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VISUAL METAPHOR IN PARATRANSLATION OF LITERARY IMAGE

JocniaKeHHA po3LMPIOE BUBYEHHA NapaTpaHcaaLii iNlocTpoBaHOI NiTepaTypu, BUCBITAOOUM CMO-
cobu, y AKMX Bi3yasbHa OMNOBiAb NEPETUHAETLCA 3 TEKCTOBMM NepeKIaom, CTBOPIOOUYM baraTopiBHeBi Ta
OMHaMiYHi Mepexki cmucnis. Y poboTi 34iiCHEHO MY/IbTUMOZA/IbHUI i AiaXPOHiYHMIA aHani3 6aok HKaHa
ne NadoHTeHa Ta iXx NepUTEKCTIB i3 0CO6ANMBMM aKLEHTOM Ha PiSHOMaHITHMX Bi3ya/ibHUX iHTepRpeTauinx,
3anpOMNOHOBAHMX iINOCTPATOPAMM B PI3HUX ICTOPUYHMX | KyNIbTYPHUX KOHTeKcTax. MeTadopa nocrtae Kato-
YOBWUM IHCTPYMEHTOM 3B’A3KY B LibOMY NpoLeci, PYHKLIOHYHOUYM HA NiHIBICTUMHOMY Ta Bi3ya/slbHOMY PiBHAX
ONA nocepeHULTBA CMUCNY 1 YTBOPEHHA HOBMX LWapiB iHTepnpeTaLii.

CTaTTA Ma€ Ha Memi BU3HAYEHHA CKNAAHOI B3AaEMOIT MiXK TEKCTOBMMM Ta BiyanbHUMM enemeHTa-
MW B iNHOCTPOBaAHIN NiTepaTypi, 30cepeaskytoum yBary Ha poni napaTpaHcaauii Ta metadopu y popmyBaH-
Hi 3HAaYEHHA B Pi3HUX MOBHMX, KYNbTYPHUX Ta iICTOPUUHUX KOHTEKCTaxX. 30Kpema, NparHemo AOCNianTH, AK
intocTpauii, nepiTekcTyanbHi eleMeHTU Ta MynbTUMOZaNbHI cTpaTerii y 6aiikax HaHa ae /ladpoHTeHa cnpu-
ATb CTBOPEHHIO, TpaHCchOopMaLii Ta iHTeprpeTaL,ii HApPaTMBHOrO 3MICTY, @ TAKOXK fK Lii Npou,ecy nonerwy-
I0Tb MiXKKYNbTYPHY iHTEPNPETAL,it0, 3a/1lyYEeHHA YNTaYiB i AMHAMIYHY €BOIIOLLI0 ONOBiAaHb MPOTATOM Yacy.
[nA upboro 3anyyeHi repmeHeBTUYHMI Ta CEMIOTUYHMIA NiAXOAN Ta MEMOOU MYNbTUMOAANbHOTO i Nepekna-
[aLbKOro, aHanisy.

JocniaeHHA NPONOHYE TUNOJIOFi0 MePUTEKCTYaIbHUX CTPATEril | PO3rNAAAE, AK Y HUX NPALIOE Me-
Tadopa, popmytoun B3aEMMHU MixK 06pa3om, TEKCTOM i YnTadyem. poOCTeXyOUM eBOIOLLI0 Bi3yasbHUX
iHTepnpeTauii nopsag i3 nepexknageHuMu Bepciamm 6alioK, aHani3 NOKA3ye, LLO iIOCTpaLia BUCTYMNAE He
BTOPUHHUM CYNnpOBOAOM, @ aKTUBHUM areHTOM nepeKoHoirypaLii HapaTMBHOro cMucy. Y LLbOMY CeHci ne-
puTeKcT i meTadopa € He nepudepiiHNMMU, @ KOHCTUTYTUBHUMWU eNeMEHTAMM NiTepaTypHOI KOMyHiKauii,
AKi TpaHchOpPMYHOTb CNOCIB, Y AKKIA icTOpIi NepeaatoTbea, CNPUNMalOTbLCA Ta NEPEOCMUCTIOTLCS B Yaci 1
Ky/bTypax.

Y LeHTPI LbOoro AOCNIAKEHHA — TeOPeTUYHA paMKa NapaTpaHCAALLi, OCMUCAeHa Y Aiano3i 3 aHanisom
napaTtekcTiB i neputekcTiB epapa KeHeTTa. Takui niaxig BUXO4UTb 32 MeXi TPAAMUIAHUX yABAEHb NPO
NiHTBICTUYHY eKBIBa/IEHTHICTb, OXONAIOKOYM MaTepianbHi, rpadiyHi Ta NPOCTOPOBI BUMiIPU CMUCNOTBOPEHHS.
Y Uit nepcneKkTUBI PO3rNAAaeTbCA, AK iNHOCTPaL,i, NapaTeKCTyaNbHi enemeHT Ta BUbip KomnosuLii popmy-
I0Tb CEMAHTUYHE 11 Ky/IbTypHEe NocepeaHULTBO TEKCTY, BMJIMBAIOYM Ha iHTEPRpeTaL,ito YNTayeM HapaTUBHO-
ro NpocTopy, AMHAMIKM NEepPCOHaKiB Ta EMOLLIMHOrO TOHY KPi3b MOBHI 1 Bidya/ibHi MeXi.

Haw aHani3 4oBoauTb, Wo NpocTip y 6ailui € He MACMBHMM TIOM, @ AMHAMIYHWUM, COLiaIbHO 1 Ky/b-
TYPHO CKOHCTPYMOBaHUM €/1eMEeHTOM, 3yMOBJIEHUM iHTEPNPETATUBHOI PAMKOIO Ta TiIECHUM [LOCBigOM
rnafava. Taki BidyanbHi cTparterii, AK YacTkoBe 306parkeHHA abo NoBHe nponylleHHA obpasy Bepbaoaa,
3MiHIOOTb EMOLLIHUI | CUMBOIIYHUIA PericTp HapaTUBy. 3aMicTb TOro, Wo6 03HaYaTV AL BiACYTHICTD, L
Nponyckn GYHKLIOHYOTb AK NapaTpaHCAALiHI iIHTepBeHLi, AKi aKLeHTYoTb abCcTpaKLilo Ta 3anpoLuyoTb
0,0 BiAKPUTOI iHTepnpeTaLii, nepeocMmUcoUYn adbeKTUBHUI NaHaWwadT 6alKku.

MopiBHIOKOYM 6iNbll penpeseHTaTUBHI BidyanbHi cTpaTerii 3 iHTepnpeTaTUBHUMM, [OCNIANKEHHA
BMABNAE PO3MAITTA NiAXOAIB 4O CMWUCIOTBOPEHHA Y Bi3yaZlbHUX MepUTEKCTax Ta IXHI 34aTHiCTb noce-
pefHVYaT M TpaHcdopMyBaTM HApPaTUBHY 3HAYyLicTb. [MOPiBHANIbHE NPOYUTAHHA OPWriHANbHUX i Mne-
peKnafeHnx TeKCTiB A0AATKOBO MOKa3ye, AK MOBHI HI0OAHCWU B33aEMOAIOTb i3 BidyaibHUMK MmeTadopamu,
nepekoHoirypyoum HapaTUBHUI NPOCTIP | TEMaTUYHI aKLeHTU. Y Takuii cnocib intocTpauii noctatoTb AK
BTiNEHi meTadopu, WO nepeknasatoTb abCcTpaKTHI KOHUENTU M eMOLLiMHI CTaHW Yy KYNbTYPHO 3YMOB/EHI
BisyanbHi dopmu.
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Y nigcymKy pesynbTaTh NigKpecnoTb LEeHTPasbHy Posib napaTpaHcaauii Ta metadopwusauii B
OCMWC/IEHHI TOTO, AK iCTOPIi HE IMWe NepeaatoTbes, a i NOCTIMHO NEPeoCMUCNIOTLCS KPisb MOBU, Mesia
Ta KYNbTypM.

Kntovosi cnosa: napampaHcasyis, 8isyanbHa memagopa, Myaemumo0OdnbHa OUHAMIKA intocmpo-
e8aHoi nimepamypu, 06pas, intocmpauis.

For citation: Khodorenko, A. (2025). Visual Metaphor in Paratranslation of Literary Image. Alfred No-
bel University Journal of Philology, 2 (30), 430-457, DOI: https://doi.org/10.32342/3041-217X-2025-2-30-22

Jean de La Fontaine’s fables have transcended their 17 century origins to become en-

during literary works that continue to captivate readers across cultures and languages.
These seemingly simple tales, populated by anthropomorphic animals and moral lessons, oper-
ate on multiple layers of meaning that extend far beyond their textual boundaries. The endur-
ing appeal and interpretive richness of La Fontaine’s fables stem not merely from their narrative
content, but from the complex interplay between text, image, and cultural transmission that oc-
curs through translation and visual representation.

The relationship between literary texts and their visual accompaniments has long been
recoghized as a crucial factor in shaping reader interpretation and meaning, making processes.
When these texts cross linguistic and cultural boundaries through translation, this relationship
becomes even more complex, as translators and illustrators must navigate not only linguistic dif-
ferences but also varying cultural contexts and visual traditions. Understanding how visual ele-
ments function alongside translated texts offers valuable insights into the mechanisms of cross-
cultural literary transmission and the ways in which meaning is constructed, preserved, or trans-
formed in the translation process.

Building on Genette’s notion of the peritext (as textual element) and paratext (as inte-
gral term) [Genette, 1997, 1987], the present analysis applies the framework of visual meta-
phorisation and paratranslation to a selected corpus of La Fontaine’s fables, namely Le Loup et
I’Agneau, La Grenouille qui veut se faire aussi grosse que le Beeuf, Le Renard et la Cigogne, Le
Loup devenu Berger, and Le Chameau et les Bdtons flottants. These literary works illustrate
how peritextual illustrations reconfigure narrative meaning, both in the original French edi-
tions and in their translations. In Le Loup et I’Agneau, visual peritexts often dramatize the
asymmetry of power through spatial composition. The wolf is typically depicted as dominating
the frame, looming over the lamb, while the lamb is visually minimized, reinforcing the met-
aphor of unjust authority. These visual cues, sometimes more forceful than the verbal nar-
ration, orient the reader toward a political or moral interpretation of tyranny. In translated
editions, however, shifts in wording or emphasis may either harmonize with or diverge from
these visual strategies, highlighting how translation interacts not only with language but with
the interpretive frame created by illustrations. Similarly, in La Grenouille qui veut se faire aus-
si grosse que le Beeuf, illustrations foreground the grotesque metaphor of overreaching ambi-
tion. Visual exaggeration of the frog’s inflation, often bordering on caricature, serves as a met-
aphorical intensification of the verbal text. Depending on cultural and editorial contexts, illus-
trations might emphasize ridicule, tragedy, or satire, thus reshaping the moral orientation of
the fable. When translated, the interplay between verbal economy and visual amplification
can alter the balance between humour and critique, showing how peritextual elements active-
ly participate in meaning-making.

Le Renard et la Cigogne and Le Loup devenu Berger highlight another dimension of peri-
textual metaphorisation: the modulation of character identity. In many illustrations, visual cues
such as costume, posture, or setting imbue animals with social or ideological roles, framing the
narratives as allegories of deceit, disguise, or moral hypocrisy. Translation of the verbal text into
different languages may nuance these themes differently, but the peritextual images remain a
constant point of negotiation, guiding readers toward specific metaphorical readings.

Finally, Le Chameau et les Bdtons flottants reveals the extent to which visual peritext can
redefine the perception of the Other. While the verbal text constructs the camel as unfamiliar

I ntroduction

431



ISSN 3041-217X (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 3041-2188 (online) 2025. Ne 2 (30)

and initially threatening, illustrations vary widely: some monumentalize its figure as exotic and
imposing, while others domesticate it into harmless ordinariness. This visual metaphorisation re-
positions the narrative’s central tension between fear and recognition. In translation, the images
may not always align seamlessly with the linguistic rendering, underscoring the paratranslation-
al challenge of harmonizing verbal and visual layers.

Across this corpus, peritextual illustrations emerge as interpretive mediations that pro-
foundly influence the reception of La Fontaine’s fables. They function as metaphorical thresh-
olds that reshape the text’s meaning, modulating themes of power, ambition, deception, and
otherness. When these fables are translated, the interplay between verbal and visual levels be-
comes particularly significant: visual metaphorisation can reinforce, complicate, or even contra-
dict the translated verbal narrative. The paratranslational approach thus reveals how meaning is
negotiated not only across languages but also across semiotic modes, highlighting the necessity
of treating illustrations as integral components of literary translation and reception.

The corpus selected for this study consists of a series of La Fontaine’s fables that, beyond
their canonical status in French literature, offer rich opportunities for analysing the relationship
between text, image, and translation. The selection is based on two criteria: first, the presence
of strong metaphorical structures that lend themselves to visual reinterpretation; and second,
the diversity of visual traditions across different historical periods and editions. Together, these
features allow an in-depth exploration of how peritextual illustrations act as interpretive thresh-
olds in multimodal storytelling.

The fables included are Le Loup et I’Agneau, La Grenouille qui veut se faire aussi grosse que
le Beeuf, Le Renard et la Cigogne, Le Loup devenu Berger, and Le Chameau et les Bdtons flottants.
These texts were chosen not only for their thematic resonance such as power, ambition, deceit,
disguise, and alterity, but also for the extent to which their illustrations vary across time and edi-
tions, providing a rich comparative ground.

Le Loup et I’Agneau has been one of the most frequently illustrated fables, with images
ranging from classical engravings to modern graphic simplifications. The illustrations empha-
size the hierarchy between predator and prey, often staging the encounter in asymmetric spatial
configurations that highlight domination, injustice, and inevitability.

La Grenouille qui veut se faire aussi grosse que le Beeuf introduces a different dynamic,
where the central visual motif, the swelling of the frog, invites caricatural exaggeration. Artists
have treated this metaphor with irony, grotesque humour, or tragic inevitability, depending on
editorial and cultural orientations. The wide spectrum of visual renderings reveals how a single
verbal motif may be expanded into contrasting visual narratives.

In Le Renard et la Cigogne, the focus shifts to hospitality, reciprocity, and deception. Illus-
trations often underline the contrast between the two animals through their bodily forms and
the vessels they use, turning the dinner scene into a symbolic tableau of exclusion and cunning.
The peritext thus amplifies the moral through compositional strategies that verbal text alone
does not fully articulate.

Le Loup devenu Berger exemplifies the theme of disguise and betrayal. Visual traditions
often depict the wolf partially concealed within shepherd’s attire, oscillating between rec-
ognizability and camouflage. These images highlight the instability of identity and the mor-
al implications of hypocrisy, adding layers of meaning that complicate a purely verbal inter-
pretation.

Finally, Le Chameau et les Bdtons flottants stands out for its treatment of alterity and per-
ception of the unfamiliar. The camel, seldom encountered in European contexts, is rendered vis-
ually in multiple and often contradictory ways: monumental and menacing in some illustrations,
almost comic or benign in others. The variability of these depictions foregrounds how illustration
acts as a mediator of cultural perception, translating “foreignness” into visual metaphors that re-
flect editorial or societal perspectives.

Together, these fables form a corpus that demonstrates the central role of visual peritext
in shaping interpretation. Their illustrations not only support the verbal text but also create
metaphorical extensions that affect the reception and translation of the narratives. By analysing
these works across editions and languages, this study highlights the interdependence of text and
image within the paratranslational framework.
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Aim and Methodology

The present article expands the investigation conducted previously [Khodorenko, 2025]
by employing a broader corpus and deepening the analysis, moving beyond the mere observa-
tion of image paratranslation. It adopts a broad, diachronic, and cross-cultural perspective, seek-
ing paratranslational evidence and incorporating peritextual elements to construct a paratrans-
lational architecture in the process of language meaning-making. Within this framework, visual
metaphor assumes a central role, functioning as a cognitive and semiotic tool that bridges tex-
tual and visual modalities, facilitates cultural translation, and generates new interpretive possi-
bilities. This approach enables the study to examine how non-verbal peritextual elements and
metaphoric strategies influence the verbal level of meaning-making in translation, contributing
to the co-creation of layered, multimodal interpretations.

This study aims to determine the complex interplay between textual and visual elements
in illustrated literature, focusing on the role of paratranslation and metaphor in shaping mean-
ing across linguistic, cultural, and historical contexts. Specifically, it seeks to examine how illus-
trations, peritextual elements, and multimodal strategies in Jean de La Fontaine’s fables contrib-
ute to the creation, transformation, and negotiation of narrative meaning, and how these pro-
cesses facilitate cross-cultural interpretation, reader engagement, and the dynamic evolution of
stories over time.

This article employs a qualitative research design, grounded in hermeneutic and descrip-
tive methodologies [Flick, 2014; Creswell, Poth, 2018], aimed at exploring the intricate relation-
ship between visual and verbal elements in multimodal narratives. The hermeneutic lens prior-
itizes a comprehensive contextual understanding, situating the examined works within their cul-
tural, narrative, and historical frameworks. This allows for an interpretation that extends be-
yond surface, level formal features to include symbolic, emotional, and ideological dimensions
embedded in the texts and images. The descriptive component complements this by providing
a detailed account of how these multimodal elements interact to construct narrative meaning,
highlighting the nuanced communicative mechanisms at play [Jewitt, 2009; Kress, van Leeuw-
en, 2006].

Anintegrative, interdisciplinary approach guides the analysis, drawing on advances in trans-
lation studies [Ferreiro Vazquez, 2015, 2022; Yuste Frias, 2011; Tymoczko, 2014], visual semiotics
[Barthes, 1977; Mitchell, 1994], literary narrative theory [Groensteen, 2013; Genette, 1997], and
visual multimodal literature research [McCloud, 1993]. This multifaceted perspective enables an
investigation of paratranslation that foregrounds the transformation of spatial representation in
multimodal storytelling. The study considers multimodal narrative as a complex site of interac-
tion among visual codes, textual content, and cultural conventions, where meaning is co, pro-
duced and reshaped [Bateman, 2008; Forceville, 2005, 2017]. Special attention is given to how
visual techniques, such as composition, framing, colour use, and spatial arrangement, serve as
carriers of affective, ideological, and cultural meanings, influencing the narrative construction of
space [Forceville, Urios Aparisi, 2009].

The corpus was selected purposefully [Patton, 2015] to include, as it was mentioned be-
fore, a range of La Fontaine’s fables, such as Le Loup et I’Agneau, La Grenouille qui se veut faire
aussi grosse que le Beeuf, Le Renard et la Cigogne, and Le Loup devenu Berger. These works were
chosen because of their rich multimodal complexity and diverse strategies for representing spa-
tial and temporal dimensions, as well as emotional and psychological states. By incorporating
varied artistic styles and cultural contexts, the corpus supports a broad exploration of paratrans-
lational processes of mechanisms within multimodal narratives [Bakhtin, 1981; Norris, 2004].

Data triangulation [Denzin, 2017] is employed as a key methodological tool to rigorously ex-
amine the complex interplay between different semiotic modes, in particular: visual, verbal, spa-
tial, and symbolic within the selected corpus. By integrating multiple data sources, perspectives,
and analytical techniques, this approach allows for a more comprehensive and nuanced under-
standing of how environmental depictions and narrative dynamics function across modes. The
aim is to validate and strengthen the findings by cross-verifying evidence, thereby reducing bias
and increasing the reliability of interpretations [Flick, 2018].

Through triangulation, the study seeks to demonstrate that multimodal narratives are not
isolated textual or visual objects but are dynamic, evolving spaces of meaning-making. These
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narratives are shaped by the continuous interaction and transformation of verbal and visual ele-
ments through paratranslation, which adapts and reconfigures these elements to resonate with-
in different cultural and linguistic contexts. Specifically, the analysis aims to demonstrate that
spatial representations, including both the physical arrangement of elements within images and
the emotional or affective spaces they evoke, serve as embedding vessels for conveying vari-
ous categories of meaning. Special focus is given to psychological and emotional morphs. These
meanings actively shape the lived experiential reality of the characters portrayed as well as the
interpretive experience of readers or viewers.

Ultimately, data triangulation supports the argument that paratranslation operates as
a process of meaning negotiation and transformation across semiotic boundaries, where the
interaction between image and text creates a multi-layered narrative space. This narrative space
not only transmits information but also mediates emotional and cultural resonances, highlighting
the centrality of space as a metaphorical and semiotic medium in multimodal storytelling.

Visual Mediation and Paratranslational Thresholds

Gérard Genette, in his seminal work Palimpsests: Literature in the Second Degree [1997],
laid the conceptual foundations for the theorization of the paratext as the “threshold” through
which a literary work is received, interpreted, and circulated. Genette emphasized that titles,
prefaces, illustrations, and even editorial decisions function as interpretive mediations that
orient, guide, and reshape the reader’s engagement with the text. In this perspective, the
paratext is not peripheral but central to the interpretive economy of the work, as it determines
how a text is framed, legitimized, and experienced by its audience.

Building on Genette’s framework, the field of paratranslation, as developed by Yuste Frias
[2012], underscores the role of translators and editors in mediating cultural transfer through
paratextual elements. Translation, from this perspective, extends beyond the strictly verbal lev-
el and includes visual, material, and editorial dimensions of textual circulation. Covers, illustra-
tions, typographic decisions, or even promotional discourse all participate in what Yuste Frias
[2011] has described as “the semiotic architecture of the translated text,” shaping both its mean-
ing and reception.

This theoretical framework is particularly relevant when analysing the visual dimension of
literature, where illustrations, graphic layouts, and adaptations function not simply as decorative
elements but as interpretive layers that reposition the meaning of the work. The visual interpre-
tations that accompany a single literary text, whether in its original editions or in translation, can
be understood as forms of visual metaphor or modulations of verbal content. Rather than mere-
ly illustrating, such representations reinterpret, reformulate, and symbolically shift meaning, of-
fering new perspectives on a work’s concepts, themes, and atmospheres.

In this regard, illustration may be understood as a form of intersemiotic translation in the
sense articulated by Jakobson [1959], where verbal signs are transposed into visual signs. As
intersemiotic practices, illustrations mediate between text and reader, adapting significance
across cultural, editorial, and ideological contexts. By reframing verbal content into images, il-
lustrations act as interpretive commentaries that participate in the dynamic process of meaning,
making and reception.

The study of illustrations and other visual paratexts thus reveals the extent to which liter-
ary works are multimodally constructed and culturally reframed. Through their visual strategies,
these paratextual elements expand the interpretive horizons of the text, creating new thresh-
olds for engagement and situating the work within broader cultural, pedagogical, and ideolog-
ical frameworks. As Forceville [2005] notes, multimodal narratives employ spatial and tempo-
ral arrangements within images to evoke movement and emotion, producing a rhythm that sus-
tains narrative flow. In illustrated fables, the visual layout shapes the intensity of action and af-
fect: visual pauses, accelerations, and symbolic variations modulate how events are experienced,
not merely represented.

Thus, in works such as Le Loup et I’Agneau, La Grenouille qui veut se faire aussi grosse que
le Beeuf, Le Renard et la Cigogne, and Le Loup devenu Berger, illustrations perform a dual func-
tion of narration and interpretation. They construct visual metaphors that deepen thematic res-
onance and guide the reader’s reception. In doing so, they exemplify how paratextual mediation

434



ISSN 3041-217X (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 3041-2188 (online) 2025. Ne 2 (30)

operates across media, situating illustration at the core of multimodal storytelling and reinforc-
ing Genette’s insight into the power of thresholds to shape meaning.

Genette’s typology further specifies that the paratext can be divided into peritext and epi-
text. The peritext refers to all elements materially and spatially contiguous to the text itself, such
as titles, subtitles, prefaces, dedications, epigraphs, footnotes, illustrations, typographic design,
and covers. These components, although external to the literary text in the strict sense, remain
inseparably linked to it and actively guide interpretation [Genette, 1997]. This conceptualization
underscores the importance of analysing illustrations as peritextual mediations that structure
the reading experience and, in the context of translation, influence both verbal and visual dimen-
sions of cultural transfer. For Genette, peritexts represent the most immediate form of paratex-
tual mediation, since they surround and frame the text in its published form. They act as inter-
pretive signposts, shaping the reader’s expectations even before engaging with the main narra-
tive. A title, for example, not only identifies the work but also situates it within a genre or tradi-
tion, while a preface might anticipate interpretive strategies, highlight certain themes, or legit-
imize the author’s authority. Similarly, illustrations and other visual components are not mere
embellishments but part of what Genette described as a semiotic threshold that establishes how
a work is accessed and read [lbid].

This framework becomes particularly significant when applied to illustrated texts, since the
peritext includes the visual dimension as an integral interpretive element. Far from being orna-
mental, images in peritextual positions (such as frontispieces, vignettes, or plates embedded in
the narrative) reconfigure the meaning of the text by offering visual analogies, symbolic associa-
tions, or metaphorical reinterpretations. In this way, the study of peritexts opens a space for an-
alysing how visuality contributes to the production and circulation of meaning, and how editorial
decisions embed cultural, ideological, and interpretive cues within the material form of the work.

Peritextual Mediation in Multimodal Narratives: How lllustrations Reveal Characters’ Inner
Worlds

In multimodal narratives, storytelling unfolds on two levels. Alongside the external actions of
characters, readers are also invited to follow an internal movement, the emotional and psychological
shifts that shape how characters experience events. This inner dimension enriches the narrative by
showing not only what happens but also how it is felt and understood. When paired with peritextual
elements such as illustrations, layouts, or design choices, this internal movement becomes more
visible, guiding readers toward a deeper engagement with the story’s affective and cognitive layers.
In the fables analysed within this corpus, including Le Loup et I’Agneau, La Grenouille, Le Renard
et la Cigogne, and Le Loup devenu Berger, internal movement is expressed through a variety of
visual and paratextual strategies. lllustrations employ facial expressions, posture, colour schemes,
symbolic motifs, and spatial arrangement to convey the evolving emotional states of characters.
For example, subtle changes in the wolf’s gaze or stance in Le Loup et I’Agneau suggest aggression,
doubt, or relentlessness, guiding the reader through the narrative’s psychological tension. Similarly,
in La Grenouille, the frog’s facial expressions and gestures encode fear, determination, and surprise,
visually narrativizing the progression of the story’s affective dynamics.

Paratranslation mediates how internal movement is conveyed across linguistic and cultural
contexts. As narratives travel between languages or audiences, visual and textual elements
undergo adaptation, affecting the representation and interpretation of emotional states.
Adjustments in image composition, colour, framing, or the inclusion or omission of specific
visual details can accentuate or soften particular affective tones. For instance, translations of Le
Renard et la Cigogne may emphasize desperation through darker shadows or altered gestures,
reshaping readers’ engagement with the characters’ inner states.

A typology of peritexts can clarify the ways in which internal movement is constructed and
mediated. Following Genette [1997], peritexts can be classified into four main categories:

1. lllustrative peritexts: images that depict characters’ actions, expressions, and interactions,
functioning as a form of visual commentary on the verbal narrative.

2. Layout and design peritexts: the spatial and temporal organization of text and image,
including sequencing, panel structure, and pacing, which shape the reader’s perception of
movement and rhythm.
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3. Colour and symbolic peritexts: the use of colour, shading, and symbolic motifs to
modulate affective resonance and signal emotional or thematic shifts.

4. Editorial peritexts: elements such as titles, captions, and framing devices that guide
interpretation and foreground particular aspects of the narrative or character psychology.

Table 1

Peritextual Typology and Their Functions in Multimodal Fables

Peritext Type Description Examples from Corpus Function / Contribution
Images depicting characters’ ngl.:gﬁdet L’:\tgu’i?ﬁwo'f s Convey internal movement,
Illustrative actions, expressions, grenoui//e?' frog’s’changing emotional states,
peritexts and interactions; visual expressions; Le Renard psychologlcal:tensmr);
commentary on verbal ; - guide readers’ affective
) et la Cigogne: gestures of : -
narrative desperation interpretation
. Le Loup devenu Berger: .
Layout | o toxand |Sift from threateningto | OREREEERAR S
and design organiz: : . calm imagery; sequencing S d rhythm;
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determination
. . . Contextualize the narrative;
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peritexts fore pround narrative or Flottants; epigraphs or movement or thematic
charicter svcholo introductory notes focus; mediate cross,
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Through this typology, it becomes evident that internal movement is not limited to charac-
ter portrayal but emerges as a multimodal effect, constructed by the interplay of textual and vis-
ual peritexts. In Le Loup devenu Berger, shifts in spatial composition and symbolic imagery visual-
ly reflect the transformation of the wolf’s character, mapping psychological development along-
side narrative action. The internal movement operates as a hermeneutic vector, inviting inter-
pretation and emotional engagement beyond linguistic boundaries.

Internal movement is further shaped by paratranslation, which can emphasize or attenu-
ate affective nuances by modifying image composition, gestures, or spatial arrangement. For ex-
ample, fables such as Le Chameau et les Bdtons Flottants and La Grenouille display adaptations
where the omission or transformation of visual elements creates interpretive gaps. The deliber-
ate absence of certain figures, gestures, or motifs generates reflective space, prompting read-
ers to consider both presence and absence as meaningful components of narrative and affect.

The theoretical lens of Foucault and Derrida [Foucault, 1970; Derrida, 1997] enriches this read-
ing, highlighting the relationship between knowledge, power, and representation. Foucault [1970] ar-
gues that meaning is constructed within discursive and power relations rather than being a neutral re-
flection of reality. In Le Chameau et les Bdtons Flottants, the absence of the camel, a traditional nar-
rative central figure, disrupts established hierarchies, creating space for new interpretive possibilities
and prompting readers to attend to the emotional and conceptual implications of absence.

Thus, internal movement in multimodal narratives, as mediated through peritexts and par-
atranslation, expands the communicative power of fables, allowing readers to navigate charac-
ters’ emotional and psychological landscapes. Visual peritexts transform simple narrative se-
quences into multimodal spaces of affective and cognitive engagement, demonstrating how im-
ages, layout, and editorial framing collaboratively shape reception across cultures and interpre-
tive contexts.
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Derrida’s original deconstructive theory [Derrida, 1967] further deepens this perspective by
challenging fixed relationships between signs and meanings. He argues that meanings are never
stable or fully present; they fluctuate and gain significance in relation to what is absent. In this
vein, the absent camel in some paratranslational images embodies Derrida’s notion of absence
as a productive site of meaning. The visual void forces viewers to engage with the tension be-
tween what is shown, such as characters gazing into empty space, and what is withheld, such as
the camel’s figure. This interplay of presence and absence generates an interpretative dynam-
ic where meaning emerges not only from the explicit elements but also from the silent, unseen
components of the image. Similarly, in fables like Le Loup et I’Agneau and La Grenouille, the no-
tion of absence manifests in how emotional or psychological states are visually suggested rather
than overtly depicted. For example, in Le Loup et I’Agneau, the wolf’s aggressive presence might
be visually diminished or partially obscured in some versions, foregrounding instead the lamb’s
vulnerability and thus shifting the interpretive focus. This selective visibility invites reflection on
power relations and emotional dynamics beyond the literal narrative.

In Félix Lorioux’s illustration for Le Loup et I’Agneau, the wolf is depicted only partially, with
just a fragment of its head and ears visible. This deliberate fragmentation diminishes the wolf’s vis-
ual presence, leaving much of its form and expression to the viewer’s imagination. Such a repre-
sentation shifts the interpretive weight onto the accompanying text, emphasizing the crucial role
of the verbal narrative in completing the character’s portrayal and intentions. Rather than pre-
senting the wolf in an overtly aggressive or dominant manner, the partial image evokes a subtler,
more suggestive menace. This invites the reader to engage in an internal movement, mentally re-
constructing the absent parts of the wolf and projecting their emotional responses onto this in-
complete figure. The resulting tension and ambiguity enrich the narrative by blending what is vis-
ually presented with what is left unsaid, reinforcing the interplay between image and text. From a
paratranslational perspective, this visual strategy mediates the narrative differently across cultur-
al contexts, altering how the emotional dynamics of the fable are communicated iconographical-
ly. The strategic deployment of absence emerges as a powerful paratranslational device in both
Chagall’s and Lorioux’s illustrations, engaging viewers in a more nuanced and critical interpretation
of La Fontaine’s fables. In Chagall’s depiction of Le Chameau et les Batons Flottants, the camel is
completely absent from the visual field, a deliberate omission that creates a void inviting reflection
on what is unrepresented. This absence destabilizes the traditional narrative hierarchy, shifting in-
terpretive attention towards the symbolic and emotional resonances generated by what is missing
rather than what is explicitly shown. In contrast, Lorioux’s illustration of Le Loup et I’Agneau fea-
tures a partial depiction of the wolf, with only fragments of its head and ears visible. This fragmen-
tation similarly evokes ambiguity and latent threat, prompting viewers to mentally reconstruct the
figure and engage more deeply with the narrative’s emotional tensions. For some audiences, this
partial visibility heightens focus on the lamb, or the moral conflict expressed in the text, illustrating
how minimal visual cues can profoundly shape narrative reception.

Both Chagall’s and Lorioux’s examples illustrate the intricate interplay between verbal and
visual modes in constructing narrative meaning and emotional depth within multimodal adap-
tations. In these works, absence (total in Chagall’s case and partial in Lorioux’s) functions not
merely as a lack but as an active space for interpretive engagement. Visually, these illustrations
guide perception along a continuum of presence and absence: empty spaces, fragmented image-
ry, and carefully directed gazes create a visual rhythm that complements and complicates the
verbal narrative. The viewer’s attention is drawn along a path defined by what is depicted, what
is implied, and what is deliberately omitted, producing a dynamic visual line that structures the
reading experience.

From a theoretical perspective, the insights of Foucault [1970] and Derrida [1997] illumi-
nate this process. Meaning is constructed not only through what is present in the visual or ver-
bal text but equally through what is withheld or deferred. In Lorioux’s depiction, for example, the
absent camel alongside figures oriented toward the horizon generates tension and expectation,
inviting viewers to navigate a layered interplay between presence and absence. This visual strat-
egy reshapes spatial and emotional perception, echoing Foucault’s notion of knowledge [1970]
as mediated by power relations and discursive frameworks, and Derrida’s concept of différance
[1967], wherein meaning emerges through the relational tension of what is said and unsaid.
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Paratranslation, as the adaptation of a work across linguistic, cultural, and semiotic con-
texts, underscores the significance of these visual, perceptual strategies. In translating multi-
modal narratives, both text and image are subject to processes of decontextualization and re-
contextualization, whereby visual and verbal elements are interpreted, adjusted, or reconfig-
ured to resonate within new cultural or temporal frameworks. Visual peritexts, such as layout,
colour, framing, and symbolic motifs, guide attention, modulate affective response, and ulti-
mately shape how translators and readers interpret the narrative. For instance, the manipula-
tion of empty space, gesture, or gaze in translated editions can intensify or soften emotional res-
onance, subtly altering narrative perception without changing the verbal text.

The fluidity of meaning emphasized by Derrida reinforces this interpretive openness. Signs,
whether verbal or visual, remain in perpetual motion, their significance negotiated in each act of
reading or translation [Derrida, 1998]. Paratranslation, in this context, functions as a methodologi-
cal lens to observe how multimodal elements transform, mediate, and continue generating mean-
ing. The ongoing negotiation between presence and absence, between visual line and textual nar-
ration, ensures that the narrative remains dynamic, culturally situated, and perceptually rich.

Ultimately, multimodal narrative operates as a paratranslational practice in itself. By integrat-
ing verbal and visual codes, it constructs a continuous line of perception that traces characters’
movements, emotional states, and spatial interactions. Graphic and linguistic conventions togeth-
er map the environments inhabited by characters, the trajectories they follow, and the psycholog-
ical or affective transformations they undergo. In this sense, multimodal narratives not only depict
action but actively translate spatial, emotional, and narrative experience across semiotic systems,
revealing the central role of visual perception and peritext in shaping meaning across contexts.

The diagram entitled “Line of Visual Perception and Peritext in Paratranslation” represents
the sequential stages through which visual elements influence meaning, making in translational
processes. At the first level, visual perception refers to the initial act of perceiving visual stimu-
li, such as illustrations, typography, or layout. This perception is then organized into a visual line,
which constitutes a structured pathway of attention and recognition. From this stage, two parallel
processes emerge: on the one hand, the visual line directs the reader toward the peritext, that is,
the set of textual and paratextual elements [such as titles, images, captions, and design features]
that frame and contextualize the main discourse [Genette, 1997]; on the other hand, it enables vis-
ual, perceptual interpretation, the cognitive act through which readers attribute meaning to what
they see, integrating it into their broader interpretive framework. Finally, these stages converge in
paratranslation, the process by which visual and peritextual cues mediate and reshape the recep-
tion of the verbal text, particularly in translated or adapted contexts [Yuste Frias, 2011]. The dia-
gram thus illustrates the interdependence between perception, interpretation, and paratextual
mediation, emphasizing that translation is not exclusively verbal but multimodal.

LINE OF VISUAL PERCEPTION
AND PERITEXT IN PARATRANSLATION

VISUAL
PERCEPTION

|

VISUAL-
VISUAL LINE —| PERCEPTUAL
INTERPRETATION

1,

PERITEXT

|

[ PARATRANSLATION

Figure 1. Diagram of visual perception and peritext operating
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Within Genette’s [1997] framework, illustrations constitute a central component of the
peritext, functioning as visual thresholds that guide interpretation and frame the reception
of the verbal text. Unlike static typographical elements, illustrations are particularly dynamic
in translational and post, translational processes, as their adaptation or substitution can
significantly reshape meaning. When an illustration is altered in a translated edition, whether
through the modification of imagery, symbolism, or visual emphasis, the verbal component
of the text undergoes a parallel shift in interpretation. This occurs because readers construct
meaning holistically, integrating verbal and nonverbal cues into a multimodal act of reading
[Kress, 2010]. For instance, a satirical cartoon accompanying a journalistic text may reinforce
irony in the source culture but, if replaced with a more neutral visual in the translated edition,
the verbal discourse loses part of its critical or humorous tone. In this sense, post, translational
processes reveal the interdependence between verbal and visual semiosis: the “same” verbal
text may not be received as equivalent when the peritextual illustrations are reconfigured.
Thus, the visual peritext is not a mere accessory but an active participant in meaning, making,
conditioning the reception and ideological positioning of the verbal discourse across cultural and
linguistic boundaries.

Within multimodal narrative frameworks, paratranslation transcends the mere depiction of
physical space to encompass its layered social, cultural, and symbolic constructions. As in linguis-
tic translation, where meaning is negotiated rather than transferred, multimodal narratives rely
on visual and verbal interplay to construct interpretive spaces charged with emotional and ide-
ological meaning. Here, space functions not as a static backdrop but as a dynamic semiotic field,
where absence, fragmentation, and positioning operate as visual and verbal metaphors that em-
body psychological states, emotional dissonance, and symbolic tension. Two illustrative exam-
ples of this are Auguste Vimar’s 1897 illustration for Le Chameau et les Bdtons Flottants and Félix
Lorioux’s interpretation of Le Loup et ’Agneau. In Vimar’s rendering, the camel is placed in the
foreground with anatomical clarity and expressive posture, while the “mighty fleet” of floating
sticks, central to the camel’s misjudgement is entirely omitted. This absence transforms a narra-
tive detail into a cognitive void, visually encoding the camel’s internal confusion and flawed rea-
soning. The viewer is invited to participate in this emotional disorientation, encountering the un-
seen obstacle as a symbolic presence through its very omission. Similarly, Lorioux’s depiction of
the wolf is characterized by a striking partiality: only the animal’s ears and part of its head are
shown, looming from the edge of the frame. This incomplete visual presence suspends the view-
er in a space of latent threat and psychological tension. The wolf’s partial visibility, its fragment-
ed body and absence of gaze, prevents narrative closure and instead emphasizes an emotion-
al field dominated by fear, anticipation, and moral ambiguity. Just as the camel confronts an in-
visible danger shaped by cognitive error, the lamb is visually isolated, positioned in a void of in-
terpretive vulnerability where the wolf’s intentions must be inferred from the textual narrative.
Both images exemplify how paratranslational strategies rely on visual omission and displace-
ment to externalize internal movement, constructing rich affective geographies in which absence
becomes a vector for meaning. In this sense, the illustrations do not merely accompany the fa-
bles, they actively translate and extend their moral and psychological dimensions through semi-
otic layering, spatial design, and emotional suggestion. By employing absence as a paratransla-
tional strategy, Vimar’s illustration invites viewers to actively participate in the creation of mean-
ing. The empty space where the sticks should appear acts as an evocative void, a visual meta-
phor of uncertainty and doubt that destabilizes straightforward interpretation and opens a space
for reflection on the limits of literal logic and the power of symbolic thinking. In doing so, the il-
lustration becomes an autonomous narrative element that dialogues with the text, shaping the
reader’s emotional and cognitive engagement with the fable’s moral and thematic dimensions.

This visual strategy aligns with broader theoretical perspectives that understand meaning
as emerging not only from what is present but also from what is absent or partially represented. It
highlights how multimodal paratranslation involves a complex negotiation of visible and invisible
narrative components, constructing spaces of affective ambiguity and intellectual challenge that
deepen the interpretive experience. Thus, the absence and partial absence in Vimar’s illustration
function as visual manifestations of psychological and emotional states that enrich the fable’s
moral discourse and invite ongoing reinterpretation across cultural and temporal contexts.

439



ISSN 3041-217X (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 3041-2188 (online) 2025. Ne 2 (30)

The river, a central motif in the narrative, functions as a symbolic threshold between
ignorance and knowledge, presenting a critical challenge for the protagonist. More than a
mere physical barrier, the water embodies a test of perception and understanding, urging the
viewer to look beyond surface appearances. The deliberate absence of the floating sticks in the
illustration visually reflects the transformation in perception described in the text: “Le troisieme
apercut la chose de plus prés, / Et reconnut des batons flottants sur I'onde”. These floating sticks
serve as a metaphor for the camel’s fundamental cognitive error, his failure to recognize the
differing properties of objects, which ultimately leads to his downfall. The composition of the
image reinforces this symbolism by positioning the camel at the river’s edge, confronting the
consequences of his mistake, while the observing figure is placed in a higher or more secure
position, symbolizing a clearer and more accurate perspective.

In both the traditional and variant interpretations of the fable, the moral remains consistent:
it warns against the perils of accepting appearances at face value without critical scrutiny. In
both the traditional and variant interpretations of these fables, the central moral consistently
warns against the dangers of accepting appearances at face value without critical scrutiny. This
cautionary theme is visually reinforced through the strategic use of depiction and absence in
their paratranslational adaptations, where animals are endowed with humanlike emotional
qualities to communicate complex psychological states.

The illustration foregrounds the creature as an objet nouveau, embodying the initial fear that is
gradually transformed into familiarity through cognitive engagement. The camel’s detailed and close,
up depiction invites viewers to confront and reconsider their emotional responses to the unknown,
symbolizing the psychological process of overcoming irrational fear through understanding.

In a parallel yet contrasting approach, Felix Lorioux partial depiction of the wolf in Le Loup
et I’Agneau offers a fragmented visual presence with only the wolf’s head and ears visible. This
deliberate omission amplifies the psychological tension within the scene, evoking an ambiguous
but palpable sense of threat and emotional unease. The wolf’s incomplete image requires the
viewer to mentally fill the gaps, engaging them actively in the narrative and emphasizing the
wolf’s predatory dominance and internal emotional state, rather than a full physical portrayal.

Similarly, in many paratranslations of Le Loup et I’Agneau, the lamb is either absent
or minimized, shifting narrative emphasis toward the wolf's psychological motivations: its
aggression, justification, and internal conflict. This selective visual focus on the predator’s
emotional and psychological dimensions exemplifies how paratranslation transcends simple
illustration, instead mediating meaning by foregrounding affective states through absence and
partial presence.

Together, these multimodal adaptations highlight recurring themes across the fables:
fear, misrecognition, and the tension between appearance and reality. The varying degrees
of depiction, displacement, or omission function as paratranslational strategies that reframe
the narrative, encouraging viewers to negotiate meaning through what is both shown and
withheld. In this way, the absence or fragmentation of key figures is not a decorative choice
but a deliberate narrative device. It shifts emphasis from literal action to symbolic resonance,
privileging emotional and cognitive ‘movement’ over physical gesture and foregrounding the
interpretive role of the audience in reconstructing the fable’s moral and affective dimensions.
By modulating what is shown and what remains unseen, paratranslation enriches the fables’
moral lessons, challenging audiences to critically evaluate appearances, assumptions, and the
underlying emotional truths that drive the narratives.

In order to connect the stages of visual perception, visual line, peritext, visual, perceptual
interpretation, and paratranslationto higherlevels of abstract cognition, the most appropriate mediating
tool is metaphor. Metaphors function simultaneously at the visual and verbal levels: on the one hand,
through their visual representation, which shapes how readers perceive and frame abstract concepts;
and on the other hand, through their verbalized manifestation, which crystallizes metaphorical thought
into textual expression [Lakoff & Johnson, 1980]. Within this framework, illustrations or changing visual
cues act as embodied metaphors that guide the visual, perceptual interpretation, while their textual
counterparts reinforce or reconfigure these meanings within the verbal discourse. Thus, metaphor
becomes the central semiotic bridge that unifies nonverbal and verbal channels, making it possible for
abstract perception to emerge through concrete representational forms.
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Figure 2. lllustration by Felix Lorioux, The Wolf and the Lamb, |
llustration for Jean de La Fontaine’s Fable

The present study situates literal analysis of these metaphors, both in their visual and verbal
instantiations, as the core methodological axis of the article. By focusing on how metaphorical
structures operate across modes, we aim to demonstrate that translation, and particularly
paratranslation, cannot be reduced to the verbal domain alone but must be understood as
a multimodal process in which metaphor orchestrates the interplay between perception,
interpretation, and discourse.

Table 2
Metaphor Types and Their Relation to Peritextual Functions in Paratranslation,
adapted from [Genette, 1997]

Metaphor Type Description Peritextual Function Example [Visual/Verbal]
[Genette]
Abstract domains Informative / Visual: a broken chain on
Conceptual understood through Orientational — frames a book cover [metaphor of
Metaphor concrete domains [Lakoff |interpretation of the liberation]. Verbal: “Breaking
& Johnson, 1980]. main text. barriers.”

. Metaphorical meaning Hlustrative /At'trqct'mg Poster of a chessboard to
Visual conveyed through images ~ captures attention, represent power struggles in a
Metaphor ordes»i/ n g 85 | directs reading no?/el P g8

gn. expectations. )

Figurative language Authorial / Interpretative T
Verbal embedded in paratextual |- signalsintended Prefaqe statement: T.h's “,f‘”k
Metaphor . is a mirror held to society.

commentary. readings.
Mixed/ gg?\zgﬁ'z&c‘:gﬁ{f al Relaying / Amplifying — | Book jacket: image of a cage
Multimodal . . . strengthens coherence | [visual] + tagline “Freedom is

reinforcing metaphorical e ”
Metaphor ; between modes. within reach” [verbal].

meaning.

Metaphors referring to Functional / Pragmatic , P .
Metaphor of the act of translation positions the text within Zraennss[a;(xi;gg\fvefntzhI?’ \Esgsrlt?ar}
Mediation itself as bridge, filter, or | a broader cultural or P ;

A - metaphor of window].
lens. linguistic horizon.
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Changes in space reflect not only the physical movements of the characters, but also shifts
in their emotional, social, or political states. Different illustration styles can even suggest the
symbolic nature of the places inhabited by the characters. In Le Chameau et les Bdtons Flottants
by La Fontaine, illustrated by Vimar [La Fontaine, 1897], for example, the graphic representa-
tion of space reinforces contrasts between the physical and the symbolic. The river and the natu-
ral surroundings where the fable unfolds serve not only as a physical obstacle but also as a met-
aphor for the limitations and errors of the main character, the camel, whose journey through
space reflects his confusion and lack of judgment. In this work, space functions as both a physi-
cal and emotional setting, intensifying the moral message of the story.

Movement in multimodal narrative is dynamically represented through the arrangement of
panels, the sequencing ofimages, and changes in the graphic expression of space. These movements
can be physical, such as characters moving from one place to another, or more abstract, such
as the emotional or psychological shifts experienced by the characters. In the illustration of Le
Chameau et les Bdtons Flottants, movement is reflected in the actions of the camel as he confronts
the river, which symbolizes his error in judgment, as well as in the posture of the observer, who
maintains a more stable and secure relationship with the environment. Space thus becomes not
only a reflection of the external world but also of the characters’ internal states.

The concept of displacement is essential to understanding how characters interact with
their environment. These displacements may be geographical, involving movement from one
place to another, or internal, reflecting emotional or psychological journeys. Much like in La
Fontaine’s fable, where fear arises from a misunderstanding of the unfamiliar, characters often
encounter apprehension when facing change. In the traditional interpretation of the fable, the
camel, depicted by Vimar with precise and naturalistic detail, dominates the foreground and
embodies the “objet nouveau” that initially provokes fear: “Le premier qui vit un chameau /
S’enfuit a cet objet nouveau.” The decision to portray the animal with anatomical accuracy and in
close proximity to the viewer suggests a confrontation with the unknown that has now become
familiar, tamed through both visual and cognitive closeness. Yet, as with the floating sticks
mistaken for danger, this fear often fades once the unknown becomes understood. Transitions
between images and the use of white space contribute to this sense of movement, enabling
readers to experience both the physical journey and the symbolic process of recognition and
growth. Through this interplay, the narrative mirrors the transformation that comes when fear
gives way to understanding.

Multimodal narrative explores how physical and symbolic boundaries are negotiated, which
are not only geographical but also cultural, social, and psychological. The graphic representation
of space allows us to interpret these limits and transitions, whether between different worlds,
cultures, or even emotional states. In Le Chameau et les Bdtons Flottants, illustrated by Vimar
[La Fontaine, 1897], the boundary between the camel and the river symbolizes both a physical
and emotional barrier. When the camel attempts to cross the water, he encounters a limit that
challenges his understanding of reality. This space does not merely separate two worlds, it also
symbolizes the tension between knowledge and error.

In multimodal narrative, the construction of space is achieved not only through images but
also through language, which plays a key role in meaning-making. In Le Chameau et les Bdtons
Flottants, the spatial terminology used in the text and its relationship with the illustrations
reinforce the interpretation of space in both its physical and symbolic dimensions. Words such
as “river,” “water,” and “obstacle” describe the camel’s physical environment, and together with
the images, they create a complete representation of the fable’s setting. These terms not only
indicate the camel’s location but also carry connotations of conflict and difficulty, for example,
“obstacle” refers to a barrier that impedes his progress.

The image of the river, where the camel attempts to cross and fails, underscores the
symbolic dimension of water. In Vimar’s illustrations, water becomes a symbol of “confusion,” as
the camel does not understand the nature of the situation. The word “error,” used to describe
the camel’s poor judgment, refers both to the literal outcome of his actions and the emotional
state he experiences in facing an obstacle he cannot overcome. This confusion is also reflected
in terms such as “uncertainty” and “doubt,” implicitly conveyed through failing to recognize the
difference between floating sticks and his own nature, makes a fatal error.
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Table 3
Metaphors, Functions, and Paratranslational Effects
Metaphor Element [Text/ Function in Narrative | Effect on Perception Perltexpual/
Image] Paratranslational Role
. . Encourages readers Functions as a cultural
Ri Natural setting | Represents confusion, . ) )
iver as [image +word | limitation, and to project cognitive metaphor of error;
obstacle w. o, L ¢ . difficulty onto a mediates text,image
river”] misinterpretation. ; X
spatial element. interplay.
Camel in Visual presence brings .
. e Anchors narrative
Camel as foreground Symbolizes the the unfamiliar into around perception of
“objet [image + unknown, provoking | focus; exaggerates percep
» o |a ” : ; ; novelty; directs moral
nouveau chameau” in disproportionate fear. |psychological readin
text] reaction. &
Distant Embody Visual,verbal
Floating silhouettes misrecognition; ’ .. [llustrates core fable
. ! . metaphor of illusion;
sticks as [image] + mistake transforms S b moral through absence/
R . . highlights fragility of ) .
fleet phrase “batons |harmless objects into human iudement misreading.
flottants” imagined threat. judg )
Flowing o - Reader perceives Reinforces metaphorical
Symbolizes instability, |water as metaphor . .
Water as element inability to adapt for internal states reading of setting
confusion | [image + “eau disorientation. [uncertainty, doubt, as psychological
references] landscape.
error].
C ’ Stages the act of Invites reflection on id .
Crossing as amel’s attempt judgment gone wrong; | limits of perception Bridges narra_t'l\ée
failure to cross.[lmage literal failure reflects | and errorin movement wit
+ verbs in text] . . symbolic consequence.
moral misstep. reasoning.

The relationship between words and images in this narrative allows readers to understand
space not only in physical terms but also as a reflection of the characters’ emotions and mistakes.
Forinstance, phrases like “he will not make it” or “his mistake is clear” reinforce the interpretation
that the camel is struggling not just with a physical obstacle [the water] but also with his own
mistaken understanding of the laws governing that space. In this sense, space is not merely a
setting for actions to unfold, it becomes a mirror of the characters’ emotional and psychological
states.

Moreover, expressions such as “the water pulls him along” or “the camel cannot move
forward” generate a sense of movement that is not only physical but also emotional and symbolic.
Water, as a natural element, becomes a symbol of the difficulty in adapting to or understanding
one’s environment, while “doubt” and “confusion” are reflected in both the language and the
camel’s posture and expression in the illustrations. Thus, images and text work together to
create a narrative that goes beyond physical elements and invites reflection on human error,
limitations, and the misinterpretation of the surrounding space.

This interaction between language and images contributes to a deeper meaning, in which
space becomes not only the physical setting of the story but also a dynamic element that reflects
the characters’ internal struggles and errors. By combining text and image, Le Chameau et les
Bdtons Flottants invites the reader to reflect on the movements—both external and internal, that
define the story and the transitions the characters undergo, offering a rich narrative experience
that goes beyond a mere description of physical space.

In the fable Le Chameau et les Bdtons Flottants by La Fontaine, the words used, such as
ridicule, original, erreur, and orgueil are key to understanding the camel’s internal conflict and
how his mistaken perception of the world contributes to his failure. The camel, viewing himself
through a distorted lens, misinterprets the space around him, especially when confronting the
river and the floating sticks. His blind trust in his own logic, which leads him to believe that if
the sticks float, he too might float, is a clear example of erreur and orgueil. This belief drives
his downfall, as he is confronted not only with a physical obstacle [the water] but also with a
cognitive and emotional challenge he fails to recognize.
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The term ridicule highlights how the camel is inappropriately perceived, both by himself
and others, which emphasizes his disconnect from reality. By seeing himself as original, he
distances himself even further from a true understanding of his own nature and the physical laws
that govern his world. This misunderstanding reflects the fable’s core message, the importance
of critical reflection and humility. The space, represented by the river and the situation the
camel faces, serves not only as the setting for the events but as a symbol of the camel’s internal
limitations. In this way, physical space becomes a mirror of the characters’ emotional and
cognitive states, reflecting the disconnect and internal conflict that shape their destiny. The fable
teaches that a mistaken understanding of one’s environment, born of pride and a lack of self,
awareness, can lead to failure.

From the perspective of paratranslation, multimodal narrative offers a unique opportunity
to explore how spaces and movements are translated visually, beyond simple linguistic transfer.
Translators of multimodal narratives must take into account both text and images when adapting
a work to another language or culture. Graphic conventions and ways of representing space
and movement can vary significantly across cultures, which presents an additional challenge
for translators regarding how to preserve the integrity of both image and text simultaneously.
Analysing multimodal narrative from this perspective opens new avenues for research into the
representation of space, movement, and culture.

Rather than viewing multimodal narrative solely as a visual or textual medium, this approach
allows us to understand how both elements collaborate to construct a multimodal narrative that
not only reflects physical space but also the social, cultural, and psychological dynamics that
unfold within it.

In conclusion, multimodal narrative not only represents space graphically and textually, but
also serves as a medium for translating the characters’ experiences through their movements
and displacements. This paratranslational approach allows readers to understand not only the
physical space, but also the complex cultural and emotional interactions that take place within
it. By combining images and words, multimodal narrative offers a unique perspective on how
characters inhabit, traverse, and transform the spaces they occupy.

This multimodal and paratranslational approach to the representation of space and
movement opens new lines of inquiry in translation studies, literary theory, and cultural studies,
enabling a deeper understanding of how multimodal narratives contribute to the construction of
both real and imaginary worlds.

Visual Interpretation and Moral Clarity in J.B. Oudry’s Engraving of Le Chameau et les Bdtons
flottants

The 18"-century engraving by Jean-Baptiste Oudry offers a didactic and visually coherent
interpretation of Jean de La Fontaine’s fable Le Chameau et les Bdtons flottants. Executed in
the classical style typical of Oudry’s illustrative corpus, the engraving is closely aligned with
the textual narrative and serves to underscore the moral function of the fable, particularly as
articulated in its concluding lines: “A qui ceci conviendrait bien: / De loin, c’est quelque chose, et
de pres, ce n’est rien.”

Oudry’s juxtaposition of illusion and recognition, between the imagined ship and the
harmless sticks, mirrors the narrative’s movement from fearful misapprehension to empirical
understanding.

The engraving thus functions as a form of visual pedagogy, guiding the viewer through the
same cognitive shift experienced by the characters in the fable. The central lesson, “from afar,
it is something; up close, it is nothing,” is not merely illustrated but structurally embedded in
the spatial dynamics of the image. The disproportion between expectation and reality is made
manifest, reinforcing the fable’s critique of premature judgment and fear born of ignorance.

In this context, Oudry’s work exemplifies how visual representation can parallel and
deepen the textual moral. His engraving does not merely accompany the fable, but enacts
its epistemological trajectory, making the viewer complicit in the transition from illusion to
knowledge. By alighingimage and narrative structure, Oudry captures the essence of La Fontaine’s
closing reflection: that the fear of the unknown often dissolves upon closer inspection, revealing
the triviality of that which once appeared formidable.
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Figure 4. Engraving by J.B. Oudry (18th century)

The engraving by Jean Baptiste Oudry notably omits the image of the camel, despite it
being central in the opening lines of La Fontaine’s Le Chameau et les Batons flottants. This
absence can be interpreted in light of the fable’s concluding moral: “A qui ceci conviendrait bien:
/ De loin, c’est quelque chose, et de prés, ce n’est rien” [La Fontaine, 1874] By focusing visually
on the floating sticks and the human figures reacting to them, the composition foregrounds the
central epistemological shift of the narrative, the transformation of perception as one moves
from fearful misjudgment to empirical clarity. The camel, as the initial object of irrational fear
(“Le premier qui vit un chameau / S’enfuit a cet objet nouveau” [Ibid]), is rendered unnecessary
in the visual representation, because the engraving concentrates on the second (the principle
one) narrative thread: the illusion of the distant ship that reveals itself to be mere “batons
flottants sur I'onde”. In doing so, Oudry emphasizes that the true moral lies not in the exotic or
monstrous, but in how the mind fabricates significance from afar, only to dissolve it upon closer
inspection. The omission thus becomes meaningful: what matters is not the fearsome unknown,
but the cognitive distortion that fear produces.

Omission as Metaphor: Reframing Presence and Absence in Multimodal Paratranslation

In the realm of multimodal adaptations of La Fontaine’s fables, absence and partial
presence emerge as deliberate visual metaphors that carry significant paratranslational weight.
One striking example is Félix Lorioux’s illustration of Le Loup et ’Agneau, where only the wolf’s
ears and part of his head are visible, looming behind a tree. This act of partial concealment
functions not merely as an aesthetic choice, but as a metaphorical displacement of violence:
the predator becomes more threatening precisely through its incompleteness. By omitting the
full figure of the wolf, Lorioux allows fear and menace to be projected into the unseen, turning
absence into a semiotic force. Here, concealment does not diminish meaning; it amplifies it. The
wolf’s absence paradoxically makes it more present, intensifying the lamb’s vulnerability and
reconfiguring the power asymmetry inscribed in the text. In this sense, Lorioux’s image operates
as a visual metaphor of latent aggression, where what is withheld becomes more potent than
what is depicted.
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A different strategy of absence is visible in Marc Chagall’s interpretation of Le Chameau et
les Bdtons Flottants [La Fontaine, 1952], where the camel is entirely omitted. Instead of repre-
senting the central animal, Chagall inserts shadowed human figures and distant silhouettes of
what appears to be a fleet. Here, absence becomes metaphorical displacement: the camel is no
longer an agent within the scene, but its role is transposed into an atmosphere of illusion and
fear. The illustration paratranslates the fable’s moral by foregrounding human perception of
danger rather than the creature itself. Through this omission, Chagall creates a metaphor of mis-
recognition, where shadows and distance embody the tension between perception and reality.

The composition is structured through contrasts of shadow and light, visually dividing the
scene into two interpretive registers. On one side, darkened figures embody the projection of
fear onto an indeterminate threat; on the other, the lighter expanse of the horizon suggests
clarity and the absence of actual danger. This visual metaphor enacts the fable’s moral lesson:
the fear of the unknown is more powerful than the reality of what is ultimately revealed to be
mere floating sticks. The absence of the camel is thus not a lack but a paratranslational strategy
that repositions the fable’s centre of gravity from animal to atmosphere, from narrative agent to
cognitive metaphor. Unlike Doré or Vimar, who centred their illustrations on the camel’s visible
presence, Chagall situates meaning in the interplay between what is shown and what is withheld.
His image underscores the semiotic power of absence: meaning arises not only from the presence
of figures but from the metaphors produced by their concealment. In this way, multimodal
paratranslation reveals itself as a process where visual metaphor, especially metaphor of
absence, reshapes both narrative and affective reception. Interestingly, this emphasis on spatial
uncertainty diverges from both the French original and its Russian translation. In neither version
is the sea a dominant image; it is only indirectly referenced through terms such as ‘frigate’ or
‘floating object.” Chagall’s illustration reorients the narrative away from the camel or the sticks
and toward the relational dynamic between human subject and environment. His is a narrative
not of objects, but of perception, a visual rewriting of La Fontaine’s fable that foregrounds
metaphorisation of space and emotion as central mechanisms of interpretation. Viewed alongside
the illustrations of Vimar and Oudry, Chagall’s work completes a triadic visual transformation
of the fable’s central object. Vimar omits the fleet entirely, rendering it a conceptual absence.
Chagall introduces a faint outline of a ship on the horizon, caught in a liminal space between
illusion and recognition, and Oudry depicts the floating sticks clearly, dissolving all ambiguity.
These stages mirror the gradual cognitive clarification articulated in La Fontaine’s text, from
‘mighty fleet’ to ‘brander,” from ‘brander’ to ‘small boat,” then to ‘bundle of goods,” and finally
to ‘floating sticks.” Chagall situates his interpretation at the height of uncertainty, illustrating
the moment in which fear emerges as a metaphorical projection, an image where meaning is
shaped less by the object itself than by the emotional and symbolic resonance attributed to
it. Chagall’s work is characterized by a unique visual language that departs from conventional
realism. In this sense, his interpretation of the fable may have employed visual metaphors and
stylistic distortions to convey its essence. Often, his work reflects a dreamlike atmosphere in
which figures appear to float or merge unexpectedly with the surrounding space. Within this
context, the camel could be represented abstractly, preserving La Fontaine’s narrative intent but
reimagined through a subjective and symbolic visual perspective. For a more detailed analysis
of his approach to The Fables of La Fontaine, it would be useful to examine the full series of
engravings he produced, as his treatment of each story varies depending on the message he seeks
to emphasize. As for the fable itself, Le Chameau et les Batons Flottants presents a brief story in
which animals serve as metaphors to convey a moral lesson. The narrative centres on a camel
who observes sticks floating on the water and, upon comparing himself to them, experiences a
mix of disdain and desire for change. Convinced that his legs are too short and clumsy compared
to the slender sticks he sees in the river, the camel expresses frustration, failing to understand
that his structure suits his nature. The moral of the fable suggests that every being possesses its
own characteristics suited to its purpose, and that blindness to this reality, driven by pride or
envy, can lead to dissatisfaction and error.

La Fontaine’s text employs terms such as ridicule, original, erreur, and orgueil, which
reinforce the critique of the camel’s arrogance and inability to accept his own nature. These
words reflect the character’s inner conflict and his distorted perception of the world around him.
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The water and the floating sticks take on symbolic meaning within the story, representing not
just elements of the environment but also mirrors of the camel’s confusion and self, deception.
The structure of the tale emphasizes the irony of the character who, despite his strength and
size, is misled by appearances and fails to recognize the value of his own traits.

On a deeper level, the fable can be interpreted as a critique of human vanity and
dissatisfaction. The camel, in his eagerness to compare himself to the sticks, disregards his own
usefulness and succumbs to an unrealistic ideal. This behaviour reflects a common tendency in
society, where individuals often underestimate what they have and long for what they do not,
without considering the true worth of their own attributes. In this sense, the story transcends
the anecdote of the camel to offer a reflection on self, acceptance and the distorted perception
of reality.

[llustrations of this fable often reflect the dichotomy between the camel and the floating
sticks, showing how the imposing figure of the animal contrasts with the apparent fragility of
the sticks in the water. However, the lesson of the story emphasizes that physical grandeur does
not always imply superiority, and that the small and seemingly insignificant can have an equally
valuable purpose. In Chagall’s work, this idea may have been represented through dynamic
compositions, in which forms and colours help convey the essence of the moral message without
resorting to explicit realism.

In conclusion, Le Chameau et les Bdtons Flottants is a fable that highlights the importance of
accepting one’s own traits and not being misled by superficial comparisons. Its moral emphasizes
that arrogance and lack of perspective can lead to error, and that true wisdom lies in recognizing
the value of what one has. The artistic representation of this fable, especially in Chagall’s work,
makes it possible to explore these ideas from a visual perspective, where the interaction between
forms, colours, and figures reinforces the central teaching of the story.

The idea that translation is not a mere mechanical process is, in itself, not particularly
interesting; what is truly challenging is the role of diverse perceptions. The illustrator, the reader,
the author, the translator, and the editor each contribute their own interpretative perspective,
reshaping the work in distinct ways. These multiple layers of perception ultimately converge
to shape the complexity of the final product, whether it manifests as a discourse, a literary,
artistic text, or its translated version. Within this interweaving of perspectives, meaning acquires
shifting shades: shadows alter contours, and new forms emerge. Translation, therefore, is less
about transferring fixed content than about negotiating the dynamic interplay of perceptions
that continually generate new and unexpected meanings.

Changesin theimage affect not only the visual dimension of the work but also its chronotope,
which, following Bakhtin [1981], can be understood as the configuration of narrative time and
space. In multimodal narratives, this articulation of time and space arises through a continuous
negotiation between verbal and visual codes. When an image is altered in the process of
paratranslation, its visual composition does not merely shift aesthetically; it also reshapes the
temporal and spatial perception of the narrative. For instance, if a revised illustration highlights
characters’ facial expressions and emotional states rather than the symbolic object present in
the original composition, the chronotopic balance is transformed. The greater focus on emotion
may slow the reader’s perception of narrative time, intensifying the immediacy of the characters’
subjective experience. At the same time, the diminished emphasis on the symbolic element alters
the interpretation of surrounding space, embedding it within a different cultural and historical
frame.

The chronotope is therefore a key aspect of peritextual mediation. Because illustrations,
layouts, and other visual components participate in shaping how readers perceive time and
space, they do not merely accompany the verbal text but actively construct the narrative
world. This makes the chronotope central to the analysis of peritexts: it reveals how visual
modifications influence the rhythm, atmosphere, and cultural orientation of the story, and shows
that peritextual changes are not marginal embellishments but fundamental reconfigurations of
narrative meaning.

This demonstrates how paratranslational transformations do not only operate at the level
of style but intervene in the very structuring of narrative temporality and spatiality. As Kress and
van Leeuwen [2006] argue, visual structures are themselves forms of discourse, carrying meaning
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that extends beyond representation into the organization of cultural knowledge. In this sense,
an altered illustration functions not merely as a replacement image but as a peritext in Genette’s
[1997] terms: a paratextual element that mediates the reader’s entry into the text and reframes
the act of interpretation. By shifting the visual emphasis, the peritext indirectly reshapes the
chronotope, guiding how the narrative is experienced in time and space. Translation, therefore,
is not only about verbal equivalence but about negotiating the multimodal interdependence
of chronotope and peritext, where even subtle visual modifications create new pathways of
meaning that exceed the literal textual frame.

The absence of the camel in Marc Chagall’s illustration can be interpreted through this
paratranslational lens, which considers not only linguistic transfer but also the cultural, spatial,
and symbolic transformations involved in adapting a text across different media and contexts.
In the original text and its Russian translation, the camel is a central symbol, representing
the encounter with the unknown and the process of familiarization that transforms fear into
acceptance. However, in Chagall’s etching, the camel is omitted, giving way to a more symbolic
and dreamlike image that forgoes literal representation in favour of conveying the fable’s
emotional and atmospheric dimensions.

This iconographic displacement can be seen as a form of rereading and resignification of
narrative space, characteristic of the paratranslational process, in which the illustration not
only translates the textual content but also reinterprets it through its own visual language. The
disappearance of the camel allows Chagall to explore more abstract or universal aspects of
the fable, such as uncertainty, transformation, and the subjective perception of space. In this
way, the image invites the viewer to mentally reconstruct the absent symbol, encouraging an
aesthetic and cognitive experience that enriches the dialogue between text, translation, and
visual representation.

Therefore, the camel’s omission should not be understood as a simple absence, but rather as
a strategic displacement within the framework of paratranslation. This reflects how each version
and medium reconfigures the original meaning, adapting it to a new cultural and perceptual
context. Ultimately, this phenomenon demonstrates that translation and visual adaptation
are active processes of mediation that do not merely reproduce a message, but reinvent it in
accordance with new contexts, languages, and audiences.

Literary Analysis of the Original

The fable Le Chameau et les Bdtons flottants, attributed to Jean de La Fontaine, serves as a
paradigmatic example of the fable genre’s moralizing tradition, where symbolic characters and
situations convey ethical lessons. From the outset, the text presents the camel as a strange and
unsettling figure, evoking a natural fear of the unknown. This reaction is encapsulated in the
opening line: "Le premier qui vit un chameau s'enfuit a cet objet nouveau" [La Fontaine, 1874],
emphasizing how novelty can provoke instinctive rejection.

As the narrative unfolds, it describes a gradual process of familiarization, mediated by re-
peated exposure and experience. Initial fear transforms into acceptance and control. The line
"Le troisieme osa faire un licou pour le dromadaire"” symbolizes this transformation, domes-
tication as a metaphor for mastering fear. The pivotal moral emerges in the closing phrase:
“L’accoutumance ainsi nous rend tout familier,” which synthesizes the idea that through contact
and habituation, what once seemed frightening becomes familiar and manageable.

The visual metaphor that concludes the fable further reinforces this moral. An object seen from
a distance in the water is misidentified as a “puissant navire,” only to be revealed as “bdtons flot-
tants.” La Fontaine writes: "De loin certain objet ne purent s'empécher de dire que c'était un puissant
navire Enfin ce fut des bdtons flottants" [La Fontaine, 1874]. This imagery illustrates how ignorance
and distance distort perception, and how understanding only comes through closer engagement.

This theme of perceptual transformation is echoed in visual interpretations of the fable.
The camel symbolizes the “objet nouveau” that initially provokes fear, but which becomes in-
tegrated into human space through the process of familiarization. The interplay between text
and image reinforces the moral insight: that human beings overcome their fear of the unknown
through experience and by reinterpreting the unfamiliar within their perceptual and cultural
frameworks.
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From a spatial paratranslation perspective, the fable does more than narrate a process of
moral learning; it enacts a transformation of meaning that extends beyond language into space
and culture. The “space” of the unknown, represented by the camel or the misidentified object,
is gradually re-signified as the subject adapts and integrates it into a familiar environment.

For instance, the verse "Le premier qui vit un chameau s'enfuit a cet objet nouveau" marks
the first confrontation with unfamiliar space, where fear emerges from lack of recognition. Later,
"Le troisieme osa faire un licou pour le dromadaire" signals a decisive act of domestication and
reinterpretation, transforming a strange environment into something knowable and controlla-
ble. This “spatial translation” involves more than physical adaptation; it redefines the perceived
place of the unknown within one’s cognitive and cultural worldview.

Likewise, the metaphor of the distant object (“un puissant navire”) later revealed as "ba-
tons flottants sur I'onde" reinforces the impact of distance and ignorance on spatial interpreta-
tion, and how this perception shifts with proximity and familiarity. The camel, in visual illustra-
tions, becomes more than an animal: it represents the ongoing dynamic of encountering, inter-
preting, and ultimately assimilating unfamiliar space.

Thus, La Fontaine’s fable underscores the human capacity to adapt and reframe the un-
known, transforming what initially provokes fear into something understood and controllable, a
core process for cultural integration and perceptual learning.

Le premier qui vit un chameau

S’enfiiit a cet objet nouvea.

Le second approcha; le troisiéme osa faire
Un licou pour le dromadaire.

L’accoutimance ainsi nous rend tout familier:
Ce qui nous paraissait tervible et singulier
S’apprivoise avec notre viie

Quand ce vient a la continue.

Et puisque nous voici tombeés sur ce sujet,
On avair mis des gens au guet,

Qui vovant sur les eaux de loin certain objet,
Ne purent s 'empécher de dire

Que ¢ était un puissant navire.

Quelques moments apres, ['objet devint brilot,
Et puis nacelle, et puis ballot,
Enfin batons flottants sur ['onde.

J'en sais beaucoup de par le monde
A qui ceci conviendrait bien:
De loin, ¢’est quelque chose; et de pres, ce n’est rien.

Figure 5. Jean de La Fontaine. Le Chameau et les Batons flottants. Fragment from the original text

From the perspective of spatial paratranslation, the process described in the fable involves a
transformation that goes beyond mere linguistic translation, extending to the cultural and spatial
reconfiguration of meaning. The “space” of the unknown—initially symbolized by the camel and the
ambiguous object glimpsed from afar in the water—is gradually redefined as the subject interprets,
adapts, and integrates this unfamiliar environment into their own cultural and perceptual frameworks.

The verse “Le premier qui vit un chameau s’enfuit a cet objet nouveau” exemplifies the
initial encounter with unfamiliarity, where the instinctive reaction is fear and avoidance. As the
narrative progresses, however, “Le troisieme osa faire un licou pour le dromadaire” marks a
turning point: the moment of domestication, when the once, threatening presence becomes
understandable and controllable. This act of “spatial translation” repositions the strange within a
familiar mental and emotional landscape, reshaping the relationship between subject and object.
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Similarly, the metaphor of the distant object on the water, initially mistaken for “un puissant
navire” but ultimately revealed to be “batons flottants sur I'onde,” illustrates how misperception
arises from distance and unfamiliarity. Only through closer observation can the true nature of
things be discerned, reinforcing the theme of perceptual transformation. In this context, the
camel functions not merely as a literal figure but as a metaphor for the dynamic process of
appropriating and domesticating unfamiliar space.

Ultimately, the fable conveys that human beings possess an inherent capacity to adapt
to the unknown, translating and reframing it into comprehensible terms. This transformation,
from initial fear to familiarity, is both a cognitive shift and a fundamental mechanism for cultural
integration and coexistence.

The metaphor of the “Unknown” as a source of fear is a timeless theme in literature,
reflecting a universal human experience. In English literature, this fear often symbolizes
the anxiety provoked by unfamiliarity and the limits of understanding. For example,
Shakespeare’s The Tempest presents a mysterious island that initially causes fear and
confusion but ultimately becomes a place of discovery and growth. Such narratives illustrate
how fear of the unknown can evolve into enlightenment and adaptation, echoing the moral
of the fable.

The Russian Translation: Fidelity and Recontextualization of Perceptual Space

The Russian translation of the fable, titled “Bep6st0d u navisywue MoneHoa” (“The
Camel and the Floating Sticks”) [La Fontaine, 1961], preserves the essence of the original
text by reflecting the process of familiarization and the transformation of perception to-
wards the unknown. In the text, the image of the camel, initially a cause of fear and uncer-
tainty “Kmo nepesili ysudan Bepbaoda, mom npous bexcan rnpu sude yyoa” symbolizes a
cultural and perceptual space that gradually changes through habituation and continuous
contact: “CtaHoBMMCA Mbl 6/1M3KM KO BCEMY, YTO HaM Ka3anocs Nyratowmm M CTpaHHbIM.”
This transformation also extends to the metaphor of the “nasieywjue nonernsva” (floating
sticks), which are first mistaken for a powerful ship but later revealed in their true nature,
reinforcing the idea that distance and lack of understanding distort our perception of space
and objects.

On the other hand, Marc Chagall’s illustration [La Fontaine, 1952], though it does not depict
the camel, participates in this dynamic of transformation by visually reinterpreting the text’s ele-
ments through his characteristic dreamlike and symbolic style. The absence of the camel can be
understood as a form of visual translation that shifts the focus from the literal symbol to a more
abstract or emotional representation of the process of adaptation and familiarization. Chagall
plays with space and symbols to create a visual experience that invites the viewer to reconfigure
their perception, much like the text reshapes the understanding of the strange object through
familiarization.

This duality between text and image exemplifies the paratranslation of space: not only is
verbal language translated, but also the cultural and symbolic spaces in which ideas are situat-
ed, adapting them to new forms and contexts. Thus, both the Russian fable and Chagall’s visu-
al work reveal how perceptual and cultural transformation is a continual act of reinterpretation,
where the space of the strange is resignified and integrated into new narratives and visualities.

Paratranslation, in this sense, is a dynamic process that enables both text and image to un-
dergo multiple transformations to engage diverse audiences and cultural contexts, enriching the
experience of both the known and the unknown.

Paratranslational theory is particularly relevant for analysing this fable in its French and
Russian versions, as well as in Marc Chagall’s visual representation, because it expands the
traditional notion of translation beyond mere linguistic transfer. It encompasses the cultural,
spatial, and media transformations that accompany the circulation of a text or artwork.
Unlike intersemiotic translation, which specifically focuses on converting one system of signs
into another, such as from verbal text to image, paratranslation involves a broader range of
processes, including mediation, reception, editing, promotion, and reinterpretation. All of
these shape the construction of meaning and influence how a text is perceived and resignified
in new contexts.

450



ISSN 3041-217X (print) ALFRED NOBEL UNIVERSITY JOURNAL OF PHILOLOGY
ISSN 3041-2188 (online) 2025. Ne 2 (30)

Bepomwoo u navieyugue Iloaeroa

(Le Chameau et les Batons flottants).

Kimo nepeuiii yeuoan Bepdawooa,

Tom npouw dexcan npu eude uyvoa;

Bmopoti ocyeniica npubausumoca K Hemy,
A mpemuii-u y30y Haoer Ha opoMadepa.
Tax, cuaom npuevIYKu 1t HpUMEDA,
Cmarnoeurica Mol GIU3KU KO 8Centy,

Ymo Ham Ka3aioca Ny2arial U CPAHHbIA
C HUM HAX0OACH & 0BijeHbe NOCTIIOAHHOM.

B npuntep moaty a npueedy pacckas.
Cmossuiiie Ha cmpaxce Kax-mo pas
Veuoeau npeorem, nisieviyuil € omoaiexoe,
HentedneHno peutiiu ece oxpys.

- Boavuoti gppezant wiv 6pardep! - Upes vcHoseHve
Bce e Hem yeudenu npocmoil ¢ moeapom Mok,
Yeanox u, Haxowelf - navigyiyue Ilonenna.
3Haxon A e ceeme Koe ¢ ke,

Koeo kacaenica Atoe nogecingoednve.
Bepomwoo u navigyujue nonenva

3a Hewmno ux coumelilop Ha PaccmoAnbe,
Béauzu xe onul okaxcymca Hudem.

O. Ywoanina.
3aHMCTBOBaHA y J30Ia.

Figure 6. Jean de La Fontaine. The Camel and the Floating Sticks.
Original title in French and Russian translation [La Fontaine, 1961].

In the case of the fable, the Russian translation preserves the core message and essence
of the original French text while also performing a cultural and linguistic recontextualization that
alters the perception and reception of the content. This process goes beyond the literal transfer of
words, adapting the story to the cultural space and linguistic conventions of the target audience.

Similarly, Chagall’s illustration, which omits the literal image of the camel but offers
a symbolic and dreamlike interpretation, functions as a form of visual paratranslation. This
reinterpretation translates the story into a different visual code while also resignifying the
narrative and emotional space of the text, inviting diverse readings and experiences. Thus, the
artwork is not merely an intersemiotic translation but a paratranslational act that intervenes in
the construction of meaning beyond the simple conversion of signs.

Together, both the linguistic versions and the image demonstrate how translation and
adaptation involve ongoing rereading of cultural and perceptual space. In this process, the
strange becomes familiar, and the relationship between text, image, and audience is enriched
through multiple layers of mediation and reinterpretation.

Figure 7. Marc Chagall, Le Chameau et les Batons flottants,
etching, circa 1952-1955, 39 x 30 cm [La Fontaine, 1952; Chagall, 1955]
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The analysed illustration is an etching titled Le Chameau et les Batons flottants, attribut-
ed to the renowned artist Marc Chagall. It belongs to a series of engravings Chagall created ap-
proximately between 1927 and 1930, with prints made before 1952. This series, inspired by La
Fontaine’s Fables, offers a visual reinterpretation of the classic tales through Chagall’s distinctive
sensibility. The piece’s authenticity and significance are confirmed by its presence in prominent
collections, such as the Musée des beaux, arts du Canada.

The etching is executed on Japanese paper, a medium known for its delicacy and ability
to capture fine detail, typical of a limited edition estimated at around 100 copies. The use of
traditional materials and the restricted print run highlight both the artistic value and exclusivity
of the work, allowing Chagall to re-signify the fable’s narrative space through his symbolic and
dreamlike visual language. Thus, the etching occupies a position not only within the tradition of
literary illustration but also within the artistic experimentation characteristic of Chagall’s graphic
work during this period.

Figure 7 specifically corresponds to an etching created around 1952 as part of the illustration
cycle for Les Fables de La Fontaine, published in Paris by Tériade. This luxurious two-volume folio
edition is distinguished by engraved covers and the high artistic quality of its content. The original
etchings, signed by Chagall and hand-coloured, emphasize the exclusivity of the print run, which
consisted of approximately 200 copies, including around 85 in colour. The entire series comprises
about 100 engravings, which visually marry literary tradition with modern artistic expression. The
etching under discussion serves as the cover for the first volume and measures approximately 39
by 30 centimetres. This work is part of the Tériade edition of Les Fables de La Fontaine, published
in Paris in 1952, and represents an original etching by Marc Chagall.

Conclusions and Perspectives

Absence or partial depiction of characters in illustrated fables, such as the hidden wolf in
Lorioux’s Le Loup et I’Agneau or the omitted camel in Chagall’s Le Chameau et les Bdtons Flottants,
functions not as a lack but as a metaphorical strategy. By withholding the full figure, illustrators
activate spaces of interpretation where fear, uncertainty, or vulnerability are conveyed through
indirect representation. The unseen or partially seen becomes a metaphor for the unknown,
inviting the reader-viewer to project meaning into what remains invisible.

These visual strategies operate as forms of paratranslation, where the illustrator
reinterprets the fable’s moral through symbolic cues rather than literal depiction. The wolf’s
absence amplifies menace; the camel’s omission shifts attention to human misrecognition; the
river or floating sticks transform into metaphors for error and confusion. In each case, image and
text interact to reshape the moral lesson, ensuring its resonance in new cultural and perceptual
contexts.

Through this lens, Le Chameau et les Bdtons Flottants illustrates how illustration mediates
between textual narrative and visual metaphor, demonstrating that meaning is never fixed but
negotiated across media. The paratextual choices of illustrators, what is emphasized, omitted,
or symbolically displaced, become central to the reader’s reception. Translation, therefore, is
not a mechanical transfer of content but a dynamic interplay of perception, where absence,
metaphor, and peritext converge to generate new narrative forms and renewed moral force.

Comparing various visual representations highlights that graphic adaptations do more than
merely accompany the narrative, they actively reshape the interplay between text and image and
reconfigure the chronotope, that is, the narrative construction of time and space. The diverse
illustrations of the fable serve as concrete examples of this transformative process.

On one hand, conventional illustrations tend to reinforce the fable’s moralizing message
through clear, detailed depictions of the camel and the floating sticks. These images emphasize
the disproportion and thus the protagonist’s arrogance, anchoring the story in a recognizable
and literal environment that supports straightforward moral reading. On the other hand, stylized
or symbolic illustrations, such as those by Marc Chagall, employ a distinct visual language that
redefines the relationship between narrative elements. Chagall’s use of colour, form distortion,
and figure juxtaposition results in a more abstract and evocative interpretation, where the
camel may be absent or symbolically transformed, inviting a more subjective and multifaceted
engagement with the fable.
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Both Marc Chagall’s 1920s illustration for Le Chameau et les Bdtons Flottants and Félix
Lorioux’s visual interpretation of another La Fontaine fable, likely Le Loup devenu Berger, offer
compelling examples of paratranslational strategies that foreground experiential perception
over representational fidelity. These images bypass literal depiction to engage the viewer at
a symbolic level, where absence, shadow, and deformation function as semiotic agents. Each
composition evokes an emotional or cognitive condition not by reproducing the fable’s action
directly, but by constructing a metaphorical space that requires the reader-viewer’s interpretive
participation.

In Chagall’s rendering of Le Chameau, the expected central figure, the camel, is omitted
altogether. This absence redirects the narrative away from its literal trajectory toward an
exploration of fear, illusion, and misrecognition. Rather than depicting the camel and the
misinterpreted floating sticks, the composition introduces two human figures, one more
dominant and grounded, the other nearly dissolved into the surrounding arboreal shadow.
These figures face a textured, undefined maritime horizon, visually divided by tonal contrast.
This spatial configuration establishes a threshold between interior apprehension and external
ambiguity. The sea, empty and quiet, contradicts the imagined threat, turning the absent camel
into a symbolic absence that the viewer must actively reconstruct.

Lorioux similarly manipulates visibility and absence in his rendering of the wolf. Instead of
presenting the predator in full, the wolf is partially obscured or blended into the background,
its form dissolving into lines and textures that merge with the landscape. This visual treatment
delays recognition and encourages the reader to experience the wolf as a spectral, ambiguous
figure. Such partial disappearance operates as a visual metaphor for moral transformation and
deception, shifting the burden of interpretation from the figure itself to the reader’s perceptual
engagement. The wolf, neither fully present nor entirely hidden, becomes a construct of
expectation and suspicion.

Both illustrations thereby subvert the illustrative conventions of their respective periods.
Their purpose is not to render narrative content literally but to translate the fable’s affective
and cognitive conditions into visual form. Through absence and displacement, these works
paratranslate not just meaning but mood, transforming textual events into perceptual and
emotional experiences. In doing so, they extend the function of illustration into the realm of
experiential hermeneutics, where the reader does not simply receive the moral lesson but
encounters its ambiguity. The image does not tell but enacts; it renders interpretation contingent
on presence perceived and absence imagined.

Such visual strategies, when examined comparatively, reveal a shared poetics across
otherwise distinct visual languages. Chagall’s surrealist fragmentation and Lorioux’s decorative
whimsy both converge in their commitment to constructing visual narratives that destabilize
perception and foreground the threshold between seeing and understanding. In both cases, the
subject is not simply what is drawn but what remains latent, the unresolved space between the
known and the misread, between the seen and the imagined.

From the perspective of paratranslation, such variations in illustration are not simply
aesthetic choices but represent fundamental reconfigurations of the fable’s original meaning
within new cultural and visual frameworks. Traditional versions maintain a direct and transparent
link between text and image, reinforcing the narrative’s clarity and moral intent. In contrast,
Chagall’s interpretation introduces ambiguity and complexity, requiring readers to actively
participate in meaning-making. This visual reinterpretation thus functions as a form of cultural
translation, where symbolic codes must be negotiated and adapted to sustain communicative
efficacy within an altered aesthetic context.

Moreover, these shifts in representation directly affect the story’s chronotope. Figurative
illustrations anchor the narrative in a concrete, identifiable spatial and temporal setting, offering
a stable frame for the unfolding moral lesson. Conversely, abstract interpretations like Chagall’s
evoke a dreamlike or indeterminate space, destabilizing temporal continuity and enabling the
fable to transcend its immediate narrative context. This open, ended quality allows the story to
resonate as a broader meditation on human perception, fear, and adaptation.

In this way, paratranslation provides a powerful tool for understanding not only how image
changes influence the reception of a text but also how the visual translation of a single narrative
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can shift its symbolic meaning, its dialogic relationship with the viewer, and its placement within
diverse cultural milieus. The contrast between traditional and Chagall, inspired illustrations
exemplifies that adaptation is far from a mere media transfer; it is a profound transformation
encompassing semiotic, narrative, and aesthetic dimensions.

Looking ahead, this study opens up promising avenues for further research into the
mechanisms and implications of paratranslation across a broad spectrum of artistic media
and cultural settings. While this analysis focused on a specific fable and its visual adaptations,
extending the inquiry to other literary genres, such as poetry, drama, or prose narratives, and
their diverse visual or multimedia representations could yield rich insights into how meaning
is negotiated and transformed. For instance, examining how myths, legends, or folk tales are
visually reinterpreted across cultures and time periods would deepen our understanding of the
continuous dialogue between text, image, and audience.

Moreover, extending the concept of paratranslation beyond the visual arts to encompass
theatre, film, digital media, and performance offers valuable insight into the ways different
storytelling modalities engage with processes of cultural translation, adaptation, and
reception. Each medium operates within distinct semiotic frameworks and limitations, shaping
how narratives are reinterpreted and how audiences construct meaning. Investigating these
dynamics through an interdisciplinary lens may enrich theoretical understandings of cultural
transmission by emphasizing the porous boundaries between original works and their various
adaptations.

Importantly, this line of inquiry underscores the enduring and transformative power of
narrative. Stories should not be regarded as static artifacts, but rather as evolving entities
that adapt as they encounter new cultural contexts, artistic interpretations, and audience
perspectives. Through the processes of paratranslation, narratives engage in a continuous
negotiation between preservation and innovation, navigating the space between what is
familiar and what is unfamiliar. This process of transformation not only reflects the changing
contours of human experience but also plays an active role in shaping our fears, hopes, values,
and identities.

A nuanced understanding of paratranslation allows scholars, artists, and audiences to
appreciate the inherently multilayered and dialogic character of storytelling. Adaptation, in
this view, is not a process of loss or dilution but one of creative renewal. It represents a vital
mechanism through which culture remains dynamic, meaningful, and capable of sustaining
connections across time and place.
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This study significantly broadens and deepens the investigation of paratranslation in illustrated liter-
ature, foregrounding the complex and multifaceted ways in which visual storytelling intersects, converg-
es, and sometimes diverges from textual translation to generate intricate, layered, and dynamically evolv-
ing networks of meaning.

This study aims to determine the complex interplay between textual and visual elements in illustrat-
ed literature, focusing on the role of paratranslation and metaphor in shaping meaning across linguistic,
cultural, and historical contexts. Specifically, it seeks to examine how illustrations, peritextual elements,
and multimodal strategies in Jean de La Fontaine’s fables contribute to the creation, transformation, and
negotiation of narrative meaning, and how these processes facilitate cross-cultural interpretation, reader
engagement, and the dynamic evolution of stories over time.

Moving beyond traditional translation studies that primarily focus on linguistic equivalence and tex-
tual fidelity, this research positions itself at the intersection of translation theory, visual culture studies,
and multimodal discourse analysis to examine how meaning-making processes unfold across multiple se-
miotic registers simultaneously. As a central and paradigmatic case study, this research undertakes a com-
prehensive multimodal and diachronic analysis of Jean de La Fontaine’s fables and their extensive peri-
textual ecosystems, focusing particularly on the remarkably diverse visual interpretations, adaptations,
and reimaginings provided by illustrators across different historical periods, cultural contexts, and artis-
tic traditions. The study traces how these visual interpretations have evolved, transformed, and respond-
ed to changing cultural sensibilities, aesthetic movements, and readership expectations, revealing illustra-
tion not as a static or subordinate accompaniment to text but as a dynamic and generative force in the on-
going reconfiguration of narrative meaning. Metaphor emerges as a multifaceted connecting tool in this
complex process, operating simultaneously across linguistic and visual registers to mediate meaning, facili-
tate cultural translation, and generate new interpretive possibilities and layers of understanding. The study
demonstrates how metaphorical thinking functions not merely as a rhetorical device but as a fundamen-
tal cognitive mechanism that enables the translation of abstract concepts, emotional states, and cultural
values across different semiotic modes and cultural contexts. The methodological approach adopted here
draws extensively upon cutting-edge interdisciplinary frameworks that recognize and theorize the inher-
ently multimodal nature of contemporary literary experience and cultural transmission. This perspective
necessitates moving decisively beyond conventional translation studies paradigms to embrace a more ex-
pansive, nuanced, and theoretically sophisticated understanding of how meaning travels, transforms, and
adapts across cultural, linguistic, and visual boundaries. The research methodology integrates insights from
semiotics, visual rhetoric, cultural translation theory, and reader-response criticism to develop a compre-
hensive analytical framework capable of addressing the complexity of multimodal textual production and
reception. At the theoretical core of this inquiry lies the innovative framework of paratranslation, under-
stood in productive dialogue with Gérard Genette’s foundational analysis of paratexts and peritexts, while
simultaneously extending and challenging these concepts to accommodate visual and multimodal dimen-
sions. This approach transcends traditional notions of linguistic equivalence to encompass the material,
graphic, spatial, and embodied dimensions of meaning-making processes. Through this sophisticated theo-
retical lens, the study explores how illustrations, paratextual elements, layout choices, typography, colour
schemes, and spatial arrangements collectively shape the semantic and cultural mediation of the text, pro-
foundly influencing how readers interpret narrative space, character dynamics, emotional tone, and the-
matic significance across linguistic and visual boundaries. The analysis demonstrates with particular clarity
that space within the fable functions not as a passive, neutral backdrop but as a dynamic, socially and cul-
turally constructed element that is actively informed by the viewer’s interpretive framework, cultural back-
ground, and embodied experience. Visual strategies such as the deliberate partial depiction, strategic crop-
ping, or complete omission of key narrative elements like the camel in certain fables represent sophisti-
cated paratranslational interventions that shift the narrative’s emotional register, symbolic resonance, and
interpretive possibilities. Rather than signifying mere absence or artistic limitation, these calculated omis-
sions function as deliberate paratranslational interventions that foreground abstraction, encourage active
reader participation, and invite open-ended, culturally situated interpretation, thereby fundamentally re-
shaping the affective landscape and emotional geography of the fable. These visual choices create interpre-
tive spaces that readers must actively fill, transforming the reading experience from passive consumption
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to active meaning construction. By systematically comparing more representational visual strategies with
highly interpretive, abstract, or stylized approaches, the study reveals the remarkable diversity of meaning-
making approaches available within visual peritexts and demonstrates their considerable power to medi-
ate, transform, and sometimes completely reconceptualize narrative significance.
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