Bumyck 42 2023

DOI: https://doi.org/10.26565/2073-4379-2023-42-02
YK 81.23: 372.881.1

MUNCH?’S “SCREAM” AS A SENSE-GIVING OBJECT FOR
THE CONCEPTUAL ENTITY

Sergey Volkov
PhD in Education, Associate Professor, Higher Institute of Languages
of Tunis, Oriental Languages Department, University of Carthage
(1003, Tunisia, Tunis, 14 Ibn Maja Avenue);
e-mail: serguei.volkov@islt.ucar.tn;
orcid: https://orcid.org/0000-0002-9682-4797

A conceptual entity is a phenomenon that only exists in our thoughts
as knowledge, linguistic, cultural, iconic, etc. All objects falling under this
category are those that were created only by human intellect (power
of eason or emotions). The article focuses on how a conceptual idea about
the object chosen or given for in-depth discussion or study in an academic
setting might be constructed and how the sense-giving potential of this object
forms the conceptual entity. In this context, the object acts as a symbol for
the idea and transforms into a sense-making tool that affects how linguistic or
visual patterns manifest in the human mind. The article’s goal is to illustrate
the problem of the expansion of every field of knowledge through
the development of new concepts. This goal involves visual art as a reference
point, notably Edvard Munch’s Scream series becoming an object for idea
generation. Practically, conceptualization strategies can make teaching
a foreign language easier. The use of visual art images as nonverbal
communication tools gives teachers a chance to improve students’ discourse
skills. The cognitive approach to understanding the scream image in
the artwork enables us to connect it to symbolic qualities that heighten its
emotional resonance and give it fundamentally indivisible characteristics. This
article takes a cognitive approach to communication. Hence, teaching it
involves developing mental representations of the conversational subject and
its linguistic realizations.

As the result, considering the object (image) as a conceptual phenomenon
of visual culture gives the following sequence of causal modes of its cognition:
stimulation — intentional stances and cognitive attitude — mentalization /
presence of mental content — ideation / reasoning / presence of substantial
content — conceptualization. All of these are either postures or processes in
which a kind of object appears, depending on the psychodynamic or
psychoemotional state of its meditator, more specifically: stimulus object —
intentional object — mental object — ideative object — substantial object /
semantic object — conceptual object. So, Munch’s conception of the scream has
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not assumed a stable character, we are not inclined to consider the scream as
a concept and leave it to us to designate it as a conceptual sense-given object.
Future studies might focus on creating conceptual frameworks for the language
learning process.

Keywords: concept, conceptual object, idea, sense-giving, teaching, visual
language.

Problem statement. Though theoretically sense-giving could be
classified as a noosphere category, either acquired culturally or
specifically defined like imagineering, it will always be a characteristic
of humans as an ultra-cultural species that is evolving in convergence at
the genetic, intellectual, and cultural levels. It imparts activities
to consciousness to determine the absolute magnitude of external
objects, events, and experiences to improve mindfulness. Its cognitive
“savor” (or adaptation to a changing environment) supports labile
readiness to discover changes inside the object without altering its
shape, to recognize the significance of those changes, and to apply it in
achieving cognitions, realms of sense, including conceptual processing.
It implies that sense is intended to be a definite entity that is embodied
in the object (if human-made) and given (if natural). In both cases,
the object chosen to symbolize the idea will be a sense-generating
object that influenced how language or visual patterns are formed in
the human mind. The question of “How is an idea given sense, and why
do we need to conceptualize words or images?” arises in this
conceivable scenario.

The aim. This article’s specific goal is to illustrate the idea that
every field of knowledge is expanded through the development of new
concepts. The visual artwork, specifically Edvard Munch’s Scream
type, served as the reference point for this objective. It finally went
beyond artistic culture and negotiated change, questioning its position
in popular culture, and it became an object for the concept of visual
language. In practical terms, teaching and learning aspects of cultural
communication can be simplified by using techniques
of conceptualizing objects, particularly dialoguing that covers mental
activities and language skills acquisition as in thinking imaginatively
together with linguistic performance. Visual art images as nonverbal
communicative means provide the teacher with a way to enhance
students’ discourse skills. In this instance, communication can be
considered a sequence of mental representations interacting with
conceptual knowledge about an object, as well as their verbal
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realizations, in the cognitive account. It is appropriate to use
the cognitive method to interpret the semantic content of the concept.
According to this method, an individual’s representations of his or her
cognitions in his or her experiences are linked to the developed idea and
lead to its conceptualization in the identity and, presumably, in
the community. Understanding of a conceptualization modifying principle
is made possible by an investigation of the change from the individual’s
thought to the concept represented in a verbal or visual sign.

Analysis of current research. The author of the present article
addresses one aspect of the learning potential of the named principle in
his work on realizing the task of awakening in a student’s mind, when
breaking an artist’s code, “the desire to think about an ideative or
conceptual object that evokes categorical associations” [16: 70].

In distinguishing itself by the novelty of “fusing” natural human and
visual languages based on a cognitive interpretation of the results of
the analysis of the significant components of the “iconic” image of
Munch’s painting, the article only draws on relevant research in cognitive
science and highlights actual positions in the parsing of this artifact.

Firstly, thinking on this topic is consistent with cognitive theories
that reveal aids for comprehending objects, as follows: 1) the theory
of intentionality by Daniel C. Dennett with its intentional stance from
which the patterns in human behaviour are describable and
predictive [3]; 2) cognitive poetics as part of cognitive linguistics by
Mark Turner and Reuven Tsur: “it attempts to find out how poetic
language and form, or the critic’s decisions, are constrained and shaped
by human information processing” [14: 2]; 3) cognitive representation
(or conceptual system) developed by Leonard Talmy [13], where the
user of a language uses linguistic tools customized to encode and
extrinsically communicate his or her cognitive representation.

Secondly, Munch’s diaries, the memoirs of boswells, and writings
of venerators of his artistry are of great value in understanding his
artistic consciousness [5; 9; 11; 2; 8]. This includes the novel
of the same title as the painting by the Polish writer and Munch’s
promoter Stanistaw Przybyszewski, which conveys the artist’s rueful
feelings, and, accordingly, scholarly interest in the interaction between
the painter’s brush and the word-painter’s word, in particular the work
of L. Gluchowska [7]. The number of interpretations of Munch’s
painting symbol can be boundless. Here are some of them, as found in
Pridaux’s book [11]: 1) the image on the reverse, 2) the dilemma
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of modern man, a visualization of Nietzsche’s cry, “God is dead, and
we have nothing to replace him”, 3) the panic-chaos for the creative
inspiration, 4) a scream of fear before the storm and thunder when
nature prepares to speak to creatures who imagine themselves
to be gods, etc. All opinions must form the basis of the concept, and
primarily the author’s vision. Munch’s words were: “... The Scream?
I was being stretched to the limit — nature was screaming in my
blood — | was at breaking point... | felt it all. After that, 1 gave up
hope ever of being able to love again” [11: 168]. Moreover, he said:
“We paint the souls” [11: 167].

Thirdly, there are the works of researchers who link the creation
of visual art with the mental side of human life and existence in social
space. So, A. Pitman as a specialist in Psychiatry acknowledges depicting
“mental anguish” in the “dehumanized figure, into which viewers project
their own neuroses” [10: 72]. A. Akhtar-Khavari concerns “cognitive and
temporal dimensions of emotional experiences of fear” and considers art to
“help us to think critically, creatively, ethically or politically about
the concepts or ideologies within international environmental law” as well
as “within the natural world” [1: 130].

Presentation of the main material. The interdependence between
aconcept and an idea is to be defined initially. They “are two terms
relating to one and the same inner fact or psychological factor;
the difference between them is that concept expresses the subjective
aspect of this inner fact, and idea underlines the objective
aspect” [12: 271]. The concept, then, appears to be a realistic idea taken
from virtuality and adapted to human spirituality, mindset and self-
expression, and culture in general.

Furnishing know-how of the object virtuality representation or
the object conceptualization (the scream) in the visual language and
simultaneously in natural language symbols (or vice versa) correlates
with the dynamics with which the idea of the object emerges in
the artist’s mind.

Considering the object (image) as a conceptual phenomenon
of visual culture gives the following chain of causal modes of its
development, i.e., stimulation — intentional stances / transformations
of intent / cognitive attitude (cognitive set) — mentalization / having
mental content — ideation / sensing (reasoning) / having substantial
content — conceptualization. All of these are either postures or
processes in which a kind of object appears, depending on the
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psychodynamic or psychoemotional state of its meditator, more
specifically: stimulus object — intentional object — mental object —
ideative object — substantial object / semantic object — conceptual
object. Each of these should be explained.

Stimulus object: the object of affect (plaintive voice heard, shriek,
scream) + the object of effect (cry sensed, cry or scream in reply).

Intentional object: the object to be set, willed, intent object.

Mental object: the object of thought.

Ideative object: the object of ideation.

Substantial object / semantic object: a substantial object is a realistic
object and a semantic object is an object that is interpreted according to
semantic relations in a new environment.

Conceptual object: the object identified and to be conceptualized
(as a concept).

Munch’s impulse to create a conceptual image was stimulated by
particular and probably adverse circumstances. The external stimulus
was either “nature screaming” that was heard or a thought that burst out
of his mind, and the latter seems more plausible. The internal impetus
for the screaming picture lurked in his previous psychological
experience and was first reflected in his writing and then developed
during his work on the painting and its later versions.

As he wrote in his sketchbooks, the first impression he had because
of this excitement disappeared, and he could not write down what he
saw either with painfully agitated feelings or in a joyful mood [8: 72].
In the attempt to recapture this first picture, i.e., the first impression,
a new, altered image emerged in his mind, which was, hypothetically,
in one way or another connected to the first image on the sensory level.
The intentions changed and led to various transformations that are
traced or can be visible, for example, in the autograph (the initial
painting’s title idea was The Scream of Nature [8: 72]), in the paint, and
in the moving of the image from version to version. But cognitive
attitude, in our view, remained the same.

Logically, a cognitive setting is sensitized when a perceived sound
and, probably simultaneously or later, an object seen and associated
with the sound (a mummy, in the case of Munch, by implication
of [4: 8]) transform into a single visual-aural or “sounding” visual
image. It should not go unspoken that cognitive set is defined as being
“the predetermined way an individual construes a situation, which is
based on a group of concepts, related to the self and other things, that
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determines an individual’s view of the world and influences his or her
behavior” [15: 207]. The artist’s cognitive set seems to be realized in
the processes of mentalization and ideation of the image. Mentalization
is thought as “the process by which we realize that having a mind
mediates our experience of the world” [6: 3] and intrinsically
constitutes “the ability to understand one’s own and others’ mental
states, thereby comprehending one’s own and others’ intentions and
affects” [15: 640]. During mentalization the inception object (here
sound, loud vocalization) became, so to speak, “calibrated” and took on
a familiar shape.

In the ideation process, the idea of the intended object itself is
generated, and the substance of its concept is brought out by giving it
essential features and framing it with additional strokes. In the latter
case, the colour and the hues, which carry symbolic information, are
significant: they help, as it were, to divine the image, and they
participate in sensing the picture.

In Munch, the dark blue is the city with its world, nature, or draped
over it like a veil, and partly the robe of the screaming man (combined
with darker tones — black, lurid). This fact may mean that the image
contains the soul, but the soul and the spiritual essence of the world are
separated. And this separation is indicated by the red (safety railing),
that is, the image of God for a wight. It is a relic soul. On Munch’s
canvas, the colour green is barely perceptible because of being lost in
the blue, but the greenish cast in parts of the picture, most notably on
the figure’s face, speaks of a force that gives life, and faith. It is,
however, a small force (the minute yellow strokes underline this),
insufficient to overcome thoughts of the end (the bluish tint on the face
and hands testify to this). We can assume, then, that in the cry, there is
faith; though being weak, it has not abandoned the soul yet. The scream
of the soul echoes an invocation, even if it seems to go nowhere.
Therefore, the question remains whether there is salvation in Munch’s
scream. The external contrast of red with yellow (the sky at sunset) and
sordid blue lines (the duster enveloping the earth on the other side of
the road) lays stress on this conclusion. Yellow, a typically earthy
colour, creates a sickly atmosphere, especially when intermixed with
blue. When compared to the mental state of man, it is a colorful
representation of madness. And this is exactly the impression one gets
when he or she sees The Scream. On the contrary, red is reminiscent
of a person who is convinced of his powers, and thus of extraordinary
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health. Green is the colour of earthly, self-satisfied peace, one could
also say, an earthly paradise. It affects people and causes boredom
because it moves nowhere and has no echoes of joy, sadness, or
passion; it demands nothing and calls nowhere. One might say that
the colours represent the individual’s cognitive dissonance, the clash
of intellectual and emotional reactions in his mind.

Further to the above, in Munch’s painting, the information carrier is,
first, an image with mouth open (symbolizing a scream — even if it is
not a resonant scream), hands covering ears (symbolizing detachment
from the world), and eyes widened madly (symbolizing the horror
of the unknown); second, the item’s name The Scream.

Conclusion. Because Munch’s conception of the scream has not
assumed a stable character, we are not inclined to consider the scream
as a concept and leave it to us to designate it as a conceptual
object given sense.

The concept is a proffered identity for the object, authentic through
the “interweaving” of its distinct values, creating a specific unit
of knowledge components, including but not limited to linguistic,
cultural, and iconic. This unit can be codified in a conceptual entity that
has a certain link in the minds of the bearers of one culture with a single
idea intelligible to all. In this case, it acquires a more generic
designation. For example, we would call Munch’s scream a concept if it
referred to the conceptual entity “decomposition” or “dissolution”
rather than to human anxiety or despair, loneliness, estrangement, pain,
fear, dread, terror, etc. Decomposition means more. This is
a decoupling of the intellect — rational and emotional — which manifests
itself in the fact that man is aware of his emotions but, for reasons
beyond his control, is mentally incapable of communicating his
experiences to others, more generally, of communicating in a society.
The willingness to do so is untenable. In fact, instead of screaming,
this is blotting out the scream of reality. Scream as decomposition
denotes the collapse after which life comes or death occurs, whether
physically or spiritually. This categorial meaning establishes
the datum point of the creator-owned design, the ultimate in
the conceptualization of this object.

An object conceptualization scheme can be developed based on
the process described regarding the conceptualization of the visual
object scream. Such a scheme should reflect cases capturing the stages
of learning to analyse an object in depth to recognize different levels
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of meaning in it. The framework must fix the student’s experiences that
initiated the choice of the object and developed a belief in its
significance: 1) factors influencing the attitude change toward some
object; 2)external triggers (the environment); 3) internal triggers
(emotions; images); 4) idea-generating patterns (the characteristic of
the object in the system). Using findings to construct conceptualization
schemes for educational purposes is a prospect for further research.
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KoHuenrtyanbHa CyTHICTh — IIe SIBHILE, K€ iCHY€ JIMIIE B HAIIMX TyMKax
SIK 3HAHHEBE, MOBHE, KYJIbTypHE, iIKOHIUHE TOI0. BCi 00’ €KTH, 110 MiAMagaroTh
i IF0 KaTeropiro, CTBOPEHI JIMIIIE JIF0ICBKUM 1HTEIEKTOM, CHUIIOI0 pO3yMy abo
eMOIlIH. ABTOp 30CEpeIDKYEThCS Ha TOMY, K MOXE OYTH CKOHCTpyHOBaHE
KOHLIENTyaJbHE YSBICHHA IpPO 00’ekT, o0Opanuii abo HamaHuil I
MorJM0IeHOro 00roBOPEHHS YW JOCIHIKEHHS B aKaJeMiYHOMY CEepeIOBHII,
15K CMHUCIOTBOPYMH TOTEHIial LbOro 00’€kTa (QOpMYye KOHLIENTYaJIbHY
ONUHHII. Y TIhOMYy KOHTEKCTI OO’€KT BHCTyIIa€ CHMBOJIOM  ijei
1 IepETBOPIOETHCS HAa IHCTPYMEHT CMHCJIOTBOPEHHS, LIO BIUIMBAE HA Te, SIK
JIHTBICTHYHI YM Bi3yaJbHI MaTePHH MPOSBILIIOTHECS Y CBIIOMOCTI JIOAWHH.
Merta 1i€i ctaTTi — mpoimtocTpyBaTH IPoOIEeMy PO3IIMPEHHS 3HAHHEBOTO Ta
KOMYHIKATUBHOTO TPOCTOPY 4Yepe3 pO3poOKy HOBHX KOHILENTIB. ABTOp
pO3risgae Bi3yaJbHE MHCTELUTBO SK JUKEPENO TAaKOro MpoIecy, 30Kpema
npoaHaji3oBaHo, siK aHanmiz kaptuHu «Kpuk» E. MyHka crpusie renepanii
ineii. Crpaterii KoHUeNTyasi3auii MOJErHIyIOTh HAaBYAHHS MIKKYJIbTYypHOT
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KOMyHiKanii. BukopucranHs o0pasiB Bi3yaJbHOTO MUCTELTBA K IHCTPYMEHTIB
HeBepOaTbHOI KOMYHIKAIIi] Ja€ MOMTOBX O PO3BUTKY JUCKYPCHBHUX HAaBUUOK
ctyaeHTiB. KorHiTWBHMI MigXig IO OCMHCIEHHS 00pa3y KpWUKY B IOJIOTHI
E. MyHKa 103BOJISIE BUSBUTH HOTO CHMBOJIYHI XapaKTEPHUCTUKH, SIKi TIOCHIIOIOTh
eMOMIHHNI Pe30HaHC | HAJAOTh NPUHIMIIOBO HOBOTO 3HAYCHHSA Bi3yaJbHOMY
00’exty. HaBuaHHS KOMyHiKamii 3HAIHCHIOETBCS AK TOOYIOBAa JIAHITFOXKKA
MEHTAJFHUX PETpe3eHTalil, M0 B3aEMOJIIOTh 13 KOHIENTYaJbHUMH 3HAHHIMHU
PO MPEMETHICTB, & TAKOX iX BepOATLHUMH peatizallisiMH.

VY pe3ynbTaTi po3riisig 00’ €KTa SIK KOHLENTYaJIbHOro peHOMEHY Bi3yabHOT
KyJIbTYpH Ja€ TaKy IOCIHIJOBHICTh NPUYMHHO-HACITIJKOBUX MOJAYCIB HOTO

OCMHCJICHHS: CTHMYJIsiLis — IHTEHIIOHAJIbHA YCTAHOBKAa 1 KOTHITHBHE
CIpsIMYBaHHS — MEHTaJI3alis / HasBHICTh MEHTAJBHOTO 3MicTy — ineamist /
OCMHUCIICHHS / HasgBHICTb TIPEAMETHOTO 3MICTy — KOHIICTITyai3alis.

e mpomuecn xorHiTHBHOI TpaHc]opMariii IeBHOTO 00’€KTa, SKi 3aJeKaTh BiJ
IICUXOIWHAMIYHOTO a00 TIICHXOEMOIIITHOTO CTaHy MEIWTaTropa, a came:
00’€KT — CTUMYT — IHTEHIIHHUH 00’€KT — MEHTAIbHUI 00 €KT — iIeaTHBHUI
00’eKT — mpenMeTHHH 00’€KT / CeMaHTHYHHHA OO0 €KT — KOHIICTITya bHHH
00’ekt. YBaxkaeMo, mo «kpuk» y E. MyHka He HaOyB CTaloro xapakrepy
KOHIenTa. MM mno3Ha4yaeMo HOro Sk KOHLENTyalbHUII 00’€xT. MaiiOyTHI
JOCII/DKEHHST JOMUJIBHO 30CEPEIUTH Ha PO3pOOI CXeM KOHIENTyasi3arii
y HaBYaHHI MOB.

Kniouosi cnosa: sizyanvna moea, ides, KoHyenm, KOHYeNmMyaibHUtl
00°€Km, HABYAHHSA, CMUCTOYINBOPEHHS.
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