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This paper contains the linguistic, social, and cultural features overview reflected in Chinese media
discourse, specifically in television entertainment content. From the perspective of sociolinguistics
and critical discourse analysis methods, this research aims to reveal amusing discourse’s reality
and cultural peculiarities of contemporary Chinese society by using sociocultural and linguistic
practice. Research is undertaken through discursive and sociocultural analysis. The paper considers
the specific national and cultural mechanisms that have an impact on the linguistic informational
field of Chinese entertainment media.

The objective of this paper is to research a few layers of television discourses in the Chinese
interactive space. Basic features of the chosen genre in Chinese linguistic culture had been analyzed
carefully through entertainment television programs, especially TV shows with beloved national
singers, influencers, artists, and opinion leaders. This type was chosen because of the strong cultural
emphasis, allowing the exploration of morphemes, clauses, and sentences in the language used to
determine the focus of sociocultural influence on the linguistic features of the media discourse ability
of television programs.

Research results should be used in order to develop an understanding of the Chinese socio-
cultural media communication characteristics and strengthen Chinese linguistics and oriental
studies in Ukraine. Discourse analysis is one of the pragmatic methods for studying the sociocultural
impact on linguistics, which is focused on understanding the influence of cognitive and sociocultural
components on the communication of the author and the reader.

The study of two popular music shows («The Treasured Voice 2», «Hidden Singery») discourse
reveals internal social processes and mechanisms in the context of television discourse, the findings
of which were inspired by the work of Norman Fairclough and Kim Christian Schroder, where media
discourse exists within the text and the context of situations as well as under the influence of social
and cultural paradigms.

Key words: Media discourse analysis, Entertainment programs, Chinese television, Linguo-
sociocultural features, Cultural reflection.

Relevance of the topic. The concept of “discourse”
is one of the most intensively articulated in literature,
journalism, and sociology. It refers to highly diverse
mental, cultural and social models. The cultural and
societal matters in media discourse can be analyzed
through interdisciplinary approaches: sociocultural
analysis, linguistic analysis, semiotic and critical
analysis of discourse. The analysis of the “text” as a
frame and additional approaches to its connotations,
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provides with anidea of how the individual’s discourse
reveals it within its cultural and social models.
Analysis of recent research and publications.
The analysis of media discourse has always been
relevant for linguists and for journalists. Media
studies started to merge with discourse/language
analysis around the 1980th, despite the development
of mass communication. Van Dijk noted that
speech is the main semiotic pattern in all forms of
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communication, “despite their common interest
in text, conversation, and communication”, media
studies and linguistic analysis do not overlap. In early
2000, van Dijk used his personal example for news
content analysis combined with content analysis
and discourse-analytic categories or structures to
address social issues in media discourse and related
socio-cultural and cognitive aspects. In 1995 Norman
Fairclough wused post-structuralist, social-critical
approaches to set an agenda for the study of media
and language. In 2004 Wodak and Busch noted that
recent approaches to media texts revealed some
decentralization of the concept of “text” in relation
to other aspects of “discourse”. A comprehensive
analysis of media discourse is reflected in the works
of such foreign linguists as N. Fairclough, A. Bell,
T. van Dijk, R. Wodak, B. Busch, R. Fowler, A. Durant,
D. Crystal, M. Talbot, J. Richardson, D. Tannen. The
scientific works of linguists among domestic scholars
have become an important achievement for media
discursive research, for instance, A. Hryhorash,
M. Zhovtobryukha, O. Matsko, L. Parkhonyuk,
O. Ponomariv, K. Serazhym, O. Serbenska,
L. Stavytska, I. Tyrone and others. Scholars have
directed their efforts toward defining the essence of
mass media discourse in its functional, pragmatic,
cognitive, and speech features. The theoretical
and methodological basis of the paper on Chinese
television discourse as a part of complex discourse
research is comprised of the discourse analysis
theorists’ works: N. Fairclough, R. Wodak, van
Dijk, who developed the theory of critical discourse
analysis; R. Barthes, who developed the semiotic
discourse theories; M. Pecheux, who described
linguistic analysis approaches as automatic analysis
based on the idea, that place, time and socio-
cultural context have an inescapable influence on the
conditions of discourse production. The research is
based on James Paul Gee’s “Discourse” theory.

The objective of the paper is to reveal the
linguistic, social, and cultural aspects at different
levels of Chinese entertainment media discourse;
explore the mechanism of influence of discourse
on the broadcasting of participants and the way
participants influence the formation of discourse;
view providing an illustration of cultural patterns in
Chinese entertainment discourse.

The outline of main findings. According to
sociocultural analysis, discourse is an interactive
element that illuminates the community-based function
of language. Television discourse takes place within
the framework of visual and audio consumption, which
are regulated and generated by television and media

participants [11, p. 2]. Television discourse is described
as a system of linguistic and nonverbal signs as well
as a so-called socio-cultural phenomenon. As a result,
television discourse is a complex communication
signal mechanism that has a significant impact on the
audience and simultaneously becomes subject to the
opposite influence from the latter [10, p. 81].

Television discourse is considered the reflection
of the established semiotic environment [14, p. 42].
This type of discourse is a live, online, or recorded
transmission in a telecommunication situation related
to interactive discourse. Interactive television is
growing in its field of action and is used to refer
to various forms of participation of the television
audience in the creation of television discourse.
Therefore, the development of communication
between the communicator and the recipient becomes
a modern ability known as media interactivity.

It is notable that social changes are occurring
in all aspects of economic, cultural, and political
development in China. This makes the method of
discourse analysis an efficient strategy to study
and understand the rapid stream of social changes.
Norman Fairclough (2003) states that “discourse”
refers to the “use of language in social practice” and
is the “form of social practice” [4, p. 23]. Discourse is
considered to be a complex mechanism of the speech
communication process, which determines the ways
in which society should function according to the
initial cultural data. Therefore, discourse changes are
compliant with Chinese social and cultural changes
in China, and are widely influenced by them. Since
media discourse reflects and shapes social culture,
media discourse has become a field and a subject
of study in Chinese socio-cultural life and a way to
capture its unique features.

Entertainment shows of various genres are the
leading dimension of contemporary Chinese television
discourse. In our study, two entertainment TV shows
were selected for analysis: “Treasured Voice 2” and
“Hidden Singer”. These shows are quite popular in
China, as they easily present cultural patterns in the
speakers’ vocabulary and frequently raise important
social issues. Shows like this are exactly the kind that
combines interviews, everyday conversations, films,
and dramas into one discourse.

For instance, one can observe the indication of
socio-cultural specifics in the following part of “The
Treasured Voice 2” (episode 12). Here, the discussion
is held among the judge and contestant of the show:

M RTHW, BOXKZTRAFEL
ZARZ, WABUHASKRILEE WK XA S,
oz T, IR, JEH K.
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Shang Wenjie: Talking about Zhenning, [I'm
embarrassed to praise my child too much. The only
thing I can say is that today I can see the distance. [
could feel, you've done big progress, really big.

BYRT WA, BN

Li Zhenning: Thank you, boss.

WSkt HBRA AR

Shang Wenjie: It seems a bit weird.

PRAIA: BB T NS LI

Judging panel: It feels like an internal agency
assessment.

From the previous dialogue, one could figure out
that the contestant (Li Zhenning) is a member of Ms.
Shang’s agency (H QK% T — the child of the own
house). This expression is figurative in connotation
and may be explained from the cultural point of view,
as the Chinese culture implies the head of any group is
the “father” of it. Thus, Ms. Shang activates the deep
cultural model by calling the singer as if he were her
child. In addition, the feeling of embarrassment (/>
I = 8% K% — I’'m embarrassed) during speaking
her mind about Li’s performance, reflects the Chinese
mentality tradition of refusing to brag or accept
praise. It is also supported by utterance (IX ™ —
this distance, spacing, range) which has a figurative
meaning and can be explained in two ways.

The first means a path he had done, supported by
the next sentence : HPIBZIRA, FEH K - You
have done big progress, really big). In this case, the
words i B the path and 32 progress are synonyms.

The second meaning of Ms. Shang’s discourse
creates an expression as if she wanted to give her
“child” a hint about the distance to a sufficient level
for better performance. Such teacher-student relations
are also considered iconic in the Chinese cultural
model, established by Confucius. Therefore, the two
participants of this discourse example appear to be a
unit of social structure.

The next episode of the “Hidden Singer”
(episode 11) reflects the dialogue between different
generations in China:

MR WIERAR UL, 4 KOG AL X B &
AR EK o BRONFEFERIAR 2 1 K £ R JEA,
Hog, R, REEA CHREILH,
LERRAC R 2, R B A i AAT e

JJ Lin (41 y.o0.): Let me tell you, I'm very nervous
just sitting here today. Because here are emperors
and empresses of music. I can remember many of the
songs that I have sung, and I used to imitate them

e

o

growing up.
Yoz BEWIRIX 4 Z 07 BT KX —
BEE, RHRIFL. LHEFREAMN

Tl .
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Hsu Ru-yun (47 y.0.): It’s great to be on stage with
so many great singers. Especially with my husbands
idols.

TR HE?

Host: Who is it?

Vranes: ERK, FRER,

Hsu Ru-yun: President Tam, yes, it’s him.

VR K M . (H 3] DL R AR
FEARA L o

Alan Tam (71 y.0.): I can also tell you that your
husband has great taste.

YRz . R dirt.

Hsu Ru-yun: Thank you. I’ll tell him.

FE: A MFERIERESR N, R

iR 5 2k

WA A AL, BARRKRK T KEEE M
?!‘jt l]) 15‘3%?&5 E/ 2:5‘10

Wakin Chau (61 y.0.): One thing that should be
mentioned is that my mother also has great taste.
Of course, it’s about President. My mother grew up
listening to his songs.

VK BE . A DL Rk, 2R B R R L
I

Alan Tam: Can you tell me exactly how many
generations have grown up listening to my songs?

SRR WL RV, LU E A
I ol

Jane Zhang (37 y.o.): I'm the most qualified to say
that I also grew up listening to his songs.

In this part, a famous singer, JJ Lin, expresses his
reverence for his peers (A4 7EIX IR AR KK T
I’'m very nervous just sitting here). He also transfers
his experience given by older experts in studio (&
Zat, KRS, KRGS
fITUE K — Many of the songs that I have sung, and
I used to imitate them growing up) in a way that
brings up China’s cultural model, meaning that the
older generations transfer their experience and so
they are highly esteemed. This attitude trickles down
through the ages and is caused by a traditional cult of
ancestors [9, p. 143].

Moreover, JJ’s discourse is composed of
the understandable comparison of experienced
professionals with the (K £ R 511 — emperors and
empresses). In the past this might have been seen as
blasphemy: no one could compare a man, even if
experienced, with an emperor. However, nowadays
discourse demonstrates a transformation in public
perception, as the audience is quite supportive and
acceptive of such comparisons.

In addition, such discourse has set the ground for
the following discussions in the context of a similar
cultural model. Hsu Ru-yun who is 47 years old,
rises and expresses her admiration for the talents and
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experience of her fellow singers on stage (X4 %
T BT R K —tEA & — to be on stage with so
many great singers), pointing exactly at who should
be receiving the most attention. Since Chinese culture
implies that the eldest person is always the first and
the most important [9, p. 141], all the attention is
given to 71 years old Alan Tam (A% — President
Tam), honoring his experience and age.

By virtue of the fact that Alan Tam is the oldest
member of the experts, almost everyone has listened
to his songs, for instance, 37 years old Jane Zhang
(FRA2 W 25 AA T B K1) — Talso grew up listening
to his songs). Looking at her facial expression and
enthusiasm, it is immediately clear that Alan Tam is
indeed a cultural and folk idol.

The second oldest discussant, Wakin Chau, who is
also a major figure in the history of the Chinese music
industry, also has a point worth mentioning (¥ £}5%
MANERIT AR AR, KR — My mother grew up
listening to his songs). On the one hand, it supports
the cultural model, saying the man is experienced
and has been singing for a long time, even a 60-year-
old participant’s mother listened to him. While at
the same time, this saying has a humorous tone. In
response to a joke from an equal opponent, Alan Tam
responds cheerfully and also in jest (2K
& U — Anyway, how many generations are
there). This discourse reveals a few generations’ cultural
models. Both the show and its audience are multi-
generational. Thus, the social culture of the audience
resonates with the participants in the show and they act
in a context where cultural patterns emerge.

Conclusions and prospects for further research.
The following examples are samples of a linguistic
and cultural reflection of some significant Chinese
cultural aspects. Peculiarities of cultural model

mentality were revealed and reflected in chosen
discourses.

In apolitical shows with short dialogues can be
observed the discourse within the studio walls and
the influence of the viewer on the other side of the
screen. The Chinese paradigm and social model are
so powerful that their influence on the form and
meaning of discourse cannot be denied. Through
given examples of television discourses, it is evident
that the social position and status of the individual, his
thoughts and feelings in the context of the situation
open him as a member of a particular Chinese society.
It is possible to understand the role of the person
in society from the discourse as well as status and
experience.

This all manifests under the pressures of culture
and social mechanisms. Thus several conclusions
can be drawn: television discourse to the extent of
its interactivity has acquired the property of self-
creation; the recipient of the discourse through
interactivity or social mechanisms influences the
meaning of television discourse; communicators of
Chinese television shows use the personal discourse
in the public sphere to attract high ratings; Chinese
television programs, as well as participants, are found
within cultural patterns and this manifests in the
discourse form and meaning.

The further perspective of the discourse in media,
as a research objective, is a really decent study that
can be held in the future: researching discourse
combinations and how they affect each other. There
are plenty of factors describing the media discourse
from the sociocultural perspective, that still haven’t
been clarified. The prospective study comprises a
complete analysis of Chinese media discourse as a
part of Chinese cultural and social identity.
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Xy XK., Cin Usx. KHTAMCBKHM PO3BAKAJIBHUM TEJEIUCKYPC:
COLIOKYJIBTYPHUM ACIHEKT

Ls cmamms micmume 02150 NIHSGICMUYHUX, COYIATLHUX | KYIbMYPHUX 0COOAUBOCMEN, 8I000OPANCEHUX
V KUMaticbKomy MeOiliHoMy OUCKYPCI, 30KpeMd 8 menegi3iliHoMy PO38adiCATbHOMY KOHmMeHmi. 3 mOoyKu 30py
coyioninegicmuku ma memooié KpumuuHo2o OUCKYPC-AHANIZY, Ye OO0CHIONCEeHHsT MAE HA Memi PO3KpUmu
PeanvHicmy po36anCaiIbHO20 OUCKYPCY MA KYAbMYPHI 0COOAUBOCTI CYYACHO20 KUMAUCHLKO20 CYCNilbCmed,
CAUPAIOYUCHL HA COYIOKYIbMYPHY mMa JiHe8icmuyHy npakmuky. JlocniodxcenHs 30iticHeHO 3a 00NOMO20I0
OUCKYPCUBHO20 MA COYIOKYIbMYPHO2O aHanizy. Y cmammi po3ensioaromvcst cneyu@iyni HAyioOHAIbHO-
KVIbMYPHI MEXAHI3MU, AKI GNAUBAIOMb HA MOBHO-IHOpMayitiHe noie KUMAUCLKUX PO38AICATbHUX Medid.

Memoto cmammi € 00CIOAHCEHHS KIIbKOX Wapie menesiziliHux OUCKYPCi8 Y KUMAatiCbKOMY IHMepaKmueHOMy
npocmopi. OCHOBHI pucu 00pano2o Hcaupy 8 KUMauCbKill AiHe80KYIbMypPi OVIU pemelbHO NPOAHANI308aAHT HA
NPUKAAOL PO3BANCANLHUX TELEBISIUHUX NPOSPAM, 30KpeMa meaeuoy 3 Yao01eHuMU HAYiOHATbHUMU CNIBAKAMU,
asmopumemamu, XyOOlCHUKAMUu ma aidepamu epomaocvkoi oymku. Lleu oicanp O6yno obpano uepes 11020
CUNbHULL KYTbIYPHULL AKYEeHM, o 003601UL0 OOCTIOUMU MOPGeM, CIOBOCNOLYUEHHI MA PedeHHs 8 MOGI, KA
BUKOPUCTNOBYEMBCS OIS BUSHAUEHHS (DOKYCY COYIOKVIbIYPHO20 GNAUBY HA JIIHEGICMUYHI 0coOIUB0CTI Media-
OUCKYPCUBHOI CNPOMOIICHOCTNT MeNeBiZIUHUX NPOSPAM.

Pezynomamu 0ocnioscennss moxcyms Oymu GUKOPUCMAHT Ol NO2AUONEHHS PO3YMIHHS 0COOIUBOCHell
KUMAUCbKOI COYioKYTbmypHOL MediakoMyHIKAyii ma po3sumky KUmaicbko2o MOBO3HABCMBA | CXO003HABCMEA
6 Ykpaiui. JJuckypc-ananiz € oOHUM i3 NPASMAMUYHUX MEMOO0I8 BUBYEHHS COYIOKVILIMYPHO2O 6NIUBY HA
JIHEBICMUKY, SAKUU OPIEHMOBAHUL HA PO3YMIHHS GNIUGY KOSHIMUBHUX | COYIOKYIbIMYPHUX KOMNOHEHMI8 Hd
KOMYHIKayiio agmopa i yumaua.

Jlocrioocennss ouckypcy 08ox nonyiusapuux mysuunux woy (“The Treasured Voice 27, “Hidden Singer”)
PO3KPUBAE BHYMPIWHI COYIANbHI NpoYecu ma MexaHizmu 8 KOHMeKCmi menesizitiioeo OUCKYPCY, HA 8UBYEHHS
K020 naouxuynu pooomu Hopmana @eprrapa ma Kim Kpicmiana [llpedepa, 0e mediaduckypc icnye 6 mesxicax
meKcmy ma KOHMeKCmy cumyayii, a maxkoxic nio 6NIU80M COYIANbHUX MA KVIbIMYPHUX NaApaousm.

Kniouosi cnoea: ananiz mediaduckypcy, po3eadcalvbHi npoepamiu, Kumaticbke —menedaueHms,
JIEH2BOCOYIOKYIbMYPHI 0COOIUBOCI, KYIbMYPHA PehreKcisl.
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