descriptive statistics first (means and standard
deviations) followed by the results of any inferential statistical tests you performed. Indicate any
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transformations to the data you are reporting; for example, you may report percentage correct scores
rather than straight scores. Raw data and lengthy whole transcripts of qualitative data should be put
in the appendices, only excerpts (descriptive statistics or illustrative highlights of lengthy qualitative
data) should be included in the results section.

In the results section you will need to use both the past tense and the present tense. The past
tense is used to describe results and analyses; for example, The knowledge scores were analyzed ...,
The results indicated ... .

The present tense is used with results that the reader can see such tables and figures; for
example, The data of growth rate in Table 3 illustrates how ... .

Authors should refer in the text to all tables and figures used and explain what the readers should
look for when using the table or figure. Focus only on the important point the readers should draw
from them, and leave the details for the readers to examine on their own. Each table and figure must
be intelligible without reference to the text, so be sure to include an explanation of every abbreviation
(except the standard statistical symbols and abbreviations).

Give titles to all tables and figures, number all tables sequentially as you refer to them in the
text (Table 1, Table 2, etc.), likewise for figures (Figure 1, Figure 2, etc.).

4. Discussion
If necessary an article may have more sections and subsections.

All examples are italicized. One word or word-combination examples are given within the body
of a paragraph.

Sentence or textual examples, preferably numbered through the article, are given in separate
paragraphs in italics (their source is given straight) with indentation 1,0 cm for the whole paragraph
and separated from the previous / following text by one blank line. Example:

(1) “I'm Prendergast,” said the newcomer. “Have some port?”
“Thank you, I'd love to.” (Waugh, 1980, p. 46)

5. Conclusions
This section simply states what the researcher thinks the data mean, and, as such, should relate directly
back to the problem/question stated in the introduction. By looking at only the Introduction and
Conclusions sections, a reader should have a good idea of what the researcher has investigated and
discovered even though the specific details of how the work was done would not be known. After
moving from general to specific information in the introduction and body paragraphs, your conclusion
should restate the main points of your argument.

Conclusions should finish up with an overview of future possible research.

Acknowledgments (not obligatory and not numbered paragraph). Identify grants or other
financial support (and the source, if appropriate) for your study. Next, acknowledge colleagues who
assisted in conducting the study or critiquing the manuscript. End this paragraph with thanks for
personal assistance, such as in manuscript preparation.

Footnotes should be avoided. Any essential notes should be numbered consecutively in the text
and grouped together at the end of the paper.

In-text citations. The journal uses APA-6 format (APA style). If you are directly quoting from a
work and the author is not named in a signal phrase, you will need to include the author, year of
publication, and the page number for the reference: (Pocheptsov, 1976, p. 15; Leech, 1985, pp. 373-4).

If the quotation includes the author's last name, it is simply followed by the date of publication
in parentheses; if no last name is mentioned in the text it is given in parentheses. For example:
According to Jones (2005), “Students often had difficulty using Gerunds and Infinitives, especially
when it was their first time” (p. 156). Or “Students often had difficulty...” (Jones, 2005, p. 156).


https://en.wikipedia.org/wiki/APA_style

144 ISSN 2218-2926 Cognition, communication, discourse, 2022, # 24

If you cite a work of two to five authors (use ‘&’ within parentheses; use ‘and’ outside
parentheses):

a) Becker and Seligman’s (1996) findings contradicted this result. This result was later contradicted
(Becker & Seligman, 1996). Mind no comma before & in citing two authors!

(b) Medvec, Madey, and Gilovich (1995) examined a group of Olympic medalists. Or medalists were
examined in (Medvec, Madey, & Gilovich, 1995) (Mind a comma before & in citing three to five
authors in parenthesis!) A subsequent citation would appear as (Medvec et al., 1995).

In case of six or more authors, cite only the last name of the first author, followed by “et al.”
and the year of publication: Barakat et al. (1995) attempted to ...

APA-6 In-Text and Parenthetical Citation Examples

Quote with author’s name in text Smith (2019) states that, “...” (p. 112).
Quote with author’s name in reference This is quoted as, “...” (Smith, 2019, pp. 112-4).
Paraphrasing with author’s name in text Smith (2019) stated these facts, too.
Paraphrasing author’s name in reference This fact has been stated (Smith, 2019).

No author — give title of work abbreviated to first major word This book is true (Long, 2019).

Italics for books & journals, “quotation marks” for articles & web pages This article is true (“Long,” 2019).

Citing entire website — put URL This has evidence (www.pubmed.gov).
Quote from website — use paragraph number According to, “...” (Smith, 2019, para. 4).
More than one author with same last name P. L. Smith (2018) and J. M. Smith (2019)
Source has more than one author in text Smith and Lee agree that (2019)

Source has more than one author in reference This is agreed upon (Smith & Long, 2019).
Citing more than one work We all agree (Smith, 2019; Lee, 2018).
Citing more than one work by same author published in the same year We all agree (Smith, 2019a, 2019b, 2019c¢)

Smith (2019a) believes .....
It has been reported ... (Smith, 2019c)

The quotations longer than three lines should constitute a separate block, indented 1.0 cm
paragraph(s), single spaced, font 12 pts, italics, with no quotation marks, e.g., Kévecses (2018, p. 133)
writes:

In sum, the intratextual use of conceptual metaphor does not necessarily produce
metaphorically homogenous discourse. In most cases, a variety of different conceptual
metaphors is used in particular media and other texts.............c.ccco v cecercervee e e ee e

For such quotations their author may be cited in a parenthesis below, not italicized, e.g.:

In sum, the intratextual use of conceptual metaphor does not necessarily produce metaphorically
homogenous discourse. In most cases, a variety of different conceptual metaphors is used in
particular media and other texts. This is a natural phenomenon, given the nature of conceptual
metaphors as based on the general structure of concepts (i.e., that the concepts have various
aspects and we use the conceptual metaphors to comprehend those aspects). (Kovecses, 2018, p.
133)

Quotation marks. Single quotation marks should be used for the translation of non-English
words, e.g., cogito ‘I think’.

Double quotation marks should be used in all other cases, i.e., direct quotations in running text.

Please always use rounded quotation marks (. . .””) not "straight" ones.

Dashes. Spaced EM dashes (long English dashes) are used as parenthetical dashes (“text —
text”). Please do not use double hyphens (--).


http://www.pubmed.gov/

ISSN 2218-2926 Cognition, communication, discourse, 2022, # 24 145

Unspaced EN dashes (a short dash corresponding to the Ukrainian dash) should be used between
inclusive numbers to show a range), e.g., 153-159, 1975-1979.

A long dash (EM dash, —) without spaces on the left or right in English texts might set off a
phrase at the end of a sentence—Ilike this one. Or, EM dashes may set off a phrase midsentence—a
technique that really draws a reader’s attention—as they do in this sentence.

Italics should be used for:
« Words, phrases, and sentences treated as linguistic examples
. Foreign-language expressions
. Titles of books, published documents, newspapers, and journals
. Drawing attention to key terms in a discussion at first mention only. Thereafter, these
terms should be set straight.
. Emphasizing a word or phrase in a quotation indicating [emphasis mine]

Bold or underlining may be used sparingly to draw attention to a particular linguistic feature
within numbered examples (not in the running text).

Please keep the use of italics and boldface type to an absolute minimum. CAPITAL LETTERS
and SMALL CAPS should not be used for emphasis.

Punctuation. Please use a serial comma (an Oxford comma or a Harvard comma) placed
immediately before the coordinating conjunction (and or or) in a series of three or more terms as in
“France, Italy, and Spain” (with the serial comma), but “France or Spain” (two terms only).

Put a comma before ‘which’ to introduce attributive clauses (“Tom’s book, which he spent ten
years writing, is now a best seller.””). Do not use a comma to introduce questions and prepositional
phrases (“in which”).

Abbreviations. List of Common Latin Abbreviations for APA Style

Abbreviation | Meaning Used inside of parentheses only
cf. “compare” or “consult” (to | Never put a comma after “...in (cf. Zeller & Williams, 2007)”.
contrast information)
e.g., “for example,” (exempli Always put a comma after: “Some studies (e.g., Macmillan, 2009)...”
gratia)
etc. “and so on” / “and so forth” | Put a comma before if used to end a list of at least two other items: “ (chemistry,
math, etc.). In other cases do not use a comma “(biology etc)”.
i.e., “that is,” (id est; specific | Always put a comma after: “(i.e., first, second, or third)”
clarification)
VS. “versus” Put a full stop after: “(low vs. high)”, do not italicize.
ibid. “ibidem” for citations Not used in APA to refer again to the last source previously referenced. Instead
give each citation using author names as usual.

References (Times New Roman 12, bald, caps, hot numbered)

A reference list (usually about 30 authors, preferably of the last decade) must comprise all the
references cited in the text of your paper, listed in alphabetical order at the end of the paper and not
numbered. Each reference in the reference list needs to contain all of the bibliographic information
from its source (citation style APA-6). In each new item, its first line is aligned right, other lines
(if any) are indented 1,0 cm. Please make your URL and DOI active.

For materials in Latin:
Books (authored work) & e-books:
Langacker, R.W. (2008). Cognitive grammar: A basic introduction. New York: Oxford University
Press.
Chandler, D. (1998). Semiotics for beginners. Retrieved September, 1, 2018, from
http://www.users.aber.ac.uk/dgc/Documents/S4B or doi: 10xxxx

Book chapter:
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Mind that editors’ first names are cited before their family names, with a comma before “&” for two or
more editors:

Haybron, D.M. (2008). Philosophy and the science of subjective well-being. In M. Eid, & R. J. Larsen
(Eds.). The science of subjective well-being (pp. 17—43). New York, NY: Guilford Press.

E-book not from a database and without a DOI: in the URL field include the full URL or the homepage
URL. Leave out Place and Publisher:

Austen, J. (1853). Pride and prejudice: A novel. Retrieved from
https://books.google.co.nz/books?id=ZXY1CwAAQBAJ&Ipg=PP1&dg=pride%20and%20pr
ejudice&pg=PT4#v=0nepage&q=pride%20and%20prejudice&f=true

E-book from a Library database: In the URL field include the URL but remove the ezprozy details:

Best, A., Hanhimaki, & Schulze, K. E. (2015). International history of the twentieth century and
beyond (3rd ed.). Retrieved from https://ebookcentral-proquest-com

Journal articles:

Gibbs, J. P. (1989). Conceptualization of terrorism. American Sociological Review, 54(3), 329-340.
doi: 10xx.xxxxx or Retrieved month, day, year, from journal URL.......

On-line newspaper article:

Brody, J. F. (2007, December 11). Mental reserves keep brain agile. The New York Times. Retrieved
from http://www.nytimes.com

Several volumes in a multivolume work:

Koch, S. (Ed.). (1959-1963). Psychology: A study of science (Vols. 1-6). New York, NY: McGraw-
Hill.

Reference book:

VandenBos, G. H. (Ed.). (2007). APA dictionary of psychology. Washington, DC: American
Psychological Association.

Print journal article. Article titles use sentence style capitalization, i.e., capitalize the first word of the
title and subtitle (after a colon, if there is one), and any proper nouns (names). Journal/magazine
and newspaper titles use headline style capitalization, i.e., capitalize each significant word but
not articles and prepositions. In the year field for reference type Article in press enter the
words: (in press). Mind a comma before “&” to cite more than one authors!

Where relevant, enter data in either the DOI or URL. In 2017, Crossref updated their DOI display
guidelines, their new recommended format looks like this: https://doi.org/10.1037/arc0000014

Wilson, S., Spies-Butcher, B., & Stebbing, A. (2009). Targets and taxes: Explaining the welfare
orientations of the Australian public. Social Policy & Administration, 43, 508-525.
https://doi.org/10.1037/arc0000014

Fennimore, D. L. (1981). American neoclassical furniture and its European antecedents. American
Art Journal, 13(4), 49-65. Retrieved from http://www.jstor.org

Webpage, with author but no date:

Flesch, R. (n.d.). How to write plain English. Retrieved October 3, 2017, from
http://www.mang.canterbury.ac.nz/writing_guide/writing/flesch.shtml

Webpage with corporate author (an organisation or group):

New Zealand Government. (2008). Digital strategy. Retrieved April 12, 2009, from
http://www.digitalstrategy.govt.nz/

Dissertation. Print/Hardcopy format
Knight, A. (2001). Exercise and osteoarthritis of the knee (Unpublished master's dissertation).
Auckland University of Technology, Auckland, New Zealand.

Thesis or dissertation, online from an institutional repository or a website
Thomas, R. (2009). The making of a journalist (Doctoral thesis, Auckland University of
Technology, Auckland, New Zealand). Retrieved from http://hdl.handle.net/10292/466

Conference paper in regularly published proceedings, retrieved online:
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https://ebookcentral-proquest-com/
http://www.nytimes.com/
http://aut.ac.nz.libguides.com/APA6th/articles#s-lg-box-13427408
https://doi.org/10.1037/arc0000014
https://doi.org/10.1037/arc0000014
http://www.jstor.org/
http://www.mang.canterbury.ac.nz/writing_guide/writing/flesch.shtml
http://www.digitalstrategy.govt.nz/
http://hdl.handle.net/10292/466
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Houzel, S., Collins, J. H., & Lent, R. (2008). The basic nonuniformity of the cerebral cortex.
Proceedings of the National Academy of Sciences, 105, 12593-12598. doi:
10.1073/pnas.0805417105
Film/movie
Scorcese, M. (Producer), & Lonergan, K. (Writer/Director). (2000). You can count on me
[Motion picture]. United States: Paramount Pictures.
Blog post:
Author, A.A. (2019, December 12). Title of post [Description of form]. Retrieved from
http://Www.XXXx
For more details go to:
EndNote for PC: A comprehensive guide to the reference management software EndNote.
Retrieved October 3, 2019, from http://aut.ac.nz.libguides.com/endnote/APA_and_EN_Books

For materials in languages other than English:

Standard format: Author, Initials. (year). Title of book (Edition if later than first e.g. 3rd ed.) [Title
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