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Abstract

This thesis deals with intertextuality and neolaggsin printed advertising. In the
theoretical part, some basic characteristics ofedthing discourse, with focus on
linguistic features, are introduced. Furthermoiee toncepts of intertextuality and
essential word-formation processes are describbd. practical part is based on an
analysis of a corpus of printed advertisementsatoimy intertextuality and neologisms.
The aim of the present thesis is to introduce these phenomena as sophisticated
approaches in the current advertising discourseth€umore, the advertisements are
described and interpreted from the semantic viemtpaith their possible restrictions

and challenges mainly towards non-native spealeeaglish.

Anotace

Tato diplomova prace se zabyva intertextualitolealagismy v tis&né reklang.
V teoretické c¢asti jsou uvedeny zakladni charakteristiky rekldmnidiskurzu se
zametenim na jazykové pragtdky. Déle je popsan koncept intertextuality a adil
slovotvorné procesy. Praktické@st je zaloZzena na analyze korpuswemigth reklam,
které obsahuji intertextualitu a neologismy. Cilegto diplomové prace jer@dstavit
tyto jevy jako sofistikovanéifstupy v sodgasném reklamnim diskurzu. Reklamy jsou
dale popsany a interpretovany ze sémantickéhodkladi onledem na mozna omezeni a

vyzvy, které pedstavuji zejména pro nerodilé méinanglictiny.
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1. Introduction

Since advertising is an omnipresent phenomenauirsociety that can hardly
be avoided nowadays, it is by many people oftemns as something undesirable.
Yet whether we like it or not, promoting goods aedvices has undoubtedly become an
inseparable part of popular culture. Thus, it can uewed from many different
perspectives and raise different attitudes. Asveralways been extremely interested in
how language works in real life, | have chosenldmguage of advertising as the focus
of my thesis.

When gathering the body of examples for the puemdghis work, my main aim
was to find such advertisements that actively eaghg receiver in a meaningful way.
Thus, | was not interested in simple adverts tlagt $or instance, “Four out of five
doctors agree: you should buy this product.” Mynfary objective was to create a
corpus of advertisements the decoding of whichgmmssa challenge for the receiver.

As the title of this work reveals, my research mmacated two techniques used
by advertisers that meet the above mentioned icmitel herefore, the main aim of this
thesis is to present intertextuality and neologisimsophisticated approaches in current
advertising discourse. Another objective is to dbscand interpret the meanings
conveyed in the advertisements under investigatiath, their possible restrictions that
mainly regard non-native speakers of English. Wiméerpreting the advertisements, |
was considering myself as the receiver. Howevehad to think not merely as a
bilingual receiver, but to suppose how others wadcteive them as well.

It would be wrong to say that this thesis is #iyidivided into a theoretical and
practical part, because my intention is to prefieede in an interconnected manner. The
theoretical framework on advertising discourse,paeld from Goddard, Cook, Myers et
al., will provide some chosen concepts of the lagguof advertising, as presented by
these authors. However, | will focus my attentiantbe corpus, the core of this thesis,
presenting intertextuality and neologisms contaimethe advertisements as up-to-date
advertising approaches, as opposed to those sedd®sthe aforementioned authors.

Last but not least, | will try to show why intextaality and neologisms are
commonly used features in today’s advertising dise® and to explain the possible

challenges, as well as enjoyment they might brinthé receiver.



2. Understanding Adverts

Within the theoretical framework of this thesise tmain focus will be dedicated
to the linguistic features of printed advertisingdato the development of advertising
discourse.

However, it stands to reason that the languagaleérisements cannot possibly
be examined in isolation from their other elemeitaus, the overall effectiveness of an
advertising message has to be observed as a wdsaltcomplex interplay between
linguistic and non-linguistic means. Regardlesshofv the communication occurs
(unless it is an image alone), the advertisemenstnime understood in terms of
language, whether the language is overt or implied.

Goddard states that “the terms “advert” and “ads¥dg”’ have, at their root, a
Latin word “advertere,” meaning “turn towards” (20®). The main aim of advertising
is unquestionably to attract the receivers’ attantand persuade them to buy the
advertised product or service. To achieve thisedbers use a variety of methods,
from subtle to direct, from rhetorical to impera&jrom abstract to practical. In all of
these ways, however, understanding the intendeduéaye plays the crucial role.
Therefore, advertising should be perceived as @arofacommunication between the
sender and the receiver of the message. Howewerlatiguage used in ads has its
specific function which, with regard to the aboventioned aims, differs from standard
language use in everyday communication. Let us examine advertising as discourse,
that is, in the contexts of language, groupings @rmunication. Afterwards we shall
examine these elements individually.

In general, communication, especially what rebasthe written word, may be
sorted into groups. These groups all have partigigmifying stock images, phrases or
forms of delivery. Within prose, for example, ae®er may easily distinguish between
science fiction and western, a novel or a scregnMéthin poetry, how the piece is
presented often determines its group: even if kuhand a sonnet addressed the same
theme, it is unlikely that they would be sorteddtiger. Limitations of the form create
important associations in the receiver’'s mind.

Despite being lexically based, advertisementadither in poetry nor prose.
Though it is true that they engage the receivea isimilar process, as we shall see,
advertisements, no matter how creative or differeantid to be viewed as messages in

between content. This position gives them wellytedi boundaries, but also makes

2



them unable to break beyond their own format. wspapers and magazines, the two-
page ad is rare. On radio and TV, ads run fongthurtsixty seconds. Longer is rare. The
surrounding material (a fashion magazine, a spamgram) may select thematically
similar adverts, but receivers would be very urlike® confuse the advert with the
program. In this way, ads do not complement, batrather slaves of the genre which
surrounds them.

2.1 C(lassification of Adverts
The question of what an advert is should not obefiore we attempt to appreciate

how they have been classified. Authors who deah wdvertising have come up with
different classifications of ads, based on varipamts of view and aims. Let us have a
closer look at how Dyer, Cook and Bovée and Arextegorize advertising according to
its functions and targets. Dyer (1982: 4-5) prositiee following division:

» Trade and technical advertisementsare usually restricted to special interest
magazines like Hi-Fi News, Amateur Gardener or Begiing Today. They are
aimed at experts, professionals or hobbyists. Ntasle advertising is informative
and useful.

* Prestige, business and financial advertisementare designed to promote
public confidence and favourable business imagesh @dvertising is not usually
intended to influence sales directly. One will ofteee ads on television for such
enterprises as the giant petrochemical firms.

» Small adsare usually straightforward and informative andenbong since been
relegated to the small print of the classified is&st of newspapers.

* Government and charity advertisingis usually non-profit making, but often

uses the persuasive techniques of commercial asingrt

While these are helpful, the focus is very narrowty placement, or where we
might expect to find them. Cook (2002: 14-16), be bther hand, does not classify

according to categories, but rather classifies dibieg according to components:

« medium — refers to such different means of mass commtiaicas the printed

book, newspapers and magazines, radio, televiaimhthe Internet.



» product — here Cook points out that not all ads sell producservices. As well

as product ads, there are also non-product adkiding for example, those for
charities, political parties or various public aaaess campaigns.

» technique— Cook distinguishes between thard-sellandsoft-sellad. He states
that hard selling makes a direct appeal, wheretissslling relies more on mood
than on the implication that life will be betterttvthe advertised product.

e consumer —certain products are more likely to be bought bynnigan by

women, by the rich, by a certain age group etc.

Finally, Bovée and Arens (1992: 8-16) provide assification by four main
criteria, which reflect both the idea of componesmsl placement, which the other two

models contained individually:

* by target audience— consumer and business advertising (industradet
professional, agricultural)

* by geographic area— international, national, regional and local atisang

* by purpose — product, non-product advertising, commercial andn-
commercial advertising, action and awareness adiregt

* by medium - print, broadcast, out-of home, direct-mail atigerg

These can help us see that adverts can be digided many lines. In order to
evaluate the effectiveness of particular adverts @mpaigns on the receiver, then, we
will need to pay some more attention to the disseuor how adverts can be grouped by
sent and received content, which all three of thetassifications fail to mention, and

which is most important for our thesis.

2.2 Discourse
To be able to discuss “discourse” in terms of ailsiag, then, we must first

realize that adverts are condemned to be withinulaopculture but outside of high
culture. As our focus is on the transmission ofvilmgéten word, rather than the spoken
word, thus to be able to understand the term diseout is important to note that the
term text in terms of linguistics, refers to a eétinformation which might be either

spoken or written.



Cook defines discourse as “text and context tagethteracting in a way which
is perceived as meaningful and unified by the pgdints (who are both part of the
context and observers of it)” (2001: 4). Accordinghis classification, context consists

of the following:

1. substance the physical material which carries or relayg tex
2. music and pictures
3. paralanguage meaningful behaviour accompanying language, saghvoice

guality, gestures, facial expressions and touctsieech), and choice of typeface and
letter sizes (in writing)

4. situation: the properties and relations of objects and pewpthe vicinity of the
text, as perceived by the participants

5. co-text text which precedes or follows that under analysand which
participants judge to belong to the same discourse

6. intertext: text which the participants perceive as belongm@ther discourse,
but which they associate with the text under carsition, and which affects their
interpretation

7. participants: their intentions and interpretations, knowledged abeliefs,
attitudes, affiliations and feelings. Each parteip is simultaneously a part of the
context and an observer of it.

8. function: what the text is intended to do by the sendeid adressers, or

perceived to do by the receivers and addressees

From the above mentioned concept clearly followat tCook understands
advertising discourse as a complex interactioneat and context, with participants
being only one of its parts. Cook’s approach takesconsideration all possible aspects
advertising discourse can work with, paying speei#ntion to music, pictures and
other paralinguistic features, as mentioned above.

Cook’s concept treats the ad as if it were a ngessdth fixed meaning. Our
main question, however, is how the advert's elesaifitect the reader. According to
Cook, the receiver is only one of eight factorsr fos thesis, we cannot assume that
receivers understand the message the same way.usteerpect that some will be more
difficult to decode than others, and that this vi# especially true for non-native

speakers.



Cook (2001: 232) even points out elsewhere thaertiders today are far less
likely to spell out the “obligatory core elementde this’ (usually ‘buy our goods’) — is
either external to the text or only a small projortof it.” It also means we must not
presuppose a series of fixed relationships, aslgrayaage determines situation,
situation determines participants, and participaetermine function. If communication

is our focus, we should concentrate on sendersensivers.

3. Deconstructing Adverts

Cook also notes that the advertising industry &mgs enormous effort on
attempts both to categorize people effectively @nein to target the categories”
(2001:16). Because of this tendency to group ormhan, then an approach to the
discourse which puts the ad in the middle and #rmeer and receiver on each side
would help us better understand how the messagenmgnunicatedTable 1 may help

explain better the focus we wish to place on retethips rather than the composition:

COOK GODDARD

Advert is partially composed of

. Sender creates advert for receiver
sender and receiver

Table 1 : Comparison of sender-receiver relationgp from existing models

In Cook’s list, as we have seen, the receivemis of many factors. Goddard
(2002: 9), on the other hand, does not define ¢l t'discourse” so specifically. She
describes the interplay of image, language andhigaplayout and focuses mainly on
the relation between the reader and the (printetherd In her notion, discourse
includes texts “whose intention is to enhance thage of an individual, group or
organisation.” She further deals with language aisé its different levels advertisers
use in order to attract the readers’ attentionw@sare essentially a sender or a receiver,

Goddard places the emphasis on the relationstilgettext, rather than the text itself.



Cook has written that advertisements, unlike othetten material written for
public consumption, do not stand up to analysigti®oprose and even legal statues, as
he argues, are expected to be scrutinized. Adeemgats are merely meant to be
absorbed. Cook’s caution makes sense only if werpnét adverts as a fixed message.
If, on the other hand, we choose to see advertseamiddle ground between a sender

and a receiver, we do not have to heed Cook’s wgrni

3.1 Prosodic Features
As has been already stated, the main intenticed@értising is to persuade and

inform, which can be achieved by different meanfiatMmakes an advertisement stick
in our minds? Apart from graphical layout, unususé of language makes an advert,
and thus the product or service, memorable. Thereifferent language levels to make
use of and therefore, a catchy slogan can be odisiin terms of phonetics, grammar,
lexis, as well as stylistics.

To examine the particular levels in more detad @novide relevant examples,
we will draw on the classification presented by My€994) and Cook (2001). Cook’s
and Myers’ focus on paralanguage will be kept. W#l argue here that the
effectiveness of an advertisement can be analysesd Ipasically by a combination of its
prosodic features and sentence types.

Cook (2001: 125) points out thaitosody, the patterning of sound, gives the text
an extra dimension which can reinforce, contradrcadd to its meaning. The term is
mostly associated with verse and poetry. Howeversainds in a language are often
used by copywriters to create phrases with catoayna and word effects that stick in
the readers’ minds, prosodic features are alsoapgat/in advertising discourse. Cook
(200: 95) further suggests that writing partly es@nts speech which, even though not
actually read aloud, forms a particulaound image In Cook’s terms, to prosodic
means that can make this image memorable belong phenomena ashyme,
rhythm, assonance consonanceand alliteration. Myers (1994) on the other hand,
provides another classification of sound patterm&l atylistic devices used in

advertising which are important factors in the atb/themselves.



3.1.1 Alliteration
Alliteration is defined as a literary or rhetofickevice that consists in using the

same consonant sound at the beginning of sevenalswo succession. Myers (1994:
32) states that building up a pattern of similargyg that it can be broken for effect, is
the most common technique in many advertising sisgéle provides the following

examples:

The Times slogan from an early period of their atisiag campaigns

. Top People Take the Times

Slogan of an advert for Allied Irish Bank reads:

. Britain's best business bank

A headhunting company claims:

. Specialized staffing solutions

However, only repeating sounds may not be enoagh §logan to stand out. As
there are only 20 consonants sounds in Englisht ofakhem get repeated fairly often
and thus may go unnoticed. In many slogans theitigmeis not as prominent, as is the
case in this, a slogan from one of the largesi®#risupermarket chains:

. Good food costs less at Sainsbury’s

This slogan is a more subtle example of how aditten can work with similar,
as well as identical, sounds. Another example lifeedtion is the anti-drink driving
campaign Don’t drink and drivé which will be referred to in the practical part.

Though in practice, the strength of alliteratiermuch clearer when spoken, it is
also true that the receiver must internally voealize thought, thereby completing the
circuit. A popular current internet meme shows r@eseof actors or cartoon characters

with overlaid text reading, “You’ve just read thmsmy voice.”



3.1.2 Assonance
Assonance, the repetition of vowel sounds, isoimgarison with alliteration not

so common in advertising slogans, because its teffeaisually more subtle. It is
important to point out that assonance works onighlie vowels in stressed syllables,

like in the famous Gillette razor slogan which read

. Gillette — the bst a man can gé
(Myers 1994: 34)

3.1.3 Rhyme
In Myer's terms (1994: 35) rhyme is “the repetitioof ending sounds;

technically it is the similarity of all the lastwads of two words, from the ending of the
last stressed syllable on.”

Rhyme in non-visual advertisements, for a times whsely associated with
“lingles,” or songs written specifically for the \attisements. The rhymes were often
forced and seem outdated today, as with this Araerimothpaste advert from the
1950s:

. You'll wonder where the yellow went when you brymir teeth with Pepsodent.

Though rhyme, like alliteration, is often assoethtwith this contrived and
forceful approach, the following slogan proves tiatn rhyme can provide rather more
subtle examples. In addition, apart from rhymealsio involves alliterationskin and
care) and assonancergathandfresh:

. Timothei: A breath of fresh air in skin care

Rhyme can also be derivative. Some slogans aratieas on sayings familiar
to native speakers of English. This makes the vafrthe sender easier, because their
slogans may be easier to recall in receivers’ mimdars candy bars, for example,
derived a slogan from the familiar saying “An applélay keeps the doctor away.” By

keeping the initial part the same, and rhymingehd in a similar way, the advertisers



used existing models and the human dispositioerteember rhymes to creatéy Mars
a day helps you work, rest and ptdy

3.1.4 Spelling
Unusual spelling in advertisements is an effectatention-seeking device.

Behm (2009: 9) states that advertisers often igraov@ break the rules of standard
English language in order to create a very attarggeking ad which makes people talk
about it. He further claims that copywriters “produadvertisements which contain
deviations from the standards of normative spellind grammar and, by doing this, the
attention of the audience is increased becauses#iters are confronted with something
unexpected making them attentive”. However, adsers have to take care that the
advert containing deviation is still comprehensifde the reader. In Behm’s terms it
means that it must not be too difficult to decdue $ent message, because otherwise the
reader decides not to read further, for this reason

But these basic levels of code play invite theensgr to become involved. We
might note here that unusual spelling is not a agisin (literally a new word). This
unpredictable spelling when decoded has the maxirafiett of merely making the
receiver “look twice,” not actually to reflect ongage

Myers (1994: 39) mentions the famous slogan fang&Beanz Meanz Heirz.
It shows deviation in graphology, that is, attnagtattention by spelling, because read
aloud it does not sound striking. This spellingyostiresses the fact that the three final
consonant clusters sound the same, even if thegpek differently. However, to be
able to decode the message, one has to read gansds referring to the word “beans”
as singular. The deviation shows what is unusual, therefore memorable, about the
brand name. Moreover, simplified spelling reminlds teaders that the unusual sound-
letter correspondence in English is not simpldlat a

A second example of a deliberately misspelled dbrigrfAbsolut Vodka.” The
company makes use of the fact that wrong spelbngni attention-seeking criterion by
leaving out the final “e” in the brand name. Thgiffers from the common adjective
in a striking way and is for the reader and po#&rdustomer more interesting. Yet as
for prosodic features discussed in this part, ia tase the misspelled word “absolut”
does not affect the pronunciation because it id sdaud exactly the same way as if the

! see “Mars (chocolate bar)”. Wikipedia. 2012. Wikiiia, Inc. 21 April 2012
<http://en.wikipedia.org/wiki/Mars_(chocolate bar)
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adjective was spelled correctly. To mention anoth&resting feature, the slogans of
the advertising campaign for Absolut Vodka alwagslude the word “absolut” in
connection with one or two more words defining depicted theme more precisely. As
this campaign is a suitable example for the foduthis thesis, it will be referred to in

the practical part in more detalil.

3.2 Sentence Types
If prosody is the use of language, then senteygestare their containers. As

Myers (1994: 46) points out, even a printed adsertient can suggest a voice or an
attitude towards the subject matter and towardsdhder which can be conveyed by a
number of linguistic choices. It may transmit mdhan the comparatively simple
devices that have been so far examined. Let uslookvat both the kinds of sentences
used in advertising slogans and the way they arépgether.

A basic way of classifying sentences is to obsehes way they function as
statements commands questions or exclamations In Myer's terms (1994: 46)
statements assert facts about the world; commaadk ®© make the hearer act;
questions seek information from the receiver andagmations express the sender’s
surprise or feelings. Though such a simple clasdifin does not tell us anything about
the style, it is still eloquent enough to illusgatvhat the advertisers assume in a
particular type of sentence. As far as written &hgls concerned, the most common
sentence type is the statement. On the other remdvlyers further points out, in
everyday conversation sentence types such as consmguestions and exclamations
are more frequent, because they show interactioim @her people. Furthermore, the
use of these sentences suggests some informatmrt alno is sending and who is
receiving.

As advertising predominantly works with colloquiahguage, advertisements
make use of a full range of sentence types, asiom&at above, in order to evoke
everyday conversation. Let us now look at particelamples, as suggested by Myers
(1994: 48-52).

3.2.1 Commands
It might be assumed that the imperative is thel@manant sentence type for ads

in general, because all advertisements urge usne sction. Myers (1994: 47) claims
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that advertisers use commands because it crepmsanal effect, a sense of one person
talking to another; he further points out that St possibly not because telling the
potential customers to do something would realljkenthem do what the advertisers
say. Myers also states that a form of a commarmdsily recognizable even without a
speaking voice because the subjemi is typically left out. The following ad for a skin

bronzer says:

. Brush up your tan.

The famous slogan for Apple urges one to

. Think different.

The underlying assumption of commands used inrédirgy slogans becomes
clearer if we consider why they never gagase— a politeness word so typical of the
British culture when using imperative. In Myer’s s it is left out when we ask

somebody to do something that benefits the recenrthe sender:

Take a seat.

Have some more cheesecake.

This is how advertisers would like to present theommands, namely as
benefits to the reader. If they said, for instari@tease brush up on your tanthey
would imply that it was for their own benefit, nours. To sum up, while most
commands make sense as being for the benefit @ispeaker or writer, the above
mentioned examples present themselves as advantatleshearer or reader.

Exxon’s slogan from the 1970s wdaut a Tiger in your Tank” In this way we
are reminded that adverts feature both prosodicstmidtural elements. The strength of
a “tiger” was attractive because of the shortagpetfol, and indicated that the receiver
would have a stronger product. But the imperatiedbvorm is more than a command,
it also functions like friendly advice.

But it is also important to note here that in Esigl the imperative is
indistinguishable from 80% of regular present veghses. This allows for the subtle

distinction between a sentence fragment and a comima English, it is also possible
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to take this as an omitted “let us,” or an unspok®tal verb, particularly “should” or
“ought to.” Taken in this view, famous slogans liM&e’s “Just Do It can be seen

simultaneously in an advisory and imperative sense.

3.2.2 Questions
Questions, like commands, imply a direct addresthé reader — they require

someone to answer, as Myers further states. Ferréd@son they are, among others,
often used on magazine covers, both to attractehéers’ attention and to arouse their
curiosity. Myers (1994:50) mentions the followingaenples used in advertising

headlines, all of which are rather outdated frodaios perspective, however:

Why does a woman look old sooner than a man? (@urdoap)
Should a mother continue to model? (Ipana toothg)ast

How do | stay fresh, clean and comfortable all ,dawery day? (Carefree pads)

In fact, each of these questions implies assumgtabout a woman’s role, as
Myers points out. The old-fashioned feel is pogsibkécause these sorts of questions

can only engage the reader in one way. The comcigagr interpretations are:

A woman does look old sooner than a man.
Being a mother is inconsistent with being a model.

| do stay fresh, clean and comfortable every day.

From these examples clearly follows that one lbapdrceive the advertising
discourse as a critical reader (or hearer), avmeaing in mind that advertisers often
present certain facts as something given, andrttake it hard to question.

Another common device is retorical questionthat is, it assumes only one
possible answer. As an example, Myers (1994: 50yiges the following ad for
Christian Aid:

If your pay was £1 short each week, who would yaadtice?
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First, it implies that the receiver is well-off carcan only answer no. Yet the
guestion of who would really notice is left open,that an unexpected answer can be
provided at the bottom of the page. As receivers, amtomatically create a group
linking the interrogative with the action. In shonte hear “Whaf us?” “Us” indicates
to the hearer perhaps primarily a group composeudage-earners, rather than “who” in
the whole world. This difference results in the xpected answer:

You'll hardly notice the difference, but they wijjphoto of impoverished

farmers]

As Myers (1994: 50) points out, charity ads aringe not a service, but a
version of yourself as a good person. This is #ason why such questions are typical
of charity advertising.

They are, however, in practice the only kind oésfion an advertisement would
realistically want to include. Questions which aasuwne answer (as we have seen) are
more like inverted statements. But an open-endeéldguphical question might make
the message too ambiguous. A philosophical questlen, can only function if it
leads, as the Christian Aid advert does.

3.2.3 Exclamations
Exclamations may be the plainest kind of statemienthat that it advertises

itself — within the advertisement! Presumably, flast sentence has caught the reader’s
attention. Used sparingly, it can arguably be dacéf/e and immediate way to separate
one sentence or phrase from others on the page.

If a single phrase were to stand alone on a patleam exclamation mark, the
effect would be to startle the receiver. This caadl to a hostile relationship between
sender and receiver: the impression is of coerormaxhorting. The receiver’s loss of
the illusion of control shapes the way he reacttheoadvert. Simple propaganda also
follows the same minimalist approach.

Exclamations, to this end, may be seen as amplgtatements. Myers (1994:
51) however, argues that there is a purist vieexafamations as well: that exclamation
points should only be used “for written utterantiest must convey spoken emotion to

make sense.” Myers provides the phrasal exarfierying My Jim!” from a 1946
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toothpaste ad. Without the punctuation, there idrame of reference for the receiver.
With it, however, the phrase can only be understooconvey the anguish of a “jilted

woman.”

3.3 Rhetorical Features
Prosody and sentence types are the basic toolscamthiners we need to

understand and deconstruct adverts. Rhetoricalrestwhich we about to examine, are

an advanced reflection of how these tools are urspdactice.

3.3.1 Parallelism
Perhaps less irritating than repetition, and namemon in written adverts, is

parallelism. This means the repetition or iteratdra theme, rather than a word. Thus,
it creates variations rather than lists, which seaely amount to a series of commands.
These are again statements. Papa John’s, a pimzpaocg in the United States used
“Better ingredients. Better pizzaThe repetition is obvious and the parallelisnmishie
adjective-noun pairs. (An interesting side-notéhast the company was sued by a rival
pizza company, who demanded that Papa John’s pequtoof.)

In the 1980s, a memorable campaign from Marting teny time, any place,
anywhere.”Even though the first two are two words and thedtts a compound word
in English, the repetition of “any” followed by aame a specific word has the desired
effect of parallel structure. Though some critiavé noted that “any place” and
“anywhere” can be considered redundant, the campla#s the advantage noted by
Dorothy Sayers, who is quoted in Myers (1994: SB)irgg, “If, [even] by the most far-
fetched stretch of ingenuity, an indecent meanmgdtbe read into a headline, that was
the meaning the great British public would suredad into it.” As the world has
become more subject to advertising, her comment aggply to consumers in any
number of economies with purchasing power and adoesiedia.

Myers (1994: 52) further describes a sweatshitth wecognizable icons of major
world cities on it. London is represented by BighBRome by the Coliseum, Paris by
the Eiffel Tower and, in this case, Boise (a cityan agricultural region of the United
States) by a potato. This parallelism accompligh@simportant things. First, it allows
and even invites the receiver to construct thehighheme. Second, it places the value
on the exception, highlighting a relatively unknowgm next to recognized ones. This
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brings the value of the exception, even in irorlgser to the other more well-known
items.
Thus, parallel construction does not necessaglydnto be lexically repetitive.

Some, or even all, of words themselves can chaigie waintaining parallelism.

3.3.2 Ellipses and Substitution
If parallel construction is about adding, thenipsils is about subtracting

Advertisers may omit to bring the receiver closerfor code play or for deliberate
ambiguity.

Ambiguities allow the advert to be used in whateway other cultural pieces
want to use. It bridges gaps and forces a conmedtiobe made even if it is not
inductive, unlike the previous example of the dafalon the sweatshirt.

In terms of code play, we can recall what Sayard about double-entendres.
Clairon, a cosmetics company featuring female nsydeded the slogdioes she or
doesn’'t she?"Though the specific reference of this is to thesgwn about whether
such a beautiful woman uses cosmetics, the ambigeéms almost designed to be
suggestive. Even the advert's writer thought thentlwould not accept it, as Myers
(1994:55) points out.

The British newspaper “The Independent” was famaygart for its slogarilt
is. Are you?”Because these words were designed to be seendatto@mame of the
newspaper, the meaning would have been obviousrmtext. The ellipses replaced
makes “It is independent. Are you independent?&fliects the publisher’s perspective
that the newspaper has no bias, and that the seadealso free from bias. But with the
ellipses, the deliberate ambiguity allows receiversgroups of them, to re-use the line
with reference to themselves. With the Independdyers notes that in places, the gay
community adopted the slogan, but without refereiocthe newspaper. It is irrelevant
what relationship the newspaper had to the communfio used the slogan. The
important thing is that the slogan was so easgteember that it worked to advertise a

product even unconsciously.

3.3.3 Incomplete Sentences
Brevity, especially in printed advertisementsyésy important. To preserve the

obvious focus of the ad, the phrase “less is moa&’be applied.
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While approaches like ellipses and incompleteesergs or fragments both use
deliberate ambiguity, the difference is that inctetg sentences do not direct the
receiver. We have seen how the double-entendre svaiikh substitution. Though
double-entendre and specific information directedréceivers is possible with an
incomplete sentence it is less likely. The reasbnde a fragment in advertising is to
communicate an image, and perhaps to solicit wieatetated information the receiver
can contribute from personal experience.

Club Med, a resort-package company, sells its ti@tgpackages with the
fragment“Antidote to civilization.” The simplicity makes the message most effective,
as the receiver has the freedom to visualize wieatantidote this is, although different
images of exotic locations were supplied. Marlbararettes offered simply,
“Marlboro Country.” This was also often accompanied with a picturthefdesert or a
rugged landscape. In the case of fragments, imhagisto fill in the gap left by the

missing words.

3.3.4 Tone
Tone is possibly the most subjective of all andsdoot fit well in either prosody

or in sentence type. Even so, it is included byseémeder and seldom added — rather,
understood — by the receiver. As the rhetoricat@gghes have shown, the sentence
type often predetermines the tone. Exclamations teinave a tone of command (“Just
do it"), questions a tone of oratory (“Who wouldtiee?”), repetitions a tone of
monotony (“Better ingredients, better pizza”), pi@iesm a tone of pedantry (“Any
time, any place, anywhere”), ellipses a tone ofalewspeak (“It is. Are you?”), and
fragments a tone of reflection (“Antidote to Cizdition”).

It is surprising to find tones like humility in @elrtising, though. To create a
slogan which reminds the receiver that one is Im@test seems to run against all the
studies, models and approaches we have examineetiddess, is an interesting
approach in advertising and has a relatively rehextory. The best example is from
Avis rent-a-car, so firmly in second place to Hentzhe 1960s that even receivers were
aware of it. The only recourse Avis had was to adiinand publically. They launched
an advertising campaign, making fun of themselugbeé process:The line at our

counter is shorter.”
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The advert features a statement and a questioig itype, “Avis is only No. 2 in
rent a cars. So why go with us?” The rest of thesadparallel list, answering the

question. The argument is, in part:

We try harder. (When you’re not the biggest, yauvetto.) We just can’t afford
dirty ashtrays. Or half empty gas tanks. Or worpeavs. Or unwashed cars. Or low

tires. . .

Such an approach is risky, because in such atcasg be seen as confirming
an inferior product to the receiver. Because tanaibjective, especially without a
speaking sender, the message must be very cleamamidtakable. Sarcasm, when
unnoticed, can be dangerous to business. This rgie the length of the text in the
advert.

A more current example of humility iBossibly the best beer in the world.”
Carlsberg beer has had this slogan since the 19rli&e the Papa John’s slogan we
referred to earlier, which is very strong and unpoomising, Carlsberg’s is exactly the
opposite. By being willing to admit competition, @ren accept it, they seem to be
making themselves try to appear less confrontaltiamé more reasonable.

4. Future of Adverts

These examples do show that advertising uses meosodic, structural and
rhetorical approaches (often simultaneously) taterenessages to send to receivers, but
by studying adverts through only these, we limit analysis around the discourse as
Myers, Cook and Goddard have described it. Theggliosapproach that Myers speaks
about will make for colourful and effective combiioas of words and ideas, but idea is
not infinite. The sentence type analysis reveads kbout the content and more about
the style of delivery, but even that is limited foyed possibilities: it is a question, a
statement, a fragment or an exclamation. A rhedbriew of adverts gets us closer, but
most of these either leave out the receiver. lersse, thus far, the receiver has been
asked to respond, but not to decode. Decoding eashall see, requires a different kind

of thinking about discourse and analysis.
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4.1 Transition
All of these prosodic and sentence-type devicdswaltwo things which

separates the modern advertisement from the badiorteng character of earlier
generations, the 1940s, 1950s and the 1960s. Kigspecially in the west, has shown
us an evolution from propaganda to a focus on seieand later, the idyllic family.
When the discourse began to expand, as we havendémaied in the examples we have
been looking at, the doors were open for new amhes like self-deprecation and
parody.

Though these were arguably used first on telenjsmwher media was quick to
see the value and begin using the approach alssreere two re-makes of a Coca-
cola Superbowl television advert from 1979. Theenneferential character, for
example, does not require the receiver to appeetia parody. It can function all by
itself. But it also addresses a more elite grofipeoeivers, those who recognize the
reference. In this case, the original ad showethmmed athlete giving his jersey to a
young fan who offers him a Coke. In the first remakvith the same athlete, the
exchange is the same, but the fan throws the jdrael because it smells bad. The
product there is laundry soap. It was then agamacke, this time a second time for
Coca-cola. Here, an advertising executive integtipé exchange and claims copyright
infringement. The athlete tackles the executive,ifstead of throwing his jersey to the
fan, as in the original, the athlete rips off anbtvs the fan the executive’s shirt.

This “family” of adverts represents a big pointddparture from the decades of
more traditional approaches. By being inter-refeabnit shows the beginning of
invitation to code play in advertising. In the bdeat sense, it makes it acceptable to
represent a world which can be accessed by thevessefamiliarity with different
products and a similar delivery, through versiohghe same scenario — even across
decades. Receivers who appreciate the link feedrgampto the viewer who does not,

fully possessing what they think advertiser’s p@intl reference to be.

4.2 Code Play
Today, adverts on the “cutting edge” are engadimregreceivers in code play.

This cutting edge has always been changing, sorastiimperceptibly, sometimes

dramatically. Adverts are hard to discuss in amgsification system, not because they
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somehow resist analysis, but rather because thepabyre seek a new way to be
competitive and memorable, and reclassify themselve

Some critics claim that the advertisement is i pinocess of replacing poetry,
particularly poems designed to be light in chamacook (2001: 233) states that a
poem tends to be subject to analysis and cariynp®rtance with it. This would mean
serious poems have all but taken over poetry, tgavio room for the light-hearted
poem in English. Cook calls this code play, an inga activity for communication.

A typical example of this, presented by Cook (288}, is an advert for a wide
screen television. The text claims the televis®nhie best on which to watch a tennis
match. The words read from top right to top lefithva wide space in between, so the
receiver’s eyes read the text as if he or she vi@iewing a tennis match. This,
interestingly, is actually taken from an earlieepo

Adverts are filling the space left for code plahus, it is no longer sufficient
merely to examine adverts in terms of the sendgoa, as we have done until now,
according to the likes of Myers and Cook. In thie &f greater engagement, it is more
important to examine closely how the receiver mayehunderstood the message.
Clearly, the intention is that the advert will bederstandable easily enough that the
sender's message and the receiver’s understandengha same, but with code play
there is both a greater change for a memorableagessut at the same time a greater
risk of missing it entirely.

But the main goal is that the receiver makes thenection, gets the joke or
recognizes the reference. All of these are hallsafkintertextual and neologic code

play.

4.3 Challenges
One Kenwood advertisement, described by Myers 41198%), is almost all

graphic, showing audio components, but has sonaé statistics in a corner as its only
text. There is a name, her position, her hobbyning) and two times. One is a
personal best, and the other is “today’s time,”alihis not as good as the best. The last
words are “damn, damn, damn.” This forces the weretio connect the picture to the
text, and infer that because the employee did ndtat best at her hobby, she is upset
with herself. It implies that the company’s emplegehave very high standards, and
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thus that the product they make is an excellendymb Myers cites the personal
difficulty of decoding this particular advert.

This demonstrates the greater risk that printtbasedia runs. Very much the
approach depends on placement. As Cook (2001: 2@jyests, what works in one
place will not necessarily work for another. In ghthe way that adverts exist in space
is changing. Even so, senders cannot change nfititesyiare not noticed by receivers.

This is part of the reason for the trend in dessealled “Cloud adverts” being
placed in places like train stations, where thesiker has more time to reflect, rather
than on a billboard on a busy highway. Even sopwation in placement has always
been important. Decades ago, “Burma-Shave” founevaway to address receivers, by

putting humorous poems up on successive billboaliaisy American highways:

Don't take a curve / At 60 per / We hate to logecustomer / Burma Shave

The placement meant the receiver had to engadbebgxpectation of the next
billboard. The rhyme meant that the receiver wgseeting what word would be used.
This search for the relationship between placemaedt engagement is still happening
today in print media. A two-page Nike ad in Cosmldpn, for example, was printed on
both sides of one page, forcing the receiver plajlsidurn the page to get to the
company name.

Lexical media have to work harder to compensatetii@ lack of moving
pictures, spoken words, tone and other advantafyeswal media. Conversely, other

media tend to have the same non-linguistic featilna&sprint media contains:

colours

* typography — handwriting, typed text, different fedifferent sizes

* layout

* background — a placement of certain elements it&élo&ground of an advert

* image

Therefore, printed adverts manage to cope by usgtylevel code play.
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4.4 Advertising Discourse in the Future
Ads are ultimately disposable. Campaigns comecamapaigns go. Companies

do well and companies close. The constant is thettetwill always be senders and
receivers, and there will always be a message. ¢bowthis message best be created, so
that it benefits the sender by more than justrsglfi product, but also keeping itself in
the mind of the receiver?

And even if we do remember the best of the babterising is, in Roland
Barthes’ words, a “restless” medium (as cited byekdy 1994:136) which seeks
continually to change itself, often without regaiar self-analysis. Thus, it is in
aggregation that the outliers stand out, and amgemebered. These must be on the
cutting edge.

While the tone of humility was once a cutting edgel, today it is decidedly
more common. Where rhyming slogans were once sommymthat not using one
seemed daring, today they seem ordinary and bamah parody has had its day on the
cutting edge. Neologisms and intertextuality, as ¢brpus reflects and the following
sections argue, continue to be the highest leatsde play in advertising today.

Today, what seems to be clear is that receiverat veamd expect to be
entertained. In many ways, adverts are coming claseé closer to what we might call
art. The famous Apple commercial “1984” introdudédcintosh brand, and was shown
in the same year. It was directed by Ridley Santt relied heavily on the receiver’s
intertextual knowledge of George Orwell's book.elmstingly, this is an example of
high-profile and high-budget commercials, and a$dhe move toward courting an
intelligent audience, largely with the new toolsr fthe new age of advertising:

intertextuality and neologisms.

5. Corpus Description

The corpus of advertisements, which presents theaahis thesis, has been
created on the basis of two main criteria. The gdvuecontains have been gathered
with the aim to contain either intertextuality aralogisms. The corpus is comprised of
46 print advertisements that have been publishedglthe last couple of years on the
Internet and in several British magazines. Howether Internet presents the main

source of the material analysed.
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During the research process, the webpsdgeof the Worlghroved as the most
prolific and relevant source. It is an advertisarghive and community that collects
advertising work from all over the world.

Nevertheless, to adhere to the above mentionestierithosen in advance, the
material was to lesser extent obtained from othedy pages and print media
respectively, as referred to in the bibliographgtiem at the end of this thesis.

At this stage | would like to point out that findithe desired number of
advertisements for the purpose of this thesis mrdwde a very difficult task, indeed.
The reason is that intertextuality and neologisnesgnt numerous restrictions in
understanding, namely for non-native speakers gfi&im Both of these phenomena, as
will be shown, require the receiver to have sontereal knowledge, may it be lexical
or cultural, to be able to engage in the code ptay “get the message.” Non-native
speakers often lack this ability and are thusheftind.

With regard to what has been mentioned abovantia aim of the corpus which
will now be analysed is not in quantity. Its pureas to illustrate the topic of this thesis
on the basis of authentic examples from currenedibing discourse. Some of the
advertisements are for better orientation includieeictly in the text, others are referred
to in the appendix. The appendix includes all efdldvertisements with reference

numbers in full size.

6. Intertextuality

The concept of intertextuality is based on thesamgstion that each text exists in
relation to others. However, the term itself, as ofithe central ideas in contemporary
literary theory, is defined variously and is thust transparent. According to Allen
(2000: 1), the notion of intertextuality comes &naim the idea that works of literature
are built from systems, codes and traditions eistaddl by previous works of literature.
Furthermore, the systems, codes and traditionstlodroart forms and of culture in
general are also essential to the meaning of a wbitkerature. Reading texts, both
literary and non-literary, challenges us to uncowverumber of textual relations. Thus,
to be able to interpret a text and understand igmammg, we have to trace these

relations.
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As Worton and Still put it, the theory of interteality insists that a text itself
cannot exist as a self-sufficient whole, and scsduos function as a closed system. This
is for two reasons, as they put it. “Firstly, thater is a reader of texts (in the broadest
sense) before s/he is a creator of texts, andftreréhe work of art is inevitably shot
through with references, quotations and influerafesvery kind” (1991: 1).

The termintertextualityfirstly appeared in Julia Kristeva’'s early workiyished
in the late 1960’s. In her essays Kristeva intredluthe work of the Russian literary
theorist M.M. Bakhtin. She not only coined the teantertextuality, but also introduced
a figure who has since been considered one of tet Mmportant literary theorists of
the twentieth century. Bakhtin points out that cammmation is influenced by the
situation and participants of the communication.hia notion, language responds to
previous utterances and their meanings and thustesrea basis for understanding
following texts. He further states that no uttemmxists alone. Even if an utterance
presents itself as an independent entity, it stilerges from a complex history of
previous works and is dependent on a complex utitital and social context. Thus,
according to Bakhtin, all utterances are dialogieir meaning and logic depend on
what has previously been said and on how theyheilperceived by others (Allen 2000:
19).

Nowadays, we as receivers have access to a widge raf sources for
information. Thus, it is likely that we can takedriextual relationships for granted. As
a matter of fact, because of the high number atesich exist, and are added daily,
finding and identifying intertextual relationshipscomes harder.

6.1 Intertextuality in Theory
As far as advertising is concerned, Goddard (26@2claims that intertextuality

can be an important part of an advertisement's mgam that the original text being
referred to formed a message which the seconaéxthen use and develop. Thus, the
second text does not have to work so hard — itaka for granted that the original text
has left a trace which it can make use of.

As has been already stated, intertextuality caerbployed in different genres; it
iIs very popular in postmodern literature, for imsa. Compared to literature,
advertising is a relatively young form of discoyrget it already has its own history, as

well. Thus, “just as modern literary writers cars®dheir stories on traditional texts,
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modern advertising copywriters can base their capylder versions” (Goddard 2002:
52). The effect of this strategy in either typedifcourse, as Goddard puts it, can be the
same: the reader feels clever if he or she getsdhmection. As she further states, the
difference is that not everyone may recognize arkiwg of a Shakespearian plot, but
many people are likely to remember an advertisiogas or jingle.
When we look at how Cook understands the notioninbértextuality in

advertising, he divides this phenomenon into tweesy according to whether the ad
relies on the knowledge of another advertisementtather it contains an allusion to a

different genre. His division is as follows:

intra-generic intertextuality : containing the voice of another example of theea
genre, as when an ad assumes knowledge of anathéiF@ instance, the “Secret
Weapon” ad with its “Warning: may cause outbreakgealousy” alludes to the
health warning on cigarette ads.)
inter-generic intertextuality : containing the voice of a different genre, as mwhe
ad evokes knowledge of a film or story. (The texihe Philips cordless phone ad for
example echoes the wording of a legal statemeamderstand that...”.)

(Cook 2001: 194-195)

According to Cook, ads contain both intra-genera inter-generic voices.
These have increased as ads have grown in quantitwignificance, and accumulated
their own history and tradition (2001:194). Thasalmeans that as the body of work
grows, levels of reference will also change gemamatly. Thus, an advert might allude
to a second advert which alludes in turn to a ciff€ genre, and so on.

Cook further points out that if advertising hasmged dramatically since the
mid-1950s, creating a new genre, then it is ngbriging that early advertisements did
not employ intra-generic echoes, thus allusionstiher ads. As Cook puts it, lacking a
tradition of other advertising material to make o§esarly ads simply made allusions to
other genres, in order to create a credible amdgtiforward persuasive message.

It should be noted at this stage that the adesmnts in our corpus are not
meant to be divided on the basis of Cook’s abovetimeed concept. Again, the main
focus of this thesis is not to point out whereititertextuality comes from, but how it is

understood by the receiver.
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6.2 Intertextuality in Practice
However, as the tradition of ads has grown, theireaand number of intra-

generic allusions have changed. Sometimes, adsnasand rely on knowledge of
another product and its ads mainly in order tocltta competitor. Cook (2001: 194)
describes the following example: In 1991 the sloffanthe Peugeot 405 “Takes Your
Breath Away” was parodied without direct referemtean ad for the Polo whose copy
says “It doesn’'t take your breath away” — a meah&hvboth attracts attention and
makes the claim that the Polo’s catalytic convergeluces air pollution. Such cross-
references reflect tough competition between mantufars of similar products, as
Cook points out.

Goddard (2002: 126) describes intertextuality las way in which one text
echoes or refers to another text. She mentionsle@rdgsement which states “To be in
Florida in winter or not to be in Florida in winteand points out that it contains an
intertextual reference to a key speech in Shakesjgeldamlet. It is interesting to note
that the receiver need not have read the entirg, pdet example, to understand the
allusion in this case.

From what has been mentioned above it standsagorethat there are different
levels of comprehension within intertextuality idvartising. The mere recognition of a
phrase might be considered the lowest level ofalhity to recognize an intertextual
code play, even without specific knowledge of teierence (as it might be the case of
the allusion to Shakespeare mentioned above). &kielevel would require the receiver
to be familiar with parts of the reference, perhdéips source without the context.

Finally, the highest level is the knowledge of soeirce and the context of the allusion.
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7. Less Restrictive Intertextual Code Play

Intertextuality works at many different levels ainbuage, from phonological and

lexical references in title and slogans to vissglexts such as layouts and images.
The receiver’s interaction with the text may depem a range of factors, from

simple to complicated. Examples from our corpuadiertisements with an intertextual

code play will now be presented, based Table 2 a construct which has been

Characteristic Feature Receiver must solve with
Least Restrictive Double meaning Basic linguistiowledge
Receiver supply Contextual clues
Idioms Specific linguistic knowledge
Allusion Basic external cultural familiarity
Most Restrictive Inference Specific external cudtdamiliarity
Table 2 Levels of Intertextual Code Play

specially created for the purpose of this thestswaiti be drawn upon:

As the table shows, the least restrictive levedal dvith language itself. The
higher, more restrictive levels require not onhgliistic familiarity or knowledge, but
passing or even intimate knowledge of other terts genres. What does this mean to a
non-native speaker of English? It stands to readmt the ability to speak and
understand the language is only a first step. Thus not necessarily cumulative,
although a receiver who has the skills to infenfreultural allusions doubtlessly has the
more basic skills to recognize a word with two megs. For example, an intermediate
speaker could understand “double meaning” and psrtr@ceiver supply,” where he or
she must fill in a gap with information — or remoNeso that the text makes sense.
Unless the receiver has knowledge of specific ggyiproverbs and idioms, not even
excellent linguistic knowledge can help reveal tivks. As we will take these
categories and their adverts sequentially, thencave safely say that the adverts will
become progressively more challenging to decodsedan what the receiver is being

asked to do.
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Even though the receiver has understood the messlg question with the
language-based features is to what level. It isfferdnt picture with allusion and
inference, the top levels of intertextual play wivartising, according to our division.
These require levels of familiarity with a set aternal references. “Allusions” may be
culturally biased (customs and traditions, workditgfrature, etc). By far, the widest
knowledge is needed for “inferences.” For thesealarsion is made, and some manner
of textual code is embedded. Even for native spsakeese might present challenges of
interpretation, as we shall see.

Let us now examine some examples of adverts from d¢orpus which
demonstrate the gradual intertextual dimension is€alirse according to these five

levels.

7.1 Double Meanings
A pun can be generally defined as the use of alwloat has more than one

meaning, often in a humorous way. It is

has & dark side GUINNESS®

presumably accessible to most people, g
requires only basic knowledge of languagq
decipher. However, “double meaning,” as
first level has been called, involves more tl
simple puns. Here we will see a collection
words used ambiguously or apparently in er
with the picture providing the guidance f
correct interpretation. They are neith
deliberate misspellings nor puns, they are w
seem at first to be misused terms, wh
contain a second meaning.
Guinness beer, a company with a Iq Figure 1: Every man has a dark side.

and interesting history of engaging adveiws;

uses the example shownhigure 1. To properly understand the message, the receiver
should already know that the beer being advertisedark. Otherwise, the textual
slogan, “Every man has a dark side,” is confusiAg.“dark side” has negative
connotations. Likewise, the picture by itself (vath the text) might lead us to

undesired inferences, perhaps about race. The itexhe context of the picture,
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however, clearly indicates that having a “dark

side” refers to “every man’s” need to dri
dark beer occasionally.

Another depicts a Bosch dry
machine console with the large headline “I
one — get one free.” (see appendid, 3, p.iii)
Receivers are first arrested by “Dry” instg
of the expected “Buy.” Yet a consumer wol
hardly want to buy two drying machines. T
subheading makes it a little clearer what

slogan means: it “uses 50% less energy

other tumble dryers.” The apparent “mistal

Is nearly explained in the midst of relative T Tomar Sat ATy 200G 7 2%
Figure 2: Tour GNER First Class and see th

dense text at the very bottom, which clai world through Rosé tinted glasses.

that it reuses the heat other dryers lose.

picture in this ad is minimal, but without it, ttext risks losing the receiver’s interest.

However, sometimes the picture is as importanthastext. This is true in
Figure 2, which is a superb example of lexical code pldpenced by the graphic.

The advertisement for a train company is basetherknowledge of an idiom;
however, it is only part of the structure. To see world “through rose tinted glasses”
is to have a positive outlook. Thus, riding in swdmfort and luxury would influence
the passenger to see the world with a positiveooldtl A quick glance at the advert
might be enough to understand it.

r4ll

But the text uses “rosé” instead of “rose,” §
then the receiver realizes the full wine glass with
countryside seen through it makes a play on thel
“glasses,” which is being used as plural utensittaad
of the visual aid to which the idiom refers. In tfaas
the lowest text confirms, the ad is for first-classvel,

where according to the text, one may “ask about.[g

restaurant voucher,” possibly to enjoy a glass wofey
. ) i ) o Figure 3: Sarah's style spoke
during the trip. The final pun used is to enjowantage|volumes on how to capture a guy.

summer,” with vintage evoking both high class amel

grade of wine.
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Not all advertisements using double meanings laeih-depth, even when the
text is directly linked to the picture. In an advéor hair-care products, Shockwaves
released a campaign based on puns with a visualkele In the advert ifigure 3, a
woman with full-bodied hair is being admired by aimThe slogan says “Sarah’s style
spoke volumes on how to capture a guy.”

The word “volumes” is in a bold font. It pointstowery clearly that the word
refers to the collocation “to speak volumes,” bl#oato the characterization of full-
bodied hair as possessing “volume.”

Thus, the contrast between the two uses of the gdirases invites the receiver
to reflect on the use of language. Because thaisggyused is associated with hair care,

the reflection seems likely to succeed.

7.2 Reader Supply
Reader Supply basically requires the receiverngage and solve code play

based on clues in the picture. In some casesdfessrto inferring lexical information or
pictures. This is slightly more restrictive thanute meanings, as reader supply
presumes some external familiarity, at least whid brand. In other forms, as we shall
see, the receiver may be asked to remove, rearmargmlify information.

In another advertisement for Guinnedsg(re 4), there are three blanks
between the “u” and “e.” Without the reader-

supplied information, it reads “Guess who?” T
evokes a children’s game, but more importa
IS put in a question, which the receiver t
answers either from the image of the beer or
logo in the lower corner. Filling in the blan
would create “Guinness who?” which does

make literal sense. Thus, the entire point of

advert is the code play itself.

GUINNESS

Figure 4. Gu_ _ _ ess who?
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The supply can also be an image. The

Figure 5: Take good care of your

Portuguese Cardiology Foundation used the iconic
advert shown inFigure 5. The only grammatical

knowledge needed is to understand the English

I YOU _ . .
grammatical structure “subject-verb-object.” Furthe
the missing verb in this case can only be a heart,
meaning “love.” This has a relatively long history,
not connected to advertising only.
&) The supply of the heart image then creates a

line that reads “I love you.” However, this is Waly
heart. to compel sales. In this case, it is a public servi

campaign, whose slogan reads “Take good care of

your heart.” In addition, “heart” as both a verldannoun is implied in the silhouette at

the bottom, with the supplied verb-heart in red sghthe

noun-heart is. This builds extra levels into otheeasimplg
code play.

Companies are increasingly using other brand
their own adverts, as it was suggested by Cook. shicé
example of that is a bookstore adverFigure 6, using the
signature colour, font, and image of the sociaimogking
site “Facebook.” The extra “a” asks the receivecdaosider|
“facebook” not as a compound noun, but as a directs
in, “face a book.” The verb “face” means to direne’s self

to. Thus, the piece itself is ironic, in that tHegan urgeq

Figure 6: Disconnect for a
while. Read a book.

that the receiver do the opposite from what thghsly
altered image suggests.

Facebook is nearly universally recognized, and atdition of “a” relies on

lexical tricks specific to the English languag&elthe Guinness and cardiology adverts.

In the interest of appealing to a more universdience, however, some adverts do not

rely on text. The risk is that the advert mightsconstrued or misunderstood because

it contains information that only certain groupspebple will understand.
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One example of this is a Heineken beer advefigare 7. There are four logos,
the last of which is Heineken’s. The first threelude Facebook and Twitter, another
social global social network. There is one more|dfgough, an “H” icon. It stands for
Hyves, a Dutch social networking site practicalljkmown outside the country. The
tag-line, “Heineken: Social Networking since 1878gnfirms that the first three are

being compared to the beer company. Because

Heineken is a Dutch beer, it may be obvious whg thi
was included. But when comparing the overall

popularity, only two of the three social networlgds

are well-known enough for the advert to be undexsto

outside of the Netherlands. Thus, for non-Dutch

consumers, more attention might be paid to the
unknown logo than to the intertextual play. It also
might mislead the receiver to infer a different
conclusion. In either case, this leads us to alosiumn

Figure 7: Heineken. Social
networking since 1873. that drinking Heineken beer is being part of a fabc

network,” and that they have been a social network

since the 19 century.

A receiver may also be asked to engage with imagesher ways. In a BMW
advert, for example (see appendi 9, p.ix) the entire page is blank, apart from three
characters and a slogan in the lower corner. Tkteréads, “BWM.” The slogan below
is, “use original parts.” The brand is globally egoizable, and even if a receiver were
unfamiliar, next to the slogan is the company logo,which the name appears in the
correct order. This provides a kind of “key.” Thenaection between using original
parts and the scrambled name seems to indicatestatiiat BMW does, but perhaps at
second glace shows that “BMW” would not be “BMWiifdid not use original parts.
Instead they would be something less prestigiodsr@rognizable.

We have seen reader supply adverts which askvexseio supply missing text
and images, others which ask the receiver to redloeegiven information and still
others which ask the receiver to rearrange or patterns. In some cases, all of these

code play features can occur.
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This is the case with one advert which
urges receivers not to drink and driviéigure
8). Because in English the word “die” can
created by omitting two letters in “drive,” tl
campaign slogan uses both words and pict|
to make its point. “Don’t drink and drive”
missing the initial contraction “Don’t.” At firs

glance, it may seem that the verbs encou

the receiver to drink and drive. The “r" and “

Figure 8: Don't Drink and Drive.

of drive are missing, though, replaced by

marks of tyres, making the message appear, “Dnvikdie.” Thus, a receiver is asked
to omit and insert simultaneously, and deals witrds and pictures. Additionally, the
receiver is expected to be familiar with the cargpaiBeing familiar with external

information is a restriction which makes the cotle/pnore elite. We will see this most

particularly in the next three levels.

8. More Restrictive Intertextual Code Play

Receivers — native and non-native speakers alig@+understand grammar, yet
still find idioms and collocations complicated agit meaning cannot be easily derived
without external knowledge. This is made even mdifécult when the advertisers
themselves use idioms — or customise them — withpparent relation to their product
or service.

One reason that idiom-based adverts require sosmmwledge is obviously
that idioms, sayings and proverbs usually have then specific contexts. That means
in addition to the possibility of misunderstandiragnother danger is that the receiver
may be confident that he or she has correctly dmtdlde advert, when in fact he or she

lacks the external information needed.

8.1 Idioms
Let us have a look at the advert for the John ®&ewn-mower Figure 9). The

slogan, “Your lawn has earned its stripes,” immtljaleads us to connect the text with

the stripes on the lawn. Because the verb “earmplies that there has been hard work,
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or that the result is deserved,
means a receiver might jump to t
conclusion that the quality of th
machine means the lawn has ni
stripes.

This is only partly true; th
levels of intertextuality becom
clearer with a better understandi
of the idiom. “To earn one’
stripes” is in American English
military or police phrase t
describe the promotion of §
officer. The “stripes” refer to th
bars on the sleeves of the unifor
With the understanding of th

idiom, we can connect the user

the machine, the machine, and

Win Prizes

Register and enter: www.johndeere.co.u

Your lawn has earned its stripes

The new range of John Deere rear roller walk behind mowers leave lawns
in an immaculate condition with a perfectly striped finish. The integrated

fan assisted TurboStar™ Mowing System delivers perfect collection in both ( i :
Ll

JOHN DEERE

Nothing Runs Like A Deere

wet and dry conditions. With easy to use controls, powerful engines, varia-
ble drive speed and a 15 year deck guarantee — it's time you invested with
John Deere. Contact us now for details of your local John Deere dealer.

www.johndeere.co.uk

Figure 9: Your lawn has earned its stripes.

one who benefits from the machine. In other wotls,lawn is now of a higher rank

because the user has been using this machine. fHeusliom adds dimensions and

clarifications to the message.

Pressure peers.

Figure 10: Pressure peers.

Without an image, the understanding of
the idiom is necessary for understanding the
advertisement. This is especially true when the
idiom has been slightly altered. That adds a
level of restriction to those who will be able to
decode it.

A four-word advert for the Economist
magazine is such an exampkegure 10). With
a reversion of a famous collocation, the two-
word command encourages us to influence our
friends. The name of the company is simply,
“The Economist.”

There are different levels here of
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external information required for decoding. Thel@whtion “peer pressure” refers to a
group that tries to influence one member. It isrlye@ways used negatively. Thus, by
inverting the phrase, the original collocation wrfrom the noun-phrase into an
imperative sentence.

The negative connotations associated with theiralig'peer pressure” might
remain until we connect the inverted slogan wite tompany. “The Economist” is a
well-regarded magazine with many important contobst Thus, the meaning of the
four-word advert appears to be that the receiveo vdads their magazine will have
information and good arguments with which they kalp change their peers’ lives.

Other slogans relying on idioms and collocations a
more obvious. Corona beer in one advErggre 11) featureg

. . _ , _ You win some,
the slogan “You win some, you win some.” This makes you win some.

) g

grammatical sense unless the receiver is familiah the

idiom “You win some, you lose some”, which is ustxd :
express sympathy for somebody who has been digatepq e
about something. 1

By replacing the second verb with the repeatest,
the association is made for the receiver betweenptbduct

and the impossibility of “losing,” or experiencimgisfortune.

The link to ideal living is further supported withe tag-line|Figure 11: You win some
you win some.

“Find your beach,” accompanied by a picture of ansuday

and an empty beach. This last sentence is imperabut is softened by the use of
“your” instead of an article. It becomes actualigi@nd inviting for the receiver, who
has been encouraged to select a product which pesnfie or she cannot “lose,” and
then to select a quiet paradise.

Though idioms and collocations can be very efiegtithey might also be

irrelevant. Several examples exist where the asye

— and even the whole campaign — are sayings wif
relation to the image or the produEidqure 12).

Similar to the Corona advert, Absolut voo
ran a campaign based upon inverted idioms. So

the examples were “One swallow does not mall Figure 12: All that glitters is gold.

summer,” “All that glitters is not gold,” “Lucky in
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cards, unlucky in love,” and “All good things mustme to an end” (see appendids
14-17, p.Xxiv-xvii.)

The campaign reversed the polarity of all thesenid, creating a relentlessly
positive scenario for the receiver. The advertswat the slogans in a slightly
psychedelic style. In the corner, they were tagged the line, “in an Absolut world.”
Thus, the receiver must infer that when he or gitgksl Absolut vodka, for example,
“All that glitters is gold . . . in an Absolut watl

While the reversing of the idioms engages the ivecethe relation of the
message to the product is unclear. The advertissnsgem to state that a receiver’s
judgement will be impaired after the consumptiornhair product, and lead the receiver
to see things in a distorted reality. The psychedeht and images only support this.
The inferences drawn from the advertising claimsluded in this campaign are

summarized imable 3

Absolut Idiom-based Advert Idiom’s Original Meaning  Advert’s Implied Message
One swallow makes a summer Have patience Tomordaoi late

All that glitters is gold Do not judge by looks @rboks matter

Lucky in cards, lucky in love You can have somgghin ~ You can have everything
All good things never come to an end  Life is short Tomorrow never comes
Table 3 Idiom-Based Campaign of Absolut Vodka

If the adverts are meant to imply that these oabidioms are wrong “in an
Absolut world,” then they advocate a kind of apgli

(D

feeling that pleasure is the most important thing
life. If, on the other hand, the adverts are onjyng
to engage the reader in simple negation
recognized sayings, then there is a disconnec
between the product and the campaign.
Regarding disconnection, the worst of the
offenders is Green and Black’'s chocolakg(re

13). Their slogan belongs more properly to doul

meaning, as the collocation or idiom used is on

half relevant. The slogan “Crunch Time” whig  Figure 13: Crunch Time.
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appears in their advertisement should refer toreogef time where something must
occur. Yet the advert uses “crunch” only to refertlhie character of its butterscotch

candy.

8.2 Allusions
Allusion is an indirect reference

someone or something and thus, it is a com I had a dream
attention-seeking device in advertising discou

) . . \
The highest levels of intertextuality, howey . LN

Wards matier

require more than a lexical familiarity with Figure 14: | had a dream.

certain phrase. These are the most restricti

and the most entertaining — adverts. In this seatie will examine those which require
the receiver to possess knowledge of an extersabdrse. Without this knowledge, the
receiver is unable to process and decode the advert

In some cases, the advert is situational. Thihéscase with the simple four-
word example, “I had a dream.FiQure 14) It refers to Martin Luther King's famous
speech from 1963, in which he repeatedly usedehtenrce, “I have a dream.” The first
knowledge necessary is the reference. But as @nisallusion, the context is also
important. King’s speech and the repeated sentenparticular, was used to describe
inequality among the races.

The receiver now has the context of the allusioagdding the advert, the
particular context important to appreciate is théblgation date of the advert: 5
November 2008. This was the day after Barack Obaneafirst black president of the
United States, was elected. Thus, we can understenthnguage and the meaning of
the advert to indicate that the human race has chfivevard and what was a dream is
now a reality.

These allusions can also be culturally limitedubttess, Obama’s election was

globally reported. Even King’'s speech is known

outside of the United States. But as with
Heineken advert which named a local so

networking brand, some other adverts invg

allusions that may not be understood outsig
locality. Figure 15: Elephant & Chateau.

The British Airways is a good example or
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this (Figure 15). The average receiver who may have spent sonme dsna tourist in
London might recognize the format of the Undergbaign: a red circle with the name
written across a blue text-box. But only a receivare familiar with London is likely
to decode the advert in question. “Elephant andtl€as a stop on the London
Underground. Further restricting the receiver Imaic knowledge of French. “Chateau”
translates as “Castle.” By making these connectiamsceiver might suppose that there
is a link between France and London. The advedts line confirms this, offering
“London to Nice 12 times a week.”

Here, understanding the allusion is not strictlgessary to understanding the
product. The tag line assures this. Other allusibngvever, require the recognition of
the allusion without text.

One Volkswagen adverFigure 16) displays four cars crossing an intersection.
With no knowledge of the allusion, this is confugio the receiver. Cars do not travel
in pedestrian crossings, and these appear to benstay, or parked. Two clues are in
the image which help a receiver decode the advettoth require external knowledge.

First, the name of the car is the “Beetle”. In veryall type in the lower corner,
the only text reads “The Beetles.” Since therefane of them, the receiver might make
the connection to the band “The Beatles.”

This  homophone  becomes mq .
compelling for the receiver wh
recognizes the background of 1 @&
photograph, which is Abbey Road, ug A8
on an album cover of the same name !
The Beatles. Instead of the four walki §
musicians, the advert features four carg

the approximate positions of the walki Figure 16: The Beetles.

musicians in the pedestrian crossing in‘ere

original. Thus, a “Beatle” becomes a “Beetle,” baty makes sense when the allusions

have been properly understood.
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Another image-based advert which can only be dstedth a lexical inference
Is a Mortein print advertRigure 17). It depicts thirteen mice around a banquet table.
The table is filled with food, and one mouse in tentre appears to be hosting the
dinner. A small emblem in the corner reads “Morteaticida.” Again, without
recognizing the allusion, a receiver would be ceatl by rats apparently willingly
eating poison.

As in the
Volkswagen advert
however, there is a
allusion at work, with thg
main  human  figure

having been replaced §

something else. In th Figure 17: Mortein Raticida.

case, the title of th

original painting is what will allow the receiveo decode: “The Last Supper.” The

original painting, from Leonardo da Vinci, showeeksus and his disciples. “Last,” in

this context, refers to their final meeting befdesus’ arrest and the demise of the
group. Applying this title to the advert, we undarsl that this is the final meal for the

rats before their demise.

Interestingly, the allusion works only in part base after the Last Supper, only
Jesus died. Thus, it would follow then that onle @i the rats depicted in the Mortein
advert would die. The creators of the advert, nikely, wanted to allude that both
situations are final and let the decoding startstog with the title alone.

Allusions are strongest when they contain levéldezoding, as with the Beetles
and the British Airways adverts. If, like the Marteexample, they are only using a part,
the receiver cannot know for certain which partakevant. This creates ambiguity in
the message, and the receiver can be left confused.

This is certainly the case with a Footlocker ad\Erjure 18). This example
features restrictions in the allusion, the messagkthe product.

The image appears to depict an old school destreTis also a piece of paper, a
pencil, an eraser and a book in view. An imagehenltook shows a bird — probably a

cuckoo bird — with a whistle around its neck.
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The title of the book alludes to “One Flew Ovee thuckoo’s Nest,” a novel by
Ken Kesey about individualism in a mental instiati However, “Nest” has been
shortened to “net.”

In the picture, there are some indicati
that this is a student’s work station. Where
author's name or publisher might normag
appear on the book, we see in the advert ins
“Foot Locker,” which is an American sports sh
store. However, the connection between the [
and the advertised sport shoe store rem
unclear. Does it intend to say that sporty peq
like literature as well? Most probably, t

references we might decipher are pointless

the advert only uses the similarity of the wo

“nest” and “net.” Alternatively, it might also be| | e
Figure 18: One flew over the cuckoo's nef.

public campaign with the aim to encourage

people to read. Then, the message would perhapsobe understandable — yet still
only to receivers who already like reading andditere and thus, are familiar with the
original title.

Allusions are admittedly high levels of intertextucode play. The most
successful examples seem to offer a clue, someqgbaah external reference. That
reference, depending on the intended audience |Gheuwell-known enough for the
advert to work. The receiver then processes the @ond supplies the missing

information (a title, a substitution, a homophottegomplete the decoding.

8.3 Inference
The highest level of intertextuality is, accorditmgour division, the inference.

The receiver generally engages in the same wayijnifertence is higher because the
receiver must in addition estimate some informatmdecode the message fully. In the
complicated levels of intertextual code play, thek rof receiver misunderstanding is
high but the risk of the advert not being memoraslalso high. It should be obvious,
then, that there are fewer examples of these altheah the others.
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In the complicated upper levels of intertextuatielay, the risk of receiver
misunderstanding is high but the risk of the adwertt being memorable is also high.
When it fails, it fails

completely. But when it
succeeds, the receiver is lg
with guestions and

reflections. It should be @” @ %

obvious, then, that there alr

fewer examples of thesq
adverts than the others. The
are the most adventurous ar

high-risk adverts, and Figure 19: A single bite changes your entire life.

relatively few companies aré
understandably willing to undertake this.

One approach is seen in an advert for dental impl&rom Murilo Rangel
(Figure 19). The allusion is clearly to the Biblical story A&lam and Eve, which is
summarized on a simple timeline. The three stafélsetr stay in paradise are labelled
“God created Adam and EVe*Adam and Eve earn the right to live forever in
paradisg” and “Adam and Eve are banished from paradigéhis, unlike most of the
examples in our corpus, is a familiar allusion km@st every receiver, as even people
who haven't read the Bible know the story of Adand &ve. In the story, they eat the
“forbidden fruit,” which is signified where the apppictured has bite marks at the
moment of banishment. The receiver, however, siilst infer the connection between
the loss of paradise and dental implants. The idugven in the next position on the
timeline, which ends with the words, “A single bileanges your entire life.”

Thus, the conclusion might be that when a perdtes lan apple and loses a
tooth, it is the loss of perfect teeth. In an appeee-conscious world, this might seem
to be the end. Alternatively, it can also functema warning. The message could also
be that biting the apple had a negative consequenddam and Eve, and so can have

a single bite a negative consequence for peoples&teeth are not healthy.
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This is an example of &

classical allusion. However, currer
works may also be use

intertextually. Bavaria Pilsner besg

(Figure 20) does this with a curren
bestseller, “Men are from Marg
Women are from Venus.” The

popular non-fiction book describe

the different stereotypical behaviol

of men and women by stating thd Figure 20: Men are from bars.

are from different planets — Mars arn«
Venus.

This is the allusion. The inference that the reeemust make is to notice the
subtle change in the title from “Mars” to “Bars.hif is reader supply and the image
provides the clue for the decoding. Inside the opeok, which is pictured twice, the
pages are empty, and a beer is in the hollowegageés. Perhaps the message is that
men will only own the book if it is an excuse tovhaa beer in secret. In any case, the
link between the allusion and the product is claad produces reflection in the reader.

The last example of a successful inference-badeid for Volvo Figure 21).
The allusion is to a fairy tale, “Snow White an@ tBeven Dwarves.” At first it seems
that there is no key for decoding the messagethené are many clues.

In the image, a reader only sees an expressiogl@ssg woman in a provocative

posture and fairy-tale clothes hitchhiking by tidesof an empty road. We can perceive
the road is modern by the asphalt and the paimted.|Additionally, the colours of the

landscape are darker, while the woman’s clothesbaght, which creates a strange
scenery.

The brief text provides two further clues. It readThe Volvo XC90. With
Seven Seats. Sorry.” The three sentence fragmentsdsapologetic. However, a car
with seven seats does not seem like somethingdtogige for. The second clue is in
the number seven.

The decoding ability of the reader depends on hisen knowledge of fairy tales, but
the deduction that Volvo expects the reader to niskieat the only possibility of seven

seats being filled and Snow White. Thus, the selwearves have driven the car away

42



full and left the main character on her own. Theereer’s response, then, is likely to be
that it is unexpected that the main characterenstiory is not in the main group.

However, the
receiver might also askh
whether  the  advert
would be as successful i
it was one of the
dwarves on the side o
the road. Would we still
infer the same way?
What were the

circumstances that leg

Figure 21: With seven seats. Sorry.

the dwarves to have i

car? How did they choose to leave Snow White béhimthat this, and to at least some
extent, all intertextual adverts do is create rdmma response in the receiver. This
makes the advert memorable, which as we have nistéoe most important function it
has. Intertextuality does more than involve othiscalrses, it creates a discourse for
the receiver to participate in.

9. Neologisms

A common reason given for the introduction of neards in a language is to
provide new names for new things and processes. ¢dexwepts need their names and
this is why neologisms have been entering Englisaraever increasing rate. Apart
from this fact, there is also a great increase laver, trendy, eye-and-ear-catching
words to be observed in contemporary English (Lekd@3: 371).

9.1 Neologisms in Theory
As Lehrer points out, unusual about new wordshe they do not increase

efficiency. In fact, they create more effort toargret — at least until readers (or hearers)
have figured out what the source words are and wihay mean. Furthermore,
neologisms do not appear in isolation; they ocowantext where their interpretation is

more or less obvious. If we assume that neologisiase the decoding of the reader or
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hearer harder, what is their purpose? As far aseriding is concerned, it is
undoubtedly to attract the reader’s attention. Adirer puts it, neologisms in ads are
intended to be memorable because the advertisds\wantarget audience to remember
the name of the product, process, or businesslisstaient (2003: 370).

Lehrer further states that many of the neologismeswitty; they involve word
play, such as puns and allusions, as well as actaspnovelty. Thus, when the reader
(or hearer) figures out the implied meaning, hesloe might feel clever for having
“gotten” the point (2003: 370).

9.2 Neologisms in Practice
Generally speaking, in all the advertisementscsetefor the purpose of this

thesis advertisers either want the receiver to lsapgnt text and image to one another,
or to interact with the receiver. In the latter &saas has been already demonstrated,
intertextuality is a commonly used feature in tddadverts. The receiver is invited to
engage and react based on his or her external kdge] may it be lexical or cultural.
With neologisms, however, the receiver is askeehigage and react based on his or her
linguistic ability. This is possibly even more colicpted than to decode intertextual
allusions, particularly for non-native speakersitakemands the receiver first to isolate
the new word, then the context, and only after, ntfesssage or meaning. All of these
stages undoubtedly present a challenge for thevesce

The difference between the adverts which creagectne of this thesis and the
traditional ones which have been mentioned in fle®@itetical section is ultimately that
only the code play of intertextuality and neologssactively engages the receiver in a
meaningful way.

However, one significant difference between neicllg and intertextual
advertising approaches involves the importancehefitnage. The creation of a new
word requires an image to help guide the receiwerthe correct interpretation.
Intertextuality, on the other hand, has an extersfrence (lexical or cultural), for
which either the image or the text provides the tkegtecoding. Because neologisms, as
they are defined, involve only the creation of woowhich have not before existed, the

image becomes the means by which the receiver megpret the message.
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The question of which presents the greater réistnicespecially for a non-native
speaker, is not within the scope of this thess.altn is to present intertextuality and
neologisms as sophisticated techniques of currertising discourse.

Before describing the neologisms in our corpus, estwasic word-formation processes
in English will now be provided. By doing so, outemtion will mainly be focused on
blending, which is on one hand the least commordvimmation process in English,

Characteristic Feature Receiver must solve with
Least Restrictive Basic word-formation Derivation
processes Compounding

Conversion

Most Restrictive Blending Extraction
Correction
Brand Allusion

Table 4 Levelsof Neologic Code Pla

but on the other, it is predominant in advertisgumtext because on the basis of this
procedure the most neologisms are created.

10. Less Restrictive Neological Code Play

To classify the neological adverts in our corpuaditional categories of word-
formation have been drawn upon. Apart from thagcsd subcategories of blending
have been added. According to our division, thaselagisms which only require the
receiver to have knowledge of basic word-formapoocesses are considered the least
restrictive. They include derivation, compoundingdaconversion. These word-
formation categories are possibly accessible torangiver with appropriate grammar
skills in the English language. As with intertexitya however, neologisms become
more restrictive when they ask receivers to decblmding. These may require
extraction, correction, or prior external knowledge

The major ways of word-formation will now be memed. The following
definitions which isolate compounding, derivaticonversion and blending are literally
taken over from Howard and Amvela (2007: 82-102irtlkermore, matching examples
from our corpus are added and analysetiable 4.

As with our categories in intertextuality, these aumulatively placed in terms

of a receiver’s ability to decode the message. Tdreyfurther separated based on the
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culling and grouping of many examples, the mostasgntative of which are included

in the corpus.

10.1 Derivation
Derivation is a lexical process which forms

new word out of an existing one by the additionag
derivational affix. For instance, the suffixesation
and -ure may be added to the verbssignanddepart
respectively to derive the noungesignation and

departure which are different parts of speeq

Similarly, the suffixes domand ful may be added t| ™ rjgure 23: Profitus Drainus.

the adjectivefree and the nourhope respectively to
derive the nourfreedomand the adjectivéaopeful which again are different words.
Thus, the term derivation refers to the creatiom okew word by means of the addition
of an affix to a stem.

For the decoding process, the receiver must mdrelyble to recognize the
added convention which creates the new word.

In the case of the Brew CorneFigure 22) they have created the word
“beerism.” The suffix “-ism” indicates a system lzliefs or practices. In this example,
the advertisers have included two examples (ssaialind capitalism.” The placement
of these two “isms” on their own line in a

smaller font assist the receiver in the decod

process, as he or she is already lead to ho WEE .
SIIGIA[I I\NII I}I\I'ITI\lls

interpret the new word. EEB‘S

It could seem as if “beerism” is one thi
that all people, regardless of ideology, can ag
on. The slogan on the bottle depicted is for t
brand Rogue: “Dedicated to the Rogue in €
of us.”

Encountering and decode a fore

language or a language which even only |0

Jil
lmmno -puB-AT THE SAHARA

foreign might be quite difficult for the receivd Figure 22 Beerism.

An accountancy firmKigure 23) depicts what
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appears to be a dead mosquito. The receiver pesc#iis not only because of the long-
nosed insect in the image, but through a collectdnrelated words: “financial

parasites,” “feed[ing] off of your blood,” and tpérase “bugging your business.” These
are all in the lower, smaller text. The neologismawever, occupies the centre of the

page: “Profitus Drainus.”

The receiver might perceive that this is a kind
parody of Latin declension. The “-us” suffix, thdug is
not necessary to recognize it. Because of the pirchn
holds the specimen to the board, the receiver ingh §
asked to recognize that the official name of thecss is| |

obviously being put on the tag below.

ach facsbookcom/tride

10.2 Compounding Flgure24

Getoffwithawarningable.

Compounds may be defined as stems consistif

more than one root. For examphkedside black market

car-wash waste paper baskeOrthographic treatment of compounds is by no reean
consistent. Some are written as one word (withidrout a hyphen between two roots),
while others are written as two words. This obskowatends to suggest that
compounds have an intermediary status between ghr@asd words consisting of a
single root. Furthermore, most compounds consisbofs that are simply juxtaposed,
in some cases, one of the roots of a compound reayduified by an inflection as in
bird’s-eye driving-licenceandhoming pigeon

Trident White chewing gum created two adverts clvhiuse the same
compounding approach. The two words invented ardfickzrushable” and
“getoffwithawarningable.” This also uses the detima approach. In both examples, the
suffix “-able” indicates the ability of the stem vao(in this case, compounded words) to
function. Words likefixable (able to be fixed) andinderstandable(able to be
understand) might help the receiver in the decognogess.

The compounding relies, as most neologisms dothenconnection of the
invented word with the image. In one (see apperAlik30, p.xxx), a young man with a
wide smile stands in an elevator holding businemseps. On each side is a young
woman making eyes at him. Because Trident gum elaimn“prevent over 35% of

stains,” and the young man is smiling widely, teeeiver concludes that chewing this
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gum will increase popularity in the office. This asnfirmed by a textual clue in the
explanation, claiming that you will “make more #nds’ around the office.” The
quotations around “friends” help the receiver dectafficecrush” as a love affair or
attraction at workplace. The addition of the suffoncludes the decoding.

It functions similarly in the second adveRiqure 24), which depicts a young
woman smiling up at someone at her vehicle. Apgyime same derivation decoding,
the receiver is left with “getoffwithawarning.” Thiadvert relies on the identification of
the standing figure as a police officer. The embtamhis sleeve confirms this, although
it is difficult to see. Again, the neologism helgsnd the message that a whiter smile
will result in an officer not writing a ticket fapeeding, but a warning instead.

10.3 Conversion
Conversion is a process by which a word belongmgone word class is

transferred to another word class without any ckhasfgorm, either in pronunciation or
spelling. It is a highly prolific source for theqaluction of new words since there is no
restriction on the form that can undergo conversiorEnglish. In fact, this word-
formation process occurs so regularly that manylsch prefer to consider it as a
matter of syntactic usage rather than as word-foboma Conversion most often
involves a change from one word class to anotfié®e major kinds of conversion are

noun— verb, verb— noun, adjective» noun and adjective> verb. For example:

noun— verb: to bottle
verb— noun: a call
adjective— verb:  to better

adjective— noun: the poor

Furthermore, many word classes can undergo cdowensto more than one
other word class, e.g. to gtown (adverb particle), t@lown a beer (verb), to have a
downon someone (noun). Finally, even a whole phraseundergo conversion and act

as a nounférget-me-ngtor as an adjectivant-to-be-missedpportunity).
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Volkswagen offers an example of conversion inrtlaeivert for used vehicles
(Figure 25). Using the principle of parallel structure, thotvart offers three reasons to
purchase their product. The caption reads, “reduneconditioned. heck, it's been re-
everythinged.”

The neologism, though is interesting in

this context. “Everything” is a noun, here be
used as a verb — but also with derivation. ] e
fragments and the interjection “heck” make
tone very informal. The stylized two-tone blg
and white drawing also creates a very sim
and straightforward approach. Importantly,
image contains no clues whatsoever ‘

decoding, and does not elucidate the neolog

The print, though, shows more specifically w

“re-everythinged” means.
Figure 25: Re-everythinged.

Interestingly, using a neologism and {

process of linguistic conversion at the same tieenss to have a very strong effect.
However, it is probably only in this particular ¢ert. Furthermore, the simple art

direction of this advert contrasts effectively witle strong neologism.

11. More Restrictive Neological Code Play

A blend is a new lexeme built from parts of twa fmssibly more) words in
such a way that the constituent parts are usualbylyeidentifiable, though in some
instances, only one of the elements may be idabtdi Blends may also be referred to

as “portmanteau” words. For example:

breakfast + lunch — brunch
channel + tunnel — chunnel
dove + hawk — dawk
motor + hotel — motel
sheep + goat — shoat
slang + language — slanguage
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As we can see from these examples, in the formatidlends the first part of
the first element is added to the second part®fsttond element. The resulting items
are generally nouns, while a few are adjective$ sascglitzy (glitter + ritzy) and verbs
such as gues(s)timate (guess + estimate). Blemdisttebe more frequent in informal
style and are very common in advertising discoussech is our focus.

In this respect, Lehrer points out that “in thesecaf blends, the hearer must
identify the complete words in the underlying compo and then find a plausible
meaning. Since blends and other neologisms almiegya occur in context, the
problem of identification and interpretation is hig determined” (2003: 370). Crystal
(2003: 130), on the other hand, states that “blemdieems to have increased in
popularity in the 1980’s, being increasingly used dommercial and advertising
contexts.” The forms are felt to be eye-catching arciting, as Crystal further puts it,
but according to him it remains an open questiowloéther they will still be around in
the upcoming decades.

In some sense, this justifies our placement ade¢Hmguistic blends at the upper

limit of restrictions to the receiver.

11.1 Extraction
In what we have called in our table “extractiothe& advert asks the receiver to

separate the words and appreciate how they weretquéther. Mercedes Benz
automobiles created an advert with the word “Fabdtive” (Figure 26), with the
slogan written underneath “The E Class Coupe. It
deserves a whole new language.” : ®
The image is just a parked automob 1 Fabuttractive
Thus, a receiver's entire focus must be on .
word. It appears most likely to be a portmant
of “fabulous” and “attractive.” To decode this, §f =

receiver must direct his or her attention to wh

the likely collision of the words is occurring. Bh

area, then, is the most critical part of any blehaerd.
More successful advertisements are the ones wideadnd dimension of

decoding. An ad for a short film called “The Terstit (see appendixAd 33, p.xxxiii)
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features a picture of former U.S. President GedkeBush and an attributed quote,
presumably for the movie: “Terrorific!”

As a portmanteau, it seems to be a combinatioritesfific’ and “terror.”
Because of the similar appearance of the lingustigens, the word is fairly obvious.
The image of the former president yet adds analimeension. Bush was well known
for his incorrect using of foreign words, and theage of the figure, the neologism, the
sarcastic quote and the title of the movie all gatk something about the probable
character of the product.

The Gazette created an advert which read “Think

Glocal” (Figure 27). Although it is relatively simple fo y—ﬁ
a receiver to decode this by connecting “local”

_ _ Think Glocal.
“global,” a greater dimension of the message

appreciated with the knowledge of the possible rexig L

...........

context? However, it does not necessarily prevent| Figure 27: Think Glocal.

receiver from understanding the message.

In this case, “Think Glocal” applies a kind ofip#lis. The adage, “Think global,
act local” has been used often by non-profits, ipaldrly regarding the environment.
The omission of the verbs “think” and “act,” thetg not necessarily negatively affect
the receiver’s ability to decode.

An advert promoting the fuel efficiency of the Tdg Prius (see appendi&d
35, p.xxxiv) contains the blend “Gaslean.” The woleah” refers to a low quantity of
something, and “gas” is a common North Americanrtgming of “gasoline,” the fuel
for an automobile. Thus, “gaslean” as a neologis®ns to make the claim of fuel

efficiency which is supported in the lower text.

11.2 Correction
In this section, a series of advertisements witlna campaign will be analyzed.

It could be argued that in the case of an adverinigaseveral similar versions, they
ought to be interpreted and seen as a group, rétherindividually. Though strictly

speaking, the average receiver is highly unlikelyappreciate the adverts in this
fashion, for our purposes of analysis of how neislmg function, it is important both by

itself and in comparison to a one-off example. Thepaign has been organized by

2 see “Think globally, act locally.“ Wikipedia. 201%/ikimedia Foundation, Inc. 21 April 2012
< http://en.wikipedia.org/wiki/Think_globally, acbdally>
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Lindt chocolates, which features images of sevéifé¢rent fruits (see appendidds
36-4Q p.xxxvi-xl). The fruits themselves are associateth the flavours of the
chocolates the advert intends to represent. Talkeplys the slogans which accompany
the fruits seem to be very basic word play. Whdess obvious at first glance is the
purpose and approach of the campaign.

The first image we will deal with is that of a pe@he slogan reads “intensely
prepeared.” This is a pun, as the homophone “peefias undoubtedly to what the

neologism refers. The next advert shows leavesnotharb, and reads “intensely

mintastic” Figure 28). This neologism is more
sophisticated, as the linguistic blending encowatee
receiver to “correct” the perceived error. Here,rftastic”
is intended for “fantastic.” There are no clues the
individual images. Taken as a campaign, the recaiaa
first appreciate the repetition of the word “inteesdy”,

which features in all the adverts, followed by alogical

adjective related to the fruit. The set of all pbkes

Figure 28: Mintastic.

solutions, then, possibly includes all adjectiverd a
participles. The only clues suggest that the fegiems to be a rhyme, or similarly
structured word. Thus, it seems that these casparticular are easier to decode for a
native speaker than for a learner of English.

The next two adverts in the series are of sintlaracter. The receiver must
take the given neologisms “berrysmatic” and “cofferenal” identify the food, and
correct the phonetics so that the word becomeditarmiProbably only a few adjectives

in English end in “-smatic” or “-nomenal”. We magsame that here it stands for
“charismatic” and “phenomenal”, respectively. Thstlslogan in this series, “intensely
orangeful”, seems to be the hardest to decodealt be assumed that the word play
employs adjectives like “wonderful” or “beautiful. However, nothing appears to
resemble orange. Not only does this reinforce dlstriction, it also makes the receiver’s
job more difficult because the adverts are bettetenstood as a campaign, rather than

as individual units.
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11.3 Brand Allusion
Without question, a receiver is challenged wité kiighest restrictions when he

or she is forced to know external discourse in otdelecode the advert, as it was noted
with intertextual adverts earlier. The understagdiof neologisms in general is
conditioned first by the receiver’s knowledge of thiord, and then iscreases with the
associations he or she can draw from it.

When the advertisers employ a neologism with tfad name in it, the effect
seems to be the greatest. Two adverts for carysasat this level of code play (see
appendix,Ads 41-42 p.xli-xlii). The created words are “Toyazda” afhdblksubishi.”
The image is a little confusing, in that the reeeiis not clear on who the advertiser is. .

The words are blended the same way as the images®

are crashed together. The tagline, “available fmeless O BE COITREAUVERSIAL

drivers, at all intersections,” indicates that tmnpany is
not actually selling a vehicle; in fact, it is aljbio interest
campaign regarding the result of careless driving.
Another example is an advert for Cointreg
(Figure 29). It depicts a young woman who appears to |

dressed as an orange peel, an ingredient in theayis

CONTREAY % 7+
The syt ofoange s A = ‘

product. She is holding an oversized bottle of drenge j:igm; Cointreauversial.

liqueur and written at the top is the neologism,e*
Cointreauversial.” A receiver is likely to be alitedecode the new word as misspelled
“controversial.” However, dressing like an orangerss unlikely to be something truly
controversial. If we stick to the real meaning loistword, it is rather connected with
causing a lot of angry public discussion and disagrent. Furthermore, there is also a
tag-line which says “so many taboos, so little time still does not make complete
sense, but the three pieces of information (drgsssnan orange peel, the neologism and
the taboo) seem to be sending the message thegi@eeshould be in touch with his or
her own identity, and not worry about society sspective. Still, the main attention-
seeking device is the use of the brand name.

An advert on Reebok shodadure 30) pictures a woman from the waist down,
with an emphasis on her nice legs. She is evidevelring a pair of their shoes, and the
two-colored caption reads “Reetone.” Unlike thebtiiractive” example, the Reebok

advertisers separate the blending. It can be agbtina¢ “tone” refers to the woman’s
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attractive legs, based on her running in their shd&is advert is an excellent example

of the advertiser relying on the receiver’s rectigniof all or part of their brand name.
Finally, our last advert under investigation is @&rolsch beer (see appendid

45, p.xIv). It reminds the receiver of the brand namging a distinctive font as well.

The advert depicts an equally recognizable bottid @n upside-down pint glass. The

neologism here is “bottomsch up.” This is a cl
corruption of “bottoms up,” a euphemism for th
act of drinking, often said as a toast. T
addition of the “ch” to “bottoms,” should bg
enough, as the advertisers believe, to help

receiver decode.

Figure 30: Reetone.
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12. Conclusion

As advertising presents a powerful form of commatan, it has been the subject
of analysis for many linguists and other acadenlibss thesis has been written to fulfil
two main purposes. Firstly, it seeks to examine ribeeiver’s interaction with the
advertising message and the factors it may dependecondly, it seeks to describe
what restrictions and challenges may intertextyalitd neologisms, the two advertising
approaches under investigation, bring to the receiv

Chosen authors who deal with advertising diss®inave been drawn upon in
the theoretical part. For the purpose of this theke works of Goddard, Cook and
Myers have been introduced. The description ofrthpproaches has shown that they
mainly deal with prosodic or rhetorical featuresadivertisements. However, this thesis
attempts to argue that both the prosodic approachtlae sentence type analysis, as
described by these authors, are limited tools idayts advertising discourse.
Furthermore, as opposed to one of the aims ofthieisis, the above mentioned authors
do not focus their attention enough on the recesvan advertising message.

To engage with the receiver in a challenging dacée way, advertisers make
use of intertextuality and neologisms. The pratipeat of this thesis has been compiled
to present these two techniques as sophisticatpdoaghes in current advertising
discourse. To analyze the advertisements undetisgra structure with different levels
of restriction in understanding has been imposed.

As far as intertextuality is concerned, there appeabe different levels of
inference to be drawn by the receiver. The leastriotive levels dealt with language
itself. The higher, more restrictive levels, on thiteer hand, required the receiver to
have not only linguistic familiarity or knowledgbut very good knowledge of other
texts and genres. It has been demonstrated thesautihe receiver has knowledge of
specific sayings, proverbs and idioms, not every \ggod linguistic knowledge can
help reveal the links. Finally, the top levels ofertextual code play, namely allusions
and inferences, required levels of familiarity wélset of external references. Even for
native speakers, these might present challengeseopretation.

A similar structure has been applied to analyzelaggems. While intertextual
advertisements make use of some external referéorceshich either the image or the
text provided the key for decoding, with neologisthe image alone proved to be of

55



crucial importance. The reason is that neologidakds involve the creation of words

which have not existed before, and the context tlemes the important means by
which the receiver may interpret the message. Eurtbre, neologisms proved to

demand the reader first to isolate the new wordn tthe context, and only after the
message or meaning, which might be complicatedcpéatly for non-native speakers

of English.

On the basis of the corpus examined, the purposthisfthesis has been to
demonstrate the current tendencies in advertisiegodrse. It has been shown that
advertisers are more and more beginning to engagmde play. It may dilute the
message and it may be completely ignored, but &dees are learning that with so
many advertisements in so many forms in everyolings, theirs have to stand out. The
code play presented by intertextuality and neologishowever, threatens to leave some
receivers, and thus prospective buyers, behinds&teft behind are often non-native
speakers because they need lexical, idiomatic,adlndional knowledge to engage in

the code play.

56



Resumé

Tato prace si klade za cilfrquistavit intertextualitu a neologismy jako
sofistikované postupy v séasném reklamnim diskurzu.tEaz je kladen na uskali a
vyzvy, které udchto jeva mohou nastatipinterpretaci reklamniho gtkni.

Teoreticka ¢&st popisuje zakladni charakteristiky reklamnihcskdizu se
zantienim na jazykové pragidky. Rozbor & autort, kiegi se reklamou zabyvaji,
ukazuje, Ze se sotistli gedevsim na lexikalni a stylistické rysy jazyka eshky a na to,
jak reklamni sdeni vznik4. Cilem této prace je ovSem konfrontotxdd tradéni
pristupy s intertextualitou a neologismy, kteté ipterpretaci vyznamu vytvaji vétsi
naroky na pijemce.

Rozbor korpusu reklam v praktick&sti poukazuje nauena omezeni, ktera
piijemci mohou branit v porozuni reklamniho s&leni. Nekteré reklamy pracuji
s rekolika vyznamy jednoho slova, jinérqapokladaji znalost idion Nejnar@néjSi
arover predstavuji odkazy ke kulte, k tradicim a k jinym zaam, bez jejichz znalosti
¢tend reklamu nepochopi.

U neologisni jsou také zdrazreny vizualni aspekty reklamy, protoze jedlity
¢asto umo#uji piijemci novotvar rozpoznat, a pochopit takledi.

Oba zkoumané jevy jsou v s@msném reklamnim diskurzu heéjrvyuzivane,
protoZze aktivl zapojuji gijemce a pedstavuji efektivni zjsob, jak je oslovit.
Reklamni agentury tim riskuji, Ze potencialni zakez intertextualitu nebo
neologismus nepochopi. Né&f8i naroky jsou vtomto smyslu kladeny na nerodilé
mluvci angliétiny, ktei intertextualni odkazy a neologismy v reklamachvyge

zmirgnych divoda ¢asto nemohou pochopit.
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