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INTRODUCTION

Nowadays, with the recent rise of interest in interdisciplinary studies, the field of
research in linguistics is expanding. New vectors for investigation are introduced,
including the study of film from a multimodal perspective. The art of film has
received much attention from cognitive linguists (Forceville & Urios-Aparisi,2009;
Coégnarts & Kravanja, 2012; Koetsier & Forceville, 2014), who suggest that film
acquires access to our conceptual sphere and is able to have an impact on the
viewer by evoking various concepts in their minds. The concepts that a filmmaker
chooses to code in the canvas of their work constitute its motif. The motif is an
essential component of any art form. However, the study of motifs in film still
receives little attention and remains widely overlooked, making the motif in film
an ideal research topic. In addition, motif in film presents us with a vast area for
research considering a multimodal nature of film, since it has a wide range of
verbal and non-verbal elements that may serve as potential manifestations of the
motif at its disposal.

The heightened academic interest to the study of films, particularly from the
standpoint of multimodality combined with the provisions film stylistics and
cognitive poetics, predetermine the topicality of this paper. We occupy a niche of
motif research as a multimodal construal incorporating conceptual, verbal, and
non-verbal sides.

The object of the paper is the motif of fear in Contagion film.

The subject-matter of the present study is multimodal facet of the motif of
fear realization in Contagion film.

The theoretical value of the master's paper lies in the fact that the results
obtained in the research make contribution to the following areas of philology and
humanities in general, namely (film) stylistics and literary studies (means of the
motif realization in film texts), multimodality studies (revelation of verbal and
non-verbal semiotic modes integrated in the motif of fear actualization in film,

determining mono- and multimodal metaphors embodying the motif of fear),
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cognitive poetics (reconstruction of key conceptual metaphors serving the basis for
the motif of fear realization in film).

The practical value of the results gained in the study is in their application
in the classes of practical English, seminars and lectures in stylistics, elective
courses on multimodality, cognitive studies, as well as film stylistics. The results
can also be applicable to writing students' papers, master's papers and post-
graduate research.

The aim of this paper is to reveal multimodal specificity of the motif of
fear realization in Contagion film via investigating verbal and non-verbal semiotic
modes integrated in its manifestation, as well as to reconstruct conceptual
dimension of the motif of fear in Contagion film by determining contextually
interconnected concepts actualized in the film through verbal and non-verbal
semiotic modes.

The aim of this study is achieved by performing following tasks:

e to specify the definition of the notion of the motif in fiction and film texts;

e to delineate on the notion of concept as a constituent of the conceptual
dimension of the motif;

e to outline the way various semiotic modes are integrated in constructing of
mono- and multimodal metaphors in film;

e to analyze verbal and non-verbal manifestations of the motif of fear in
Contagion that evoke contextually interconnected concepts;

e to reveal multimodal metaphors manifesting the motif of fear in Contagion
film and reconstruct conceptual metaphors they evoke;

e to establish conceptual dimension of the motif of fear in Contagion by :

1) Analyzing verbal and non-verbal semiotic modes that actualize the
concept of FEAR in Contagion film;
2) ldentifying concepts contextually interconnected with the concept of

FEAR in the context of Contagion film;
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3) Reconstructing conceptual metaphors evoked by verbal and multimodal
manifestations of the fear motif in Contagion film;

Methods of the research used in the paper include semantic analysis,
conceptual analysis for establishing conceptual dimension of the motif of fear in
film Contagion, as well as multimodal analysis for determining the role of various
modes in the creation of multimodal metaphors and evoking the concept of FEAR.

The novelty of the paper is in the investigation of the motif of fear
realization in film, which the paper defines as a multimodal construal embracing
conceptual, verbal, and non-verbal facets. For the first time, the research outlines a
number of mono- and multimodal metaphors realizing the motif of fear in
Contagion, as well as conceptual metaphors they evoke.

Compositionally, the paper consists of the introduction, three chapters,
conclusions to each chapter and general conclusions to the whole paper, the list of
references, appendix, and the list of illustrative material.

The paper's introduction sets up the object and subject-matter of the
research, emphasizes the problem's relevance, states the novelty of the obtained
results, establishes the primary objective and tasks for achieving it, considers the
research methods employed in the paper, and discusses the content of each chapter.

Chapter One dwells on the theoretical foundations and methodology of
motif studies in fiction and film text. In this chapter we look into the approaches to
the definition of the motif in fiction and film texts and, based on the carried
research, we provide our definition of this notion. We also delineate the ways
through which the motif may be manifested in the text. We dwell on verbal and
multimodal manifestations of the motif. Then, we proceed to develop the
methodology for analyzing the motif in Contagion film.

Chapter Two dwells on the conceptual and multimodal perspective of the
motif. In this chapter, we look into conceptual dimension of the motif. We outline
the approaches to the study of fear from the conceptual and psychological
perspective and delineate the ways the concept of FEAR may be verbalized. We

also look into the multimodal perspective of the motif studies and outline the
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multimodal ways of its manifestations in texts, namely, its manifestations in
monomodal and multimodal metaphors, as well as their conceptual facet.

Chapter Three concerns the analysis of the motif of fear in Contagion film
per se. We analyze the verbal, and non-verbal manifestations of the motif of fear in
Contagion film: we conduct the analysis of the keywords that evoke concept
FEAR; we reconstruct the multimodal metaphors manifesting the motif of fear in
Contagion film and analyze the conceptual metaphors they evoke; we look into the
cinematic techniques (such as music, visual images, shot framing, montage, etc.)
and the ways they evoke the concept FEAR that constitutes the conceptual
dimension of the motif of fear. We also look into the conceptual dimension of the
motif of fear in Contagion film and define the concepts that constitute it, as well as

find the ways these concepts are contextually interconnected.
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CHAPTER ONE.
THEORETICAL FOUNDATIONS AND METHODOLOGY OF
MOTIF STUDIES IN FICTION AND FILM

1.1 Notion of motif in fiction and film texts
A motif is a notion that is pervasive and fundamental to any art form, be it music,
literature, cinema, etc. It is one of the most ambiguous and obscure notions that has
received much attention from various schools of thought as to its manifestations in
literary works (Ilkypuna, 1993; T'acnapos, Ilanepno, 1979;Becenosckuii, 1989,
Herman, 2003; Freedman, 1971; Konecuuk, 2021), music (Henning and Wollner,
2016; Forceville, 2009,2016; Cohen, 1990), and cinema (Bordwellet al., 2016;
Walker, 2006). However, when it comes to the analysis of motif in non-literary art
forms, including film, motif still remains highly overlooked making it a perfect
subject area for research.

To avoid any further confusion, it is worth mentioning that in the scope of
this thesis we deem film as a text. The term text (the original meaning of which
IS tissue; weave) is used in literary theory to indicate that a piece of artwork is
being considered as a cluster of meanings rather than a copy of reality. To be more
precise, it is regarded as a construction (Kuhn & Westwell, 2020). Film text
"means that in both cases, book and film, we can 'read’ the story, both in the sense
of taking it in as it goes along and in that of being able to hold all of it in our
minds, after taking it in, for evaluation, analysis, and enjoyment" (Gillard, 2009).
"Use of the term remains pervasive in film studies: at times the word ‘text’ is used
interchangeably with ‘film’..." (Kuhn & Westwell, 2020). Therefore, we regard the
motif as an integral component of a text and look into the approaches to the
definitions of the motif in texts.

The motif is without any doubt a salient stylistic and, wider, artistic device,
yet till now it lacks a solid definition. Only recently there has been some agreement
on the definition of the concept of a motif as a propulsive force of the plot's

creation and its development (Herman, 2003, p.445). However, such a definition
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seems too general to shed more light on the gist of the term. Evidently, it is
difficult to provide a concise definition of motif considering not only various
approaches but also various modes through which it may be manifested.
Depending on the art form (literature, cinema, music, fine arts, etc.), the motif may
be woven into the fabric of artwork through language, visual images, colors,

musical soundtracks, or through any combination of the chosen modes.

1.1.1 Approaches to the motif definition
The literature and research on the motif are vast and comprehensive. Some of the
approaches to the definition of the motif include an associational-symbolic
approach (Freedman, 1962; Illkypuna, 1993); a structuralist approach (I"acnapos,
[TanepHo, 1979); thematic-textual approach (Koxecuuk, 2021); thematic-narrative
approach (Horst Daemmrich,1985); mythological-cultural approach (Donald
Redford; 1967) and mythological-narrative approach (Thompson, 1960;
Daemmrich, 1985). We are going to briefly delineate each of these approaches to
the definition of the motif below.

In his paper “The literary motif: A definition and evaluation” (1971),
William Freedman attempts to provide a detailed analysis of motif as a literary
device and to delineate its literary value. Freedman defines a motif as a “recurrent
theme, character, or verbal pattern, but it may also be a family or associational
cluster of literal or figurative references to a given class of concepts or objects,
whether it be animals, machines, circles, music, or whatever. It is generally
symbolic, that is, it can be seen to carry a meaning beyond the literal one
immediately apparent; it represents on the verbal level something characteristic of
the structure of the work, the events, the characters, the emotional effects, or the
moral or cognitive content” (op.cit., p.128).

According to this associational-symbolic approach, “[T]the motif in a single
work, like that which runs through many different works, may take the form of a
verbal pattern” (op.cit., p. 124). However, this “verbal pattern” is not presented as

a singular, permanent element but as a family or an associational cluster of words.



12

Based on this definition, it is clear that the motif may be manifested either through
the class of objects that is described or through the chain of associations as part of
the author’s descriptive vocabulary (ibid.). A similar perspective regards motif as a
collection of reoccurring emotions and ideas marked by the repetition of its
elements, which are often verbalized as keywords (Illkypuna, 1993, c.
62).Accordingly, according to the associational-symbolic approach, a motif may
be seen as either an object, character, verbal pattern itself or be the reference to
ideas or concepts and is manifested verbally (Freedman, 1971).

Boris Hasparov and Irina Paperno proposed a structuralist approach to the
notion of motif that might be viewed as similar to those of Freedman and Shkurina
(TCacmapos, ITarepro,1979, cc. 9-44). They view motif as a semantic element of the
text that has the following characteristics: iteration; the ability to emerge in various
contexts while preserving its "recognizability” by retaining references to its earlier
context; the ability to be recognized in the narrative by stable attributes (op.cit.,
p.10). The motif thus can be defined as a group of elements represented in a simple
verbal formula with a predicative component (ibid.).

A similar viewpoint with an emphasis on the thematic properties of the motif
is supported by Iryna Koliesnik (2021), who sets out to identify and analyze
linguistic manifestations of the motif of pain in American and British literary
modernism. Her thematic-textual approach regards the motif as “a category of a
literary text, related to its theme and message variously manifested at different
textual levels” (op.cit., p.75). Therefore, motif, according to this view, is the
reference to the idea (certain concept) that may manifest itself through keywords
that are semantically connected with that concept.

Quite a few theoretical researches exploring the nature of motifs focused
their attention on its reoccurrence within different literary works (Thompson, 1960;
Daemmrich, 1985; Freedman, 1962). “In determining parameters, an agreement
was reached that the motif is a textual element that can persist in tradition”
(Daemmrich, 1985, p.568). This idea is a remake of Stith Thompson’s earliest

work on motifs (1946), where he describes a motif as "the tiniest ingredient in a
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narrative with the power to remain in tradition"(op.cit., p.415) while addressing
the oral tradition of folklore. He identifies the motifs of the dragon slayer, deceit,
deceitful beggars, acknowledgment through items or attributes, e.g. a handkerchief,
birthmark, ring, and the evil stepmother (ibid.).

Within this thematic-narrative approach, Horst Daemmrich (1985) goes on
to suggest that motifs have a direct impact on the narration by driving the action
forward. For example, a mention of the stepmother implies that the stepchild has
been mistreated; the reference to the dragon implies the existence of a heroic
dragon slayer and a lady in distress or the existence of a treasure. Motifs reoccur
since they have been ingrained in the fabric of human behavior and cognition:
“IM] motifs crystallize schematic patterns of typical, even archetypal traits and
situations” (ibid.).

The mythological-narrative approach suggested by Donald Redford (1967)
presumes that “the same literary motifs which occur regularly in tales of human
exploits and are clearly derived from contemporary society appear with equal
regularity in the stories about the gods, the myths” (op.cit., p.209). The scholar
mainly focuses on the motif of the exposed child in various stories and myths,
where a motif became prominent as established in one culture and then expanded
throughout other discourses as a result of the extensive impact of that literary
tradition according to some "lines of descent™ (op.cit.,p.227).

Thus, it may be assumed that motifs illuminate fundamental forms of
thought and develop into mythological narratives (Thompson, 1960, p.415;
Daemmrich, 1985, pp. 567-568). Therefore, considering the motif from a broader,
mythological-narrative perspective, a literary motif can be seen as a piece of the
recurring image that appears multiple times in a literary work or other texts with

minor variations.

1.1.2 Motif vs. theme
In order to settle on the comprehensive definition of the motif, it is important to

make a few distinctions between the motif per se and the similar literary term, the
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theme. The term “motif” is often used interchangeably with the term “theme” of an
artwork; therefore the first distinction to be made is between these two terms. The
Dictionary of Literary and Thematic Terms by Edward Quinn (DLThT, 2006)
acknowledges the confusion that is often provoked by the above terms, stating:
“THEME: A significant idea in a literary TEXT, sometimes used interchangeably
with MOTIF” (op.cit.,p.419). It defines the motif as “An element that appears in
several literary works. It differs from a THEME, which it closely resembles, in
that it is a concrete example of a theme” (op.cit., p.269).

Horst Daemmrich (1985) also states that motifs can effectively complement
or express themes. “The motif is the concrete nucleus of a narrative; the theme
(idea, problem) is the intellectual dimension” (ibid.).Motifs can live on in the
minds of listeners or readers, and they may be recreated or modified at any
moment in the future.

According to CODLT (1990), there exists a clear difference between the two
terms. The theme is "a salient abstract idea that emerges from a literary work's
treatment of its subject matter, or a topic recurring in some literary works [...].
The theme of a work may be announced explicitly, but more often it emerges
indirectly through the recurrence of *MOTIFS” (op.cit., p.258). The motif, in its
turn, is defined as “A situation, incident, idea, image, or character-type that is
found in many different literary works, folktales, or myths; or any element of a
work that is elaborated into a more general theme” (op.cit., p.162).

Some scholars suggest abandoning the use of the term "theme" due to its
confusing and ambiguous applications, yet its utility as a means of organizing a
text's reading, being useful in applying an intertextual approach appears to be
critical to understanding literature (CODLT, 1990, p.418). According to
Daemmrich (1985, p.570) themes encompass fundamental ideas about human
interrelations, in fact, everything from the socioeconomic to the metaphysical.
Thus, "a theme embodies the ideational substance of texts which manifests itself in

conceptions and characterization of the figure" (op.cit., p.571).
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A motif, in its turn, explains and strengthens the theme by adding actual
features to ideas (visualizing themes). As a result, it can represent a simple idea
while also developing larger thinking via a series of images interlaced throughout
the text. “Motifs sustain and clarify themes by supplying concrete details and by
establishing in concert a basic grid of references in the form of primary and
secondary associations” (op.cit.,p. 570).

Michael Walker (2006) also chooses to distinguish between the motif and
the theme in his work on Hitchcock's motifs in the film: "A theme is more abstract:
it incorporates a point of view and implies that the film is saying something about
this matter" (Walker, 2006, p.17). However, due to the complexity of Hitchcock’s
films, Walker chooses to argue that “there is in practice little or no functional
difference between themes and motifs in his films" (ibid.). Due to such a view, he
elaborates his take on motifs concluding that motifs are not just “recurring
elements” but those that “recur in patterns of meaning” (ibid.).

Judging by the aforementioned dictionary entries as well as other definitions,
one may conclude that the main distinction between the motif and the theme lies in
levels of generalization and organization. The theme which is more abstract
constitutes a higher level into which the motif is integrated. Incidentally, a theme
frequently encompasses multiple motifs.

Given the above definitions in their distinctions and integration, the paper
defines a motif as an actualization of contextually interconnected concepts
manifested through various modes namely, a verbal mode (words, phrases
associated with the concept), non-verbal modes: a) visual images (such as objects,
characters, situations, the way of presentation (cinematic techniques); etc.); b)
though the uses of sound (leitmotifs; specific sound effects or singular sounds
associated with the concept); c)multimodal metaphors. Under contextually
interconnected we understand concepts that interact within a context of a work.

We also provide a scheme that visualizes the provided definition (see App.2).
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1.2 Verbal manifestations of motifin fiction and film texts
As was previously stated, Freedman (1971) and Shkurina (1993) are of those
scholars who regard the motif through the prism of its realization through “verbal
patterns” and “keywords”. “[T]the motif in a single work, like that which runs
through many different works, may take the form of a verbal pattern” (op.cit., p.
124). The “verbal element” is defined by Freedman (1971) as a family or an
associational cluster of words. Shkurina (1993) takes a similar perspective and
regards motif as a collection of reoccurring emotions and ideas marked by the
repetition of its elements, which are often verbalized as keywords (LllkypuHa,
1993, c. 62).

The same approach to the definition and further analysis of literary motif is
taken by I. Koliesnik (2021). In her work “Literary Motif Of Pain In American
And British Modernism: Imagistic, Symbolic, And Narrative Aspects” (Koliesnik,
2021) Koliesnik sets out to identify and analyze linguistic manifestations of the
motif of pain in literary works of American and British modernist writers. She
states that ““... in a narrow sense, the motif is a category of a literary text, related to
its theme and message variously manifested at different textual levels” (op.cit.,
p.75).

Based on this definition in regards to the study of the motif of pain, she
states that the representation of the motif of pain from the perspective of the
narrative is realized through a certain set of verbal images and descriptions of
events for which trauma (physical or mental) is central (Koliesnik, 2021, p.128).
Koliesnik defines the next textual components potential to be the subject of the
analysis: the imagery that directly describes physical trauma; an image of the
character's physiological response to trauma (screams, tears, tremors, convulsions,
etc.), or a description of the character's depressed state due to trauma over time
(characteristic of emotional pain or chronic physical pain); an artistic description of
suffering characters who, under the influence of socio-cultural factors, experience

constant resistance and bullying; a description of objects, and sometimes a
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description of topos that imply possible suffering of an individual (hospital,
patient's bed, etc.) (ibid.).

She states that the pain motif can be central to the artistic narrative or
accompanying for more deep characterization of characters. She concludes that for
the implementation of the motif of pain in a literary text in its figurative-symbolic
and narrative dimensions it is characteristic to use marker words that indicate
and/or describe physical pain to depict the emotional trauma of the character. It is
also noted that in the studied texts both prototypical and non-prototypical (author's)
conceptual metaphors of pain were integrated as essential parts that establish the
motif of pain. Therefore, the verbal manifestation of a motif consists in its
realization on a textual level through verbal patterns or verbal formula, keywords,
or words or phrases related to the motif. For example, the central notion that
establishes the motif is "pain"”, therefore keywords and relating words like
"screaming; trauma,; tears; hospital, etc." that may also serve as the basis for
conceptual metaphors that will constitute the conceptual dimension of the motif of

pain in the literary work.

1.3Non-verbal manifestations of the motif in fiction and film texts
Before looking into the non-verbal manifestations of the motif in the film, we must
take notice of the people involved in the creation of the film text. We understand
that the creation of the film involves a vast number of professionals, such as a
producer, a director, a screenwriter, an art director, etc., and the list is evolving
with the development of the art form. We do not underestimate the contribution of
any professional involved in the creation of the film. However, to avoid confusion,
in the scope of this thesis we will use the umbrella term “filmmaker(s)” to
designate all the people engaged in the creation of the film text.

We stated that we deem film as text, however, obviously, to read the film
one must activate not only such sensor as vision but auditory sensors as well.
Therefore, it is necessary to approach the motif in its manifestation through other

modes such as auditory and visual, as well as through their combination, namely,
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through multimodal metaphors. We are going to dwell on the notions of modes,
various types of metaphors in film as well as their conceptual dimension in Chapter
Two of this paper. In this chapter, we are going to delineate the ways the motif

may be manifested in the text in the auditory and visual modes.

1.3.1 Manifestation of the motif in auditory mode
Since its first appearance in film, music became an integral part of the art of
cinema (Bordwellet al., 2016; Boltz, 2001). Filmmakers started discovering its
potential and using it to their advantage creating masterpieces that endure
centuries. Leitmotifs became a prominent cinematic technique used for numerous
reasons.The leitmotif is defined as follows: "In music, particularly a Wagnerian
opera, the leitmotif is a repeated musical phrase associated with a character or idea
[...]. The repeated sound of a breaking string in Chekhov's The Cherry Orchard
(1904) is one example, the use of the music of George Gershwin on the soundtrack
of Woody Allen’s Manhattan (1979) is another ” (DLThT, 2006, p. 238).

Let’s consider another definition of the leitmotif and motif provided in the
CODLT (1990): “Leitmotif: a frequently repeated phrase, image, symbol, or
situation in a literary work, the recurrence of which usually indicates or supports a
theme. The term (German, ‘leading motif”) comes from music criticism, where it
was first used to describe the repeated musical themes or phrases that Wagner
linked with particular characters and ideas in his operatic works” (CODLT, 1990,
p.139). The definition of the motif in CODLT is closely related to that of the
leitmotif: "motif: A situation, incident, idea, image, or character-type that is found
in many different literary works, folktales, or myths; or any element of a work that
is elaborated into a more general theme” (CODLT, 1990, p.162).

The entries on motif and leitmotif in the DLThT and CODLT that were
mentioned above suggest that the main difference between the motif and the
leitmotif lies predominantly in the medium in which they are encountered. The

term leitmotif is frequently used in music studies whereas the term motif is used in


ms-appx://i-freeinnovations.libertybookreader/0002_FM_AlphaList.xhtml#acref-9780198715443-e-647
ms-appx://i-freeinnovations.libertybookreader/029_part19.xhtml#acref-9780198715443-e-1109
ms-appx://i-freeinnovations.libertybookreader/030_part20.xhtml#acref-9780198715443-e-1141
ms-appx://i-freeinnovations.libertybookreader/0002_FM_AlphaList.xhtml#acref-9780198715443-e-749
ms-appx://i-freeinnovations.libertybookreader/030_part20.xhtml#acref-9780198715443-e-1141

19

literary studies. Therefore, to avoid confusion we will henceforth refer to the
musical motif and soundtrack in the film as a leitmotif.

The leitmotif is used as a structurally shaping part of the music drama and
therefore increases the meaning of each motif with new appearances. Henning and
Woallner (2016) recognize two main functions of the leitmotifs. The first one is "the
remembrance"”. When repeated after its first occurrence, the leitmotif is recognized
by the audience inducing the understanding of its extra-musical meaning. Second,
it establishes the ground for future anticipations of thoughts, actions, characters,
feelings, or events: “Leitmotif is already a carrier of meaning, which is called
anticipation” (op. cit., p.150).

Annabel Cohen (1990) explains the ability of leitmotifs to evoke mental
images of objects, notions, etc. not appearing on the screen through the prism of
associationism. ‘““Associationism 1is characterized as a connectionist and
reductionist approach to the understanding of perception and learning” (op.cit.,
p.113). A key aspect of associationism is that one concept usually followed by
another will invoke the other in its absence. The assumption that music that has
previously been associated with a specific experience will elicit a reflection of this
experience when used during the film is consistent with this idea(Cohen, 1990,
p.114). As an example, Cohen (op.cit., p.113) presents the soundtrack from Billy
Wilder's film The Lost Weekend (1946) as such that induces the motif of alcohol
cravings. In the presence of the character, the motif is established through the
combination of visuals and the soundtrack. In such a way, the soundtrack becomes
synonymous with the character’s desires through the previous process of
association and subsequently acquires the identical meaning in the absence of the
protagonist (ibid.). By establishing an association between a character, an object,
or even to emotions as soon as it appears on screen or stage, the musical
soundtrack acquires additional connotations, becoming a specific musical motif
(i.e. leitmotif) (Henning and Wéllner, 2016, pp. 150-154; Cohen, 1990, pp.111-
116). Thus we consider leitmotif to be one of the potential prominent

manifestations in the auditory mode of the motif in the film.
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1.3.2 Manifestation of the motif in visual mode
The notion of the visual motif in film studies refers to the visible components in
the film that recur to help communicate the story. "It's useful to have a term to
describe formal repetitions, and the most common term is the motif. We shall call
any significant repeated element in a film a motif" (Bordwellet al., 2016, p. 62).
Props, items, set design, events, actions, costumes, even characters, and specific
lighting are all examples of potential constituents of the visual motif: "A motif may
be an object, a color, a place, a person, a sound, or even a character trait. We may
call a pattern of lighting or camera position a motif if it is repeated through the
course of a film" (ibid.). Colors can be utilized as motifs as well. The main feature
that allows identifying a motif in the film is its recurrence. Either it is an item, a
color, a specific action, it is deliberately highlighted by its repetitive occurrence or
its conspicuous position in the scene so that the viewer perceives the item as an
integral part of the film which also may carry additional meaning, thus becoming
symbolic (op.cit., p. 63).

Michael Walker (2006) states that "motifs, in general, are a neglected area of
Film Studies" (Walker, 2006, p.15). He is one of a few scholars that analyzed the
manifestation of motifs in the film. In his book "Hitchcock's Motifs" (2006) he
"focuses on those recurring elements in Hitchcock which, for the most part, one
would call motifs" (ibid.). Some of the motifs analyzed in his work include the
motif of hands, staircases, light, guilt, and confession, etc. He elaborates, giving his
own definition of a motif: "Motifs are recurring elements of a certain kind in a
narrative or a series of narratives: in Hitchcock’s case they include objects (e.g.
keys), types of character (e.g. mothers), settings (e.g. trains), actions (e.g. entrances
through a window) and events (e.g. public disturbances)” (op.cit., p.18).

A vivid example of the visual motif in Hitchcock’s films is the motif of
staircases: “Staircases frame Hitchcock’s entire directorial oeuvre. They are also
one of his more famous motifs, mentioned quite often in the Hitchcock literature”
(Walker, 2006, p.350). Staircases are common in cultural forms that predate the

film, such as mythology, folk stories, art, and theater. They have long acquired a
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symbolic meaning when used purposefully in a work of art: “The stairway is the
symbol of the acquisition of learning and the ascent to knowledge and
transfiguration. If it rises skywards, the knowledge is that of the divine world; if it
leads underground, it is to the knowledge of the occult and of the depths of the
unconscious” (PDS, 1997, p.923—-924).

The motif of staircases is also used to reflect “the pervasive expressionist
influence in the films, as an aspect of the landscape of the mind” (Walker, 2006,
p.351). The Birds (1963), Psycho (1960) are only some examples where Hitchcock
implements the motif of staircases. It is used to “suggest a sense of threat or
menace, intimating the dangers which may lurk either on or at the top or bottom of
the stairs” (op. cit., p. 351). In such a way we “anticipate with dread the terrible
encounter that the character is about to experience at the top/bottom of the stairs”
(ibid.).

Since the so-called “visual motifs” may acquire symbolic meaning, they also
aid in the actualization of concepts that are beyond their immediate conceptual
sphere. Therefore, we regard the so-called "visual motifs" like lights, colors,
objects, characters, etc. not as separate, independent motifs that appeal to the
singular concept, but as nonverbal manifestations of the broader motif in the film,
that through these manifestations may appeal to a range of concepts.

Overall, the manifestation of a motif in the film does not have to be
constricted to any particular format. It could be a recall to a specific point in time
through dialogue or montage, a sound, a leitmotif, a visual image. When employed
intentionally throughout a narrative, music, visuals, and recurring events can also

create motifs.

1.4 Functions of the motif in film and fiction
According to Freedman (1971), the functionality of a motif is set in its contribution
to three facets of a piece of art or a literary work. The motif generally falls into one
or more of three principal categories: cognitive, affective (or emotive), and

structural (Freedman, 1971,p. 125). “Most motifs, however, relate to more than one
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of these aspects, although one may be of paramount importance” (ibid.). Thus,
Freedman claims that the motif of circularity in Sister Carrie is mainly cognitive.
As such it emphasizes Dreiser's portrayal of the cyclic failure of human struggle.
But the repetitive circular structuring of the events in the novel also underscores
the circular pattern and in this case, the motif serves to highlight the novel’s
structure (Freedman, 1962, p.384-392).

From the cognitive perspective, the motif emphasizes the setting of the story,
its characters, and hidden messages.We have established that motif is an
actualization of concepts through various verbal and non-verbal manifestations.
Therefore, the main function of the motif, as viewed from the cognitive
perspective, is being the actualizer of the concepts that are evoked in the mind of
the reader and\or audience through the specific verbal and non-verbal
manifestations of the motif.

From the point of view of its affective qualities, the motif intensifies the
emotive contents of a literary work to elicit an emotional reaction from the reader
and\or audience (Freedman, 1971). This may be achieved through individual
instances of the motif’s manifestations. For example, leitmotifs or specific sounds
accompanying a character or a group of characters throughout the film influences
the audience is by allowing them to make inferences about the moodand feelings
experienced by the characters, their temperaments, and inclinations. The leitmotif
provides additional information about the emotional or mental state of the
character, becoming an important narrative tool that reveals implicit senses beyond
the visual sphere. Music is known to be able to express various moods through its
structural arrangement (Boltz, 2001, p.445). Not only can it induce a certain
emotional impact from a visual scene but can also serve as an invisible transmitter
of a character's emotions. "The use of music can encourage viewers to generate
inferences about the character's motivations, personality, and emotional reactions
to different events in lieu of explicitly stating this information in the story's

dialogue and ongoing action" (op.cit., p.447).
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From the point of view of the structural perspective, motifs assist in the
development of the story. Through the reoccurrence of various manifestations of
the motif, it reinforces the narrative's cohesiveness, allowing the reader to
experience the storyline in a meaningful and compelling way (Koliesnik, 2020,
p.74). For example, talking about leitmotifs (musical motif), Henning and Wollner
(2016) state that they function as musical quotes accessible only during the film as
well as that they reinforce its message: "Even if the music's melodic contour
remains the same, each relation to new image contents increases its connotative
content" (Henning and Wollner, 2016, p.151). Ultimately, motifs reinforce the idea
of the story by reintroducing key elements of the work to emphasize their

importance (Berry, 2021).

1.5 Methodology of analyzing the motif in film texts
In today's media-saturated environment, film analysis is becoming increasingly
relevant.“As media of communication, films are embedded in the circumstances by
which society communicates and interacts” (Mikos, 2014, p.409) The analysis of
film is not without a challenge. Three main challenges include: 1) the volatility of
moving images, (2) the general infinity of analysis, and (3) the lack of a universal
method of analysis (Mikos, 2014, p. 420). There are various strategies to overcome
these challenges while undertaking the film analysis. According to Jacques
Aumont and Michel Marie (1988), film analysis could never be complete since
there is still something new to discover, and the knowledge of film history is
required to conduct such an analysis. Thus, the analysis of the film, like any other
work of art, may involve a dole of creativity and personal vision (Aumont, Marie,
1988, p.5).

An academic analysis of films should be differentiated from movie reviews,
which tend to occur in an arbitrary manner and refer to a film as a whole rather
than examining its individual elements. On the contrary, "movies have to be
understood essentially as media of communication. Therefore, the analysis of films

should be a systematic investigation of the structures of film texts, their conditions
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of production and reception, and the societal contexts" (Mikos, 2014, p.409).
Following Lothar Mikos "theoretical apparatus and the methodological tools for
investigating films systematically” (Mikos, 2014, p.409), which is aimed to study
how film structures function within the context of communication, one should
discriminate between "two modi operandi which define how we deal with film
texts: understanding and experiencing film and television™ (ibid.). As a result, film
analysis is primarily concerned with laying out the mechanisms and processes of
comprehension and experience.

There are three ways of investigating filmic structures: first, in terms of a
film's content and narrative coherence; second, in terms of creative tools used to
focus viewers' perception and attention; and third, in terms of the context of
communication, because a film's meaning does not emerge until viewers observe it
(Mikos, 2014, p. 410). In Mikos's view (2014) to analyze the film in terms of its
content and narrative coherence the following theoretical foundations should be
taken into account: "For media systems of representation, this is semiotics, on the
one hand, and, on the other, discourse theory; for mental systems of representation,
it is a cognitive theory of film, psychology of film, and pragmatic theory of film
and television" (Mikos, 2014, p.414).

The fascinating aspect of film analysis is how content is conveyed and how
this affects the production of meaning, i.e. semiotics. Here the analysis should be
focusing on representation which is “the production of meaning through language”
(Hall, 1997, p.28). If one is to accept this view, then “every sort of sign system
counts as language, and that includes media such as films too” (Mikos, 2014, p.
414). Signs aid the filmmaker to communicate meaning: they are “organized into
languages of different kinds to communicate meaningfully with others” (Hall,
1997, p.28). “At the same time, however, each medium has its own possibilities
and limitations of meaning. Not everything that can be realized in language can
also be realized by means of images, or vice versa” (Kress et al., 2006, p.20).

Therefore, in film, these signs may include images, sounds-voice-overs, language
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writing, music, graphics. The signs can represent objects in reality, as well as
abstract concepts and imaginary worlds (Mikos, 2014, p. 414).

"Objects are signs that represent ideas, ideals and translate intended
meaning in a film" (Gambarato, 2010, p.106). Thus, according to Gambarato
(2010), the object on the screen is partly a representation of the real world. It
commonly carries data that reaches beyond the aesthetic of the depicted world.
Therefore, an object on the screen may acquire symbolic meaning. If one is to
accept that objects in the film may acquire symbolic meaning, then to analyze the
object in the film is one of the ways of conducting the film analysis: "To analyze
films is to transform an iconical and indexical experience into a symbolic one
which is able to be verbally expressed” (ibid.).

In fact, Gambarato develops the ideas of Roland Barthes’, who explored the
role of objects in a narrative, highlighting the referential and metaphorical
functions that objects may perform in cinema, literature, fairytales, etc. (Barthes,
1977, pp. 32-51) He argues that the meaning of images is related to and dependent
on verbal text. Images on their own are quite polysemous, accessible to a wide
range of interpretations, therefore the visual meaning is ambiguous and difficult to
interpret. Here language must come to the aid in order to arrive at a definitive

meaning (ibid.).

1.5.1 Key terms and basic methods of analyzing a film text
Taking into consideration the nuances of the art form of film, namely, it
comprising various modes, such as language, auditory mode, visual images, and
various approaches to defining the notion of motif, we view motif as an
actualization of contextually interconnected concepts manifested through various
semiotic modes namely, a) a verbal mode (words, phrases associated with the
concept), non-verbal modes (visual images (such as objects, characters, situations,
the way of presentation (cinematic techniques); etc.); b) though the uses of sound
(leitmotifs; specific sound effects or singular sounds associated with the concept),

c) via multimodal metaphors. These manifestations constitute a complex inventory



26

that communicates the dominance of a given motif in the narrative. Under
contextually interconnected we mean concepts that interact within a context of a
work.Considering the given definition of the motif, we propose that the analysis of
the motif consists in designating and analyzing those contextually interconnected
concepts by investigating verbal and non-verbal elements that evoke concepts in
the mind of a reader and\or audience either directly or indirectly.

The prime aim of this master paper is to analyze the motif of fear in the film
Contagion.Therefore, the analysis of the motif of fearpresupposes a) investigation
of verbal and non-verbal elements that evoke directly or indirectly (through the
prism of association) the concept FEAR in the mind of the audience; b) defining
the concept(s) with which the concept FEAR is contextually interconnected and
thus constitute the conceptual dimension of the motif of fear in the film Contagion;
c) analyzing verbal and non-verbal manifestations though which the concept(s)
constituting the motif of fear are actualized.

Given the specificity of the medium of film and the variety of approaches to
its analysis, in the scope of this academic paper, we choose to base our analysis on
Lothar Mikos’ approach to the investigation of film. His approach defines three
core points on which the researcher must focus when analyzing films: a) film's
content and narrative coherence; b) the creative tools used to focus viewers'
perception and attention; c) the context of the communicative process because a
film's meaning does not emerge until viewers observe it (Mikos, 2014, p. 410).
Considering we are not investigating the reception of the film, we choose to
concentrate on the first two points and propose the following steps and techniques

of analysis.

1.5.2 Steps and techniques of analysis.
Step one and Step two of the analysis of the motif of fear in the film Contagion are
connected with the investigation of the motif of fear through the prism of the film's

content and narrative coherence. Step three concerns analyzing the creative tools
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(i.e. cinematic techniques) that are used to focus the viewer's perception and
attention and to elicit the motif of fear in Contagion.

e Step one presupposes the analysis of verbal elements (i.e. words, phrases
manifesting the motif of fear in Contagion) that evoke the concept FEARIn
the mind of the audience; designating another concept (s) the concept FEAR
holds the contextual links with and determining the means of
interconnection; distinguishing the concept(s) contextually interconnected
with the concept FEAR as the ones constituting the motif of fear in the film
Contagion.

e Techniques to step one include: analyzing the film's subtitle file;

determining keywords and key phrases that elicit concept FEAR;
conducting thesemantic analysis.

For the implementation of the motif in a text (in our case filmic text) in
the verbal mode it is characteristic to use marker words that indicate
and/or describe fear, such as the imagery that directly describes fear; the
description of the character's physiological response to the source of
fear (screams, tears, tremors, convulsions, etc.) (Koliesnik, 2020);
words and lexemes that constitute the semantic field of the FEAR
concept (e.g. “terror, fright, horror, alarm, panic, anxiety, scare, worry,
nervousness, dread, risk, danger”), etc. (JIsiuenko, bartanuna, 2017,
c.135). By conducting semantic analysis we aim to analyze the
semantic structure of words and phrases manifesting the motif of fear;
reveal their connotative, denotative meaning, and determine the ways
through which these verbal manifestations of the motif of fear actualize
the concept FEAR.

After having analyzed the semantic features of the detected words and
phrases, we determine how and with which other verbal elements they
hold contextual links by analyzingthe context in which the words or

phrases that evoke the concept FEAR appear. Next, we determine the
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contextual links and define the other concepts that are often found in the
same context as the concept FEAR.

e Step twoinvolves a)identification and reconstruction of multimodal
metaphors found in film Contagion; b) reconstruction of conceptual
metaphors that constitute the conceptual dimension of found multimodal
metaphors; c¢) determining the relations the concept FEAR establishes with
other concepts in the formation of conceptual metaphors; d) determining the
ways found multimodal metaphors serve as multimodal manifestations of the
motif of fear in Contagion.

e Techniques to step two include: conducting multimodal, semantic,

and conceptual analyses. The multimodal analysis consists in analyzing
the ways different modes interact and take part in the creation of
multimodal metaphors. By conducting the semantic analysis we
determine the semantic characteristics of multimodal metaphors. We
investigate the multimodal metaphors components’ semantics and
determine their meaning separately as well as their role in the
construction of metaphors as well as in manifesting the motif of fear in
Contagion. The conceptual analysis is aimed at the reconstruction and
modeling of conceptual metaphors that constitute the conceptual
dimension of multimodal metaphors. “The method of conceptual
analysis, suggested by Ye. Kubryakova, deals with knowledge about the
world and consists in the search for those common concepts activated
by a sign” (Potapenko, 2013, p.20). First, we establish the concepts
activated by the linguistic and non-linguistic signs. Then, we conduct a
conceptual mapping and reconstruct conceptual metaphors that
constitute the conceptual dimension of multimodal metaphors. Finally,
we determine how the motif of fear in Contagion is manifested through
found multimodal metaphors.

e Step three includes the analysis of cinematographic techniques (i.e. visual:

e.g. objects, lights, colors, camera movement, blur, etc.; auditory: the use of
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the leitmotifs, sounds) that evoke concept FEAR in the audience or elicit
directly or indirectly the experience of fear as an emotion by characters in the

film.

e Technigues to step three:detecting and analyzing the expressive visual

and sound elements that evoke, indicate, elicit concepts that constitute
the conceptual dimension of the motif of fear in Contagion and that are
actualized through a) the use of visual images (such as objects,
characters, situations, the way of presentation (cinematic techniques);

etc.); b) the uses of sound (leitmotifs; specific sound effects);

Conclusions to Chapter One
The motif is undeniably an important stylistic and, universally, creative element. It
is present in all forms of art, including music, literature, and film. However, it has
yet to be given a precise definition. Having analyzed such approaches to the
definition of the motif as an associational-symbolic approach (Freedman, 1962;
HIxypuna, 1993); a structuralist approach (I'acnapos, ITanepno, 1979); thematic-
textual  approach  (Komecumuk,  2021);  thematic-narrative  approach
(Daemmrich,1985); mythological-cultural approach (Redford, 1967) and
mythological-narrative approach (Thompson, 1960; Daemmrich, 1985), we
managed to formulate a distinct definition to which we will adhere in the scope of
this master’s paper.

We define motif as an actualization of contextually interconnected concepts
manifested through various modes namely, a verbal mode (words, phrases
associated with the concept), non-verbal modes: a) visual images (such as objects,
characters, situations, the way of presentation (cinematic techniques); etc.); b)
though the uses of sound (leitmotifs; specific sound effects or singular sounds
associated with the concept); c)multimodal metaphors.

We have chosen to concentrate on the motif of fear and not specifically and
exclusively on the concept FEAR since by analyzing the concept FEAR we

constrict our research to this singular concept, whilst by analyzing the motif of fear
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in Contagion there is a potential for detecting and analyzing other concepts that are
actualized through the motif since the notion motif is wider than that of concept.
The conceptual dimension of a singular motif may comprise a number of motifs.

The concept is actualized through various verbal and non-verbal
manifestations of the motif. Under verbal manifestations, we understand the
linguistic realization of the motif in text, such as certain words and phrases, the
semantics of which activates concepts in the mind of a reader and\or an audience.
We also put into this category elements with secondary nomination such as
imagery, words, and phrases, etc., that are connected to the concept through
associative links.

Under non-verbal manifestations we deem the manifestations of the motif in
the visual mode (objects, colors, characters, situations, the way of presentation
(cinematic techniques), etc.); auditory mode (the uses of sounds, leitmotifs, etc.);
and through multimodal metaphors. The content of various manifestations, their
connotative, denotative, and symbolic meaning as well as associative links evoke
concepts in the mind of the film audience. Analyzing these manifestations further
allows us to reconstruct conceptual metaphors that constitute their conceptual
dimension. Therefore, verbal and non-verbal manifestations of the motif evoke
certain concepts in the mind of the reader and\or an audience, and in such a way
the film accesses their conceptual sphere and is able to “speak” to the audience.

Motif's functionality consists in its contribution to the cognitive, affective,
structural facet of the artwork. From a cognitive standpoint, the motif's principal
function is to realize the concepts that are evoked in the reader's or audience's mind
by various manifestations of the motif. In terms of affective properties, the motif
enhances the emotive content of a literary work in order to evoke an emotional
response from the reader or audience.Motifs aid in the development of the story
from a structural standpoint. It maintains the narrative's unity via the recurrence of
diverse manifestations of the motif, allowing the reader to experience the storyline

in a meaningful and engaging way.
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In this master's paper, we aim to analyze the motif of fear in the film
Contagion. Under the analysis of the motif, taking into consideration the medium
in which it is analyzed, namely the medium of film, we understand establishing the
contextually interconnected concepts through the analysis of verbal and non-verbal
elements that appeal, evoke those concepts either directly or indirectly through the
prism of associations. To analyze the motif of fear in the film Contagion we make
use of Lothar Mikos’ approach to the analysis of film and investigate the motif of
fear in film Contagion through film's content and narrative coherence, and creative
tools (i.e. cinematic techniques) that are used to focus viewer’s perception and
attention. Step One of the research includes the analysis of the verbal elements
that manifest the motif of fear in Contagion. Step Two consists of the
reconstruction of multimodal metaphors that are the manifestations of the motif of
fear. Lastly, in Step Three we are looking at the creative tools that the filmmaker
uses to elicit the motif of fear in film. Every step of the research includes the
analysis of either verbal, non-verbal, or multimodal elements (multimodal
metaphors) that evoke the concept FEAR in the mind of the audience; and
determining another concept (s) with which the concept FEAR is contextually
interconnected. The found concepts, including the concept FEAR, will be deemed
as such, that constitute the conceptual dimension of the motif of fear in the film
Contagion. In the scope of this research, we make use of the following types of
analysis: semantic analysis, conceptual analysis, multimodal analysis, and the

analysis of cinematographic techniques.
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CHAPTER TWO. CONCEPTUAL AND MULTIMODAL
DIMENSIONS OF THE MOTIF OF FEAR
2.1 Conceptual dimension of the motif
The motif is a notion that is wider than that of a concept. The motif in any work of
art may comprise various concepts that are interconnected in the context of the
work, which, thus, constitute its conceptual dimension. One way to analyze the
motif in any artwork is by defining theseconcepts. To establish the conceptual
dimension of the motif we must look at its manifestations since verbal and non-
verbal elements have the potential to evoke and actualize certain concepts in the
mind of the reader and\or viewer. Therefore, one may approach the analysis of the
motif in artwork by detecting those contextually interconnected concepts
constituting the conceptual dimension of an artwork, that are actualized through
certain verbal and non-verbal elements. In this way, the internal structure of the
motif is defined and the base for further analysis is established. In order to
determine the conceptual dimension of the motif, we must first look at the notion

of concept.

2.1.2 Approaches to the study and definition of the concept
With the rising importance of cognition and communication in the modern world,
the concept has become a focal point of cognitive study. Linguistics, psychology,
and cultural studies all study concepts. “There is still no clear definition of this
notion, its primary properties, and the many approaches and methodologies used to
evaluate it” (Kapanmun, Illenkanoa, 2016, c.2). The concept may be a mental
prototype, the idea of a notion, or even the notion itself. It is both mental and
linguistic in nature. On the one hand, it is an ideal image that depicts the speaker's
culturally formed views about the world; on the other hand, it has a specific
linguistic representation (ibid).

In her work T. Soroka provides the following definition for the term:
"Concept (in cognitive linguistics) is a term that serves to explain the units of

mental or psychic resources of our consciousness and the information structure that
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reflects the knowledge and experience of a person; an operational content unit of
memory, mental lexicon, conceptual system and language of the brain (lingua
mentalis), the entire picture of the world reflected in the human psyche" (Soroka,
2021, p.301).

According to M. Kochergan (Kouepran, 2010, c.427): “Concept (lat.
conceptus — thought, concept) — in cognitive linguistics, a unit of mental or
psychological resources of consciousness and the information structure that reflects
the knowledge and experience of a person; an operational content unit of memory,
mental lexicon, conceptual system and language of the brain, the entire picture of
the world reflected in the brain of a person; information that an individual knows,
assumes, thinks, imagines about objects of the world” (ibid).A similar approach to
the definition of the concept is taken by M. Karandin (Kapanmun, IllenkaHoBa,
2016, c.3): "A concept is an operational meaningful unit of memory, mental
lexicon, a conceptual system of language and the whole picture of the world
reflected in the human psyche" (ibid.). Accordingly, all of the meanings embedded
in a person's mental activity, representing his knowledge and experience, are
preserved in consciousness as distinct mental structures known as concepts
(IMadurynmuna, 2012, c. 227). Each concept has a cognitive model, which is
defined as all of our ideas about the object at the same time, as a singular
undivided image that governs the linguistic sign (Lakoff & Johnson, 1980).
Restating all mentioned above, a concept is knowledge about the actual or possible
state of things in the world. "All of the thoughts, knowledge, feelings, judgments,
and so on that a speaker identifies with this segment of reality are contained in the
concept" (Iladurynnuna, 2012).

Despite the wide range of definitions of the term "concept” supplied by
different scholars, a single tendency in the definition of the concept appears to
exist. The concept, from the standpoint of linguistics, is defined as the complete
potential of a word's meaning, taking into consideration its connotative component.
From the standpoint of psychology, the concept is described as a global mental unit

that relates to mental phenomena; taking into consideration the cultural studies, the



34

concept is an integral part of the culture and is interpreted as the main cell of
culture in the mental world of a person (Capuuk, 2018, ¢.27). Going further,
George Lakoff also supplies the functionality of concepts: "The concepts that
govern our thought are not just matters of the intellect. They also govern our
everyday functioning, down to the most mundane details. Our concepts structure
what we perceive, how we get around in the world, and how we relate to other
people. Our conceptual system thus plays a central role in defining our everyday
realities" (Lakoff & Johnson, 1980, p.4).

It is worth noting that the ways to concept definition are not mutually
exclusive, but rather complement and illuminate one another. In the context of this
work, we follow the definition of the concept provided by Kochergan “Concept
(lat. conceptus — thought, concept) — in cognitive linguistics, a unit of mental or
psychological resources of consciousness and the information structure that reflects
the knowledge and experience of a person; an operational content unit of memory,
mental lexicon, conceptual system and language of the brain, the entire picture of
the world reflected in the brain of a person; information that an individual knows,

assumes, thinks, imagines about objects of the world” (Kouepran, 2010, ¢.427).

2.1.3 Outline of conceptual analysis
The method of conceptual analysis is used to establish the means through which a
certain concept is activated in the mind of the reader and\or audience. “The
method of conceptual analysis, suggested by Ye. Kubryakova, deals with
knowledge about the world and consists in the search for those common concepts
activated by a sign” (Potapenko, 2013, p.20). It differs from the semantic analysis:
"Semantic analysis involves the explanation of a word, while conceptual analysis
focuses on the study of knowledge about the world" (Cno6oasu, 2009, ¢.107).

To study the “knowledge about the world” in order to analyze the concept
may seem quite vague and ambiguous, yet, Slobodyan (2009) provides a succinct
methodology of conceptual analysis. The construction of the concept structure

involves the analysis of its two components: figurative and informational-
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conceptual. "The figurative component in the structure of the concept is its basic
layer which, in its turn, includes two components — perceptual (based on visual,
taste, tactile, sound and olfactory sensations) and cognitive (also known as
metaphorical, which correlates the abstract concept with the material world)
images that reflect the figurative characteristics of the object being conceptualized"
(Cno6omsu, 2009, c.112). The Informational-conceptual component includes the
most significant features of an object or phenomenon. It is the fixation of a concept
in language: its designation, description, comparative characteristics of this
concept in relation to other concepts (ibid.).

To see how the concept is fixed in the language, one has to construct a
nominative field through establishing and describing a set of meanings of language
tools that nominate the concept and its individual features (ibid.). "The nominative
field of a concept includes its direct categories (keyword and its synonyms),
categories of varieties of the denotation of the concept, the associative field of the
keyword of the concept (nominations that express features referring to the
concept's core), as well as stable comparisons, phraseological units" (CnoGomsH,
2009, ¢.112). The construction of the nominative field of the concept is carried out
on the basis of analyzing its lexical field, as well as making use of the subjective

language experience of the researcher.

2.2 Approaches to the study of fear: conceptual and psychological
perspective

2.2.1 Fear as a basic human emotion
Some psychologists and cognitive scientists speak of fundamental emotions among
which fear is at the top. Psychologists often disagree on some aspects, but those
who agree on the existence of basic emotions usually enlist disgust, anger, joy,
sadness, love, surprise, and fear (Appelbaum, 2018, p.2). Fear, without a doubt, is
one of the most basic concepts of the surrounding reality. It can be interpreted in

various ways and can be considered both from the point of view of human
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physiology and as an acute sensation reflected on the mental level of a person
(banokuna, Temkuna, 2015, ¢.208). “Fear is included in the list of fundamental
emotions and has the main characteristics of an emotion: universality,
recognizability, the possibility of verbalization” (Illadpurymnuna, 2012, c. 228).

The psychologists that are eager to think of "fear" as a major or core emotion
see fear as "an instinct-based physiological and/or neurological event"
(Appelbaum, 2018, p.4) that prompts the person into action: flight, fight, or freeze,
by psychologists, particularly those. “Fear is a neural-behavior system that
evolved to protect animals against environmental threats to what John Garcia
called the external milieu (as opposed to the internal milieu), with predation being
the principal driving force behind that evolution (for example, as opposed to a
toxin)” (Mobbs, 2019, p.3). When confronted with a threat, a person flees,
addresses the threat, or becomes paralyzed. In this case, the danger is crucial to
fear. "Fear is the combination of defensive responses—physiological, behavioral
and (perhaps in the case of humans) the conscious experience and interpretations
of these responses— that are stimulated by specific stimuli" (Mobbs, 2019, p.5).
Therefore, fear is deemed as a mental and physiological state that arises on the
basis of the instinct of self-preservation, as a reaction to danger. “The functional
properties that define the state of fear are those that, in the light of evolution, have
made this state adaptive for coping with a particular class of threats to survival,
such as predators” (Mobbs, 2019, p.3).

Viewing fear from this perspective, fear, as defined in Oxford English
Dictionary, is an "a[A]pprehensive feeling towards anything regarded as a source
of danger; 2. a. The emotion of pain or uneasiness caused by the sense of
impending danger, or by the prospect of some possible evil” (Oxford Dictionary).
Collins Dictionary provides the following definitions of the word fear: "Fear is the
unpleasant feeling you have when you think that you are in danger. If
you fear someone or something, you are frightened because you think that they

will harm you” (Collins Dictionary).


https://www.collinsdictionary.com/dictionary/english/think
https://www.collinsdictionary.com/dictionary/english/frighten
https://www.collinsdictionary.com/dictionary/english/harm

37

Banokina and Temknina (2015) identified two aspects of the emotion fear
that allow conducting the conceptual analysis of the concept FEAR: 1) fear as a
physiological state of a person 2) the realization of fear both in terms of emotional
and psychological state (banokuna, Temkuna, 2015, ¢.209). The researchers also
state that the components belonging to the first group prevail over the second one
and have a more visual impact, which makes it easier to visualize and perceive the

imagery of a work of art.

2.2.2. Means of concepts verbalization
When it comes to emotions, the question of how to communicate them emerges.
Emotion verbalization is a process that blends conscious techniques with the
unconscious, intuitive presentation of emotional experiences (Illadurymnuna,
2012). The process of conceptualizing emotional states takes into account both the
individual's own experience and life as it is interpreted by collective awareness.
(IMadurynnuna, 2012, ¢.227) Emotions are formed through life experience,
allowing a rational correlation to be made between events. “The challenge of a
concept verbalization is that the latter, being a unit of the conceptual sphere, can
either be verbalized or not have a verbal expression. In the first case, the concept
receives a linguistic expression; the linguistic means used for this are defined as
means of verbalization, language representation of the concept” (CaBumk, 2018,
c.29).

A concept can be verbalized by: 1) ready-made lexemes and phraseological
units that have suitable for the concept sememes 2) free word combinations, 3)
structural and positional schemes of sentences bearing typical propositions, 4)texts
and sets of texts (if necessary, explication or discussion of the content of complex,
abstract concepts) (Casuuk, 2018, p.29). However, as was already mentioned, the
challenge of concept verbalization lies in the possible absence of its comprehensive
verbal manifestation. In semantic analysis, the general totality of semes cannot
represent the content of the concept as a whole, in other words, the train of thought

never finds a comprehensive expression in the language form (Illadurymiuna,
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2012, ¢.227). Considering this, film becomes a perfect medium for the concept
representation since it comprises several modes (language, music, images, etc.)

that help the audience to decipher and analyze the concept encoded in the film.

2.2.3 Verbalization of the concept of FEAR
The word “fear” is commonly used as an umbrella term for a variety of
experiences that could be classified as fearful, as well as for emotions that are
comparable to fear but are labeled differently— anxiety, panic, terror, and so on
(Appelbaum, 2018). Feelings associated with fear, anxiety, panic, phobias, the
perception of terrifying episodes, the representation of terrible pictures of some life
events are the basis of the basic layer of the concept FEAR (Illadurymuaa, 2012).
“Anxiety, terror, horror, panic are among the terms bearing resemblances to fear
but they also indicating separate kinds of states of mind” (Appelbaum, 2018, p.2).
Those are the related terms that are often used to describe mental or emotional
states that aren't fear but are related to it.

Given the critical importance and inherent value of the fear emotion, the
potential of the methods of verbalizing the concept of FEAR is great in vocabulary
and syntax(Kapanmuu, Illenkanosa, 2016, c.2). The following are the key
components of the fear lexeme, according to E. Batalina, N. Lyachenko (2017): "1)
feeling 2) state 3) possibility, likelihood 4) emotion" (JIsmenko, baranuna, 2017,
c.135) The researchers also discovered that in the English language, the notion of
FEAR may be expressed by the following cognitive characteristics: 1) a sensation
or emotion produced by danger 2) a state (emotional, physiological, psychological)
3) the capacity to detect dangers in the environment 4) the likelihood, probability,
or chance that something dangerous may occur ” (JIsmenko, baranuna, 2017,
c.134). Thus, N. Lyashenko and E. Batalina conclude that the structure of the
lexical and semantic field of the FEAR concept in the English language has the
following structure : 1) The core includes the key lexeme fear, as well as the same-
root words fearful, fearless, fearfulness (JIsmenko, baranmuna, 2017, c.135) ; 2)

Synonymous lexemes for the near-nuclear zone include “terror, fright, horror,
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alarm, panic, anxiety, scare, worry, nervousness, dread, risk, danger” (op.cit.,
p.136); 3) The near periphery zone is made up of the following lexemes, all of
which have the semantic meaning "fear": “bugbear, possibility, owe, agitation,
trepidation, consternation, dismay, distress, unease, uneasiness, apprehension,
apprehensiveness, unrest, doubt, suspicion, phobia, aversion, antipathy, nightmare,
complex, mania, awe, reverence, veneration, respect, likelihood, prospect, chance,
probability, expectation, conceivability, plausibility” (ibid.) ; 4) On the periphery
of the nucleous we may find such phraseological units as "in fear and trembling, no
fear, put fear in smb’s heart, fear the worst, live in fear of, without fear of
contradiction, sow fear, sick with fear, put the fear of God into someone, strike fear
/ terror / a chill into someone / someone’s heart, fools rush in (where angels fear to
tread), scare someone witless, scare the pants off someone, scare the hell out of

someone” etc. (JIsmenko, baranuna, 2017, c.135).

2.3 Motif manifestations: A Multimodal Perspective

2.3.1 Metaphorical identification

A specific feature at the intersection of linguistics and film studies that caught the
scholars' attention is the case of metaphor in the film. The scope of research
primarily covers various types of metaphor encountered in film, such as
monomodal (visual or audial) (Carroll, 1996; 1994), multimodal (Bopo6iiosa,
2012; Chrzanowska-Kluczewska, VVorobyova, 2017; Forceville&Renckens, 2013),
as well as conceptual (Coégnarts &Kravanja, 2012; Koetsier & Forceville,
2014). Metaphor is one of the most commonly used figures of speech is the
metaphor. Merriam-Webster dictionary provides the following definition of the
term “metaphor’: “1. a word or phrase for one thing that is used to refer to another
thing in order to show or suggest that they are similar; 2. an object, activity, or idea
that is used as a symbol of something else™ (Merriam-Webster). Therefore, we may
consider metaphor as an implied comparison that creates a total identification

between two compared things. The internal structure of metaphors includes the
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target domain, the source domain, and features that are mapped from the source
into the target domain. The three main questions, according to Forcevilleand Urios-
Aparisi (2009), ought to be answered in order to designate something as a
metaphor: “(i) Which are the two terms of the metaphor, and how do we know? (i1)
Which is the metaphor’s target domain, which is the metaphor’s source domain,
and how do we know? (iii) Which features can/should be mapped from the source
domain to the target domain, and how is their selection decided upon” (Forceville,
2009, p. 404)

As non-verbal forms of communication do not signal the identity relation of
two things belonging to different categories by linguistic signs as "is" or "like", the
question arises: what stylistic means trigger the relations of metaphorical
similarity. The cues that suggest a metaphorical similarity of two concepts are
different in non-verbal and multimodal metaphors. They depend on the mode that
represents the metaphorical concept. Forceville andUrios-Aparisi (2009) propose
three different ways which may be deployed to signal the metaphorical relations of
similarity in non-verbal and multimodal metaphors.

The first one is “perceptual resemblance” (op.cit., p.31) which according to
his view applies exclusively to monomodal metaphors. The resemblance in visual
mode is found in the similarity of color, texture, size, position, etc. The manner of
presentation also contributes to the evocation of perceptual resemblance: even if
two things do not hold the resemblance within themselves, the angle of
presentation (e.g. in photography or painting) or the camera movement (in the
film), helps in eliciting the latent similarity. "The role of similarity is not restricted
to the identity of internal properties of objects and situations, rather similarity also
is due to the identity of external contiguity relationships between objects, between
situations, and it is due to relationships of objects and situations with emotional
attitudes, desires, and behavioral dispositions of people” (ibid).

The second one is "filling a schematic slot unexpectedly” (ibid). Unexpected
deviation from conventional schemas or patterns may provoke a cognitive

dissonance that provokes the search for a possible explanation of the perceived
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phenomena. Usually, such deviations are constructed by the change of
conventional context in which one thing or another occurs typically.

The last one is "simultaneous cueing": “If two things are signaled in
different modes, metaphorical identification is achieved by saliently representing
target and source at the same time” (ibid). For example, using the sound of a
revving motor in combination with the visual image of the school of fish may
trigger the metaphor CARS ARE FISH.

Metaphors can develop within one medium, for example, language, but
when they are being adapted for another medium its new limitations and
affordances are discovered. Consequently, a metaphor may highlight or conceal
various aspects of the source domain in two different media (Forceville, 2009; p.5).
In addition, “metaphors are employed to significantly aid in shaping multimodal
experiences of film and may even structure the way people communicate about
these experiences” (Henning and Wollner, 2016, p.158). Hence, metaphors help

the filmmaker to communicate the meaning to the audience.

2.3.2 Multimodal and monomodal metaphors in film

2.3.3 Notions of medium and mode
According to Charles Forceville, one can distinguish between monomodal and
multimodal metaphors (Forceville & Urios-Aparisi,2009, p. 22). Forceville defines
monomodal metaphors as “metaphors whose target and source are exclusively or
predominantly rendered in one mode” (op.cit., p.38). It is impossible to provide a
satisfactory description of mode or to generate an extensive list of modes (MapiHa,
2017). However, there are at least nine definable modes that include: “(1) pictorial
signs; (2) written signs; (3) spoken signs; (4) gestures; (5) sounds; (6) music (7)
smells; (8) tastes; (9) touch” (Forceville, Urios-Aparisi, 2009, p.37). Depending on
what medium is used, the list of modes predetermines the content of the message:
“...as soon as one changes the medium via which a message (including both its

factual and emotive aspects) is conveyed, the content of this message is changed as
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well...” (Forceville, 2009, p.21). The medium here is seen as a "material carrier
and transmitter of information (which) communicates via one or more signaling
systems" (ibid). Non-illustrated books, for example, rely only on the mode of
written language; radio draws on the modes of the auditory mode (music, spoken
language, and nonverbal sound); and advertising billboards on images and written
language. Considering the specificity of the medium of film, the filmmakers have
the opportunity to explore and implement in their films not only such monomodal
metaphors as verbal metaphors, but use other modes to their advantage.
Conventional films use a mixture of moving images, sound, music, and language
to communicate their message, not mentioning experimental formats of cinema

that implement the mode of smell or touch.

2.3.4 Monomodal metaphors in film: A visual mode

Film first established itself as an exclusively visual art form, thus visual metaphor
became the type of monomodal metaphor intrinsic to film. Visual metaphors are a
subclass of visual images — symbols whose elements are recognized perceptually”
(Carroll, 1994, p.348). It is the type of monomodal metaphor that visually cues
both the target and the source domains. Noél Carroll (1994; 1996) was one of the
first to study them. He concentrated on creative visual metaphors or metaphors in
which the target domain is reconceptualized in a novel way by connecting it to an
unpredictable source domain. Visual metaphors can provide alternate, symmetrical
insights concerning the main tenets of the image. With the advance of computer-
generated images, visual metaphor became almost inseparable from the domain of
film. It is used extensively in fantasy, horror, animation. It is also exploited in
films that use the theme of bodily transformation, for example, werewolves,
monsters, etc. For example, in the film about werewolves, we see a person that is
half-human, half-wolf. That would be the case of the visual metaphor DEVIANT
IDENTITY IS A TRANSFORMED BODY (Koetsier & Forceville, 2014, p. 3).
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2.3.5 Multimodal metaphors in film.

The domain of film is a unique field of opportunity for creative filmmakers. In
contrast to literature, pictorial art, or music, all bound and constrained to their
verbal, visual, or aural form respectively, the power of film lies in it having the raw
ammunition of at least four modes. The most creative way filmmakers may employ
them to their advantage is by composing multimodal metaphors.“Multimodal
metaphors are metaphors whose target and source domains are predominantly or
entirely presented in different modes™” (Forceville, Urios-Aparisi, 2009, p.25).
Indeed, as acknowledged by Forceville, by far the majority of multimodal
metaphors in moving images cue target and/or source in more than one mode
simultaneously. “Film is the medium par excellence to examine non-verbal and
multimodal metaphors, both creative and structural ones” (op.cit., p.4). Not only do
the aspects of non-verbal modes allow metaphorizations that would be difficult to
evoke by solely verbal forms, but multimodality also enhances the emotional
satisfaction of the novel or film (Bopo6iioBa, 2012).

To understand the difference between monomodal metaphors and
multimodal ones, Forceville shows how the metaphor A CAT IS AN ELEPHANT
(Forceville & Urios-Aparisi,2009, p.25) is cued by different modes. Monomodally,
we would depict a cat by “juxtaposing a cat and an elephant in the same salient
pose” (ibid.) by, for example, letting it have a trunk. To represent the same
metaphor multimodally, we may use different modes, e.g. auditory (music, sounds)
and visual. So if the cat is trumpeting like an elephant, it would mean that the
source domain is triggered by sound and the target domain by the visual image of
CAT.

Music and sounds in films are multifunctional by nature which allows their
interaction with other communication modes, opening its other potentials, one of
which is taking part in construing multimodal metaphors. It is one of the
communication modes (among language, gesture, visuals, etc.) that may serve as a

cue for the inference of the metaphor’s target concept: “The visual component, that
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IS, cues the literal target under discussion, whereas the sonic component
metaphorically transforms this target” (Forceville, 2009). Even though the sound
makes it easier to identify the source, verbal or visual information may also take
part in its recognition. To create a multimodal metaphor that is not cued by
language, Forceville (2009a) suggests the relationship between the target and the
source domain must be prompted by its visibility\audibility at the same moment.
As an example he provides a multimodal metaphor CARS ARE FISH in a
commercial. The viewers are presented with the visuals of the school of fish
swimming in the ocean and one small fish trying to get away from a swordfish
attacking it. The soundtrack is incongruent with the visuals: we hear traffic sounds,
sirens, claxons, starting motors. This soundtrack in combination with the
commercial voiceover evokes the domain of TRAFFIC. The visuals in
combination with this sound, consequently, provoke the mental mapping of two
domains: TRAFFIC and FISH. As we hear specifically the sounds of the revving
motors and screeching sounds of the brakes, the construction of the metaphor
CARS ARE FISH is induced.

Henning Albrecht and Clemens Wollner (2016) also support the idea of
musical soundtracks, or how they are called in their studies "leitmotifs" acquiring
metaphorical meaning when referred to main characters, objects, ideas presented in
the visuals. They state that leitmotifs may be considered metaphors since they may
"Illustrate and imitate bodily motions even in an onomatopoetic way". "Leitmotif
techniques resemble essentially the connections between different "domains of
experience"”’(Lakoff & Johnson, 1980, p.117).

Exclusively cinematic techniques such as editing, lights, montage, etc., can
also be considered a tool taking part in the construction of multimodal metaphors.
This claim that the montage aids in the construction of multimodal metaphors is
theorized by Forceville in such a way: “Given the narrative context of the films,
the only way we can make sense of the montage is by understanding the elements
in the adjacent shots as metaphorical targets and sources, respectively” (Forceville,

2016, p. 27). This novel and unique way of creating metaphors accessible only in
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the media of film may be illustrated most lucidly by the scene from Peaky Blinders
(Ep.1, S.1). Three consecutive shots at the beginning of the first episode visualize a
lawless protagonist saying “There’s trouble coming”, being followed by a shot of a
fast-moving train carrying a detective (the third shot) (See Fig.1). Obviously, to
make sense of the montage and to suggest relations between two shots,
corresponding verbal equivalents of the following scenes are used in the sequence.
“As if to make these correspondences even more evident, the corresponding
linguistic metaphors are often built into the dialogue or inner monologue”
(Bartsch, 2010, p.251).

Hence, here three concepts are activated: TROUBLE (target domain cued
by the verbal mode), TRAIN, and DETECTIVE (source domains cued by the
visual mode), hence a multimodal metaphor. Within its range we can construe two
consecutive and intertwined metaphorical mappings: TROUBLE IS A FAST
TRAIN / TROUBLE IS A DETECTIVE (Pozdniakova, 2021, p.49).Therefore, the
image of the fast-moving train highlights certain aspects of the source domain
which are then mapped onto the domain of TROUBLE: the trouble is approaching
like a fast train; the trouble is unstoppable, inevitable, and dangerous. Since there
are two subsequent visually represented source domains, we can infer that the
filmmakers aimed at ascribing certain features of the train to the detective, namely:

the detective is forceful, determined, unstoppable, and dangerous.

2.4 Conceptual facet of mono- and multimodal metaphors in film
Recent years have seen the growth of interest in the domain of film studies to
Conceptual Metaphor Theory (hereafter CMT). CMT seems to fit best the study of
discourses that do not rely (exclusively) on the verbal mode, e.g. films, cartoons,
advertisements. Incidentally, according to some researchers (Coégnarts,
&Kravanja, 2012, Forceville, 2009, 2013; 2016), conceptual metaphors are one of
the most basic cognitive frameworks that audiences use to understand film.

Cognitive science has strongly questioned the underlying premise that much

of our thought about the world is literal, directly corresponding to external
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experience, over the last two decades. According to CMT, metaphor is not just a
figure of speech, but a figure of thought that allows us to perceive one conceptual
domain through the lens of another. “Metaphor is pervasive in everyday life, not
just in language but in thought and action” (Lakoff & Johnson, 1980, p.3).
According to Lakoff (1980; 1993), considering that our conceptual system is
metaphorical in nature, then the way we think, experience, and act on a daily basis
Is mostly metaphorical. People's mental systems are influenced by conceptual
metaphors to a large degree of how they perceive, grasp, interpret in daily life.
“Many concepts, especially abstract ones, are structured and mentally represented
in terms of metaphor” (Raymond & Gibbs, 1999, p. 145). “The essence of
metaphor is understanding and experiencing one Kind of thing in terms of another”
(Lakoff, 1980, p.4).

Conceptual metaphors structure abstract target domains in terms of concrete
source domains (Lakoff & Johnson, 1999). “Concrete domains” are domains that
pertain to motor functions and sensory perception” (Koetsier & Forceville, 2014,
p.3). Source domains are frequently described as concrete, implying that they are
available directly to the senses. Target domains are difficult to comprehend due to
a lack of clear delineation and thus demand metaphorical conceptualization. To
comprehend the abstractness of the target domains, the accessible delineation of
source domains is used. To grasp, or structure abstract phenomena, humans rely
on "physical" knowledge: the knowledge we have gained, "ontogenetically and
phylogenetically" (ibid.), with regard to moving in space and thanks to our sensory
receptors. “Common source domains include the human body, health and illness,
animals, machines and tools, buildings and construction, plants, games and sport,
cooking and food, economic transactions, forces, light and darkness, heat and cold,
and movement and direction” (Kdvecses, 2002, p.25).

To prove the idea of a metaphorical structure of a human thought Lakoff
provides numerous examples of conceptual metaphors, one of the most lucid ones
beingt ARGUMENT IS WAR (Lakoff & Johnson, 1980, p.2). Everyday

expressions are provided to prove the metaphorical organization of our thought:
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“Your claims are indefensible. He attacked every weak point in my argument. His
criticisms were right on target. I demolished his argument’. Here we see that the
concept of argument is structured through the concept of war. The proof of it lies
in the use of specific words such as defense, to demolish, to win, to lose that are
most often associated with the concept of war. The conceptual metaphor doesn’t
create a superficial comparison of two similar notions, its essence lies deeper - in
taking two conceptual domains and allowing our thought process to lay one
concept on another.

CMT has been limited in one significant way. Until recently, the claims
about the validity of CMT depended on the study of exclusively its linguistic
manifestations. Forceville (Forceville & Urios-Aparisi,2009) criticizes the
restriction of CMT to the verbal mode, saying that most of the research revolves
around the analysis of its linguistic manifestations. He states that most of the
research that aims to prove the validity of CMT revolves around the analysis of its
verbal and linguistic manifestations. He emphasizes the fact that the essence of the
conceptual metaphor lies in “understanding and experiencing one kind of thing in
terms of another” (Lakoff & Johnson, 1980, p. 5). Forceville notices that Lakoff
and Johnson do not state that conceptual metaphors are affixed to verbal mode. He
states that to justify the CMT claims and to prove that metaphors are not linguistic
in nature but the product of thought it is important to extend the research onto other
modes. “A full-blown theory of metaphor cannot be based on its verbal
manifestations alone, since this may result in a biased view of what constitutes
metaphor” (op.cit., p.37).

According to his view, it is possible that not only verbal signs may cue target
and source domain and evoke conceptual metaphors. If we accept the claim put
forward by the cognitive metaphor theory (CMT) that metaphor is largely a matter
of thought rather than language, it is reasonable to believe that other modes (such
auditory mode, etc.) that take part in the construction of multimodal metaphors,
may also evoke conceptual metaphors. In such a case, metaphorical target and

source domains are the concepts that the constituents of the multimodal metaphors
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evoke individually. Therefore, conceptual metaphors find their realization through
multimodal metaphors and, in such a way, take part in forming the conceptual

dimension of the motif.

Conclusions to Chapter Two
The notion of the motif is broader than that of the concept. Any piece of art may
evoke multiple concepts that are interconnected in the context of the work, thus,
forming the conceptual dimension of the motif. Defining the motif's internal
structure, which is feasible through determining the concepts that constitute its
conceptual dimension, is one technique to study the motif in any artwork.

The concept has received much attention from various schools of thought.
Due to its ambiguity and vagueness, many attempts were made to give a concise
definition of the term "concept". From a linguistic standpoint, is defined as the full
potential of a word's meaning, taking into account its connotative component. In
psychology, the term is defined as a global mental unit that links to mental
phenomena; in cultural studies, the concept is defined as an inherent part of the
culture and is regarded as the primary cell of culture in a person's mental universe
(CaBuuk, 2018, ¢.27). In the scope of this work, we choose to regard the concept as
"a unit of mental or psychological resources of consciousness and the information
structure that reflects the knowledge and experience of a person; an operational
content unit of memory, mental lexicon, conceptual system and language of the
brain, the entire picture of the world reflected in the brain of a person; information
that an individual knows, assumes, thinks, imagines about objects of the world”
(Kouepran, 2010, c.427).

Since we aim to detect concepts that constitute the conceptual dimension of
the motif in the film, we must look at verbal and non-verbal elements that evoke
those concepts. One may verbalize the concept through ready-made lexemes and
phraseological units that have suitable for the concept sememes, free word
combinations structural and positional schemes of sentences bearing typical

propositions, texts, and sets of texts (if necessary, explication or discussion of the
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content of the complex, abstract concepts) (CaBuuk, 2018, p.29). Considering this,
to detect the concept of FEAR we must look for the following verbal elements that
form its lexical and semantic field: 1)key lexeme fear; 2) synonymous lexemes
(e.g. terror, fright, horror, alarm, panic, anxiety, etc. 3) lexemes that have the
semantic meaning "fear" (e.g. agitation, trepidation, consternation, dismay,
distress, unease, etc.) (JIsmenko, barammna, 2017, ¢.135).

Elements from non-verbal modes also have the potential to evoke concepts.
Visual images and music are some of the tools that help the filmmaker evoke
concepts in the mind of the audience. Since concept represents the complete
picture of the reality and information about objects in the world reflected in a
person's brain, looking at certain images that depict certain aspects of reality,
objects, etc., activates these concepts. In its turn, the music evokes concepts
through activating our mechanisms of associations (Cohen, 1990). Music that has
previously been associated with a specific experience, idea, object, concept, etc.
will elicit a reflection of this experience when repeated (ibid.).

The domain of film is the unique field of opportunity for creative
filmmakers since, in contrast to literature, pictorial art or music, all bound and
constrained to their verbal, visual, or aural form respectively, the power of film lies
in its ability to use the combination of modes to communicate meaning to the
audience. One of the creative ways the filmmaker may employ the combination of
modes to his advantage is by creating multimodal metaphors. "Multimodal
metaphors are metaphors whose target and source domains are predominantly or
entirely presented in different modes” (Forceville&Urios-Aparisi, 2009, p.25).
When employed in film, they become non-verbal manifestations of the motif.
Concepts evoked individually by source and target domains presented in various
modes may become target and source concepts in the reconstruction of conceptual
metaphors. In such a way, conceptual metaphors find their realization through
multimodal metaphors and take part in the construction of the conceptual

dimension of the motif.
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CHAPTER THREE. THE MOTIF OF FEAR IN THE FILM
CONTAGION

3.1 Contagion: A thriller film by Scott Z. Burns
Contagion (2011) is a thriller film written by Scott Z. Burns and directed by
Steven Soderbergh. It stars Matt Damon, Kate Winslet, and Jude Law. The events
of Steven Soderbergh’s Contagion (2011) take place during a global pandemic
caused by an unknown deadly virus. The world is plunged into a panic about the
fatal virus after an American, Beth Emhoff, gets sick and dies after coming back
home from a work trip to Hong Kong. The film depicts members from the Centers
for Disease Control and Prevention (CDC) and the World Health Organization
(WHO) as they work to keep people safe and create a vaccine. Due to the lack of
knowledge about the disease, absence of a vaccine, and swift transition of the
virus through airborne droplets the world becomes quickly dominated by loss,
death, fear, and havoc.

The film brings up a variety of themes, such as balancing personal motives
against professional obligations and ethics in the face of existential danger, the
factors that cause mass hysteria and social disintegration, the weaknesses and
repercussions of public health responses, and the destructiveness of interpersonal
relationships that can cause the spread of the disease. Considering that the film
Contagion concerns the mass pandemic and mass hysteria provoked by it, we may
surmise that it is going to establish the motif of fear as the core motif since all
"...historical outbreaks were characterized by uncertainty, breeding fear, and
panic" (Wahl-Jorgensen, 2020). Hence, it becomes evident that the motif of fear
may become the pervasive implicit force that drives the plot.

The filmmaker explores the idea that the speed of the fear spread is directly
proportional to the spread of the disease and that t fear is as dangerous if not even
deadlier than the disease itself. This idea is articulated in the film through the
elements of multiple modes individually, in their combination in the form of
multimodal metaphors, and through the use of cinematic techniques. First, we are

going to examine the ways verbal elements manifest the motif of fear in the film
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Contagion and actualize certain concepts that form motif's conceptual dimension
Second, we will reconstruct multimodal metaphors manifesting the motif of fear
and reconstruct the conceptual metaphors that form the conceptual dimension of
the multimodal metaphors and, thus, the motif of fear in Contagion.Finally, we
shall dwell on how certain cinematic techniques evoke concepts forming the

conceptual dimension of the motif of fear in Contagion.

3.2 Verbal manifestations of the motif of fear in Contagion film

3.2.1 The analysis of fear-related keywords in Contagion film
Notwithstanding all the advantages the medium of film has as a multimodal form
of art, the filmmaker heavily relies on the verbal mode to code meaning into the
canvas of his artwork up to this day. Language still remains the first resource
through which motifs are manifested. It is the fundamental mode to which the
filmmaker appeals to ensure that intended concepts will be evoked in the mind of
the audience. The risk of relying exclusively or predominantly on the visual and
auditorymodes consists in a greater number of film interpretations and a higher
percent of the film’s idea remaining vague and ambiguous. Language, however,
eliminates ambiguity and leads the audience onto the path of correctly interpreting
the ideas encoded in the film and the motifs the film brings to light.

The core concept the motif of fear actualizes is the concept of FEAR.The
analysis of verbal elements (i.e. words, phrases manifesting the motif of fear in
Contagion) that evoke the concept FEAR in the mind of the audience presupposes
looking at the lexeme fear and its constituents and detecting them in the film.
Based on the works of N. Lyashenko and E. Batalina (2017) we have established in
Chapter One that the semantic field of the fear lexeme in the English language has
the following structure: 1)the core (keywords: fear, fearful, fearless, fearfulness
(JIsmenko, baramuna, 2017, ¢.135); 2) the near-nuclear zone that comprises of
synonymous words (e.g. “terror, fright, horror, alarm, panic, anxiety, scare, worry,
nervousness, dread, risk, danger” (op.cit., p.136)); 3) the near periphery zone (e.g.

“possibility, owe, agitation, trepidation, consternation, dismay, distress...” etc.) 4)
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phraseological units (e.g. “put fear in smb’s heart, fear the worst...” op.cit., p.136)
that are on the periphery of the nucleous.

Having this in mind, with the help of the program AntConc, we have
analyzed the subtitle file of the film Contagion for the presence of the following
keywords able to evoke the concept FEAR in the mind of an audience: "fear,
fearful, fearless, fearfulness, terror, fright, horror, alarm, panic, anxiety, scare,
worry, nervousness, dread, risk, danger, possibility, agitation, trepidation,
consternation,  dismay,  distress, unease, uneasiness,  apprehension,
apprehensiveness, unrest, doubt, suspicion, phobia, aversion, antipathy, nightmare,
mania, awe, suspense, afraid, horrified”. The aforementioned words were put into
the program for the search of exact and near-exact (using the function “Case” in
the program) coincidences in the film’s subtitle file.

Having analyzed the subtitle file of the film Contagion the following 10
fear-related words were detected (see Fig.2):panic, scared, worry, afraid, danger,
dangerous, doubt, panicking, possibility, risk". The slang expression “to freak out”
that bears the connotative meaning "to become afraid, surprised, etc.” and is able to
evoke the concept FEAR was detected while watching the film. The words panic,
scared and worry have the highest frequency of occurrence, with each being used
twice. The rest of the fear-related words occur only once, whereas, surprisingly
enough, the keyword "fear" is absent in the film.

After the analysis of the subtitle file on the presence of words able to evoke
the concept FEAR, the next step consists in determining the concept(s) with which
the concept FEAR holds the contextual links in the film Contagion. This is
achieved by analyzing the immediate context in which fear-related keywords are
found and determining what other prevalent concepts are evoked in the same
context. Having analyzed the context in which the fear-related words with the
highest frequency occur, we discovered that the word "panic” is used in the same
context with words related to the concept DISEASE, such as "infected” and
“virus”: “...What's your temperature? - 101.8. - Uh, listen, you can't... You just... -

You can't panic now, okay? - | know. - Are you alone? - I've definitely
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infectedother people” (Soderbergh, 2011, 00:44:37); “When the word goes
out...there will be a run on the banks, gas stations, grocery stores, you name it.
People will panic. The virus will be the least of our worries” (Soderbergh,
2011,00:53:53).

Mass panic is one of the predominant themes of the film Contagion. As the
writer explains: "because the virus is so inconsistent but also deadly, and because it
throws life into such chaos, a great deal of social, political, and economic panic
ensues" (Soderbergh, 2021). Even though mass panic is predominantly represented
through the visual mode, the instances of which will be analyzed in further sections
of this chapter, the filmmaker makes a clear connection between two concepts
FEAR and DISEASE. It is achieved through using the words evoking respective
concepts in the scope of one utterance.

The words “scared” and “afraid” as well as the slang expression “to freak
out” are also used in the same context with words evoking the concept DISEASE,
such as “sick”, “come in contact” (as in “come in contact with the virus or
disease”), and “flu”: “What we do know is that in order to become sick you have to
first come in contact with a sick person or something they touched. In order to get
scared, all you have to do is to come in contact with a rumor television or the
Internet”; “We need to walk the governor through this before we freak everybody
out. I mean, heh, we can't even tell people right now what they should be afraid of.
- We tried that with swine flu. All we did was get healthy people scared”
(Soderbergh, 2011, 00:18:44).The word “risk” is used in the dialogue between two
scientists talking about the vaccine for the virus and the “risk™ of the virus samples
being a threat to the life of the researchers: “We need to shut you down. This
thing's too hot. Uh...- | think that's a mistake. - Cook your samples. Uh, destroy
everything. We can't risk it"(Soderbergh, 2011, 00:30:11). Consequently, the word
risk, evoking the concept FEAR is also directly related to the concept of DISEASE
in the context of one dialogue.

Other words through which the motif of fear is manifested in the verbal

mode, such as “worry” (e.g. ““...Industrial disease. - Yeah, but it's just one man. -
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We don't know what happened.- The ones we don't see worry me”’(Soderbergh,
2011, 00:06:02)) “danger” and “possibility” (e.g. “The only danger with a live
virus is the possibility that it will revert to wild type and kill the host” (Soderbergh,
2011, 01:08:53)) are also contextually interconnected with the concept DISEASE.
Thus, the speakers use the keywords evoking the concept DISEASE in the same
context with fear-related words, namely, when talking about the virus, its spread,

its physical and emotional effect on the public.

3.3 Word "spread" as a connecting verbalizer between the concepts
actualized in the motif of fear in Contagion film

3.3.1 Semantic features of the word "'spread"*

We have established that the concepts FEAR and DISEASE are contextually
interconnected by means of their words relating to respective concepts being used
in the same context. However, that is not the only way the concepts become
contextually interconnected in the film Contagion. Another way the filmmaker
chooses to establish a connection between two concepts is by utilizing the word
“spread” as a connecting verbalizer. The word “spread” presents an interesting
case for the analysis. To analyze the way it is used to create a link between two
concepts (FEAR and DISEASE), we need to familiarize ourselves with the
semantics of the word "spread” and look into its collocability.

Online Cambridge Dictionary provides the following definitions of the word
"spread": "2. (v) to affect more and more places, people, or things, or to make
something do this; 3. (n) the development or growth of something so that it covers
a larger area or affects a larger number of people; 4 (n) the act of spreading
knowledge, information, etc. to more and more people” (Cambridge Dictionary,
2021). The Macmillian Dictionary mentions the following nouns frequently used
as either a subject or an object of the verb “to spread”: “information: awareness,
message, news, rumor, the word; disease: disease, infection, virus; fire: fire,

flames; being famous: fame; etc.” (Macmillian Dictionary, 2021). In the scope of
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this work, the collocations such as "to spread information” and "to spread the
disease" become the focal point of the examination.

In the quote “While fear is an emotion that we frequently experience as
individuals, it can also be a shared and social emotion, one which circulates
through groups and communities and shapes our reactions to ongoing events. Like
other emotions, fear is contagious and can spread swiftly” (Wahl-Jorgensen, 2020),
the researcher also uses the word “spread” in connection to the concept FEAR.

Here, the word “spread” becomes connected with the concept FEAR.

3.3.2 Spread of the disease vs. Spread of the rumors: A case of
implicit comparison in film Contagion

In order to understand the link between the concept FEAR and DISEASE the
filmmaker aims to create via emphatically employing the word “spread” in the
context of the film, we have to detect the instances of its use in the film'. The
following collocations with the word "to spread™ were detected in the s subtitle file
of the film Contagion: polio spread (“Now, before we had a vaccine polio spread at
a rate between four and six”’(Soderbergh, 2011, 00:19:20); to spread the virus (“It’s
[the virus- K.P] going to spread”; “...the virus continues to spread; to stop the
spread of the virus” (Soderbergh, 2011, 01:18:33); to spread rumors: “I think what
Mr. Krumwiede is spreading [rumors- K.P.] is far more dangerous than the
disease”)(Soderbergh, 2011, 01:05:56).

In four out of five instances the word “spread” is found in the film’s subtitle
file, it enters the variations of the collocation "to spread the virus\disease". The
frequent use of such collocation is dictated by the film's theme. However, it is
worth taking a closer look at the instance the word spread is used in collocation
with the word “rumors" since it serves as one of the core phrases into which the

filmmaker engraved the main idea of the film.
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3.3.3 Word “spread” as a connecting verbalizer between the concepts of
FEAR and DISEASE
At 01:03:35-01:07:13(Soderbergh, 2011) of the film, the representative of the local
health government is being interviewed for the news and forced to enter a debate
with the local freelance writer and journalist. The heated argument concerns the
secrecy of the officials regarding the vaccine, the speed with which the virus
spreads, the misinformation of the general public, and the conspiracies flooding the
Internet. The representative of the local health government criticizes Mr.
Krumwiede, a freelance journalist, and a popular Internet blogger, for spreading
misinformation and rumors. In his speech, the government official implicitly
compares the spread of the rumors with the spread of the disease: “What we do
know is that in order to become sick you have to first come in contact with a sick
person or something they touched...In order to get scared all you have to do is
come in contact with a rumor, or the TV or the Internet. | think what Mr.
Krumwiede is spreading is far more dangerous than the disease” (see Fig.3).

By analyzing the sentence “In order to get scared all you have to do is come
in contact with a rumor” we may infer that rumors are the source of fear for the
general public. Accordingly, “to spread rumors” equals “to spread fear”. Here the
filmmaker first verbalizes the idea that fear is spread through the rumors (i.e.
through the news and\or the Internet). Therefore, we may assume that the
government official implies the spread of fear by Mr. Krumwiede in the following
sentence: “what Mr. Krumwiede is spreading is far more dangerous than the
disease”. Hence, by spreading rumors Mr. Krumwiede is spreading fear in the
general public.

It is also worth mentioning that the comparison and possible equation of the
two concepts (FEAR and DISEASE) is also made lucid by the use of the phrase "to
come in contact with". It is first used in the same context as the concept DISEASE
("come in contact with a sick person™), and secondly, in the context of the concept

FEAR ("come in contact with a rumor"). It is this tautology that indicates the
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conscious emphasis of the filmmaker on the phrase and the equation of the two

concepts.

3.3.4 Word spread as a connecting verbalizer between the concepts of
FEAR and LIES
The film Contagion emphasizes the concept LIES\ TRUTH throughout the film by
the verbal mode. For example, the concept LIES is evoked by the words "rumors;
lie” (“Forsythia is a lie”(Soderbergh, 2011, 01:30:35); “No more lies! No more
lies!” (op.ciit.,01:03:28)). The concept TRUTH is evoked by the words “truth”
(“the truth about this virus”; “over 2 million unique visitors, all looking for the
truth”) and “prophet” which is visualized on the posters seen on the walls (See
Fig.4).Lies may be spread, as well as the truth, via news media, TV, or the Internet.
Since to spread rumors, and, consequently, to spread lies, equals to spread fear, as
we have established in the section 3.4.2 of this Chapter, we may assume that two
concepts: FEAR and LIES are contextually interconnected in the film Contagion
via the word "spread"” that serves as a connecting verbalizer.Consequently, the
concepts LIES\TRUTH become contextually interconnected with the concept
FEAR and become the concepts forming the conceptual dimension of the motif of
fear in the film Contagion.

We have established that the word "spread” in the film Contagion most
frequently enters the variations of the collocation "to spread disease and\or virus".
Here, the word "spread"” becomes associated with the concept DISEASE. However,
in the analyzed quote, we detect a deviation from the context in which the word
“spread” has been established as prevalent. Hence, this deviation from the previous
cases the word “spread” was used in the context of the film, attracts the attention of
the reader and or\audience and makes us infer that the decision of using the word
"spread” in its relation to the concept FEAR was conscious and was used
emphatically.

Hence, in the quote “What we do know is that in order to become sick you

have to first come in contact with a sick person or something they touched...In
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order to get scared all you have to do is come in contact with a rumor, or the TV or
the Internet. | think what Mr. Krumwiede is spreading is far more dangerous than
the disease” the following concepts are elucidated: FEAR, DISEASE,
LIES\TRUTH. The concept of FEAR is evoked by the words "spread; get scared;
dangerous". The concept DISEASE is evoked by the words "spread; sick; disease".
The concepts LIES\TRUTH is evoked by the word “spread; rumors”. The word
"spread” in the context of this quote serves as a connecting verbalizer that
compares and possibly equates two concepts (DISEASE and FEAR) since it is
used in relation to both of those concepts, in the following sense: one may spread
fear just like one spreads the virus. Hence, the word “spread” illuminates the
contextual connection of the concepts FEAR, DISEASE, and LIE\TRUTH which
we now may establish as the constituent concepts of the motif of fear in the film

Contagion (see App.3).

3.3.5 “Nothing spreads like fear. Contagion”: the analysis of the word
“spread” in the film’s tagline
The first time the word "spread" is implemented in the context of the film
Contagion is, in fact, outside its immediate contents. To be more precise, the first
instance when the word "“spread” is implicitly used as a connecting
verbalizerbetween concepts FEAR and DISEASE is in the tagline of the film,
written on its poster (see Fig.5): "Nothing spreads like fear".Here we are faced
again with the deviation from the frequent context in which the word "spread"” is
used throughout the film. The placement of the name of the film (“Contagion”) is
emphatic. It is made deliberately to induce the correlation between the concept
FEAR and the concept DISEASE. Given that the word “Contagion” is placed
right below the tagline “Nothing spreads like fear” in the poster, the consecutive
reading of it establishes the inevitable correlation between the concept of FEAR
and DISEASE, thus foreshadowing their interconnection. The concept of

DISEASE evoked by the word "Contagion" on the film poster, becomes
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intertwined with the concept of FEAR, thus enabling the future audience to grasp
the contextual interconnection these two concepts will have in the film. The tagline
and its interconnection with the name of the film create the audience's expectations
for the issue addressed in the film as well as sets its tone, emphasizing and
focusing the attention of the audience on the motif of fear as the focal point of the
film.

Through the previously analyzed quote (“What we do know is [...]. I think
what Mr. Krumwiede is spreading is far more dangerous than the disease") and
through the film's tagline the filmmaker verbalizes the idea he aimed to engrave
into the film. To be more precise, first of all, the filmmaker proposes the idea that
fear is far more dangerous than disease. And secondly, he makes an implied
comparison between fear and disease, which enables the viewers to construct a
conceptual metaphor FEAR IS DISEASE.

3.3.6 Conceptual metaphor FEAR IS DISEASE
The aforementioned quote (“What we do know is [...]. 1T think what Mr.
Krumwiede is spreading is far more dangerous than the disease”) as well as the
film’s tagline (“Nothing spreads like fear. Contagion”), both suggest that a
filmmaker makes an implicit correlation between two concepts (FEAR and
DISEASE). Since we are faced with an implied comparison of two concepts
(FEAR and DISEASE), it is possible to reconstruct a conceptual metaphor FEAR
IS DISEASE.

The theoretical foundation that enables us to propose the reconstruction of
the aforementioned conceptual metaphor is the work of ZoltanKovecses(2002).
"The domain of emotion is a par excellence target domain. Emotion concepts such
as anger, fear, love, happiness, sadness, shame, pride, and so on are primarily
understood through conceptual metaphors" (Kdvecses, 2002, p.39). Lakoff
provides various examples of conceptual metaphors and their entailments
connected with emotion, but one example which is closely related to the
conceptual metaphor FEAR IS DISEASE in Contagion which will be further
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discussed is “PHYSICAL AND EMOTIONAL STATES ARE ENTITIES
WITHIN A PERSON”. The entailments that Lakoff provides as linguistic evidence
to the metaphor are: “Don't give me the flu. His depression returned. He could
barely contain his joy. His fears keep coming back. I've got to shake off this
depression---it keeps hanging on. There isn't a trace of cowardice in him, etc.”
(Lakoff & Johnson, 1980, p.32). Kovecsesalso elaborates on this by construing the
conceptual metaphor “SADNESS IS A DISEASE” and underpinning it with the
linguistic example “Time heals all sorrows” (Kovecses, 2002, p.275). Evidently,
the disease is seen as an entity within a person — one which can grow, "be given",
with which one can be contaminated, etc. Thus, emotions and states such as anger,
fear, sorrow, joy may be described in terms of the disease. Such linguistic
examples as “His joy is contagious; He spreads joy with his smile; Depression
can’t be healed with words; He developed a fear of spiders early on in childhood”
are all vivid evidence to the metaphor EMOTIONAL STATE IS A DISEASE.
Other possible verbal examples that exemplify the base for the further
reconstruction of the conceptual metaphor are: "She has fear of her boss; She is
paralyzed by fear, etc.". We may specify the conceptual metaphor EMOTIONAL
STATE IS A DISEASE provided by Kovecses(2002) and construct the conceptual
metaphor FEAR IS DISEASE. To construct the conceptual metaphor we need to
determine the target and source domain and determine the features mapped from
the source onto the target domain (Forceville, 2009, p. 404).

The first instance where the conceptual metaphor FEAR IS DISEASE may
be evoked is through the film's tagline "Nothing spreads like fear. Contagion”.
The target domain is FEAR. It is evoked by the keyword “fear”. The source
domain is DISEASE. It is evoked, first, by the keyword “contagion” strategically
placed below the tagline of the film on the poster (see Fig.5), so that the
consecutive reading induces the association between two concepts engraved in the
sentences. Secondly, by the word "spread” which, as we have previously
established, serves as a connectingverbalizerbetween the concepts FEAR and

DISEASE: e.g. “He spreads fear through rumors". The following features of the
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source concept DISEASE are mapped onto the target domain FEAR: 1) the disease
spreads fast 2) the disease is contagious. It is the consecutive reading of two lines
that enables us to infer that the comparison “nothing spreads like...” concerns the
concept DISEASE and the concept FEAR. Moreover, since the audience knows
from the poster that one of the film’s themes is the pandemic (i.e. the spread of the
disease), the audience is able to see the implied comparison made in the tagline.
Hence, the conceptual metaphor FEAR IS DISEASE may be evoked in the mind of
the audience (see App.1).

The second instance where the conceptual metaphor FEAR 1S DISEASE
may be evoked is through the quote "In order to get scared all you have to do is
come in contact with a rumor, or the TV or the Internet. | think what Mr.
Krumwiede is spreading is far more dangerous than the disease”. We have
previously established that the concepts DISEASE and FEAR are evoked through
the use of the following keywords: "to get scared; come in contact; dangerous"
(concept FEAR) and “spreading; disease” (concept DISEASE). The following
features of the source concept are mapped onto the target domain: 1) the disease is
contagious; 2) the disease may be spread by people; 3) the disease is dangerous.
Hence, the conceptual metaphor FEAR IS DISEASE is established.

Thus, the filmmaker’s intention to make a correlation between two concepts
becomes evident. The main idea the filmmaker sets to explore in the film that fear
IS the disease (i.e. fear is spreading and reigning in the world; fear is more
dangerous than the disease; fear is being spread by people just as fast as the disease
is spread by people (to be more precise by rumors through the TV, Internet); fear is
being spread faster than the real virus, thus fear becomes the “real” disease) is
being consolidated in these two aforementioned instances. First, the verbalization
of the conceptual metaphor in the film’s tagline on the poster sets the expectations
of the audience concerning the theme explored in the film as well as establishes its
slant. Then, when with the evocation of the second instance of the conceptual
metaphor FEAR IS DISEASE, with its repetition the expectations of the audience

are satisfied and the idea is solidified.
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3.5 Verbal facet of news reports in the manifestation of motif of fear in
Contagion

3.5.1 News as a fear-inducing medium
We have noted that the film explores the idea that the news, TV and\or Internet
may spread rumors and consequently, may spread fear. To emphasize and illustrate
this idea the filmmaker employs the video footage of the news reports integrated
into the film through the footage that may be seen on TV by the characters (see
Fig.9). The visual facet of the news reports and its use as a cinematic technique
through which the motif of fear is manifested in Contagion will be analyzed in the
later sections of this Chapter. Here, we are interested in the verbal aspect of the
news reports and their role in the manifestation of the motif of fear in Contagion.

The news footage is obviously implemented as an illustration of a source
through which the information about the virus is spread to the public. But it also
serves as a fear-inducing element. According to the research on the “Fear in the
News" by Altheide and R. Sam Michalowski (1999): "fear pervades popular
culture and the news media” (Altheide & Michalowski, 1999, p.475). The mass
media is a “window” into the world for many people. “How the public views issues
and problems is related to the mass media” (Altheide & Michalowski, 1999,
p.482). The news coverage is “vital to our shared conversations and plays a key
role in regulating our emotions, including fear” (Wahl-Jorgensen, 2020).

The topic of fear in the news in connection to the disease is prevalent
nowadays, in 2021, in the times of the Covid-19 pandemic. The research by Wahl-
Jorgensen (2020) “suggests that fear has played a particularly vital role in coverage
of the coronavirus outbreak” (2020). The fear-related words such as "afraid, a
Killer virus, etc." appear on the 1,066 of the articles and news reports analyzed by
the scholar (ibid.). "The prominence of fear as a theme in reports of the
coronavirus suggests that much of the coverage of the outbreak is more a reflection
of public fear than informative of what is actually happening in terms of the spread
of the virus” (ibid.).
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The use of the news report as a fear-inducing technique and as a way to
evoke the concept of FEAR is justified by the fact that “fear as a resource is
provided by news organizations that produce reports”" (Altheide & Michalowski,
1999, p.480). It has become a standard facet of news formats (ibid.). In addition,
the way fear in relation to the disease is induced through the news report is
explained by the fact that “m[M]ass mediated experiences, events and issues are
particularly salient for audiences lacking direct, personal experience with the
problem” (Altheide & Michalowski, 1999, p.479). Since the news becomes the
most common way to familiarize yourself with the virus for most people, the fear-
inducing language in the news becomes "salient” (ibid.,) and starts affecting the
general public: "Indeed, many observers have wondered how it is possible for a
comparatively healthy and safe population to perceive themselves to be so at risk”
(ibid.).

Considering that the film Contagion also concerns the theme of the global
pandemic, it is obvious that the news presented in the film may also use fear-
inducing elements in the same way they are used in the reality of the Covid-19

pandemic (Wahl-Jorgensen, 2020).

3.5.2 Analysis of the verbal facet of the news reports in Contagion film
Overall, there are five instances the news report is seen in the film and the voice of
the news reporter heard in the background (the transcript of all the instances is
provided in the Appendix). The main theme of each news report concerns either
the spread of the virus, its toll on the public, or the news about the vaccine. Having
detected in the film's subtitle file the texts of the news reports that are heard in the
film Contagion (see App. 4), we, then, analyzed them to find the verbal elements
that manifest the motif of fear in Contagion. As a result, we have found that one of
the concepts that constitute the conceptual dimension of motif of fear in Contagion
(namely, the concept DISEASE) is evoked through the following verbal elements:
“disease; taken the life; death; the virus continues to spread; the death toll; the

spread of the virus”.
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Another concept that the news reports may induce in the mind of an
audience is that of FEAR. In order to exemplify the ways the news is spreading
fear, the filmmaker chooses to implement verbal elements that may induce the
feeling of fear in the audience and evoke the concept of FEAR. The following fear-
related verbal elements are used in the news reports: "...a still-unknown disease
that has so far taken the life of a school nurse...”; “the life-saving formula".The
adjective "still-unknown" in relation to the word disease has the potential to evoke
the emotion of fear on the basis of associations.

We have established that the semantic field of the fear lexeme includes the
word "anxiety". If we look at the definition of the term, we may see how the word
unknown is closely related to the word fear: "Anxiety is a diffuse, unpleasant,
vague sense of apprehension. It's often a response to an imprecise or unknown
threat such as the uneasiness you might feel walking down a dark street alone”
(Ankrom, 2020). The “unknown” experiences, threats may induce the feeling of
fear, as well as just the mention of the word "unknown" or its synonyms (e.g.
"strange, hidden, mysterious"), activates the appropriate and obvious association
with the words "fear, anxiety, threat, etc.". In addition, the term “fear of the
unknown” is used extensively in the field of psychology: “Researchers define fear
of the unknown as the tendency to be afraid of something you have no information
about on any level” (Stanborough, 2020). Thus, by the process of association, the
concept FEAR is evoked when the news reporter mentions the word “unknown”.

The phrase “...so far taken the life of the school nurse” also has the potential
to evoke fear in the audience. The fact that the virus “takes lives” may make the
public fear for their own lives: “To produce a fear reaction in humans, a
recognition of a situation as possessing at least potential danger real or imagined is
necessary" (Altheide & Michalowski, 1999, p.480). In addition, the adverb “so far”
implies the action is still in progress. Thus it indicates that the virus is still
spreading and it may take even more lives, including those of the viewers of the
news report. The same statement provided by Altheide and Michalowski (1999)

(the production of fear through the recognition of the situation as being potentially



65

dangerous (ibid.)) may be applied to the analysis of the ways the phrase "life-
saving formula” induces fear in the characters and\or the audience. Since the
formula of the vaccine saves lives, we may infer that the disease against which the
vaccine is being made is life-threatening. Therefore, the characters perceive danger
and experience "fear for their lives" when the phrase "life-saving formula" is heard
on their TV screens.In the same moment, the concept of FEAR is evoked in the
audience watching the film.

A specific feature of the news reports in the film Contagion is the use of
numbers indicating the cases of the virus and\or deaths from the disease. The
following figures are announced in the news reports: "3000 cases have been
confirmed; over 8 million of people infected; the death toll reached 2.5 million; the
virus has taken 26 million lives worldwide”. The use of numbers in the news
reports is obviously aimed at informing the public. However, the increase in the
number of victims elucidated by each news report induces fear in the characters
watching it, since the possibility of being contaminated and of the perceived
danger becomes the reality. Now, previously abstract threat gains real
manifestation in the numbers used in the news report. The increase in numbers
indicates the fast spread of the disease, and it may make the characters feel as if it
IS approaching them with every new confirmed case.

To summarize, the filmmaker uses the cinematic technique of integrating the
footage of the news reports on the TV into the film to exemplify the idea of the
news and\or rumors spreading fear in the public. The news reports induce the
feeling of threat and danger in the characters of the film by using fear-inducing
verbal elements. Thus, the motif of fear becomes manifested first, through the use
of news reports footage as a cinematic technique and through the verbal elements
present in the reports that evoke the concept DISEASE and the concept FEAR.
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3.6 Concept of ISOLATION as a constituent of the fear motif’s
conceptual dimension
Another concept that is actualized in the motif of fear in the film Contagion is that
of ISOLATION. Considering that the disease is highly contagious and the cure has
not been invented yet, the only reasonable precaution and a way to save one's life
IS to isolate oneself. The scene at 01:22:09in Contagionshows the quarrel between
the father and his teenage daughter upset about being stuck at home for another
144 days due to the slow pace with which the vaccine is being distributed in the
community. The following scene at 01:25:17 of the film gives a close-up shot of
one of the teenage girl’s phone texts that run as follows: “In jail for more than 144
days” (see Fig.6). The feeling of loneliness, abandonment, and detachment is
implied in the word “jail” which induces the ISOLATION concept. Being used
metaphorically to show the character’s emotional and mental state, the phrase
makes the audience realize that the teenage girl's mind merges two concepts —
those of HOUSE and JAIL, thus creating the verbal metaphor the house is a jail.
Bringing this metaphor to the bigger thematic scale of the movie, we may assume
that the film explores the concept of FEAR as a driving force for isolation and
loneliness. Fear of the disease forced people to detach themselves from their usual
social environments, forcing them stuck at home-jails. Therefore, we may assume
that the concept ISOLATION, which is evoked by the reconstructed verbal
metaphor “the house is a jail” is contextually interconnected with the concept
FEAR, since isolation, just like fear, is depriving people of social contact, it
increases with the spread of the disease and it takes a toll on the mental health of

the people.

3.7 Analyzing multimodal metaphors manifesting the motif of fear in
film Contagion film
One of the advantages of the medium of film is that the concept easily transferred
by the verbal mode may now also be cued by the visuals. As is suggested by Anne

Bartsch (2010), the visuals in the film may serve as metaphorical visualizations for
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certain concepts. One of the examples she provides is taken from The Birds (1963).
The angry flock of birds can be interpreted as a metaphorical representation of
Mitch, Lydia, and Annie's "emotional chaos" and "turmoil™ (op, cit., p.13),
including emotions like dread, worry, and jealousy.Under the "visuals,” we mean
visual images as well as cinematic techniques (such as the use of light, colors,
montage, mise-en-scene, etc.) that may transform or add to the connotative
meaning of the scene. The object on the screen, according to Gambarato (2010),
is only partly a representation of reality: "Objects are signs that represent ideas,
ideals and translate intended meaning in a film" (Gambarato, 2010, p.106). It
commonly carries data that reaches beyond the aesthetic of the depicted world,
acquiring the symbolic meaning (ibid.). Hence, visuals may acquire symbolic
meaning and thus additional connotations and may induce various conceptual
spheres that go beyond the depicted reality.

In the following section, we are aiming to analyze two consecutive shots that
are edited through montage. When undertaking a shot-by-shot analysis, according
to Michael Ryan and Melissa Lenos (2012), we begin by explaining the techniques
implemented in the shots we are examining. “"Some of the techniques used in film
producing could be composition (foreground/background, frame/raming, etc.),
cinematography (close-up, medium shot and long shot, pan shot, tilt shot, etc.),
editing (montage, eye-line match, etc.), and so on" (Ryan & Lenos, 2012). After
that, we must explain what effects these techniques can have when watching the
film; for example, the camera guides what we see in the film, therefore adjustments
in camera angles affect audience interpretations of the messages the film is
attempting to express.

3.7.1 Multimodal metaphor DISEASE IS TRAIN and its conceptual
dimension
The cinematic technique implemented in the shots we are going to analyze is that

of editing, more precisely, the montage. “Montage, in motion pictures, the editing
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technique of assembling separate pieces of thematically related film and putting
them together into a sequence. Visual montage may combine shots to tell a story
chronologically or may juxtapose images to produce an impression or to illustrate
an association of ideas” (Britannica, 2016). As we stated in Chapter Two, the
montage can be considered a tool through which we may reconstruct multimodal
metaphors (Forceville, 2016). "Given the narrative context of the films, the only
way we can make sense of the montage is by understanding the elements in the
adjacent shots as metaphorical targets and sources, respectively" (Forceville, 2016,
p. 27). Gambarato (2010) proposes that "A montage... narrates structurally and
intentionally. So, it is important to analyze the montage as a semiotic possibility, as
communicative action: a way of thinking and not simply a way of showing"
(Gambarato, 2010, p.109). Therefore, it seems only fair to analyze the montage in
film through the prism of its semiotic functions. One of such powerful semantic
tools that aid the filmmaker in the encoding of meaning is the montage of
attractions. It is a powerful means of conveying semantic information - it's defined
by the effects (attractions) that are used to achieve a particular effect that may be
achieved through montage. The montage of attractions is a series of "contrasting
comparisons” that can elicit strong emotional reactions (ibid.)

In the scene at 00:11:25-00:11:59(Soderbergh, 2011) in the film Contagion,
two consecutive shots present the image of a child who fell victim to the deadly
virus and that of a fast-moving train entering the city. Increasing in loudness, the
sounds that resemble the rattle of a fast-moving train accompany the first scene and
foreshadow the second shot of the train coming into the city (see Fig.7). The sound
culminates into a loud train whistle during the close-up shot of the diseased boy.
Following the transition between the scenes, the soundtrack intensifies making
lucid the intention of the filmmaker to show the connection between the shots. We
consider the sequence of the aforementioned shots in the film Contagion to be of
the type mentioned by Gambarato (2010) — the montage of attraction — the

contrasting juxtaposition of two shots that strike the audience with the unexpected
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change of images and therefore attract attention, making the audience make
inferences about the specific choice of the filmmaker.

The multimodal metaphor that this scene brings to the foreground is of
DISEASE IS TRAIN. The metaphor emerges due to the consecutive editing of two
shots that highlight the concepts of TRAIN and DISEASE interwoven by an
accompanying soundtrack that suggests their immediate correlation. Two concepts
are foregrounded in the montage: TRAIN (cued by the sound and the visual image
to make the metaphor even more lucid) and DISEASE (cued by the visual image).
The specific combination of two modes — auditory(sounds, music) and visual —
makes it possible to detect and reconstruct the multimodal metaphor. The
conceptual metaphor that becomes actualized through this multimodal metaphor is
DISEASE IS TRAIN (see App.1).

First, the image of the fast-moving train and the sound of the train’s whistle
evoke the concept of TRAIN, which is the source domain, in the mind of an
audience. The emergent features of the concept TRAIN, are the following: it is
dangerous, unstoppable, and forceful, and, it travels from town to town. In
addition, the pace of the sound and the image of the fast-moving train also evoke
the concept of SPEED.

Secondly, the image of the diseased child evokes the target domain
DISEASE. The combination of visual and auditorymodes and the implementation
of the cinematic technique of the montage, make possible the cognitive mapping of
certain features of the train onto the disease. Therefore, the consecutive editing
related to the image of the train ascribes its features to the disease, more
specifically: the disease is dangerous, uncontrollable, threatening, and menacing,
and, obviously it travels (i.e. spreads) from town to town, from one country to
another. Moreover, through the evocation of the concept of SPEED, we may also
make inferences about the increasing or already rapid speed with which the disease
is spreading or, more specifically, approaching the city. Thus, the multimodal

metaphor created by the specific combination of auditoryand visual modes
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becomes a manifestation of the motif of fear and evokes the conceptual metaphor
DISEASE IS TRAIN that constitutes the conceptual dimension of the motif.

3.7.2 Conceptual metaphor FEAR IS TRAIN
The film Contagion investigates the premise that the pace with which fear spreads
is precisely equivalent to the spread of the disease. Through the use of metaphors,
the film explores the premise that fear is as destructive as the disease and that fear
spreads as quickly if not even more quickly than the disease. The first instance of
the pace with which the fear spreads may be noted in the tagline “Nothing spreads
like fear”, which, as we have established, implies its connection with the concept
DISEASE. Not only does the tagline establish the contextual connection between
concepts FEAR and DISEASE, but it also indicates the comparison of the pace
with which two notions under consideration are spread. If we paraphrase the
tagline while bearing in mind that the concept FEAR is here being connected with
that of the DISEASE, we may infer that fear is faster than the disease.

Since the concept FEAR and the concept DISEASE are contextually
interconnected, and one of the ways they are actualized in the motif of fear in the
film Contagion is through the conceptual metaphor FEAR IS TRAIN, it is possible
to create the following conceptual mapping:

DISEASE IS TRAIN (since the same attributes of the train may be mapped
onto the concept of DISEASE: e.g. DISEASE is dangerous, unstoppable, and
forceful and it travels from town to town).

FEAR IS TRAIN (the same attributes of the train may be mapped onto the
concept of fear: e.g. FEAR is fast, dangerous, unstoppable, and forceful and it
travels from town to town). Therefore, the montage scene allows the next
conceptual metaphor reconstruction).

Evidently, the film emphasizes the concept of FEAR over and over again. In
this instance, the concept FEAR may be mapped onto it to the image of the moving
train, thus evoking an inevitable association between fear and the speed of the

train, while foreshadowing the idea of fear spreading as fast as the disease.To
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summarize, the film Contagion presents the viewer with the multimodal metaphor
manifested through the combination of the auditoryand visual modes. The
conceptual metaphor actualized through this multimodal metaphor is DISEASE 1S
TRAIN. Through the cognitive mapping, we also have established that the
analyzed multimodal metaphor may also evoke the conceptual metaphor FEAR IS
TRAIN. The aforementioned conceptual metaphors are based on the concepts
FEAR and DISEASE, which are the two contextually interconnected concepts
actualized in the motif of fear in the film Contagion. Having analyzed the
multimodal metaphor DISEASE\FEAR IS TRAIN we may conclude that it serves

as a multimodal manifestation of the motif of fear in the film Contagion.

3.8 Cinematic techniques manifesting the fear motif in Contagion film

3.8.1 Music as a cinematic technique
Music is an integral part of the art of film. Considering the importance of music
and sound in cinema, it may be considered an essential cinematic technique
(Bordwell& Thompson, 1960; Pozdniakova, 2021). Filmmakers have in their
arsenal the elements of music, such as rhythm, dynamics, melody, harmony, etc.
which film composers and directors use to manipulate sound in order to get
unconscious access to the minds of the audience. Through music, filmmakers can
grasp the attention of their audience, alter their perception of the depicted on the
screen, access their emotions more deeply, and engrave the contents on the screen
into their consciousness (Boltz, 2001; Henning & Wodllner, 2016; Pozdniakova,
2021).

We have dwelled on the role the leitmotifs play in creating multimodal
metaphors, but the advantages they present for the filmmaker are boundless. As a
cinematic technique it is used to set up the context of the story and place it in a
specific era; highlight the scene's relevance and intensify its emotional meaning;
enhance the emotional impact of the scene; make references to characters' moods,
feelings, intentions, and motifs, etc. (Boltz, 2001; Henning & Wollner, 2016).
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Considering that the leitmotif in the film is multifunctional, it may also become a

manifestation of the film’s motif.

3.8.2 Music in horror films
The specific characteristic of horror movies, thrillers, disaster movies, etc., is their
use of fear-inducing sounds and\or leitmotifs. In such films, music becomes crucial
to the creation of the tone, pace, and atmosphere of the film as well as one of the
prominent means of evoking certain emotions and concepts, among which FEAR
is placed in the center. Obviously, gruesome visual images or jump-scares in
horror films play the key role in inducing the emotional response of fear in the
audience, but the role of leitmotifs and\or sounds in this process cannot be stressed
enough, since "The ear, in general, has a far more direct line to your emotional
response” (Green, 2017). In addition, "sound in film adds a dimension of emotion
that's difficult to achieve with visuals alone" (ibid.).

The way leitmotifs in horror movies, for example, evoke fear is grounded in
our biological response to the sounds: "All of the auditory elements that influence
our emotional and physical reactions to scary movies are just like any other
environmental stimuli — we encounter them and they evoke a biological response
from our bodies” (Green, 2017). Daniel Blumstein, the professor at the University
of California, names the specific sounds with the potential to evoke fear
"nonlinearities” which are the irritating sounds like screeching, whines, rapid shifts
in frequency — the sounds that "make your ears perk up and your hair stand on end"
(Green, 2017). He looked at these “non-linear” sounds in films and found that the
leitmotifs used in horror films appeal to our primal fears: “The music in horror
movies reminds us subconsciously of primordial times” (Haider, 2016). For
example, the sound from the slash of the violin’s strings may mimic a suffering
animal, which sends a subconscious signal to our brains about the possible danger
from predators, etc. (ibid.). In addition, even when the sound is not directly
connected with the primal fears, “things that feel harsh and unfamiliar [like harsh

sounds — K.P.] manipulate us emotionally” (Haider, 2016).
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3.8.3 Fear-inducing leitmotifs in Contagion
The original motion picture soundtrack of the film Contagion is set in one album
that contains 20 separate tracks (see Fig.12). The tracks are named either after the
line from the dialogue (e.g. “They are calling my flight™) or after the general theme
explored in this or that scene during which the sound is played (e.g. “Placebo;
Forthysia, etc.”). We are not going to analyze all the tracks in the film's aloum, but
we are going to briefly outline the way they form the leitmotif of the movie since
all the 20 tracks of the film's soundtrack album seem to be variations of the main
soundtrack, rightfully called "Contagion™. Then we will focus on the track named
"Crysanthemum Complex" — the track taking part in the creation of the multimodal
metaphor analyzed in the section 3.7.2 of this Chapter.

In each track, one may notice the specific sound of the fast repetitive
electronic beats, created not by any musical instrument, but computer-generated. In
some tracks the variation of this fast electronic beat reminds the audience of the
ticking of the clock. In others it reminds the sound of train wheels of the fast-
moving train. A specific sound found in all tracks in minor variations is the high-
pitched harsh screeching sound reminding of the gnashing of iron and\or the sound
of the stopping train wheels.

The track we are interested in (i.e. "Crysanthemum Complex") contains all
these prominent sounds that take part in constituting the musical leitmotif of the
film. The track is played at 00:11:25-00:11:590f the film and takes part in the
construction of the multimodal metaphor DISEASE IS TRAIN in auditory mode.
When the first shot that compose the metaphor via the visual mode is seen (i.e. the
shot of the diseased child) we hear the repetitive electronic beats reminding us of
the accelerated ticking of the clock and\or the sound of the train wheels which then
gradually develops into the screeching sound of the train’s whistle. This sound
foreshadows and continues to sound during the following shot of the fast-moving

train. Then the frequency of electronic beats and their volume decreases and we
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hear the sounds of the high-pitched violin that evoke the exotic Asian-like sound
motifs.

The sound of the repetitious electronic beats and the following whistle of the
train helps in evoking the concept TRAIN and mapping it onto the domain
DISEASE. As we have established in the section 3.7.2 of this Chapter, such a
specific combination of sound and visual makes it possible to reconstruct the
conceptual metaphor DISEASE IS TRAIN. However, not only do sounds help in
mapping certain concepts, but they also help to evoke the emotional response of
anxiety and fear in the audience, as well as help the audience to make inferences
through associations. The sounds reminding of the accelerated ticking of the clock
and\or the train wheels may evoke the following suggestions in the audience: the
virus spreads too fast; the disease is approaching like a fast-moving train; it is
dangerous and forceful; etc. In addition, this sound has established itself as
evoking the concept of DISEASE, since it may also be heard any time the sick
person appears on the screen. The fact that the music that has previously been
associated with a specific experience (i.e. it being associated with the concept
DISEASE once in the film) will elicit a reflection of this experience when used
repeatedly during the film is explained through the prism of associationism
(Cohen, 1990, p.114).

The high-pitched screeching sound evokes the emotional response of anxiety
and the need to escape it. Considering that the film is made in the USA, the eerie
Asian-like sounds are used deliberately, since, they tend to evoke in people of non-
Asian origin the associations with something unknown, exotic, strange, all of
which may evoke fear or anxiety in the audience. To summarize, music in the film
Contagion is used as a prominent cinematic technique. It helps to set the tone and
the atmosphere of the film and evoke certain emotions and associations in the
audience. The prominent leitmotif becomes a non-verbal manifestation of the motif
of fear in Contagion through which the concepts FEAR and DISEASE are

actualized.
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3.8.4 Visual manifestation of the motif of fear in Contagion film
Visual images, lights, camera movements, editing techniques, shot framings, etc.,
all have the potential to become the manifestations of the film’s motif. Any
cinematic device encompasses the purpose the filmmaker prescribes it. For
example, the movement of the camera or the specific angle of the shot is dictated
by the idea the filmmaker wants to convey. The high angle of the camera may
present the character "as dwarfed and defeated" (Bordwellet al., 2016, p. 192).
However, the function of any cinematic device is not universal. It is the context of
the film that "determines the function of the framings, just as it determines the
function of mise-en-scene, photographic qualities, and other techniques” (ibid.).
Cinematic devices serve as a special medium-specific language that filmmakers
create for one particular film. The language of each film and the function of its
components vary with the director, script-writer, theme, idea, etc. Therefore, it is
important to note that, when analyzing the meaning of certain objects, visual
Images, camera movements, or any cinematic technique used in the film, the
researcher inevitably provides their own subjective interpretation on the given
issue, which is based on the number of factors, e.g. their previous personal
experience, cultural setting, age, etc.

One of the advantages of visual forms of art is their ability to access the
conceptual sphere of the viewers and convey meaning non-verbally. The film uses
visuals, lights, colors, specific cinematic techniques, etc. to articulate ideas, evoke
concepts, make an emotional impact on the audience and influence our perception
of the depicted world on the screen. The film Contagion employs a number of
visual images that may serve as non-verbal manifestations of the motif of fear.
There are several visual images and\or specific shot sequences that may either
evoke the concept of FEAR in the mind of the audience or be directly aimed at
evoking the emotion of fear in the viewers. Through visual mode alone, the
concept of FEAR is evoked by the scenes depicting panic, commotion, agitation,
havoc, etc. provoked by the fear of people being contaminated, left without vital

supplies or medicine, etc. For example, one scene shows the commotion in the
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pharmacy provoked by the announcement of the pharmacist about the lack of daily
doses of a specific medicine. After hearing this announcement, people start
panicking and pushing their way through the crowd to the counter. The
culmination of the scene consists of people breaking the glass and pushing through
the counter into the back storage of the pharmacy (see Fig. 8.). The concept of
FEAR here is evoked first, by the visual image of mass panic. Secondly, by the
visualization of fear as an emotional state which is achieved by the actor's
performance. At one point in this scene we see a woman that is afraid for her life
because of the crowd that may potentially crush her (see Fig. 8). The audience
perceives the scene like the one showing fear experienced by the character in the
movie. In addition, the aforementioned scene may potentially evoke fear in the
audience since it depicts an event potentially dangerous for human life. Therefore,
the motif of fear is also manifested in the film Contagion through the visual mode
alone by the visual images and\or sequences of shots that either evoke the concept
FEAR in the mind of an audience or evoke the emotion of fear as a reaction to
some disturbing scenes in which the depicted events implicitly suggest the danger

for the human life.

3.8.5 Visual facet of the news reports in Contagion film
In the section 3.5.2 of this work, we have noted that the use of the news footage
Is a potential way of manifesting the motif of fear in the film Contagion. Having
analyzed the verbal aspect of the news reports that appear in the film, it is also
important to analyze the way the filmmaker uses the news footage that is seen on
TV screens as a cinematic technique that exemplifies the idea of news spreading
fear. One of the issues highlighted in the film is that the news medium is
responsible for stirring up the anxiety in the general public and spreading fear.
We have previously stated that through the verbal mode this idea is articulated by
the use of specific verbal elements in the news reports that have the potential to

evoke the concept of FEAR in the audience. Non-verbally, this idea is articulated
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in the film by utilizing the footage of news reports as well as playing the news
report as a voice-over in the sequence of shots.

There are several instances with minor variations where the shot with the
news is shown or the narration of the news reporter is heard. As an example
Considering that the shots containing the news reports are all iterations with
minor and irrelevant visual variations, we will describe and analyze one instance
of the news report utilized in the film as a cinematic technique and a visual
manifestation of the motif of fear in Contagion.The scene at 00:36:06 in
Contagionpresents the sequence of shots showing the concerned public in various
locations around the world looking at the TV screen on which the news report is
shown (see Fig. 9). It is also worth noting that the television screen itself with the
news report on may frequently be seen in different places (e.g. people’s houses,
pubs, etc.) during the film. The TV with the news on is saliently put inside the
shots so that the attention of the audience is inevitably drawn to notice the
contents of the broadcast on TV(see Fig.10). In addition, the fact that when the
TV is seen in the shot it is always transmitting the signal from the news channel
makes us infer that such a choice of integrating the news reports into the shots is
a conscious decision of the filmmaker and has a specific function and meaning.

We've established through the analysis of the conceptual metaphor FEAR IS
DISEASE that in the context of the film Contagion the filmmaker implicitly
attributes the facets of disease to fear, namely that it is transmitted like the disease,
it is contagious, spreads rapidly, etc. Non-verbally, this idea of fear being
contagious and spreading fast is visualized through the use of the shots with the
news reports which may be considered a cinematic technique since it possibly
serves specific functions in the context of the film Contagion.

Primarily, it serves to visualize the rapidity with which fear is spread in the
world. This is achieved by using the editing technique of montage. The shots that
depict the public watching the latest news about the disease are presented through
montage as sequences of similar shots. We suggest that there are a few functions

the technique of montage plays in showing the same event (i.e. people watching
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the screen with the news on) in various locations. First of all, the montage
emphasizes the simultaneity of the action. The news reports are transmitted all over
the world, thus spreading fear in various places at the same time. Secondly, it
emphasizes the fact that the news reports cover a vast range of locations. This
technique of showing the news reports appearing all over the world simultaneously
allows us to make an inference about the rapid speed with which the fear is spread
in the public via the news. To summarize, the idea of news transmitting fear into
the general public is being visualized in the film Contagion through the use of the
shots containing the news reports. Thus, the news reports become a non-verbal

manifestation of the motif of fear in Contagion.

3.8.6 Shot framing as a cinematic technique evoking contextually
interconnected concepts of FEAR and DISEASE
Concepts FEAR and DISEASE are contextually interconnected concepts that form
the conceptual dimension of the motif of fear in Contagion. Considering this, it is
also worth mentioning some visual elements and cinematic techniques used to
potentially evoke the concept of DISEASE in the audience. One of the cinematic
techniques that are used to actualize the concept of DISEASE and, thus, the motif
of fear in Contagion, is applying shot framing to focus the attention of the viewers
on a specific object, namely on hands.

Shot framing is one of the most prominent techniques in cinematography.
Framing is the process of selecting and composing the elements displayed on the
screen by using the edges of the film frame. What is visible for the spectator is
actively defined by the frame. “From an implicitly continuous world, the frame
selects a slice to show us, leaving the rest of the space off-screen™ (Bordwellet al.,
2016, p. 252). The frame defines a limited zone with an interior (the space shown
on the screen) and an exterior (the space seen outside the screen) through its

margins.
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Michael Walker writes about the significance of objects in film in his book
“Hitchcock’s Motifs” (Walker, 2006). He states that motifs that are manifested in
the object form “become charged with internally generated meaning. Flowers,
jewelry, photographs, music-boxes, handkerchiefs, letters, indeed any objects
which evoke romantic/nostalgic/symbolic associations for the protagonists function
within the films less to convey generic information than to contribute a wealth of
internally accumulated significance™ (Walker, 2006, p.25). The object on the
screen, according to R. Gambarato (2010), is only partly a representation of reality.
It commonly carries data that reaches beyond the aesthetic of the depicted world.
Therefore, an object on the screen may acquire a symbolic meaning. Therefore, if
an object is saliently posed in the shot, it is worth analyzing this object (in our case
— the repetitive use of hands framed at the center of the shot) and determining the
potential meaning the filmmaker has coded into it.

In Contagion, shot framing is used emphatically in the depiction of hands
and touch in general. The scene where hands are framed in the center of the shot
(see Fig.11) is used throughout the movie. This specific shot framing is used to
emphasize the hands and touch as transmitters of the virus. The association of
hands with viruses and disease is created via metonymy. People are the carriers
and the transmitters of the virus. It is common knowledge that viruses are airborne
and may be transmitted via touch. Hence, hands become the transmitters of the

disease and in this case become metonymically associated with the virus itself.

Conclusions to Chapter Three
In this chapter, we aimed to analyze the manifestations of the motif of fear
in Contagion film and determine the contextually interconnected concepts that
compose its conceptual dimension. First, we analyzed the verbal manifestations of
the motif of fear in Contagion film. The examination of verbal elements (i.e.
keywords and key phrases) actualizing the motif of fear in Contagion and eliciting

the concept FEAR in the audience presupposes identifying the lexeme fear in the
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film. The following eleven fear-related words and expressions were detected after
analyzing the subtitle file of the film Contagion: panic, scared, concern, afraid,
danger, dangerous, doubt, panicking, possibility, risk, to freak out. We determined
that the concept FEAR, which is expressed through fear-related words, is
contextually linked to the concept DISEASE, which is realized through the usage
of disease-related phrases such as "sick, virus, come in contact, flu, infected" in the
same context as fear-related words.

Other concepts contextually interconnected with the concept of FEAR are
those of LIES\TRUTH evoked by keywords “rumors, lie, truth, prophet”. The way
the filmmaker chooses to establish this connection between the concepts is by

using the word “spread” and the phrase “come in contact wit

verbalizers. In addition, the concept of ISOLATION is evoked through the

as connecting

reconstructed verbal metaphor “The house is a jail”. As fear is a driving force for
isolation and loneliness in the context of the Contagion film, we can presume that
the concept of ISOLATION is contextually linked to the concept of FEAR,
because isolation, like fear, deprives people of social interaction, grows with the
spread of the sickness, and has a negative impact on people's mental health.

Then, we looked into the verbal facet of the cinematic technique of
integrating the footage of the news reports on the TV into the film to manifest the
motif of fear in Contagion. The verbal, as well as the multimodal facet of the news
reports, have been analyzed. It was established that the news reports are used to
exemplify the idea of the news and\or rumors spreading fear in the world, by using
fear-inducing words that evoke the concepts of FEAR and DISEASE in the reports
and by using the news reports as a cinematic technique. Therefore, the concepts of
FEAR, DISEASE, LIES\TRUTH are contextually interconnected concepts evoked
by the verbal elements, that form the conceptual dimension of the motif of fear in
Contagion film.,

Second, we reconstructed the conceptual metaphors evoked by the verbal
elements that manifest the motif of fear in Contagion film, namely, FEAR IS
DISEASE. By evoking the conceptual metaphor FEAR IS DISEASE in the mind
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of the audience, the filmmaker imparts the main idea of the film, namely that that
fear IS the disease (i.e. fear is spreading and reigning in the world; fear is more
dangerous than the disease; fear is being spread by people just as fast as the disease
Is spread by people (to be more precise by rumours through the TV, Internet); fear
is being spread faster than the real virus, thus fear becomes the "real™ disease.

Third, we analyzed the multimodal manifestations of the motif of fear in
Contagion. The multimodal metaphor composed through the combination of
auditoryand visual modes and articulated to the viewers through the cinematic
technique of montage in the film Contagion is that of DISEASE IS TRAIN, which
acts as a multimodal representation of the fear motif in the film Contagion. By the
process of further cognitive mapping, we established that the conceptual metaphors
brought to life by this multimodal metaphor are DISEASE IS TRAIN and FEAR
IS TRAIN. The abovementioned conceptual metaphors are rooted in the concepts
of FEAR and DISEASE, which are two contextually interconnected concepts that
constitute the conceptual dimension of the motif of fear in Contagion film. Thus,
the conceptual metaphors forming the conceptual dimension of the motif of fear in
Contagion are that of DISEASE IS TRAIN; FEAR IS TRAIN; FEAR IS
DISEASE; FEAR IS ISOLATION.

Lastly, we elaborated on the ways cinematic technigues manifest the motif
of fear in Contagion. Among them, we analyzed the news reports as a cinematic
technique, leitmotifs, and specific sounds, visuals, use of editing, montage, and
shot framing. The specific use of the mentioned cinematic techniques enables to
evoke the concepts DISEASE and FEAR, which constitute the conceptual

dimension of the motif of fear in Contagion.



82

GENERAL CONCLUSIONS

In this thesis we aimed to determine multimodal, i.e. verbal and non-verbal
semiotic modes integrated in manifesting the motif of fear in the Contagion film,
as well as to establish conceptual dimension of the motif of fear in the film
Contagion by determining contextually interconnected concepts actualized in the
film. This aim was achieved by, first, in Chapter One, clarifying the definitions of
the notion of the motif in fiction and film texts; delineating on the notion of
concept as a constituent of the conceptual dimension of the motif. Second, in
Chapter Two, we dwelled on the notion of modes and outlined the ways they
function in creating monomodal and multimodal metaphors in film. Then, in
Chapter Three, we began analyzing the verbal and non-verbal manifestations of the
motif of fear in Contagion that evoke the contextually interconnected concepts
constituting the motif of fear in Contagion. To achieve this, we analyzed the
manifestations that evoke concept FEAR in the mind of the reader and\or audience.
Then, by analyzing the context in which these manifestations were used, we
detected other concepts with which the concept FEAR is contextually
interconnected in the context of the film Contagion, and which, therefore,
constitute the conceptual dimension of the motif of fear in Contagion.

Having analyzed the film subtitle file, first, we detected the manifestations
of the motif of fear in verbal mode. The concepts actualized through these
manifestations are the concepts FEAR, DISEASE, LIES\TRUTH. We have
established that the concept FEAR which is manifested through the fear-related
keywords is contextually interconnected with the concept DISEASE the
actualization of which is made through the use of the following disease-related
words: "sick, virus, come in contact, flu, infected". Considering that the main
themes of the film Contagion include the spread of a virus, medical researchers and
public health officials' attempts to discover and contain the epidemic, the
breakdown of societal order during a pandemic, it is only natural that the concept
of FEAR is predominantly manifested in its relation with the concept DISEASE

that permeates the film. Words "spread; rumors” conjures up the
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concept LIES\TRUTH. The word "spread" in the context of the filmacts as a
connecting verbalizer that connects and possibly equates the concepts (DISEASE
and FEAR) as well as serves as a connecting verbalizer of the concepts DISEASE
and LIES\TRUTH. As a result, the word "spread" exposes the contextual
relationship between the concepts FEAR, DISEASE, and LIETRUTH, which we
developed as the constituent concepts of the fear motif in the film Contagion.
Consequently, we inferred that the concepts DISEASE, FEAR, LIES\TRUTH are
contextually interconnected concepts that constitute the conceptual dimension of
motif of fear in the film Contagion.

Then, we proceeded to the analysis of multimodal manifestations of the fear
motif in Contagion film and reconstruction of the conceptual metaphors they
evoke. The film Contagion employs a multimodal metaphor that is conveyed
through the auditory and visual modes and is coded in the film through the image
of the diseased child accompanied by the music of the train whistle. DISEASE IS
A TRAIN is the conceptual metaphor brought to life by this multimodal metaphor.
We discovered that the examined multimodal metaphor can also evoke the
conceptual metaphor FEAR IS A TRAIN, according to the cognitive mapping.
Hence, the multimodal metaphor created by the specific combination of audio and
visual modes becomes a manifestation of the motif of fear and evokes conceptual
metaphors DISEASE IS A TRAIN and FEAR IS A TRAIN that constitute its
conceptual dimension.

Finally, we analyzed the cinematic techniques that manifest the motif of fear
in Contagion film. Music is a prominent cinematic device in the film Contagion. It
contributes to the film's tone and mood, as well as elicits particular feelings and
connections in the spectator. In Contagion, the main leitmotif becomes a non-
verbal representation of the fear motif that actualizes the concepts of FEAR and
DISEASE.The fear motif is also exhibited in the film Contagion via the visual
mode through visual images and sequences of shots that elicit the concept FEAR in
the mind of an audience and evoke the feeling of fear as a reaction to some intense

scenes in which the featured events indirectly suggest the threat for human life.The
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premise of news instilling dread among the general public is depicted in the film
Contagion through the use of scenes incorporating news broadcasts. As a result,

the news reports become a non-verbal expression of Contagion's fear motif.
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PE3IOME

IIs maricrepchka poOOTa MPUCBSIUEHA PO3IIIALY MOTHBY CTpaxy, B HOTO
BepOambHUX Ta HEBepOAIbHUX MaHi(ecTalisX, 1 KOHIENTyalbHOMY BHUMIDY,
chopMoBaHUM IMMHU MaHiecTamisiMu, y QuibMi «3apaxeHHs». AKTyalIbHICTh
pOOOTH BU3HAYAETHCS 3aralbHOI0 MIKIUCITUILIIHAPHOIO CIIPSMOBAHICTIO CyYaCHUX
JIHTBICTUYHUX CTY[IIH, 110 JI03BOJISIE€ PO3MIUPUTH KOPAOHU HAYKOBHUX MONIYKIB Y
chepl MyIbTUMOJAILHOCTI, AKIICHTYIOUM YyBary Ha CIIBBIJHOIICHHI MOBHHX 1
KOTHITUBHUX (PEHOMEHIB, BKJIIOYAIOYM MeTaopy, Ta iXHIX KiHeMaTorpadiaHux
BUSBIB. MeTor0 1aHOT poOOTH € aHali3 MOTUBY CTpaxy y ¢GiabMi «3apakeHHs» 3a
JIOIOMOTOI0  JIOCJI/DKEHHSI BEpOAJIbHUX 1 HEBEpOAIbHUX E€JIEMEHTIB, $KI HOro
MPOSIBJISIIOTh, 1 BCTAHOBJICHHS] KOHIIENTYaJIbHOTO BUMIPY MOTUBY CTpaxy y (uIbMi
«3apakeHHS»  IUIAXOM  BHU3HAUYEHHS  KOHTEKCTYaJbHO  B3a€MOIIOB'S3aHUX
KOHLIETITIB, aKTyali30BaHuX y (PuibMi uepe3 BepOasibHI 1 HeBepOadbHI €IEMEHTH.
OCHOBHMMHU 3aBJaHHSAMM JOCHIKEHHS OyJlO0 YTOYHUTH BHU3HAUYEHHS IOHATTS
MOTHBY B XYAOXHIX 1 KIHOTEKCTaX;BU3HAUUTU TOHSATTS KOHIENTY SIK CKJIAJOBY
KOHIIENTYaJIbHOTO BUMIPYy MOTHBY;ONHCATH, SIK Pi3HI MOJYCH BHKOPHUCTOBYIOTHCS
npu MOOYJOBI MOHO-1 MyJbTHUMOJANBHUX MeTadop y GdiibMi;mpoaHaTizyBaTu
MaHiecTalii MOTHBY cTpaxy B GuibMi «3apakeHHs», $KI BUKIHUKAIOTh
KOHTEKCTYaJbHO B3a€MOIIOB'SI3aH1 MOHSTTS;PEKOHCTPYIOBATH MYJIbTUMOJAJIbHI
MetadopH, 110 TMPOSBISIOTH MOTHUB CTpaxy y QuibMi «3apakeHHSD», 1
MPOAHANI3yBaTH KOHLENTyalbHI MeTaopH, AKI BOHHM BHUKJIMKAIOTh;BCTAHOBUTHU
KOHIIETITYJIbHUI BUMIP MOTHUBY CTpaxy y ¢iabMi «3apaxeHHs». JlocmikeHHs
POBOAMIIOCS 3 ONEpPTAM Ha TOEIHAHHA CEMAHTHYHOTO, KOHIENTYaJbHOTO 1
MYJBTUMOIAJIBHOTO METOAIB aHaii3y. HoBU3HA MmiaXoay 1 OTpUMAaHUX Pe3yJbTaTiB
MOJIATa€ Yy BU3HAYEHHI MYJIbTUMOJIATTBHOI crienudiku peasizailii MOTUBY CTpax y
¢bimbMi  «3apaKeHHsD» LUISIXOM BCTAaHOBJIGHHS BepOalbHUX 1 HEBEepOAIbHHUX
CEMIOTUYHHUX MOJYCIB, IIO IHTETPYIOThCS y HOro BTUIeHHI. KpiM TOrO, BUSBICHO

MOHO- Ta MYJIbTUMOJIaJIbH1 MeTadopu, yepe3 siKi MaHIPEeCTyeTbCI MOTUB CTPaxy B
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aHaJli30BaHOMY (UIBMU Ta PEKOHCTPYHOBAHO KOHIENTyalbHI MeTadopu, IO €
KOTHITUBHUM MIJITPYHTSIM MOTUBY CTpax.

Y pamkKax JOCHIDKEHHS MYJbTUMOJAIBHOTO  JHCKYPCY biapmy
«3apakeHHs» OyJlO BHSBICHO 1 PpETEIbHO MPOAHAJI30BaHO BepOaibHI 1
HeBepOanbHI MaHidecTaiii MOTHBY cTpaxy y QuibMmi «3apaxeHHs».  bynu
BUSBJICHI KOHTeKcTyanbHO moB’s3aHi  koHmentn (CTPAX, XBOPOBA,
I[MPABAA\BPEXHS, I[30JIALIA), mo CcTaHOBIATh KOHIENTYaIbHHH BUMIp
MOTHBY CTpaxy, Ta BHU3HAUEHO KOHTEKCTyallbHI 3B’SI3KM MK HUMH. Takox
IIPOAHAII30BAHO MYJIBTUMOJIaJIbHI MeTa(OpH 3aCTOCOBAHI Y (LIbMI «3apa’KEHHS»
K MYJbTUMOJAJIbHI MaHi(ecTalii MOTHBY CTpaxy. byio pekoHcTpyiloBaHO
koHuenrtyanbHi Meragopu (XBOPOBA — LE IIOTAI'; CTPAX — LE TIOTAT),
BUKJIMKAHI MYJIbTUMOJAIbHOI0 MeTadopoto y dhibMi «3apakeHHs». Takox Oyio
MIPOaHaNi30BaHO KiHemaTorpadiyHi TEXHIKH sK MaHidecTaiii MOTHUBY CTpaxy y
¢uipMi  «3apakeHHs». BH3HaueHO, 0 OCHOBHUN MY3MYHHUUA JIEUTMOTHUB MOXKE
BukiaukatTd |y TigmadiB koHrment CTPAX. Takoxk 3a3HadyeHo, IO Takl
KiHeMaTorpagiyHi TEXHIKU SIK MOHTaX Ta KaJapyBaHs OyJIM BUKOPUCTaHI y (PLibMi

«3apaxxeHHs» sk crocid Manidecraiii konuentiB XBOPOBA ta CTPAX.

Kaw4yoBi  cjgoBa: MOTHB, MYyJbTHUMOJAJIBHICTh, MeTadopa,  KOHIEMNT,

MaHidecrailisi, cTpax, XBopooa.



87

LIST OF REFERENCES

Altheide, D. L., & Michalowski, R. S. (1999). Fear in the News: A Discourse of
Control. The Sociological Quarterly, 40(3), 475-503.
https://doi.org/10.1111/j.1533-8525.1999.tb01730.x

Ankrom, S. (2020, July 8). Why Fear and Anxiety Are Different Despite Similar
Responses. Verywell Mind. https://www.verywellmind.com/fear-and-
anxiety-differences-and-similarities-2584399

Appelbaum, R. (2018). Shakespeare and the Concepts of Fear. Actes Des Congres
de La Société Francaise Shakespeare, 36.
https://doi.org/10.4000/shakespeare.4006

Aumont, J., & Marie, M. (1988). L ‘analyse des films. Nathan.

Baldick, C. (1990). The Concise Oxford Dictionary of Literary Terms. Oxford
University Press, USA.

Barthes, Roland (1977), The Rhetoric of the Image in Heath, Stephen (Trans)
Image, Music, Text. New York: Hill and Wang. pp. 32-51.

Batsch, A (2010). VividAbstractions:
OntheRoleofEmotionMetaphorsinFilmViewers’
SearchforDeeperInsightandMeaning. Midwest Studies In Philosophy, 34(1),
240-260. https://doi.org/10.1111/j.1475-4975.2010.00198.x

Berry, S. (2021). What is a motif and how is it used in cinema?

https://www.videomaker.com/how-to/planning/what-is-a-motif-and-how-is-

it-used-in-cinema/

Boltz, M.G. (2001). Musical soundtracks as a schematic influence on the cognitive
processing of filmed events. Music Perception, 18, 427-454.

Bordwell, D., Thompson, K., & Smith, J. (2016b). Film Art: An Introduction (11th
ed.). McGraw-Hill Education.

Cambridge Dictionary. (2010, September 22). FEAR.

https://dictionary.cambridge.org/ru/cnoBaps/anrnuiickuii/fear


https://doi.org/10.1111/j.1475-4975.2010.00198.x
https://www.videomaker.com/how-to/planning/what-is-a-motif-and-how-is-it-used-in-cinema/
https://www.videomaker.com/how-to/planning/what-is-a-motif-and-how-is-it-used-in-cinema/

88

Carroll, N. (1996). A note on film metaphor.Journal of Pragmatics, 26(6), 809—
822. https://doi.org/10.1016/s0378-2166(96)00021-5

Carroll, N.(1994). Visual metaphor. In: JakkooHintikka(ed.), Aspects of Metaphor
(pp. 189-218). Dordrecht: Kluwer.

Chrzanowska-Kluczewska, E., Vorobyova, O. (2017).Introduction: language,

literature, works of art: The texts of our experience. In:
ElzbietaChrzanowska-Kluczewska, Olga Vorobyova(eds.). Language -
Literature — the Arts: A Cognitive-Semiotic Interface (pp. 17-29). Frankfurt
am Main: Peter Lang. [ElzbietaChrzanowska-Kluczewska,
WiadystawWitalisz(eds.). Text — Meaning — Context: Cracow Studies in
English Language, Literature and Culture. VVol. 14).

Coégnarts, M. &Kravanja, P. (2012).The visual and multimodal representation of
time in film, or how time is metaphorically shaped in space.Image [&]
Narrative, 13(3), 85-100.

Cohen, Annabel J. (1990). Understanding musical soundtracks. Empirical Studies
of the Arts, 8(2): 111-124.

Daemmrich, H. S. (1985). Themes and Motifs in Literature: Approaches: Trends:
Definition. The German Quarterly, 58(4), 566-575.
https://doi.org/10.2307/406945

Forceville, Ch. (2009). Metonymy in visual and audiovisual discourse. In Eija
Ventola and Arsenio Jésus Moya Guijarro (Eds), The World Told and the

World Shown: Issues in Multisemiotics (pp. 56—74). Basingstoke/New York:
Palgrave MacMillan.

Forceville, Ch. (2016). Visual and multimodal metaphor in film: charting the field.
In: Kathrin Fahlenbrach (ed.), Embodied Metaphors in Film, Television and
Video Games: Cognitive Approaches (pp. 17-32). London: Routledge.

Forceville, Ch. J., &Urios-Aparisi, E. (eds.). (2009). Multimodal Metaphor.[Gitte
Kristiansen, Francisco J. Ruiz de Mendoza Ibafiez (eds.). Applications of

Cognitive Linguistics.Vol.11].https://doi.org/10.1515/9783110215366



https://doi.org/10.1016/s0378-2166(96)00021-5
https://doi.org/10.2307/406945
https://doi.org/10.1515/9783110215366

89

Forceville, Ch., & Renckens, T. (2013).The GOOD IS LIGHT and BAD IS DARK
metaphor in feature films.Metaphor and the Social World, 3(2), 160-179.
https://doi.org/10.1075/msw.3.2.03for

Forceville, Charles (2009a). Metonymy in visual and audiovisual discourse. In:
Eija Ventola and Arsenio Jésus Moya Guijarro (eds), The World Told and

the World Shown: Issues in Multisemiotics. Basingstoke/New York:

Palgrave MacMillan, pp. 56-74.

Freedman, W. (1962). A Look at Dreiser as Artist: The Motif of Circularity in
Sister Carrie. Modern Fiction Studies, VIII , pp. 384-92.

Freedman, W. (1971). The Literary Motif: A Definition and Evaluation. NOVEL: A
Forum on Fiction, 4(2), 123-131. https://doi.org/10.2307/1345147

Gambarato, Renira (2010). Methodology for Film Analysis — The Role of Objects
in Films. Revista Fronteiras, 12 (2), 105—115.

Gillard, G. (2009, April 4). Film As Text. Garrygillard.Net.
https://garrygillard.net/writing/filmastext.html

Green, M. (2017, October 26). Horror movie sounds evoke primal fear. WHYY.

https://whyy.org/segments/horror-movie-sounds-evoke-primal-fear/

Haider, A. (2016, November 31). What makes a great horror movie soundtrack?
BBC Culture. https://www.bbc.com/culture/article/20161031-what-makes-a-
great-horror-movie-soundtrack

Hall, S. (1997). Representation: Cultural Representations and Signifying Practices
(Culture, Media and Identities Series) (1st ed.). Sage Publications & Open
University. http://www?2.hawaii.edu/~noenoe/halll.pdf

Henning, A.,& Wollner, C. (2016). Metaphors and embodied meaning in film
music: The case of leitmotifs. In Kathrin Fahlenbrach (Ed.), Embodied
Metaphors in Film, Television, and Video Games: Cognitive Approaches(pp.
145—-162). London: Routledge.

Herman, D. (2003). Narrative Theory and the Cognitive Sciences (Lecture Notes
Book 158). Center for the Study of Language and Inf.


https://doi.org/10.1075/msw.3.2.03for
https://doi.org/10.2307/1345147
https://www.etis.ee/Portal/Publications/Display/97971a4c-dd14-4559-b3c4-f8afaf6741fb
https://www.etis.ee/Portal/Publications/Display/97971a4c-dd14-4559-b3c4-f8afaf6741fb
http://www2.hawaii.edu/~noenoe/hall1.pdf

90

Koetsier, Ju. and Forceville, Ch. (2014). Embodied identity in werewolf films of
the 1980s.Image [&] Narrative,15(1), 44-55.

Koliesnik 1. O. (2020). Literary motif of pain: theory and methods of linguistic
analysis. Bicnux KHJIY. Cepis @inonoeis. 23(2): 72—83.

Koliesnik, 1. (2021). Literary motif of pain in American and British modernism:
Imagistic, symbolic, and narrative aspects. Humanities Science Current
Issues, 3(35): 126-133. https://doi.org/10.24919/2308-4863/35-3-17

Kovecses, Z. (2002).Metaphor.A Practical Introduction. Oxford: Oxford
University Press.

Kress, G., van Leeuwen, T., & van Leeuwen, T. (2006). The semiotic landscape:
language and visual communication [E-book]. In Reading images: The
grammar of visual design (pp. 16-21). Taylor & Francis.

Kuhn, A., & Westwell, G. (2020). film text. In A Dictionary of Film Studies. :
Oxford  University  Press. Retrieved 6 Oct. 2020, from
https://www.oxfordreference.com/view/10.1093/acref/9780198832096.001.0
001/acref-9780198832096-e-0299.

Lakoff, G. (1993).The contemporary theory of metaphor.In: A. Ortony(ed.).
Metaphor and Thought (pp. 202-251). New York: Cambridge University
Press.

Lakoff, G., Johnson M. (1980).Metaphors We Live By. Chicago: Chicago
University Press.

Lakoff, G., Johnson M. (1999).Philosophy in the Flesh: the Embodied Mind and
its Challenge to Western Thought. New York: New York Basic Books.

Merriam-Webster.(n.d.).Synergetic.In Merriam-Webster.com
dictionary.https://www.merriam-webster.com/dictionary/synergetic

Mikos, L. (2014). Analysis of Film [E-book]. In The SAGE Handbook of
Qualitative Data Analysis (pp. 409-424). SAGE Publications.

Mobbs, D., Adolphs, R., Fanselow, M.S. et al. Viewpoints:

Approachestodefiningandinvestigatingfear. NatNeurosci 22, 1205-1216
(2019). https://doi.org/10.1038/s41593-019-0456-6



https://www.oxfordreference.com/view/10.1093/acref/9780198832096.001.0001/acref-9780198832096-e-0299
https://www.oxfordreference.com/view/10.1093/acref/9780198832096.001.0001/acref-9780198832096-e-0299
https://www.merriam-webster.com/dictionary/synergetic
https://doi.org/10.1038/s41593-019-0456-6

91

Motifs in Film. (2015, October 24). [Video]. YouTube.
https://www.youtube.com/watch?v=62M2qZixyFI&list=WL &index=8
Oxford Learner’s Dictionaries. (n.d.). FEAR. Retrieved August 30, 2021, from

https://www.oxfordlearnersdictionaries.com/definition/english/fear 1?qg=Fea

r

Potapenko S.I. Introducing Cognitive Linguistics : [manual for students] / S.I.
Potapenko. — Nizhyn: Nizhyn University Publishing House, 2013. — 140 p.
ISBN 978-617-527-094-3

Pozdniakova, K. (2021). Multimodal metaphor in (tele)cinematic discourse. V:
Bopoo6iioa O.I1. (Bigmn. pen.). [nmepmedianvuicms Ha nepemuni HAYKOBUX
napaouem: pempocnexkmusa i cyuacricmo. Mamepianu Il Mixchapoonoi
Haykoeoi Konghepenyii Yxpaincvkoi acoyiayii KOSHIMUBHOI JNIHEBICMUKU |
noemuxu (VAKJIII) / KHIIY, Kwuis, 20-21 tpaBus 2021 p. Kuis:
Bunasununii nentp KHITY. 49.

Raymond, W., & Gibbs, J. (Eds.). (1999). TAKING METAPHOR OUT OF OUR
HEADS AND PUTTING IT INTO THE CULTURAL WORLD. In
Metaphor in Cognitive Linguistics (Current Issues in Linguistic Theory) (pp.
146-160). John Benjamins Publishing Company.

Redford, D. B. (1967). The Literary Motif of the Exposed Child (Cf. Ex. ii 1-10).
Numen, 14(3), 209-228. https://doi.org/10.2307/3269606

Ryan, M., & Lenos, M. (2012). An Introduction to Film Analysis: Technique and
Meaning in Narrative Film (1st ed.). Continuum.

Soderbergh, S. (Director). (2011). Contagion [Film]. Warner Bros.

Soroka, T. V. (2021). METHODOLOGICAL ASPECTS OF COGNITIVE-
SEMANTIC DESCRIPTION OF CONCEPT. INNOVATIVE PATHWAY
FOR THE DEVELOPMENT OF MODERN PHILOLOGICAL SCIENCES IN
UKRAINE AND EU COUNTRIES, 305-320. https://doi.org/10.30525/978-
9934-26-031-5-40


https://www.youtube.com/watch?v=62M2qZixyFI&list=WL&index=8
https://www.oxfordlearnersdictionaries.com/definition/english/fear_1?q=Fear
https://www.oxfordlearnersdictionaries.com/definition/english/fear_1?q=Fear

92

spread collocations with examples | Macmillan Dictionary. (n.d.). Macmillian
Dictionary. Retrieved August 25, 2021, from
https://www.macmillandictionary.com/collocations/british/spread_1#spread
11

Stanborough, R. M. J. (2020, July 23). Understanding and Overcoming Fear of the
Unknown. Healthline. https://www.healthline.com/health/understanding-
and-overcoming-fear-of-the-unknown#about

Thompson, S. (1960). Motif-IndexofFolk-Literature:
AClassificationofNarrativeElementsinFolktale, Ballads, Myths, Fables,
MedievalRomances, Exempla, Fabliaux (Volume 3) (Reviseded.). Indiana
University Press.

Wahl-Jorgensen, K. (2020, February 14). Coronavirus: how media coverage of
epidemics often stokes fear and panic. The Conversation.
https://theconversation.com/coronavirus-how-media-coverage-of-epidemics-
often-stokes-fear-and-panic-131844

Walker, M. (2006). Introduction [E-booK]. In Hitchcock’s Motifs (Amsterdam
University Press - Film Culture in Transition) (pp. 17-35). Amsterdam
University Press.

banokuna, K. O., &Temkuna, B. JI. (2015). Konmentr «Fear» («Ctpax») B
AHIJIMACKOM TI033MM BpPEMEH INIEpBOM  MHPOBOW  BOWHBL. BecTHHK
OpeHbyprckoro rocy1apcTBEHHOTO yHUBEpcHuTeTa, (2 (177)), 207-212.

Becenosckuit, A. H. (1989). Hcmopuueckas nosmuxa. Mocksa: Bricinas nikoia.

Bopo6iioa O. II. (2012).Cmak «Illokomamy»: [HTEpMenianbHICTh ¥ eMOIIHUN
pesonanc.  Bicauk ~ KuiBChKOro  HallOHAJIBHOTO  JIIHTBICTUYHOIO
yHiBepcutety. Cepis: @inonoris, 15(1), 5-11.

["acnapos, b., & [Tanepuo, 1. (1979). K onucanuio MOTUBHOI CTPYKTYPHI JIUPUKU
[Tymkuna. In: Nils Ake Nilsson (Ed.), Russian Romanticism: Studies in the
Poetic Codes (cc. 9—44). Stockholm: Almgvist&Wikselllnternational.

Kapanaun, M. C., & llenkanosa, JI. B. (2016). 43bIKOBAXA PEIIPE3EHTALIUA
KOHIEIITA « CTPAX» B COBPEMEHHOM AHIJIMHCKOM A3BIKE HA



93

I[IPUMEPE TIPOU3BEJEHUN CTUBEHA KUHIA «SALEM’S LOT» U
«PET SEMATARY» - Meoxcoynapoonwlii cmyoeHuyecKull HayyHblli 8eCHHUK
(cemegoe uzoanue). CeteBoe u3NaHHEe MeEXITyHApOIHBIN CTYIEHUYECKUI

Hay4HbINH BecTHHUK. https://eduherald.ru/ru/article/view?id=15398

Kouepran, M. II. (2010). KorunitTuBHa miHrBICTUKA. In 3acanvne moeoznascmeo
(3rd ed., pp. 146—428). BunaBHuunii ieHTp “Axanemis.”

JIamenko H.A., baranuna E.A. ®unonorndeckue Hayku. Bompocekl Teopuu u
npakTuku. — Tam6oB: ['pamora, 2017. —c. 134 — 137

Mapina, O. (2017). [Toetnuni popmu K MyJIbTUMOJAJIbHI KOHCTPYKTU: Ha MEXI1
pi3HOBHIIIB Kareropu3aiii. HaykoBuii BicHUK CXiTHOEBPOIEHUCHKOTO
HallioHaJIbHOTO YHiBepcutery iMeHi Jleci Ykpainku. Cepis "®dinosoriysi
HayKH. MoBo03HaABCTBO", 3, 430-435.

https://rgf.vnu.edu.ua/index.php/raf/article/view/8

CaBunk, I'. C. (2018 ) Konmment CTPAX B mpomsBenenusx A.bupca u T
JlaBkpadTa http://elar.uspu.ru/handle/uspu/9895

Cnobogsu, M. (2009). The method of conceptual analysis in modern cognitive
linguistics. Humanitarian Education in Technical Universities, 0(17).
https://doi.org/10.18372/2520-6818.17.2315

Madwurymmua, M. U. (2012). Penpe3eHTanus KOHIIENTAa CTpax B COBPEMEHHOM
JUHTBOKYNbTYype. BecTHuk Ka3zaHCKOro TeXHOJIOTMYECKOTO YHHUBEPCHUTETA,
15 (5), 227-229.

[xypuna, H. B. (1993). MoTuB Kak cCpeCTBO CO3/IaHUS ICTETHUYECKOT0 €IUHCTBA
npousBeAeHus. B: K. A. PoroBa (Pen.), XynoXeCTBEHHBI TEKCT:
Crpykrypa. S3bik. Ctuibs (CC. 61—66). Cankt-IletepOypr: M3marenbcTBo

CankT-IleTepOyprckoro rocy1apcTBEHHOTO YHUBEPCHUTETA.

Dictionaries

CODLT = TheConciseOxfordDictionaryofLiteraryTerms (1990).

DLThT = Quinn, E. (2006). A Dictionary of Literary and Thematic Terms

PDS = Chevalier, J., Gheerbrant, A., & Buchanan-Brown, J. (1997). The Penguin Dictionary of Symbols
(2nd Revised ed.).Penguin Books.

CED=Collins English Dictionary. (2007). (9th ed.). Glasgow: HarperCollins Publishers.


https://eduherald.ru/ru/article/view?id=15398
https://rgf.vnu.edu.ua/index.php/rgf/article/view/8
http://elar.uspu.ru/browse?type=author&value=%D0%A1%D0%B0%D0%B2%D1%87%D0%B8%D0%BA%2C+%D0%93.+%D0%A1.
http://elar.uspu.ru/handle/uspu/9895
https://doi.org/10.18372/2520-6818.17.2315

94

ILLUSTRATIVE MATERIAL
SCREENSHOTS
Fig. 1

“...the lawless protagonist “...followed by a shot of a “..carrying a detective”
saying “There’s trouble fast-moving train...”
coming”...”
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Fig. 3
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I think r. Krumwiede is

In order to get scared, all you have to do : 4
is far'more dangerous than tie disease.

is come in contact with a rumor...

“In order to get scared, all you have to do is | “I think what Mr. Krumwiede is spreading is

cone in contact with a rumor..” far more dangerous than the disease”.




Fig. 4

The word “prophet”
is visualized on the
posters seen on the

walls.

Poster to the film
Contagion (2011). Tagline
“Nothing spreads like fear”.
Underneath is the name of
the film “CONTAGION”
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Fig.6

The daughter of the
main character is
writing a message
that says “In jail for
144 more days”.
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Fig.7

Two consecutive shots present the images of the child who fell victim to a deadly
virus and that of a fast-moving train entering the city.

Fig. 8

The scene culminates with the crowd

A woman is afraid for her life because the breaking the glass and going through the

counter window
crowd may crush her

The sequence of shots showing the concerned public in various locations around the world
looking at the TV screen on which the news report is shown.
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Fig.10

inevitably drawn to notice the contents of the broadcast on TV

Fig,11

Shot framing is used emphatically in depiction of hands and touch in general. Scene where hands
are framed in the center of the shot

Fig.12

«They're Calling My Flight»
«Chrysanthemum Complex»
«Placebo»

«Move Away from the Tablex»
«The Birds Are Doing That»
«Get Off the Bus»

«100 Doses»

«Affected Cities»

© o N o GOk WM

«Bad Day to Be a Rhesus Maonkey»
10. «I'm Sick»

11. «Get Us to the Front of the Line»
12. «Don't Tell Anyone»

13. «Forsythia»

14. «lt's Mutated»

15. «Merry Christmas»

16. «They Didn't Touch Me»

17. «There’s Nothing in There»

18. «Handshake»

19. «Bat & Pig»

20. «Contagion»
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APPENDIX
App. 1

CONCEPTUAL METAPHOR

ACTUALIZERS

1.DISEASE IS TRAIN

The combination of two modes: auditory (sounds,
music) and visual:
TRAIN (cued by sound, musical and visual images)
DISEASE (cued by the visual image).

The attributes of the domain TRAIN are mapped onto
the concept of DISEASE: e.g. DISEASE is dangerous,
unstoppable, forceful, and it travels from town to town

1.1 FEAR IS TRAIN

The cinematic technique of montage.

The attributes of the train may be mapped onto the
concept of fear: e.g. FEAR is fast, dangerous,
unstoppable, and forceful and it travels from town to
town

2. FEAR IS DISEASE

The verbal mode:
1.The slogan “Nothing spreads like fear”;
2. The character’s monologue: “In order to get scared
all you have to do is come in contact with a rumor, or
the TV or the Internet. I think what Mr. Krumwiede is
spreading is far more dangerous than the disease”

3. FEAR IS ISOLATION

The verbal mode: “In jail for more than 144 days”.
The evoked verbal metaphor: “the house is a jail”.
Concept of FEAR — driving force for isolation and
loneliness.
The attributes of ISOLATION concept mapped onto
the FEAR concept: deprives people of social contact,
increases with the spread of the disease, and takes a
toll on the mental health of the people.
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App. 2
constitutes @ constitutes
the motif the motif
VERBAL\ NON- VERBAL\ NON-
VERBAL manifestations of VERBAL
ELEMENTS (1) the motif ELEMENTS (2)
evoke\ evoke\
actualize actualize
[ CONCEPT (1) 1 [ concepT 2) ]
) L
App.3

Motif of fear in
Contagion film

CONCEPTUAL DIMENSION OF THE MOTIF OF FEAR IN CONTAGION FILM

CONCEPT
FEAR
“spread” II “spread
CONCEPT
CONCEPT CONCEPT
LIES\TRUTH DISEASE

ISOLATION
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App. 4
NEWS REPORTS:

Soderbergh, 2011, 00:23:41- 00: 24:11: NEWSCASTER: Officials are reporting
the closing of Mondale Elementary School in suburban Minneapolis in response to
the recent outbreak of a still-unknown disease that has so far taken the life of a
school nurse and three students. Other schools in District 281 will remain open but
parents have been notified to keep home any children with symptoms. The
Department of Health is awaiting confirmation but sources say these new cases
may be connected to the sudden death of a 34-year-old AIMM Alderson executive
and her 6-year-old son this holiday weekend.

Soderbergh, 2011, 00:36:06: NEWSCASTER: The Centers for Disease
Control and Prevention in the United States and the World Health Organization in
Switzerland confirmed today that Dr. lan Sussman of San Francisco has succeeded
in growing the MEV-1 virus in a laboratory setting. Officials at the CDC cautioned
that the breakthrough is only the first step toward developing a vaccine which is
likely still months away from human trials. The WHO estimates the number of
people infected worldwide to be over 8 million.

Soderbergh, 2011, 00:40:42-00:40:47: Local officials are now saying over
3000 cases have been confirmed in the western suburbs as well as the first cases
reported in Ramsey, Carlton and Saint Louis counties as the virus continues to
spread.

Soderbergh, 2011, 01:11:36- 01:11:46: NEWSCASTER [ON TV]: As the
death toll in the United States is now believed to have reached 2.5 million the
president issued a statement today from an undisclosed location implementing
mandatory curfews in major metropolitan areas after a second consecutive day of
riots in Dallas, Miami, Cleveland and Phoenix. Absenteeism in law enforcement is
nearing 25 percent according to reports...

Soderbergh, 2011, 01:18:11 — 01:18-37: NEWSCASTER: The Food and
Drug Administration is accelerating approval of the MEV-1 vaccine currently in
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production at five secret locations in the U.S. And Europe saying the first doses
could be available for human use within 90 days. The WHO estimates that it could
take nearly a year to manufacture and distribute the necessary amount of the
vaccine to stop the spread of the virus which so far has taken over 26 million lives
worldwide. But as labs work around the clock to produce the life-saving formula

the question remains: Who gets it first?



