The Public Journal of Semiotics

Volume M February2013 No. 2

CONTENTS

Tattoos as Narratives: Skin and Self
Chris WIllIam Martin. ......ee e 271 46

The Mimesis Hierarchy of semiotic developnt: Five stages of
intersubjeatvity in children

JOrdan ZIAtEV.....c...uuviiiiiiiiae ittt e e 4771 70
Communicology and Culturology: Semiotic Phenomenological
Method in Applied Small Group Research

Richard L. Lanigan............ccceeeeviiiiiiieiceei e, 717 103

On the Inscrutability of Logic in Certain Natural Language Conte;
HOrst RULhIOE € € ....oovveeieeeeeeeeeeee e 1047 121

ISSN 19189907

Editorial Staff
Paul Bouissac, Editor in Chief
Tom Wysocki, Associate Editor

International Editorial Board
Gary Genosko (Ontario Institute of Technology, Toronto, Canada)
David Machin (Cardiff University, UK)
Franson Manjal{Jawaharlal Nehru University, New Delhi, India)
Paul Manning (Trent University, Canada)
Jef Verschueren (Antwerp University, Belgium)
Anne Wagner (Universite Cote d' Opale, France)
Jordan Zlatev (Lund University, Sweden)
Rob Shields (University of Albert&anada)



2 Tattoos as Narratives: Skin and ¢

Tattoos as Narratives: Skin and Self

Chris William Martirt,

Memorial University,
Newfoundland, Canada

Abstract

This article explores the polysemic nature of contemporary tattoos by comparing

i nterviewees® per ceptattawsivath tirefmeanihgs whicle camben gs o f
imputed to them by a researcher studying cultural history and semiotics. After systematically
comparing the referencing and mapping of tat
Newfoundland, the author argues that tattesbsuld be viewed in a light that reflects the

endless potential of human seipression. Part of this statement is meant to address the
structureagency dichotomy which has long been reflected in the literature on sociological

theories and the tattooingddy literature. Another part is meant to give substantive evidence

to the claim that regardless of motivations or meanings, the truth behind meaning and identity

can only be found in complex and ephemeral moments which populate the life of the cultural

and individual actor.

Introduction

Against the backdrop of our lateodern world tattoos are becoming more complex
symbols of our self and social identities. Because of the growing complexity of the modern
tattoo, this research proposes that these ink nmaréd to be viewed with the same symbolic
complexity that reflects their contemporary artistic designs. In the following discussion |
focus on the tattoos which people don so that we may explore their deep meaning; and so we
may appreciate tattoos as sefitioepresentations of the individual and culture it effects and
is affected by. I will argue these points th
their own understanding of the meanings of their tattoos, and ideas about the meanings of
symbds from history and semiotics. | organize this information around concepts Stephen
Harold Riggins (1990, 1994) introduced in material culture studies, referencing and mapping.

We demonstrate cul tural sophisti caeutthemn when

1 cwmartin@mun.ca
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aesthetics, history or customary use. When we use objects as a way of talking about people
and personal experiences, we fAmapo objects.
example, objects displayed in living rooms) consist primarily gipira. | try to see if the

same is true for tattoos. The fact that tattoos are more personal than domestic artifacts may
result in even more talk classified as mapping. Referencing and mapping delineate multiple
meanings as they fall in line with cultutaBtorical connections, on one hand; and
personal/familial relations on the other. Perhaps the most original aspect of this discussion is
the detailed biographical and aesthetic information | have gathered from my interviewees

about their tattoos. Althoughis might seem an obvious topic to explore, it has rarely been

done by sociologists studying tattoos.

This article is organized so that readers first learn to appreciate the tattoo literature.
This is followed by a section which depicts the methodolagdun this study. Then |
provideanidept h and original analysis of six of
analysis section, readers will be introduced to three categories of tattoo enthusiasts which
allow for new understandings of the conyilies tattoos can hold. These three categories of
individuals who | have called the Social Peacocks, Familial Hearts, and Beauty and Art
enthusiasts are not meant to represent all of the tattooed population. Instead they allow for an
understanding of sonw the motivations, meanings, and connections to identity that tattoos
have. They also allow for an exploration of the concepts of referencing and mapping as they
help to apply Anthony Giddens6 structuration
becaning tattooed as one that is complicated by both individual and cultural factors.

Giddens6 Structuration Theory

Anthony Giddens (1991: 757) writes inModernity and Selidentityt hat @At he s el
seen as a reflexive project, for which the individuaksponsible. We are, not what we are,
but what we made ourselvesé. The reflexivity
body is part of an action system rather than
that Giddens describes as charactez i ng A hi gho or Al ateodo modern
be human today, and importantly, how our bodies are connected to the ongoing process of
actualizing a selfdentity. The principles of constant reproduction of self in social interaction,
the influence of conscious individual intent (or agency) as well as enabling and constraining

structures, and the search for ontological security are all reflected in this article.
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Giddensd structuration theory is o& par an
understanding of the process of becoming tattooed and the meanings and motivations behind
the marks. Whether studying the tattoo as artistic expression, body project, commodity, or
vehicle for the self, some strikingly similar debates enter into tim@ture. | refer to those
debates which attempt to pinpoint body alterations as a result of structures of influence or
expressions of individual control (e.g., Shilling 1993; Foucault 1977, 1982; Sanders 1989,
etc.). Giddensd s terbecauseutofters divengenttnbdesmfthoughts uni q
from these dichotomous loops. Allowing for an understanding of the potential for structure
and agency to be in a symbiotic rather than dichotomous relationship, Giddens argues, is most
productive to the pursuof knowledge about cultural acts. This is primarily because cultural
acts which involve the conscious action of an agent, as well as the systems of knowledge and
practice which come to be socially created and signified, have all been processed in tandem
rather than separately from each other. I n G
structuration of social systems means studying the modes in which such systems, grounded in
the knowledgeable activities of situated actors who draw upon rules and essioutee
di versity of action contexts, are produced a
allows for a useful summation of the ingredients in understanding structuration theory and
further, to understanding all social/cultural acts. Acknowledthegole of knowledgeable
actors as well as the importance of social systems/structures in making up the components of
the social construction of reality is of key importance to understanding how it is that an act
like indelibly marking the skin with inknust always be understood as both an individual and
cultural affair. If we understand this to be the case, we must also realize how meaning and
identity attributed to a social act like becoming tattooed will also have deep and varied
interpretations and syems of significance.

How Did We Get Here and Where Are We Going: A Brief History of Western Tattoo
Practices and the Sociological Literature on Tattooing

The historically rich origins of tattooing in North Americavhich is no more creative
than the dsigns indelibly marked on the surface of bodies everywhisreaid to have begun
with the English exploration vessehe Endeavoand its Captain, James Cook (Sanders
1989; Pitts 2003; Atkinson 2003). Ten years after Cook and his crew finished phattitige
new British territory known as Newfoundland in 1759, they were sent to the South Pacific for
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further exploration. It is in the South Pacific thatthau( a Tahi ti an wor d, me:
striked) was observed, r e ¢todccurape. dlow keowrdas & vent u a
Atattoo, 0 the practice travelled back on the

living Tahitian prince named Omai. The practice has since been regarded in many different
lights, and according to Michael Atkinsonsha seen a fAsociogenesi so ( 2
associations with different social classes, as well as varying in the degree of consideration as
deviant status. According to Atkinson (2003: 24;530 ) , Aftattoos are best
gener at i o naadcanmbe divededting &ix distinct eras which reflect the differing
fields of cultural production. These eras are the colonist/pioneer, circus/carnival, working
class, rebel, new age, and finally supermarket era(s).

As Clinton Sanders points out in hext Customizing the Body: The Art and Culture
of Tattooing the journey from craft to art, or outlawed deviant activity to partia@gpected
social outlet, was long and quite difficult. Sanders (1989: 3, 21) appropriately notes in his
introductionthat it hose who define tattooing as an a
process of collective legitimationodo and | ate
to the members of the society in which it occurs, and it is produced wihiplex webs of
collective action. o0 Sanders backs the cl aim
Atattooing is being moved awa Yikeforacticmpurstied r oot
by producers and consumers who are marginal togtraam social groups. In turn, impelled
by the purposive activities of a variety of committed individuals, it is coming to be defined as
an art form...06 (Sanders 1989: 21). Througho
remains adamant about thetféghat tattooing is important for social communication, for
holding meaning, and as a cultural signifier.

While differentiating between Atypeso of
occupation Sander s (u o tagistypmal forfthis tyge ofaattdoed t at t o

i ndividual) in search of an fAart form that o
Aithe first female | ever saw with a tattoo w
like a pieceofartwork nst ead of the idea we usually pr o]
67). While exploring what it means to fibecon
Gof fmanian concept s, aptly notes that @Athe t

iinditgk i t. 0 However varying and quite personal
a tattooist may be, Sandersdé final message t
permeate the inked skin, the tattoo remains (and will rerharplicitly T a deviant activity,

still existing on the fringes of culture but segregated to a subcultural status.
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Heavily influenced by the theory of figuration introduced by Norbert Elias, Michael
Atkinson carefully and empirically explores tattooing withistbrical contexts as it shifts
through space and time. Notably, while making reference to past theories and avenues of
t hought concerning tattooing, Atkinson (2003
analyses of tattooing have viewed the practioefr a narrow vi ewpoint. o |
reference to what he calls a fAcultural stere
worn by outl aws, mi sfits, or those fallen fr
other academics or social sntists studying the art of tattooing (despite the fact that he is
heavily tattooed) is his concept of the prac
need not be outcast as deviant, especially by contemporary standards. For Atkinson (2003:
24),it att oos are now considerably more open to
definition.o Indeed, despite the potential f
argument that some of the most valuable sociological contributions to thestandiéng of
cultural and social phenomena are the result of a deep historical and contextual analysis of
cultural practices or trends (Foucault 1978, 1982, 1984, 1986; Durkheim 1897, 1912) because
it places action within specific social contexts and avgienerality.
As Atkinson argues, noting feminist scholars studying gender and identity politics is a
very useful tool of inquiry. One can certainly appreciate the vested interest such intellectuals
have in exploring implications of the practice of badgdification in terms of gender and
oppressive roles. Atkinson (2003:-16) notes how theories in this sense have viewed body
modi fication practices from two polar and eq
maintenance of hegemonic ideology ati@mininity or the conscious attempt to subvert
patriarchal ideol ogy through bodily resistan
center point where the powers of society display their influence (Foucault 1977, 1978), but
ultimately Atkinsoneems t o favor defining bodies as a
or as a potenti al Avehicle of | iberation. o
Importantly, Atkinson (2003: 560) provides a useful summary of three popular
categories of sociological analysis of tattooing in the. gdsese modes of study focus on
Atattooing as soci al deviance,; (as an) analy
the business; and investigations of the tatt
these categories, we firdltural ethnographers digging deep into the practice of tattooing to
look at the practice in a myriad of ways, sometimes richly employing forms of looking into
the Apolysemic nature of cultural understand

look at biopolitical resistance such as how enthusiasts attack outside control over their body,
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for example from the church, through the Aur
is directly opposed to Christigmased codes of bodily display that peet of the hegemony of
Western cultureso (Atkinson 2003: 46) .

It must be noted that this article builds on the work of Atkinson and others but it also
benefits from the current cultural climate of the practice of marking the flesh which is more
popular han ever before. Whereas the focus in past theories and avenues of thought was
inspired by the current state of the practice and the cultures or fields of cultural production at
the time. This discussion falls in this same category but benefits from feaingf a culture
of tattooing that has never existed quite like it does now. However, this does not discount the
stock of knowledge that is still relevant and useful from these inquires. For example, Sanders
(1989) concludes that tattoos are in fact detvaa marks of (partial) marginality because of
the era in which he completed his influentia
the first sociologists to hold firm to the idea that tattooing is a practice subject to social
constructions and diaitions (deviant or otherwise), and influenced by the personal
bi ographies of, collective world views held

In his textBody and Social Theoi@hris Shilling introduces an influential concept and
theoe t i c al guesti-pnogatted MmMhhe bodgept may be
|l ooking at Shillingbs definition which state
as an unfinished biological and social phenomenon which is transformed, eettam
limits, as a result of its entry into, and participation in, society. It is this biological and social
guality that makes the body at once such an
1993: 11). The body as a project is also meant teftective of the idea that in Western
societies there is an obsession with changing and altering the body in the search for idealized
beauty or perfection. Who is ultimately in control of crafting and evaluating the project is a
major question that aris@stexts related to the bodyqgject.

As the discussion progresses in Shillingté
are represented. For an example of those who attribute the body project to individual agency,
Shilling himself argues that throbg micrerelationship lens these projects can work in
f or mi ng o niéeftisy orpuvposetlly tidplaying this to others through the
Presentation of Self in Everyday L{fehilling 1993: 72; Goffman 1959). From a feminist
perspective, author Victora Pi tt s notes how fAsome women ha\
way to rebel against male dominance and to 0
creating scarred, branded, pierced, and heavily tattooed bodies, they aim to reject the

pressuresofbeauyy nor ms and roles of d&Gproperd@ femini
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Expanding upon Shilling@s body project, A
intended to camouflage the body (like plastic surgery or roplkere seen or read by others
as an everyday meill of presenting favorable images of the self, and typically conform to
cultural codes about bodies and norms governing personal representation as a means of
communicating a personds commitment to cultu
the corcept in relation to the practice of tattooing presents the idea that although Shilling
often favors viewing the body project in a light which helps researchers understand how
individual agency can contribute to s&léntity, it is also of equal importante be aware of
the other brand of thinkers who will staunchly argue that these kinds of body modifications
are actually doomed by the plight of aging, the inevitable breakdown of the body through
| i fn&uas course, and thesatiable thirstfor obtainng more physical capital by meeting
beauty standards of class (see the discussion of Bourdieu in Shilling 1993: 113; Turner 1984).
The idea of the nevaanding chance of salvation from competitive and oppressive cultural
norms is made perfectly evidenttivia quotation from Durkheim represent@d d d e n s 0
orthodox consensus of classical sociological theories. While discussing the plight of anomic

suicide, Durkheim poetically notes:

Irrespective of any external regulatory force, our capacity for feelimgitiself an
insatiable and bottomless abyss. But if nothing external can restrain this capacity,
it can only be a source of torment to itself. Unlimited desires are insatiable by
definition and insatiability is rightly considered a sign of morbidity. Bein

unlimited, they constantly and infinitely surpass the means at their command; they
cannot be quenched. Inextinguishable thirst is constantly renewed torture
(Durkheim 1897: 247).

Reflections on the Literature

The literature examined above is somehaf most influential texts in the sociological
analysis of tattooing. It is my intent now to demonstrate how my research, although inspired
and indebted by these studies, differs from these texts. First, while each author ambitiously
sets his or her sights1 analyzing the préice and field of tattooing, fbocus instead more
specifically on the meanings of the tattoos themselves. Second, in the literature presented it
should be noted that readers will be taken on a trip back and forth, between whatisrednsi
as the primary ontological understanding for committing an action. Each time the author is

attempting to commit the readersd sociologic
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of structures of control, or the power of individual agencyicivis responsible for the

crafting ofourselvesand our bodies in the lataodern world’ On the contrary, what | argue

Is that our personal and social identity can never be fully a result of our own personal
subjectivities, and for that matter can nebverfully dictated by structures of influence or

control. While choosing to become tattooed, and while also drawing lines of reference to our
identities from these tattoos, we must understand the dynamic role social actors take with
regards to the practicabnsciousness of everyday life. As we will see, Giddens (1985),
Goffman (1959), and Garfinkel (1967) offer a remedy to the dichotomy of subject/object by
allowing us to understand that we are always, at once, both. Despite convincing arguments
toward eitter side, such as that from the wémdiculate Durkheim who illuminates the strong

will to power structures of influence have over the body and the social actor, we must be
constantly reminded that actors are always conscious and knowledgeable aboei/dseims
society. I'n Iline with Giddensdé Adual ity of s

both enabler and constrainer.

Methodology

This research is qualitative and has been conducted througistseatired
interviews. My sample size is 1&ith 11 female and 4 male respondents. | have focused
primarily on persons whaestwelaer twahtatto ol acratl.lo ATcl
designed tattoos are representative of recent trends toward the professionalization and growth
ofcomplex@ si gns in the field of tatttaoamddrtti o(nAtlkoi
My participants form a neprobability, convenience sample which has been chosen because
they represent a small group of enthusiasts who are highly educated (all aratynivers
students) and who encompass a variety of modern tattoo designs. These tattooees allow me to
make claims about the polysemic nature of tattoo designs because they live these multiple

meanings every day. This includes the ability to hide or show tliiosaf need be.

2 Although | believe Atkinson understands thgrdmic complexity behind social action as a contribution of individual,
intersubjective, and objective influence, I al so beli
more thorough exploration of these themes than is the caseutbrh At ki nsonds expl orati
sociology.
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Contemporary-Style Tattooee

Narrowing my approach to studying contemporsiyle tattooees has enabled me to
discuss a sample population which is relatively articulate and culturally sophisticated. But
what must be said about appro@acha specific group of tattoo enthusiasts is that, although a
primary interest in proving the shifting nature of cultural/social meanings of art has been tied
to the goal of proving the usefulness of the term | have created, | do not wish to express this
term as an authentically specific category used by tattoo enthusiasts. Rather, for the purposes
of this research, the contemporatyle tattooee is someone who idealizes a broad variety of
different timesensitive designs that not only demonstrate a psadaal lineage in the art
world of tattooing, but also necessarily demonstrate changing technologies and artistic
professionalism in the field of tattoo design. According to Steve Gilbert who wrilextmo
History: A Source Boog000: 125):

The mosfpopular designs in traditional American tattooing evolved from

the efforts of many artists who traded, copied, swiped, and improved on

each otherdos work. In this way they devel
symbols which were inspired by the spirit of the tiyreesd especially by

the experiences of soldiers and sailors during the World Wars. Many of

these designs represented courage, patriotism, defiance of death, and

longing for family and loved ones left behind.

This remark parallels other studies which hagtedsec al | ed fist arso or fima
tattoo art world who have contributed to the mass production and circulation of popular
designs. Some popular examples include Lew i
DeMello 2000: 54) and more recently Dod Hardy (Sanders 1989: 34; Don Ed Hardy

1999). While these stars of the tattoo art world have contributed to what Frankfurt School

social theorists (among others) might typically devalue as inauthentic art, | wish to argue that
authenticity is a uselesstegory by itself as a single determinate of social action, distinction,

or acceptance. | believe this is a valuable assertion primarily because of the shifting nature of
meaning in tattoos, and also because from a structuration perspective we undevgtand ho
authenticity should only be considered a rei
deci sions by way of presenting itself as an
of the gameod i n Bour di e u 0 soraesthetic chdice orllesign. i s ne

For an example of the types of discussion which devalue the contemptylartattoo
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design, we may turn to Adorno et al. who define art in a text #tesihetic Theorpy stating

that: fAart ke e p socialfoxced resis@arice; unkess tt feifies itsafhit 1 t s
becomes a commodity. Its contribution to society is not communication with it but rather

something extremely mediated: It is resistance in which, by virtue of-aewthetic

development, socialdeheo p ment i s reproduced without bein
296). This discussion specifically argues that the productive use of defining art in such
constraining ways serves only to contribute
classcal social theory which fails to understand the importance of the knowledgeable agent in
contributing to social action (See Giddens 1979:-235; 1985: XvXXXV).

Analysis: The Skin and The Self

By systematically di scussivesandfocasmpanadent s o
few of their tattoos | wish to demonstrate the polysemic and complex forms meaning and
identity take on with regards to tattoos. |t
will be offered supporting the idea that tais are complex mementos of thigd passions
which have consumed our souls as individuals and as cultural actors. Iwildgsassions
we see the influence of both structure and agency and therefore the need for a broad
theoretical tockit from the so@l researcher in order to address tattoos in the context of the
latemodern world. In discussing Awild passions
description of the reasons why actors use their body to display marks of their tdieen in
Elementary Foms of the Religious Lif@996: 232). But | transform the word to signify not
just the heated impulses fed through group influence, but also the possibilities of human
expression when tied with Atruedo emotions.

Part of my method will be borrowed from aidy of material culture by Stephen
Harold Riggins. Specifically | wil!/l be using
Li vi n g asReteemiogandmapping According to Riggins (1994: 109), the term
referencing appliegstdadouintéevheweteoedy,r ama
uses of an object. o6 Mapping refers to how ac
representing their cosmology and ideol ogy, a
its spatial spread sot speak. o | believe these terms wil/l
they represent the cultural/historical and personal meanings connecteeidersily. \When
asking respondents to discuss the meanings of their tattoos, | often heard remdyks most
about the social ties and personal occasions tattoos represented (mapping). While this is ideal

for qualitative research into the body, art, and tattooing, it is also of equal importance for
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myself as the researcher, to provide intellectual authontshe referencing attributes of the

same symbol. dA...It is essential for the eth

mi ni mal l evel of referencingo (Riggins 1994:
This analysis will be divided into sections based on the emerging tHieonesach

coll ection of tattooees. The first people to

peacocks. 0 These are the individuals who use

typify the contemporary style tattooeable to adapt to arsituation and to look cool while

doing so. Their tattoos are sophisticated designs, reflective of the complicated meanings

which are attached to them. These tattoos easily demonstrate multiple meanings from both a

mapping and referencing perspective oimterviewees are given the chance to do so. The

second group of tattooees is the people who

family. | argue, as does Atkinson (2003: 2AP3), that a large part of becoming tattooed, and

choosing the locatioand designs of the tattoo, is fueled by deep familial relations and ties.

This will be evident in just how much mapping will be present in each tattoo analyzed in this

section. Lastly, | will be discussing a collection of tattooees who represent issues tre

body, sexuality, and gender. In this section, the topics of structure and agency are viewed

once more as they aid in drawing out meaning behind tattoos and tattooees who are interested

in things like beauty, femininity, and social acceptance wdtithe same time wishing to set

themselves apart artistically through their body from constraints of their surrounding society.

| believe these three themes of (1) social performance and knowledgeability of agents in

crafting meaning; (2) deep and true dims and the influence of family structures; and (3)

the role of social and cultural aspects of gender, beauty, sexuality, and the body, are all ways

of allowing my respondents to provide new discourses on what it means to be tattooed in the

modern worldThese themes will take readers into many different cultures, histories, and

genres of thought. Tattoos are never about only one form of expression or social connection,

but in fact are deeply human forms of social expression which have changed, angedontin

record lives in multiple and complex ways.
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Figure 1.

Description

Gender: male.
Location on body: left arm.

Colours: blue, green, pink, yellow.

Design: maneki neko with a lantern, 1960’s
inspired toy robot,. flying saucers.

Text: N/A.

visibility: can be hidden under long sleeve
shirt.

Style: new school, contemporary-style,
Japanese.

Symbolic Meanings: images represent
favorite bands album covers (Flaming Lips
and Pixies), deceased cat. Kitschy art,
1960’s toy.

Pnoto: Left arm from four angles.

Social/cultural aspects: boy peacock,
Kitsch.

Roger

Roger has a large number of tattoos, although because of their connectedness, and
engrossing nature, he refers Figwelt hRong ersd $i t tww
major piecesincde t he contemporary popul ar fAtattoo ¢
entire landscape of flesh on their appendage(s) to being implanted with inks of various
shadings. This inked devotion is most often linked with the goal of having a mural oflartwor
on an arm or leg which encompasses a primary style with a large number of different designs
i all flowing together as a particular genre (Japanese, New School, Sailor Jerry, etc.). These
tattoo sleeves represent an example of {vir a u s s 6 s hereidolage paoed withf  t
what Tania Zittoun (2006: 128) describes as
intentiono where the tattooee is |left to fil
image with meanings and personal elemehtaulture. For this study, it is important to note
that | propose multiple meanings can only be exemplifiadd never truly exhaustéd

through a cultural, social, historical, and personal exploration by an external observer.
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The Social Peacocks

Roger s Maneki Neko
Referencing
According to William E. Deal iHandbook to Life in Medieval and Early Modern
Japan t he maneki neko or Ao6welcoming catd (wa:
Edo-period shops and (was) believed to bring prospésithe merchant (Deal 2007: 113).
This reputation for greeting customers has madentreeki nek@ symbol of a beckoning cat
whose paws can mean either more customers or more money, depending on which one is
el evat ed. As Rmagek nko,alackyeat or wiiatever, libalievaif he has a
right arm up he is trying to lure in money, and the left is about bringing luck. | have the right

arm up, but it i s not a bnanekinekiothecygniextofther t her
Edoperiodwal d i denti fy the piece as a product of
extraordinary richness, diversitmanekenekd or i gi

is often present in Chinese businesses, many people incorrectly assume it is Chinese in origi

This is most |ikely a result of the idea tha
and because of the fact that Athe intimate r
calligraphy that prevailed in China also characterized artisticexpess i n Japano ( G
1996: 11).

In the context of the art world of tattooing DeMello (2000: 72) places Japatydse
tattooing like thananeki nekn the hands of a few pioneering characters in American
tattooing. Alt was S$Siatioduced Japhresertaytoo (magery and styde) wh

to U.S. tattooists |ike Ed Hardy, thereby di
to DeMell o (2000: 73), Sailor Jerry had an o
Horihide (KazuoOguir) . 6 For Roger, it is interesting t

deal of pride in asserting that his tattoos are often made to strike a balance between the
elements of being conventional and being unique. It is apparently important to Roger to
contol the meanings behind his tattoos and the ways in which others interpret them.

All of mine have coded meaning, but the thing is people grab my arms all
the time and say ndtell me what this mean:
codified, it is not always abotelling everyoneabout them. Thenaneki

nekq for example, has multiple meanings in that it represents a cat | had
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t hat died, but it also represents a Franl

Your Tear s o0 wh manéki neklorstloe cdver.at ur es a

This typeof contrast between traditional and personal influences is said to reflect the history
of the Americanized Japanese tattooing style. According to DeMello, Sailor Jerry may have
maintained a working relationship with Japanese artists, but he secretlygnetthe after the
Second World War toward the Japanese. Because of this, he set out on a mission to use
American imagery as a substitution for the focus images in traditional Jagsylesattoos.
DeMel l o (2000: 73) not ehatwadeaceptidda abbubJapadeger r y b
tattooing was not the center i mage but the b
takeo is reflective of the power in the rela
an intertwined precursor toaal action. It is also a confirmation of the human complexities
and contexts that exist on imRarked skin.

The significance of the cat as the symbol intffenekineka nd i n Roger 6s t ¢
itself an interesting topic for discussion. As we wadésn the mapping aspects of this tattoo,
there are unique personal reasons why Roger chose the cat. But from a cultural aspect, it is
worth not i n@atQultugeeThe Sedal Wotld.obasCat Shelter this
ethnography of a cat shelter, theiabaspects of cats as members of cultures and groups of
their own are discussed: il f cats can engage
time, produce elements of culture or social organization such as norms, roles, and sanctions.
That is, a gpup of cats over time in the same setting will produce a web of socially
transmitted behaviors that constitute that g
48). If we assume that the connection humans have with pets will form anotherflayer o
symbolic interaction in itself, then we should imagine how humans can often become deeply
connected with the same routines the pet has created for itself. This is significant in
understanding both the humpet relation and the deep connection humanskare with
their pets as they become integrated into their daily lives as a living member of a culture of

their own.

Mapping

The love of a pet can be a strong precursor to getting a tattoo. In fact, one of my latest
tattoos is the aGwkdlyewreseéeprni ngmmyidat t hat
themaneki nekdnas been given a distinct look fromitsusuavath i t e f urry appear

also reminds me of high school and hanging out with my friends and shit like that. | also had
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a cat thatlied that was black and white, so | go the tattoo to match her. Of course, | am white,

so the white | ooks more pink.o What seems to
relation to his musical ambitions and obsessions. Music has played tirehi@dife that

Riggins (1994: 113) calls a Asocial facilita
Roger has been able to interact with others and create friendships. In this same spirit, the

tattoos al so wor k as cfiasindalible hubsofimeradryavhichcani n t h

@

represent specific people, attitudes, and f

responded: Athe only thing besides, |ike kn

(@]

keep me up at night, is the idea oftjtlinking about music. Like it holds in memory,
emotion and it is part of your |Iife. o

While we have seen thmaneki nekserving the role of luring business customers, its
cultural history does not give it the role Roger has intended for it. AccomingRoger , Al a
got it so the cat was part of the destruction scene, where the robot is destroying the city and
the cat is the light. Like thmanekineke aves t he day. 0 Anot her reac
a lantern like a human and might thus sug@esgenes the Cynic (or Diogenes of Sinope,
died 323 BCE), who supposedly carried a | ant
Athens. Roger does not seem to be aware of this reference. The tattoo which forms a
necessary part daeéplyBeedpesignd love dnd less r aipet while it also
represents the musical side of his life. For this reason | believe the mapping aspects of this
tattoo, although not as overt as the potential referencing aspects, are held in high esteem.

The ToyRobot

Referencing

So, with the robot tattoo, Il don't know wt
because | really Ilike kitschy 19506s cul t
based on a toy | had that was a reproduct.i

I am not sure ofhe history. It is just a very iconic robot and | date it to the

506s based on other original toys | i ke thi

After a search on eBay, | discovered that Roger had been relatively accurate about his
dating of the toy robot. | also disvered that original toys of this design sell for up to $800.

Peefreviewed information on vintage toys is hard to find. Independent research conducted by
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collectors tends to be the basis of informat
At omi AAGti c of Ast o AadkinghMartisr tci Ifaaicm stoh ea nodr ifig i n
toy is a product of the AYonezawa Toy Compan
Roboto and it is popularly consi dectereab t o be
are from a 1963 catalogue of toys produced b
t h Attadking Martiadm we b p a g e-up inTabeds the toppeirehased by the author of

the blog AnDoc Atomicds Attic of Astounding A

Co..

, Led,
05 CATALOGUE

T UEr Y O ARk ol

MR EMERKIRI-25  (851) 3216/ (866) 8966

Figure 1.A.

Figure 1.B.

According to James Allen Dator Bocial Foundations of Human Space Exploration

at the time when these robots were designed and manufactured space exploration was on the

horizon. fiSpace was then f ormntagyifremtberezer i es and
expanding futuredo and it was fAan arena for a
ti me, however, space travel would evolve int

days of the Cold War, the stern cultures of the militgogernment, and militargligned

businesses have taken over, and wrung all the fun and fantasy out of the enterprise. Space
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now i s about rockets, wars, and jobs, and no
32). Roger shares an affinity for thmmance and wonder of space. This can be noted in his
tattoos of flying saucers. But instead of identifying with space travel, Roger explains his
attraction to these types of images as a dee
space may once haween a source for romance and science fiction, Roger (like many others)
has now relegated fantastic stories and speculative images such as the space robot to the
worl d of kitsch. ASo, with the robotita@astoo,
because | really I|like kitschy 19506s cultura
kitschy art thing. o

Esther Leslie defines kitsch in her analysis of the philosopher Walter Benjamin by
noting Benjaminds undefrasrttaon daisn ga opfr atchtiisc en eiwn
commodi fication of capitalism. fADeveloped ar
materiali entertainment devices, cheap prints, ornaments and the rest. Novel objects, mass
produced kitsch commoditiesffoc e t hemsel ves on O6the new pers
cluttered environments. Kitsch and clutter, abortions of industrial technological
devel opments, demand the right to existence
kitschyartisfond i n Cl ement Gr Pogtipah Revigboist leesd aiyAvf aamt t
Garde and Kitsch. o0 I n Greenbergbds critical ¢

as it takes its place at the cultural table as the antitheses of thegav@et

Whete there is an avaigfarde, generally we also find a rearard. True
enoughi simultaneously with the entrance of the avgaitde, a second

new cultural phenomenon appeared in the industrial West: that thing to
which the Germans give the wonderful nam&itéch popular,

commercial art and literature with their chromeotypes, magazine covers,
illustrations, ads, slick and pulp fiction, comics, Tin Pan Alley music, tap

dancing, Hollywood movies, etc., etc. (Greenberg 1939: Il Para 1).

Readers shouldrecogne t he struggle for true authentici
writings. Critical theory and cultural criticism which have Marxism as their foundation

maintain that true emotion cannot exist in kitsch. The only exchange is that of cold, hard cash.
Theseperspectives look at the impact of structural determinism on choices of social action
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and on the practice of art/tattooing. The personal meanings which counter these arguments

can be found in the mapping aspects of the tattoo art.

Mapping:

The toy had ben a gift from a girlfriend at the time and when | was

getting the tattoo | gave the toy to my artist who had other toys in his

shop anyway. . .. It is also my (current)
know also she was doing a presentation one ticents and she was

really nervous. So | ended up buying her a pen with the robot on it as a

way of cheering her up.

The mapping aspects of this piece, as is the case with many other tattoos which will be
discussed, is the level of meaning which illugtsahuman agency as part of the act of getting

a tattoo. The preceding quotation, which draws out the influence of multiple partners on

Rogerd6s choice of tattoo, conveys an i mpress

to adore art whichisna f i ne art . I n such a perspective

otherwise kitschy or disregarded art as a tool for personal expression as an example of the

concept of Aalien useo (Riggins 1994: 112).

robot, thecountless reproductions of it, and the cultural fad of space travel have all
contributed to the current social and personal meanings Roger attributes to the design, even if
this was never meant to be the original purpose of the toy robot. This shows$y#enpothat

is inherent in material artifacts and in inked artifacts. An even better example of alien use in

this design can be found in the comparison b
partner and his description of the interactionofevaeryd | i f e as a tattooed
doubt ... there is no girl who | 6ve been wit
peacock and they I|li ke your feathers.... You

t o use 0 n &iofekpeesspn ianst limited by the authenticity of designs. For
Roger, what may constitute inauthentic art to some people has now shifted to an interesting

and exotic category of kitsch transformed into highly decorative tattoo art.
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Figure 2.

Description

Gender: male.

Location on body: left and right forearm,
left hand, chest, knuckles.

Colours: red, black. blue.

Design: postmodern Icarus, knuckle
lettering, phoenix, 7 roses.

Text: non serviam, stay good.

Visibility: tattoos span arms, chest, hands,
and neck.
Style: old school, gang, Japanese.

Symbolic Meanings: pushing the limits,
anti-binary opposites, family, death and
rebirth.

Social/cultural aspects: deviance,
peacock, sexual attraction, interaction-
specific meanings.

Morris

My interview with Morris was one of the most interesting and challenging. This is
partly because he is a graduate student studying English literature and philosophy, which
means that he supplied an uneven mix of referencing and mapping perspectives toohis tat
Although this may seem like a good thing, it is important to complete an interview with a
large stock of examples of mapping. Unlike referencing which can be obtained from books
and the Internet, mapping comes from only one source, the interviewees dlso difficult
for me to see the significance of some of the comments | was given until | conducted further
research. Morris is one of several examples of a person giving coded meanings for his art
which reside in very specific and culturally sopigisted sources. Because of the variety of
meanings and mapping/referencing aspects | was given by Morris, | am forced in this case to
refer to Morrisb6b tattoos more broadly rather
referencing aspectsofils t att oos | will di sleafclevwwr.iMor ri s 6
regards to the mapping aspects, | will focus on his metispired tattoo and with his
relations with others.



The Public Journal of Semiotics 1V(2), February 2013 21

Morrisoé6 Post modleaaf |Cladgwer,, Forud hi s Momds RO

Referencing

Well, the story of Icarus and Daedalus is about a father who builds wings

for his son to escape the labyrinth but tells him not to fly too high because

the sun will melt the wax. But we did Icarus in a postmodern pose because

he looks like he is dag more of a Led Zeppelin pose rather than a

traditional man with wings. It is also a reference to (James) Joyce, and his

character Stephen Dedalus in Rertrait of the Artist as a Young Mah

goes back to the idea olosethegum,bugy it t oo f

fal)

he does it anyway. This is a symbol | associate with coming of age, with art.
Take it too far, always take it too far. Fuck whatever instructions. This is the
symbol for the artist. Dondt follow instr.:!

youdll end up doing what you want to do.

There is a line in the bodRortrait of the Artist as a Young Mavhich is

Latin that says: Anon serviam. o |t means i
famous idea of Joyce leaving the Church of Ireland and sayindttisisn

the book and it is known to be the words Satan spoke when he left Heaven.

And Joyce was never the one to shy away from pride.

|l begin this section of referencing Morr.i
because the ideéeapbhcedushi yggultsesmlfsand by ot

doubt a theme that transcends al |l of Morri séo
Latin words that Morris has tattooed in scri
notsev e ) . It is characterized in Morrisodé admir

slips into a life of questioning that which has been laid out before him or her and that which is
virtuous and necessary in creating art.

I n J a me Porthiboftlee Aidist as Young Mam book that has influenced
Morrisdéd opinions and tattoos, the protagoni s
by the influences of structures of control and the possibilities of structures influenced through
epiphanies.&r Dedal us, the journey to consider hir

not serve that in which | no longer believe, whether it calls itself my home, my fatherland or
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my church: and | will try to express myself in some mode of life or as areely fs | can

and as wholly as | can, using for my defense the only arms | allow myself to use, silence,
exile and cunningo (Joyce 1928: 291). These
wi || not serveo has a st rnomabagdorcagaligioast at i on f or
upbringing in the pursuit of art. It is also popularly associated with the devil and deviance. As
Joyce noted earlier in the text before his e
stream with her 1928:i108): hi ked wupo (Joyce

Lucifer, we are told, was a son of the morning, a radiant and mighty
angel; yet he fell: he fell and there fell with him a third part of the host of
heaven: he fell and was hurled with his rebellious angels to hell. What
his sin was we cannshty. Theologians consider that it was the sin of
pride, the sinful thought conceived in an instaoin serviaml will not

serve.

Throughout this article, | have been stressing the importance of structure and agency
as dual antecedents to any sociaicactincluding becoming tattooed. This is because, in line
with Giddens6é dvuality of structure, there 1is
is affected by structure. Structure is the means and end to an action. | refer to these theoretical
ideas here because there is always a reaction to any action and thus pushing limits in the
pursuit of art or otherwise will surely have @ffiectand this may not be the ideal outcome of
the conscious intent. Whil e dos, |SdtEhadtmagk t o Mor
how his neck and hand tattoos might affect his ability of getting by and performing different
roles in everyday life. Like Joyce, Morris displayed a certain and intentional, although
bittersweet, satisfaction in having pushed thet$ he set on himself, including where to get

tattooed.

This fourleaf clover on my hand | got after coming home from Las Vegas

when | won some money and | was on a rush. | went down to my artist and told
him and he was like cool, but are you sure?pliResay get them, but avoid your
hands, neck, that kind of stuff. But | got this anyway and 2 years later | have
my neck and both my hands tattooed. It was a big one to get for breaking the

barrier.
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This idea of the consequences of action is also imptariahe cultural and historical
significance of the classical Greek myth of Icarus. This is because Icarus is not always seen as
a symbol for the virtue of pushing the limits. It is important because there is a contradictory
nature in MotudeodOtowarderubes and structure
dondét think it has any transcending or guidi
Il n Wal | ac e Cantendporéty Art e I€lassical MytBharon Sliwinski
(2011: 199) draws a powerful comparison betwidenmage ofrhe Falling Manon 9/11 and
Icarus. The photograph of the man jumping from the World Trade Centre in New York City
on September 11, 2001, has become an image which is implanted in the minds of those who
have experienceditd. becaangefiagp8ri ehnoshHi not
certainly mesmerizing the calm, arroms t r ai ght position of the fi
of the background, the overwhelming sense of negative space. But the perturbation one feels
when gazing uporhe photograph comes from elsewhere. And it is considerably harder to
speak of this perturbation that it is to spe
2011: 201). Although the image and the myth of Daedalus and Icarus have been reproduced
countess times, Sliwinski notes the 1606 woodcut by Antonio TempestaTiiedrall of
Icarusas the most notable and striking comparison Witk Falling Man According to
SIi winski (2011: 208), who recites the cl ass
instructions and began to soar to greater and greater heights, rejoicing on the lift of his great
wings ... spectators of this image once again find themselves witness to a horrifying plunge.
l carusd face is turned awratlyewhnd, bisvarms and fingetrss r o b
stretch outwards in that wunmistakable gestur
mortality, our ambitions, and our connectedness are all evident in these images. This
comparison may be a stretch in some reganadsthe images which define human history are
those which often lead to the same themes and messages. For Morris, it is curious to wonder
about both the virtues and the potenti al neg

the | imits. o
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RichardD ew ( 2ZIthCel )F,ald i ng Mano http:// www. esquir
SEP_FALLINGMAN

Ant oni o Te mpbaesdua lcafolalé DimMmiy ambiénti orbatur (The Fall of Icarus)
http://popartmachine.com/art/FASIFASF.58478/function.pgonnect

Mapping

| began my interview with Morris who is heavily tattooed with a novel approach which
occurred to me by trial and error through interviews with other tattooees. | asked him to tell
me his favorite, and from there | circled around his skin canvas to exyplaes. To my
surprise, Morris had an answer right away to my question of his favorite. His response was:
AAh my mom, |l got a tattoo a couple of years
me think of it as having the most meaning. lenjoymy@to s, but t hi s one st
He gives this tattoo the most significance of any his tattoos. The meaning is an example of
mapping. It is a tattoo which we can under st
Afesteem obj ect ércewes gratified feainy arel sespact far bath hig parents

and what they represent.

I'tds her name and seven roses. I't comes fr
me when | was younger. He told me that when he first met my mom he was

trying to court or woo hre or some crap. Anyway, he was trying to buy a

dozen roses but he couldndét afford them.
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decided that it would be too clichéd, so he waited and saved enough money

to buy the seventh one. Now every year, on their annivefsastjll gives

her seven roses. Il tos |i ke going more thar
making something your own. I'toés |i ke, Afuc
The i mportance of meaning was very evident i

social interagon. In regard to interaction with others in everyday life, Morris maps out the
relation he has with others who have not necessarily been reflective of the original meaning
he intended for his tattoos but those who have been involved in the renegofiattwat bis

tattoos mean to him over time.

| go with traditional styles of the rose but it is not as much about the

image as it is about the symbolism and the way you arrange them. And

maybe it is because | am a nerd or an English student but | fedie¢hat

meaning kind of improves as you grow. Maybe the meaning | had when |

first got the tattoo is different now. On the other side of the coin, how

easy it is to make up a story when you atl
talk to someone about your tattobsb ve come up with some pre

stories.

The chance to hear a story of meaning, one which was made up to suit a social interaction and
one which has had Morris reflect upon it as a necessary part of further social interaction as a

heavily tattooed ingidual was an opportunity | could not pass up. This story is an example

of Garfinkel s ethnomethodology of interactd.i
facilitators.
Wel | |l dondédt know exactly what | said, I

bar that was far too drunk and | am not sure if she was hitting on me or
whatever but she was fascinated by my tattoos. | was uncomfortable and
she was touching me, so basically 1 told

one is for time serrved, 0 you know, what
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Morrisdéd tattoos have pushed the | imits on my
myths. For this reason, | count his tattoos to be some of the most complex designs, irrelevant
of their actual detail which, as can be note#igure 2,is alsoquite extensive.

Morris and Social Theory
Morris, who considers himself to be an a&tructuralist and even used this perspective
to plan out his ink art, discusses his opposite tattoos like the grim reaper on his left forearm

and the phoenixonhisrght f orearm by saying: AAnd | kin
but not exactly. I n my academic |ife | am al
an influence of Derrida in there. But i1t 1is

sentment is shared about his knuckle tattoos, which are another example of crossing a line of
l'imits. AA | ot of people get opposites on th
that. o These statements, c ouerdleht tattoosthdveih he st
everyday | ife are important points in unders
especially if we substantiate the point through similar perspectives emphasized by Anthony
Giddens and structuration theory. Thisisbecaudee Mor ri s6 i1 deas about
hi s -lhMiamariy opposites, 0 Giddens 6 i-SHrectaralistf mean
perspective. Kenneth Tucker (1998: 79) notes
does not simply derive fromfterences in enclosed linguistic systems, as many in the

Saussurean tradition argue. Like Goffman, Giddens contends that meaning is bound up with
practical activity in the real world. Giddens states that an adequate understanding of meaning
must betiedtt he et hnomet hodol ogi cal Ouse of met hod

consciousness. 0

Familial Hearts and Ink Marks:
If their Stories are True, their Truth is a Story

It i's Iimportant to note that while I wi |
tattocees, the word truth is not meant in a traditional sénssuch a sense can really exist
denoting a true value as opposed to false or incorrect lesser values. In fact, | use the word to
illustrate the polysemic nature words, symbols, and phrases poksasy interviews | aimed
to see, listen, and record what | know to be honest emotion. These feelings like love, hope,
loss, and redemption come attached to the ink marks on my respondents. These feelings form
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stories which encompass a partof myintervie es 6 | i ves and embody

been, and continue to be, influenced by the shifting nature of identity, meaning, and time.

Family is one of the powerfueasongjiven by tattoo respondents as a motivation for
becoming tattooed and in choosiwbere to get tattooe@ne hundred perce(it5) of my
participants listed family as part of the mapping aspects of at least one of their tattoos. The
following respondents literally embody a love and kinship for family that was so strong it
needed to be ade permanent and part of their cultural repertoire. Tattoos are so often about
being in dialogue with orie self and with others. Thus these faniilgpired tattoos influence
social interactions and the lookugdass self (Cooley 1998) aspects of thettedad peoples

lives in an infinite number of ways.

Elise
An example of this blend of raw emotion and-mkrked skin comes from the next research

participant who | call Elise. Elise has the entire left portion of her torso stretching right down

tohert hi gh and up towards her shoul ders marked

angel 06 and at ot(kigure3)t i mes a fAseraphi mo
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Figure 3.

Description

Gender: female.

Location on body: left torso, back, left thigh
(not pictured).

Colours: black and white, blue.

Design: seraphim (fallen angel).

Text: this too shall pass.

Visibility: can be hidden with a t-shirt.
Style: gothic, portrait, detailed shading.

Symbolic Meanings: burning away the
darkness, eternal sorrow, family and death.
Social/cultural aspects: deep family
devotion, artistic, religious.

Referencing

According to the classic theological t&x¢lestial Hierarchyby Dionysian, a seraphim
Adestroys aneérgi spald of obscure darkness. o |
task is to dispel darkness through light, and the profane through the sacred, has been made
permanent on her skin with an array of mostly black and white shading with an artistic, and
emotional splash of richly coloured blue ink. The piece, which was drawn partidree
and partly stenciled, is a very intricate example of a contempsetgeytattoo because it
beautifully blends traditional and new designs while also demonstratingraased
professionalism in artistry, depth, shading, and close attention to details. For Elise, the

primary meaning of this tattoo is not its aesthetics but its symbolism.

Mapping
In line with the mapping aspects of her conversation, Elise tells mehsoangel is
meant to be a memorial to two siblings who passed away at young ages and are evidently

deeply missed.
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The wings are tattered and broken. Her face is in anguish and the flowers

are blue because it was mycdorimt her 6s f av«
the tattoo. | have script running down my thigh that $ilys too shall

pas®. . . . I took my brotherds goalie mask a

mask rest on the angel ds | ap. She is weej

For Elise, this piece is a containémoeemory, a painful display of emotion, a sign of
love, and a representative of her artistic side. The tattoo takes on multiple meanings and gives
other people a different image of her, which will indefinitely influence the way they view her
body,andinar n, t he way she views herself. Thus I
completing the ingredients of a structuration perspective on understanding the role a social
actor plays in being both enabled and constrained by social structures while, at thiensame t
knowingly conveying a specific personal meaning that is not fully evident by looking at her
tattoo. She has to explain the autobiographical dimensions. Elise is creating new meanings for
herself and her family while still being influenced and shapecthers, namely through

social definitions of art, beauty, love, and the capabilities of the institution of tattooing.

Jerry
Figure 4 shows about half of the tattoos
thigh and ends on his calf. The blend of styllours, motivations, meanings, and their
relation to his identity has led me to count Jerry as one of the Newfoundland enthusiasts
proving the complexities tattoos can carry, especially related to the way he connects them to
his home and family.

Referencing

What is visible in this picturar e f amous i mages from the vi
Newfoundl and, which reflect the referencing
Cabot Tower, Ajell ybeano col our iekiéetwlighiv houses

sky. These tattoos represent ideas that have long been considered a source of intrigue to

cultural scholars interested in Newfoundland (Overton 19886; Sider 1980; Pocius 1988).
ThisisNewf oundl andds ecl ect anditsoole Inpravidiaga saumed s o c i
of pride and a burden of responsibility to Newfoundlanders as they function as gatekeepers of

the provincebs tradition and heritage. James
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intellectual patriots have been invelyin cultural regeneration, claiming to be articulators of

the collective unconscious of Newfoundland. They have attempted to come home to
Newfoundl andds distinct culture, searching f
it, defending it, peserving it, promoting it, reviving it, and drawing inspiration from its

artisticworkdo Overton writes so detailed and succir
building and maintaining that Newfoundlandaesploy as a way of stressing the imponca

place can have for those involved with collective negotiations of self, culture, and belonging.

In fact, Overton(1988: 6)al so notes how fAculture is on the
References to tradition, culture, way of life, identity, lifestyleq &eritage liberally sprinkle

the newspaper columns, the pages of various small magazines, the speeches and slogans of
politicians of all stripes, and the lyrics of popular sobogsRe ader s may note t he
and subject mat tlaging specifically édorNewfoarslland asta usefols r e
illustration of this type of patriotism and task in maintaining Newfoundland culture and spirit

in a permanent way.

Figure 4.

Jerry

Description

Gender: male.

Location on body: left torso, back, left thigh
(not pictured).

Colours: blue, orange, grey, red, yellow.
Design: underwater whale scene, St.
John’s, NL imagery, Cabot Tower, “jelly-
bean” row houses.

Text: N/A

Visibility: can be hidden with 3/4 length
sleeve.

Style: new school, Japanese style (finger)
waves.

Symbolic Meanings: home, family, parental
relationships, pride.

Social/cultural aspects: the importance of
place, home, divorce.
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Mapping

What is not visible in the image is the way Jerry maps his family, his chitkllzmd
his views on the socialness of tattoos. Here is what Jerry says, while referring to the
under water scene on his stomach which can

got some whales.... | got some lobsters, you know, cause it rem&ndéhome. You know

p a

my dad [who divorced my mother] was a fisher

support.The whales and lobsters were also ways to make my underwater scene unique, and

the whales make it |l i ke seee®. more of a fucki

Repeatedly and voluntarily, Jerry talked about his family in relation to his tattoos.

When asked if others like his tattoos, his comments gravitate toward family rather than art

history. When asked if he thinks tattoos are becoming more poputar, di scusses S
unexpected desire to get a tattoo. Despite all of this talk of family, his father was only

mentioned once and then only with a sarcastic remark about his inability to provide for his
child. Al of t hes e idendétymbigpkde in blewfoundlandd ut e t o Je
(specifically his small home community), his pride in family, and his wish to be unique. All

provide an irdepth look at his seiflentity as it has been recursively affected by others.

Importantly it also describes haderry views his body as a vehicle to display such complex
senti ment s: nl was | i ke, fuck it. I 611 just

Beauty and Art: Gender, theBody, and Self-expression

To recap, theocial peacockbhave allowed us teee the creative and expressive nature
of human agency in conversation with others. fEmailial hearts in ink markdemonstrate
the enabling aspect of group or structural influence. Now it is time to view another category
of tattooees who fully demonsteaboth the enabling and the constraining aspects of structure
which influence their ability to commit themselves and their bodies to becoming tattooed. To
be clear, this means that although tattoos are representations of beitdqassionsvhich
define us and mementos of ephermal moments which populate our liveg are also
influenced by the cultures which we live/itive through and byineLines(Zerubavel 1991)
which are drawn as objective realities intatd and come to form real consequeniceour
lives.

TheseFine Lines as Eviatar Zerubavel pointsitin cognitive sociology, are the lines
social actors draw itheirminds in order to interpret the worlidom different objective

realities. Where wé as a social collective aulturei place the line, influences and begins a
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cycle of acceptance, repetition, and finally the construction of a new reality which forms
Aireal 0 c ons e q ueparatiagne isldnd af meaning from .anotfher entails the
introduction of some mental void tse2en them. As we carve discrete mental chunks out of
continuous streams of experience, we normally visualize substantiadesitinghem
from one anot he2Dd) .(Zlem ubbtatveed W®M©Ods, At he | in
cultures we live icome to formboundariesnd levels of acceptance for social phenomena.
This is the experience of the tattooed individual. While the line is constantly withdrawn and
constructed again, tattooed individuals can often be subject to real consequenceifiom
laws (Tarde, as referenced in Ruitenbeek 1963) that do not really 8aal Lawsy
Gabriel Tarde, a contemporary of Durkheim, is mentioned here because the epistemological
description of science and the resulting creation of social laws that &gptiees in this
pivotal wor k, |l suggest, are mirroring proce
As Tarde notes: Athus science consists in vi
corresponding, respectively, to the repetitions, sgjmms, and adaptations which it contains
and which are obscured by a mass of variatio
quoted in Ruitenbeek 1963: 101). These concepts will become more crava/focus on
the tattooed individualho will bediscussed in #final categoryof analysis for this article.
These tattooees are theoplewho openly sharetheirfeelings with me about what has
influenced and continues to shape theirgake social actors in deciding to become tattooed,
where b get tattooed, anithe appearance of their tattoos

Not everyone can get tattoodtis costly It is painful It is increasingly regulated by
age and by shop practic&nd it is also a permanent corporeammitmentwhich canimpact
the life not onlyof tattooes but alsathe people thewill interact within the future As 73%
of my samplg11) isfemale,gender isa good starting point in discussing the consingin
aspects of structarSociologistdrom the symbolic interactionist tradition (BlumE®69,
Goffman 1959) maké perfectly cleathatthe desire to look favourable while interacting
with others isan inherenpart ofwhat it means to bgocial. Anthony Giddens (1991: 100)
provides a interactionistinfluenced perspective on the reflexiself which focuses on
SoCi eonsyaihson b odi es: ANot only must an indivVvi
others in public places, where demeanour is expected to meet certain generalized criteria (fine
lines) of everyday competence, but he or shetrba able to mainta@ppropriatdoehaviour
in a variety of settings or locales. Naturalhglividualsadjust botrappearancand
demeanour somewhat according to pieeceiveddemands of the particular settiag

Similarly, the ideas of Michel Foucaulteaof key importancen understanding biopolitical
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influences on our bodies. While discussing discourses on medicine andqagpef the self,
Foucault (1986: 1004 01) notes A. .. whether we are wal ki
our body or taking bath, whether we are eating, drinkingp a word, whatever we may do,
during the whole course of | ife and in the n
advice for an employment of this life that is worthwhile and free of inconven@enked@se

remarks putthe following narratives under a lens whidhrifiesnot only the expressive

human agency in getting a tattoo, but also the world of structural influences which constrain

and enable our decisions and how we live with the consequeniteseffine lines or social

laws. Although | believe it ialwaysimportant to see the subject in @nstitutionof social

action like getting tattooed, it would also be irresponsible to ignore all the men, and

particularly womanl talked with and who mvided storiesaboutoutside influences on their
bodyandtheir concept ofgender.

Rachael

Whil e discussing her f Ratha¢lgddssagandeed t i ons t C
perspective on her tattoo&nd although it is clear from her words amah-verbalexpressions
t hat her f aaldutheytat®os are importantriosher in many ways, it is also clear
that Rachael has a certain desire to break the gender barrier and in the words of Betty Friedan
in the pivotalFeminine Mystiqu¢1963: 73) provie fian act of rebellion,
the identity of women as it (has) been definetb shatter, violently if necessary, the
decorative Dresden figurine that represented
language used ifeminist scholatsip is powerful and emotieprovoking becausthat is
necessaryo provokechange and new modes of thoudRd.chael counters the feminine
i mages of the past, alluded to in Friedanos
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Figure 5.

Description

Raqhael

Gender: female.

Location on Body: right-upper bicep, right
forearm.

Colours: blue, white, red, green.

Design: Salvador Dali- Meditative Rose.
Text: just like autumn leaves, we're in for
change.

Visibility: can be hidden with 3/4 length
sleeve.

Style: surrealism, reproduction art.

Symbolic Meanings: love and personal

connection with art, change.
Social/Cultural Aspects: femininity, beauty,
art, ownership of the body, divorce, family.

| get some good and some bad (reactions to ngost And the bad

mostly come from my family. Like a lot of people are interested in the

tattoos, but others not so much. My gr an
goodso when | was 18. She | ooked at me at
you with your body liketh&# 6 My f at her al so sighs every
| have another one. But | didndét need hi.
get them my parents were getting divor cecf
because he wasnét part of the discussi ons:

getting them.
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With my grandmother | could never really get a chance to tell her what

they meant. It doesndét really even make :
cousins who have tattoos and she doesnot
am the damaged one. Andidét want to have to justify

anyone. These are for me.

With these remarks in mind, we may begin t
tattoos so we can come to appreciate how the social and personal are reflected in her tattoos.
Intheiraestiei ¢, their placement, and their meanin
her desire to express her own interests and also the enabling and constraining structures

limiting her options.

Rachael 6s tattoo of Sal vador Dali 6s Meditat.i

Referencing

Surrealism is a unique genre of painting, literature, and poetry that emphasizes the logic
of the illogical, the Al ogiModernArfl9081045:ahes, f or
Age of the AvarGardes 1 Gi v elogical and irrasianal chacter, contrary to all
codification and hostile to rules and hierarchies, the surrealist movement had no homogenous
or unitary structure; it can be said that there were as many surrealisms as there were artists
who, to a greater or lesser degree, madeesart i st art o (Crepal di 2007
precise definition of the art Mafessaducan be t a
Surréalismevhi ch defines surrealism as fApsychic au
proposes to expressverbally, by means of written word, or in any other manhéne actual
functioning of thought. It is dictated by thought in the absence of any control being exercised
by reason and is exempt from any aesthetic o
2007: 26). Salvador Dali (1964989) was an eclectic and controversial artist who is
commonly associated with surrealism. An exan

surrealist art can be taken from the b@aki and Surrealism

Within a highly sophistated and carefully structured pictorial mental
landscape (Dali) used devices to create formal visual analogies for the

experience of dreams and hallucinationsé.
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connections are made between disparate objects or groups a$ oajet
people or things can metamorphose unexpectedly into something else,
for no apparent reason (Ades 1982: 75).

Influenced by the work of Sigmund Freud, Dali used surrealism to explore one of the most
potentially illogical forms of cognition: dreanlor eov er , a reason why D:
considered surrealist can be drawn from the general cultural dissent and marginality he was
said to have felt. According to Dali in the bddkli by Dalin | have al ways been
and a monarchist at the sanmad. Let us not forget the two founders of anarchism were
Prince Kropotkin and princely Bakunin. I am,
(Dali 1970: 6465). The spirit of surrealism is one which hasriaching influences.

Surrealism has lem quite influential in midwentiethcentury French culture. Paul
Bouissac, French intellectual and Structurdlikhown for studying the unconscious logic
which governs the culture of the circus (See Bouissac 1985, R@addidly discusses the
impactt he surreali st movement had on his intel/l
surrealism had already permeated the (French intellectual) culture. Through exhibitions, it
was present in my cultural environment. And it was marked by a coefficientefvau T hi s
coefficient of value describes fithings which
were marked by a sign of marginality, subversion, cultural rebellion, and so on. | never felt
mainstream. This was the general attractiveness or raisedidtural movement in
surrealismo (Bouissac, as quoted in Riggins

Given the spontaneity surrealists idealized, it is an interesting juxtaposition to put Dali
in the context of structures of control on the body and gender. But the motived beh
surrealism no doubt parallel some of the practices of tattooing. Tattoos are very often a form
of surrealist art in that they are marks of expression that can, and have been, tied to rebellion,
cultural subversiveness, and social marginality. One aspeetting tattooed is the topic of

control , in Rachael ds case tHe decision to h

Well I actually started placing them in spots that made the tattoos nice

but so they could also be hidden. You know, if | have to get arjob

% All (100%) respondents indicated some form of concern for their tattoos when it came to employment.

Although this is most likely a result of the fact that all respondents are stuawkiag toward a career, it is
nonetheless very telling of the cultural misconceptions about tattoo enthusiasts that still exists and thus have real
conseguences.
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anything, it was a big concern for my mom on signing off on the first
couple. At the end of the day, she wanted to make sure | could still get a

job.

Nevertheless, a message that Rachael 6s tatto

of per®nality and selexpression while doubling as a sign of cultural difference or rebellion.

For example, Rachael s comment quoted earlie

people view her body as Adamagedmgesofthe 0 s how

constraining and enabling aspects of structure. The only way a tattooee can claim to be

different is by first being the same. But this does not mean that the notions of surrealist art die

when one chooses to adbers ot d Ac¢&i nasiom ROIOVI I
Tattoos are, first and foremost, about self and social expression; and this means they can

be a sign of adherence to culture while, at the same time, a mark of difference, personality,

and uniqueness. As both are preserns not intellectually sound to claim that tattoos are only

an adherence to cultural repertoires of body projects suited strictly to prove the enthusiast is

part of a collective. On the other hand, it is also not sound to claim that tattoos areoutly a

being different, unique, and disconnected from the status quo. The expressive nature of tattoos

becomes complicated when they bridge the relationship between individual and culture. This

is why tattoos can be about being part of a figuration, butdaeyalso be part of a deeply

personal story. ALIi ke when | |l ook at my ar ms

tobetherée | i ke a birthmark or somet hing. |l canadt

point.... Andfor me, theseareforme.dO m okay with not everyone be

them all the time. They are also about being
Il n sum, Rachael s Sal vadoiiloDealsurredlisit t oo of

image and a symbol efaditional femininityi i s yet anot her example of

Acoefficient of valwue. o0 Even if surrealists

and soon end up with some standardized images, there is always the possibility of creativity

in att and in interpretation. And even while feminist movements have fundamentally altered

the way we view gender inequalities, influences still remain from structures of control which

contend with structures of change and creative individuality. The structiucestrol are

forces likehegemonic masculinigndideal body typethat continue to fuel the fight for

equality among scholars in gender studies (Atkinson 2011; Kimbrell 1995) and feminism

(MacKinnon 1989; Smith 1987).
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Mapping: RachaeRabddsi ofoT .LW.r ioccns t he

As was the case with Roger, music plays a
social facilitator(Riggins 1994:113for friendships and relationships. During our interview
Rachael spoke repeatedly about her boyfriend, an Engligtr Mausician, and a tattooed
person. When speaking about the popularity o
(her) boyfriend look over (her) tattoo a dozen times to assure the grammar would be correct,
just i n case. 0 Thoeed yorni chse rRalcehfate |f ohraesa rtna tatroe :
webre in for change. 0 The message comes from
Radio. The idea of change is something that this article broaches time and time again, in
reference to meanings,dent i ty, emotions, expressions, et
tattoo about change is an insightful commonsense addition to my dataset.

Rachael describes the tattoo by saying fl
always like a tattoas specific as these lyrics. But even if | change, these are the things that
are iIimportant to me in different times of my
of our social and cultural repertoires as enthusiasts. But they also form partbafdy, our
skin, our story. Tattoos represent how even the most permanent of things like body and mind
change over time even while they remain the same. Rachael describes the liberating feeling
when we understand change as both inevitable and endbling: s pent t he whol e
before coming to university planning out my
plan everything. Things wil/ change and this
T.V. on the Radi o e aprsediaduds oaug gnelmb.rd e@Gnearl
from my discussions with these enthusiasts and from myself is that tattoos are a powerful way
humans have invented for preserving what is most precious in our lives. Memories fade more

quickly than the ink ofattoos.



The Public Journal of Semiotics IV(2), February 2013 39

Figure 6.

Elle

Description

Gender: female.

Location on Body: right thigh, left torso.
Colours: green, blue, burnt orange.
Design: peacock feather, three lilly on a
vine.

Text: N/A.

Visibility: can be hidden with pants and t-
shirt.

Style: realism, new school

Symbolic Meanings: katimavik, women’s
shelter volunteer, sisters and family.
Social/Cultural Aspects: feminism,
masculinity crisis, feeling pretty.

Elle

The Peacock Revisited

Referencingi EI | e6s Peacock Feather

ElIl ebs peacock feather tattoo was infl uenc
feathers) actwually belong to the maleeit € and
can also be pretty. o According to EIle, Al Kk
gendered assumptions, but | am also interest

her tattoo are reflective of her opinions about the issues otgehé body, and feminism in
Western culture. For Elle, her tattoos represent an act of rebellion from gender stereotypes or
assumptions; but they also represent her connection with her human desire to look and feel

pretty and to be part of a collective.

Although the idea of feeling pretty is often equated with femininity, this article has
showni through the use of the peacock feath#érat tattoos are about demonstrating a
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favorable aspect of self and social identity to others for both men and womes vihat

Ell edbs tattoo says about the gender I ines of
scholarship is entangled with notions of her human desires to be attractive, to fit in, and by the
masculinity crisis. Just like the motivations for her tattooE|l | eéds opi ni ons on
demonstrate a popular new spin on gender studies (see Atkinson 2011; Faludi 1999; Farrell
2001). This is the connection between resisting or rebelling against the hegemony and

patriarchy of Western culture (or perhaps worltiuze), while also understanding

complicated identities and human emotions which obfuscate maetatives of an egalitarian

society. Here is what Elle says about the discipline of feminism:

Well, you get into this whole grey area. Sometimes | hate feh@hism

has been equated with. | recognize that my female sisters have been

wholly oppressed, but | have been given so many opportunities being

female. Basically, | feel |l would just be

exist.

Since Elle mentions the masiity crisis and the notion of the pretty peacock,
scholars writing in the field of gender and masculinity studies need to be discussed here. As |
understand the topic, they allow for a new spin on scholarship which describes no gender as
isaf e o périsofmistakereand misattributed identities and confused states of
belonging. The most valuable lesson of any study trying to explain gender is that a focus on
the micro before attacking the macro is necessary for understanding the nuanced mistreatmen
of others based on gender for both men and women. In other words, although shattering glass
ceilings may be on the agenda, those who live above and below should first be forewarned

before their realities become shards of broken glass.

Accordingto Atkhn son (2011: 42), t biquidMaodermtyci pl es of
(2001) and Giddensd high or | ate nthamgngni ty (
i interactionspecifit gender performances of skilled soci
modernman is powerful when he finally accepts and wields his ability to change the nature
and performance of his masculinity when need be, when emergent situations demand him to
enact gender in a variety of ways. 0 Susan Fa

complicated roles a man faces in contemporary culture in her influentiaStidiekl: The
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Betrayal of the American Ma1999). While participating in ethnographic research at
weeklymeetings of domestic violence groups, Faludi makes note of the mematd Al o st
their compass in the world. They had lost or were losing, jobs, homes, cars, and families.

They had been labeled outlaws, but felt like castoffs. Their strongest desire was to be dutiful

and to belong, to adhere with precisiontotherolessocih as set f or them as

they had) nothing but the gender rule book t

The peacock feather is a symbol for a new understanding of gender as an issue
underscoring the life of men and women in the-tat&lern world. Tie tattoo is thus an act of
rebellion in making note of this fact and purposefully mocking the gendered barriers of
masculine/feminine, pretty/strong, male/female. But it is also representative of the confusion
of roles felt by men and women in their dedio act out gendeappropriate roles in specific
situations. In a sense the peacock is a confusing symbol of gender because most people will
associate feathers with traditional femininity. Show girls used to wear feathers. A generation
or so ago women ah had feathers in their hats. Most people will overlook the fact that it is
the male which has the brightest feathers 1in
understanding of the importance of structure as an enabler and constrainer isiabzagex
through her unwavering desire to maintain attributes of pretty and nice, while also allowing
her to play on these biopolitical principles as a motivation for artwork which mocks these

very principles.

Ell e says, A oh y e alBveryohe warashotloeldprettyoBoys wamntkk pr e
to |l ook pretty too.o0 The idea of wanting to
my sample and of this percentage, 2 or 20% were males. | believe this is part of the
performance and communicative agpadattoos. As art, tattoos are designed with shapes
and lines that flow, look elegant, evoke feeling, and show emotion. In this way, the artistic
principles of tattoos (of which gender rules often apply) are often the ways in which tattoos

can be mostanstrained and enabled by the structures which influence them.

Mapping

The peacock feather says a lot about very complicated-soltigal issues. But Elle
did not spend much time speaking about them. Instead, her experiences as a volunteer with

Katmayu k (Il nukti tut for fimeeting placeo) are wl
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Katimavik is a program that began in 1977 as a mission for Canadian youth volunteers to be

exposed to other cultures, people, and to a much broader appreciation of Gariaidaldy

engaged citizengttp://www.katimavik.org/owmissior). Elle describes her participation

with the prcdamagmngw fminidf says Al was -G Kat i me
andlwasa& ol unt eer at a womano6s shelter in Slave
in Blind River. Our main responsibility as volunteers was to decorate and run the charity gala.

The centerpiece for the tables was peacock feathers and as a parting giftviheye an

l nuksuk and two peacock feathers from the ga

The influence this program had on EII|l eds
make this symbol permanent on her body, but also in the way she describes the feelings of
empowerment inélping women and coming to an understanding of what it means to be a

woman and part of a team. Elle says her family does not generally support her tattoos, but

Aithe tattoo on my |l eg has a |l ot of significa
tomderstand a | ittle when | t el | t hem. 0O
Conclusions

Through the case studies of these six tattooees and the supporting knowledge and
perspective given by the rest of my sample, this article has identified three categories of tattoo
enthusiasts who embodp@describe what it means to be tattooed in the modern world, and
importantly what tattoos can mean to those who don them and to the culture and history of
symbols which contextualize them. Every mark of self and culture that we make on the world
is alwaysinfluenced by a plethora of circumstances and principles. | have ideiifessl
categories of interviewees: (Hocial Peacockg?2). Familial Hearts (3). Beauty and Art
EnthusiastsThis allows for an interpretation of Giddens' structuration thewaytlaus

corresponds to the following ingredients in the constitution of social action:
1. Those which allow us to see an example of the creative human agency.
2. Those which are inspired by the enabling aspects of structure (family).

3. Those which denmstrate both the enabling and constraining aspects of social

structure.
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In each category | have drawn out the multiple meanings existing in the ink through tools
introduced by Riggins (1990, 1994), referencing and mapping. The overall message is that
tattoos are more than marks of culture or marks of individuality. They are something we

make in order to be in contact with other people, but also to be in contact with ourselves.

Tattoos are about self and social expression and this means for some pedipés that
may have a rebellious feel to them. They may be about setting yourself apart. But they are
never about only one thing. Because they mean something different to us than to the people
around us, some may consider our ink rebellious while we consal#istic, beautiful, signs
of | ove, or memento of where we've been. The
relevant conclusion to this research because as we have seen through an exploration of the
genres of art (surrealism, Greek myths, cop@rary photography, Japanese tattooing); and
through references to feminism, elite literature, and ancient theological texts, that tattoos are

much more complicated than they are normally depicted.

Tattoos are symbolic of the places we have been, thegeephave known and have
been in conversation with, and even the intrigue we have as social beings wifipfaces
we have not, or may never, experience. Popular tattoo designs like Chinese characters, Latin
phrases, or Japanese mythical images cae®e tattooed on bodies of individuals who are
not fluent in either the | anguaed far dtelse gonsl.
From this research, | wish to theorize the following reason for such discrepancies: First,
people get tattoos thenay be in different languages or have obfuscated meanings in some
way because this is part of the ability agents have in making meaning coded and controlled.
We note this with Morris who wishes to have his tattoos sometimes be a secret to himself or
from the occasional onlooker. Second, tattoos are about art and this means enthusiasts and
their tattoo artists often work together to create designs that are both personally and
visually/socially appealing. This means people choose designs often becawstbeaifcae
capabilities of the art of tattooing, and its relevancies to their wishes and tastes. For example,
Rachael expressed these ideas while talking about the placement of her tattoos and
transformative elements of surrealist art to tattoo art. Timddfiaally, one of the most
exciting aspects of any form of art whether it be on a canvas, vinyl, string, or skin, is its
mystery and its ability to foster a multiplicity of interpretations and personal and social
relevancies. When | started to researas thpic | found a book at a local bookstore that had
connected some popular tattoo designs with a finite definition of the symbol across the page.

This book gave me the motivation to do research that did the exact opposite. Readers should
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not leave this dcussion with an understanding of what some tattoos mean, but instead what
tattoos can mean and how this meaning will change over time and space and from person to

person.
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Abstract

The paper proposes that intersubjectivity develops in children along a progression of five,

more orless distinct, stages of semiotic development. The theoretical model within which this

is couched is the Mimesis Hierarchy (MH) model (Zlatev & Andrén 2009). As in previous
treatments,the Miinodel f ocuses on bodily mimesis, its
per cepti ondevaenldo fimeorstts 0 (conventionality, | an
pivotal since it provides the basis for the development of (i) conventions (through imitation),

(i) intentional communication, and (iii) for bringing the two togetirecommunicative,

shared representations (signs). The main difference from previous applications is in the

treatment of the concepts of representation and communicative intent. Due to recent

empirical findings, and a more bodignactive and sociadriented perspective, | propose that

Stage 2 gives rise to imitation and mimetic schemas (Zlatev 2007, in press), but that the first
gestures (or vocalizations) of children are
represent at -fledgedreprsentations/sifns dnlthgir own, but action schemas bi
directionally associated with particular contexts. That would explain why the onset of

intentional communication occurs in Stage 3 with pointing and other deictic gestures (such as
showing), which are naepresentations or fulfledged (explicit) signs, but rather

performative communicative acts, accompanied with makers of communicative intent. It is

first in Stage 4 that the prot@presentations of Stage 2 and the communicative intent of

Stage 3 are@mbined to give rise to communicative iconic gestures, and more generally to

the Ainsighto of using communicative, shared

to as symbols or signs.

1jordan.zlatev@ling.lu.se
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1. Introduction

Children develop from birth, and possibly evearlier, not justcognitively i.e. what they
knowabout their surrounding physical and social environment, but in termmeaing,i.e.

their valuebased relationship to the world as subjects of experience (Zlatev 2009). With time,
this relationship charmgsg, acquires new dimensions and undergoes transitions. In other words:

children undergsemiotic developmeht

Different theorists have focused on different aspects and periods of such development.
Trevarthen (1979) and Trevarthen & Hubley (1978) chaltasic social capacities: from
neonat al i mi tcaotnivoenr,s at 0 o Mypad owaod eventually
objects, and described the changes during the first year of life as a gradual shift from primary

to secondary intersubjectivity. From amdiar theoretical approach, Reddy (2003, 2005)
reported evidence for surprisingly early awareness of self and other. Moro (2011) has rather
focused on the role of interactions with cultural artifacts, and how children thereby expand

their semiotic horizons hr ough the help of ot her s. Tomas
rather been on the second year of life, with the development of joint attention, pointing, the
understanding of communicative intent, and the first indisputable steps in the acquisition of

| anguage: from the production of the first \
spurt o -0 moatihsdto thedfirst multvord constructions. Nelson (1996, 2003) has
convincingly shown how the development of language implies cogisé@uadic
development, in particular through the ability to construct narratives, and with their help
autobiographical memories, from the fourth year of life. But while language is a key semiotic
resource, from a cognitiveemiotic perspective, other resourcesioldd not be
underesti mated. Thus, t he studi es of DelLo

understanding of pictorial representation constitute an important complement.

Such research has given us i mportant i nsi gl
drawback, however, which becomes evident if we compare any of the mentioned studies with

Pi agetds cl assical devel opmental theory (Pia
with focus on particular ages and cognitsamiotic skills such as t@erpersonal interactions,

artifacts, intentions, words, narratives, pictures... While some would claim that the quest for

20f cour se, cognition and meanimgmaonei cl deeleyopmert d
viewed as a shetiand for cognitivesemiotic development.
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such gener al devel opment al theories as Pi a
unsatisfactory wi t hzeitgemstan nchrofrdevaldpmentpl gsydhology | a r i
Lenninger (2012) , for exampl e, urges to col

holistically.

The particularist flavor of most studies of semiotic development stems, in part, from the fact
that the mastry of specific semiotic resources such as language and pictdezstanding

takes place at different periods of development, and it has not been clear whether, and if so
how these are related. In this respect a crucial ssemliotic skill, which was ientionally

omitted above, differsc hi | d r e n @vbkich gre geharatlyeagreed to-develop with

speech (Bates et al. 197®grson & GoldinMeadow 1998; McNeill 2005; Andrén 2010).
Gesture, however, has been argued by Donald (1991, 2001) to bef parhare general
cognitivesemiotic suite, for which Donald reserves the Aristotelian concejphesis
under s tthe@hlity fogrodiuce conscious, salitiated, representational acts that are

i ntenti onal but n onald 19%1168)o Actoxdihg td Donatdubodiyt i ¢ O
mi mesi s evolved in our ancest the resuldofiavdlvimgg t he
better conscious control over action. ita purest form, it is epitomized by four uniquely

human abilities: mimamitation, k i | | [rehearsal], and gestur e.

In previous work, | have argued that bodily mimesis is intimately linked with the human
capacity for intersubjectivity understood adit h e sharing of affecti
reflective experiences betweéwo or more subjects, [whiclthn take different forms, some

more immediate, while others more mediated by higher cognitsvee[mi ot i c ] pr oc
(Zl atev 2008a: 215) . Further mor e, since it
mimesis on the anhand, and language can be seen as essentiallsnpostic on the other, |

have proposed &limesis Hierarchy consisting of five more or less distinct levels, each

building cumulatively on top of the previous. The application of this model to human
cogntive-semiotic evolution, and in particular to the evolution of language, has been
productive (Zlatev 2008b)Since the levels of the Mimesis Hierarchy are sufficiently
generally defined (see Section 2), samiotici s al s
devel opment , without evoking any simplistic
the argument presented in previous work (Zlatev & Andrén 2009), where we focused on the

devel opment of childrendés gestures, and to s
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The goal of the present article is to elaborate on this, proposing that the five levels of the
model correspond tbve more or less distinct stages in the development of intersubjectivity
from basic empathy to folk psychology. Since intersubjectivity gually one of the
essential characteristics of the human mind (Zlatev et al. 2008), these stages should also be
expected to involve other cognithgemiotic skills. Thus, | submit that the Mimesis Hierarchy

may serve as the basis fargeneral model of seatic developmentunifying many of the
approaches mentioned earlier. A likely objection to a nstittge developmental model was
anticipated by Zlatev & Andrén (2009: 3381):

The concept otlevelopmental stagalayed a central role in nearly all thessic

theories of cognitive, emotional, and moral development of the past century, such

as those of Montessori, Piaget, Kohlberg, Freud, Erikson and Vygotsky. In

| anguage acquisition, #fAit 1is possibly the
During thelast two decades, however, the stage concept has come under a good

deal of critique for being inconsistently defined (or not defined at all), failing to

predict the varying performance of children in different cognitive domains

(Gardner 1992), being tooddirete and static (Siegler 1996) and often implying a

compl et e replacement and Adi smantlingodo o
emerging domain disappears; each remains active and interacts dynamically with

all the otherso (St e ttiguesktdh®datakenxas implying Howe v e

the need tamproveon the notion of developmental stage, rather than reject it.

The concept assumed in the present article is similar to that proposed asstege in the
development of X, is a (relatively stablejipé in life, characterized by the consolidation of a

novel cognitivesemiotic capacity, which may dominate the expression of X at this stage, but
does not replace capacities from previous staggs nce fAmodul arityo i s
generally accepted aswas in the last decades of the past century, such a concept may be
(once again) found fruitful. Section 2 presents the concept of bodily mimesis, and the
Mimesis Hierarchy in its application the development of intersubjectivity in childrén

Section3, | will briefly review research that mostly supports the original model (Zlatev &
Andrén 2009), but also calls for some important modifications. These will be summarized in

the final section, which also provides brief comparisons with similar modelsgemetal

conclusions.
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2. Bodily mimesis and the Mimesis Hierarchy model of semiotic development

Bodily mimesis is either realized through action, or else this action could be imagined, virtual,
or as currently popul ar | yitfrprhatharsimitr phefcsnenau | at €
such as mimicry (Afrom belowo), or signed | a

will suffice:
(DEF) An act of cognition or communicationas act of bodily mimesisif and only if:

1) It involves a crossmodal maping between exteroception (e.g. vision) and
proprioception (e.g. kinesthesia).

2) It is under conscious contr@ndis perceived by the subject to be similarstmme

other action, object or event.

3) The subjectintendsthe act to stand for some action, objecteventfor an addressee,

and for the addressee to recognize this intention.
4) It is notfully conventionaland normative).

5) It doesnot divide (semi)compositionallynito meaningful suacts thatsystematically

relateto other similar acts (as in grammar).

This is nearly the same definition as that provided earlier (Zlatev 2008a, 2008b), with the
difference that clause (2) has been simplified, and now explicitly invaivesarity: as in

acts of imitation, or in bodiljconic signs (gestures, pantomimeg)nlike in previous
treatments, acts of pointing qualify as mimetic acts to the extent that they are imitated, but not
in general. However, since the specifics of pointing acts are largely etyipical, and there

is good evidence that they are learned dhyldren at least in part through imitation
(Tomasello 1999), pointing should nevertheless be regarded as an instance of bodily mimesis,

and when accompanied with communicative intent, as triadic mimesis (see below).

The Mimesis Hierarchy (hence, MH) fols straightforwardly from this definition, once it is
stated that if only (1) is fulfilled, the act is one Pfoto-mimesis that (1) and (2) together

qualify for Dyadic (nonrintentionally communicative) mimesend only when (3) is added is
there full Triadic (intentionally communicative) mimesW&hen also (4) and (5), the negative
criteria in the definition, are fulfilled we have rather two postnetic stagesProtolanguage
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(with Tittle syst e malanguagetwih, sufficiene syseematgitydommar 0 )
allow the construction of discourse and narratives. Table 1 displays the MH applied to the
development of intersubjectivity, listing (i) crucial novel cogniseamiotic capacities that

define the stage compared to its predecessor, (ii) deaskils that may be regarded as
Abehavior al i nde x e s eriads. All of theseiw)ll beafystiper nookvateda t e a
and illustrated in the following section.

Prior to that, I wish to highl i glhsuccessiveee po
stage are formulated in a way that expresses their fundamentally interpersonal character, with
some changes compared to earlier formulations, especially concerning Stages 3 and 4 and the
transition between them. Second, many of the aspeatsnoibtic development mentioned in
Section 1, from neonat al i mitation to narra
testimony to its integrating character. Thir
(1998) or t he ehoRampathy & ae Waa (2000, wheoedigher levels engulf

lower ones rather than replace them, as in the classical Piagetian framework (at least as

commonly interpreted).
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Table . The Mi mesi s Hierarchy of chil dr ethebs ser

development of intersubjectivity

1 Protomimesis  Empathetic - neonatal imitation 0-9m
perception ) _
- emotional contagion

-iprodbover s:

- synchronous (joint)

attention

2 Dyadic mimesis \olitional control and - generalized/deferred 9-14 m
Imitation imitation
- coordinated (joint)

attention

3  Triadic mimesis Communicative intent - declarative pointing 1420 m
- reciprocal (joint)

attention

- associative schemas

4  Protolanguage Communicative, - vocabulary spurt 20-30 m
conventional - reorganization of
representations gestures
(Asi gns o) -gradualincrease in

utterance complexity
5 Language Languagemediated - complex sentences 30 m-

folk psychology - discourse

- onset & narrative
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3. Five stages in the development of intersubjectivity

The challenges for any stage model of development is to provide (i) an account of the factors
that organize thecoherenceof a particular stage, (ii) link these which particular
manifestations as testified by evidence and (iii) account for the factors (other than
maturation) bringing about taansition of a consecutive stage. The aim of this section is to

provide (i}(iii), albeit in summary fashion, for the each of the five stages
Stage 1: Empathetic perceptior{0-9 months)

The phenomenological tradition, and prominently MerdPauty (1962), has contributed to a

notion of perception as active and empathetic, in which the feeling hedtyy ( ir esonat e
with the world, and espedim with con-specifics. Despite some exaggerated initial

ent husi as m, the #fAmirror neurono | iterature
summary) has provided a series of hattence confirmations of this conception, according to

which in perceptio , the actions of others are fAmappec

sensations.

The now classical studies néonatal imitatiorof Meltzoff and Moore (1977, 1983), showing

that newborn babies are capable of imitating simple movements involving -“openimg,
tongueprotrusion, lipprotrusion, and simple hand movements, have provided evidence that

at least some of this capacity is innate, i.e. present at birth (Gallagher 2005). At the same time,

it undoubtedly undergoes gradual poatal developmente.g. as caregivers engage in

Ai mitating gameso, e. g. mat ching the babyds
thus spontaneously learn to share in the somatosensory states of others, and thus realize a
basic form of empathy, which may generddlye def i ned as fAany proces
perception of the objectds [i.¢e. ot her 6s] S
applicable to the objectds [i.e. otherods] st
S i t u a trastonn& de WRal 2002: 4). In its simplest form, this can be observed in
emotional contagion f ami | i ar from situations -matal whi ch
ward. Towards the"8month, infants also learn to orient themselves in the direction wihere

other is looking: a form ofttention contagionor the simplest kind of joint attention,

Asynchronouso, (Z1 at ev, Brinck & Andr ®n 2008
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While the protemimetic behaviors mentioned in the previous paragraph have also been
demonstrated (albein weaker forms) in other ndmuman primates (Preston & de Waal

200 2; Zl atev 2008a), ot her more finely tune
refers to agprimary intersubjectivityhave not. For example, starting from 2 months, the
Apr-cohve sati onso of caregivers and infants talk

frustration follows if this attunement is disrupted. Working in the same tradition, Reddy has

argued that starting from sever al sattendinghs i n
bei ngs, as wel |l as an awareness of self as
di spl ayed i n phenomena such as mut ual gaz

vocalizations, showingff etc. The range of such primary intersubjeetengagements shows

that fAmirroringdsopri derperooaemiaateamMi ngodo i s n
what is here called empathetic perception: it should also involve (i) spontaneous anticipations
(called protentions in the phenomenologicaliterature), (i) responses across different
modalities (crossnodality), and (iii) at least some degree of -s¢tfer differentiation. Still,

even such enriched empathetic perception do
movements, nor an expit distinction between self and other; as noted by Reddy (2003:
401) : Aol der i nfants reveal a greateeore focus

immersed, lessdetacht(do cus on t he ot her o.

Mutual gaze has been regarded by Reddy and othews pewerful index of primary
intersubjectivity, and has been suggested to be hwapacific. On the other hand, Bard et al.
(2005) have provided evidence for similar rates and durations of mutual gazing in parent
infants dyads among human beings and chim@es. To through light on this, we conducted

a comparative study in which 5 ape dyads (three chimpanzee, one bonobo, one gorilla) and 5
human dyads (living in Lund, Sweden) were recorded for 3 hours per dyad during typical
interactions (mean age for ape8;26, children = 6;11). Indeed, we found that the rates of
mutual gaze for the human dyads were much higher (34.9 vs. 1.8 per hour) and of much
longer duration (3.33 vs. 0.94 sec.). Obviously, these differences cannot be attributed only to
biological facbrs since the infants were being raised in radically different environments and
cul tures. However, it underscores the i mport
of minds in acts of perception, prior to the development ofnfiwifor control, andn consort

with that, a full sense of agency and fAowner
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Stage 2: Volitional control and imitation (9-14 months)

There is considerable agreement that a transition in cogsiiveotic development occurs

around 9 monthsthough views on how to explain it vary considerably. As mentioned in
Section 1, for Trevarthen & Hubley (1978) this marks the onset of secondary
intersubjectivity, involving triangulations between infant, adult and an external object.
However, joint actiities with objects are observed, at least in some cultures, much earlier
(Rodriquez & Moro 2008). Tomasell o (1995, 1€

cognitive revolutiono occurs at this particu

At about 9 months of age, infants begm liehave in a number of ways that
demonstrate their growing awareness of how other persons work as psychological
beings. They look where adults are looking (joint attention), they look to see how
adults are feeling toward a novel person or object (scgfi@atancing), and they do
what adults are doing with a novel object (imitation learning). ... Infants also at
this time first direct intentional communicative gestures to adults, indicating an
expectation that adults are causal agents who can make thpenhé&lomasello

1995: 175)

However, this synchrony of developmental landmarks has been questioned. Reddy (2005)

points out t hat i nfants display the marks
respect to themselves, much earlier (see Staga 1) at ha't Afnsoci al refere
accepted to begin from 7 months. As for A i

guotation, Tomasello seems to blur the distinction between (a) gestures performed
intentionally (i.e. volitionally), and serving communicative purpose though not intended as
such (such as an arm stretched out in the direction of a desired object) and (b) gestures
accompanied with marks of communicative intent, especially those performed for the sake of
informing an addressee. Whilthe first do indeed commence around this period, both

production and comprehension of the latter will require a further stage in the development of

intersubjectivity.
Still wh at remai ns i ntact from t he iohomasel
|l earningo, volition) i's consi st-eadel fowthg h t he

transition to Stage 2 of child intersubjectivity (cf. Zlatev & Andrén 2009): namely, that what
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gradually develops, in interaction with others, during the firstesstag s a fAsense of
(Stern 1998) i n which t he b owhional sontfolelhig to b
allows a much more precise and flexible form of imitation than that of neonates, and this
imitation on its part allows a fullerundéerendi ng of the otheri Aas a
and viceversa. Or as stated famously Byal| dwi n (189 4) : AMy sense

i mitation of you and my sense of yourself g
empathy of Stage 1, this logp volition and imitation does not decrease, but on the contrary,
increases the awareness of a distinction between self and thigihlights the lack of direct

control ofother®actions and along with that motivates attempts to influence them forper

actions that are desired. This can possibly explain the surge in this stage of communicative
signal s, including gestures such as fdi mper a

developed acts of intentional communication.

Concerning evidencé#or this interpretation of Stage 2, the studies performed by Mandler
(2004) with infants during this age period show that they are not only capable of direct,
Asensori motor i mi t at i ogeneralige® imaagjomih whicl® i6fanis , but
first observe pretendctions such as giving a sip of water to-tjects such as airplanes,

birds, jeeps and dogs, and then are given the chance to imitate with either the same object or
novel ones. Mandler showed that starting from 9 months, and progregsiegl4 months,
infants do not imitate Ainappropriateodo actio
and when given a novel object, do not generalize on the basis of shape (e.g. from bird to
airplane), but stay within the global categoryifaate vs. inanimate). Further studies show

t hat i nfants, again from 9 months WAbegin tc
del ay o (i Wefadred in#t&i@n)pr,the secomd step in the development of imitation

according to Piaget, thougluite a bit earlier that he anticipated. If infants are also capable of

the third steprepresentational imitaton i n whi ch @At he i nterior in
gesture, which is thus a copy of an f®mntern.
the real, but absent model , and t hieduringni t at i

this stage is not clear, and if so, the (largely) preverbal childrenldf @onths would be
fulfilling two of the mimetic skills singled out by Donald (20&ke Section 1): imitation and

skill-rehearsal.
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Wh a 't about t he remaining two: fgestureo an
gestureso clearly appear from 9 months, but
and other person, they are relaty poor indicators of communicative intentions, since they

can be learned as behavioural sequences (Brinck 2003). Declarative gestures, on the other
hand, clearly indicate that the infant interacts with the other as a subject, rather than as a
meansto-ane n d (Tomasell o0s Acausal agent o) . Sum
contradictory) research findings, Carpenter, Nagell & Tomasello (1998: 20) state that
Awhereas declarative showing and poini0i ng (w
monts of age, they do not occur with great frequency until® mont hs of ageo

imperatives do not display such a pattern of later increase.

I n a study comparing types of jointmoathtent i
and 18 monthold Swedish and Thai children in naturally occurring interactions, we
distinguished between three kinds of joint attentisgnchronous(with no referential
behavior or gaze alternation on the part of the childdrdinated(when one or both of these
behaiors were present), angéciprocal (when in addition there was a bout of mutual gaze,
confirming that the target had been mutually attended) (cf. Zlatev, Brinck & Andrén 2008).
The results showed that while all three types were present in both age dheupsyas a

clear shift in the direction of the two latter types (coordinated and reciprocal) in the older age
group. Together with findings that the synchronous type of joint attention was also the only
type present in chimpanzee dyads, this supportgtiéspretation as an essentially proto
mimetic phenomenon (see Stage 1), and that while the understanding of the other as a subject
of experience whose attention may be influenced by deictic gestures begins at Stage 2, this

understanding is not yet stabéd.

The other major type of gesture that children begin to use during this stage are conventional,
from the standpoint of the community, gestures such as BYE and HNEAD. However,

these are highly restricted in number. Hence, it was quite surprisieq Waredolo &

Goodwyn (1988) showed that starting from 9 months, infants are capable of learning many

soc a | babysigris . Al l of these involve some action
sensation: AWi th encour agemdmdssocfate @orenspand ent s
dozens of gestures with specific thiddge flapping arms forbird, smacking lips foffish,

blowing for hot, or even patting the chest fafraid. © ( Acredol o and Goodyv
What this finding indicates, once more,nsmesis as imitationHowever, since there is no

indication that children at this age are aware of either the conventional (mutually known)
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status of gestures, or their representational, iconic character (Namy, Campbell & Tomasello
2004, see below), these ge®s cannot be yet regarded as eitbenic or symbolicsigns In

the best case, they may be seen as spatiporally associatedhdexes though their

referential (directed), as opposed to purely associative character would need to be established.
Therd ore it may be concluded that mimesis in
wel | as the communicative iIintent necessary f

around the age of one.

Stage 3: Communicative inten{141 20 months)

What heralds the onset of Stage 3 is precisely the understandioghafunicative intepgs a

participant in acts of intentional communication, in both production and comprehension. The
notion stems from Grice (1957), according to whom to mean something by
uttering/performing X is approximately equivalent to intending X to (a) produce some effect

on another individual and (b) for this individual to recognize that one is intending (a).
Theorists who have employed the notion (Sperber & Wilson 1995; Zlateva200&ore

under review) differ in the interpretation o
there is general agreement that communicative intent ingdliesast a secondrder intention

(b) to recognize the primary intention)(a

It has beerrecently suggested independently by Andrén (2010) and Moore (under review),
that communicative intent argmiotic vehiclegsuch as gestures, words, or pictures) can be
considered independent dimensions, though intermixing in a single communicatis@yact.

act performed with deliberate expressiveness for the sake of an addressee will be likely
under stood as intentionally communi cati ve,
something or not (Sperber & Wilson 1995). In this respect, ostensiteal gae with an
addressee can fAenact o communi caderiinteationiima ent ,
Gricean analysis (cf. Moore under review). On the other hand, a particular performance can
function as a sign without there being a communicative iimenéas when a child engages in

symbolic play without anyone else presént.

3Semiotic theories tend to privilege the role of wveh
term), while Gricean (and psychological) appraztiend to focus on intentions. The cognibemiotic

approach here adopted suggests that both areedowrible to one another though closely interacting, aspects of
meaning.
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We can adduce a number of recent studies in support for the proposal that-ghlgnger
communicative intent (and thus: triadic mimesis, see clause (3) in the definition, SHction

begins to characterize the cognitisemiotic performances of children in the middle of the

second year of life. First, it could be remembered that the more advanced forms of joint
attention (coordinated and reciprocal), which predominated in the bbatsention sharing

of 18 monthold-children as opposed to 42onth-old children, where characterized precisely

by fAenacting communi c at-atereation and mutual@aze (@latedv,h e f ¢
Brinck & Andrén 2008).

Experimentally, the mostocmmon paradigm f or assessing <co
objectcc hoi ce tasko, in which an experimenter

di fferent boxes and then he (or another exp:¢
of the reward byarious semiotic vehicles and means of indicating communicative intent.
Behne et al. (2005) showed that-iénth old children could solve the objettoice task

when the experimenter pointed to the correct box, -ghiféng between the box and the
addresee, but not when pointing to the box while looking elsewhere. Ostensive gazing alone
often led to finding the reward, though-&¥bnthold children performed better than-lahd
18-montholds. Tomasello et al. (1997) showed similar results for the threeleeypes

Point, Marker and Replica for 30 and-8®nth old children, but it has not been reported how
children who are two years and younger perform with other semiotic vehicle® shamsive

gaze and Point. In a recent study (Zlatev et al., undeewgviwe included a forth vehicle

(Picture), and conducted the objetibice task with three groups of children: of 18, 24 and 30
months of age. The results were that while thent®ith olds were clearly above chance with
Pointing and Marker, and the -2dorth-olds were even better, only the -B8®ntholds

performed reliably with Picture and Replica, though about 50% of the children still failed the
criterion of 5 out of 6 correct choices.

Table 2 shows the semiotic properties of the various vehiclesugedin and ot her so
Since, as can be seen, the vehicles differed in terms of a number of properties, we cannot
provide a definite explanation of this difference. Still, given all available research, the most
likely interpretation is that while childreat 18 months do not yet understand (iconic)
representations like pictures and replicas (of the correct box) as communicative signs, they
understand communicative intent, and do so not only for familiar vehicles such as pointing,

but also novel ones as rkars.
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Table 2. Classifying semiotic vehicles used in objebbice studies according to the factors
bodily means, semiotic ground, directionality and representational relationship (from Zlatev et
al., under review)

Vehicle Bodily Ground Directionality Representation
Ostensive gaze Yes - Yes No
Proximal point  Yes Indexical Yes No

(+ Symbolic)
Marker No/Yes Indexical No/Yes No/Yes
Picture No Iconic No Yes

(+ Symbolic)
Replica No Iconic No Yes

The fact that children at this stage do not (yet) undedsiconic representations, even when
executed in the Abodilyo modality (i.e. ge
Tomasello (2004), in an experiment wherem@8nth old children associated equally well

iconic as well as arbitrary gestures with speaifigects (small toys of a car, rabbit, hammer

and spoon), while 26honthold children performed much better with the iconic gestures than

the arbitrary ones. This can be explained by assuming that-rmodaghs children do not
understand gestures qualitativ y di fferently from the previol
i.e. asimitated schemas associated with a particular object or eVeistrather the element of
communicative intent (Agive me the object t|

novel element.

How can this Afailured in iconicity to make
the testified use of iconic gestures in production of children of the same age? Zlatev (in
press), for example, found a total of 72 gestures tkat wlassified as iconic in 60 minutes of
spontaneous interaction between caregivers and 6 children at approximately 18 months, or 1.2
iconic gestures per minute. The answer is above #fid@rdefinition ofgesture adopted from

Andrén (2010), which requie s ei ther foeerted| actom, twlithy visible h e r
communi cati veorfinrt etnie oam@atl ityobe used as an 0

standing for a referenthut not necessarily bothn the case of iconic gestures in the study,



62 The Mimesis Hierarchy of semiotic development: Five stages of intersubjectvity in ¢

thus,if the act was used with a marker of communicative intent, even (stylized) performances

of practical actions (such as KISS and HIT)
playo representations, such as Fmh&Barl(ageot her
An additional factor contributing to the presence of iconic gestures in this stage is imitation:

in the study they were found to be more often (on average 30%) directly imitated from the

actions/gestures of caregivers than either deictentblematic (conventional) gestures.

Thus, pacePiaget (1962), as well as Zlatev & Andrén (2009), mas$ the understanding of
representationg it he symbol i c/ semiotic/sign function
compared to the previous stadmit rather the understanding of communicative intent. This
understanding is achieved not so much intellectually as a higter intention, but as bodily

markers accompanying acts of communication, signalingt one is communicating
intentionally, veryoften for the benefit of the addressee. Understaneihgt is being
communicated is signaled by semiotic vehicles that are (usually) performed with the body,
all owing them to be readily imitated and ft
semiotc development, as well as in intersubjectivity, since it allows the further synergistic
interaction between communicative intent and semiotic vehicles, paving the way to the insight

t hat objects, actions and evenatsare bommanly i name

known, i.e. conventional, and thus eventually to language.

Stage 4: Communicative, conventional representation0-30 months)

To give a rough estimate of the linguistic competence of the three groups of children in the
objectchoice studyreviewed above (Zlatev et al., under review), we asked parents to fill in

the forms of the&Swedish Early Communicative Development Invert8BCDI) (Berglund &

Eri ksson 2000) , providing measures of the <cft
is characteristic that the median score in the most comprehensive measure (asking if the
children produced any of 710 common lexical items) was 35 for thmdkh old children

and 305 for those at 24 months, an increase of 900%. This was a clear refiettienvell

known phenomenon known as tacabulary spurtoccurring for most children in the second

hal f of the second year: n At first their r
typically sees a fAbur st o o/growdahcsoneeWhere betweemn i n
1620 mont hso (Bates 2002: 15). What can expl
i dea of a Asymbolic insi ght o-langaage lgaroipgudfi.ar i n
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Ingram 1989), more recent interpretations;luding that of Bates (2002), have tended to
downplay the phenomenon, and to attribute it to-inoear dynamics in rates of learning.

However, there are other indications that a cogngivemi ot i ¢ Ar eor gani zat |
between 18 and 26 monthsorierning the rather surprising results of Namy et al. (2004),
summari zed above, the authors suggest t he f
have developed more rigid expectations than their younger counterparts about the forms that
object labes may takeo (i bi d: 54) . I n other words
labels not to sound like what they refer to, but that gestures, when used as labels, should
resemble their referents. It can be noted that this explanation presupposes titatidsiri

stage, infants have some degree of explicit awareness (if they are going to have different
expectations h at words and gesture ar Eie masemdhatias |
iconic and arbitrary gestures were both associated with objedts iprevious stage can

actually be explained by assuming, as suggested earlier, that they were learned as
associations, rather than as fAexplicit signs
it would be consistent with their proposal ofeorr gani zati dearni Aigy mbolw

the end of the second year.

Furthermore, i n our previous study of the d
months in three Swedish and three Thai children, which we analyzed in terms of the Mimesis
Hierarchy (Zlatev & Andrén 2009), we also found evidence dofransition around 20

months on average, this was the age when (i) deictic gestures, produced together with deictic
expressions and nominals peaked, while (ii) what seemed like iconic gestareaseg:d, and

(i) emblematic (conventional) gestures suddenly increased. From then on, until 27 months,

all these tendencies were reversed: the rates of deictic and emblematic gestures decreased,
while iconic gestures (mostly cases of symbolic play)eased, along with measures of the

childrends | inguistic proficiency (vocabul ar

The explanation of this apparent r eepplicg ani z at
understandinginsight) that the meaning of the sign (gesture or wordprmmon to oneself

and the addr escsoenev,e nit.{e.b atdh @ gBidgnodwhi ch was (¢
of Aisymbolic insighto, not in the sense that
that they grasped, at least partially, tregure of semiotic norms (conventions) around this

ti meo (i1 bi d: 396) . Gi ven t he empirical fin
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advantages of distinguishing communicative intent and semiotic vehicles, as well as different

levels of conventionalt (Andrén 2010), this interpretation should be modified.

The present proposal is rather that the common denominator to the vocabulary sput, the U
curve in interpreting arbitrary gestures, and the observed gestural reorganization, is most
precisely captted by the original ternsymbolic insightcomprising the realization both that

(i) Athings have nameso, and (i1i) that thes:ée
least to some degree normative. Otherwise, it is difficult to account why chiddr@é

months should have different expectations with respect to words and gestures: the first being
typically Aarbitraryo, whil e the l atter ty
advantage of not requiring a ichis ondeedarethew e i n
implausible, and a higher level of conventionality can build on the verbal and gestural
schemas acquired gradually through imitation/mimesis, since the onset of Stage 2. What
makes the conventional ity atfof aGtiors,boe misnétic mor e
schemas, is that misuse will tend to lead to misunderstandings, and frustrations of
communication (Al want t he DOG, not t he BIR
free, so to speak, with the symbolic insight, though of @this is only its developmental

onset. Throughout this stage, grammatical horms begin to be acquired, witlbypigeee

i mitations, and ficreativeo gener al icansrtici ons (
the linguistic system of the communihroughout the duration of this stage, which should be

viewed as a highly transitional stage, with upward boarders that are somewhat diffuse.

Stage 5: Languagemediated folk-psychology @.5 years)

It is difficult to piwmpoi hangbagenssete, ofi hce
utterances are often imitations and permutations of what they have already experienced. Still,

it is clear that around the middle of the third year, children indeed say things that surprise
caregivers. For exampl at 3 years my son, after coming home from the first #tigie car

trip in his life, commentedCars make the moon gth was not until sometime later that we
realized that he was referring to the fHappar

looking out of the window of a moving car.
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Once children have devel oped -normstivef dSemiatic ent | vy
system for communicati on alanduageddapted)bbytZlatev( i . e .
2008b), this inevitably has repercuss n s for t heir under standin
yielding an additional stage in the development of intersubjectivity. The following properties

of language have been suggested to be instrumental for performance @nlsd e d-offit heor
mi nd o t adsrictural fekturas sike mental predicates (verbsthikek, believe, know

and sentential complement constructions (Astington & Jenkins 1999). Second, discursive
featureslike disagreements, repairs and mikaguistic discourse Lohmann & Tomasello

2003). Third, Hutto (2008) has argued thiaguistic proficiency brings first apprenticeship

and then mastery in understanding and producing narrdtiaed, it is through these that

children, at least from their fourth year, begin to understand thepfgtihology of beliefs

and desires, all owi foel i leédm ¢éegtstoApadel §bde
argued, knowl edge of Acul tur al myt hs and s
forming autobiographical memories. This observation ghité an important theoretical

point: that subjectivity and intersubjectivity are -dependent categories, and that
development in one is intertwined with development in the other. Thus, thenstaig here

presented can also be regarded as a model afeelopment of selfiood, which explains

why it tallies to some extent with the one offered by Stern (1998).

4. Conclusions

In this article, | have elaborated on, and corrected some interpretations from previous work on

the relationship between bodilgnimesis and intersubjectivity (Zlatev 2008a) and the
application of the Mimesis Hierarchy model to semiotic development in children (Zlatev &
Andrén 2009). The model of (at least) five more or less distinct stages stands in contrast to
those who treat thelevelopment of intersubjectivity as gradual, with most capacities
essentially present Afrom the starto and on
alternatively, as a twetage process, the first stage a matter of enactive perception and
interaction, and the second introducing narrative (Gallagher 2005; Hutto 2008). It is, of
course, also quite distinct from those oper a
the theorytheory or simulatiostheory variety (cf. Zlatev et al. 2008). Bgibhg a multilevel

model , it is most similar to that of Stern (

4Thisfocusonlanguagmediated narratives i s inahprgpbsaltorcall langnage wi t h I
dominated culture and cognition fAmythico.
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to Tomasellobds (1999) model of the Acultur al
linguistic and linguistic factors, as well a8t Nel sonos (1996) appl ic
evolutionary model to development. Though, naturally, it differs in most of the specifics.

As in previous treatments, the MidHo d e | focuses on bodily mim
(empathetic peddevéppimen) sand¢cadpwshnti onality,
Mi mesis is pivotal, as i n Donaldodos evolutio

development of (i) conventions (through imitation), (ii) intentional communication, and (iii)

for bringing the wo together in communicative, shared representations (signs). What Donald
states for evolution, applies equally wel/
mimesis, but is has mimetic roots. It is a collective product and must have evolved as a group
adaptation, in the context of mimetic expressive culture. Given the conventional, collective

nature of | anguage, it could not have emerge

The main difference from the previous applications of these ideas has likerireatment of

the concepts ofepresentationand communicative intentUnder the influence of Piaget

(1962), | previously regarded representations as emerging from the imitation of practical acts,

i.e. as properties of dyadic mimesis (Stage 2), andttre d chi |l drends fir
Afexternalizationso of t hese, with communi ce
mimesis (Stage 3). With the onset of semiotic normativity (Stage 4), communicative focus

turns to language, and gestural signs undexgoonsequent reorganization. Due to the
empirical findings reviewed i n Seanaciiveand 3, an
sociatoriented perspective, | have here proposed a more or less reversed sequence: Stage 2
gives rise to imitation anchimetic schemaglatev 2007, in press), but the first gestures (and
vocalizations) of <children are neither exter
fully-fledged representations/signs on their own, but action schemdsedtionally

assocated with particular contexts. That is why the onset of intentional communication
occurs in Stage 3 witphointing and other deictic gestures (such as showing), which are not
representations or fuljledged (explicit) signsout rather performative commuative acts,
accompanied with makers of communicative intent. It is first in Stage 4 that the proto
representations of Stage-basé®Pi dgegmbdbol $ dt e mr
schemas) and the communicative intent of Stage 3 are combined ¢o rigey to
communicative iconic gestures, and more gene

shared representations, or what is variously
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et al . 2004) or nAsignso ( Zundoukedly ubde@®fyirther Whi | ¢

modifications, it resolves a number of difficulties inherent in the previous one.

Finally, |1 hope to have demonstrated that models of semiotic development need not be
focused on specific skills and time periods, but can followhe tradition of Piaget and
propose more general, integrational accounts, which can lead to scientific progress, despite
the risk of being wrong in many of the particulars.

Acknowledgements

| wish to thank my colleagues at the Centre of Cognitivei@es (CCS) at Lund University,

for the ideas, discussions, and collaborations in empirical studies serving as the basis for this
article, and in particular (in alphabetical order), to Mats Andrén, Ingar Brinck, Sara
Lenninger, Elainie Madsen, Joel Parttere, Tomas Persson, Michael Ranta, Susan Sayehli
and Goran Sonesson. In addition, | wish to acknowledge mytérng collaborators on the
subject of intersubjectivity, and ealitors ofThe Shared MindEsa Itkonen, Tim Racine and

Chris Sinha (despite omnany disagreements). And last, but not least | thank Christiane Moro
and Paul Bouissac for the positive interactions that provoked the publication of two different

versions of this article, in French and English.

References

Acredolo, L. & S. Goodwyn 2000). Baby Minds: Brairbuilding Games your BabWill
Love New York: Bantam.

Acredolo, L., & Goodwyn, S. (1988). Symbolic gesturing in normal infa@hild
Development, 53150 466.

Andrén, M. (2010).Children's Gestures between 18 and 30 Monthgblished Doctoral
Dissertation. Department of Linguistics, Lund University.

Astington, J. W. and Jenkins, J. M. (1999). A longitudinal study of the relation between
language and theowyf-mind developmenDevelopmental Psychology5/5 13111320.

Baldwin, J.M. (1894) Imitation: A chapter in the natural history of consciousrdsd, 3,
26-55.

Bard K. A., MyowaYamakoshi, M., Tomonaga, M., Tanaka, M., Costall, A. and Matsuzawa,
T. (2005). Group differences in the mutual gaze of chimpanzBeselopmental
Psychology,41,616624.



68 The Mimesis Hierarchy of semiotic development: Five stages of intersubjectvity in ¢

Bates, E. (2002). On the nature and nurture of language. Unpublished report. UCSD.

Bates, E. Benigni, L., Bretherton, |., Camaioni, L., & Volterra, V. (19TBg Emergence of
Symbols. Cognition and Communication in Infamégw York: Academic Press.

Berglund, E., & Eriksson, M. (2000). Communicative development in Swedish children 16
28 months old. The Swedish early communicative development inventeords and
sentencesScandinavian Journal of Psychology (2}l 133144.

Brinck, 1. (2003). The pragmatics of imperative and declarative poin@ugnitive Science
Quarterly,3(4),429-446.

Carpenter, M., Nagell, K. & Tomasello, M. (199&ocial Cognition, Joint Attention, and
Communicative Competence from 9 to 15 Months of Mgeographs of the Society for
Research in Child Development, Vol. 63, No. 4. Blackwell Publishing.

de Waal , F. B. M. (2007) . The ORussian dol |l 6
(ed.),On Being Moved: From Mirror Neurons to Empat3$%-48. AmsterdamBenjamins.

DeLoache, J., S. (2004). Becoming symbohded.Trends in Cognitive Science¥2),66-
70.

Donald, M. (1991)Origins of the Modern Mind. Three Stages in the Evolution of Culture and
Cognition.Harvard: Harvard University Press.

Donald, M. (201). A Mind So Rare. The Evolution of Human Consciousnéss/ York:
Norton.

Gallagher, S. (2005How the Body Shapes the Mir@xford: Oxford University Press.
Garnder, H. (1992Multiple IntelligencesNew York: Basic Books.
Grice, P. (1957). Meanin@hilosophical Reviewg§6, 37788.

lacoboni, M. (2008)Mirroring People: The New Science of How we Connect with Qthers
New York: Faber, Straus & Giroux.

Ingram, D. (1989).First Language Acquisition: Method, Description and Explanation
Cambridge: Cambrgk University Press.

Iverson, J.M. and GoldiMeadow, S. (1998)The Nature and Functions of Gesture in
Chil dr enbd6s CSamhmansisicoclassBiass Rublishers.

Lenninger, S. (2012)/hen Similarity Qualifies as a Sign: A Study in Picture Undedsian
and Semiotic Development in Young Childrieéablished Doctoral Dissertation.
Department of Semiotics, Lund University.

Lohmann, H. & Tomasello, M. (2003). The role of language in the development of false
belief understanding: A training studghild Development74/4,11301144.

Mandler, J. (2004)The Foundations of Mind. Origins of Conceptual Thoudbxford:
Oxford University Press.

McNeill, D. (2005).Gesture and Thoughthicago: University of Chicago Press.

Meltzoff, A. & Moore, M. (1977). Imitabn of facial and manual gestures by human
neonatesSciencel198,75-78.

Meltzoff, A. & Moore, M. (1983). Newborn infants imitate adult facial abiliti€hild
Development4 (3),702-9.

MerleauPonty, M. (1962)Phenomenology of Perceptidrondon: Routledge.



The Public Journal of Semiotics 1V(2), February 2013 69

Moore, R. (under review). Cognizing communicative intdfihd and Language

Moro, C. (2011). Material culture, semiotics and early childhood development. In M.
Kontopodis, C. Wulf & B. Fictner (Eds.)Children, Development and Education:
Cultural, Historical, Anthropological Perspectives{-70. London, Newyork: Springer
Verlag.

Namy, L., Campbell, A. L. & Tomasello, M. (2004).The changing role of iconicity in non
verbal symbol learning: AJ-shaped trajectory in the acquisition of arbitrary gestures.
Journal of Cognition and DevelopmeB(1), 37 57.

Nelson, K. (1996)Language in Cognitive Development. The Emergence of the Mediated
Mind. Cambridge: Cambridge University Press.

Nelson, K. (B03). Self and social functions: Individual autobiographical memory and
collective narrativeMemory, 11(2), 125136.

Piaget, J. (1954 he Construction of Reality in the Childew York: Basic Books.

Piaget, J. (1962Play, Dreams and Imitation in Chiten. Translated fronia formation du
symbolechez I'enfantDelachaux et Niestlé,945. New York: Norton.

Preston S.D. & de Waal F.B.M. (2002). Empathy: Its ultimate and proximate bases.
Behavioral and Brain Sciences, 2572.

Reddy, V. (2003). On beingn object of attention: Implications of selfherconsciousness.
Trends in Cognitive Scienc#/9, 397-402.

Reddy, V. (2005) . Before the Athirdonel emen:
Attention N. Klein (Ed.), 85109. Oxford: Oxford Universy Press.

Rodriguez, C. & and Moro. M. (2008Coming to agreemenbject use by infants and
adults.In J. Zlatev, T. Racine, C. Sinha and E. Itkonen. (Eds.JHa Shared Mind:
Perspectives on Intersubjectivi§3-114. Amsterdam: Benjamins.

Siegler, R(1996).Emerging MindsOxford: Oxford University Press.

Sperber, D. & Wilson, D. (1995Relevance: Communication and Cogniti(2i® edition).
Oxford: Blackwell.

Stern, D. N. (2000)The Interpersonal World of the Infant: A View from Psychoanalysis and
Developmental Psychologyew York: Basic Books.

Tomasello, M. (1995). On the interpersonal origins of thec®itept. In U. Neisser (Ed.)
The Perceived Self. Ecological and Interpersonal Sources eki@®lledge Cambridge:
Cambridge University Press.

Tomasello, M. (1999)The Cultural Origins of Human Cognitio@€ambridge, MA: Harvard
University Press.

Tomasello, M. (2003).Constructing a Language: A Usapased Theory of Language
Acquisition.Cambridge, MA: Harvard University Press.

Tomasello, M. CallJ. & Gluckman, A. (1997). Comprehension of novel communicative
signs by apes and human childréhild Developmen68(6), 10671080.

Trevarthen, C. & Hubley, P. (1978). Secondary intersubjectivity: Confidence, confiding and
acts of meaning in the firgear. In A. Lock (Ed.)Action, Gesture and Symbol: The
Emergence of Languag#83 229. London: Academic Press.



70 The Mimesis Hierarchy of semiotic development: Five stages of intersubjectvity in ¢

Trevarthen, C. (1979). Communication and cooperation in early infancy: A description of
primary intersubjectivity. In M. Bullowa (Ed.BeforeSpeech321-347. Cambridge:
Cambridge University Press

Zlatev, J. (2007). Intersubjectivity, mimetic schemas and the emergence of language,
Intellectica,2-3 (4647),123152.

Zlatev, J. (2008a). The coevolution of intersubjectivity and bodily mimesid. Hatev, T.
Racine, C. Sinha and E. Itkonen. (Eds.) Tme Shared Mind: Perspectives on
Intersubjectivity 215244. Amsterdam: Benjamins.

Zlatev, J. (2008b). From protaimesis to language: Evidence from primatology and social
neurosciencelournal of fhysiologyi Paris, 102,137-152.

Zlatev, J. (2009). The Semiotic Hierarchy: Life, Consciousness, Signs and Language,
Cognitive Semiotic#t, 169-200.

Zlatev, J. (in press). Image schemas, mimetic schemas and child develo@estotre
Special issue deved to image schemas.

Zl at ev, J. and M. Andr®n (2009) . Stages and
In J. Zlatev, M. Andrén, C. Lundmark and M. Johansson Falck (Btsdjes in Language
and Cognition 380401. Newcastle: Cambridge Scholars.



The Public Journal of Sentios IV(2), February 2013 71

Communicology and Culturology:
Semiotic Phenomenological Method in Applied Small Group
Research

Richard L. Lanigah

International Communicology Instityte
Washington, D.C., USA

Southern llinois University at Carbondale,
Carbondale, lllinois, USA

Absftract

Communicology is the science of human communication where consciousness is constituted

as a medium of communication at four interconnected levels of interaction experience:
intrapersonal (embodied), interpersonal (dyadic), group (social), and-gr@up (cultural).

The focus of the paper is the group level of communication across generations, thus
constituting intergroup communication that stabilizes norms (forms a culture). | propose to
explicate the way in which the method of semiotic phenomenoiltmgyns the pioneering

work at the University of Toronto by Tom McFeat, a Harvard trained cultural anthropologist,

on small group cultures as an experimental research methodology. Rather than the cognitive
anal ytic (Husser |l 0 sechiqueasugesthy dennlhda bs aepsedddt i ¢ )
fexperi ment al phenomenol ogyo, Mc F eempiricalpr ovi d
experimental constition of culture in conscious experience. Group cultures are constructed

in the communicological practices of grofggmation and transformation by means of a-self
generating group narrative (myth) design. Mc
formation by communication that are: (1) Cont@rdering, (2) TastfOrdering, and (3)
Group-Ordering, i.e., what Hrst Cassirer and Karl Jaspers call tHegic of culture or
Culturology These steps are compared to thiescriptive phenomenologyesearch
procedures suggested by Amedeo Giorgi foll o\
the whole, (2) Determine mdag units, (3) Transform the natural attitude expressions into
phenomenologically, gshologically sensitive expressions. A second correlation will be made

to Ri ¢ h ar dsemibtia phempmendogymethod following the work of Cassirer,

1 rlanigan@mac.com, rlanigan@siu.edu
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Jaspers, and MegauPonty: (1) Description of Signs, (2) Reduction of Signifiers, and (3)

Interpretation of Signifieds.

1. Introduction

The human science of Communicology culminates from several disciplinary developments,
largely viewed as singular constitutions andridational to differential attitudes about (1) the
nature and function of philosophy and (2) the theory and method of scieappadasitionto

human embodimen{MerleauP o nt y & s reflective, reversi bl e
experence as experience ajdresciousness). In more familiar terms, the idea of Culture stands

in contrast to the idea of Science, because there is a measured distinction between what
human leings express and what they perceive. In Modernity, we know this situation as the
emergence ofl) the distinct cultural disciplines of Linguistics (constraining Anthropology

and Philology), History (constraining Sociology and Political Economy), Philosophy
(constraining Logic and Psychology) over against the (2) the distinct scientific discipiines
Biology, Mathematics, and Physics. Ernst Cassirer explores this problematic of the disciplines
in The Logic of the Cultural Sciencg$942/2000) where he distinguishes Culture as the
perceptiorof-expression and $&nce as the perceptimi-objects. Casi rer 6s four
thematic of a qualitative humanisnoce is to be found ithe Philosophy of Symbolic Forms
(19231996) where hisemiotic phenoemology of human communication is articulated in
detail wherein Science is in the service of Culture. s tontext, humarunderstanding
emerges from the semiotic matrix of commuatizm and culture and comes to constitute the
essence of the person. As a research problematic, this proposition requires explanation.
AExpl anati ons of hu maimtioncpojentsunmietatlzeory construetione b y
Just as natural languages may be used to explain themselves, the construction rules for
communication systems may be used to articulate new paradigms constituting a higher logical
type of c 0 mmu anil@e88:t184p @assiref 1946/1958). The main focus of my
research analysis is an explication of thethod and procedsy which persons constitute

their culture through the communication of understanding and memory.

My explication necessarily is an anaty®f human science qualitative methodology
(Phenomenology). Historically there have been two contemporary schools of thought on
phenomenological methodology that emerged in the United States respectively in the
disciplines of Psychology and Communicologynadeo Giorgi (2009) in the Department of
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Psychology at Duquesne University is the founding figure for the approach known as
descriptive phenoamology. My own work (Lanigan 1984, 1988, 1992) in the Department of
Speech Communication at Southern lllinoisikérsity established the approachseimiotic
phenomenologin the discpline of Communicology. In addition, the issueewhpirical and
eidetic methodology within Phenomenology was introduced by Don lhde (1970) in the
discipline of Philosophy. Thus, my erall analysis takes up these various methodological
issues by raising certain theorynstruction concerns which are, in turn, exemplified with
published research drawn from the disciplines of anthropology, communicology, psychology,
and philosophy.

Firgt, it is helpful to recall the foundational review of research methodologies offered
by Karl Jaspers (1913/1963: -33) in which he distinguishetechniques [casestudies,
statistics, experiments] frorfogic: (1) the practical logic of researchl. Collecion of
individual phenomena, 2. Enquiry into connections, 3. Grasp of complex unities], and, (2)
A1 nev mistakesl ire formal logida h at have to be constantly
counting unlimitedé6 ad h o c 6, abceptance béadéess ossibilityunlimited use of
references the impasse created kpbsolutes pseudensight throughterminology. The
failure of Apractical | o g igoaititaiivefl spoecri tail ¢ uslcairelr
model s, whil e the fAmi st dlkapparent mgudlitativefiasloch ag i c
scienceo mod e lamlytiafnpdh ii Ino gpobpeheglda r ad

Given the use ologic to ground methodology, Jaspers offers a succinct statement of

the approach | am taking with my analysis:

Discussion of method akes sense only when there is a concrete case to
consider and when the particular effects can be shown. Discussion of method
in the dstract is painful. Only a concrete logic is valid in the empirical
sciences. Without factual investigations and concretgenal, arguments
become suspended in madt. There is little point in thinking up methods
which are not put into pctice and perhaps never can be.(Jaspers 1913/1963:
37-38).

Phenomenology sets out on a number of taskgvés a concrete description
of the psychic states which patients actually experiencegeesntgthemfor
obsenation. It reviews the interelations of thesejelineategshem as sharply

as possible, differentiates them and creates a suitable terminology. Since we
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never can peeivethe psychic experiences of others in any direct fashion, as
with physical phenomena, we can only make some kind of representation of
them. There has to be an act of empathy, of understanding, to which may be
addedas the caseathands an enumeration of theternal characteristics of the
psychic state or of the conditions under which the phenomena occur, or we
may make sharp compaons or resort to the use of symbols or fall back on a
kind of suggestive handling of the data. Our chief help in all this sdroen

t he p aselfidesariptions,which can be evoked and tested out in the
course of personal conversationskars 1913/1963: 55).

For a detailed explication of thiegic of conversationsee Jaspers profound analysis of
human communication (Jaspel932/1970: 421.03).

It is a commonplace among human scientists that in many cultures the very concepts
of Acultureo and Acommunicati ono aMWaytesmbodi e
is so sets the boundary conditions for examining the mutflaénce of culture as a process
of value transmissiorand communication as a processvalue constitution Recall that
A v al u edscisionsdispayed in verbal and nonverbal behavior. With respect to cultural
transmission, Ma r g a ore the nistera df Gasnily (gdnérationy is & r k
appropriate context for | ater examining Tom
to specify the generatial production, interpretation, and innovation of meaning. To
appreciate the theoretical and appled vance t hat McFeatds researc
briefly review Don | hdeds (1977) i mobly oduct
publication to attempt an explaion of experimental phenomenologyeither philosophy or
the human sciences! Ihdd977: 14) proposes that, following the direction of Edmund
Husserl 0s phenomenol og-dexpaimend ore hetteg dexperiaide h e t h
experimentd that are worked out here attempts to show the way in which phenomenological

i nquiry proceeds. 0
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Theremany theoretical principles involved 1in
research. Before reviewing them briefly, it is helpful to examine an illustration of the theory
construction involved as presented kiig. 1 (compare Table 2). Basically, weeatka to be
aware of the methodological counterpoint to Husserl as a context for understanding. Charles
S. Peirce (2.22229; 2.619644) offers alogic of typologyby which Maurice Merleau
P o n teyisbestial phenomenological methofi(1) Description(19452012: Ixxi) is the use
of Types (2) Reduction(1945/2012: Ixxiv) is the use ofokens and (3)Interpretation
(1945/2012: Ixxxviii) is the use dfones

The Logic of Types (Charles S. Peirce)

Types |—p (Tokens )—>

<Genre?>

The Logic of Abduction* /Adduction** (Charles S. Peirce)

{*Particular, a posteriori; **Universal, a priori}

Rule — (Result )—>

The Logic of Validity and Reliability

NECESSARY SUFFICIENT ACTUAL
CONDITION  [==P> CONDITION Objective
Validity Reliability

Example: Interviewing the Last Living Speaker of English

RECORD the AU
GRAMMAR and == | DIALOGUE cAnEnoee

IN SITU is Alive!
LEXICON

<n=1>

Figure 1.An Exampl e of Rwdealroch Using an i

Ihde makes several important points basedoa Bller | 6 s transcendent al
First, he begins a Athought experimento whi c
in viewing a Necker Cube. This cube is really a drawing in two dimensions of a three
dimensional image of a cube. We are nealihg with any actual object, but rather the visual

representation of a mathematical idea. The unusual properties of the Necker Cube are the
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Aopti cal i 11 usi on o-&visnhe fae that muitipld imagds arp capableai t s v
percetion becage human brain physiology requires a shifting focus on one image at a time
depemling on which parts are abstracted mentally. Second, the thought experiment turns into
ieeaipncee x per i ment so where one Type of images
with its own unique visual characteristics or Tone. Third, this shifting process is possible
because the human consciousness understands by means of the logic of abduction (one
particular expeence). That is to say, an imaggpe of experience) of the N&er Cube is
perceived in one pdality (a token of experience) with one meaning (ane of the
experience). Third, only now is it appropriate to call the necker Cube a thought experiment
because we can now abstract from our experiemgke af thinking (hecessary conditionthat
validates ourconsciousness oéxpere n c e (call ed Aintentional it
method). Without this rule, we would never be able to recognize our experience when it
repeats itself résul), so we conclude that that one am@ experience was sufficient to
understand our experienceel{ability). In short, to expeéence is to understand (aseor
s tord fef ai r so) . I s this example of the Necker
image is a fiction and does not océn the natural world. But, it is the representation of an
idea!

Recall now thatanguageis a representation of the natural world anddiiéural world of
ideas.l hdebdés presentation is merely a variation
investigate our human consciousness of human experience. In Fig. 1, we have a simple
preserdgtion of this complex logic as method. | use the example of a cultural linguist
recording the last know speaker of the English language (imagine it is you!). By faltivé
phenomenological method, the anthropologist is able to interview and record for posterity the
semiotiecsystem known as the English language. This is a synoptic view of how human
culture is a production, interpretation, and innovation of meaningsai¢h® generations of
humankind. Culturally speaking, each generation interviews the previous generation for the
meanings it wants to ggerve, discard, or innovative to a new context as understanding and

memory.

2. Understanding and Communicology

Communcology is the science of human communication where consciousness is constituted

as amedium (not a channel) at four interconnected levels of interaction experience:
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intrapersonal (embodied), interpersonal (dyadic), group (social), anegnotgp (cultur§ as
illustrated inTable 1

Table 1.Communicology Media Levels: Each Level is a Medium.

All concepts discussed in the analysis to follow, especially those presented in the various
figures and tables, are explicated inailets specific studies that are easily referenced
(Lanigan 1988, 1992, 1995a, 2010). My analysis proceeds from the point of view that human
communi@tion is a verbal and gestural form of conscious experience that is culturally
contextualized asliscourse Fig.2 illustrates the standard linguistic frame of reference for
discourse analysis in which each level codes the next level and constrains these correlations:
(1) Parole = Intrapersonal medium, (2langue= Interpersonal medium, (3piscours =

Group medim, and (4Langage= Intergroup medium.



