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6.6 IIETEJI ®NJ/IO/IOI'ISACBIHBIH ©3EKTI MOCEJIEJIEPI
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FREQUENCY AND FUNCTIONAL-SEMANTIC ANALYSIS OF COLOR-DENOTING
ADJECTIVES IN GEORGE ORWELL'S "ANIMAL FARM"

AcasiiueBa AHeus JKacyj1aHOBHA
aslanelya@mail.ru
Crynent ¢akynprera nHOCTpanHoU ¢mnosnorun EHY nuwm. JI.H.I'ymunesa, Acrana, Kazaxcran
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Abstract

This study explores the use of adjectives denoting color in George Orwell's novel Animal Farm
using frequency and functional semantic analysis. By examining the distribution, semantic roles, and
symbolic meaning of color adjectives, this study aims to uncover how J. Orwell uses color as a literary
means to enhance characterization, setting, and thematic development. The analysis shows that colors
such as white, black, red and green are used not only to describe, but also to convey an allegorical
criticism of political systems and human nature in this novel.

Keywords: Animal Farm, George Orwell, political allegory, color symbolism, color-denoting
adjectives, white, black, red, green, textual expressiveness.

1. Introduction

George Orwell's Animal Farm is the quintessence of a political allegory in which the dichotomy
of form is used to criticize the rise of totalitarianism and the disintegration of revolutionary ideals. While
much attention has been given to the novel’s political themes and character archetypes, the role of
adjectives denoting color remains largely unexplored. Colors in literature often carry deep symbolic
meaning, contributing to both the emotional and thematic expressiveness of a text. In Animal Farm colors
such as white, black, red, and green are strategically used to enhance the allegorical depth of the narrative,
reflecting moral and ideological struggles while reinforcing Orwell’s critique of political corruption and
the betrayal of revolutionary principles.

This study aims to identify color-denoting adjectives in Animal Farm, analyze their functional
and semantic roles in characterization, setting, and thematic development, and explore their symbolism
within the novella’s political allegory. By examining how Orwell uses color to shape reader perception,
this research seeks to uncover a previously overlooked layer of meaning, demonstrating how color
symbolism deepens the narrative’s allegorical impact.

To achieve this, the analysis is conducted in two phases:

1.Frequency Analysis — A quantitative examination of the occurrence and distribution of color
adjectives in the text.

2.Functional-Semantic Analysis — A qualitative exploration of how these adjectives contribute
to the narrative's meaning and symbolism.

This research contributes to a deeper understanding of Orwell's literary techniques as well as the
broader role of color in allegorical literature. By focusing on adjectives denoting color, the study provides
a new perspective on the complex relationship between linguistic choices, symbolic imagery, and the
thematic content of Animal Farm. The findings are intended to enrich scholarly discussions about the use
of language as an instrument of political and social criticism.

2. Theoretical Framework

2.1. Linguistic Analysis of Color Terms
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Color terms are fundamental aspects of language and cognition. Linguists Berlin and Kay (1969)
studied the versatility and cultural characteristics of color classification [1]. In the literature, color terms
play a role that goes far beyond their descriptive functions and takes on symbolic and thematic
significance. Authors often use color not only to describe the physical world, but also to evoke complex
emotional reactions of readers, emphasize thematic nuances, and formulate ideological criticism [2]. This
dual functionality allows color terms to work simultaneously on literal and metaphorical levels, thereby
enriching artistic texts with layered meanings that echo cognitive, perceptual, and cultural aspects.

2.2. Functional-Semantic Analysis in Literature

Functional semantic analysis is a critical methodological approach that explores the dichotomy
of linguistic elements, both in terms of their formal functions and in terms of the semantic meaning that
they convey in literary texts. This analytical system systematically examines how the choice of grammar
and lexicon, including modifiers (such as adjectives) affects the overall structure and depth of the
meaning of the narrative. In the specific context of color adjectives, this approach not only examines
their denotative function of describing visual properties, but also explores their connotative role in
character development, setting, and theme development.

Color adjectives are often used as semiotic devices that enrich texts with versatile layers of
cultural, emotional, and symbolic meaning.. For example, an adjective describing a certain shade can
evoke a specific mood, evoke cultural associations, and subtly characterize a person/environment at the
same time. Such a variety of functions highlights the need for a functional-semantic approach. This shows
how closely aesthetic and narrative aspects are intertwined through linguistic choice. This approach is
based on the ideas of systemic functional linguistics, where the relationship between form and meaning
is fundamental to understanding textual communication [3].

2.3. Symbolism of Colors in Allegorical Narratives

In allegorical narratives, colors act as possible symbols that go beyond literal description to
convey layered thematic meanings. White often indicates purity, black symbolizes evil or death, red
represents revolution or bloodshed, and green portrays hope or nature. As Northrop Frye observed, such
recurring symbols encapsulate universal narrative patterns, a perspective that is integral to interpreting
the use of color in George Orwell's "Animal Farm" [4]. Here, these color associations are pivotal in
articulating criticism of power and social transformation.

3. Frequency Analysis of Color-Denoting Adjectives

3.1 Quantitative Overview

A systematic frequency analysis of George Orwell's Animal Farm indicates that color-denoting
adjectives, although not pervasive, are deliberately employed at pivotal narrative moments. This
measured usage echoes findings in the field of color emotion and preference, which suggest that specific
hues carry distinct cultural and psychological associations that shape interpretation [5].

3.2 Distribution of Colors

Drawing on established theories of color symbolism [6], the distribution of color adjectives in
Animal Farm can be categorized as follows:

White: Adjectives about white evoke imagery of snow and purity. Within the narrative, this hue
is linked to moments or characters that embody an idealized state, even as such associations are later
problematized.

Black: Descriptors related to blacks consistently contribute to an atmosphere of oppression and
foreboding. This color is used to evoke the harsh, authoritarian nature of the regime depicted in the text.

Red: Red is primarily associated with revolutionary imagery and the tumult of upheaval. Its usage
underscores themes of passion and violence, reflecting both the fervor of rebellion and its destructive
consequences.
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Green: Adjectives referring to green predominantly evoke natural, pastoral imagery. This color
symbolizes the initial hope and promise of renewal that permeates the early stages of the narrative, even
as that promise is ultimately subverted.

4. Functional-Semantic Analysis

4.1. Characterization Through Color

Colors in "Animal Farm" are often tied to specific characters, emphasizing their roles and moral
alignments:

1. White:

This color white is primarily associated with Snowball, one of the pigs who initially leads the
revolution alongside Napoleon. White symbolizes purity, idealism, and intellectualism, which align with
Snowball's character as a visionary leader. For example:

"Snowball was a more vivacious pig than Napoleon, quicker in speech and more inventive, but
was not considered to have the same depth of character.” (Chapter 2)

Snowball's association with white is further reinforced by his plans for the windmill, which
represent progress and hope. However, as the story progresses, the purity of Snowball's ideals is tainted
by Napoleon's propaganda, which paints him as a traitor. This shift reflects the corruption of
revolutionary ideals.

2. Black:

Black is closely linked to Napoleon, the authoritarian pig representing Joseph Stalin. Black
symbolizes oppression, tyranny, and moral corruption. For example:

"Napoleon was a large, rather fierce-looking Berkshire boar, the only Berkshire on the farm, not
much of a talker, but with a reputation for getting his own way." (Chapter 2)

Napoleon's association with black is evident in his ruthless actions, such as the purge of Snowball
and the execution of animals who oppose him. The color black underscores his role as the embodiment
of evil and dictatorship.

3. Green:

Green is associated with the fields and pastures of Animal Farm, symbolizing hope, fertility, and
the natural world. For example:

"The fields were full of clover and the pasture was rich with grass.”, "The flag was green,
Snowball explained, to represent the green fields of England, while the hoof and horn signified the future
Republic of the Animals which would arise when the human race had been finally overthrown™ (Chapter
3)

The green fields represent the animals' initial hope for a better future after overthrowing Mr.
Jones. However, as the pigs become more oppressive, the green fields serve as a reminder of the lost
promise of the revolution.

4.2. Setting and Atmosphere

Colors also play a significant role in establishing the setting and creating the atmosphere of
Orwell's novella.

Red

The color red is deeply symbolic in "Animal Farm", representing both the revolutionary fervor of
the animals and the bloodshed that accompanies their struggle for freedom. It is used to create a vivid
and often violent atmosphere, reflecting the intensity of the animals' emotions and the brutality of their
circumstances.

Example 1: The Red Flag of Revolution:

The red flag is one of the most prominent symbols in the novel, representing the animals'
revolutionary spirit and their fight for equality.

The flag is described as: "A green field with a hoof and a horn in white, and the words 'Animal
Farm' beneath it in red."
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The red in the flag symbolizes the blood shed by the animals in their struggle against human
oppression. It creates a powerful visual image of the revolution, evoking a sense of pride and unity among
the animals. However, as the pigs consolidate power, the red flag becomes a symbol of their betrayal, as
the original ideals of the revolution are abandoned.

Example 2: The Blood-Stained Ground:

The color red is also used to describe the bloodshed that occurs during the purges and executions,
creating a grim and violent atmosphere.

"And so the tale of confessions and executions went on, until there was a pile of corpses lying
before Napoleon's feet and the air was heavy with the smell of blood, which had been unknown there
since the expulsion of Jones."

The "pile of corpses” and the "smell of blood" evoke a chilling and oppressive atmosphere,
emphasizing the brutality of Napoleon's regime. The red of the blood underscores the violence and
betrayal that characterize the pigs' rule.

White

The color white is used to create a sense of purity, innocence, and new beginnings in "Animal
Farm". However, as the story progresses, the purity associated with white is tainted by the corruption of
the pigs, reflecting the novella’s central theme of the perversion of ideals.

Example 1: The White Snow of Winter:

The white snow that covers Animal Farm during the winter symbolizes a blank slate or a new
beginning.

"The winter was as cold as the last one had been, and food was even shorter. Once again all rations
were reduced, except those of the pigs and the dogs.”

The white snow creates a stark, desolate atmosphere, reflecting the animals' hardships and the
fading hope of the revolution. The purity of the snow is gradually sullied by the pigs' corruption,
symbolizing the loss of innocence and the betrayal of the animals' ideals.

Example 2: The White Paint of Propaganda

The color white is also used in the context of propaganda, as the pigs manipulate the animals’
perceptions and rewrite history.

"The white paint on the barn wall was fresh and bright, covering up the old commandments and
replacing them with new ones that suited the pigs' agenda."

The white paint symbolizes the pigs' attempts to create a facade of purity and legitimacy, masking
the corruption and oppression that lie beneath. The fresh, bright paint creates a deceptive atmosphere of
order and harmony, contrasting sharply with the reality of the animals' suffering.

Black

The color black is often used to create a sense of foreboding, oppression, and despair in "Animal
Farm”. It is associated with moments of darkness, both literal and metaphorical, reflecting the animals’
growing fear and disillusionment under Napoleon's rule.

Example 1: The Dark Nights of Oppression:

As Napoleon consolidates his power, the farm becomes a place of fear and uncertainty. The
darkness of night is frequently described, symbolizing the animals' loss of hope and the oppressive
atmosphere of the farm.

"It was a bitter winter. The stormy weather was followed by sleet and snow, and then by a hard
frost which did not break till well into February. The animals carried on as best they could with the
rebuilding of the windmill, well knowing that the outside world was watching them and that the envious
human beings would rejoice and triumph if the mill were not finished on time."

Here, the "bitter winter" and the "stormy weather" create a dark, cold setting that mirrors the
animals' suffering and the harshness of Napoleon's regime. The darkness of winter reflects the emotional
and psychological oppression the animals endure.
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Example 2: The Execution Scene

One of the most chilling moments in the novel is the execution of animals accused of conspiring
with Snowball. The scene is steeped in darkness, both literally and symbolically:

"And so the tale of confessions and executions went on, until there was a pile of corpses lying
before Napoleon's feet and the air was heavy with the smell of blood, which had been unknown there
since the expulsion of Jones."

The "pile of corpses" and the "smell of blood" evoke a grim, almost gothic atmosphere,
emphasizing the brutality of Napoleon's rule. The darkness of this scene underscores the moral decay of
the farm and the animals’ helplessness in the face of tyranny.

Green

The color green is used to evoke the natural beauty and fertility of the farm, symbolizing hope,
growth, and the promise of a better future. However, as the story progresses, the green fields also serve
as a reminder of the animals' lost dreams.

Example 1: The Lush Pastures of Hope:

At the beginning of the novel, the farm is described as a verdant, idyllic place, full of life and
potential. The green fields symbolize the animals' hope for a better future after the revolution:

"The pasture was rich with grass, and the clover fields stretched out as far as the eye could see. It
was a paradise for the animals, a place where they could live freely and work for themselves."

This description of the "rich grass” and “clover fields" creates a vivid, pastoral setting that reflects
the animals’ optimism and the initial promise of Animalism. The green fields are a symbol of abundance
and freedom, contrasting sharply with the barrenness that comes later.

Example 2: The Fading Green of Lost Dreams:

As the pigs become more corrupt and the animals' lives grow harder, the green fields begin to
lose their vitality. The fading green symbolizes the erosion of hope and the betrayal of the revolution's
ideals:

"The fields, once green and lush, were now overgrown with weeds. The animals worked harder
than ever, but the harvests were meager, and the promise of plenty seemed like a distant memory."

Here, the "overgrown weeds" and "meager harvests" reflect the decline of the farm under
Napoleon's rule. The fading green fields serve as a poignant reminder of the animals’ lost dreams and the
failure of the revolution to deliver on its promises.

The colors red, white, black, and green are used strategically in Orwell’s "Animal Farm". It was
made to establish the setting and atmosphere, reflecting the animals' emotional and psychological states.
Red creates a vivid and commonly violent atmosphere, which symbolises the revolutionary enthusiasm
and bloodshed of animals' struggle. White, in contrast, symbolises purity and new beginnings, but its
meaning is gradually corrupted by the pigs' corruption. It is underscoring the novella's central theme of
the perversion of ideals. Black creates a sense of oppression and despair, while green symbolizes hope
and the promise of a better future. However, as the story progresses, the green fields fade, and the
darkness of Napoleon's rule takes over. It was made for further underscoring the novella's central theme
of the corruption of revolutionary ideals. These examples demonstrate how G. Orwell uses color to
enhance the narrative's emotional and thematic depth of his novel.

4.3. Thematic Development

In Orwell's "Animal Farm", color symbolism plays a central role in developing the novella's
themes, especially the corruption of revolutionary ideals. The narrative builds a thoughtful progression
of color associations. They reflect both the transformation of the political landscape and the moral decay
of the characters. Research in color psychology indicates that specific hues evoke distinct emotional
responses and cultural interpretations [6], a concept that is vividly illustrated throughout the text.

White to Black:
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The progression from white to black summarises the degradation from purity to corruption.
Initially, white connotes hope and innocence, reflecting the early revolutionary spirit and the character
of Snowball. As the narrative progresses with Snowball's exile and the rise of Napoleon, the symbol of
purity, represented by white, gives way to the darkness of black. Black represents tyranny and moral
decay.

Red to Black:

Similarly, the transition from red to black underscores the betrayal of revolutionary ideals. Red,
which initially symbolizes the passionate enthusiasm and collective struggle of the revolution, gradually
gives way to black. This shift mirrors the disintegration of the revolutionary fervor and the emergence of
authoritarian control.

The transition from red to black highlights the betrayal of revolutionary ideals. The red color,
which initially symbolises passionate enthusiasm and collective struggle during the revolution, gradually
gives way to black. This process reflects the weakening of revolutionary enthusiasm and the development
of authoritarian control.

Green to Gray:

The transformation from green to gray further strengthens the theme of lost promise. Green,
representing liveliness and the initial hope for renewal, eventually fades into gray which signifies decay,
desolation, and disillusionment. This change poignantly reflects the deterioration of the animals'
aspirations under the oppressive regime.

4.4. Symbolism and Allegory

Colors in "Animal Farm" are rich in symbolic meaning, which enhances the novella's allegorical
critique of political systems.

1. White as Purity and Corruption:

The color white initially symbolizes the purity of the animals' revolutionary ideals but is later
tainted by the pigs' corruption.

"The snowball (a pun on Snowball's name) that started the revolution was pure and white, but it
quickly turned to slush under the heat of Napoleon's tyranny."”, "*The white snow covered the farm, hiding
the bloodstains of the purges.”

2. Black as Oppression:

Black represents the darkness and oppression of Napoleon's regime, underscoring the novella’s
critique of totalitarianism.

"Napoleon's black boots stomped on the principles of Animalism, crushing the animals' hopes.",
"The black ravens that circled the farm were seen as omens of death and despair.”

3. Red as Revolution and Betrayal:

Red symbolizes the bloodshed and sacrifice of the revolution, as well as the pigs' betrayal of the
animals' cause.

"The red flag of Animal Farm fluttered in the wind, a symbol of the animals' revolutionary spirit.",
"The red blood of the executed animals stained the ground, a grim reminder of the cost of rebellion."”

4. Green as Hope and Loss:

Green represents the animals' hope for a better future, which is gradually lost as the pigs
consolidate power.

"The green fields of Animal Farm stretched out before the animals, a promise of abundance and
freedom.”, "The green paint on the barn faded over time, just as the animals' hopes faded under
Napoleon's rule."

5. Discussion

The use of color in the "Animal Farm™ goes beyond the mere aesthetic design. It also serves as a
key narrative tool that enhances the structure and emotional impact of the text on the reader. Essential to
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the novel's criticism of totalitarianism and the perversion of ideals, the color symbolism demonstrates a
subtle transition from utopian dreams of animal rebellion to the harsh reality of pigs’ dictatorship.

6. Conclusion

This analysis demonstrates that adjectives denoting color in "Animal Farm™ perform more than
mere descriptive function. They also serve as a powerful tool for characterization, theme development,
and allegorical criticism. Carefully using color symbols, G. Orwell masterfully emphasises the deceitful
nature of political corruption and the gradual decline of individual freedom. This study highlighted the
importance of a thorough analysis of the text in order to uncover deeper semantic layers embedded in
this literary work. Future research may focus on cross-cultural and cross-linguistic aspects of color
symbolism in allegorical narratives. And also to study how these literary techniques convey meaning and
evoke emotional reactions in different contexts.
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Annotation

Video games are one of the most significant elements of modern everyday culture and have gained
deserved attention as a subject of study. The man of the modern era has truly become "homo ludens™ -
"a man playing", playing for entertainment, a pleasant pastime, an interesting leisure. Special youth
communities have appeared: gamers, "role-players™, "gamers" - the main form of escape from reality for
whom virtual or "real” games have become [1]. Many gamers today can take virtual characters as their
role models, drawing inspiration from their resilience, moral choices, and personal growth throughout
the game's narrative. The aim of this study is to show one of these characters, describe his biography,
moral growth, and analyze the values that shape his journey and influence players' perceptions.
Keywords: Video games, gamers, values, virtual character

The game | chosen and reasons why?
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