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Abstract. This study examines the phenomenon of one-way, yet emotionally
engaging communication within the sphere of international broadcasting on
Belarusian Soviet television. The objective of the research is to identify the time-
tested images and strategies used to construct such multimodal interaction,
referred to as parasocial interaction. The study hypothesizes that the artistic
image plays a key role in the communication between the senders and recipients
of international television programs. A discursive-historical analysis of polymodal
television texts at the interconnected levels of representation, composition,
and interaction allowed for the identification of communicative strategies for
implementing images of antagonistic reality and the Manichean hero. These
strategies include culture-determined modeling and modification of metaphors,
idiostyle, and the visual-compositional emphasis on the figure of the sender in
the frame. The research identifies the subjective position of the implicitly active
recipient, constructed through communicative strategies of dialogized monologue,
hypophora, and tracking focus. Furthermore, it defines the generative subjective
position of both sender and recipient, implemented through modal paraphrasing
formulas, stylistically marked vocabulary, reflective thinking strategies, and
legitimation through an external opponent. This study contributes to the scientific
field of the communicative history of Soviet Union television. The findings can be
utilized by television producers to construct communicative interactivity, thereby
determining their competitive advantage in the convergent media market.

Keywords: parasocial communication, communicative strategy, international
television program, artistic image, antagonistic reality, Manichean hero.

Introduction

It is evident that 21st-century convergent media are evolving toward deepening technical
interactivity: live broadcasts and call-in shows are no longer unique television forms, as they
have numerous alternatives on the Internet, such as streams, chats, duet broadcasts, and
others. Due to its technical characteristics, television communication remains predominantly
one-way. Consequently, to remain competitive in the media market, television broadcasters
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are forced to seek new resources for modeling communicative interactivity and the emotional
engagement of audiences. A source of discursive experience can be found in the most popular
programs of Belarusian Soviet television, which maintained high viewership for decades. These
include international television programs in which communicators reviewed world events - for
example, a weekly wrap-up - without leaving the Soviet Union, primarily based on materials
from the foreign press.

The first programs titled “Mexaynapoausl arnsg” (“International Review”) were announced
in the television schedule in the late 1950s'. High demand for such programs, correlating with
the tradition of family viewing, is evidenced by their popularity among the young audience. For
instance, in 1974, staff from the Research and Methodology Department of the State Television
and Radio Broadcasting Company of the BSSR surveyed 800 students in grades 8-10 from the
Vitebsk, Brest, and Minsk regions, as well as the city of Minsk. 39.4 percent of respondents
stated that among all television content, they preferred programs on international topics?.
Some of the most popular programs on Belarusian Soviet television were the episodes of “Haiu
koMMeHTapui”, which aired starting in August 1980 and successfully reformed the genre of
international broadcasting. In particular, the Chairman of the State Committee for Television
and Radio Broadcasting under the Council of Ministers of the BSSR, the poet H. Buraukin, noted
that by the early 1980s, international programs had begun to “npbikMeTHa cTpauBalb y cBaiM
aytapbiTane” (“noticeably lose their authority”), but “maBosi xyTka 6asgBbIM aTpajaM Hallara
BsIYAHHSA cTasa rpyna kaMmeHTaTtapay” (“quite quickly, a group of commentators became the
combat unit of our broadcasting”)3.

“Ham komMmeHTapuit” differed from the international programs familiar to viewers through
its conciseness of form and breadth of themes; the authors' field of interest included events
not only abroad but also within their own country. The head of the commentator group of the
State Television and Radio Broadcasting of the BSSR, L. Laryutin, wrote that “..rata ctyausa y
MiHISILIOPBI: TYT éCLibi 9KaHAMUYHas, i MKHapO/{Has, i rpaMa/icKa-NasiTbluHas pabaeMaThbIKa.
3 nAniMiHyTKaMi Ha Mi>KHapoZAHbISI TOSMbl Ha 3KpaHe BbICcTynay B.Bsiiecbka, Ha rpamajicka-
naniteluHbiga - [. Pygaméray, Ha calblsiibHA-3KaHaMiuHbIg — ayTap raThix pajgkoy” (“.it is a
studio in miniature: it contains economic, international, and socio-political issues. V. Vialeska
appeared on screen with five-minute segments on international topics, I. Rudamyotau on socio-
political ones, and the author of these lines on socio-economic ones”)*. At the same time, by the
mid-1980s, international life topics were addressed in almost all episodes of the program “Hawu
KoMMeHTapui”. Statistical data indicates their popularity: 63.4 percent of viewers in 1981°.
As T. Andronova, chair of the Council of Veterans of the Belteleradiocompany, recalled in a
conversation with the author of this work, the members of the commentator group (which was
smaller than the editorial staff) - L. Laryutin, I. Rudomyotov, V. Vialeska, and V. Kazanli held a
high symbolic status within the communicative community of Belarusian television journalists.

TaBopbiub MiHck. — 1958. - 4 fek. — N2 49.

%Y panaMory paboTHiKaM T3Jjie6a4aHHs | paAbléBsIYaHHs: iHGapMaubliHA_MeTaZblYHbIS MaT3pblsbl / [[3s1piKayHBbI
kaMmiTaT Benapyckait CCP na Tasie6avanHi i paabiéBsirvanHi, [anoyHas pafgakublsa MscLoBara TaJjeb6ayaHHs i paJblEBsLIYaHHS. —
YspseHsb, 1979. - C.57.

3 BonbIT, IpaKThIKA : iHpapMalpliiHa—MeTaAbIYHbIsI MaT3pPhIS/Ibl § AanaMory pa6oTHiKaM Tajie6a4aHHs i paAbléBsIl-
yaHH# / [I3spk. KamiTaT Besnapyckait CCP na Tasie6ayanHi i pagpiéBsimryanHi, [anoyHas pafakibls MscLoBara TajlebadyaHHs i
paabiéBsimyaHHA. — CakaBik-KkpacaBik 1981. - C. 8.

*BombIT, paKThIKa : iHpapMalbliiHa-MeTaAbIYHbIS MAaTIPbISAJIbI ¥ AanaMory paboTHIKaM TaJjie6ayaHHS i paAblEéBAIIYAHHS
/ J3sipx. kamiTaT Besapyckait CCP na TasiebauaHHi i pagbiéBsiyanHi, [anoyHas pajakibls MscLioBara Tajie6ayaHHs i pa-
[AbléBslIYaHHs. - Mali-uapBeHb 1981. - C. 33.

* Tam xe. C. 46
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Literature Review

In recent years, scientific interest in the discursive genre of international programs has
emerged among foreign authors. For instance, K. Evans [1, 250] noted high dynamism as a
specific characteristic of such broadcasts, which ensured their popularity among the audience
of the Central Television of the Soviet Union (hereinafter - CT). At the same time, works written
in Russian examine only individual linguistic, as well as structural and organizational aspects
of CT international television programs. Thus, regarding the orthoepic aspect, 1. Veshchikova
[2] noted a significant number of non-conventional (deviating from the norm) articulations in
the speech of presenters, without drawing conclusions about their significance in discourse.
An analysis of the program structure of the CT television shows “MexayHaposHoe 0603peHue”
by D. Zorin and “MexayHnapogHasa naHopama” by E. Primakov was conducted by E. Legkodukh
[3], establishing a trend where expert commentary in the studio predominated over recorded
news segments. The multimodal images and strategies of international programs on Belarusian
Soviet television, which construct the perceptions of linguistic personalities about reality, have
not yet been the subject of scientific research.

Methodology

During the analysis of the content of letters sent to the editorial office of the television
program “Ham komMeHTapuil”, preserved in the personal collection of H. Buraukin, a
pragmatic orientation of viewers toward parasocial relationships [4] with the sender in the
frame was observed: “..yBaxxaemblil BukTop CaxaHkoB! MblI ¢ 60JIbIIMM UHTEPECOM CMOTPUM
KOMMeHTapuu U ciayumaeM Bac no TesneBuzaeHum. Jlaxke roBopuM, Korza Bel nosiBisieTech Ha
3kpaHe: 3apaBcTByH, CaxaHkoB! U3BUHUTE, 4YTO MBI Ha «Thl». Bbl ke He cabluTe. |...] C1oBa
Baue mubipae, npaBguBoe, AyueBHoe, npsaMoe” (“..dear Viktor Sakhankov! We watch your
commentaries and listen to you on television with great interest. We even say when you appear
on the screen: Hello, Sakhankov! Forgive us for using the informal ‘you’ [tu]. You cannot hear
us anyway. [...] Your word is mbipae [sincere], truthful, soulful, and direct”)®. Despite the fact
that the connection with the television communicator remains one-way (the viewer cannot
send a response that will be heard), the recipient develops a sense of emotional closeness and
personal involvement in the communication. Hypothetically, such an emotional attitude, which
ensured the popularity of the program episodes among viewers, is mediated by the discursive
construction of not only logical propositions but also artistic figurative models. It is assumed
that these are materialized in the communicative strategies of the multimodal text at three main
interconnected levels [5]. At the level of conceptual representation (construction of key ideas)
and narrative representation (construction of the character's image), a semantic transfer of
attributes occurs, where new concepts are understood through categories familiar to linguistic
personalities (Lakoff, Johnson), in accordance with Yuri Lotman's definition: "An artistic image
is a sign in which the objective plane and the meaningful plane do not fully coincide, forming a
complex system of mutual projections” [7, p. 65]. Accordingly, at the level of composition - thatis,
the spatial relationships of elements within the mise-en-scéne - certain objects are emphasized
by ignoring others. Furthermore, at the level of interaction between authors and viewers, the

¢ Apxiy Bypaykina. [licbMbl Iiefaqoy y p3jakubllo Tajenepagaubl «Ham komMeHTapii» (1978-1989). &.520, Bom. 1,
Cnp.221.C. 1.
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personal involvement of recipients in the process of interpreting images is assumed, as defined
by Umberto Eco [8, p. 27]. The subjective position of the recipient can be materialized both
lexically and visually (through camera shots, angles, and perspective).

The episodes of Belarusian television's international programs “ATiac”, “A6BiHaBauBaela
iMmnepbisiiam’, “3a ¢pacagom cBobogHOro Mupa”, “CIIA - MupoBo# kaHaapm”, “Mepuuan”,
“Ham komMeHTapuit”, and others were broadcast live; no recordings of them exist today.
However, a fairly accurate reconstruction can be made using the detailed microphone folders
preserved in the National Archives of the Republic of Belarus. To identify the images and
strategies that facilitated the construction of parasocial communication in these television
programs, this work employs theoretical techniques of discourse analysis, such as comparing
episodes from different years and the exaggeration of detail (for example, editorial corrections
or authorial remarks). It also utilizes polyphony, which assumes that various discursive logics -
including ideological, professional, and everyday-practical attitudes and beliefs - intersect at a
single historical point. An understanding of the context in which these programs were created
is constructed through the content analysis of articles from the “BonbiT i npakTbsika” collections,
published by the State Committee for Television and Radio Broadcasting of the BSSR for internal
use, as well as viewers' letters to the editorial office of the program “Hawm komMmeHnTapui”.

Results and Discussion

The image of antagonistic reality can generally be characteristic of emerging discourses,
as it helps to clearly define their boundaries. At the level of conceptual representation of the
international program's communicative form, the image of a hostile capitalist lifestyle, opposed
to everything progressive, is mostly not described logically but constructed metaphorically.
At the same time, there is a relatively low frequency (compared to illustrated stories and
television theater) of cognitive metaphors representing a stable type of figurative worldview.
These are mainly represented by military [9] and anthropomorphic groups [10]: «Hama kpaiHa,
Hapo/pPKaHas ca CJ0BaMi «Mip» 1 «3AMJisi», - cCTaJla CUATaHOCLAM pyXy Cylpalb BalHbI Ha
maHele» (“Our country, born with the words ‘peace’ and ‘land, has become the standard-bearer
of the movement against war on the planet”). That is, the country is metonymically personified
as a standard-bearer in a squad of soldiers. The representation of various models of the “war”
concept in the discourse is characteristic: one belongs to the autochthonous (one's own)
discourse, and the other to the allochthonous (foreign) discourse: “Activating their aggressive
policy in the international arena, the US ruling circles are intensifying the ‘dirty war’ inside the
US in every possible way.”’. In this case, the arena - much like a circus arena - is a place where
a fabricated rather than real life unfolds, and the actors perform actions intended to provoke
laughter from the audience. Meanwhile, the “dirty war” is connoted not just negatively, but as
a fake, contrived, and unnecessary war, in contrast to a war fought under the banner of ideas.
High metaphorical density is characteristic of these polymodal texts. In the following example,
the military metaphor of ideological confrontation as a physical struggle is used in tandem with
an anthropomorphic metaphor (the motif of a decaying body) and an orientational [6, 142]
conceptual metaphor (the collapse of a vertical power structure): «bapanb6a 3 HoBa# cisait
pasrapHyJacs ¥ kaHubl 1979 roaa, kasii MasaZiblsi apMencKis adilapbl 3BeprJii NparHiyubl

’HauuoHasbHblIM apxuB Pecniy6iuku Benapycs (HAPE). @. 871 . Om. 8. lesio 298. C.243.
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pakbIM reHepasia Pomepo»® (“The struggle unfolded with new force at the end of 1979, when
young army officers overthrew the rotten regime of General Romero”). Usual metaphors in the
discourse of international programs are culture-specific. For instance, in the metaphor “CILIA -
mupoBoi xxaHaapm” (“The US - the World’s Gendarme,” the title of an international program),
the negative image of the United States is constructed using categories of the imperial police that
existed in 19th-century Russia. As is well known, the Russian Empire was called the “Gendarme
of Europe” during the reign of Nicholas I for its suppression of revolutionary movements in
Europe, specifically the Hungarian Revolution of 1848-1849.

The artistic efforts of the television senders are evidenced by the processes of constructing
individual-author evaluative metaphors: “Using all their long-standing and rich practice of
legal falsification, the executioners in judicial robes tampered with more than doubtful ‘facts’
and ‘evidence’ in order to brutally deal with the accused.”®, «.. ambicT i KaT ybLIiKicKara
Hapoay [linauat» (“Pinochet, the fascist and tormentor of the Chilean people”)*. In the given
example, the functions of an executioner — whose task is not to investigate the situation but to
carry out a sentence - are projected onto the representatives of the authorities in Spain and
Chile. Processes of metaphorical conventionalization are observed, where individual authorial
metaphors acquire the properties of common usage (usuality). For instance, in the speech of
commentator I. Muravyov, the lexemes “executioner” and “vampire” are used as contextual
synonyms: “Tog ToMy Hasaf .. najlaud 060pBa/iv kU3Hb repost Appuku [latpuca JlymymoObl.
KosloHWa/NbHBIA BaMIUP He YTOJMJ KaXAy KpoBbio JlyMyM6bl. OH U ceilyac, MIPUJIbHYB K
rpyAu KoHro KpoBaBbIMHU Tryb6aMH, NbITAeTCs MOCTAaBUTh Hapo, Ha kKoseHU (“A year ago ..
executioners cut short the life of Africa's hero, Patrice Lumumba. The colonial vampire has not
quenched its thirst with Lumumba's blood. Even now, clinging to the chest of Congo with bloody
lips, it attempts to bring the people to their knees”)!. The artistic image of the United States
is constructed within the categories of a vampire - a mythical creature for whom the killing
(draining of blood) of others becomes a source of life.

The use of intertextual references to Soviet classics serves as a strategy for metaphorical
construction. This helps demonstrate to the viewers the deep-rooted nature, historicism, and,
consequently, the general acceptance and adequacy of the international journalist's positions:
“B aTuX nepejiayax Mbl IOCTApPaeMCsl LIMPOKO MO3HAKOMUTD BacC C KHHO- U GOTOAOKYMEHTAMUY,
C BINEYAT/IEHUSIMU TOBAPHUILEH, KOTOPBIM MO JOJTY CAY»KObI NMPUILJIOCh NOObIBATb B CTpPaHe
«xkénroro AbsiBosia»” (“In these programs, we will strive to extensively introduce you to film
and photo documents, as well as the impressions of comrades who, in the line of duty, had
the opportunity to visit the land of the ‘yellow devil”’)!%. The senders quote the title of Maxim
Gorky’s essay “T'opop xkéntoro absiBosia” (“The City of the Yellow Devil,” 1906), written after his
trip to New York. The “Yellow Devil” refers to money (gold); thus, the capitalist economy and the
corresponding lifestyle are criticized. A characteristic communicative strategy is the extension of
the metaphor - expanding the designated area from a city to an entire country — which helps the
senders construct a perception of the depth and relevance of the problems being represented.

A specific case of individual-author metaphor is symbolic inversion, where the meanings
of established symbols are reversed by the author: “Ha rep6e npesugenTta CIIA uzobpaxeHna

8HAPB. ®. 871 . 0m. 8. [lesio 1169. C. 139.
°HAPB. ®. 871 . 0m. 8. [lesio. 298. C. 243.
1°HAPE. ®. 871 . Om. 8. [lesio. 1049. C. 176.
1 HAPE. ®. 871. Om. 6. leno. 43. C. 243.
2ZHAPE. ®. 871 . 0m. 8. [lesi0. 298. C. 315

154 N24(153)/ 2025 A.H. I'ymures amvindazor Eypasua yammuix ynueepcumeminity XABAPIIBICHI.
KYPHAANCTWKA CEPMACHI
ISSN: 2616-7174. elSSN: 2663-2500



Images and strategies of parasocial communication in Belarusian international television programmes

OJINBKOBAsi BETBb — CHMBOJI MUpPa Y IIy40K cTpeJ1. OJITMBKOBas BETBb 3aChIXaeT, €€ MUTAIOT TOJbKO
JleMaroruyeckue 3asiBJieHUs] aMepUKaHCKUX PYKOBOAUTEJIEN O cTpeMJieHUH K MUpy. OJIMBKOBast
BETBb IPEBPATU/IACH B GUTOBBIN JIUCTOK, KOTOPbIM UMIIEPHUAJIM3M TIIETHO MbITAETCS MPUKPHITh
oTpaBJsieHHble cTpesibl Mapca” (“The coat of arms of the US President depicts an olive branch - a
symbol of peace - and a bundle of arrows. The olive branch is withering; it is nourished only by
the demagogic statements of American leaders about their pursuit of peace. The olive branch
has turned into a fig leaf with which imperialism vainly attempts to cover the poisoned arrows
of Mars”)'%. A contrastive metaphor is chosen as a means of symbolic inversion. An olive branch
cannot literally turn into a fig leaf, but one general cultural symbol can be transformed into another.
The olive branch (a symbol of peace, reconciliation, openness, and diplomacy) turns into a fig leaf
(a symbol of concealment, hypocrisy, and an attempt to hide discreditable actions).

While international programs of the 1970s primarily constructed a metaphorical interaction
between the viewer and the figurative elements of an antagonistic world (for instance, the
executioner, gendarme, or vampire perceptually dominate the sender), the episodes of “Haru
koMMeHTapui” in the early 1980s formed a direct interaction between the sender in the frame
and the recipient at the screen. For example, the vector of L. Laryutin's message in the frame is
directed toward the viewer: “I §cé » 1 HabsApycs cMeJiaclii i y3HiIMYy BOCb I'3ThI, Ha YKaJlb, MMYCThI
6akaJi. Y cTapbIM rozi3e i He 3HaMIJI0CH, YbIM AIF0 HANIOVHIIb. [ TIM He MeH1I - 3a Bac, 3a Bally
yrauy!” (“And yet, I will take courage and raise this, unfortunately, empty glass. In the old year,
nothing was found to fill it with. And nevertheless - to you, to your luck!”)'*. The provided
example indicates the formation, at the level of narrative representation, of a specific image
of the Manichean hero [11] - an artistic archetype who, within a plot characterized by a rigid
confrontation between good and evil, decisively and uncompromisingly chooses absolute good
[12,p.114]. The image of the Manichean hero is constructed at the level of visual composition by
emphasizing the sender within the visual sequence. In international programs of the 1970s, the
commentator was positioned on the left relative to the viewer. As G. Kress and T. van Leeuwen
have demonstrated through numerous examples [5, p. 179], a linguistic personality that writes
from left to right perceives information located on the left side of an image as "given" or known,
while information on the right is seen as "new," requiring increased attention. Thus, in the
international programs of the 1970s, the presenter was positioned on the left for the viewers,
embodying a "good acquaintance,” while the television set in the studio, located on the right
for the viewer, symbolized everything new and advanced - the power of technology leading
to absolute prosperity in the modernist worldview. In contrast, in the international programs
of the 1980s, the title of the program was graphically displayed on the left as the "given,” while
the commentator - a forward-looking individual with new perspectives on the world order
- was positioned on the right. To construct the interaction (interpersonal communication)
between the new contemporary hero and the viewers, a perspective-based composition was
used to symbolize the movement of history. A blurred, technically implemented background
(film footage of international newsreels or newspaper photographs) was created using rear
projection onto a screen behind the speaker - perceptually placing it in the past. The figure
in the foreground, acting in the "here and now" (it should be noted that the episodes were
broadcast live), was the commentator in the studio, a representative of the present, whose
gaze was directed toward the viewer, thereby constructing a message to the future. The sender
looked directly into the camera, at the viewer, linking his hopes for social development with

3 HAPB. ®. 871.0m. 6. [lesio. 43. C. 106
*HAPB. ®. 871 . 0m. 8. [lesno. 2375.C. 2
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them - not demanding, but persuading. The image of the Manichean hero - courageous,
decisive, and possessing a heightened sense of social duty - was reinforced in an intermedial
context, where he was contrasted with images of idle and demagogic low-ranking officials, as
well as alcoholics and social parasites, represented, for example, on the pages of the popular
high-circulation satirical magazine “Boxbik” (“The Hedgehog”).

At the same time, the uncompromising nature of the position was constructed within
the idiostyle of the sender: “The staged case by the US authorities against Angela Davis, a
26-year-old Black communist, has become a symbol of the perfidy, hypocrisy, and cruelty of
the notorious American justice system. She is charged with ‘complicity in murder’ Despite the
obvious tampering with facts and the total groundlessness of the prosecution, she remains in
prison, facing the death penalty in the gas chamber or life imprisonment.”. The subjective
position of the courageous author, who is not afraid to take responsibility for his own words
and actions, was created through the use of dysphemisms - lexemes that exaggerate the harsh
or crude meaning of their denotates: “For hundreds of millions of people on our planet, the
very concept of ‘American imperialism’ personifies Mpakobecue (obscurantism) and reaction,
the harshest exploitation of workers in many countries, bloody crimes in Vietnam, Cambodia,
and Laos, in Korea, the Dominican Republic, and Panama, and armed provocations against
Cuba.” If, for example, the sender of an illustrated story - a writer who used a literary-colloquial
style - could be perceived by the audience as a generalized ideal image, the commentator of an
international program was presented as a real person: imperfect, occasionally overly emotional,
but for that very reason, relatable and understandable to the viewers: “To achieve its delusional
ideas and criminal foreign policy goals, American imperialism has created a massive military
machine...'®, «/[amarariuyHa pazeazosnbcmayioubl a6 TaK 3BaHaH «19MaKpaThli», «<TyMaHHACIIi»,
..» («/leMaroru4Ho pasrjaaro/jbCTBYs O TaK Ha3bIBA€MOM «JIeMOKPATHUU», KTYMAHHOCTUY, ...»).
«$1HBI ¥c€ magutiybLii: i jacHbisg 6apbiwsl i ayxoe ropa»?’. (“They have calculated everything:
both their own profits and the grief of others”). Through the use of coarse colloquial words
and expressions in stylistic ensembles with modal constructions, a perception was created of
a high level of personal involvement by the authors in the process of lexical choice: «Moxa
1 He BapTa 6bLI0 6 MpbITaJiBallb yce I'IThIA MYKi i kaX BaWHbI, Kab Mo6ay 3 HapMaJIbHbIMI
JIIOA3bMi Ha Halllad NJIaHelle He iCHaBaJia 6 mjeMsl Bap’'siTay, iHAKII He CKaKalll, Kis 3HOY
HaMepBalolilja y3apBalb YajaBeubl cnakoi» (“Perhaps it would not be worth recalling all
these torments and the horror of war, if a tribe of madmen - there is no other way to put it
- did not exist alongside normal people on our planet, who again intend to blow up human
peace”)®. Working on the edge of professional lexical ethics, the sender created a romantic
image of a revolutionary in journalism - a decisive fighter against the routine of everyday
life. This image could be positively perceived by viewers as an allusion to literary works from
the first decades after the Russian Revolution, such as the poetry of Vladimir Mayakovsky, an
author who held a high symbolic status in Soviet discourse. Associating with socio-political
and satirical poetry contributed to the construction of the audience's emotional connection to
the messages of international journalists. Notably, in the episodes of “Hawmr komMeHTapuit” in
the 1980s, colloquial vocabulary was used more frequently than in the international programs
of the 1970s, serving as a rhetorical resource. In the 1980s, when the position of a television

SHAPB. ®. 871 . Om. 8. [lesio. 298. C. 241
1*HAPB. ®. 871 . 0m. 8. [les1o. 298. C. 324
" HAPB. ®. 871 . Om. 8. [lesio. 1050. C. 204.
8HAPB. ®. 871 . Bom. 8. [lesio 1050. C. 204
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presenter was already characterized by elitism, an international affairs commentator who
allowed himself the same words and expressions that people used in informal settings - in
conversations with family and friends - suddenly became "one of them," worthy of trust, as was
everything he said. Lexical repetition was also an important resource of idiostyle, helping to
simultaneously construct the subjective position of an insistent sender and focus the audience's
attention on a phenomenon or trend. The use of lexical repetitions in a stylistic ensemble with
dysphemisms is characteristic: “The monstrous methods of American aggression have not and
will not bring the heroic Vietnamese people to their knees.”*°. The construction of the image of
a young and energetic sender - appealing because it allowed viewers to recall their own youth,
when all the best things were envisioned in the future - was facilitated by the use of incomplete
sentences with omitted predicates and elliptical constructions. These elements provided the
message with dynamics and rhythm: “CoBeTckasi feMokpaTHUsi — BBICUIMM TUI AeMOKPaTHUU”
(“Soviet democracy - the highest type of democracy,” the title of an international program),
‘JIMKBU/lalMsl MHOCTPAHHOTO BMelllaTe/IbCTBA BO BHYTpeHHUe fiesia Kopeu - JaBHO Ha3peBLias
npo6siema” (“The elimination of foreign interference in the internal affairs of Korea - a long-
overdue problem”)?. Invariance of perception was established through the use of a single short
sentence in a polymodal ensemble with a single photograph (a captured aspect of a complex
action or process). Characteristically, in the program “Ham kommenTapuii”, the position of the
Manichean hero is explicated due to the predominance of not only subjective modality but also
ethos-argumentation [13, p. 38] - that is, confirmation by personal example. For instance,
while discussing the transition to a new time zone system, international affairs commentator
L. Laryutin said: “Ha Maim ragsinniky 21 raasina” (“Itis 21:00 on my watch”), “Ane MHe céHHS
Xoyallla ckasallb pa Apyroe. XapuoBas nparpama - crpana yceHapoaHas” (“But today I want
to speak about something else. The Food Programme is a nationwide cause”)?!.

At the level of interaction between the author and the viewer, sensory coding of information
is characteristic: the senders appealed not so much to analytical thinking as to the viewers'
emotions, using exclamatory and interrogative sentences with high frequency. Within the
context of the text's high expressive saturation, the introduction of exclamatory sentences-
demands with an indefinite addressee is specific - a form that supported the constructed
subjective position of the convinced, uncompromising sender: “llpekpaTuTh no3opHoe
CyAWIMLIEe HaJ, My:KeCTBEHHOW aMepuKaHCKoM koMMyHucTKo#!” (“Stop the shameful mock
trial of the courageous American communist!”)?. The active perception of the identified
communicative strategies by the audience is evidenced by the "imitation effect." For instance,
the texts of letters sent to the editorial office of the program “Ham kommenTapuit”, much like
the broadcasts themselves, are characterized by expressively marked syntax. In a handwritten
letter only one and a half pages long, one might find as many as five exclamatory and five
interrogative sentences?:. At the same time, viewers most often did not analyze the program
episodes but rather expressed their own attitudes toward social phenomena. The traits of the
Manichean hero are projected onto the recipient: even a person with an initially hesitant or
doubting character perceives themselves as more confident within the communicative space of
an international program.

' HAPE. ®. 871 . Om. 8. [les10. 298. C. 315

20HAPB. ®. 871 . Om. 8. Jles10. 720. C. 39

ZTHAPB. @.871.0m. 8. [leso. 1169. C. 230

22 HAPB. ®. 871 . Om. 8. [les10. 298. C. 239

23 Beslapycki A3siprkayHbl apxij—My3el Jitapatypsl i mactanTa. - @. 520 . Bom. 1. Cnp. 221.C. 1
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A characteristic feature is the construction of an implicitly active subjective position for the
addressee, for example, through the strategy of a dialogized monologue (a monologue in the
form of a dialogue with an imaginary interlocutor), often in tandem with subjective modality:
«[IpaacTrayue cabe, WITO CEHHA iIMIEpbIANiI3M panTaM ajuye, LITO Mbl CJ1abbls, IITO €H Mae
nepaBary HaJ HaMi. Moxalle He CyMHfIBallla, IITO €H HeaJlkJaJHa €H NayHe JbIKTaBallb
Ha cBae yMoBbL...» (“Imagine that today imperialism suddenly feels that we are weak, that it
has an advantage over us. You can have no doubt that it will immediately begin to dictate its
own terms...")?**. Hypophoras can also be classified as stylistic resources for constructing an
implicitly active subjective position for the addressee - rhetorical questions that are easily
transformed into assertions, whereby the intent of the question amplifies the emotional
impact of the statement on the viewer: «.. He Mo)a 3a6bIl[b Halll HAPOJ, CTPAIISIHHYIO ]AHY,
AKYI0 aggaji Mol 3a [lepamory?», «<Ho KTo ke Takasg AH/pKeJ1a, B YEM €€ «IpecTyIJeHue»?»
(“.. can our people ever forget the terrible price we paid for Victory?”, “But who is Angela, and
what is her ‘crime’?”)%, «AJie, ckaXkbllle, KaMy 3 Hac raTa a KimaHi? Xi6a ITo TOJIbKi caMoOMy
ypaay anb6o BsapxoyHamy CaBety?» (“But tell me, which of us can afford this? Perhaps only
the government itself or the Supreme Soviet?”)?°. In the episodes of international programs,
one can find examples of a logical rhetorical strategy: the appeal to misleading authority [14, p.
144], where the sender emphasizes that new information is presented as common knowledge:
«4Ik 8bl sedaeye, afMiHicTpanbis PoHanba Padirana, nacsaniyuibics ¥ BesbiM 1oMe, He TOJIbKI
He cribIHiIA 3aAyMKi KapTapa HakoHT y36paeHHs, ajie i fanéka nepayspliaa ix ..»?. (“As you
know, the Ronald Reagan administration, upon settling in the White House, not only failed to
halt Carter's armament plans but far exceeded them...”)

[t should also be noted that a shared subjective position between the sender and the recipient
was constructed through the use of archaic vocabulary understandable to both: «... onu He
MMEIOT OTHOIIEHUS K caMOCyAy HaJ, MaHcaHacoM, XOTA U MOJYEPKHYJIH, YTO 3TOT CaJUCT U
M3yBep 3ac/yKMBaJl HaKa3aHMs 3a CBOM NpecTymyieHud...» (“.. they have no connection to the
lynching of Manzanas, although they emphasized that this sadist and fanatic [izuyver]| deserved
punishment for his crimes...”)?. In the program “Ham komMmeHTapuit”, the indicated tendency
to draw closer to "their" viewer and to construct a model of direct dialogue was reinforced
through the use of folkloric speech elements, such as proverbs, and generally through the use
of the Belarusian language: «¥Y Hapoz3e kaxylb: 6arata cHery - 6arata xsie6a» (“There is a folk
saying: much snow - much bread”)?. From the early 1980s, a tendency toward the perceptual
alignment of the subjective positions of the author and the viewers is observed in modal
paraphrastic formulas such as «az Bawara ims gasBoJbne...» (“on your behalf, allow me...”). Also
significant in the processes of constructing a shared subjective position between the sender
and the recipient is the strategy of reflexive thinking, characterized by a rhythmic structure of
metadiscursive markers:

«OcTtaHoBuMcs Ha nepekpectke yaul Tokuo uau Ocaka WM JIO60ro Jpyroro ropoja
Anonuu. [loTOK aBTOMAILKH, TOJIIBI JIOJEN — BCE TO, YTO COCTABJIsIET OYypPHOE KHUIIEeHUE }KU3HHU
ropojia 4 nonpobyeM oco3HaThb, YTO MeTaJlJI, U3 KOTOPOIr0 CO3/laHbl CTaJbHble 3CTAaKaAbl HaJ

2HAPB. ®. 871 . 0m. 8. [lesto. 1169. C. 126
%5 HAPB. ®. 871 . Om. 8. [lesio 298. C. 239
26HAPB. ®. 871 . Om. 8. [lesto. 2375. C. 2

27 HAPB. &. 871. Om. 8. [lesio. 1049. C. 176
28 Tam e

29 HAPB. - ©.871.0m. 8. [leso. 1169.C. 176
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Images and strategies of parasocial communication in Belarusian international television programmes

yJULaMM, IpUBE3€eH B BUJle pyAbl U3 APYrux crpad. [IpurngaauMcsa K ToJine U nomnpobyem
0CO3HAThb, YTO XJIOMOK U LIEPCTh B OZEXK/e 3TUX JIIOJel ToXKe OTKy/Ja-To npuBe3eHbl» (“Let
us stand at a crossroads in Tokyo or Osaka or any other city in Japan. The flow of cars, the
crowds of people - all that constitutes the vigorous boil of city life - and let us try to realize
that the metal from which the steel overpasses above the streets are made was brought in the
form of ore from other countries. Let us look closely at the crowd and try to realize that the
cotton and wool in these people's clothes were also brought from somewhere else”)*°. The use
of the present or future narrative (historical) tense - that is, the present instead of the past -
contributed to the construction of an effect of presence and empathy. Functionally similar to the
linguistic strategy of reflexive thinking was the visual strategy of tracking focus; for example, the
camera, like the viewer's gaze, "follows" from Moscow through Morocco and Cuba to Santiago,
"moving from the northernmost point on the map of Chile to the southernmost."*!. An illusion
of instantaneous movement was created; a trip abroad, which was practically inaccessible to a
citizen of the Soviet Union, was represented as easily and quickly feasible. The communicative
strategy of legitimation through the authority of external opponents [15] helped to define a
shared discourse for the senders and recipients of international programs. Specifically, the
authors confirmed the truthfulness of their words by citing materials from the foreign press,
including broadcasts from radio stations such as "Voice of America," the "BBC," and "Radio
Free Europe" (which could be listened to on ultra-short waves by modifying a radio receiver),
as well as newspapers like The New York Times, The Financial Times, Chicago Sun-Times, and
International Herald Tribune. These foreign press materials were kept in special collections of
the National Library, and access to them was the exclusive right of international commentators.

A specific dramatic situation was formed where, in addition to the author appearing on
screen and the viewer, another "character" was involved - for instance, an unnamed American
or Western European journalist representing the capitalist world: «Bocb sik npajcraynsie cabe
KapbIKaTypbICT 3 MapbDKCKal raseThbl «IHT3pH3IIHAJA repajbj TPbIObIOH» aMepblKaHCKis
BaeHHbISl pacxo/ibl ¥ MapayHaHHI 3 3aTpaTaMi Ha HeBaeHHbIs maTp36bi» ("Here is how a
cartoonist from the Paris newspaper International Herald Tribune envisions American military
spending in comparison with spending on non-military needs")*. It is characteristic that
the subjective position of such an actor is always constructed to align with the author of the
program. This emphasizes the relevance and irrefutability of the socio-political ideas presented
by the senders of Belarusian Soviet television: «Buanbiii amepukaHckuil ¢u3suk Panbd
Jlann, NpUHUMAaBLIMKA y4acTUe B CO3JJaHUU aMepPUKaHCKOW si/lepHON OGOMOBI, B CBOEM KHUTre
«lluBrUM3anys, MOCTPpOEHHAsA Ha OPYXXUW», CBUAeTeabCcTBYeT...» (“Ralph Lapp, a prominent
American physicist who took part in the creation of the American nuclear bomb, testifies in his
book ‘Civilization Built on Weapons'..”)*3. The dramatic situation was engaging for the viewer
because it possessed a potential for development: on one hand, it was built upon confrontation
(as the foreign journalist acted as a representative of the exodiscursive space), while on the
other, it was based on consensus, since he demonstrated the negative features of the capitalist
world and was thus in solidarity with the Soviet journalist.

30HAPB.®. 871. Om. 8. Jlesio 927. C. 141.
31HAPB. ®. 871. Om. 8. Jlesio 417. C. 61.
32HAPB. ®. 871 . Om. 8. [lesto. 1169. C. 126.
33Tam xe
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Conclusion

The international programs of Belarusian Soviet television from the 1960s to the 1980s
developed artistic images and strategies for parasocial communication (emotionally engaging
despite being one-sided), which remains relevant in the convergent media space of the 21st
century. The image of antagonistic reality was realized at the level of conceptual representation
through strategies of high metaphorical density in polymodal texts, culture-determined
modeling, and the conventionalization, extension, and inversion of metaphors.

The image of the sender as a Manichean hero was constructed at the level of narrative
representation using idiostyle resources such as subjective modality, dysphemisms, ellipsis,
lexical repetitions, ethos-argumentation, and expressively marked syntax, as well as through
the strategy of visual-compositional accentuation. At the level of interaction, the implicitly
active subjective position of the addressee was realized through verbal rhetorical strategies
of dialogized monologue, hypophora, and semantic rupture, as well as the visual discursive
strategy of tracking focus.

A shared subjective position between the sender and the recipient was constructed using
modal paraphrastic formulas, stylistically marked vocabulary (evaluative, colloquial, Old Church
Slavonic), and Belarusian conversational speech, within the strategies of reflexive thinking and
legitimation through the authority of an external opponent.

Conflicts of Interest. The author declares no conflicts of interest.
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E.N. Mopo3oBa
Benaapyce memaekemmik ynusepcumemi, Munck, beaapyco

BeJiapyccUsIHBIH, XaJIbIKAPaJIbIK TeJie6araapiaMaaapblHAaFbl NapacoOnHaNABIK,
KOMMYHHMKaLUSHBIH 6eifHesIepi MeH cTpaTerusJjiapbl

Anpgarna. besapyccussibIK KEHECTIK TesieJuAap/blH XaJblKapaJblK XabapJap epiciHaeri 6ip>kakThbl
>KOHe COHBbIMEeH 6ipre sMoLMOHa//bl 6alaHbIC KYObLIbICH KapacThlpbLIaibl. 3epTTeYAiH MaKcaThl —
napacouyasnzbl Jem aTajaTblH OCbIHAANW MYJIbTUMOAAJIb/bl 63apa dpeKeTTECYAl KYPYAbIH TaxKipubeik
y/riziepi MeH cTpaTerusjapblH Kypy. Xa/blKapa/jblK TeJsebaFfapJjiaMalap/blH ajpecaTTapbl MeH
aJipecaTTapblHbIH KapbIM — KAThIHACBIH KYPY MPOLECTePiHAETT KOpKeM 06pa3/blH HeTi3Ti peJi Typasbl
runoTesa TYXKbIpbIMAa/IFaH. beliHesey/iH, KOMNO3UMLMAHBIH, UHTEPAKLUAHBIH ©63apa 6al/JIaHbICTbI
JleHreiyepingeri TenefuAapAblH, NOJMMOAAJNbAbl MOTiHAEpPiH JAUCKYPCUBTI - TapuUxu 3epTTey
AHTAarOHUCTIK LIBIH/BIK IeH MaHUXEeNTiK Kelinkep/iH 6eiiHesiepiH Ky3ere acbIpyAblH, KOMMYHHUKATHUBTI
CTpaTervsJapblH KypyFa MyMKiHJIK 6epZi, Mbicasibl, MeTadopaiapibl MOZleHU — JeTepMUHHUpJIeHIeH
MoJesb/ley KoHe MoJupUKaLUsaay, UAUOCTHUIIb KoHe ajpecaT GUIrypacblHbIH KaJpAaFbl BU3yaJ bl
- KOMIO3ULMAJBIK eKMNiHi. /MajorTblK MOHOJIOTTBHIH, TMNodopaHblH, OaKpLIaylibl (OKYCTHIH
KOMMYHUKAaTHUBTI CTpaTervs/japblHJa KYPbLIFAaH >KacbIpblH OeJiceHJl aJpecaTTblH CyObeKTUBTI
nosuuuacel GearineHgi. Moganapabl napadpasanblk GopMysanap, CTUAWCTUKANBIK TaHOalaHFaH
JIeKCHKa, pedeKCUBTI OMJay »K9He CbIPTKbI 3aHJACTbIPy CTpaTerusapbl apKbLIbl XKy3ere acblpbl-
JIaTBIH ajipecaT IeH aJpecaTTblH TeHepaTUBTI CYyOBEKTUBTI YCTAHBIMBI aHBIKTAJN/Jbl. 3epTTey
Kenec Oparbl TesiefuJapblHbIH, KOMMYHHUKATUBTI TApPUXbIHBIH, FBUJIBIMU CaJlacblHA BbIKNAJA eTejl.
AJbIHFaH HoTHXKeJiepi TesleAujap ajpecaTTapbl KOHBEPreHTTI MeJMa HapbIKTaFbl GaceKesecTik
apTHIKIIbLIBIFBIH aHBIKTAUTBIH TEXHUKAJBIK, (TiKesJel KoCy XoHe KOHbIpay 1laly apKblJibl) HHTepaK-
TUBTIJIIKKE KapChl KOMMYHUKATUBTI k06aJ1ay YIlliH naigasaHa ajaabl.

Ty#iH ce3aep: napacoluanibl KOMMyHHUKaL KA, KOMMYHUKATUBTI CTpaTerus, XaJblKapaJblK Teje-
6arap/iaMa, KepKeM 006pa3, aHTaroHUCTIK IWbIH/ABIK, MAaHUXeH 0aThIpBHI.
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E.N. Mopo3oBa
Benopycckuii 2ocydapcmeenHblil ynusepcumem, MuHck, Beaapyco

OGpa3bl U CTPAaTeruy NapaconuaJbHON KOMMYHUKALUM B 6€/I0PYCCKMX MeXKAYHAPOAHbIX
TeJlenepeayax

AnHoTanus. PaccmaTprBaeTcsi peHOMEH OJJHOCTOPOHHEH U B TO Ke BpeMsl 3MOLMOHAJIbHO BOB-
JleKalolllell KOMMYHUKaL WU B [10J1e MeX/JyHapoAHbIX [lepesiad 6e/10pyCCKOr0 COBETCKOTr0 TeJleBU/eHUs.
Llesib vcciejoBaHUSI — YCTAaHOBUTD allpOOHMPOBAHHBIE OMBITOM 06pa3bl M CTPAaTErMH KOHCTPYHPOBAHUSA
TaKOro MyJIbTUMOJAJbHOTO B3aMMOJEeHCTBUS, Ha3blBaeMoOro napaconuanbHbIM. ChopmynnpoBaHa
TUMII0Te3a O KJIHYeBOW POJIM XY[0XKeCTBEHHOro o6pasa B KOMMyHUKAllMU aZjpecaHTOB U aJipecaToB
MeX/[yHapOAHBIX Tesenepesad. JJUCKypCUBHO-UCTOPUYECKOE UCC/IeJ0BaHNe [TI0JIMMO/JA/IbHBIX TEKCTOB
TeJlIeBU/leHHs Ha B3aMMOCBA3aHHbIX YPOBHSX pelpe3eHTallui, KOMIO3ULMH, UHTEPAKL WU 103BOJIUJIO
YCTaHOBUTb KOMMYHHUKATUBHBIE CTPATETMU peaTnu3alii 06pa30B aHTaroOHUCTUYECKOW PeabHOCTH U
MaHUXeNCKOro reposi, Takue, Kak KyJbTypHO-JAeTepPMUHUPOBAaHHOE MO/JieJIMpOBaHue U MoAguduKaLusa
MeTadop, UAUOCTUIb W BH3yaJbHO-KOMIO3ULMOHHOE aKLeHTHpoBaHUe OQUIYphbl ajpecaHTa B
Kajipe. YCTaHOBJIEHbl CyO'beKTHas MO3ULMS UMIUIMUMTHO aKTUBHOIO ajipecaTa, KOHCTpyHWpyeMas
B KOMMYHHUKAaTUBHBIX CTpaTerusix JUaJOTM3UPOBAHHOIO0 MOHOJIOTra, runodopsl, ciejsiieil Goky-
cupoBkU. OmpejiesieHa reHepaTHBHAsA CyO'beKTHasl MO3WLUS aJpecaHTa M ajpecaTa, peajusyemast
IIpY NOMOILY MOZAJbHBIX NepePpasvpoBOYHbIX GOPMYJI, CTUJIMCTUYECKU MapKUPOBAHHON JIEKCUKH,
cTparervit pedJieKCHBHOI'O MBIIJIEHUS U JIETUTUMALUKM Yepe3 BHELIHEro onnoHeHTa. MccienoBanue
BHOCHUT BKJIQJi B HAy4HY 006J1acTb KOMMYHUKaTHUBHOU HMcTopuu TeseBuAeHUs Coerckoro Corosa.
[lonyyeHHble pe3yJbTaTbl MOIYT ObITh HCIIOJIb30BaHbl aJipecaHTaMU TeJeBUJEeHUsl [/l KOHCTPYH-
pOBaHUA KOMMYHUKATUBHON HMHTEPAKTHUBHOCTH, ONpeJe/AIliell UX KOHKYpEeHTHOe NIPeMMyIlecTBO Ha
KOHBEPreHTHOM MeJiuapblHKe.

KiroueBble cji0Ba: napaconuaJbHasi KOMMYHUKaLMs, KOMMYHUKaTUBHag CTpaTerus, MexJAyHa-
poJiHas TeJeNepesaya, XyL0KeCTBEHHbIN 00pas3, aHTaroOHUCTHUYeCKasi pealbHOCTb, MAaHUXEHCKUH TepOoH.

CBeaeHuA 06 aBTOpE:

Morozowa E.I - corresponding author, PhD in philology, Associate Professor, Department of
Television and Radio Broadcasting, Faculty of Journalism, Belarusian State University, Kalvariyskaya str.,
9, 220030, Minsk, Belarus.

Mopo3oeaE.H. - xaT-xabap aBTOpbI, PUJI0J0TUA FhIIBIMAAPbIHBIH KaHAW/1aThl, Be/IrocyHuBepCcUTETI
YKYpHaAJIMCTUKA (aKy/NbTETIHIH, TeseanJiap »koHe pafuo xabapJsapbl KadepacbiHbIH AoueHTi, KanbBa-
puiickas keeci, 9, 220030, MuHnck, benapycs.

Mopo3oea E.H. - aBTOp /i1 KOPPECNOHAEHI[UH, KaHAUAAT PUJIOJOTHYECKUX HayK, JIOLEHT Ka-
denprl TesleBUAEHUA U paAMOBELIAaHUA PpaKyJIbTeTa )KypPHaJIUCTUKU besirocynnBepcrTeTa, yi1. Kanbsa-
purickas, 9, 220030, MuHck, benapycs.

Copyright: © 2024 by the authors. Submitted for possible open access publication under the terms
and conditions of the Creative Commons Attribution (CC BY NC) license (https://creativecommons.org/
licenses/by—nc/4.0/).

162 N24(153)/ 2025 A.H. I'ymures amvindazor Eypasua yammuix ynueepcumeminity XABAPIIBICHI.
KYPHAANCTWKA CEPMACHI
ISSN: 2616-7174. elSSN: 2663-2500



