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MULTIMODAL UKRAINIAN BRAND NARRATIVE:
SEMIOTICS, STRUCTURE, ARCHETYPES

Memoto pocnifxKeHHA € BUABNEHHA CTPYKTYPHO-HApaTUBHMX, CEMIOTUUYHMUX Ta apXeTUMHUX BNACTU-
BOCTEl YKPAiHCbKOTO MY/IbTUMOZAAIbHOTO HapaTUBY AIK CEMIOTUYHOTO NPOCTOPY BTOPUHHOI cUrHidiKaLii Ta
couianbHOI midonorisauii. [JaHi gna aHanisy BKAOYAOTb CNOTaHM Ta PEKAAMHI MyAbTUMOZANbHI POANKMK
(BineoHapaTVBM) yKPaTHCbKOro 6peHay «3010TUi Bik». [PYHTYIOUMCH Ha MYABTUMOAANbHUX AOCAIAXKEHHAX,
Teopiax cemioTuku Ta midonorii peknamm Ta Teopii KyNbTypHUX apXeTunis i 3aCTOCOBYHOUMU MY/IbTUMO-
AaNbHWUIN, HAPATUBHUIN, HAPATUBHO-CEMIOTUUYHMIA Ta aPXETUNOBUI AHAI3U, Y NOEAHAHHI 3 IHCTPYMEHTamMM
KOHL,EeNTyanbHOI iHTerpau,ii, ctaTra A40ocAraa TakMxX OCHOBHUX Pe3ynbTaTiB.

YKpaiHCbKUI MynbTUMOAANbHUI HapaTUB 6peHay YTBOPHE AUCKYPCUBHUIA KOHCTPYKT, WO FPYHTY-
€TbCA Ha CEMIOTUYHUX KOAAX ayZiabHOro Ta Bi3ya/sbHOro KaHanis i3 3anyyeHHAM BepbanbHUX Ta HeBep-
6anbHNX 3HAKOBUX CUCTEM.

BepbanbHuit moay b, LWLO CNMPAETLCA Ha C/1I0MaH, @ TaKOXK Ha iHBapiaHTHMI ANA BCiX BigeoHapaTueis
ayAjanbHuWiA cynposif — nicHo «KoxaHHA» i NO3aKagpoBUIM HapaTwB, NIATPUMYE repMeHEeBTUYHUI Ko,
OCKIZIbKM MICTUTb KNtoyoBy meTadopy, 6a3oBaHy Ha cioraHi, i nepudepiliHi meTadopmyHi KOMNOHEHTH, WO
PO3KPMBAIOTb KOHLLENTYasIbHi 03HAKM ii Li/IbOBOrO MPOCTOpY.

BiaeosizyanbHuii moaynb Gopmye NpoapiTUUHUIA KoA, 3aCHOBaHWIM Ha HapaTMBHWUX ClOXKETax pe-
KNaMHUX KNiNiB y TPUKOMMNOHEHTHOMY MOX/IMBOMY CBITi: MO33aTEKCTOBOrO PaMKOBOTr0O HapaTUBY, TEKCTOBO-
ro nceBfoOpeasbHOro HapaTMBY Ta KA3KOBOrO HapaTUBY.

KynbTypHWUI1 KoA, peani3yeTbca PisHUMU MyNbTUMOAANbHUMUK pecypcamn. CnoraH i Ha3Ba bpeHay
BK/1IOYAIOTb LIMTYBaHHA BUXiAHOMO iHTEPTEKCTY Ha OCHOBI MiCHI. Y BifleoOHapaTMBax BUKOPUCTOBYHOTLCA NPU-
MNOMM iHTePANCKYPCUBHOCTI, LWLO NOEAHYIOTb eleMeHTU dinbMmy-Mmenoapamm, POMaHTUYHOI icTopii Ta Kas-
KM, @ TaKOX pedepeHLii 40 apxeTunosux o6pasis, MOTMBIB Ta eleMEHTIB apXeTUNIYHOro LMKAIYHOro Yacy.
laeHTMiIKOBaHI apxeTnnHi 0b6pasun mpii, marii, cepua Ta MOTUBM YapPiBHOTO NOMIYHUKA-AaPYBaNbHUKA, 4O
poru, nepexpecTa Ta MariyHoro NepeTBoOPeHHsA TUX, XTO OTPMMaB BpeHA0BUI NoAapyHOK. Kntouosumm € ap-
XeTUNM 30/10Ta Ta KoJ1a-KinbLA, NOB A3aHi i3 CUMBOIIKOO COHUSA. LIMKNiYHA TeMnopanbHicTb, accoLiioBaHa
¢ MihONOriYHMM YacoM, aKTyani30BaHa NOBTOPHOBAHMMM MOTUBAMM i NOB’A3YE KOXaHHA Ta KOWTOBHOCTI Y
paKypci KOHOTaLM «BIYHOCTI» — AK BIYHUX AYXOBHUX i MaTepianbHUX LiHHOCTEN.

CeMaHTMYHKUI Kog, KOHOTaL,ii CniBBiAHOCUTBLCS 3 BTOPUHHUM CUTHIQIKAaTUBHUM 3HAUYEHHAM, IKe aco-
LLiItOE NPOAYKTN BpeHAy 3 «BTiNIeHOO» N0O0B’0 Ta CNMPAETLCA Ha BCi MoAyNi HapaTUBY BpeHAy, KOHCTPY-
H010UM Or0 colianbHy midonorito.

CYMMBONIYHUI Koa 6a3yeTbCA HA APXETUMHUX CUMBOJIaX i 6a30Bil LLIHHOCTI BpeHay B MOro iMMNiLuUTHIN
onosuuii 4o WiHHOCTeN, AKi € YyrKopigHumKn ansa bpeHaa, i anentoe A0 MOTMBALIMHOT LiHHOCTI «1t060Bi Ta
noTpebi y NpuHaNeKHOCTi» B iepapxii N0ACEKUX MOTUBALLiIN.

Knroyosi cnoea: yKpaiHcbkuli myasmumodansHuli bpeHdosuli Hapamus, coyianbHa Migonoais,
cemiomuyHi KoOu, KyabmypHuUl apxemur, HQPAMUBHA CMPYKMYypA.
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Multimodal storytelling first emerged in the mid-1990s, and over the past 30 years, it

has become the most influential marketing tool. Furthermore, today, scholars talk about
the so-called narrative turn [Kreisworth, 1992] or the narrative paradigm [Fischer, 1985] in all
humanities, considering any communicative process as a form of storytelling. Research in the
field of neurolinguistics and linguocognitive studies shows that ideas and values associated with
specific brands are best “sold” in the form of multimodal narratives because storytelling creates
neuro-associations, blending the brand’s story, fairy tales, and statistics into a single whole in the
consciousness of the target audience for advertising (quote from [Belova, 2021, p. 15]. In con-
nection with this, researchers claim that 92% of consumers would like to receive information in
the form of a story, and an effective brand story can help increase the value of a product or ser-
vice by more than 20 times (op. cit.).

A multimodal narrative has become a relevant aspect of studying advertising discourse in
both linguistic [Belova, 2021; Huisman, Murphet, Dunn, 2005; Ryan, 2004] and interdisciplinary
perspectives [Geoffrey, 2007; Jenkins, 2006, 2006a; Scolari, 2009]. In a semiotic context, brands
are presented as narrative worlds, complex discourse universes with a tangible narrative com-
ponent, revealed through plots, characters, structures, and motifs. The projection of narrative
worlds is the subject of research in the theory of possible worlds [Ryan, 1991, 2004]. Multimodal
narratives, constructing one of the possible worlds, do not necessarily have to be “told” in a lin-
ear or interdependent sequence, involving various modes that reveal a unified “story” in inter-
mediate, parallel, and peripheral narratives. To form a cohesive semiotic universe, these stories,
regardless of their mode and the media platform through which they are presented, should be
linked by a shared value — the signified element that resonates with the motivational aspect of
consumer identity [Kravchenko et al., 2021].

By embracing this value, consumers of advertising become an integral part of the poten-
tial narrative world of the brand — whether it is a story about the messianic role of the brand
in the development of civilization (Tesla’s transmedia narrative), going “beyond one’s own
boundaries” (Nike’s cross-media narrative “Just do it”), a new way of thinking distinct from ex-
isting approaches to IT product and service creation (Apple with its 66 multimodal narratives
about “Mac vs. PC”), or a heroic past associated with national identity: Harley-Davidson’s sto-
rytelling, as well as Ukrainian brands’ narratives associated with the images of the nation’s
spiritual leaders — Hetman Nalyvayko (TM “Cossack”), Bohdan Khmelnytskyi (TM “Hetman”),
and others.

In this context, constructing advertising narratives based on multimodal resources be-
comes a fundamental part of the process of social myth-making in advertising, addressing the
human need for self-improvement and self-actualization. The values of a specific brand serve as
discourse-shaping elements, saturating consumer consciousness with social mythology oriented
towards human motivational needs. Each advertising narrative world is positioned not as one of
the “possible worlds” but as the only true reality that shows what and who a person can become
by consuming the advertised product or service.

The Ukrainian Multimodal Narrative (UMN) is still in its early stages of development and dif-
fers from well-known transnational narratives, primarily English-language ones, in its values and
semiotic foundation, structural-compositional features, and semantic characteristics.

In this regard, the study of such a multimodal narrative is both relevant and promising in
terms of identifying the specificity of its social-mythological space, manifested in corresponding
linguistic and narrative techniques.

The goal of this article is to identify the structural-narrative, semiotic, and archetypal prop-
erties of the Ukrainian Multimodal Narrative as a semiotic space of secondary signification and
social mythologization.

I ntroduction

Theoretical Framework

The theoretical foundation of the article combines research on:

(a) Multimodality focused on the use of various modes of communication such as text, im-
ages, sound, and more while exploring how these different modes work together to create a nar-
rative world.
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(b) Narrative Analysis of Multimodal Discourse with a focus on concepts like narrative time,
intertextuality, subjective entropy, eventfulness, narrative structure, typical characters, and
more. Researchers such as Labov and Valetsky [1997] have made significant contributions to this
field.

(c) Semiotics and Mythology of Advertising Discourse: This component delves into the se-
miotic and mythological aspects of advertising discourse, exploring how symbols and signs are
used to convey messages and create myths around products or brands.

(d) Cultural Archetype Theory — considering that the semiotic space of advertising is orga-
nized by combining two planes: one being the realm of advertising social mythology and the oth-
er being the semiotic-cultural dimension rooted in cultural and psychological archetypes [Jung,
1976, p. 6; Lindenfeld, 2009].

Let us focus on each of these research premises and their projection onto the theoretical
and methodological approaches of this article:

The article examines multimodality as “the use of several semiotic modes in the design of a
semiotic product or event” [Kress, van Leeuwen, 2001, p. 20]. It processes multimodal character-
istics through cognitive operations utilized in narrative forms, including world projection [Ryan,
1991; 2004], event foregrounding [Emmott, Alexander, 2014; Van Peer, Hakemulder, 2005], per-
spective [Lwin, 2019], and others. The approach to multimodal narrativity does not confine sto-
rytelling to verbal form or “the set of properties characterizing narrative and distinguishing it
from non-narrative” [Prince, 2003, p. 65]. Instead, it allows for multimodal mechanisms that ac-
tivate a narrative genre schema in the viewers’ consciousness with varying degrees of prototyp-
ical belonging to the category “narrative”.

Given the multimodal nature of advertising narratives, Lotman’s distinction between “pri-
mary and secondary systems of modelling” [Lotman, 1977, pp. 95-98] is of paramount impor-
tance for our research. Unlike Lotman, who regarded verbal language as the primary system of
modelling in cultures, contemporary studies consider such a system within the framework of
narrative, as narrative forms serve as the primary tool for constructing meaning and interpreting
events [Ryan, 2004]. Consequently, the way narrative meaning is constructed does not necessar-
ily have to be exclusively verbal.

In multimodal storytelling, narrative worlds are constructed not only through linguistic
means but also through other modes, such as imagery and/or sound. Therefore, the second the-
oretical premise of the article is narrative analysis of multimodal discourses, with a focus on es-
sential narrative properties such as “informational significance,” “credibility” (reliability), “cau-
sality” (the causal connection between events), and “objectivity” (the degree of evaluation of
events). This viewpoint can be referred to as a “structurally-narrative” one, employing two pri-
mary approaches to narrative analysis, both of which are utilized in the article. The first ap-
proach, referred to as “syntagmatic,” is based on the ideas of V. Propp [1968] and is oriented
towards identifying the sequence of narrative plot, actions, events, themes, and motifs with-
in multimodal narratives. Additionally, the article uses some narrative-structuring functions and
“characters” introduced by Propp, which are identified as invariants for the analyzed video nar-
ratives. The second approach to narrative analysis, stemming from the ideas of C. Levi-Strauss
[1963], can be called “paradigmatic.” It focuses on studying the stylistic and connotative means
that shape the narrative and pragmatic characteristics of the entire narrative of a specific brand.

The paradigmatic approach intersects, in our view, with studies in semiotics and the my-
thology of advertising discourse, drawing on the ideas of R. Barthes [1973] and J. Baudrillard
[1998] regarding advertising myth as a secondary semiotic system that generates a unique im-
perative means of influencing people. This vector can be denoted as semiotic-narratological,
aimed at studying the possible worlds of advertising discourse and its mythological values of the
second level of signification. Modern advertising discourse is examined by scholars as a space of
secondary signification and mythologization, in which associative and connotative implicit mean-
ings “displace” denotative meanings associated with the nominations of a brand, product, or
service. The essence of the secondary meaning of advertising discourse can be presented as fol-
lows: the signified, actualized by verbal or multimodal means of advertising, becomes a signifi-
er aimed at designating a new signified on an associative-connotative level, which in the adver-
tising myth “alienates” the primary meaning [Kravchenko et al., 2021] by naturalizing values. In-
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Ill

stead of products or services, advertisements “sell” ideas and values with which a specific brand
is metonymically identified, creating comfortable “possible worlds” for consumers. Thus, Ukrai-
nian “Morshynska” water is no longer just a beverage but an embodiment of health, and banks
in their slogans attempt to convey reliability and trust, as in the slogan “The Formula of Your Con-
fidence” (Bank Sich). The issue of constructing a narrative world and narrative techniques in ad-
vertising has been addressed by researchers such as G. Long [2007] and C. Scolari [2009], includ-
ing from the perspective of multimodal transmedia storytelling, extensively explored by Henry
Jenkins [2006; 2006a].

Methodology

The article employs an integrative methodology that encompasses various techniques:

1. Narrative analysis [Labov, 1999; Propp, 1968] is used to identify:

(a) Structural components of video narratives and narrative categories such as intertextu-
ality, subjective entropy, and more, (8) Narrative motifs, plots, character invariants, and struc-
ture-forming functions. In defining the structural components of multimodal narratives, the ar-
ticle utilizes the traditional six-component narrative structure proposed by W. Labov [1999, pp.
221-235], which includes: Abstract (an introduction justifying why the narrative should be told),
Orientation (information about time, place, and characters involved), Complicating action (the
main events that occurred), Evaluation (the author’s perspective on the events), Result/resolu-
tion (how the story was resolved), Coda (the consequences of the events of the narrative).

The identification of character invariants and functions in the article is based on their taxon-
omy introduced by V. Propp [1968], with a special focus on structural functions like the helper/
donor, magical agent, and hero transformation invariants, which are inherent in the video nar-
ratives considered.

2. Multimodal analysis includes the examination of various semiotic modes and elements
within advertising, such as visual, verbal, auditory, and gestural components, to identify their in-
teractions in conveying messages and influencing the audience. This analysis is aimed at inter-
preting the complex semantic space that unfolds within multimodal phenomena or is the result
of their interaction — intersemiosis of semiotic resources, as well as analyzing the integration
of the semantic potential of different resources. Such an analysis is particularly relevant when
studying the resulting semantic space in dynamic texts [ledema, 2001; Liang, 2015] — specifical-
ly, video narratives, which are explored in this article.

3. Narrative-semiotic analysis of brand narratives is aimed at identifying multiple semiot-
ic codes and their correlations with discourse-forming values that displace denotative, product-
related meanings [Barthes, 1974]. In Barthes’ classification, the hermeneutic or riddle code per-
tains to elements of the narrative referred to as “partial answers,” “suspended answers,” and
“jammings,” and so on. In contemporary narrative studies, this concept is closely related to the
term “negative capability,” which refers to “the art of building strategic gaps into a narrative to
evoke a delicious sense of ‘uncertainty, mystery, or doubt’ in the audience” [Long, 2007, p. 53].
The proairetic or actional code implies narrative tension and predicts the actions of characters
and the development of the plot. The semantic code relates to any element of the text that im-
plies a specific connotative meaning. In multimodal advertising narratives, it is the semantic code
that is responsible for creating second-level signification, naturalizing values and ideas. The sym-
bolic code serves as a profound structural principle that organizes the semantic values of a brand
in implicit opposition to values that are foreign to it. Within the framework of advertising dis-
course, the symbolic code, in our view, is rooted in the motivational needs of individuals, which
determine the discourse-forming values of brands [Kravchenko et al., 2021]. The cultural code
encompasses a set of stereotypes encoding universal or ethnic cultural features. In the article,
the concept of the cultural code is clarified in two fundamental aspects: as being based on mark-
ers of intertextuality and/or interdiscursivity, and as cultural archetypes embodying universal or
culture-specific basic structures of “collective” consciousness through archetypal motifs, plots,
images, and symbols.

4. The article also involves an explanatory toolkit of the theory of conceptual blending [Fau-
connier, Turner, 2002], which is used to analyze the metaphors of the verbal module of multi-
modal narratives. The article applies a basic structure of four spaces for the reconstruction of
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metaphors, consisting of two or more source and target input spaces, the generic space of their
shared attributes, and the resulting blended space that combines components from the input
spaces, abstracted into frames or schemes of generic space.

5. Archetypal analysis [Belekhova, 2015; Kravchenko, Goltsova, Snitsar, 2021] is employed
to identify elements of the cultural code, underlying the social mythology of advertising.

The data for analysis include slogans and promotional multimodal videos (video narratives)
of the Ukrainian brand “3onotuit Bik” (Golden Age) brand, a well-known producer of jewellery.
The selected video narratives for analysis include: Takci. Tobi auuums moe KoxaHHsA' [Opnos,
Xapgmeriep, 2015]; Tobi auyume MO€ KoxaHHA. 3onomuli Bik. 3 Hosum Pokom? [Opnos, Xap-
ameliep, 2015al; Tobi nuyume moe KoxaHHA. 3onomuli Bik (A 4yro sac. A 4y, w0 8u moxuce-
me ckazamu o0uH ooHomy)? [Opnos., Xapameliep, 2015b]; Pianoboli “KoxaHHa”. 3onomuli 8ik*
[Opnos, Xapameiep, 2015c]; Tpu napu. Tobi Au4ume Moe KoxaHHA. 3onomuli Bik® [Opnos, Xap-
ameliep, 2016]; Tobi nuyums mMoe KoxaHHA. 3onomuli Bik. OciHb® [Opnos, Xapameliep, 2016al;
Konekuis obpy4ok 8id 3onomoeo Biky’ [Opnos, Xapameiep, 2017], 3onotuit Bik. Love season®
[Opnos, Xapameliep, 2017a] and others.

Discussion and Major Findings

Brand narrative codes: social-mythological and cultural-archetypal underpinning

The specificity of the Ukrainian multimodal narrative is evident in its values, plots, struc-
ture, the involved multimodal modules, and the media platforms on which such a narrative is
constructed.

The brand’s key slogan, “To6i niunte moe KoxaHHa!” (My love suits you!), as well as the
company’s name, is based on the song “KoxaHHa” (Love) by the group Pianoboy [Lypos, 2015],
which served as the musical background for the brand’s “stories” presented in the form of You-
Tube video series. Brand’s multimodal narrative becomes a polymodal construct, which utilizes a
wide range of semiotic resources to create a compelling and emotionally resonant brand identi-
ty, highlighting the fusion of music, visuals, and cultural references. Multiple semiotic codes are
realized through two sign systems (verbal and non-verbal) via two channels (auditory and visu-
al). The auditory channel includes (a) the musical code — a lyrical soundtrack, (b) paralinguistic
codes: high pitch, sharp fluctuations in pitch and volume, a specific timbre that intensifies emo-
tions and intonation (increasing strength and tension), (c) linguistic code — voice-over of the “wiz-
ard” and the song lyrics, (d) artistic-theatrical code: the refrain reflects the main idea of the vid-
eo. Additionally, various visual codes are employed: iconographic, graphic-visual (brand logo), ki-
netic, proxemic, scenographic, and more.

The article examines the verbal, audiovisual, and auditory modules in the specifics of their in-
teraction within the discursive multimodal space from the perspective of the brand’s discourse-shap-
ing strategy. Given the constitutive features of advertising, the primary discursive strategy consists of
associating the brand with motivational value, creating a secondary associative-connotative level of
meaning that replaces the functional value of the product with one of the basic human needs (high-
lighted, in particular, in Abraham Maslow’s hierarchy of needs [1943]). At the metalevel of mean-
ing, which creates the socio-mythological component of the Golden Age brand’s advertising, there is
an identification of this brand’s jewellery with “embodied” love. Accordingly, the brand’s discourse-
forming strategy can be formulated as follows: “Golden Age” and its products are embodied love,
and, consequently, the act of gifting the products also metonymically signifies Love.

At the verbal level of the brand’s multimodal narrative discourse, the discourse-forming
strategy is implemented through the slogan “My love suits you!”, based on the key metaphor:
“Love is a Decoration / an Accessory” (that can suit).

! Taxi. My love suits you

2 My love suits you. Golden Age. Happy New Year

3 My love suits you. Golden Age (I Hear You. | Hear What You Can Say to Each Other)
4 Pianoboy “Love”. Golden Age

® Three Pairs. My love suits you. Golden Age

6 My love suits you. Golden Age. Autumn

7 Collection of Engagement Rings from the Golden Age
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The metaphor relies on the integration of two input source spaces in hypo-hyperonymic re-
lation — Thing and Decoration / Accessory, projected into one input target space “Love”. The ge-
neric space selects from the input spaces the common attribute of “emotional value” in its ma-
terial and spiritual expressions: much like an ornament or accessory, love can bestow special sig-
nificance and beauty upon a person’s life, as well as emphasize the uniqueness and individuali-
ty of each situation or individual. The generic space is projected into the blended space based on
the mechanism of compression, involving cause-and-effect relationships with a metonymic shift:
If preciousness and love are respectively a material and a spiritual value, then they can be inter-
changeable, and preciousness can be an expression of love. In other words, the gift-preciousness
metonymically substitutes for love.

The elaboration of a blend implies the development of common attributes of the generic
space, such as individuality and uniqueness, with the idea of alignment, harmony, and natural-
ness. During the brand’s elaboration stage, the integration is based on causal relationships: if a
precious thing can “suit” or harmonize with a person, then love, metonymically substituted for a
gift-preciousness, can also “suit” or harmonize with a loved one.

In terms of Barthes’ signifying codes, the metaphor in the multimodal narrative structure
correlates with the hermeneutic code, requiring additional cognitive efforts from the target audi-
ence for its interpretation. The key metaphor encoded by the slogan forms the basis for all of the
brand’s video narratives, thanks to an invariant auditory module — the song “KoxaHHs” with a re-
peat “My love so suits you!”. Through the lyrics of the song, the metaphor extends to an associa-
tive complex that includes peripheral metaphorical components that reveal the concept of love:
Love is air, i.e., something you cannot live without: 3pobus 6u mak, ymob ece Haskpyeu (...)
ouxasno meoim KoxaHHAM®.

Love is a flight: KoxaHHs (...) Po3npasum Kpuna i nonemum™.
The name of the beloved is a song: Ak6u g miz spamysamu ceim Im’am Ha3eas 6u meoim. 3pobus
b6u mak, Ymob ece Haskpyau 3aexOu cnieasno HUM,

In addition to metaphor, the metaphorical complex includes metonymy: “the beloved is a
vessel”, and “love is the content” (completely fills the beloved, defines her content): Bcs, 3 Hie
00 2o0n08u, KoxaHHA™. Together with the basic metaphor, these peripheral metaphors encode
the hermeneutic code of the video narratives with the auditory module of the song. The meta-
phorical complex is enriched with the connotation of “lightness” as another attribute of love in
the phrase [s1a Hac 3 mob6oro ueli sBessiemeHcokuli ceim Cmae makxuli neekul®, which combines
several stylistic devices: implicit antithesis, oxymoron, and metaphor to denote the state before
and after falling in love.

On the other hand, the recurrent repetition of the song, even in its reduced form, contrib-
utes to the construction of the hermeneutic code at the level of the entire brand mythology as
a “possible” world in which secondary meanings — love, lightness, a state of flight, fullness, vital
importance, fulfilment of desires — are naturalized as metonymic substitutes for the brand and
its products.

The audiovisual level of the multimodal brand narrative is presented in a 30-second vid-
eo series that unfold through the creation of parallel stories unified by a common value (love),
a shared slogan and brand name, as well as similar narrative motifs and some structural proper-
ties. These shared characteristics “embed” the semiotic worlds of the videos into a unified dis-
cursive universe—the macro-narrative of the “Golden Age” brand.

From the perspective of narrative codes, videos draw upon common cultural codes in their
intertextual and interdiscursive manifestations. In terms of interdiscursivity, narratives have a
prototypical genre-hybrid foundation, combining elements of melodrama, romantic storytelling,
and fairy-tale narration.

8 Golden Age. Love season (The translation into English was carried out by the authors of the article).

1 would do it so that everything around (...) breathed with your Love.

10 We will spread our wings and fly.

1 If | could save the world, | would name it after you. | would make it so that everything around
always sang your name.

12 All, from head to toe, is Love.

13 For you and me, this vast world Becomes so light.
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Intertextuality manifests through explicit and implicit techniques. Explicitly, it is evident in the
direct borrowing of the brand name and its slogan from the song “Love.” Implicitly, the intertextu-
al cultural code relies on cultural archetypes. In this context, it's worth noting that the social myth-
making of modern brands often assumes a cultural-archetypal and psychological-archetypal ba-
sis, which appeals to the archetypal and, consequently, the “unconscious” component of the tar-
get customer’s identity. Engaging with such a component is an effective communicative-pragmatic
strategy in advertising because myths and archetypes that tap into “bridges” to the subconscious
facilitate the communication process and are an effective way to promote a product.

The multimodal narrative of the “Golden Age” brand applies cultural archetypal images of
celebration, dreams, magic, hearts, beauty, and the universal cultural archetype of “gold” as-
sociated with the symbolism of the sun. Golden magical items in fairy tales are often combined
with the element of a circle (the shape of a golden ring), which is linked to the sun-circle symbol-
ism. Other archetypal elements include the ethnic archetype of “hearts,” which is characteristic
of the cardio-centric Ukrainian nation and is present in all narrative video series of the brand, as
well as motifs of roads, departures, crossroads, where the hero remains in the video “Taxi. My
love suits you” [Opnos, Xapameliep, 2015] (Figure 1).
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Figure 1. “Taxi. My love suits you” [Opnos, Xapameiiep, 2015]

The conceptual spaces of the narratives are integrated with the frequently used visual
metaphor of golden sparks, which the wizard scatters and ignites people’s hearts (Figure 2).
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Figure 2. “Taxi. My love suits you” [Opnos, Xapgmeiiep, 2015]
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The metaphor is reproduced in a series of brand videos, such as “Golden Age. Love sea-
son” [Opnos, Xapameliep, 2017a], “My love suits you. Golden Age. Autumn” [Opnos, Xapamen-
ep, 2016] (Figures 3, 4), etc.

S

Figure 3. “Golden Age. Love season” [Opnos, Xapgmeiiep, 2017a]

Toti NuuKTe Moe KoXaHHA-SonoTui Bik. Ocids. TB 30 cex

Figure 4. “My love suits you. Golden Age. Autumn” [Opnos, Xapgmeiiep, 2016]

The metaphor of golden sparks is an extension of the metaphor blend based on the slo-
gan, but it operates at the level of the visual module and, in turn, partially relies on the conven-
tional metaphor of a “heart burning with love”: if love and preciousness are metonymically in-
terchangeable in the slogan “My love suits you,” supported by the consistent visual component
of video narratives (the gift of preciousness), then preciousness (gold, golden sand) has the pow-
er to ignite the soul with love.

Another archetypal model is associated with the temporality of multimodal video narra-
tives, including elements of temporal cyclicality as a repetition of the same, which is connect-
ed to archaic mythological times. Formal-structural manifestations of temporal cyclicality identi-
fied in linguistic research include, among other things, recurrent motifs, rituals, formality, recur-
ring repetitions (often a symbolic number of times), the motif of renewal, hero rebirth/transfor-
mation, symbols, and the repetition of plot elements [Kravchenko, Goltsova, Snitsar, 2021, pp.
75-108].
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In the video narratives considered, temporal cyclicality is realized through the repetition of
a dance ritual within the plot, performed by a wizard or lovers, as illustrated below by the clips
“My love suits you. Golden Age. Happy New Year” [Opnos, Xapameiiep, 2015a], “Taxi. My love
suits you” [Opnos, Xapameitep, 2015], “Collection of Engagement Rings from the Golden Age”
[Opnos, Xapameliep, 2017], as well as a fairy tale motif of a wizard with a magical golden sub-
stance that transforms ordinary people into lovers (Figures 5, 6, 7).

The magician is dressed in modern attire and performs a modern dance, thus involving not
only the archaic archetype but also a modern cultural archetype based on intertextuality with
contemporary artistic films about “modernized” Guardian Angels.

At the same time, the plot of transformation itself becomes a continuous cyclic repetition
that, in the format of the brand-created narrative world, alludes to eternity. Connotations of
eternity contributing to the narratives’ semantic code are associated with such “eternal” spiri-
tual and material values as love and preciousness. In the video narrative “Three Pairs. My love
suits you. Golden Age” [Opnos, Xapameitep, 2016], the idea of cyclicality is actualized through
the symbolic triple number of transformations, as exactly three pairs are transformed into lov-
ers (Figure 8).
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Figure 5. “My love suits you. Golden Age. Happy New Year” [Opnos, Xapgmeiiep, 2015a]
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Figure 6. “Taxi. My love suits you” [Opnos, Xapgmeiiep, 2015]

35



ISSN 2523-4463 (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 2523-4749 (online) 2023. Ne 2 (26/2)

' Konekujin ofipyyox sig Sonotore Biky

Figure 8. “Three Pairs. My love suits you. Golden Age” [Opnos, Xapameiiep, 2016]

In addition to the elements of cyclic temporality, another mythological cultural archetype,
originating from fairy tales, is represented by the magical instrument — golden sand, which is an
essential element in resolving situations in video narratives, correlating with such a fairy tale
function (the fourteenth function in Propp’s system) as the hero obtaining a magical gift. At the
same time, the image of “golden sand” is a metonymic allusion to the brand “Golden Age” and
its products, verbally supported by the brand name and the functions of jewellery as tokens of
love in the visual-narrative space of the video clips.

Along with the cultural-archetypal code and hermeneutic code encoded in metaphors, the
brand narrative incorporates semantic and symbolic codes. From the perspective of secondary
advertising signification, the brand establishes enduring connotations with its products, not
only as a symbol of love but also as its embodiment. In this context, the semantic code forms
the core mythologeme of the brand, which is intended to become the signified concept that is
connoted by the nomination of all products associated with it in the minds of consumers. This is
the primary communicative-pragmatic goal of creating the advertising discourse of any brand.
The semantic code of stable connotations, replacing the brand name with the signified concept
of “love,” in turn, correlates with the symbolic code because the symbolic value of “love” is
implicitly contrasted with values such as status, wealth, prestige, and the like, which can be
motivational values for jewellery brands.

In turn, the symbolic code correlates with the “deeper” motivational need of people,
represented by the third level of Maslow’s hierarchy — “the need for belonging and love.” For
comparison, the modern brand discourse of Golden Age is based on a discourse that links the
brand to a value such as “status,” associated with the need for respect at the fourth level of
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the motivational hierarchy. Despite the brand slogan remaining unchanged, its visual semiotics
indicate an orientation towards precisely this component of target consumer identity.

In addition to the mythologeme “embodiment of love,” brand video narratives construct
several other mythologemes based on the brand’s associations with different motivational
values: The products of the Golden Age brand serve as a mediator in achieving a beautiful life
or fulfilling desires. In the multimodal context of the entire brand narrative, the hermeneutic
code, based on the metaphorical slogan, in interaction with semantic, symbolic, and cultural
codes, constructs an unalterable possible world in which the brand’s jewellery is naturalized as
an unequivocal means of attaining “love,” a “beautiful life,” and the fulfilment of desires.

Narrative structure of the brand advertisement videos: proairetic code

Each of the video stories, which are isomorphic in terms of their secondary signified, con-
stitutes an independent multimodal mini-narrative constructed in accordance with a narrative
genre. The narrative videos feature various characters and storytelling plots with varying degrees
of reduction in structural narrative elements.

In the video narrative “Three Pairs. My love suits you. Golden Age” [OpnoB, Xapameliep,
2016] the function of Abstract is fulfilled by the beginning of the song “Love,” which precedes
the story and accompanies it. The song’s lyrics about love’s ability to work miracles serve as the
value-conceptual basis for why such a story should be told. The Orientation, which includes the
time, place, conditions of events, and main characters, serves as a means of the composition-
al organization of the analyzed advertising narrative as a “story within a story”: the love story
unfolds within the framework of the song. Thus, the narrative space is divided into two topoi —
the topos of the scene where the actress sings and the topos of the dynamic unfolding of events
structured by different loci, which are the settings for various events: the street in front of the
house where the quarrel takes place, the taxi where the girl escapes, the square where the ma-
gician dances.

The complicating action, which is the most pronounced element of the narrative structure,
consists of a visual (without verbal commentary) scene of the lovers’ quarrel and their separa-
tion, and is accompanied by a change in the emotional status of the characters. Complication, as
a structural component of storytelling, contributes to the proairetic code as it creates tension,
implying an expected Resolution. It is achieved through the use of the technique “Deus ex machi-
na” technique (from Latin, “god from the machine”), which is employed in narratology to de-
note an unexpected solution to a seemingly hopeless situation that does not naturally arise from
the course of events but represents something artificial brought about by external intervention.
The situation is resolved by a magician who ignites the hearts of young people with love using a
magical tool — golden sand, which is a metonymic embodiment of the “Golden Age” brand and
its products. The concluding element of the narrative, its Coda, is presented at the story level
through the presentation of an engagement ring, accompanied by a verbal comment in the form
of the brand’s slogan, “My love suits you!”

In the advertising video narrative “My love suits you. Golden Age. Happy New Year” [Op-
nos., Xapameltiep, 2015a] there is a certain variation of the structural parts of the story with their
reduction and combination. In particular, the magician’s intervention serves as both a resolution
and a complicating action —an unexpected turn of events that deviates from the norm. The coda
component depicts the actions of the charm on three couples, transforming them into lovers.
Within the multimodal space of brand advertising, the coda, which brings the story’s events back
to the present, is manifested through the brand’s slogan, repeated as a refrain in all video narra-
tives. In the brand’s narrative multimodal discourse, Coda becomes the concluding structural el-
ement that hints to consumers the solution — to acquire the brand’s product to satisfy their mo-
tivational needs for love, harmony, and agreement.

Another isomorphic narrative element in the stories is their modelling in three possible
worlds: (a) the narrative or “pseudo-real” world, based on the love story of contemporaries, (b)
the fairy tale world, and (c) the “extra-narrative” world (marked by the singer, who serves as the
narrator through words, the accompanist, and the magician, on whose behalf the story is told),
as illustrated by stills from the video “Pianoboy “Love”. Golden Age” [Opnos, ., Xapgmeriep,
2015c] (Figure 9).
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Figure 9. “Pianoboy “Love”. Golden Age” [Opnos, I., Xapameiiep, 2015c]

The fairy tale world, coexisting with the “pseudo-real” one, is marked by the motif of the
magical gift-giver assistant. The narrative function of the archetypal role of the Wizard lies in the
construction of an illusory world and filling it with supernatural forces. The Wizard fills human
hearts with golden dust, which, on the one hand, embodies the fairy tale motif of a magical ob-
ject, and on the other hand, corresponds to the narrative archetypal motif of magical transfor-
mation, renewing the people who receive such a gift, including the transmission of magical pow-
ers to them — as seen in the final scene of the video narrative “New Year.” [OpnoB, Xapameliep,
2015a] (Figure 10).

Figure 10. “My love suits you. Golden Age. Happy New Year” [Opnos, Xapameiiep, 2015a]

The material symbol of the transformation of a person in the world of love is the precious
object in which the magical item (golden dust) is embodied, and which the “transformed”
characters present to their loved one.

The correlation between semiotic codes and the means of their implementation in the
brand narrative is shown in the table below.
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Table 1.
Semiotic codes and their implementing devices
Codes Devices

Proairetic code Narrative plots in video-visual module in three-folded possible world: extra-narrative,
pseudo-real, and fairy-tale.

Cultural code 1 Explicit intertextuality means — direct quotation of the song-based source intertext in
the slogan and brand name.

Cultural code 2 Interdiscursivity devices — elements of film-melodrama, romantic history, and fairy-tale
suggesting genre-hybridity of video narratives.

Cultural code 3 Implicit intertextuality devices — references to mythological archetypes and cyclic
temporality.

Semantic code “Connotative semantics” of the narrative, aimed at brand association with motivational
value, which is discourse-forming for the socio-mythological semiotic space of the
brand.

Symbolic code 1 Archetypal symbols.

Symbolic code 2 The symbolic value / values of a brand implicitly opposed to values alien to it.

Hermeneutic code 1 | Metaphors and other stylistic devices.

Hermeneutic code 2 | Brand’s mythologemes as constructs of a «possible» world in which secondary
signifieds — love, beautiful life, dreams, and wish fulfilment — are naturalized as
metonymic substitutes for the brand and its products.

Conclusions

The Ukrainian brand narrative is a multimodal discursive construct formed by a combination
of multiple semiotic codes realized through verbal and non-verbal sign systems via auditory
and visual channels. The modules are integrated through multimodal narratives, constructing
a semiotic world integrated with the secondary signified “love” and the associated concepts
that replace the denotative meaning of the brand as a jewellery company and its products as
ornaments. The secondary signified is verbalized through slogans, visualized through plots,
voiced by background songs or voice-over narrators, and encoded by cultural codes in their
intertextual and archetypal aspects.

Multimodal brand narratives, featuring different characters, narrative plots, and
formal-narrative structures, are isomorphic in relation to (a) a three-dimensional possible
world: the “extra-narrative,” “narrative pseudo-real,” and fairy tale world, which are
interconnected, (b) archetypal images, motifs, and characters: the magical gift-giver
assistant, the magical tool, “gold” and a circle-ring, the motifs of the road, the departure,
the crossroads, the magical transformation of people who receive the brand-associated
gift; elements of archetypal cyclical time with connotations of “eternity,” associating the
brand with love and jewellery as eternal spiritual and material values; (c) similar narrative
plots with varying degrees of reduction in structural narrative elements contributing to a
proairetic code.

The multimodal space of the video narratives is structured by five narrative-semiotic
codes. The semantic code of connotations associates the brand with the concept of love,
serving as a discourse-forming element for the brand’s mythology. The symbolic code is
based on archetypal symbols and implicit oppositions to values that are foreign to the
brand. The proairetic code relies on structural narrative elements, which creates narrative
tension before resolution, and symbolically resolves with the brand-associated golden dust,
a metaphorical representation of the brand’s products, as well as its materialization in the
form of jewellery or other luxury items, restoring love and harmony. The hermeneutic code
provides consumers with a means to interpret and understand the brand’s messages and
values. It is marked by an associative metaphorical complex based on the lyrics of the song,
serving as an auditory backdrop for the video narratives and becoming defining for the
brand’s mythology as a “possible” world in which secondary meanings — love, lightness, a
state of flight, fullness, vital importance, fulfiiment of desires —are naturalized as metonymic
substitutes for the brand and its products.
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Thus, the interaction of visual, auditory, and verbal modules in the brand’s narratives
implements its discourse-forming strategy — to convince the target audience that by purchasing
the brand’s products, they acquire not so many material goods as love, happiness, transformation,
and fulfilment of desires.

The prospect of further research is the analysis of the pragmatics of multimodal narratives
of Ukrainian brands.
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The aim of the study is to identify the structural-narrative, semiotic, and archetypal properties of
the Ukrainian multimodal narrative as a semiotic space of secondary signification and social mythologi-
zation. The data for analysis include slogans and promotional multimodal videos (video narratives) of the
Ukrainian brand “3onotuii Bik” (Golden Age). Based on multimodal research, semiotics and advertising
mythology theories, as well as the theories of cultural archetypes, and utilizing multimodal, narrative,
narrative-semiotic, and archetypal analysis, in conjunction with conceptual integration tools, the article
has achieved the following key results.

The Ukrainian brand narrative is a multimodal discursive construct formed by a combination of mul-
tiple semiotic codes realized through verbal and non-verbal sign systems via auditory and visual channels.
The modules are integrated through multimodal video narratives, constructing a semiotic world integrated
with the secondary signified “love” and the associated concepts that replace the denotative meaning of the
brand as a jewelry company and its products as ornaments. The secondary signified is verbalized through
slogans, visualized through plots, voiced by background songs or voice-over narrators, and encoded by cul-
tural codes in their intertextual and archetypal aspects.

Multimodal video-narratives, featuring various characters, narrative plots, and formal-narrative
structures, exhibit isomorphism with respect to the possible worlds they construct, archetypal images,
motifs, and characters, as well as analogous narrative plots with differing levels of reduction in structural
narrative elements.

The verbal module, based on a slogan, as well as invariant auditory accompaniment common to all
video narratives — the song “Love” and off-screen narrative, supports a hermeneutic code because it con-
tains a key metaphor based on the slogan and peripheral metaphorical components that reveal the con-
ceptual features of its target space.

The audio-visual module forms a proaritic code based on the narrative plots of advertising clips in
a three-component possible world: extratextual frame narrative, textual pseudoreal narrative, and fairy-
tale narrative.

The cultural code is realized through various multimodal resources. The slogan and the brand
name include explicit references to the source intertext based on the song. In the video narratives, tech-
niques of interdiscursivity are used, combining elements of melodrama, a romantic story, and a fairy
tale, as well as references to archetypal images, motifs, and elements of the archetypal cyclical time.
Central to these are the archetypal images of dreams, magic, hearts, and motifs of the magical help-
er-giver, the journey, crossroads, and magical transformation of those who receive a branded gift. The
main archetypes are those of gold and the ring-circle, associated with the symbolism of the sun. Cycli-
cal temporality, associated with mythological time, is actualized by recurring motifs and underpins the
unity of love and preciousness from the perspective of the connotations of “eternity” — as eternal spiri-
tual and material values.

The semantic code of connotations is related to the secondary signification meanings, which asso-
ciate the brand’s products with “embodied” love and is based on all the brand’s narrative modules, con-
structing its social mythology.

The symbolic code is based on archetypal symbols and the core value of the brand in its implicit op-
position to values foreign to the brand, appealing to the motivational value of “love and the need for be-
longing” in the hierarchy of human motivations.

The perspective for further research is the analysis of the pragmatics of multimodal narratives in
Ukrainian brands.
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