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Multimodal Representation of Senses in Potter's 

Orlando 
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Abstract 

With her film adaptation Orlando (1992), Sally Potter gives an enlivening twist to the 

Woolf novel. Though Potter is convinced about her film's fidelity to the lighthearted 

spirit of the novel, she also asserts that an adaptation slavish to a text is bound to be 

a type of literary stultification. Therefore, Potter does not refrain from applying 

ruthless changes in the film. The alterations Potter makes are, beyond doubt, 

extensive and include changes in narration, plot, and thematic content. While Potter is 

refashioning the story, she not only leaves out the critical traces of Orlando's childish 

mind style but also focuses on a more mature Orlando who can handle her senses and 

thoughts. While doing this, effective cinematic techniques such as direct address and 

meticulous editing are at work in Potter's Orlando, which reconstructs Woolf's novel 

through a multimodal representation.  

Keywords: Sense, multimodal, Orlando, Potter 

Potter’ın Orlando’sunda Hislerin Çokmodlu 

Temsili 

Özet 

Orlando (1992) adlı film uyarlamasıyla Sally Potter, Woolf romanına canlandırıcı bir 

dokunuş katmaktadır. Potter, filminin romanın kaygısız ruhuna sadakatinden emin 

olsa da, bir metne kölece uyarlamanın bir tür edebi aptallaştırma olacağını da iddia 

etmektedir. Bu nedenle Potter, filmde acımasız değişiklikler uygulamaktan 

çekinmemektedir. Potter'ın yaptığı değişiklikler şüphesiz kapsamlı olup, anlatım, olay 

örgüsü ve tematik içerikte değişiklikler içermektedir. Potter hikayeyi yeniden 

şekillendirirken, Orlando'nun çocuksu zihin biçeminin kritik izlerini bir kenara 

bırakmakla kalmayıp, aynı zamanda duygu ve düşünceleriyle baş edebilen daha olgun 

bir Orlando'ya odaklanmaktadır. Potter, Woolf'un romanını çokmodlu bir temsil 

üzerinden yeniden inşa ederken doğrudan adres ve titiz kurgulama gibi etkili sinema 

tekniklerine başvurmaktadır.  

Anahtar Sözcükler: His, çokmodlu, Orlando, Potter 

 
i This paper is based on a part of the Master’s thesis submitted to Akdeniz University by the first author and 

supervised by the second author. 
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Introduction 

Multimodal film analysis, in particular, is first scrutinized to a great extent by 

Bateman and Schmidt (2012), who place semiotics at the center of their focus. 

They do so because there is usually no fixed meaning in film analysis. 

Branigan (1984) points out that "[e]very process of signification is a formal 

play of differences. . . An important consequence of [this belief] is that there 

are no inherent meanings" (29). For instance, a dissolve in a film does not 

necessarily indicate a short time-lapse; however, a dissolve may just signify 

that in a particular case. A close-up of a character's face in one film may mean 

an extra emphasis on his facial expressions, whereas, in another, it can 

designate a focus on a mental disorder related to that specific character. 

Therefore, multimodal manifestations related to film techniques need to be 

interpreted according to the particular dynamics of a film that are, in most 

cases, particular to that specific film or a character.  

This vital aspect of film organization has some fundamental consequences for 

how film can be examined. Technical devices can only be vaguely interpreted. 

Therefore, each frame or scene can be described in its particularity. Metz 

(1974) emphasizes that "the cinematic figures [. . . ] acquire a precise meaning 

in each context, but that 'taken in themselves' they have no fixed value. If one 

considers them intrinsically, one can say nothing about their meaning; one 

can at the most draw up a disparate list of their particularly frequent or 

particularly normalized uses" (133). Hence, while analyzing film, an analyst 

will have to stick to a system that is not vulnerable to misinterpretation but 

consistent. Based on that respect, it is necessary to "find systems of contrasts 

that organise and pre-structure the filmic devices employed" (Bateman and 

Schmidt, 2012: 19).  

Following the attempt by Buckland (2000) in the form of a 'cognitive semiotics' 

of film to make connections between structural semiotic and linguistic 

notions, Bateman and Schmidt (2012) adopt 'multimodal semiotics' as their 

stance. They "take a proper understanding of signification and its processes-

i.e., of the functioning of semiosis – as precisely the missing glue that might 

allow the distinct analytic enterprises" (Bateman and Schmidt, 2012: 24). They 

explain the relationship between signs in film through the axes of 

paradigmatic and syntagmatic organization. This organization in film 

discussions is first introduced by Kawin (1992), who asserts that "Mise-en-

scéne reflects a selection from the paradigmatic axis of the filmic world" (57). 

Through specific shots, some particular items are foregrounded and therefore 

brought to the audience's attention, and "that sequence of significant 

percepts," as Kawin indicates, "runs along the syntagmatic axis, the flow of 

film in time" (57). Bateman and Schmidt write that "the purpose of the 

paradigmatic axis of organization is to relate items as alternatives to one 
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another; in contrast, the purpose of the syntagmatic axis is to link items 

together in structural configurations" (83).  

However, considering the semiotic nature of film analysis, words, if they are 

not part of a specific camera angle, mainly comprise the transcription or the 

subtitles in a film. Therefore, in addition to the linguistic aspects, Monaco 

(2000) explains the paradigmatic/syntagmatic relation in the film with a 

semiotic example of clothing. He points out that "the collections of items of 

clothing that one may actually be wearing together […] correspond to the 

syntagmatic organization, whereas the distinct kinds  of clothing that one may 

choose for different parts of the body make up the paradigmatic organization" 

(as cited in Batemand and Schmidt, 2012: 84). In other words, while one's 

total combination of clothes corresponds to the syntagmatic axis, the different 

alternatives for a certain part of the body, say shoes instead of slippers, form 

the paradigmatic one. More specifically, within the scope of film analysis, the 

paradigmatic organization of film is related to the relations between shots. 

These relations are particularly the workings of consecutive film shots, which 

is technically called montage, a term systematized by scholars like Pudovkin 

(1926/2014), Arnheim (1957: 94-98), and Burch (1973: 3-16).  

Burch (1973) succinctly articulates the paradigmatic treatments of cinema. He 

suggests that there are "15 basic ways of articulating two shots" (Burch, 1973: 

11). When two shots follow each other, there are two possibilities: one for 

space and one for time. They have a spatial or temporal relationship. 

According to him, for time, there is either continuity or discontinuity. In other 

words, the shots may be following each other in time, or a gap may occur. For 

space, the next shot is either in the same space, or there is a gap of some sort. 

The syntagmatic axis of semiotic description, on the other hand, can probably 

be best explained through Christian Metz's La Grande Syntagmatique Du Film 

Narratif (1966), which "proposed an abstract classification of the meaningful 

possibilities available to a film-maker when conjoining shots in narrative film" 

(Bateman and Schmidt, 2012: 99). In a later edition of his work, Metz (1974) 

writes: 

Although each image is a free creation, the arrangement of these images 

into an intelligible sequence—cutting and montage—brings us to the 

heart of the semiological dimension of film. It is a rather paradoxical 

situation: Those proliferating (and not very discrete!) units—the 

images—when it is a matter of composing a film, suddenly accept with 

reasonably good grace the constraint of a few large syntagmatic 

structures (101). 

Therefore, whereas images in a film narrative do not resemble one another and 

individual images tend to vary indefinitely, most film narratives show 

resemblances in principal syntagmatic figures. For Metz, cinema is like a 
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language because editing a film creates signification along a syntagmatic 

chain. The images in films are not abstract entities but almost pseudo-

grammatical patterns that create meaning, which Metz calls syntagmatic 

patterns.  

Sally Potter, with her film adaptation Orlando (1992), gives an enlivening twist 

to the Woolf novel. Though Potter is convinced about her film's fidelity to the 

lighthearted spirit of the novel, she seems to have failed to catch "the great fish 

who lives in the coral groves" (Woolf, 2002: 185). 'The great fish' is the essence 

of Orlando's true self in the novel, yet as Potter puts it, an "adaptation that is 

slavish to a text is doomed to a sort of literary stultification" (as cited in 

MacDonald, 1995: 212). Therefore, to "stay true to what [she] loved in the 

book, and enable it to work as a film," Potter justifies what she calls "ruthless 

changes" (1994: ix) in the film. The alterations Potter makes are, beyond 

doubt, extensive and include changes in narration, plot, and thematic content. 

While Potter is refashioning the story, she not only leaves out the significance 

of the Oak tree as a homecoming to Orlando and the critical traces of 

Orlando's childish mind style but also focuses on a more mature Orlando who 

is capable of handling conversations with brevity and no repetition. While 

doing this, powerful cinematic techniques such as the direct address and 

meticulous editing are at work in Potter's Orlando, which reconstructs Woolf's 

novel from a post-modern perspective. 

While doing this research, we have conducted a textual analysis through close 

and multiple readings of Virginia Woolf's novel and various secondary sources 

with a lens of stylistics. Upon finding consistent linguistic elements that signal 

a specific mind style in the novel, we scrutinized the parallel and/or distorted 

elements in Potter's 1992 film version regarding mind style. We have closely 

read some significant scenes, focused on the camera use, and examined 

sequences to explore the cinematic techniques at work.  

Findings and Discussion 

The novel opens with Orlando's rehearsal for manhood in which he slashes a 

sword at a Moor's head, whereas, in the film, we are introduced to a calm boy 

who is in the act of reading poetry. In the opening scene of Potter's film 

version, Orlando is reading as he paces back and forth beneath the Oak tree, 

on which he leans his back in the following sequences. However, as he does in 

the novel, Orlando is not in the act of 'flinging' himself on the tree, nor does he 

feel 'the earth's spine beneath him,' which are actions ascribed to the 

significance of the Oak tree for Woolf's Orlando. In the novel, the Oak tree is 

what Orlando substitutes for his loneliness as something he can adhere to as 

a boy of an insecure mind style. Because of this insecurity, he tends to show 

strong physical reactions with a sense of ownership, such as 'embracing' and 

'flinging' near it, just like children who show similar extreme physical 
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reactions to their favorite toys or objects. Yet, at the beginning of the film, 

Orlando only confines himself to leaning his back to it, which is suggestive of a 

lower level of dedication to the Oak tree compared to the novel, diminishing its 

significance in Woolf's Orlando. Additionally, the wide camera angle in the 

opening scene (A1 in Figure 1 below) creates a distant image in which the 

audience is not directed to interpret a strong bond between the tree and 

Orlando. Despite including similar words to those in the novel, the voiceover 

does not mention an oak tree, thus leaving it blank to think of the tree as an 

important icon. As shown below in shots A2 - A5 in Figure 2, Orlando is 

leaning his back on what we, as the audience, assume to be the reputed Oak 

tree in the novel. One's leaning on something semantically connotes 

dependence on somebody/something for support or help, which corresponds 

to Orlando's getting inspired by the Oak tree. Yet, the shot where Orlando's 

face is shown for the first time is from an angle in which we take the tree to be 

any tree he could be leaning on. Unlike Woolf's novel, where Orlando is 

'flinging himself feeling the hard branches of the tree,' Orlando's physical 

contact with the tree in Potter's film is softened, thus dissociating Orlando 

from the iconic tree:  

A1 – 45 s.       A2 – 19 s. 

 

A3 – 13 s.       A4 – 11 s. 
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A5 – 6 s.  

Figure 1. Shots from the opening scene in Orlando (Potter, 1992: 0:00:40-

0:02:16) 

As a director who had studied the film, which took "four years of preparation" 

(Frilot and Potter, 1993: 32) before the actual shooting began, Potter must 

have read the opening lines countless times to see the Oak tree's essential role 

in defining Orlando's mind style. Therefore, Potter's opening of the film in 

angles points to a preference that undermines the Oak tree and Orlando's 

association with it. Another aspect of Figure 2 that catches the audience's 

attention is Orlando's physical appearance as a 16-year-old boy, for whom the 

narrator biographer makes very clear in the first sentence of the novel that 

"there could be no doubt about his sex" (Woolf, 2002: 8). Even though the 

voiceover repeats the same expression for Orlando in the film, Potter chooses 

to cast Tilda Swinton, who is transparently female, as Orlando's both male 

and female incarnations. Supposing that there is no doubt about Orlando 

being initially masculine in the novel, the fact that Potter casts Tilda Swinton, 

who is apparently a woman masquerading as a boy, turns into an obvious 

parody because Orlando in the novel has indisputable maleness. This almost 

Shakespearean cross-dressing is also at work with Potter's casting of Quentin 

Crisp for the role of Queen Elizabeth, as a man dressed as the Queen, which is 

another aspect of Potter's refashioning of the novel worth mentioning. 

As far as the end of the film is concerned, Potter admits that writing the end 

was the most challenging part of screenwriting Orlando. She wrote it 

"hundreds of times" (Florence, 1993: 282) and claimed to have checked all 

Woolf's writings to take a hint about how Woolf would have rewritten the 

conclusion if she had written the film's screenplay (Potter, 1994: xii-xiii). The 

novel ends with Orlando beneath the Oak tree when she is having a 

ceremonial moment with the Oak tree poem, a present as a dedication to its 

living prototype. This is a sentimental moment of triumph and resolution for 

Orlando, though her childish mind style is there with her 'flinging' on the tree 

and 'feeling the earth's spine.' At that moment in the book, Shelmerdine 

makes a heroic comeback with an aeroplane. "Here! Shel, here!" she cried, 
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baring her breast to the moon" (Woolf, 2002: 195). Orlando finds love and 

stability with Shelmerdine, a man whose son Orlando gives birth to and 

restores the ownership of Knole, the family mansion. Therefore, Orlando is a 

'happy child' to have found a returning love, finished the poem, and kept the 

house, which are the three tasks completing her quest. In Potter's film version, 

though, the focus is more on what Potter defines in an interview as a 

celebration of Orlando as "emerging from the shackles of the property-owning 

classes, emerging simply as a human being in her own right" (Dowell and 

Potter, 1993: 17). This is because, in the film, Orlando has a daughter, and 

she loses the family mansion. In an interview with Tilda Swinton, she asserts 

that "Orlando [should] be divested of her wealth" because "the true way to 

human liberation is through liberation from occluded wealth" (Swinton et al., 

1993: 19). Potter and Swinton believe the Vita Sackville-West subtext is an 

obstacle to the overall productive nature of the novel concerning the present 

moment, so they knew they were to "update the film" (19). 

Figure 2 shows a sequence of shots from the closing scene of Potter's film. The 

first significant element in Figure 2 is the TV static used as a transition 

technique in shot B1. It is a reference to Orlando's modernist awakenings in 

the year 1992, a twinkle at the technological age by Potter. In the shots 

starting with B2, we begin to view the world from the camera lens, which, as 

we find out in B3, is being carried around by Orlando's daughter. The camera 

shows us wobbly images focalized through the child's camera, which is 

Potter's cinematic metanarrative of Orlando's parodic biography and his 

turbulent life story in centuries. Orlando, similar to the opening scene, 

succumbs to her favorite place of tranquility in the shots following B6 under 

the assumed Oak tree, which is bigger in shape now, as a reference to 

Orlando's mental capabilities. In addition, the time durations from B3 to B6 

are limited to 3 seconds per shot, which is sharply precise, and is an indicator 

of dynamism associated with the modern age and the new developments 

awaiting Orlando from that moment on. Because she has given up the house, 

she now celebrates mortality because the house was given to her by the Queen 

on the condition that she does not "fade," "wither," or "grow old" (00:11:18 - 

00:11:28). However, Orlando, looking up to see an angel singing, "I'm being 

born and I am dying" (1:29:43 – 1:29:45), is saying farewell to the immortality 

she has been enjoying for the last four centuries:  
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B1 - Transition      B2 – 10 s  

 

B3 – 3 s.      B4 – 3 s.  

 

 

 

 

 

B5 – 3 s.      B6 – 3 s 

 

 

 

 

Figure 2. Shots from the closing scene in Orlando (Potter, 1992: 1:27:33-

1:28:32) 

In terms of Orlando's differentiation of mind style from the novel, Potter's 

ending is transcendental in that it is not Orlando's childish pursuits that are 

fulfilled, but those of women, "suggestive of an end both to patriarchy and to 

women's self search through time" (Hollinger and Winterhaler, 2001: 253). In 

the novel, Orlando looks up, but she is still unsure about what she sees. "It is 

the goose!" Orlando cried. "The wild goose…" (Woolf, 2002: 195). However, in 

the film, Orlando sees a singing angel, as shown in Figure 3 shot C3, with 

tears dropping on her cheek, which could be interpreted as a symbol of 

women's triumphant liberation from gender norms due to Potter's exclusive 
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intention of satirizing gender-related issues in the film. Because of these, the 

focus shifts from a childish mind style in Woolf's Orlando to a more socially 

sensitive and therefore matured form of Orlando in Potter's.  

In Figure 3 shot C2 below, we see Orlando's happy eyes looking at her 

daughter's camera lens, where she says to her daughter that she is happy 

after the little girl asks why she is sad from outside the camera angle. This is 

the final message Orlando sends out to the viewers, almost in a manner 

intended to console the audience, given that Orlando has been contacting the 

viewers to seek their empathy throughout the film. It is as if she knows we, as 

the viewers, are accompanying her in her adventures, which Potter effectively 

communicates using the direct address. In the very final shot of the film in C4, 

which continues for a considerable amount of 22 seconds, Orlando's looking 

directly at the camera is a means of coming to terms with the society, making 

peace, and finally feeling at it after conflicts of class, gender, love and identity.   

C1        C2 

 

 

 

 

C3         C4 – 22 s.  

 

 

 

 

Figure 3. A continuation of final shots from the closing scene in Orlando right 

before the end credits (Potter, 1992: 1:28:40-1:29:47) 
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One cinematic technique that dominates Potter's portrayal of Orlando is the 

direct address. It is a technique used when a character directly addresses the 

audience by looking at the camera. Swinton claims that she has used this 

technique in all the films she has acted in and that it is she who suggested 

using it as a technical device to Potter for Orlando (Swinton et al., 1993: 21). 

Many critics have had different opinions about the function of the direct 

address in Orlando. MacDonald calls it a "remarkable gesture" that wins over 

the male gaze by creating a post-modern viewer. He thinks "our personal 

intimacy with Orlando causes us to experience him/her, not as an object to be 

gazed at, but as a complex, sensual friend with whom we empathize" (1995: 

190). Degli-Esposti contributes that the technique is a part of Potter's 

"excessive, neo-baroque style which tries to rewrite the art of filmmaking" 

(1996: 79) with the destruction of the male gaze. Hollinger and Winterhalter 

assert that Potter "wanted the blur of identities between spectator and 

protagonist to allow for a greater empathetic audience response to an 

aristocratic character" (2001: 247). They probably conclude this considering 

Potter's fear that an otherwise Orlando would be a bit alienating. Although 

Potter herself claims to have placed this technique "to convert Woolf's literary 

wit into cinematic humor" so that "the spectacle and the spectator would 

become one through the release of laughter" (1994: xiii), it serves, as I argue, 

to depict Orlando as a self-conscious mature character who is in constant 

communication with the audience and is capable of reflecting on the 

happenings with brief commentary, which is a direction Potter might not have 

envisioned. Therefore, the direct address portrays a character with self-

awareness despite the mishaps surrounding her, unlike Woolf's Orlando, who 

has a childish mind style with a habit of repeating his/her utterances and 

flinging him/herself in extreme emotions.   

As shown in Figure 4 below, Orlando is giving the audience a personal 

assessment of happenings and commentary. Frankly expressing his opinion 

on major moments, he defies the childish Orlando in the novel. In shot D1, he 

confidently interrupts the voiceover at the very beginning of the film, uttering 

"That is I" (0:01:08), which could be interpreted as his outcry for self-

assertion. He wants to be noticed by having an eye-contact with the spectators 

who are just getting introduced to his story. By immediately addressing the 

audience, Orlando confidently makes himself known and acknowledged at the 

very beginning. In shot D2, we see his opinion of the Queen after being 

squeezed into her chest before sleep. D3 is the comment he makes to justify 

his involvement with the Russian Princess Sasha right after his fiancée throws 

the ring and leaves him. D4 is another moment Orlando is 'talking to' the 

audience and making a casual comment on a play he sees on the way back 

from the daily trip with Sasha. In shot D5, he even makes an irony repeating 

his fiancee's "the treachery of men" for him with the only difference of "women" 

in his commentary for Sasha when he is let down right after her not showing 
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up for their set-up meeting to run together. Finally, in shot D6, he is just 

sharing a happy moment and praising poetry. In all these shots, as can be 

seen, Orlando has the intention of 'contacting' the spectators in a Brechtian 

manner. He wants to include the audience and expects them to empathize 

with him, yet at the same time, he is quite sure of and at ease with himself. 

Therefore, his palilaic attitude in the Woolf's novel is replaced with a more 

content Orlando who does not refrain from socializing and sharing his 

moments with the audience who he acknowledges to be present with him 

during his adventures. 

D1 “That is I”      D2 “Very interesting person” 

 

 

 

 

 

 

D3 "It would never have worked"    D4 "Terrific play" 

 

D5 “The treachery of women”    D6 “Ahh… poetry” 

 
 

 

 

 

Figure 4. Scenes where Orlando directly addresses the camera (Potter: 1992)  
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Orlando's brevity shows the certainty of an adult mind style, which is 

consistent in his view of events and is predictable. Later in the film, this style 

of brief commentary with the audience is replaced with the domination of a 'no 

comment' Orlando, especially after his second heartbreak due to Mr. Greene's 

bitter lampoon of him, as shown in shot E1, Figure 5 below. He gives this look 

in E1 right after reading Mr. Greene's mean satire of Orlando's poetry. Deeply 

frustrated, he just looks at the spectators in a manner that seeks their 

support and consolation. Orlando starts to become 'one' with the audience, 

and therefore his 'talkative' side starts to turn into a more introverted Orlando, 

who assumes that the audience should already know what might be passing 

through his mind. A similar situation is at stake in shot E2; when they are at 

the city gate for the manly purpose of defending it, he is appalled after a man 

is shot to death by Archduke Harry, and this event is assumed to happen in 

Istanbul from the novel, in a state of brotherly solidarity with the Sultan. Yet, 

a nobleman shooting enemies in foreign territories is not who Orlando is, 

which causes such a shock that Orlando sleeps for seven days only to wake 

up as a woman (E3), where (now) she says: "Same person, no difference at all, 

just a different sex" (Potter, 1992: 57:25 – 57:33). Nevertheless, after sex 

change, Orlando starts to face the challenges suffered by women in general. 

One of such challenges is depicted in the scene where she has to face the 

misogynistic comments from the most famous poets at the time, a 

disappointing moment after which she gives her perplexed look in shot E4.  

E1 Silent.       E2 Silent.  

 
 

 

 

 

E3 "Just a different sex"     E4 Silent 

 

 

 

Figure 5. Continuation of the chronological scenes of direct address (Potter, 

1992) 
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Another scene that is essential in Orlando's frustration with men's oppression 

is the reaction he is faced with by Archduke Harry after turning his marriage 

proposal down. Taking advantage of the moment when Orlando has just been 

informed that she has lost the family house by authorities, Harry makes a 

move and proposes to Orlando, yet is refused. Frustrated, Harry starts to 

harass Orlando with words related to his gender and social status because of 

that. 

H: Are you refusing me? 

O: I am, I'm sorry. 

H: But Orlando! With your history quite frankly, who else will have you? 

Do you realize what you're turning down? With your ambiguous 

sexuality, which I am prepared to tolerate. This is your last chance of 

respectability.  

Orlando: I can't breathe. 

Harry: You will die a spinster, dispossessed and alone (1:08:56-

1:09:23). 

Because Harry's verbal attack on Orlando is right after Orlando finds out she 

has lost the house, she feels suffocated, cannot take it anymore, and runs off. 

However, she not only makes a spatial change but also a temporal one in the 

film. The shots following one another in Figure 6 below are quite significant in 

terms of the cinematic techniques used by Potter to convey such transition. 

Figure 7 includes shots that start in "1750 SOCIETY" chapter and continue 

into "1850 SEX." Orlando, for one final time, utters words at the spectators in 

a direct address, "Spinster! Alone!" [F1-F2], echoing Harry and protesting 

against his humiliating commentary. Fed up with men, aristocracy, and a 

materialistic world, Orlando runs into the botanic labyrinth [F3], which 

implies a transition from nurture to nature, a return to one's true self, and a 

cinematic portrayal of Orlando's escape into where she belongs. The shaky 

camera moves [F4] accompanying a fast rhythm melody signify Orlando's 

feverish mood as she yearns for peace and quiet in nature. As can be seen 

Figure 6 below, Orlando enters the labyrinth in exaggerated women's clothes 

of the 1700s and gets out of it in a different dress in green, a symbol of nature. 

Shot F7 is highly significant in terms of coloring, too. We see Orlando unified 

and blended in nature in such a way that it is hard to place her outside of it. 

The parallelism in F3 and F6, together with the one in F4 and F5 in terms of 

their being visually symmetrical is a hint by Potter at the smooth change that 

takes place in that labyrinth. In shot F8, having fallen with her face down, 

Orlando is lying flat on the ground, calling to nature to take her with it. This is 

one of the rare moments that Orlando is 'flung' by her recklessness, which is 

peculiar to that specific moment, so this reckless state of Orlando is not 

prevalent in Potter's Orlando, unlike that of Woolf's, whose childish reactions 

are scattered throughout the novel as aforementioned in the mind style section 
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for the novel, especially while experiencing extreme feelings or when (s)he is in 

the presence of the Oak tree:   

F1 "Spinster!"      F2 "Alone!"  

  

F3  

 

 

F3    F4 

 

 

 

 

F5    F6 

 

 

 

 

F7    F8 "Nature! Nature! I am your bride." 

 

 

 

Figure 6. Orlando's change of time and space (Potter, 1992: 1:09:35 – 1: 10: 

47) 
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Additionally, in the film, two scenes are significant in pointing to Orlando's 

adventure to adulthood and independence from societal family norms. These 

scenes are related to Orlando and portraits. As the voiceover makes it clear at 

the beginning of the film, "because this is England, Orlando would therefore 

seem destined to have his portrait on the wall" (Potter, 1992: 01:23 - 01:30). 

Similarly, Woolf's novel mentions Orlando's fathers and their chivalric 

adventures. Orlando feels 'destined' to be like them and vows to live up to their 

expectations of him, such as marriage, children, and cherishing the family 

name as a nobleman. In Figure 7 below, Potter makes artistic use of parodic 

framing in which there is no cut. First, in the grief of his father's loss, Orlando 

is alone examining the portrait [G1], which is interrupted by his fiancee's 

appearance from the right-hand side. She approaches, holds on to his arm, 

and starts looking at the picture with him. She is sharing Orlando's pain for 

his loss by virtue and makes her presence known in Orlando's life. However, in 

this scene, the viewer quickly recognizes that Orlando is standing in his 

mother's place, whereas his fiancee is standing in his father's, which is a 

reference to the instability of identity at the heart of the story [G2]. It also 

subtextually signals the forthcoming sex change later in the story. Both 

Orlando and his fiance are looking at the camera in a tribute to the picture of 

his parents behind. This pose turns the scene into a portrait, yet it is one that 

will never be placed on a wall or forever stabilized as a concrete object. It is an 

alive pose, which will only be momentary, and Orlando, unlike his parents' 

smiling faces in the picture, has a stiff face, which shows his discomfort of not 

belonging where he stands right now.  

G1    G2 

Figure 7. Orlando examines his parents' portrait and poses like them with his 

fiancee. (0:13:15-0:13:25) 

Potter makes sure Orlando's self-assertion is realized through a parallel scene 

she uses at the end of the film, shown in Figure 8 below. Here, for the first 

time in about a hundred years, Orlando is visiting the house, which we 

assume to have been turned into a museum [H1]: 
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H1        H2 

 

 

 

 

Figure 8. Orlando examines her own portrait in the museum-like family 
mansion. (0:13:15-0:13:25) 

When Orlando and her daughter arrive at the mansion with their motor ride, 

the voiceover at the beginning of the film starts speaking again. Now, there is 

no doubt about Orlando's sex, either, but only that Orlando is a she. The 

voiceover says, in a parallel with her first sentences about Orlando: "And 

because this is England, everyone pretends not to notice. But she has 

changed. She is no longer trapped by destiny. And… ever since she let go of 

the past, she found her life was beginning" (1:27:27-1:27:29). Orlando, with 

retro-chic clothing [H1], is riding a motorbike as a free woman, and she seems 

to be a loner with nobody to support her. She is looking at her own portrait 

together with the tourists taking pictures of it. This museum-like atmosphere 

creates the feeling of distance from the past and places Orlando in a passive 

position with her previous life, from which she looks wholly alienated [H3]. 

Moreover, Orlando, unlike his parents, is alone in the portrait with no spouse 

[H4], which is suggestive of her free spirit, free of the shackles of the 

aristocracy. Having 'finally' lost the family mansion, she is 'not trapped' and is 

a free soul now as an immortal. From a 16-year-old candidate making vows to 

be a masculine lord with a reputable name that is supposed to exist with his 

sons, Orlando ends up as a strong and responsible mother with a daughter, 

having realized her quest for freedom.  

Conclusion 

This study focuses on the transformation of Orlando's mind style from Woold's 

novel to Potter's film adaption and concludes that the childish mind style in 

the novel is substituted with a more mature and capable Orlando in the film. 

Orlando, in the film, can handle the way (s)he acts physically or verbally in a 

more conscious and dignified way than the one in the novel. This conclusion is 

reached through close readings of certain scenes with a multimodal stance 

and an interpretation of some cinematic techniques, such as editing and direct 

address used by the director. It is concluded that such comparative analyses 

of literary texts with their film adaptations are beneficial in that they not only 
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provide an in-depth examination of the mental processes of the characters 

from novels to films but also valuable insights into how the verbal is 

transposed through images. After all, be it stylistics for the analysis of a 

written work or multimodality for a semiotic material, the main goal in a 

comparative literary study is to look for patterns and bring to light what 

previously goes unnoticed. For further studies, the transformation of the mind 

style from novels to films could be explored by paying attention to many other 

cinematic techniques, such as sound, close-ups, and acting, which can reveal 

more dynamics for the functioning of the term. Also, further research can be 

carried out to explore if writers or directors project their own mind styles onto 

their created characters in prose or film or how much of their private lives are 

reflected in their products. Even more so, further analysis can be applied to 

see if different readers interpret a character's mind style differently depending 

on their demographics so that the effects of the readers' ideological points of 

view on a reading experience and the variations in character perception can be 

scrutinized.  
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Abstract 

This paper addresses two issues: the first is the question of why some late 20th- 

and early 21st-century British novelists return to the Bible, and the second is the 

problem of what this return looks like, i.e., what characterises contemporary 

novelistic rewritings of various biblical narratives. I argue that biblical rewritings 

are complex responses to the transformations of British cultural, social or political 

life in the 1970s, 1980s and 1990s (especially to the changes which affected the 

ways national identity, women’s position and British liberal tradition were 

understood). As an example, I read Jeanette Winterson’s Boating for Beginners 

(1985) as a novel which rewrites the biblical myth of the Flood in order to respond 

to Margaret Thatcher’s revival of the myth of Britain as an exemplary nation. I also 

contend that biblical revisions like Winterson’s novel take the shape of echoing 

myths and become weak, undogmatic, self-conscious and critical versions of 

biblical stories. With the help of the aural metaphor of the echo, I show that 

biblical novels – here, specifically, Boating for Beginners - not only dismantle, 

reflect on and parody scriptural myths, but also recreate and rearticulate them 

for new purposes. It seems that once echoed, warped and reworked, the biblical 

myths – which used to be crucial in British culture – start to display some new 

cultural potential. 

Keywords: Bible, Rewriting, Echoing myth, Thatcher, Chosen nation, Noah, Flood 
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Today’s Britain, like many other countries of the northern hemisphere, is 

a post-Christian society, i.e., a society whose once-dominant, Christian-

Bible-based religion is in decline, but whose values, beliefs and ideals 

remain both diffusely Christian and vaguely biblical. Many British people 

rather than identify themselves as atheists, tend to both declare that they 

do not follow any organized religion, and assert that they believe there is 

“something” unfathomable out there, something which prevents human 

existence from being meaningless. This vague and pluralist religiosity 

(labelled “something-ism” (Boeve 2005) or “believing without belonging” 

(Davie 1994)) is also adopted by the steadily growing number of the so-

called “nones” (those that the category ‘no religion’ in questionnaires), who 

frequently describe themselves as “maybes, doubters and don’t knows” 

(Woodhead 2016). The correlates of this religious vagueness are on the one 

hand, the dilution of the once-self-evident “discursive Christianity” (Brown 

2001), which used to be passed down between generations, or the decline 

in biblical literacy (Edwards 2015); and on the other hand, the cultural 

persistence of unacknowledged Christian imagery and the endurance of 

biblical narratives, characters and ideas, now largely disconnected from 

their source. These Christian and biblical elements now operate, as Hugh 

Pyper puts it, “hidden in plain sight, […] at an unconscious level in society” 

(2012, p.4). 

Seen from the perspective of the post-Christian structure of feeling, 

energized by detraditionalization, pluralization, individualization (Boeve 

2005), the rather sizeable group of British novels which visibly revolve 

around and rewrite substantial parts of the Bible, may seem a quite 

curious phenomenon. Rather than operating as a cultural unconscious, 

biblical stories revised in these novels constitute their main thrust and 

their central concern, i.e., something that cannot be missed or overlooked. 

Such novels usually concentrate on the most recognizable characters and 

stories from the Bible – the “purple passages” (Clines) still well remembered 

by Western culture. These may be the stories of Adam, Eve, Cain and Abel 

(e.g., Howard Jacobson, A Very Model of a Man (1997); Neil Gaiman et al.’s 

comic book Outrageous Tales from the Old Testament (1987)). Other 

memorable narratives from Genesis can be imaginatively transformed - 

stories of biblical matriarchs and patriarchs (e.g., Jenny Diski’s Only 

Human: A Comedy [2000] and After These Things (2004]), or the story of 

Noah and the Flood (e.g., Jeanette Winterson, Boating for Beginners (1985), 

Julian Barnes, A History of the World in 10 ½ Chapters (1989), Michele 

Roberts, The Book of Mrs Noah (1987). Also, numerous novels focus on the 

Jesus narrative or on the evangelizing work of his disciples (e.g., Jim 

Crace’s Quarantine (1997), Michele Roberts’s The Wild Girl (1985), Anthony 



The 21st International Stylistics Symposium 

21. Uluslararası Deyişbilim Sempozyumu 

 

December 08 & 09, 2022 

08-09 Aralık 2022 
ISBN: 978-605-73128-0-8 

 

21 
 

Burgess’s The Kingdom of the Wicked (1985), Naomi Alderman’s The Liars’ 

Gospels (2012), Colm Toibin’s The Testament of Mary (2012), or Philip 

Pullman’s The Good Man Jesus and the Scoundrel Christ (2011]).  

Looking at the list of the examples above, one cannot but notice that 

regardless of the deep-going transformations of religion in Britain and 

notwithstanding the end of the centuries-long “Bible-centricism” (Field, 

2014, p.503), contemporary British literary fiction remains visibly 

attached to the Bible. Today’s novels not only fictionally transfigure biblical 

characters (Ziolkowski 1972) or incorporate scriptural metaphors, phrases 

and motifs, but also develop a far more complex relationship with the 

Bible, one in which the biblical and the contemporary are “nesting in each 

other […] in all kinds of complex and cunning ways” (Sherwood, 2000, 

p.148). How does one explain the late-20th century and early 21st-century 

production of the full-blown literary adaptations (or rewritings, retellings, 

structural parodies) of the biblical material? 

The explanations offered by scholars interested in various types of 

adaptation and revisionary writing list many different reasons: artists’ 

biographies (the religious dimension of their upbringing, education or 

family environment), their intention to pay tribute to the culturally 

formative work, their attempts at using the cultural aura of the rewritten 

hypotext, or even their plans to monetize both the prestige and the 

immediate recognizability of the revised works of art (Hutcheon 2006, Plate 

2008). Some critics point out that we retell prior texts because we need to 

re-examine writings which contributed to the construction of who we are 

today and which laid foundation for our present ideologies (Moraru 2001). 

Scholars who concentrate specifically on the afterlife of the Bible claim that 

by critically reworking the Bible, biblical revisions expose the illusory 

character of “all the other deep fiduciary investments in Big Others that 

circulate unnoticed within the contemporary novel: family, work, and most 

destructively, capital” (Bradley & Tate, 2019, p.161). Finally, most critics 

agree that one of the most prominent reasons for revising the Bible is the 

larger social, political and cultural critique accomplished via the 

transformation of scriptural stories. Thus, in biblical rewritings, narratives 

of – say - Jesus, Noah or Mary Magdalene become “a place for probing 

strange secular attachments to, in detachment from, the biblical text” 

(Sherwood, 2000, p. 200, original emphasis). 

Building and expanding on these explanations, I contend the post-1970s 

British biblical rewritings use the Bible to address some of the culturally 

urgent issues which remained conspicuous in the last decades of the 20th 

century: the problem of national identity, of women’s cooperation and of 
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British liberal tradition (Rychter 2021). These issues have been raised 

during the transformations of – and the acutely felt crises in – British 

cultural, social or political life of the 1970s, 1980s and 1990s, and were 

related to challenges posed by Thatcherism, Women’s Liberation 

Movement and the Rushdie affair. Responding to these challenges, British 

fictional revisions of the Bible try to accomplish a number of different but 

interrelated goals. On the one hand, they critically revisit the Bible-derived 

ideologies which underlie the discourses of national identity (British 

exceptionalism and exemplarism), discourses which inform women’s 

cooperation and discourses which inspire liberal democracy. They rewrite 

the Bible in order to examine and challenge the existing mythical 

dimension of these discourses. On the other hand, these novels attempt to 

offer different, more opportune rearticulations of the ideas which used to 

be shaped by the Protestant interpretation of the Bible – most importantly, 

of the idea community, commonality and belonging together. British 

biblical rewritings return to the Bible as to a document which used to 

function as both a community-forming text, and as a book fostering 

exclusion and violence. Through the critical rewriting of biblical narratives, 

these novels, not only expose the divisive character of communities that 

were consolidated with the use of the Bible, but also redeploy scriptural 

stories in order to imagine a different, more fluid and less encumbering 

manner of belonging. 

The literary form adopted by the contemporary British rewritings of the 

Bible is based on repetition which - irreducible to the simple replication 

(cf. Hutcheon 2006) - offers self-reflexive and critical modifications of 

biblical narrative. The revisionary novels construct literary spaces in which 

we can hear complex repetitions of biblical narratives, and in which the 

once-powerful voice of biblical myths becomes significantly weakened, 

truncated, disturbed and laid bare for critical re-examination. I call this 

form of transformative repetition “the echoing myth” (Rychter 2021), using 

the aural metaphor to emphasise a number of important aspects of biblical 

rewritings. First, the metaphor of echo establishes a connection between 

biblical revisions and the characteristic, repetition-with-a-difference 

strategies of contemporary literary adaptations, parodies and 

appropriations. This also includes the phenomenon of the interference 

between the primary voice and the reverberating sound, which may result 

in the “bidirectional quality of echo” (Hollander, 1981, p. 102), i.e. the 

impression that the anterior voice is actually the echo of the reverberation. 

This feature of echo makes it an apt description of contemporary biblical 

rewritings, which often become the primary source of knowledge about 

biblical events and characters. Today the popular understanding of the 
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Bible – a chronologically earlier text – is actively shaped by its later echoes 

(revisions and appropriations). Second, the metaphor captures the idea of 

the discursive and ideological “decrescendo” (Hollander, 1981), i.e. the 

toning down or volume reduction, of the Bible in contemporary culture: 

what was once a thunderous voice of the cultural hegemon, today is only 

a small voice of the residually important text - a cultural icon and “the 

most revered book never read” (Beal, 2011, p. 33). In the form of the 

echoing myth, biblical material is neither entirely gone from culture nor 

strong enough to assert itself in the traditional, clamorous way. Third, the 

metaphor of the echo helps to foreground the fact that British biblical 

rewritings resonate (resound or reverberate) with the contemporary socio-

political problems. Imploded yet weakly present, biblical stories in the form 

of echoing myths still help to explore the world and think about some new 

possibilities of being-in-common in British society. Just as it is with the 

actual echo, when - repeating only part of a phrase or word, it imbues such 

diminishing returns with new meanings (as in “grandmother” reduced to 

“other”, or “surpass” to “ass”), the echoing myth tries to refunctionalize 

elements of biblical myths and invest them with new significances. 

Through the critical rewriting of biblical narratives, these novels, on the 

one hand, expose the divisive character of communities that were 

consolidated with the use of the Bible, and on the other hand, redeploy 

scriptural stories in order to imagine a different, more fluid and fragile 

manner of belonging. Communities reimagined in these biblical rewritings 

do not try to impose unities nor subordinate individuals to some collective 

narratives based on fixed foundations, but allow individuals to understand 

their mutual dependency and, in reaction to such a recognition, to rethink 

(modify, expand) their identities (cf. Bauman 2001, Blackshaw 2010; 

Delanty 2010). 

In Boating for Beginners, Winterson rewrites the biblical story of Noah and 

the Flood in ways that expose and anatomize the myth of the elect nation 

as revived by Margaret Thatcher in the 1980s.1 The myth of the elect nation 

(or the chosen people) has contributed to the shaping of the English 

national thinking (Carruthers 2006, Greenfeld, 1992; Smith, 2003,). Based 

on the biblical account of the special relationship between Yahweh and 

Israel, the myth provided the English with the model of the nation - “a 

mirror for national self-imagining” (Hastings, 1996, p.18), with the 

language in which nationalist consciousness could be expressed, and with 

the idea of the mission with which Britain believed itself to be uniquely 

 
1 For a thorough discussion of Winterson’s biblical rewriting, see Rychter, 2021, 

especially pp. 166–192. 
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entrusted as the rationale of their imperial project (Kumar 2003). The 

underlying idea of the mission was not only to propagate the Protestant 

religion and the Bible across the British Empire, but also to champion the 

cultural and political ideas of liberty, prosperity and progress. British 

people perceived themselves as uniquely assigned by God (or Providence) 

to spread the rule of law, to overlook free trade, and to play the role of an 

exemplary nation responsible for the dissemination of parliamentary 

liberties and for the provision of education.  

In the late 1970s, Margaret Thatcher returned to the image of Britain as 

an exceptional and exemplary nation. In many of her political speeches, 

she emphasised the idea that Britain should aim to restore itself to the 

special position among other nations – the position it once held. The 

restoration depended, according to Thatcher, on the cultivation of the civic 

virtues which were derived from Christianity and based on the Protestant 

reading of the Bible, the virtues which the British seemed to have forgotten 

during the days of the Labour Party and their socialist politics. These 

virtues were: the sense of tolerance and fair play, the positive view of work 

and the creation of wealth, the respect of private and public property, 

honesty and thrift, self-reliance and liberty. For Thatcher, the national 

determination to return to and rejuvenate what she saw as Christian (and 

British) values would not only bring the concrete financial and social 

effects (e.g. the reduced inflation, the reanimation of industry and 

production, increased prosperity), but would also – and equally 

importantly –serve as a spectacular example for different nations around 

the world. Echoing the biblical discourse of election, in which Israel is “a 

light to the nations”, Thatcher envisaged Britain as an inspiring example 

of the remarkable restoration, a model country whose fall and recovery 

would be a stimulating and heartening idea for different participants of the 

international political life. Tapping into the discourse of exceptionality and 

into the myth of election, Thatcher represented her own party as offering 

Britain a political plan which would reanimate British civic spirit and 

economy, and ultimately, restore the nation to its only temporarily lost 

position of the leader and model. In a language which vaguely reverberates 

with the biblical idea of the chosen nation as a blessing-conduit to other 

peoples, Thatcher depicted Britain as a country with a special, both 

politically and morally significant, role. For example, in one of her speeches 

in 1988, Thatcher averred that “the strength of Britain, with eight years of 

economic success and firm and consistent government behind us, gives us 

a very special part of play. European countries are looking to us more and 

more for a lead” (p. 4). She presented Britain as nothing less than the 

foundation of European political order when she claimed, “We are no 
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longer the sick man of Europe. We are the cornerstone of the European 

Alliance” (Thatcher, 1983, p.15). 

It is telling that Winterson chooses the Flood narrative – a story of a 

transition and dramatic transformation of the world, to launch her critical 

examination of the Thatcherite Britain. As one of the well-established 

“images of crisis” (Landow, 1982), the flood is an apt vehicle for a 

comprehensive diagnosis of contemporary ills, as well as a tool for the more 

focused reflection on how the British dealt with the changing social, 

economic and political forces, whose global scale and range left a lot of 

them bewildered, disoriented or lost. Written in the context of Thatcherite 

Britain and its political, social and economic changes, Winterson’s story of 

the ark drifting on the turbulent waters of the Flood reverberates with the 

classical metaphor of the ship-of-state, “whereby the king or tyrant is the 

captain or helmsman, the citizens are the crew, the weather is all political, 

and the goal is safe harbour” (Ferber, 2007, p.193). By making Noah a 

parodic version of Margaret Thatcher (plus, by making the ship a safe 

haven only for the acolytes of capitalism, and the weather – a literalization 

of the opportunistically recycled old myths), Winterson creates a complex 

socio-political emblem of the contemporary Britain. 

When Winterson’s Boating for Beginners rewrites the Deluge story into an 

echoing myth, it transforms the biblical hypotext in four interlocking ways, 

all of which work to interrogate Thatcher’s political discourse and criticize 

its version of the myth of the elect nation. First, the novel repeats the 

Genesis story in a distorted and fragmentary way, weakening the figure of 

God (who is here an accidental and evolving creation of Noah), minimizing 

the motif of Noah’s righteousness (who is a wily myth-maker and egoistic 

manipulator), ironizing the original tale’s emphasis on the immorality of 

the pre-diluvian humans (who seem to be “guilty” of having socialist 

outlook on state politics). Although Winterson’s novel employs all of the 

recognizable elements known from the book of Genesis (Noah and his 

family, Yahweh, the election of Noah, the Ark, animals brought into the 

Ark, the flood), it uses them in a creatively warped manner, and thereby 

produces a retelling that is both comic and questioning. The grotesquely 

belittled God is depicted as petulant, petty and capitalist-minded – 

“Yahweh the Omnipotent Stockbroker” (Winterson, 1985, p.30). When he 

grows powerful and finally escapes the control of his creator, he functions 

a parodic representation not only of the Old Testament omnipotent deity, 

or a comic rendering of the Feuerbachian concept of man-made divinities, 

but also a depiction of the deified capital and of the god-like status 

neoliberalism. The echoing technique of Boating for Beginners allows the 
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novel to deflate, desacralize and transcendentalize the biblical story, and 

to explore some of today’s “deep fiduciary investments in Big Others”. 

The second aspect of the novel’s echoing transformation of the biblical 

story (an aspect deeply enmeshed with the first one) is the fact that Boating 

makes the Noah story reverberate with the specifically British political and 

social issues. More than an examination of some broad problematics 

characteristic of all humans, the novel rewrites the Bible in ways that 

foreground and explore the concerns of Britain in the 1980s. In Boating, 

Britain is signified in two ways. On the one hand, it is a geographically 

distant place, a pagan, uncivilized land on the margins of the culturally 

sophisticated and technologically advanced centre of the textual world – 

Ur of the Chaldees. On the other hand, Ur of the Chaldees itself is depicted 

as the contemporary Britain. Thus, represented as both a periphery (the 

actual British Isles, far away from the Middle East setting of the plot) and 

as the centre (the Holy Land, the heart of the sacred geography), Britain in 

Winterson’s rewriting re-enacts the ambivalent political position of Britain 

after World War II - no longer a metropolis, a hegemon or centre of the 

sprawling Empire, yet not quite a complete margin either. It is against this 

double background of Britain’s simultaneous marginality and centrality, 

backwardness and modernity, that Boating explores the problem of 

Thatcher’s revival of biblical myth of election.  

Noah is a Thatcher-like figure, a comic blend of a politician, celebrity, 

entrepreneur and a biblical prophet, somebody who controls his country 

through his anti-socialist discourse and a deeply conservative rhetoric of 

the return to “true” values. As a parodic echo of the neoliberal Britain, 

Noah’s Ur of Chaldees is shaped by a political theology à la Margaret 

Thatcher, in which religious/mythical ideas are combined with the 

neoliberal discourse of the free market, profit, thrift, investment, self-

reliance and individual success. Cruelly pragmatic and money-oriented, 

Winterson’s Noah parodically hyperbolizes what is often associated with 

Thatcher’s politics, namely, the prioritization of economic concerns over 

other matters, and the weakening of the sense of collectivism. Mirroring 

Margaret Thatcher’s notorious war on socialism, Noah in Boating for 

Beginners is engaged in an ongoing campaign against various ills he 

associates with the socialist order: “wanton and ungodly spending” 

(Winterson, 1985, p. 14), “immigrants, […] agitation and revolution” 

(Winterson, 1985, pp. 12–13), sexual permissiveness. Like Thatcher, Noah 

propagates the revival of morality and calls for the return to the traditional 

moral values, both of which are supposed to secure God’s special favour 

allegedly granted to his faithful and to translate into economic health of 



The 21st International Stylistics Symposium 

21. Uluslararası Deyişbilim Sempozyumu 

 

December 08 & 09, 2022 

08-09 Aralık 2022 
ISBN: 978-605-73128-0-8 

 

27 
 

the country. The regenerated nation will then serve as a model for other 

peoples, and show the effects of its moral life and good economy on the 

Ark voyage around the heathen places – a missionary journey planned by 

Noah, not by God. Significantly, this motif of the overseas mission is 

motivated by a blend of commercial and religious ideas since Noah’s 

primary but undisclosed motive is financial gain, a fact clear for Yahweh 

himself, who observes that the tour is for Noah’s “bank balance” 

(Winterson, 1985, p.90). The mission echoes the 19th-century imperial 

myth of British missionary vocation - its “commerce and Christianity” 

character energised by the belief in British exceptional status and 

exemplarity. Winterson exposes the self-proclaimed, usurpatory nature of 

this myth, especially when she makes it clear that God does not know 

anything about Noah’s missionary plans, and neither does he delegate him 

to visit the foreign heathen places. As God’s “chosen spokesman” 

(Winterson, 1985, p.85), Noah feels entitled to capitalize on (benefit 

financially from) his exceptional status. Winterson’s echoing myth 

debunks the exploitative framework of the myth of missionary vocation 

and draws attention to its self-proclaimed character, and disparages the 

Thatcherite re-investment in the nineteenth-century myths of exemplarity.  

Yahweh’s decision to flood the world is also symbolic for the way in which 

the novel handles the British myth of election. God plans to kill all living 

creatures except for these gathered in the Ark, and chooses Noah, his three 

sons and daughters-in-law to be the only surviving humans. As he puts it, 

“I wouldn’t drown my own family, would I?” (Winterson, 1985, p.91). In a 

parodic echo of the biblical sonship of Israel as the principle of election, 

God somewhat nepotically assures Noah that he is chosen for survival 

because he is God’s “mother” (Noah accidentally created God in his 

laboratory) (Winterson, 1985, p. 89). Furthermore, the elect Ark-people are 

all sworn capitalist, who built their private empires either “through 

blackmail” (Winterson, 1985, p. 136), through the exploitation of 

uninsured labourers, or through preying on people’s naivety. So, the 

exemplarity of the chosen people - an important feature of the biblical myth 

of elect, is here perverted, i.e. shown as lying in simple favouritism, rather 

than in an obligation-based special relationship with God, and in self-

congratulatory depravity, rather than in faithfulness to the covenantal 

laws. Also, the elect people on the Ark are people who willingly manipulate 

the story of what happened and who want to deceive others by rewriting 

the Bible. “If we’ve got a new world we can tell them anything”, Noah 

explains to his sons. “We can say that God made the world, the air, the 

sky, the sea, and that it became so corrupt he had to flood it and start 

again. Who’s to say we’re lying? […] We can write what we want in our 
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book, pass it down and call it the inspired word of God” (Winterson, 1985, 

pp. 110–111). The elect abuse their exceptional status and revise the 

previous version of the scripture in such a way as to secure for themselves 

the status of the specially chosen. 

The third way in which Winterson’s biblical novel constructs its echoing 

myth is the fact that it combines the Genesis narrative with other, non-

biblical sources, thus creating a complex text made up of both clashing 

and mutually reinforcing elements. As it is in the acoustic phenomenon of 

echo, in which sounds can be reflected multiple times from multiple 

surfaces, interfering and overlapping with one another, in the echoing 

myth motifs, tropes, characters taken from various literary sources 

constructively interfere with biblical elements. Boating for Beginners 

blends elements culled from Genesis with tropes, images and discourses 

taken from other parts of the Bible (e.g., Psalm 23, the Book of Nahum), 

and from writers as diverse as Aristophanes, Jonathan Swift, Mary Shelley, 

T. S. Eliot, Samuel Beckett, Eugène Ionesco (Onega, 2006, pp. 38–39), 

Shakespeare, Wordsworth, Keats, and Isaac Watt. Even Winterson’s first 

novel is treated as an intertext: Boating takes from Oranges Are Not the 

Only Fruit the motif of the orange demon – a polyvalent figure standing for 

the individual unconsciousness, psychic split or the othering of oneself, 

the satanic challenge, and atemporal transcendental presence (Makinen, 

2005, p. 8; Onega, 2006, pp. 24–25). The novel’s heavy reliance on parody 

and pastiche sustains the novel’s polemical allusive imitation of both the 

biblical narrative (and Bible-derived myths) and of different contemporary 

discourses (capitalism, political manipulation, literary criticism, feminism, 

advertisement etc.).  

The most prominent example of this intertextually reinforced echo is the a 

pastiche of Mary Shelley’s Frankenstein. Here, Noah brings to life a piece 

of defrosted gateau, observes its development into a spiritual being and 

witnesses its growing autonomy. In giving the Thatcher-like Noah the role 

of Frankenstein, Winterson offers a biting commentary both on the 

character and effects of the Prime Minister’s politics, and on Thatcher’s 

reliance on religious myths. Seen through the Frankenstein story, 

Thatcher’s free-market economy, privatization, deregulation of the private 

sector and reduction of income tax become actions of an overambitious 

experimenter, who – miscalculating the results of the transformation – 

unleashes into the world a powerful neoliberal monster. Winterson’s 

Frankenstein scene can be taken as an imaginative rendering of what Nigel 

Lawson famously called “the British experiment” (1984, p.13), i.e. 

Thatcher’s freedom for markets, fiscal discipline, anti-trade-unions 
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politics, all promoted as the necessary prerequisites for unified and 

powerful Britain. The novel shows the “British experiment” slipping out of 

control and turning into a divisive and destructive force. As a product of 

Noah’s/Thatcher’s experiment, God in Boating for Beginners is what 

precipitates the ruin of the world and the end of social life. Among other 

things, his Flood is a parodic literalization of Thatcher’s infamous quip 

“there is no such thing as society” (1987, p. 30). 

Apart from the critical reflection on the Thatcherite political-economical 

experiment, Winterson’s Frankenstein-based pastiche is also a trenchant 

comment on Thatcher’s reliance on religious myths. Noah first changes 

leftovers into an all-powerful being, next uses some existing stories to 

construct myths which are supposed both to explain his God and to 

conceal Yahweh’s true nature, and finally, reworks his own myths, adapts 

them for a film, all in order to carry out his political and religious plan of 

world domination. The “progress” of Noah’s myth mirrors Thatcher’s 

growing investment in mythic-religious discourse and parodies her 

adaptation of biblical myths to her political and economic agenda. 

The fourth way in which Winterson’s biblical rewriting functions as the 

echoing myth is its construction of an alternative, weak version of the myth 

of election. Such version can be found in the story of Doris (an unexpected 

survivor of the Flood) and a group of women with whom she is associated. 

Doris was a cleaning lady from Ur, who learnt about the Flood before it 

happened. Instructed and urged by the time-travelling orange demon, 

Doris and her companions prepared themselves for the coming cataclysm. 

With time, the group become a small community, an alternative to the Ark-

based, privileged group. Surviving the Flood against God’s will and 

accepting the mission explained by the demon, Doris epitomizes a weak 

and warped version of election. As a group, the women are given a mission 

“to spread the word about what really happened” (Winterson, 1985, p. 124). 

The actual point of their future exhortations, however, is not so much to 

correct the lies spread by Noah, but to make sure that the future 

generations challenge the monological character of Noah’s myths. “It 

doesn’t even matter if you forget what really happened; if you need to, 

invent something else”, the demon instructs them. “The vital thing is to 

have an alternative so that people will realise that there’s no such thing as 

a true story” (Winterson, 1985, p. 124). Doris and her friends are 

nominated – indeed, elected – by the demon to prevent the establishment 

of what Marquard calls the “monomyth” (1989) and to create rival myths, 

whose very presence will cast doubt on the dominance of Noah’s 

narratives. Doris’s myth (and its textual variant – Winterson’s rewriting) 
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will uncover the exclusivism of the dominant myth and re-inscribe herself 

back into the story, thereby changing the coordinates of the established 

mythic narrative. Doris and the women represent a changed, weakened 

version of the biblical myth of election, one which not merely pluralizes 

truth, but also offers a provocative rethinking of the basic plotline of the 

myth. 

The community created by Doris and her friends can be treated as a weak 

alternative to the ultimately more successful Ark community. Though both 

groups irretrievably lose their world, they have different ideas about 

establishing themselves in the new, post-flood reality: whereas the Ark 

community want to preserve as much as possible of the previous life, the 

women prepare themselves for hard work, inventiveness and recycling. 

While Noah and his family concentrate on stacking as many luxury objects 

as possible and hope to stay as comfortable as possible in the post-diluvian 

reality, Doris and others do not see themselves as bound by the past. The 

women load their individual canoes only with the essentials, and plan to 

salvage and put to use whatever survives the flood. When the flood starts, 

they fish out “anything useful” (Winterson, 1985, p. 149), making the most 

of whatever comes their way. They realize that little, if anything, can be 

carried over undamaged to the new world, and that, therefore, they “have 

to make some effort” (Winterson, 1985, p. 147). Instead of nostalgically 

remembering the past (“how the world used to be and how it isn’t any 

more” [Winterson, 1985, p. 147]), they will try to readjust themselves to 

the new conditions and creatively redeploy the remnants of the past. To 

the extent that Doris’s community accept the fact that their future 

(common) life cannot be a transplanted version of the past, but that they 

need to rework and rearrange the odds and ends of the previous world, 

they are a good example of the new type of community, whose functioning 

depends on the renewed interpretive effort. Instead of the nostalgic looking 

back to the lost world of comfort and stability (and instead of the escapist 

plans like Noah’s vineyard and drinking binges), the women are ready first, 

to recycle bits of the past in order to make their own world, and second, to 

make do without the past and reinvent themselves and the world. Facing 

the critical moment, Doris, Marlene, Gloria and Desi do not desperately 

cling to the foundations established in the past, but brace themselves for 

the new conditions and commit themselves to a new type of sharing. It is 

this forward-looking readiness to re-establish their commonality, this 

undogmatic and open-minded attitude to being together that constitutes 

the alternative myth of election. 

Instead of suggesting a return to cultural Englishness to construct such a 

narrative (Miller, 1995, p. 172), Boating for Beginners offers a self-reflective 

version of an old national myth, one in which decomposition (of the empire, 
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of the UK as a union) is faced head-on and built into the story of the patient 

reordering and repair. Through the motif of Doris, Winterson half-jokingly 

proposes a revised myth of national election, one which replaces the 

emphasis on the restoration of greatness with the idea of keeping the world 

tidy and put together. Instead of nostalgically concentrating on the lost 

exemplary status, this weak echoing myth grows out of the recognition of 

the recurrence of collapse and disintegration, and tells the story of the 

persistent, housewife-like care about the country. It is a tale of the deflated 

sense of responsibility and vocation, not of reviving the alleged British 

exemplarity. As an echoing myth, Winterson’s novel is not only a critical, 

deconstructive, demystifying text, but also a book that offers a 

constructive, if weak, articulation of the search for new sense of 

commonality. 
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Abstract 

This study aims at identifying the methods used in translating onomatopoeia from 

English to Sinhalese of the drama The Cherry Orchard by Anton Chekov and its 

Sinhalese translation Cherry Uyana by Ranjith Dharmakeerthi. Onomatopoeia can 

make a piece of writing, especially a drama, a reader or a viewer friendly literary piece, 

appealing to the sense of hearing. The study is a descriptive comparative content 

analysis on the basis of the onomatopoeic words of the English text and the 

corresponding equivalences from the translation. The theoretical framework of the 

present study was based on Rozmej and Drabikowska 's classification of 

onomatopoeia and Razieh & Masoud's strategies for dealing with onomatopoeia in 

translation. The findings of the research lead to the conclusion that even though 

target language emphasized method of translation is utilized for translation of drama, 

the translator has performed a source language emphasized translation of the 

onomatopoeic sounds.   

Keywords: Drama, English, Onomatopoeia, Sinhalese, Translation 
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Introduction 

Onomatopoeia also known as sound words, etymologically came from the 

Greek word onomatopoiia which means "the making of a name or word" (in 

imitation of a sound associated with the thing being named); or from 

onomatopoios, from onoma (gen. onomatos) "word, name" and a derivative of 

poiein "compose, make" (Online Etymology Dictionary). Lexically, 

onomatopoeia means the "the formation of words in imitation of the sounds 

associated with things concerned" (Oxford English Dictionary, 1989). It also 

refers to the formation, and use, of a word by an imitation of sounds 

associated not only with the object, but with the action designated; a word 

whose pronunciation suggests its meaning (Cuddon, 1999, p. 614; Drabble, 

2000, p. 743; Holman, 2000, p. 309).  

Onomatopoeic words bring language alive in the reader's imagination by 

capturing a sound. Especially in a literary piece the readers' imaginations are 

very important. In order to keep the readers imaginations alive authors use 

visual as well as auditory imageries. In auditory imageries the authors use 

onomatopoeia to illustrate the sound which appear inside the story. 

Therefore, in a literary work onomatopoeia plays a major role to keep the 

readers' attention alive.  Specifically, when it is a drama, these auditory 

imageries take the reader or the audience to its own world. Accordingly, 

onomatopoeia forms a bridge between the audience/reader and drama. The 

drama Cherry orchard by Anton Chekov is no exception. This research 

discusses the onomatopoeic words appear in the English translation of the 

Cherry Orchard and how they have been translated into Sinhalese and the 

methods used by the translator. 

Theoretical Background 

Translating the idea and meaning from source language (SL) into target 

language (TL) may not be an easy thing to do. The difference in language 

system and culture between English and Sinhalese pose problems in 

translating onomatopoeia related to both languages. Analyzing the 

translation of English onomatopoeic words into Sinhalese is a very 

interesting thing to do. Regarding onomatopoeia, there are a number of 

published studies which have considered its different aspects from a 

linguistic perspective and some from a translation studies approach. 

Considering the language combination of English and Sinhala at any length 

there are still few studies which focus on onomatopoeia has been conducted. 
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Flyxe (2002) examined how the degree of logicality in an onomatopoeic and 

mimetic expressions affects the translation. In this study Flyxe collected 275 

occurrences of onomatopoeia in various Japanese novels and their Swedish 

translations. According to the results of this study Flyxe proposed reasons 

why some of onomatopoeias often remaining without translation. As he 

mentioned, it is possible that in the TL, Swedish, onomatopoeias are 

considered to be childish and vulgar, thus translators avoid using such 

expressions. Also, the variations and possibilities of catching and expressing 

the subtle differences are not the same in two languages, so attempting 

to give an equivalent to source text (ST) onomatopoeia runs the risk of 

missing nuances expressed in the source language. He pointed out the style 

as another explanation for the many omissions. Due to the excessive 

informality of onomatopoeias in the target language, they might not be 

regarded as appropriate for maintaining the style of the translation. Flyxe 

identified six methods used by translators: (a) adjectives, (b) adverbs, (c) 

verbs, (d) paraphrases, (e) onomatopoeia, and (f) omission.  

Inose (2008) has researched the translation of onomatopoeic and mimetic 

expressions from Japanese to both English and Spanish, focusing on the 

preservation of information within the translations. Inose also added three 

more methods to those introduced by Flyxe (2002): (a) translation using 

nouns, (b) translation using idioms, and (c) translation using two adjectives, 

or combination of adverbs, adjectives or verbs. Inose stated that: Except for 

very few cases in which onomatopoeic or mimetic words do not add extra 

information, omission is not a desirable method of translation. When there 

is no equivalent word in the target language, the translators should consider 

using other resources, such as explicative paraphrases or combination of 

various words. (p. 115) 

Haywood (2009:94) states that onomatopoeia is “directly” iconic or the phonic 

form of the word that is gained by imitating a sound. The relationship between 

the word and the meaning is highly related to “cultural conventions” and the 

phonological system of the given language. This “cultural convention” and 

phonetic system play a big role in deciding the appropriate equivalence for the 

onomatopoeic word. For example, the onomatopoeic English word ‘meow’ 

which represents the sound made by cats which has ‘gnau’ as its accepted 

equivalence in Sinhala. Some of the onomatopoeic words which are not 

registered in dictionary also need great consideration from each translator. 

The onomatopoeic ‘wow’, ‘’flump’, ‘whoosh’ for examples, they are not easy to 
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translate. The translators should find the acceptable equivalence without the 

guide of any dictionary. 

Similar to other types of literary text, translation of dramas deals with the 

problems of translating linguistic and cultural issues such as those of 

onomatopoeias. According to Casas-Tost (2014, p. 39) “an onomatopoeia is a 

type of word with very peculiar characteristics, which often poses a challenge 

for translators”. She (2012) identified three main tendencies when translating 

Chinese onomatopoeias into Spanish: Substitution of the original 

onomatopoeias for another type of word other than an onomatopoeia, 

omission of ST onomatopoeias in the target text and translation of ST 

onomatopoeia using a TL onomatopoeia. She explained that these three 

tendencies depend on various factors such as the type of onomatopoeia, 

availability and frequency of use in the TL, linguistic issues, and the method 

and approach adopted by the translators and all of which are embodied in 

the translation techniques chosen in each case. 

In another study Rozmej and Drabikowska (2015) have classified two 

general types of onomatopoeia, namely imitative onomatopoeia and echoic 

onomatopoeia. This classification is not based on what is designated but on 

what is imitated. Imitative onomatopoeia refers to the sounds that are 

produced by human’s vocal apparatus or by other animate beings. Then, 

echoic onomatopoeia is the sounds that do not come from any vocal 

apparatus. These types of sound are associated with inanimate sounds that 

are derived from events, noises, environment, or nature. 

Sharifi Moghadam and Ghazizade (2016) investigated onomatopoeias in 

Holy Defense literary works and the strategies adopted to translate them. 

Their study showed that Persian onomatopoeic words are mostly translated 

by using an equivalent onomatopoeia in English. They stated that "if the 

equivalent onomatopoeia exists in the TL, it is not only the most 

appropriate strategy but also the only acceptable way to translate 

onomatopoeia" (p. 13). On the basis of the previous works and the case 

study, in the article Translating Onomatopoeia: An Attempt toward 

Translation Strategies (2017) by Raziyeh Azari; Masoud Sharififar, five 

strategies used by the translator when translating Persian onomatopoeias 

into English were identified, which are as: Translation using onomatopoeia, 

Translation using another type of word other than onomatopoeia (non 

onomatopoeic word), Translation using paraphrases, Translation using 
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pronoun and No translation (omission). 

Method 

This study, which falls under the analysis on the basis of the onomatopoeic 

words, their basic classifications by Rozmej and Drabikowska (2015) and their 

translation equivalences, followed by Raziyeh & Masoud's strategies as the 

theoretical framework. The method used in this article is a qualitative method 

with content analysis as a technique. The source material of the present study 

is the onomatopoeic words from the drama The Cherry Orchard by Anton 

Chekov and its corresponding Sinhalese terms of its Sinhalese translation 

Cherry Uyana by Ranjith Dharmakeerthi.  The data collection and analysis of 

the present study took place in three phases:  

1. the researchers analyzed the ST thoroughly to recognize all 
onomatopoeic words used in the ST;  

2. at the same time, the researchers looked for the equivalence of the 
onomatopoeic words given by the translator of the target text (TT);  

3. after the data was collected, the researchers analyzed the data based 
on two methods, the first is Rozmej and Drabikowska (2015) 
classification of onomatopoeia and the second is the Raziyeh & 
Masoud's strategies; and  

4. finally, the researchers drew conclusion based on the data analysis. 

 

Findings and Discussion 

The classification of onomatopoeic words by Rozmej and Drabikowska (2015); 

imitative and echoic, is used in this study for classification. In gathering 

relevant onomatopoeic words, the researchers have utilized both the ST and 

the TT. The total number of onomatopoeic words found in the ST and the TT 

are thirty-three. The following table could be presented with reference to the 

ST. 

Table 1. Source Text (Type of Onomatopoeia) 

Type Number Percentage 

Imitative 18 54.54% 

Echoic 2 6.06% 

Non-Onomatopoeic Words 13 39.39% 
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Out of the thirty -three ST onomatopoeic words used by the SA (Source 

Author) eighteen are imitative and two are echoic. It is notable that out of 

the thirty – three, the remaining thirteen meanings were translated using 

onomatopoeic words by the translator. 

 

Figure 1.  Source Text (Type of Onomatopoeia) 

With reference to the above pie chart, it is clearly evident that the majority of 

the onomatopoeic words used by the SA are imitative which is 55%. Only a 

6% of echoic onomatopoeic words have been used by the SA. On the other 

hand, 39% of terms which have been translated as onomatopoeic words have 

been originally written as non-onomatopoeic words.  

The following table presents the data related to the TT and the type of 

onomatopoeic words which have been used by the translator. 

Table 2. Translated Text (Type of Onomatopoeia) 

Type Number Percentage 

Imitative 15 45.45% 

Echoic 5 15.15% 

Non-Onomatopoeic Words 10 30.30% 

Omission 2 6.06% 

Deletion 1 3.03% 

Out of the thirty-three onomatopoeic words, the translator has translated 

fifteen as imitative and five as echoic. In ten instances the translator has used 

ono-onomatopoeic words for the purpose of translation and two have been 

omitted and one has been completely deleted.  

55%

6%

39%

SOURCE TEXT (TYPE OF 

ONOMATOPOEIA)

Imitative Echoic Non - Onomatopoeic Words
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Figure 2. Translated Text (Type of Onomatopoeia) 

With reference to the pie chart, it is apparent that 46% of the onomatopoeic 

words have been translated as imitative and 15% as echoic. The rest of the 

39% have been translated as non-onomatopoeic words (30%), Omission (6%) 

and Deletion (3%). According to Table 1, out of the thirty-three onomatopoeic 

words a total of twenty imitative and echoic words have been used by the SA, 

while according to Table 2 a total of twenty imitative and echoic words have 

been used by the translator. The following tables discuss the translation 

strategies proposed by Raziyeh & Masoud with reference to the onomatopoeic 

words utilized in the ST and TT.  

1. Translation using onomatopoeia 

Table 3. Translation Using Onomatopoeia 

ST 
Page 

No 
Act No TT 

Page 

No 
Context Ono (Type) 

Me-e-e 23 1 /mu….a:…/ 25 
The sound that came when Lopakin puts 

his head through the door and bleats. 

Translation and 

Source - 

Imitative 

You 

know, old 

nanny 

died 

28 1 
/a: maʈə kijannə 

bæri una:ne/ 
30 

When Gayev says to Adryeevna that old 

nanny dies when she was away. 

Translation – 

Imitative 

Source - non 

onomatopoeic 

46%

15%

30%

6%3%

TRANSLATED TEXT (TYPE OF 
ONOMATOPOEIA

Imitative Echoic Non-Onomatopoeic Words Omission Deletion
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Heart 

beats fast 
70 3 

/papuvə gidi gidi 

ga:la: gæhenəva:/ 
81 

When Dooniasha gets dizzy from 

dancing her heart starts beating fast. 

Translation - 

echoic 

Baby 

crying 
84 4 /ova: ova:/ 96 

When Charlotta picks up a bundle that 

looks like a baby and heard the sound of 

a baby crying. 

Translation – 

Imitative 

Source - non 

onomatopoeic/ 

reduplication 

Table 3 presents the onomatopoeic terms that have been translated using 

onomatopoeia. The first SL term ‘me-e-e’ has been translated using an 

imitative onomatopoeic term in the TL while the second SL term which is not 

an onomatopoeic term has been translated using an imitative onomatopoeic 

term in the TL /a:/. In this instance the translator has paraphrased the SL 

meaning using an onomatopoeic term. The third SL term has been translated 

using an echoic onomatopoeic term and here the translator has reduplicated 

the onomatopoeic term /gidi/. The last SL non - onomatopoeic term ‘baby 

crying’ has also been translated using an imitative onomatopoeic term and it 

has also been reduplicated as /ova: ova:/.  

2. Translation using another type of word other than onomatopoeia (non- 

onomatopoeic word)       

Table 4. Translation Using Another Type of Word Other Than Onomatopoeia (non-

onomatopoeic word) 

ST 
Page 
No 

Act 
No 

TT 
Page 
No 

Context Ono (Type) 

Bravo 62 3 /apu:rui/ 71 

When everyone is 
delighted, 

Andryeevna is 
clapping. 

Source - 
Imitative 

Translation – 
non- 

onomatopoeic 

In this instance the translator has translated the imitative onomatopoeic term 

‘bravo’ using the non- onomatopoeic term in the TL as /apu:rui/. Even though 

/apu:rui/ in Sinhalese means ‘wonderful, marvelous’ the translator with the 

usage of this non- onomatopoeic term has tried to preserve the cultural 

relevance using this expression.  
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3. Translation using paraphrases 

Table 5. Translation Using Paraphrases 

ST 
Page 
No 

Act 
No 

TT 
Page 
No 

Context Ono (Type) 

Hum 77 4 
/miminum 

had˜ə/ 
88 

Start of the fourth 
act. This is the 

description given. 

Source – 
imitative 

Translation - 
noun 

The imitative onomatopoeic term ‘hum; has been translated as /miminum 

had˜ə/ and here the translator has paraphrased the SL idea using an 

adjective with a noun.  

4. Translation using pronoun 

Table 6. Translation Using Pronoun 

ST 
Page 

No 

Act 

No 
TT 

Page 

No 
Context Ono (Type) 

Oh, what 

a 

beautiful 

life! 

24 1 
/e:kə koi taram 

santosəjakdə/ 
26 

When Varia 

tells Ania that if 

she could marry 

Ania. 

Source – 

imitative 

Translation 

-omission 

In this instance the imitative onomatopoeic term ‘oh’ has been omitted by the 

translator and has been translated using the pronoun /e:kə/ in Sinhalese. 

Even though the onomatopoeic word is omitted here it did not result in loss 

of information. 

5. No translation (omission) 

Table 7. 

ST 
Page 

No 

Act 

No 
TT 

Page 

No 
Context 

Ono 

(Type) 

Hm, and 
who are 

you? 
24 1 

/hæbæ:ʈəmə ohe: 
kauda/ 

26 

When Yasha asks 
Dooniasha who 
she is and she 
replies she was 

little when he left. 

Source – 
imitative 

Translation-
omission 
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The imitative onomatopoeic term ‘hm’ has been omitted by the translator and 

has been substituted with the term /hæbæ:ʈəmə/ and it is evident that this 

omission did not result in loss of information.  

Tables 3, 4, 5, 6 and 7 discussed the translation of onomatopoeic terms of the 

ST and the TT with reference to the translation strategies proposed by Raziyeh 

and Masoud. In analyzing the gathered data the researchers came across new 

strategies used by the translator apart from the strategies proposed by 

Raziyeh and Masoud. 

1. Translation by a Verb 

Table 8. Translation by a Verb 

The imitative onomatopoeic term ‘muttering’ has been translated as 

/mumunənə/ using the present participle of the verb while ‘owl hoot’ has been 

translated as /bassa: ad˜ənəva:/ using the verb /ad˜ənəva:/. ‘Heart thump’ 

has been translated as /gæhenəva:/ using the non-volitional form of the verb 

while ‘blubbering’ has been translated as /aɖ˜o:na:və/ using the causative 

form of the verb. The translator has utilized verbs and forms of verbs in 

translating onomatopoeic terms from English to Sinhalese.  

 

 

ST 
Page 
No 

Act 
No 

TT 
Page 
No 

Context 
Ono 

(Type) 

Muttering 20 1 
/mumunənə/ 

 
21 

When Feers is 
muttering to 

himself. 
 

Source - 
imitative 

Translation 
- verb 

 

Owl hoot 54 2 
/bassa: 

ad˜ənəva:/ 
62 

When Feers 
remembers the 

day (misfortune) 
they were given 

freedom. 

Source - 
imitative 

Translation 
- verb 

Heart thump 56 2 
/gæhenəva:/ 

 
64 

When Varia says 
she is scared. 

Source – 
imitative 

Translation 
- verb 

Blubbering 37 1 
/aɖ˜o:na:və/ 

 
41 

When Varia 
starts weeping 
and Gayev asks 

her to stop. 

Source –
imitative 

Translation 

- verb 
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2. Total Omission 

Table 9. Total Omission 

In this instance the translator has omitted the whole utterance of Trofimov 

and it has created a loss in meaning. On the other hand, this omission is 

different from other types of omission as the translator has omitted/deleted 

the entire utterance of Trofimov. 

3. Omission with a pronoun 

Table 10. Omission with a Pronoun 

ST 
Page 
No 

Act 
No 

TT 
Page 
No 

Context Ono (Type) 

Oh, what a 
beautiful 

life! 
24 1 

/e:kə koi taram 
santosəjakdə/ 

26 
When Varia tells 
Ania that if she 

could marry Ania. 

Source – 
imitative 

Translation 
-omission 

The imitative onomatopoeic term ‘oh’ has been omitted by the translator and 

it has been substituted by the pronoun /e:kə/. It did not result in loss of 

information as the translator has tried to retain the meaning as much as 

possible using the pronoun /e:kə/. The aforementioned translation strategies; 

Translation by a Verb, Total Omission and Omission with a pronoun have 

been identified by the researchers apart from the strategies proposed by 

Raziyeh and Masoud in analyzing the data.  

Conclusion 

The findings of the research lead to the conclusion that even though TL 

emphasized method of translation is utilized for translation of drama, the 

translator has performed a SL emphasized translation of the onomatopoeic 

sounds. On the other hand, different and novel strategies have been used by 

the translator in translating onomatopoeic words. Further research could be 

carried out focusing on the other genres of literature (poetry, novels) and 

focusing on translations of other languages.  

ST 
Page 
No 

Act 
No 

TT 
Page 
No 

Context 
Ono 

(Type) 

Ah-oo! 
 

91 4 NA NA 

When they are 
leaving the 

cherry orchard. 
 

Source - 
imitative 

Translation 
- complete 
deletion 
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Abstract 

Sinhala is an Indo-European Language spoken by the majority of the population in Sri 

Lanka. Due to the vast differences in the spoken and written varieties, Sinhala has 

been identified by many scholars as a diglossic language. Children acquire the spoken 

variety as the mother tongue and are first exposed to the written variety with formal 

education. Albeit few works have focused on diglossia in Sinhala several years ago, no 

recent studies have been conducted analysing the two varieties to ascertain whether 

the gap has increased or decreased. Furthermore, the use of Spoken Sinhala in 

literary works requires an indepth study to understand the strategies used by writers 

to address diglossia. Thus, this paper focuses on diglossia in Sinhala in today’s 

context and analyse how Spoken Sinhala is represented in literary works over a period 

of one century using secondary data and corpora. 

Keywords: Diglossia, English as a second language,  Language change, Literary 

Sinhala, Spoken Sinhala,  
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Introduction 

Sinhala is the majority language spoken in Sri Lanka by a population of 

around 16 million as the first language. The Dravidian language Tamil and 

English are the other two official languages of the country. English is taught 

as a Second Language in schools from the first grade to the thirteenth grade 

and is used in daily life in Sri Lanka.  Influenced by classical languages 

Sanskrit and Pali and Sinhala has lexical borrowings from the Dravidian 

language Tamil, Portuguese and Dutch. English is the language that has had 

a major impact mainly on Spoken Sinhala, which has led to heavy borrowing 

in the past few decades (Premawardhena 2002). The spoken and written 

varieties of Sinhala shows vast difference in phonology, morphology, syntax 

and lexicon. Thus, diglossia in Sinhala has been the subject of many scholars 

over several decades (Gair 1968, De Silva, 1982, Paolillo 1997). Nevertheless, 

there is a dearth of recent studies barring the works of Ananda (2019), 

Rajapakshe (2017), Premarathne (2016), Zubair (2010) to portray the current 

status of diglossia in Sinhala. These works refer to the high and low varieties 

of Sinhala in formal and informal contexts. 

The relationship between daily language and literary language is significant in 

Sinhala due to diglossia where the same language shows vast differences 

according to the formal and informal contexts in which it is used by the native 

speakers. First language acquisition by Sinhala native speakers corresponds 

to informal Spoken Sinhala (SS). They are introduced to  formal SS and 

Literary Sinhala (LS) once formal education commences at school level or as 

early as at kindergarten level. Despite the focus on diglossia by scholars, no 

review of the phenomenon depicted in literary works has been conducted so 

far. Thus, this paper focuses on an analysis of literary texts in terms of 

language and style to review how diglossia in Sinhala has been portrayed in 

literature and how authors have addressed this phenomenon in their works as 

well as to ascertain whether this portrayal has undergone any changes over a 

period of one century. 

The two faces of a language – Diglossia 

Ferguson identifies nine features of diglossia including function, prestige, 

literary heritage, acquisition, standardization, stability, grammar, lexicon and 

phonology (1959:328-336). He presents the distinct features of formal (high) 

and informal (low) varieties in a diglossic language which is applicable in the 

context of diglossia in Sinhala. For instance, lectures at the university,  

sermons or speeches in parliament, news broadcast are conducted in formal 

language whereas subordinates are addressed in informal language. The 

informal variety is further applied in conversations with family, friends and 

colleagues or folk literature (Ferguson, 1958:329).  
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Diglossia in Sinhala 

The spoken and written varieties of Sinhala can be divided into four 

categories: 

• Formal Written Sinhala 

• Informal Written Sinhala 

• Formal Spoken Sinhala 

• Informal Spoken Sinhala 

The formal varieties occur during formal situations whereas the informal 

varieties are used in everyday life. Diglossia affects phonology, morphology, 

syntax and lexiconof Sinhala (Rajapakshe, 2017). Some of the distinct features 

of SS and LS are as follows (Premawardhena, 2002): 

• Orthography – sounds not pronounced in SS occur in writing  

E.g.: aspirated consonants /ph, bh, th, dh, kh, gh, jh, ch, Th, Dh/ occur 

only in LS 

• Speech sounds: /santo:śai/ vs. /santo:say/‘happy’ 

                                   /viśwa:sa/ vs. /viswa:sa/ ‘trust’   

/ś/ in Literary Sinhala is replaced by /s/ in Spoken Sinhala (informal) 

• Number: Singular, Plural in loan words  

SS                /kampyuta eka/ Computer.SG 

/kamputa/ Computer.PL 

LS                /pariganakaya/  Computer.SG  

                              /pariganaka/ Computer.PL 

• Pro-drop in SS– ommission of pronouns in SS for speaker, addressee or 

third person (Premawardhena, 2002, Ananda, 2019) 

Ø yanawa 

Ø go.PRES  

‘I am going’ 

• Word order: flexible in SS, SOV in LS 

           maη  game:           giya:     or    game:           giya:     maη (SS) 

           1SG  village-ACC  go.PST          village-ACC  go.PST  1SG 

           mama gamata          giyemi (LS) 

           1SG    village-ACC    go.PST 

           ‘I went to the village’ 

• Lexicon – There is a vast difference between SS and LS 
          <rice>                    /sahal/ (LS) vs. /ha:l/ (SS) 
          <water>                 /jalaya/(LS) vs. /watura/ (SS) 
          <opening the mouth>   /muwa wiwarakaranawa/ vs. /kaTa arinawa/ 
                                                  N        +      V                         N    +  V 

• Agreement:  There is no difference in subject-verb agreement in SS 

whereas LS demands subject-verb agreement as seen in Table 1.  
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Table 1. Subject-verb agreement in Spoken Sinhala (SS) 

SS LS 

1SG mama/ maη  
 
 
 
yanawa  
go.PRES  

mama yami 

1PL api                    api yamu 

2SG oya: oba/numba yannehi 

2PL oya:la obala/numbala yannehi 

3SG eya: (m/f) 
u: (m. non-
human 
animate) 

ohu (m) 
u: (m. non-human 
animate) 
æya (f) 

yanne:ya 
yanni:ya 

3PL eya:la/ e:gollo owuhu yanno:ya/yati 

As depicted in Table 1, there is no change in the verb according to number, 

gender or subject in SS whereas LS demands corresponding agreement 

according to number, gender and subject. Thus, a writer is deemed to face 

difficulties when deciding what lexicon is to be used when presenting 

conversations in literary works.  

Method 

A review of secondary data related to diglossia was conducted to embark on 

this study. Further, Sinhala novels from early 20th century to 2021 were 

selected to analyse diglossia depicted in literary works and the strategies 

adopted by authors to represent the phenomenon. Due to vastness of sources 

available the sample was limited to novels of selected authors to obtain data. 

The works selected include bestsellers to date which have been prescribed 

texts at secondary school or university level by renowned authors from 1906. 

The more recent works include those of bestselling and award winning 

authors. The data analysis was conducted based on the works of following 

authors:  

• Piyadasa Sirisena: Waasanawantha wiwaahaya hewath Jayathissa 

saha Rosalin (1906) and others until 1944 

• Martin Wickramasinghe: Leela (1914), Viragaya (1956), other works 

until 1963 

• Ediriweera Sarachchandra: Malagiya aththo (1959), Malawunge 

awurududa (1966) 

• Jayakody Senevirathna: works during 1970 - 2021 

• Chandhi Kodikara: works during 2006 – 2020 
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The main aim was to identify aspects of diglossia depicted in Sinhala literature 

in respect of morphology, syntax, lexicon, reference indices – pronouns, 

kinship terms, honorifics, loan words and code mixing.  

 

Analysis 

The following examples from literary works provide an insight into the use of 

SS in dialogues.  

Early 1900s 

(1) tamuse   si:la:ca:raya        kiyanne           kumakata-da 
    2SG         well-mannered    say/call.PRES  what.Q 
    ‘What do you call well-mannered?’ 
(Sirisena, P. 1906) 

The use of /tamuse/ informal 2SG is evident in this example. This is an 

abbreviated form of the honorific /tamun-naanse/ which, in today’s context, is 

considered derogatory. However, in the 1900s /tamuse/ would not have had a 

negative connotation since the author uses it often in his works. The use of 

formal interrogative pronoun in LS /kumakata/ ‘what’ occurs here instead of 

the informal /mokata/. 

(2) mahatmaya-ge            kata:wa-nam  age-y 

     2SG.HON.M.POSS     speech.DEF     good.PRES 

     ‘Sir’s speech is good’. 

 (Sirisena, P. 1906) 

Formal masculine honorific  /mahatmaya/ ‘sir’ is used here instead of the 

informal version /mahattaya/.  Further, the LS adjective /agey/ ‘good’ occurs 

instead of the informal /ho˜day/. 

(3) bæri           de:Ta          api  kumaTa utsa:ha karamu-da 

     can.NEG    thing.DAT 1PL  why        try       do-Q 

     ‘Why should we try for things we cannot do?’ 

(Sirisena, P. 1906) 

In this example the formal interrogative pronoun /kumaTa/ ‘what for’ occurs 

instead of the informal /mokaTa/. Subject-verb agreement in LS is also 

evident: /api karamu/ (2PL do.PRES).  

(4) numba o:ka  kiyann-ey    oyataramaTa   mahansi gatte? 

     2SG       this   say.PRES-Q so much.ADV  try.PST 

    ‘Did you try so much to say (only) this?’ 

(Wickramasinghe, M., 1914) 
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Formal 2SG /numba/ is used instead of the informal 2sg /oya:/. However, in 

the interrogative pronoun /kiyann-ey/ ‘say’  from the informal Southern 

dialect is used.  

(5) numbala kata: karanne monawa-da? 

     2PL         talk.PRES         what-Q 

    ‘What are you talking about?’ 

(Wickramasinghe, M., 1914) 

 Formal 2PL is evident in this example. The interrogative pronoun /monawa/ 

‘what’ in SS occurs instead of the formal /kumak/.  

1950s 

(6) Ø          sæmi:             dakinnat   a:sa:wen                         hitiye 

    Ø1PL   Sammy.ACC  see.PRES    looking forward.ADV   be.PST 

    ‘(We were) looking forward to seeing (you) Sammy’. 

(Wickramasinghe, M., 1956) 

Informal speech occurs in this example with the use of use of proper noun for 

addressee ‘Sammy’ and the omission of 1SG for speaker. 

(7) Ø  e:ka-ta     awuruddak    uwamana:-ya? 

     Ø  that-DAT  year.SG.DEF need.PRES-Q 

    ‘(Do you) need a year for that?’ 

(Wickramasinghe, M., 1956) 

The omission of 2SG for addressee is evident in this example. The use of LS 

/uwamana:/ ‘need/want’ instead of SS /o:ne/shows that a mixture of LS and 

SS is used in the dialogues. 

(8) Ø         hæma deyakma  dannawa      apatat  wada:  hondata  

    Ø2SG   everything           know.PRES  1.PL     INTS    good 

   ‘(You) know everything. Better than us.’ 

(Sarachchandra, E., 1959) 

 

(9) Ø  mona kæ:ma      ja:ti walata-da wædiyen-ma kæmati? 

    Ø  what   food.DEF  type.PL.DAT    more.INTS     like.PRES 

    ‘What type of food (do you) like most?’ 

(Sarachchandra, E., 1959) 

In both examples (8) and (9) the omission of 2SG is evident. The vocabulary 

used in the conversation corresponds to SS than LS i.e. /ja:ti/ ‘types’, 

/wædiyen/ ‘more’.  
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Early 2000 

(10) oya:       ma-ta         garukarannne  næd-da?  

      2SG       1.SG-DAT    respect.PRES   NEG-Q 

     ‘Don’t you respect me?’ 

The use of informal speech with the use of 2SG /oya:/ for addressee is evident 

in this example. 

(11) api    inne        ru:m           namba   siks-wala 

      2PL   be.PRES  room.DEF   number  six.LOC 

      ‘We are in room number six’ 

(Kodikara, C., 2006)  

In this example informal speech /api inne/’we are’ with English code mixing  

‘room number six’ occur. 

(12) ayya                      innawa    ofis ru:m              eke:  

      elder brother.SG    be.PRES  office room.DEF    one.LOC 

      ‘Elder brother is in the office room.’ 

 In this instance the author uses informal speech with English loan 

words i.e. ‘office room’. 

(13) Ø  tri:w:la eka-ka            yamu-da? 

      Ø  three wheeler.SG.IND  go.PRES-Q 

      ‘Shall (we) go in a three wheeler?’ 

(Kodikara, C., 2013) 

 

Informal speech, omission of 2.PL and the use of English loan word ‘three 

wheeler’ are evident in this example. 

2021 

(14) ude:waru-we  diyuti       wætenada:ta kolej eka    langin       oya: -wa    

      morning-LOC  duty.DEF  dayPL.DAT  College.SG  near.ADV 2SG.ACC 

      drop karala yanna     mata         puluwan 

      drop.PRES  go.PRES 1SG.DAT   can.PRES 

      ‘When I have duty in the morning I can drop you near the college‘ 

(Senevirathna, J., 2021) 

 

(15) lena:d ankal-wa       ada      hospital        ædmit karala  

       Lenard uncle.ACC   today  hospital.LOC  admit.PST 

      ‘Uncle Lenard has been admitted to hospital today.’ 

  (Senevirathna, J., 2021) 
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Informal speech and code mixing are evident in examples (14) and (15) which 

reflects the writing style of many an author in present day with regard to 

dialgues in their works. 

Findings and Discussion 

The analysis of data shows that diglossia is represented in early literary works 

to the present in respect of dialogues. Nevertheless, works in early 20th 

century tend to use more written discourse. English loan words are rarely 

used in dialogues. The spoken discourse contain more formal language than 

informal as seen in (1), (2) i.e. reference: 2SG  /numba/ instead of /oya:/. The 

informal 2SG /tamuse/ instead of /oya:/ for informal 2nd person is 

considered derogatory in present day context. A mixture of written and spoken 

varieties occur in dialogues as seen in examples (1), (2), (3), (4). 

Towards the latter half of 20th century 2SG /numba/ is replaced by the 

informal 2SG /oya:/, kinship terms, honorifics, or zero anaphora (6), (7), (8), 

(9). In the works published since 2000 loan words from English are used often 

by the writers in the dialogues. Furthermore, code mixing of Sinhala and  

English is very common in recent literary works, reflecting the current 

discourse patterns in Spoken Sinhala (10), (11), (12), (13), (14), (15). However, 

these features are mostly applied to dialogues in the works and are seldom 

seen in statement sentences, which adopt Literary Sinhala. Works in the last 

two decades contain more dialogues corresponding to everyday speech than in 

works published from 1900s to 1990s. Table 2 illustrates how the use of 

Spoken Sinhala evolved from the 1900s to 2021 in literary works. 

Table 2. Spoken discourse in literary works 

 
1900 1950s 2000 2021 

Reference 
Indices:  

pronouns 2SG – 
formal: /tamuse/, 
/numba/ 
informal: /umba/ 
honorifics: 
/mahatmaya/‘sir’ 

Omission of pronouns; 
Use of names, kinship 
terms 
Use of honorifics: 
/mahattaya/‘sir’ 
/no:namahattaya/‘ma
dam’ 

Frequent use of 
Informal 2SG 
/oya:/, /oya:la/ 
2PL 
honorifics: Sinhala 
and loan words for 
profession, ‘sir’, 
‘madam’, ‘miss’ 

Wh- formal: /kumak-da/ 

‘what’ /kumakata-da/ 
‘for what’ 

Informal SS Informal SS 

Lexicon formal: /agey/ ‘good’, 
/kriya:wa/ ‘deed’, 
/pilituru/ ‘answers’, 
/karunak/‘matter’ 

more informal, formal 
at times: /agey/‘good’ 
/sa:kacca/ 
‘discussion’ 

Informal SS 
Code mixing 
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Grammar Formal: /piliganimi/ – 
accept.1SG.PRES 

Informal SS  Informal SS 

Conversation Formal SS Formal and informal 

SS 

Informal SS 

The data presented above shows how the writers gradually deviated from 

frequent use of formal speech towards more realistic conversation 

corresponding to everyday speech in the latter part of 20th century to present 

day writing. This applies to the use of reference indices as well as loan words 

in spoken discourse. The current works include code mixing in addition to the 

informal reference indices. 

Conclusion 

The review of dialogues in literary works from early 1990s to 2021 reveals that 

the authors were aware of the diglossic situation in Sinhala and strived to 

present the conversations in Spoken Sinhala. Nevertheless, the earlier works 

tend to use more formal speech than the later publications. This throws light 

on the doubts the writers in early stages may have had when presenting 

informal speech in dialogues and how they restrained themselves as much as 

possible in using informal everyday speech. Furthermore, there were no 

writers guides available to address diglossia in Sinhala or any scholarly work 

conducted on the phenomenon at the turn of the 20th century. In recent 

works the writers are bold enough to use everyday speech portaying the true 

nature of SS including heavy use of English loan words and code mixing. 

Thus, a signicant change in the writing styles in relation to protrayal of 

diglossia can be observed through the analysis of literary works over a period 

of one century. As avenues for future research it is recommended to expand 

the scope of current research including an analysis of youth and children’s 

literature and enhancing the corpus of Literary Sinhala. 
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Appendix 

The list of Abbreviations 

ACC – accusative case 

ADV – adverb 

DAT – dative case 

DEF – definite article  

f. – feminine 

INTS – internsifier 

LOC – locative 

LS – Literary Sinhala 

m. – masculine 

PL – plural 

PRES – present tense 

PST – past tense 

SG – singular 

SS – Spoken Sinhala 
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Abstract 

Jemal Karchkhadze was able to bring modern themes and the pain and feeling that 

can characterize our era. Karchkhadze's story "Igi" describes prehistoric people's 

existence and the life path of one character before and after becoming a person. "Igi" 

reflects a mythological story. In the story, characters surpass the community 
regarding dignity, morality, and degree of freedom. In this presentation, Karchkhadze's 

story "Igi" is studied from a discourse perspective to highlight how senses contribute 

to the text's overall meaning. 

Keywords: Jemal Karchkhadze, Igi, Georgian literature. 
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Introduction 

The epoch affects the writer's life and the life of a person in general and 

requires him to make a particular compromise. It scares and "tames" him. 

Under the conditions of the Soviet Union, many works were written in 

accordance with the spirit of the epoch. However, some writers do not obey 

these rules. They write and live according to their life principles, and for the 

most part, they are isolated from society. From this point of view, prose writer 

and publicist Jemal Karchkhadze is outstanding (LDJK, 2022). When a writer 

is asked to define his style, as he indicates, he cannot say which style he has, 

but he knows that he has his style. Each work is autobiographical to some 

extent because perhaps the work is nothing more than an allegorical 

declaration of one's inner world (Pkhaladze, 2019). 

When discussing Jemal Karchkhadze and his work, critics of literature 

unanimously agree that he occupies a special place in the history of Georgian 

culture. According to Levan Berdzenishvili, he was able to introduce it into 

Georgian literature what our culture avoided. He was able to bring not only 

modern themes that were seen differently in literature, but also bring the pain 

and feeling that can characterize our era. He does not continue the Georgian 

literary tradition, but he starts new literary direction (Berdzenishvili, 2020). 

Jemal Karchkhadze's story "Igi" (1977) describes the existence of prehistoric 

people and the life path of one character before and after becoming a person.  

It should also be noted that an animated film was made based on this work. 

The novel also tells about the perception, contemplation and inspiration of the 

first people, the eternal theme of the conflict between society and personality. 

Tribal life is presented in the work. People with a narrow, flat forehead walk 

bent at the waist and their hands hang down. Their life is very monotonous. 

They live in a cave. Their only activity is hunting, gathering food and then 

eating it. They have a chieftain who determines their destiny. They don't know 

the concept of death as such - a man who becomes weak and useless for 

hunting is forced to go to “the boulder of big sleep” and fall over. If someone 

takes a “big sleep” in the cave, the tribe members themselves will take him to 

the boulder and throw him/her into “the mouth of oblivion”.  

One day, the chieftain, who still has the strength in his knees to pursue the 

beast and can lead a tribe, loses his chieftainship untimely. His son fights and 

defeats him. Now the old chieftain goes to “the boulder of big sleep”. Members 

of the tribe escort him to the cliff in rainy weather. The chieftain leaves 

footprints on the muddy ground. Among the members of the tribe is Igi who 

was not different from others before, who repeatedly saw off other members on 

this path, but today, the untimely departure of the chieftain to the boulder 
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caused a significant change in him - spiritual and physical metamorphosis – 

he becomes upright. For the first time in his life, he sees the sky, the stars, 

which distinguishes him from the tribe.  

It should be said that is the work begins with the end.  We know the work's 

finale from the beginning - Igi goes to “the boulder of big sleep.” But before he 

jumps from the boulder, the great chieftain jumps first. After jumping off the 

great chieftain from the cliff, he has many questions, and his "many surprises 

have already turned into knowledge" on this road. Igi realizes that the chieftain 

went to the cliff because he was defeated and the defeated chieftain was no 

longer a chieftain. The discovery of this fact makes him realize that as it is, it 

was not always there, "everything appeared upon a time" (Karchkhadze, 2021, 

p. 217). 

This is the age when things, events, and people do not have names yet: The 

main character is Igi. It is a third-person pronoun in Georgian -  Igi = he, but 

here Igi expresses a concrete, proper, who group noun because it is already a 

person. In addition to Igi, Ni (Igi’s beloved woman) and Zu (who secretly 

encourages Igi) are mentioned by name, because after Igi they have to 

continue the work started by Igi - taking the tribe to a new level of 

development. Other members of the tribe are referred to as “others,” not 

“they,” eg., chieftain, great chieftain, chieftain's son, or “other,” because they 

are not yet people. However, before Igi becomes a person and goes to “the 

boulder of big sleep,” he has to go through the difficult stage of "turning 

surprised into knowledge." 

Findings 

The novel is studied from a discourse perspective in a way how the senses 

contribute to the perception of the text as a whole, how it is easier for the 

main character to communicate with the outside world through senses, how 

these senses change his attitude towards the members of the tribe, who feel 

only hunger. Therefore, the main focus is on the perception of the world 

through the senses by primitive man. The nuances by which Igi learns about 

the world are emphasized. It is clear what is the difference between mass and 

personality, how his physical and mental condition changes, and what path Igi 

takes to the final formation. Textual examples are given from the novel to 

illustrate this. Igis’s new birth begins with "many surprises," different senses, 

and questions about the world: "why does somebody never wake up from “big 

sleep”, but he knows that somebody does not wake up because he has never 

seen anyone come back" (Karchkhadze, 2021, p. 216). father chieftain is still 

strong, but he is going towards “the mouth of oblivion.” The fact that this man 

is a chieftain and is no longer a chieftain breaks something that cannot be 

broken. The son sacrifices his father to death because of chieftainship. For the 
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first time, something new and different happened in their life. This fact is 

forever imprinted in Igi’s consciousness.  

The perception of things is also different: here the sun is the eye of the day, 

the moon is the eye of the night, the stars are shiny pebbles, the lightning is 

the calling of the sky, “big sleep,” “the mouth of oblivion” is death, etc. Igi, who 

previously did not have many words and perceived the environment according 

to these words, is now confused. After a new perception of the outside world 

(the sun, the sky, the sea, the forest, the distant ridges) he gets wrapped up in 

countless foreign words: the words hubbub together, collide here and there, 

and he cannot obey them. Words also have “the smell of surprise”: "What's up 

with Igi: before he was as if he was not at all. At the same time, there was 

nothing around that Igi was not. Igi sees himself in everything; what 

happened? Where did Igi disappear to? Or how did he break up and how did 

he mix with everything? Why is it that he looked at the sky and the sky was 

Igi, he looked at the sea and the sea was Igi, he looked at the forest and the 

forest was Igi?" (Karchkhadze, 2021, pp. 228–222). 

Senses and emotions have no names either. They  feel them in the form of 

taste, smell, colour, pain, anxiety. For example: when he is not able to put 

words together, a certain heaviness turned into pain pours in his body and 

falls asleep. 

When the fight between the son and the father chieftain starts, the father 

chieftain has  “the smell of warmth and peace” on his face, and the son has  

“the evil smell.”  When the new chieftain decides that Igi must climb the cliff, 

the chieftain’s words have “the smell of hot danger and redness’. The new 

chieftain often has "the smell of furious beast". 

Igi is the creator. He can depict people on sand and stone. When the new 

chieftain sees Ni and himself depicted on the stone by Igi, "white fear" appears 

in his eyes. The chieftain is like a newborn, helpless puppy, that yelps and 

looks for its mother with blind eyes.  

Ni’s hair smells like fallen leaves, her eyes are like the sea. 

Little Zu has the colour of "the frightened beast” and so on. 

He still cannot name the struggle of spiritual and physical pain. When others 

see him with hostility because of his difference, he gets "the hot taste" in his 

stomach, "cold fear runs over the body," feels the "disturbing smell of 

loneliness," and struggles with vague trouble like "sleeping pain" that gnaws 

the bone like a beast. He suffers from loneliness. This loneliness is also 

peculiar: "when he was alone, he did not feel alone; when he was with others, 

he felt it" (Karchkhadze, 2021, p. 224). He does not understand; what does 

“the trouble” want from him?  He tries to feel the "taste of joy" with "the green 
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smell of the forest" and "the wet calmness of the sea," and as a result of 

enduring physical pain, he expels the trouble from his body. 

He is already upright; he is already different; he is no longer like the others. 

The reader knows that he is superior to his tribe. He is a dreamer, a creator, 

and a thinker and is not to be sacrificed, because if this society wants to 

change something, it must become just like him. One of the signs of 

confirmation of his personality is speech. In Igi, gradually, everything is 

identified not by smell, color, or taste, but by naming subjects and senses.  

Others do not have this ability. They can only howl. They don't have many 

words, so it's hard to put together what they have. Igi is happy when he sees 

how the confused words turn into thoughts and sentences. Step by step 

thinking, speaking, and feeling become his identification. But because he is 

different and has other words, he is dangerous for the chieftain. That is why 

the chieftain does not take him hunting because taking him hunting means 

starvation. 

This kind of thing happens for the first time in the life of the tribe - the 

chieftain does not take a man who has not lost his strength and can hunt for 

hunting. Therefore, since Igi was not hunting, the chief does not give Igi his 

share of the meat. But the chief does not remember that he did not take him 

hunting. The chieftain does not even remember the reason for leaving him. 

The previous day has disappeared from the chieftain’s mind. Igi knows all this, 

feels his superiority, and also knows that the meat belongs to him, but the 

chieftain still does not give the meat. It is difficult for the chieftain to express 

his opinion, to find arguments to prove that Igi must remain without  meat, 

but the realization that he is upright and not like the others decides Igi's fate, 

which he submits without fight. But he's still a winner because Igi feels: "He 

knows something that others don't know... he knows something that even the 

chieftain doesn't know… Igi knows something big" (Karchkhadze, 2021, p. 

240). Igi is in everything and everything is in Igi. Igi is in Ni and Ni is in Igi. 

The chieftain is Igi too and Igi is the chieftain. The chieftain thinks that Igi 

wants to be chieftain. Igi means that Igi, the chieftain, Ni, and the others are 

in everything to the extent that the world will break into Igi, the chieftain, Ni, 

and the others. The chieftain does not understand him and says such words 

for the first time: "When the sky opens the eyes of the day and removes the 

darkness from the world, Igi will climb on a high boulder and fall into the 

mouth of “big sleep" (Karchkhadze, 2021, p. 215). Igi realizes that something 

new is happening again; the chieftain is speaking new words, and the life of 

the tribe will not be the same as before. 

Igi feels that everything around him is coming together. There is no separate 

sky, separate sea, separate Igi and there is one thing, and that one thing is Igi, 

one thing is the sky, and one thing is the sea. Then, everything falls back 
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when he leaves the environment and returns to his body. The sea is the sea, 

the sky is the sky, the forest is the forest, and he is the same: there are many 

“Igis” in the world, but some are called the sea, some are called the sky, some 

are called the mountain and so on. 

It is this knowledge that brings light to the life of his tribe. He must change 

their lives and make them feel the beauty he felt when he straightened up and 

saw the sky. He must transform the tribe into what it must become. It is no 

longer enough to stare at the ground, feeding on bloody meat. Others should 

also feel the greatness of the world and themselves in it. Igi knows that the 

bent man embodies regression, attachment to the earth, and primitivism. Igi 

understood that the world is limitless and the possibilities of man are also 

limitless in it; this knowledge should be passed on to others. First, Ni, realizes, 

“Igi has amazing words. Igi is good” (Karchkhadze, 2021, p. 256). Zu, is 

already standing upright at the bottom of the last tree while Igi is being 

escorted to the boulder. Igi must pass on this knowledge to everyone because 

the distant ridges, the sea, and the sky demand Igi to stand upright and Igi 

also realizes that more than the ridges, the sea, and the sky, his bent brothers 

asked for standing upright. Igi with his head held high walks slowly towards 

the boulder. There is an excellent light on the top of the boulder. Someone or 

something knew right away that Igi had to stand upright. Igi sees the future of 

his tribe: suddenly, innumerable tribes enter his body and illuminate 

everything. Igi looks at Zu, the radiant tribe, and his bright body. Igi knows 

that he is stronger than the chieftain. What will be left of him? – Igi asks 

himself. Then he takes one step, and when he can't feel the ground under his 

feet, he silently says in his body, “exactly it was left from Igi, what in Igi was 

Igi” (Karchkhadze, 2021, p. 258).  

Method 

First, the historical method is distinguished, which analyzes relevant data on 

a historical topic to achieve a set goal. In this case, we will focus on the era, 

the historical time in which the work is given. The scientific version of human 

origin uses the concept of "primitive" or "primitive epoch" to characterize the 

prehistory of mankind. It marks the stages of human development that 

preceded the beginning of the historical era and the emergence of ancient 

civilizations. Therefore, the primitive era began at least 5-6 million years ago. 

From that time, the distant ancestors of modern humans lived on the 

continent of Africa (P. 2022). The first prehistoric age is the Stone Age, the 

most extended and earliest period of which is the Paleolithic. The primary 

weapon of primitive man was stone. He used a cudgel and bone fragments. 

The period of human history when the primary weapon was stone is called the 

Stone Age. A person equipped with a simple stone weapon could not do it 

alone. To exist, it was necessary to unite with other people. Primitive people 



The 21st International Stylistics Symposium 

21. Uluslararası Deyişbilim Sempozyumu 

 

December 08 & 09, 2022 

08-09 Aralık 2022 
ISBN: 978-605-73128-0-8 

 

62 
 

lived in small groups consisting of 20-30 people. This is how a primitive group 

was created, whose main activity was hunting and gathering (P. 2022). Based 

on this little information and by the definition of the writer himself, this age is 

described in work - people live in a cave, no number is specified, but the work 

shows that many members are together in the cave. Men hunt and women and 

children gather fruits and roots of trees in the forest. They have cudgel as 

weapons.  

In research, the comparative method is the next, which involves establishing 

parallels with other research objects, in whole or in part, and analyzing 

similarities and differences. Therefore, we bring for example Vazha Pshavela's 

"Aluda Ketelaui." Georgian Critics compare “Igi” with the poem "Aluda 

Ketelauri." The poem tells about the customs, traditions, and spiritual 

conditions of the Khevsurians at that time. "Aluda Ketelauri" refers to the 

period when there was a severe domestic and religious feud between the 

neighboring tribes. The most significant part of their life consisted of mutual 

attacks and robberies. In these endless clashes, people obsessed with religious 

fanaticism killed each other mercilessly. Aluda must cut off the defeated 

Mutsali’s right hand, but amazed by Mutsali's prowess, Aluda does not cut the 

right hand, which is against the community's rules. Because of this, he is 

expelled from the community with his family. The contrast between 

personality and community is evident in the case of both works. Aluda is 

different from society and Igi is from the tribe. Here Aluda is being cheered on 

by Mindia, who can't do anything at the moment either (Berdzenishvili 2020, 

Kutsia, Todua & Turava, 2019). Mindia is considered the prototype of Zu. 

The second passage for which we use the compositional method is theme of 

Greek mythology, the breath of which this story holds. His son's killing of the 

father chieftain is considered a reflection of mythology. Zeus killed Kronos, but 

this comparison is still superficial because Zeus was still more moral 

compared to Kronos (Kronos swallowed up his children alive); the father of 

"Igi" seems to be more refined and conscious than his son - he does not 

oppose his son. But the father chieftain remains at the level of his tribe – 

because at the top of the boulder he does not look back - this tribe is not 

worth looking at (Kutsia et al., 2021, pp. 553–554). Zeus kills Kronos, and the 

son from “Igi” kills his father, the chieftain.  It may also mean that this 

murderer's son will then be killed by his son, and so on if there is no positive 

transformation of their moral and ethical worldview. This issue is eternal; later 

we will read a story created on a similar theme in more than one artwork. 

However, the finale of this work, despite Igi’s death, is optimistic. 

According to some critics: The story's background is a primitive “society” with 

its wolf laws... The only purpose of this "community" is to obtain food… The 

apotheosis of the wolf law is the confrontation between the son and the father, 
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- there is no dignity here; force (violence) rules. He is right; who is braver, 

more impudent, more ruthless... The shocking thing is that, despite moving 

the action to the distant past, it is clear to the reader - neither the existence of 

the society nor the values have changed - violence remains the rule of 

existence" (Kutsia et al., 2021, pp. 553–554). 

Considering the research objects, the typological method is used in the report. 

Typology is based on the division (sorting) of objects or phenomena into 

qualitatively similar classes (types) taking into account their common 

characteristics. In this case, we mean the ways of perceiving the world by 

primitive men, such as senses, smell, color, taste, pain, sadness, and joy, and 

the following examples are given by us above and in this part too. E.g., "the 

great calmness of the mountains" banishes the trouble from Igi’s body; when 

the members of the tribe are hungry, “the smell and color of starvation" fusses 

in their stomachs, etc.  

 At first, specific names are arranged in Igi’s consciousness, for example, 

distant ridges, the sea, the sky, the sun, and the stars, and then he begins to 

think abstractly. He combines everything - the sun, the distant ridges, the sea, 

the sky, the stars in his head, unravels the essence of his mission and realizes 

that it is all for his brothers. He can dream and think, which is the result of 

abstract thinking. Significantly, the level of consciousness increases in the 

finale of the work. He is interested in issues he had neither words nor ideas 

about before. It is a set of existential questions: how do people face death - 

with their eyes open or closed? When the chieftain leaves footprints while 

climbing the boulder, Igi's body starts to wonder again: the chieftain has 

disappeared; why haven't his footprints disappeared? If a person falls asleep in 

“big sleep,” doesn't he disappear completely? Igi thinks: he will not return from 

the boulder. Others will return, but how will they hunt and say the words if he 

is no more. Will Igi not disappear completely? Maybe he will exist, maybe 

something that it is, the forest, the sea and everything will remain on the 

country? and etc. In this sense, some of the questions and issues are 

discussed above/in introduction. 

Conclusion  

It should also be noted that there will always be a person superior to the 

community - in terms of dignity, morality, and degree of freedom. In this novel 

this excellence is highlighted with several nuances (it has a literal and 

figurative meaning); Igi is upright, he subdues the words (arranges the words 

correctly), and he also has the talent of drawing/he can bring people to live in 

the silt and sand (Kutsia et al., 2021, pp. 553–554). 

The path he takes to cognize himself is long, complex and full of emotions. He 

is disappointed and experiences fear and pain, but in the end, he finds 
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himself. This knowledge defeats the fear of death. That's why upright Igi goes 

to “the boulder of big sleep” calmly.  

In addition, Igi is noble. Igi has no aggression. He likes his relatives. He 

thinks: Ni is excellent. The fellow men are also good; the chieftain is also good. 

Society cannot tolerate anything different from him, and although this society 

stands on a much lower level, he must still be sacrificed, and society must 

pursue its interests. "But the sacrifice is never without purpose, for Ni and Zu 

remain, whose souls are already kindly cracked and changed at that moment" 

(Kutsia et al., 2021, pp. 553–554). They will change; they know that sacrifice 

means transformation and new life.  

Such an end of the work indicates the eternity of the person. Igi left an idea, 

whose inheritor, Zu, realizes his face and continues to live his life. The reader 

will discover that despite such attitude of the society, each person has a free 

spirit and will be revealed sooner or later. 

References 

Berdzenishvili L., (2020). TV Program “Books”-  “Igi” Jemal Karchkhadze. 08:03:2020. 

(Online) https://www.youtube.com/watch?v=kNaAL_18fK0&amp;t=934s  

Bregadze, L. (2008). Stories about literature. Tbilisi.  

Karchkhadze, J. (2021). Stories. Tbilisi. 

Kutsia, N., Todua M., & Turava, M. (2019). Georgian literature-tradition, 

foreshortening, context. Tbilisi.  

Pkhaladze, E. (2019). Subjectivist discourse of Georgian literary narrative. 

Unpublished Doctoral Thesis. Tbilisi 

https://www.youtube.com/watch?v=kNaAL_18fK0&amp;t=934s


The 21st International Stylistics Symposium 

21. Uluslararası Deyişbilim Sempozyumu 
 

December 08 & 09, 2022 

08-09 Aralık 2022 

ISBN: 978-605-73128-0-8 

 

65 
 

A Multimodal Analysis of Covid-19 Pandemic Media 

Adverts 

Snober GULL 

University of Sargodha, Pakistan 

e-mail: Snoberchaudary88@gmail.com 

Abstract 

This research study focuses on the multi-modal discourse analysis of media adverts in the 

covid-19 scenario, which deals with various semiotic resources to unveil the meaning. This 

emerging paradigm, by going beyond the language, shows that language and other features 

like images, music, actions, sound signs, etc., help to make sense of and produce meaning. 

The present study considers the use of images for the interpretation of meaning in this 

emerging viral covid-19 outbreak. Kress’ model is adapted as a framework to analyze the 

meaning of the images using the representational, interactional, and compositional 

dimensions of his visual grammar. The framework identified the symbolic attributes which 

deal with the sociological contribution of the images. The findings support the theory of 

visual grammar and highlight the potential of images to convey multi-layered meanings. 

Keywords: Multimodal discourse analysis, Visual modal, Images, print media, pandemic, 

semiotic resources 
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Introduction 

In the present age of artificial intelligence where the use of technology bounds 

everything, the use of language alone is not sufficient. Visual aids help people to 

understand concepts more quickly; they impact the minds more and attract the 

attention of the reader. Therefore newspapers focus on the use of images as the 

influence they impart is more than that of the words. This paper focuses on the 

divergence from using pen and paper to images and other semiotic resources. 

This research study explores the use of images by the print media during the 

sudden outbreak of covid-19 pandemic for language alone is not sufficient to 

convey the meaning rather other cinematic elements are also necessary to persuade 

and impart deep meanings to the minds of people. It also portrays how the public 

should be taught without even using words to adapt the vital precautions, maintain 

social distancing, and convince them of the dos and don’ts in this prevailing 

pandemic threat. Images do not merely represent the use of pictures or colors; this 

visual information conveys essential information across various contexts. They are 

also crucial in determining how we work and communicate in face-to-face and 

virtual environments. 

Furthermore, multimodality is the theory that looks at how people communicate 

through words, i.e. written scriptures, and the music, sounds, gaze, and spoken 

and visual forms. The images, the colors used, camera shots, and angles bridge the 

gap between the reader and the writer, the presenter and the viewer with the flow 

of information. The researchers of this study conducted their research on the 

critical multimodal discourse analysis of the awareness-raising images taken from 

multiple newspapers. They also examined how the selected images convey 

awareness, anxiety, fear, or information regarding the prevailing pandemic 

situation. The strategies used are not independent; instead, they interrelate, 

persuade and reinforce other features and impact the overall meaning portrayed. 

This study critically examines how the print media spreads awareness in the 

context of applying worldwide covid-19.  While news outlets may be entrusted to 

‘operate with neutrality (Khalid s2013), the reality is that the motive behind the 

portrayal of any news is not just to convey but to frame the situation in such a 

captivating way that it not only attracts the reader’s eye but also raise the 

reputation of that particular newspaper.  

Literature Review 

The contributions of Kress and Van Leeuwen to visual communication are deeply 

rooted in the works of linguist Michael Halliday. Halliday, in his book “Language 

as social semiotic,” proposes that language is a semiotic system that uses semiotic 
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resources to create meaning. He focused on the social purpose of language, and he 

liked to be called a generalist. He also presented the meta-functional theory, which 

models the meaning potential of semiotic resources into three distinct ‘meta-

functions.’ These meta-functions being ideational, interpersonal, and textual 

meanings. 

Ideational meaning deals with the concepts and ideas about the world and with 

experiential and logical implications. Experiential sense depicts the representation 

and portrayal of experiences in the world, while logical meaning, on the other hand 

deals with the construction of logical relations in the world. Interpersonal definition 

refers to social relationships as it concerns the interaction between people, their 

connections, and how they express their opinions about anything. The agents in a 

spoken or written text and their interaction are emphasized.  

Textual meaning explores the organization of importance as coherent texts and 

units. It examines how a text is created and follows the concept of cohesion and 

coherence. It should present that a text is a unified whole, not just fragments of 

words or clustered ideas. Halliday (1985: 101) describes that language goes beyond 

the formal rules of correctness; rather, it represents patterns of experiences. This 

helps humans build a mental picture of reality to make sense of their experiences 

concerning the happenings around them and inside them. 

Since the emergence of discourse analysis, the focus has been solely on the 

language, ignoring other semiotic resources. Language is the only source of 

decoding and attaining meaning, but gradually the multimodalities were also 

considered an integral part of the meaning-making process. It follows Halliday’s 

concept of semiotic resource, which states that‘ semiotic resources are ‘system[s] 

of meanings that constitute ‘the “reality” of the culture.’ The primary concern of 

multimodal discourse analysis is not only theory but also analysis of semiotic 

resources. The semantic expansion that occurs as semiotic choices is included in 

the multimodal phenomenon. The focal area of MDA is intersemiosis, which deals 

with the production and distribution of multimodal resources in social settings. 

The mode of meaning changed with age, from the age of disciplines comprising its 

concept of theory and its methodology to a period of themes known as the twentieth 

century aiming at solving particular problems. MDA is an example of this paradigm 

shift, and it has a vital contribution to make concerning multimodal analysis, 

search, and retrieval of information. Halliday (1994) proposed systemic functional 

linguistics, which forms the basis of three meta functions as suggested by Kress. 

Each sample is evaluated based on representational, interactional, and 

compositional meta-functions. 
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Representational meta-function refers to “the content or potential ideas, stories, 

and concepts represented in a multimodal ensemble” (Serafini, 2013). It is further 

divided into two processes, i.e., the narrative and conceptual processes. The former 

deals with unfolding actions and events and changing processes through vectors. 

It is concerned with, as (Kress and Leeuwen, 2006) say “unfolding actions and 

events, processes of change, transitory spatial arrangements” using vectors. A 

vector is an invisible line that directs or connects two participants using gaze, 

limbs, or tools. While the latter is concerned with the lack of vectors in which “the 

participants are generalized more or less stable and timeless essence” (ibid). 

Furthermore, the narrative process is further divided into action and reaction 

processes. The action process contains an actor, and an actor is a participant from 

which the vector emanates or forms a vector. If only one actor exists, the process 

is non-transactional and contains no goal. Whereas if there are two participants, 

one is the actor, the other is the goal, and the action is the transactional.  

On the other hand, the reaction process is formed by an eye line; the participant 

who looks is the reactor, and the one at whom the reactor is looking is the 

phenomenon. The reaction process can be transactional and non-transactional; it 

depends on the presence or absence of the phenomenon. On the other hand, the 

conceptual process is further divided into the classificational, analytical, and 

analytical processes. 

Interactional meaning deals with the relationship between represented participants 

and viewers. Interactive meaning can be analyzed through three dimensions: 

contact, size of frame, and perspective. Contact refers to the presence or absence 

of gaze toward the viewer. Depending upon the gaze, the picture can be demanded 

or offer picture. Demand picture is the one in which the participant's gaze is 

towards the viewer or camera, hence forming an imaginary relationship and is 

further supported by smile, pout or stare. The picture is offer picture if the gaze is 

away from the viewer or camera forming no imaginary relationship with the viewer. 

Represented participants in such a picture are objects of the viewer’s contemplation 

and scrutiny. The size of frame is concerned with the social distance between 

participants and viewers. There are three types of shots: close-up, medium, and 

long. The close-up shot consists of the head and shoulders and depicts an intimate 

relationship. The medium shot is based on the waist-length picture and depicts 

social relationships. At the same time, the long shot includes full figure and depicts 

impersonal relationship between participants and viewers. The third element is the 

perspective concerned with the attitude toward represented participants. It also 

includes a choice of horizontal and vertical angles. A horizontal angle can be 

frontal, indicating inclusion or exclusion, or the angle can be oblique which implies 

exclusion or detachment of the viewer from the represented world. At the same 
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time, the vertical angle establishes the power relation between the participant and 

the viewer. The shot can be a high-angle shot, low-angle shot, or eye-level shot. In 

a high-angle shot, the camera is above eye level, which makes the subject look 

small, weak, and insignificant. Shot taken from a low angle shows that the camera 

is below eye level; in such a picture, the subject looks bigger, imposing, and 

powerful. The shot from eye level represents equality between the viewer and the 

participant.  

The compositional aspect is concerned with “Spatial organization and framing 

devices which connect or disconnect the elements.” It is further divided into three 

aspects; information value, framing, and salience. Information value deals with an 

endowment of specific informational value to various elements. It further consists 

of three layouts, i.e., new-given, ideal-real, and center-margin. Framing on the 

other hand deals with the degree to which various elements are connected or 

disconnected from one another owing to the framing devices used. Framing devices 

include frame lines and discontinuity of color or shape. The third feature Salience 

deals with the degree of attention and element drawn towards itself, determined by 

relative size, color contrast, etc on an element.   

Moreover, multimodality can be characterized as a ‘domain of inquiry’ (Kress 2009: 

54) (e.g., visual design, displayed art, mathematics, hypermedia, education, and so 

forth).  The domain of inquiry as a multimodal study points towards the 

engagement and cross-fertilization between other disciplines.  Based on Halliday’s 

social semiotic approach to language to model the meaning potential of words, 

sounds, and images as a set of interrelated systems and structures, Kress and Van 

Leeuwen explored images and visual design. Halliday’s (1978; Halliday and Hasan, 

1985) concern with text and context, instance and potential, is reflected in these 

foundational works. That is, Kress and Van Leeuwen (2006) adopt a (top-down) 

contextual approach with a particular orientation to ideology, deriving general 

principles of visual design which are illustrated via text analysis. 

Research Methodology and Research Questions 

In the context of this research, ten images from Pakistani newspapers are selected 

and analyzed through a multimodal approach. The framework chosen for this study 

is Kress’ model of multimodal discourse analysis based on Halliday’s concept of 

semiotics. Considering this approach each sample is evaluated through the lens of 

representational, interactional, and compositional meanings. The following were 

the research questions that guided this study: 

• In what ways does the use of images in covid-19 context convey meaning? 
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• How do the characteristics of visual mode add to the process of meaning-

making?   

• How are the representational, interactional, and compositional meanings 

applied to the visual media? 

 Data Analysis 

 

Figure 1 

This figure is a medium-long shot representing two men dressed in uniform. The 

spray pump nozzle form vector. This picture is taken in covid-19 context. The way 

men are wearing masks and fully covered in their costumes, one of them has a 

spray pump in his hand; overall the men seem to be highly conscious and alert, 

reflecting their call for duty and their purpose. The men are shown as highly 

motivated and ready to save lives, following each other, moving forward, and 

maintaining social distance. In the upper background, glitter is sparkling, which 

shows some celebration. It also depicts that they have successfully fulfilled their 

duties and are stepping ahead to fight for the cause. Their faces are not visible nor 

focused; instead, their purpose is focused as their white costume is highlighted. 

Representational meanings are divided into two categories: narrative 

representation and conceptual representation. The image under analysis shows 

that a vector connects the represented participants. They are involved in an active 

process. The participants are moving in the forward direction which portrays the 

completion of specific action and the continuation of the action for the future. 

The image shows the interaction of the represented participants primarily with the 

disease and then with the viewers. The interactions show as if the men are coming 

to the people to rescue them and to save them from the pandemic. The interaction 

with the viewers shows that it is now the viewer's turn to be rescued and as if they 

are saying that the people need not worry for they are here to protect them, but 
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their positions also give the message that social distancing should be taken care 

of.  

Considering the picture's composition, men in white costumes are highlighted, 

which shows their purpose and aim. The man on the right is the nucleus of the 

picture as he is present in the center position, with a spray nozzle in his hand 

forming a vector. The man not just occupies the center position in the picture 

instead he is also the center of attraction. The sparkling lights in the background 

lie in the upper top position, depicting something ideal. It conveys the message that 

these rescuers have rescued the place, and now they are moving forward to save 

the other people, so what is shown ideal in the background needs to be there in the 

places where these men are moving.  

 

Figure 2 

This image shows the unity among the people present in the picture. Then people 

are eighteen in number which is an even number and portrays certain positivity. It 

is also clear that the people present are dressed alike; the colors of their costumes 

are also the same, and all are wearing masks, gloves, and caps. Two of the active 

participants are wearing white colored masks, and among these eighteen people, 

only one is bare-headed. The element of unity is also there as the stairs on the left 

side of the picture are empty, but the people are standing together no matter how 

congested; this shows their motivation to achieve their goal. They are representing 

themselves as a team that is working together and a force that is ready to fight the 

enemy; the enemy here in this pandemic situation is the Coronavirus. The force is 

actually of the doctors who are the nation's saviors in such an alarming condition. 

Their faces represent tension as they are the front fighters of this war. The doctors 

shown in the image are also seen praying this also refers to their religion. The 

doctors are the Muslims who are praying to God for them over this pandemic and 
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to grant them success. Furthermore, the representation of vectors is also there, as 

the grills also form a vector, and the slope on which the participants are standing 

also forms a vector.  

This image's interactional point of view shows that the team of doctors is interacting 

with the spreading virus. It also shows their interaction with some unknown entity, 

but one of the doctors is interacting with the audience or the viewers.  His gaze 

represents as if he is showing to the viewer that no matter how complex the 

situation is, he will face it and fight it. It also conveys that he is telling the audience 

to pray to God for their well-being. 

Considering the compositional concern of this image, it is a long shot in which the 

men are the center of attention particularly the one who is bare-headed and the 

one who is in eye contact with the viewer.  

 

Figure 3. 

This picture's representational point of view shows a female. This image also points 

to the poverty this little girl is suffering from and the class to which this girl belongs. 

She is a child of lower strata; her appearance portrays that she belongs to the 

northern area of Pakistan. Her gaze is meaningful as it depicts the lack of 

something; it also refers to her sufferings. Moreover, her scattered hair also refers 

to her poverty and suffering. She is the nucleus of the image and the center of 

attraction. Her gaze also captures the attention of the viewer.  

The image's interactional meaning shows the girl's interaction with the viewer; her 

gaze is very interactional as if she is complaining to the reader about her hardships. 

She has been suffering, and her mask also refers to her condition. The mask shows 

that she is also one of the corona sufferers and poverty is not only the reason 

behind her despair, but the pandemic also is the cause. The image is a close-up 
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with a focus on the girl and with blur background. This picture also represents the 

eye contact of the girl with the viewer. This eye contact represents her demanding 

eyes, demanding someone’s help to get her out of the pathetic condition she is the 

victim.  Moreover, the distance between the girl and the viewer is intimate. This 

image is shot from a horizontal angle. 

Considering the compositional point of view, this image also contains elements that 

portray informational value: the mask, the girl’s eyes, and her scattered hair. The 

mask point towards the pandemic situation, their hair towards her poverty, and 

their eyes to innocence. This image follows the center margin layout. The elements 

on the left side of the image convey the things that are unknown while on the right 

side the elements including her dress and colors are clear and known as well. The 

colors also play a significant role as the color of her eyes is green and green is also 

present in her dress; other colors in her dress are also bright. The mask is black, 

and the frock color is also black.  The face of the girl lies at the center margin 

position, which conveys the major information while the elements on the margins 

are subservient to it. This picture's salience deals with the maximum attention of 

the viewer, which the girl in the image is seeking. The eye contact and the girl's 

gaze direct the viewer's attention toward herself. As far as the framing is concerned 

the colors used are in a continuous manner.  

 

Figure 4 

This image represents an active process in which the viewer gets attracted by using 

vectors. The arm of the man on the left and the tool in his hand forms a vector. The 

man's gaze on the left is directed toward his right and forms a vector, while the 

other two look in the forward direction or to the viewers. The caps on their heads 

show that they are Muslims and the tools in their hands show that they are laborers 



The 21st International Stylistics Symposium 

21. Uluslararası Deyişbilim Sempozyumu 
 

December 08 & 09, 2022 

08-09 Aralık 2022 

ISBN: 978-605-73128-0-8 

 

74 
 

by profession. The shopping bag in the hand of one of the laborers points toward 

his social class. The laborers are three in number which is an odd number.  

This image forms a relationship between the participants and the viewers. It reveals 

the participants' gaze; two men are looking toward the viewers, forming eye contact 

while the gaze of the third man is directed towards his right, which is considered 

an offer and a source of information. Secondly, he is not in eye contact with the 

viewer but instead with some entity that is invisible to the reader. Considering the 

size of the frame, it is a long shot and the portrayal of the impersonal public 

distance between the viewer and the participants. This shot not only shows the full 

image of the men is shown instead the long empty road is also visible. The road 

and the men also portray a lockdown scenario as the road is empty and the men 

are also jobless, and hopelessness can also be perceived from their eyes. 

Considering the third perspective which is perspective, elucidates. It is also seen 

that this shot is taken from an eye-level angle and it shows symbolic equality and 

lack of power relations.  

Considering the compositional meaning, it is seen that this image follows a new-

given layout. The right side of the image refers to something unknown that needs 

particular attention while the things on the left side are presented as unknown or 

new to the viewer. This picture shows three men on the left side while the empty 

road on the right and the gaze of one of the men is also directed towards the right 

side, but the viewer is unknown of the entity at which the person is looking. Dealing 

with salience, it is revealed that the men and the long empty road are the salient 

parts of this image as they attract the viewer's attention. The third element framing 

deals with the color contrasts and how things are connected or disconnected. In 

this image the men are wearing clothes that are similar in color and shift from 

lighter to a darker tone, the color of the road is also similar to their dress colors. 

The color of the empty road is that of the empty sky in the picture. 

 

Figure 5 
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The narrative process in this image represents a vector between the two men as it 

connects them; the image refers to transactional action and classificational 

process. The two men are in the foreground while the globe is in the background. 

The appearance of the men is alike as they are wearing clothes of similar color both 

reflect the same taxonomy. The masks are also white in color. Both of them are 

moving forward, one following the other. Their gestures are also significant for none 

of them is looking in peace; instead, they reflect a lack of hope. The masks also 

refer to the prevailing pandemic situation and the globe in the background shows 

that this pandemic is not the problem of any one state, nation, or country; instead, 

it is the issue of the whole world and every nation. This picture also shows that the 

disease is spreading from one corner of the world to the other corner and it is not 

confined to any one part of the world only. The paint in pink color around the globe 

also forms a whirl, and it shows that the world is covered in the whirl of covid-19. 

Considering the gaze of the participants, it is seen that this picture is offered as the 

participants are not having any imaginary relationship with the camera or the 

viewer. The represented participants appear like objects that tell the viewers about 

the stressful conditions of the pandemic. By looking at the size of the frame, it is 

clear that this image is a medium shot and shows the social relationship between 

the viewer and the participants. Furthermore, the image is shot from a low-level 

angle, which portrays that the represented participants have symbolic power over 

the viewers and the subject seems more potent than the viewer.  

This picture follows the center margin as well as the new given layout; considering 

the center margin layout it is vividly seen that the globe is the center and focal 

element of the image while new-given refers to the left side of the picture as 

something which in known. In contrast, the elements on the right side along the 

horizontal axis need to be decoded to get the meaning. In this picture, the emphasis 

is laid upon the globe which indicates the world and the men on the sides refer to 

the prevailing condition of the pandemic. It also shows that the man on the right 

side gives gestures portraying some dissatisfaction, but the things remain unclear, 

but the elements on the left side are understandable for the viewers. Considering 

salience, it is clear that the globe is the center of attraction for the viewer. Still, not 

only does the globe attract the viewers towards itself, but the men on the margins 

also seek the viewers' attention. This image also shows the connection between the 

elements in the picture; the two men and the globe are connected and thematically. 

Moreover, the colors used also follow a pattern, the colors in the background are 

bright while the ones on the front are dull. The foreground and background colors 

form a contrast between them as well as relate them with each other.  
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Figure 6 

This image is a true example of a conceptual process as it lacks vectors and the 

participant here is represented as a more stable and timeless essence. Further, it 

also depicts a symbolic process that tells what a participant is or what it means. 

Considering the features of the image, it is clear that it lies in the suggestive 

symbolic category of the symbolic process. The main element of the picture is the 

bird, and this shot is taken in covid-19 context. The bird is the carrier in this image 

and acts as a silhouette with a bright background. Symbolically, the image shows 

the bird with an open beak which also suggests that the weather is hot and the 

bird is thirsty; it also reflects that the bird is looking at the sky for God’s mercy. 

The clarity of the background depicts the peace of nature and extremely hot 

weather. Apart from the sky, the dried tree also portrays hot weather. The color of 

the tree and the dried leaves also reflect extreme weather conditions. The leaves 

also portray dead human beings who are hanging; it also refers to the false 

prophecy that the prevailing virus would end with the onset of summer. It clearly 

shows the intensely hot weather, but the pandemic is not over. The beings are still 

suffering and dying due to it.   

It deals with the relationship between represented participants and viewers. By 

looking at this picture in this context of contact it is clear that this is an offered 

picture for the bird's gaze is away from the viewer; hence it forms no imaginary 

relationship with the viewer. The bird here acts as an object of the viewer’s 

contemplation. Considering the size of the frame the social distance between the 

viewers and the participants is seen which briefs that this picture is a long shot 

and reflects an impersonal relationship between the bird and the viewer. Lastly, 

perspective is looked upon which shows the opted choice of horizontal angle which 

follows an oblique pattern thus implying the exclusion of the participant from the 
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represented picture. Furthermore, this picture is shot from a low-level angle; hence 

the subject looks more significant, imposing, and powerful.  

Concerning the information value, it is seen that the innocence of the bird is 

portrayed and the weather conditions are also shown; the dried leaves can also be 

taken in terms of hanging bodies of human beings. This image follows a center-

margin layout which depicts that the bird and the tree are the nucleus of the 

picture and carry important information while the elements on the margins are 

subservient to them.  Dealing with the framing of the image it is revealed that the 

elements present in the picture are connected. Moreover, the colors contrast, like 

the colors of the bird, tree, and leaves are similar. The use of light and dark colors 

in the background is also vivid thus it also shows the continuity of meaning and 

themes, the bark of the tree and the hanging leaves are also similar in shapes. The 

third element salience deals with the degree of attention. All the elements are pretty 

related to each other. Symbolically the opened beak of the bird, the rusty-colored 

tree, and the sky show the connectivity between the elements. 

 

Figure 7 

The representational meaning of this picture reveals the narrative process with the 

presence of a vector. The gaze of the women in the picture forms a vector as it 

connects the gaze of the woman with some other element unknown to the viewer. 

A woman's appearance shows she is also among the sufferers of the covid-19 

pandemic. The appearance also reflects the social status of the woman. The words 

written on the mask and the gaze are directly related. Along with the words, a sad-

faced emoji is also visible on the mask, which depicts her heart's inner feelings and 

portrays her sad face. The woman is the only participant in the picture, and she is 

the actor, also the absence of other participants reveals that this is a non-

transactional process.   
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This image's interactional meaning shows that the woman's gaze is not directed 

toward the audience but somewhat away from the viewer. This is an offered picture 

as the gaze is away from the viewer, thus forming no imaginary relationship with 

the viewer. The woman in the picture is an object of scrutiny for viewers. 

Considering the size of the frame, it is seen that this shot is a close-up shot as the 

head and shoulders are visible, depicting the intimate relationship.  The image's 

perspective shows that the picture is taken from a horizontal angle and inclusion 

of the participant as well as the viewer. Furthermore, the shot is taken from eye 

level portraying equality between the viewer and the woman.  

This picture's spatial organization and framing devices represent the connected or 

disconnected devices. The layout of the picture shows that this is a center-margin 

picture focusing on the woman in the center of the image. The mask worn by the 

woman is also in the center. The woman's gaze, the mask in the center, and the 

writing on the mask show the focal elements of the picture. Analyzing the picture 

from the framing aspect reveals that the elements in the picture are connected. The 

colors of the picture also show monotony between the elements in the picture. 

Black color is the most frequently used color in the picture; the mask in the picture 

shows that in the present hour of the pandemic wearing the mask can be life's 

savior, and it also highlights the black-colored writing. The writing shows that the 

mask is also not easy to wear as it disturbs breathing, but this difficulty needs to 

be tolerated for it prevents life from pandemic hazards. 

 

Figure 8 

The representational meaning of the image shows that this image is the depiction 

of the narrative process. The arm of the lady forms a vector and connects her with 

her source of earnings. This image also portrays a non-transactional process. The 
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woman's expressions and the work she is involved in the show her motivation to 

achieve her goal. The masks she is sewing also portray that she is the victim of 

covid-19 pandemic lockdown; this also shows that she is working from home to 

raise her family during the lockdown days. The interconnection between the 

elements reflects the woman's poverty, and her covered head shows that she is 

Muslim.   

Seeing the picture from an interactional point of view, it is apparent that the 

absence of gaze toward the viewer is there. The woman's gaze also portrays that 

this picture is an offered picture for the woman's gaze is away from the viewer, and 

no relationship is evident between the viewer and the participant. Considering the 

size of the frame, it is clear that the shot is medium shot forming a social 

relationship between the viewer and the participant. Thirdly, the image's 

perspective reveals that the frontal horizontal angle is chosen. In contrast, the 

vertical angle shows that the shot is taken from an eye level, thus representing 

equality between the viewer and the participant.  

The compositional perspective of the picture shows that the picture follows a center 

margin layout with the sewing machine in the center and the woman slightly on 

the side. In contrast, the rest of the things on the margins show that the machine 

is the central figure as it is the source of earning for the woman and her family. 

The woman occupies an important secondary position. Considering the framing of 

the picture, it is clear that the elements in the picture are highly related. The colors 

in the picture also follow a pattern, and they are used in a monotony. All the colors 

lie in a single tone.  

 

Figure 9 

The representational aspect of the image portrays a narrative process as it unfolds 

the actions. The vector is also present in the image; the rod in the hand of the 
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younger boy forms a vector. This narrative process is an active process in which 

two participants are present, one being the actor and the other being the goal; thus, 

the process is transactional.  The gaze of the younger boy also forms a gaze, but 

his gaze is directed not toward the viewer, the other participant but toward some 

unknown entity. Moreover, the sense of responsibility is also seen there; the action 

of the younger boy shows the responsibility being on his shoulders while the elder 

one depicts carelessness as he is seen busy on the phone.  

Considering the interactional aspect, three elements are taken care of. One is the 

contact, size of the frame, and perspective. Contact in the picture shows that this 

picture is offered as the boy's gaze is away from the viewer. The size of the frame 

depicts that this image is a long shot and reveals the impersonal relationship 

between participants and viewers. The third element, perspective deals with the 

choice of angles. The horizontal angle shows that this picture is taken from a frontal 

angle and indicates the viewer's involvement in the participants' world. At the same 

time, the vertical angle deals with the power relations between the participants and 

the viewer. The picture is taken from a high angle, showing that the viewer has 

more power than the participants, whereas the participants are portrayed as weak, 

small, and insignificant.  

This picture follows the center margin layout, with the rod and the younger boy in 

the center and blurred margins. Framing also deals with the connectivity between 

the elements in the picture. The masks on the rod are foregrounded while the closed 

shops in the background are related to each other. They represent the pandemic 

lockdown in which the poor are forced to make money for their households. They 

are selling the masks to survive in poverty this also shows that the men are not 

there to support the family; instead, the kids are there to earn their livelihoods. 

The background is in dull colors, and the masks are given importance as they are 

in bright colors. As far as salience is concerned the elements in the picture seek 

the viewer's attention. The colors are also used in light and dark contrasts; the use 

of bright-colored masks in light color foregrounds the background. 

 

Figure 10 
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The representational view of this image shows that it follows the narrative process 

and the presence of a vector. It is also visible that it is an active process involving 

more than two participants. The way people are wearing masks and gloves, it is 

evident that they are the sufferers of the covid-19 pandemic. The lack of 

employment in the prevailing situation also shows that the people lack food and 

are fed by someone, who is not shown in the picture. The picture also shows the 

diversity among the people, which accurately depicts the situation that the 

pandemic is not only for the poor or some specific class of people but for all strata 

of people, no matter to which caste, creed, or religion they belong. 

The interactional meaning of the image shows a lack of contact between the 

participant and the viewers. This is an offered picture as the participants' gaze is 

away from the viewer. As far as the size of the picture is concerned, it is visible that 

the shot is long and full images of the participants are shown. It also reflects the 

impersonal relationship between participants and the viewers. Considering 

perspective, it is seen that the picture taken from the horizontal axis deal with an 

oblique angle thus implying the exclusion of the viewers from the represented 

world. While considering the vertical angle, it is clear that the picture is taken from 

a high angle, demonstrating that the viewer is more powerful than the subject. The 

subject is weak, small, and insignificant.  

As far as the compositional point of view is concerned the picture follows a new-

given layout, where the elements on the left are shown and known while the 

elements on the right are unknown to the viewer. It is not shown who is feeding the 

people. Framing deals with the continuity of color and shape in the picture which 

is visible in the picture. Salience deals with the attention this picture attracts 

toward it. It seeks the attention of the viewer towards itself. The people taking food 

in line and the policeman serving the people are significant elements that attract 

the viewer's attention. Moreover, frame lines are used to connect the elements. 

Conclusion  

This research paper deals with images in the context of a prevailing covid-19 

pandemic. The images taken from newspapers and internet resources were 

analyzed with multi-modal techniques. It also explores that the language is not 

solely responsible for the portrayal of meaning rather the images themselves also 

speak. They convey the things which are not said with words. The images selected 

for this research study convey meanings that cannot be otherwise conveyed with 

words only.  

This paper also explores how the media portrays the situation during the outbreak. 

It also focuses on the way the pains and sufferings of the people are shown to 



The 21st International Stylistics Symposium 

21. Uluslararası Deyişbilim Sempozyumu 
 

December 08 & 09, 2022 

08-09 Aralık 2022 

ISBN: 978-605-73128-0-8 

 

82 
 

safeguard the rest of the people. The images are not only the pictures rather they 

are based on meaningful elements and show that language alone is not the whole; 

instead it plays its part while gestures, gaze, shots, and other cinematographic 

features play the rest of the role. This research paper is based on the Grammar of 

Visual Design proposed by Kress and Leeuwen. The images were explored from the 

perspectives of representational, interactional, and compositional meanings.   Thus 

it is clear that images matter more than words. People can relate to things and feel 

the situation by merely looking at and understanding the ideas portrayed in any 

image. 
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