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 Abstract. The article presents a multimodal model of fairy-tale therapy 
based on the sequential transformation of a fairy-tale narrative across 
different semiotic systems – verbal, visual, and performative. The study 
aims to provide a theoretical rationale for, and test, a model in which a 
story created by a child does not remain a completed verbal text but 
becomes the starting material for further elaboration through 
illustration, discussion, dramatisation, and reflection. The research 
methodology includes observation, analysis of creative products, 
qualitative content analysis of children's fairy tales and illustrations, 
analysis of dramatisation and staging processes, and comparison of 
how the same content is represented across different modalities. 

Multimodal fairy-tale therapy is conceptualised as an integrated process 
in which meaning is progressively reconstructed as it moves from word 
to image and from image to action. The verbal component involves 
creating a fairy tale narrative in which, through the figure of the 
protagonist, a problematic situation, a goal, obstacles, resources, and 
ways of overcoming difficulties, the child can indirectly represent 
experiences, emotions, wishes, and ideas. The visual modality expands 
the fairy tale's semantic space through colour, composition, symbols, 
spatial arrangement of characters, and details not always explicitly 
represented in the verbal text. The performative component translates 
fairy tale content into action through role enactment, voice, movement, 
interaction, and improvisation. 

The model's practical testing indicates that, during transitions between 
modalities, the core semantic structure of a fairy tale may remain 
stable. At the same time, individual images, character traits, emotional 
emphases, and ways of resolving a problem may be specified, 
supplemented, or transformed. The study's scientific novelty lies in 
conceptualising fairy-tale therapeutic work as a process of multimodal 
meaning-making in which text, image, and performative action form an 
interconnected system. The practical significance of the proposed 
model lies in its potential application in pedagogical, psychological, and 
art-therapeutic work with children and adolescents. 

Keywords: fairy-tale therapy; multimodality; fairy-tale narrative; 
visualisation; dramatisation; art therapy.   

 

INTRODUCTION 

Contemporary psychological and pedagogical 
practices increasingly draw on methods that 
combine the symbolic interpretation of experi-
ence, creative activity, and communication. Fairy-
tale therapy is one such approach, using the po-

tential of fairy-tale narrative to support the de-
velopment of children's emotional sphere, 
speech, imagination, reflection, social skills, and 
creative self-expression [1; 5; 12]. A fairy tale 
creates a distinctive symbolic space in which 
complex life situations may be represented indi-
rectly through a protagonist, a system of charac-
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ters, plot-related trials, metaphors, and models 
for overcoming difficulties. This capacity of fairy-
tale narrative to combine emotional involvement 
with psychological distance accounts for its par-
ticular importance in contemporary educational 
and art-therapeutic practices [1; 12]. 

The scholarly interpretation of the fairy tale as a 
psychological and pedagogical resource has a 
long tradition. B. Bettelheim examined the signif-
icance of fairy tale plots for children's personal 
development and for the symbolic interpretation 
of internal conflicts. D. Brett developed a model 
of therapeutic stories in which children interact 
indirectly with problematic life situations 
through identification with a character. Within 
analytical psychology, C. G. Jung interpreted 
fairy-tale images as manifestations of archetypes 
in the collective unconscious. At the same time, 
M.-L. von Franz developed the idea of the fairy 
tale as a universal symbolic structure reflecting 
fundamental patterns of human experience [12]. 

In Ukrainian scholarship, fairy tale therapy has 
primarily been conceptualised as a psychological, 
pedagogical, and art-therapeutic method. I. 
Shestopal systematised ways of using fairy tales 
in psychodiagnostic and corrective work with 
children, including analysing responses to a pre-
existing text, retelling a favourite fairy tale, creat-
ing an original fairy-tale story, and working with 
a metaphorically framed problematic situation. 
N. Lisnevska examined fairy-tale therapy as a 
psychotherapeutic method influencing the psy-
chological state of preschool children and de-
scribed its principles, functions, typology of fairy 
tales, and methods of practical application. S. Po-
tiuk considered fairy-tale therapy as a factor in 
promoting a healthy lifestyle among primary 
school pupils, emphasising its educational, de-
velopmental, and health-preserving potential [2]. 
D. Maiborodiuk investigated the role of fairy-tale 
therapy in developing the value-semantic con-
sciousness of primary school pupils and the pos-
sibilities of using didactic, developmental, and 
educational fairy tales in the learning process [3]. 

A separate line of research concerns the commu-
nicative and speech-development potential of 
fairy-tale therapy. Z. Akynova substantiated the 
possibilities of fairy-tale therapy as a means of 
developing the communication skills of preschool 
children and examined storytelling, story crea-
tion, drawing, and dramatisation, as well as the 
role of specially organised activities in develop-
ing expressiveness, accuracy, and semantic or-
ganisation of speech [5]. The works of L. Kal-

mykova, N. Kharchenko, and I. Mysan emphasise 
the importance of fairy-tale therapy for chil-
dren's speech development and for working with 
the consequences of psychologically distressing 
situations. M. Pashynska associates the use of 
fairy tales with the development of emotional 
intelligence, social skills, and children's mental 
well-being. 

I. Tymkiv made an important contribution to the 
interdisciplinary understanding of fairy-tale 
therapy by examining it in philosophical-
educational and art-therapeutic contexts [1]. The 
researcher systematised fairy-tale classifications, 
analysed their axiological, worldview-related, 
and cultural potential, and described the integra-
tion of fairy-tale therapy with visual art therapy, 
music therapy, dance and movement practices, 
and theatrical activities [1]. This approach mat-
ters because it takes fairy-tale therapy beyond 
exclusively verbal work and opens the possibility 
of integrating different modes of creative expres-
sion. 

This circumstance defines the research gap. De-
spite substantial theoretical and practical schol-
arship on fairy-tale therapy, its multimodal or-
ganisation as an integrated model remains insuf-
ficiently substantiated. In such a model, the same 
fairy-tale content moves sequentially from verbal 
to visual and then to performative form. It also 
remains insufficiently explored what new seman-
tic possibilities emerge during such intermodal 
transformation and how word, image, and action 
interact within a single fairy-tale therapeutic 
process. The concept of multimodality is particu-
larly relevant here because meaning is not simply 
reproduced when transferred from one mode to 
another; rather, it is reconfigured in accordance 
with the affordances of each semiotic system [8; 
9]. 

The study aims to theoretically substantiate and 
test a multimodal model of fairy-tale therapy in-
tegrating verbal, visual, and performative prac-
tices in working with children's fairy-tale narra-
tives. 

To achieve this aim, the following objectives were 
defined: to systematise scholarly approaches to 
integrating fairy-tale therapy with different 
forms of creative activity; to substantiate the 
structural components of the multimodal model 
of fairy-tale therapy; to describe the mechanisms 
through which fairy-tale narratives move be-
tween verbal, visual, and performative modali-
ties; to identify practical possibilities for applying 
the proposed model in work with children. 
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The research hypothesis is that the sequential 
transformation of a fairy-tale narrative through 
word, visual image, and performative action ex-
pands the possibilities of fairy-tale therapeutic 
work because each modality activates different 
ways of interpreting, expressing, and reinterpret-
ing children's experience. 

 

METHODOLOGY 

The study examines the possibilities of integrat-
ing verbal, visual, and performative modalities 
into fairy-tale therapy practice. The primary fo-
cus was the process through which a fairy-tale 
narrative is created, developed, and reinterpret-
ed across different forms of creative activity. Ac-
cordingly, the study examined how a child con-
structs a fairy-tale story verbally, supplements or 
transforms it through visual representation, and 
then transfers particular images, situations, and 
meanings into theatrical action. 

The empirical material was obtained during a 
series of creative fairy-tale therapy sessions con-
ducted with children and adolescents. The activi-
ties were organised in a group format and in-
volved participants' sequential engagement in 
several interconnected activities: creating an 
original fairy tale, interpreting it visually through 
illustration, discussing the stories produced, and 
embodying the fairy-tale material through per-
formance. This organisation made it possible to 
trace the changes that occurred as the fairy-tale 
content moved from one form of representation 
to another. 

The verbal stage involved the participants creat-
ing their own fairy-tale stories. The children 
were not provided with a ready-made text to re-
produce or interpret. They independently de-
termined the characters, the setting, the situation 
the protagonist encountered, the protagonist's 
actions, and the story's ending. At the same time, 
the activity followed an organised structure: 
when necessary, participants were offered ques-
tions and creative prompts that helped them de-
velop the plot without determining its content. 
This approach was fundamental to the study be-
cause it preserved the child's authorship and 
prevented an adult-determined model from re-
placing the child's narrative logic. 

The next stage involved visually representing the 
fairy-tale material. Illustration was treated not as 
a decorative supplement to the written text but 
as an independent means of engaging with the 
story that had been created. Participants inde-

pendently chose which episode, character, object, 
or situation they wished to visualise. This made it 
possible to identify which elements of the verbal 
narrative acquired particular significance for the 
author when transferred into another semiotic 
system. The analysis focused not on artistic skill 
but on the choice of objects represented, the rela-
tionships between characters, the spatial organi-
sation of the composition, recurring symbolic el-
ements, and the emergence of new details not 
explicitly represented in the verbal text. This ap-
proach aligns with the view of visual representa-
tion as an autonomous mode of meaning-making 
rather than a secondary reproduction of verbal 
content [8; 9]. 

The performative component involved transfer-
ring the fairy-tale material into the domain of ac-
tion. For this purpose, we used elements of 
dramatisation, role-based reading, and stage in-
terpretation. We paid particular attention to how 
the fairy-tale material changed during enact-
ment: which episodes participants selected for 
stage representation, which characters became 
foregrounded, which lines emerged directly 
through interaction, and how textual descrip-
tions were transformed into dialogue, gesture, 
movement, or action. In this context, performa-
tivity was understood more broadly than the 
simple staging of a written work; it involved rein-
terpreting fairy-tale content through bodily, vo-
cal, and interpersonal interaction. 

The principal method of empirical data collection 
was participant pedagogical observation. The re-
searcher conducted observations throughout all 
stages of the activities, covering participants' en-
gagement in the creative process, their ways of 
selecting and developing plots, interaction during 
group work, responses to transitions between 
creative activities, and changes during discussion 
and stage enactment of the fairy tales. The re-
searcher systematically recorded particular fea-
tures of the multimodal process during observa-
tion. 

A second source of empirical material consisted 
of the products of children's creative activity – 
their original fairy tales and accompanying illus-
trations. We examined these materials using 
qualitative content analysis. We analysed the 
fairy-tale texts according to several semantic pa-
rameters: type of protagonist; nature of the initial 
situation; problem or challenge; protagonist's 
goal; presence and nature of assistance; ways of 
resolving the problematic situation; type of end-
ing; and major emotional and value-related 
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meanings. We also recorded recurring images 
and motifs across different texts; however, we 
did not automatically interpret their frequency as 
evidence of a particular psychological state in the 
child. 

We analysed the visual materials in relation to 
their corresponding verbal texts. A methodologi-
cally important principle was to avoid projective 
interpretations of individual colours, shapes, or 
details without additional evidence. Instead, the 
analysis examined how the author transferred 
the content of their own fairy tale into the visual 
modality: what was retained from the original 
text, what was reduced, which components be-
came visually dominant, and which new ele-
ments emerged during illustration. Accordingly, 
the visual materials were approached as another 
form of semantic organisation rather than as di-
rect psychodiagnostic evidence [9]. 

A comparative analysis was employed to investi-
gate interaction between modalities. The verbal 
version of each fairy tale was compared with its 
visual and, where possible, performative embod-
iment. The comparison followed the principle of 
"preservation – transformation – supplementa-
tion": the analysis identified which elements of 
the original narrative remained unchanged, 
which acquired a different meaning or form of 
expression, and which emerged only during the 
transition to a new modality. This approach 
made it possible to conceptualise multimodality 
not as a mechanical combination of several crea-
tive techniques but as a process of successive 
semantic transformation of the fairy-tale narra-
tive [8]. 

An important methodological limitation is the 
absence of standardised psychodiagnostic meas-
urement before and after the sessions. Conse-
quently, the findings do not provide grounds to 
claim a clinically confirmed psychotherapeutic 
effect of the proposed model or quantitatively 
measurable changes in participants' psychologi-
cal state. In this study, the term fairy-tale therapy 
refers to a psychological-pedagogical and art-
therapeutic practice involving work with fairy-
tale narratives. The primary object of investiga-
tion is its multimodal organisation and the possi-
bilities created by transitions between different 
modes of creative expression. 

Thus, the study followed the methodological se-
quence "creation – visualisation – performative 
enactment – reflection," while its analytical logic 
compared representations of the same fairy-tale 
content across modalities. This approach allowed 

us to examine the fairy tale not merely as a com-
pleted verbal product but as a dynamic narrative 
that changes, becomes more specific, and ac-
quires additional meanings as it moves from 
word to image and from image to action. 

 

RESULTS AND DISCUSSIONS 

Traditional approaches to fairy-tale therapy have 
largely focused on the verbal nature of the fairy 
tale: listening to, reading, creating, retelling, ana-
lysing, or rewriting stories [1; 2; 3; 5]. However, a 
created story can be continued through drawing, 
transformed into stage action, or supplemented 
by gesture, movement, intonation, and dialogue. 
In each case, the situation is reconstructed 
through the resources of another semiotic sys-
tem. This capacity of fairy-tale narrative forms 
the basis of the proposed multimodal model of 
fairy-tale therapy. 

By a multimodal model of fairy-tale therapy, we 
mean an organisation of work with fairy-tale 
narrative in which content personally meaningful 
to the child is sequentially represented and 
transformed across verbal, visual, and performa-
tive modalities. In contrast, transitions between 
these modalities create opportunities for sup-
plementation, reinterpretation, and reflective 
elaboration. The model's defining characteristic 
is therefore not the number of creative tech-
niques employed but the semantic continuity be-
tween different forms of expression [8; 9]. 

The model comprises three basic modalities: 
verbal, visual, and performative. Each subse-
quent modality builds upon the preceding one 
without simply duplicating it. 

The starting point of the model is the child's ex-
perience – not necessarily a specific biographical 
event, but a broader range of experiences, per-
ceptions, fears, wishes, fantasies, cultural images, 
and models of interaction with others. Crucially, 
the fairy-tale text does not reproduce this experi-
ence literally. A metaphorical distance emerges 
between experience and the story created: a real 
person may become a fantastic character, a prob-
lem may be transformed into a challenge, and a 
desired outcome may take the form of a search 
for a magical object, a road, a home, a helper, or a 
way of overcoming an obstacle. 

Therefore, the first transition in the proposed 
model is the transition from experience to narra-
tive. 
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The second level of the model emerges when the 
created story moves from the verbal into the vis-
ual domain. At first glance, an illustration may 
appear to reproduce what has already been ex-
pressed in words. However, there is no complete 
semantic equivalence between text and image 
[9]. 

A verbal narrative unfolds sequentially: one 
event follows another. An image, by contrast, can 
simultaneously represent a character, a setting, 
objects, their relationships, and emotionally sig-
nificant details. The child must therefore select 
what to represent visually from the entire story. 
The act of selection itself constitutes an act of in-
terpretation. 

During illustration, an intermodal translation 
takes place: a verbal image must be transformed 
into colour, form, composition, and spatial rela-
tionships. In this process, some of the original 
information is inevitably reduced, other elements 
become more specific, and certain meanings may 
emerge for the first time. A character mentioned 
only briefly in the text may become the composi-
tional centre of the drawing; an object with little 
narrative significance may receive strong visual 
emphasis; and a setting scarcely described in 
words may acquire extensive visual detail. 

Between the visual and performative modalities, 
discussion occupies a distinctive position. It does 
not constitute an independent semiotic system in 
the same sense as word, image, or stage action, 
and therefore we do not define it as a fourth basic 
modality. Its function is different: it serves as a 
reflective transitional mechanism. 

During discussion, the child effectively encoun-
ters the story they have created for a second 
time. Questions concerning the protagonist, their 
choices, the reasons for a particular action, the 
possibility of an alternative ending, or the signifi-
cance of a particular detail encourage a transition 
from creation to interpretation. The author of the 
fairy tale simultaneously becomes its reader and 
commentator. 

The social dimension of this process matters as 
much as the individual one. A fairy tale that once 
existed primarily within the author's individual 
creative space becomes the object of shared at-
tention. Other participants may notice elements 
that the author had not considered, ask ques-
tions, or suggest an alternative perspective on 
the situation. Meaning therefore ceases to be con-
fined to the original authorial intention and ac-
quires a dialogical character. 

The most complex transformation occurs when 
the fairy-tale narrative moves into the performa-
tive modality. Whereas in the text the protagonist 
exists as a verbal construction and in the drawing 
as a visual image, dramatisation gives the charac-
ter a voice, movement, intonation, and gesture. It 
places them in direct interaction with other char-
acters. 

Stage enactment fundamentally changes the fairy 
tale's mode of existence. Written material can be 
revised, and a drawing can be supplemented, 
whereas action unfolds here and now and re-
quires a response to another participant. For this 
reason, dramatisation activates aspects of the 
story that may have remained implicit in verbal 
or visual form. A description of conflict becomes 
interaction; an internal monologue becomes an 
utterance; and a character description becomes a 
particular way of speaking, moving, and respond-
ing. 

Another intermodal transition therefore occurs – 
from representation to enactment. The child no 
longer merely tells or shows what a character 
does but, for a certain period, acts on the charac-
ter's behalf. At the same time, dramatisation 
should not be interpreted as the literal "reliving 
of trauma" or as an automatic therapeutic mech-
anism. Within the proposed model, it offers an 
opportunity to explore how the constructed situ-
ation may develop within the symbolically organ-
ised space of the fairy tale. 

The performative modality demonstrates the 
openness of fairy-tale narrative particularly 
clearly. During enactment, new lines may 
emerge, characters' motivations may change, and 
additional ways of resolving the conflict may ap-
pear. Thus, dramatisation does not simply com-
plete the story; it transforms it once again. 

The final stage of the model is reflection. Its pur-
pose is to create an opportunity to compare dif-
ferent versions of the same content: what the 
story was like initially, what changed in the illus-
tration, how it developed during dramatisation, 
and what proved unexpected for the author. 

At this level, it becomes clear that the model can-
not be adequately described solely by the formu-
la: 

 

Verbal Visual Performative
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This formula reflects its basic architecture but 
does not convey its internal dynamics. A more 

complete structure is as follows: 

 

 

 

The final component may potentially return the 
participant to the beginning of a new cycle. Fol-
lowing enactment, the child may rewrite the fairy 
tale, alter the illustration, create a continuation, 

formulate a different ending, or identify a new 
protagonist. The model therefore has a cyclical-
recursive structure: 

 

 

 

Thus, the model's central mechanism is the in-
termodal transformation of meaning. The fairy 
tale moves from word to image, from image and 
word to action, and subsequently returns to the 
domain of reflection. At each transition, certain 
elements are preserved, others are reduced or 

transformed, while still others emerge for the 
first time. 

This proposition makes it possible to distinguish 
multimodal fairy-tale therapy from a simple 
combination of creative writing, drawing, and 
theatrical activities. A collection of different activ-
ities does not in itself constitute a multimodal 

experience 
/ emotion 

narrativizat
ion

visualizatio
n 

reinterpret
ation 

performati
ve 

enactment 
reflection.

RECONSTRUCTION OF MEANING

REFLECTION

PERFORMATIVE MODALITY

recoding image and narrative into action

DISCUSSION / REINTERPRETATION

comparison, interpretation, supplementation

VISUAL MODALITY

recoding the narrative into an image

VERBAL MODALITY

creation of a fairy-tale narrative

EXPERIENCE / EMOTION
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model. Such a model emerges only when the 
same semantic complex passes sequentially 
through different systems of representation and 
when the outcome of one stage becomes the ma-
terial for the next [8; 9]. 

Accordingly, the unit of multimodal work is not 
an individual fairy tale, drawing, or performance, 
but rather the trajectory of meaning transfor-
mation between them. This constitutes the fun-
damental feature of the proposed model: the 
fairy-tale narrative is understood not as a com-
pleted text but as a dynamic semantic construc-
tion unfolding through word, image, action, and 
reflection. This approach broadens the tradition-
al understanding of work with fairy tales and 
provides a theoretical basis for further investiga-
tion of multimodal fairy-tale therapy practices in 
educational and sociocultural contexts. 

The verbal component is the starting point of the 
proposed multimodal model of fairy-tale therapy. 
It is based not on receiving a ready-made fairy-
tale text but on the child creating an original sto-
ry. This approach fundamentally changes the 
child's position: instead of remaining a reader or 

listener, the child becomes an author who inde-
pendently chooses the protagonist, constructs 
the fictional world, introduces a problem, selects 
ways of resolving it, and defines the boundaries 
of what is possible within the imagined reality. 

Creating an original fairy tale gives the child far 
more freedom in meaning-making than working 
with a pre-existing text. In a familiar fairy tale, 
the system of characters, conflict, and ending 
have already been determined, whereas in an 
original narrative the child makes these decisions 
independently. The child decides who the pro-
tagonist will be, what the protagonist will seek, 
what will prevent the goal from being achieved, 
who or what may help overcome the obstacle, 
and how the story will end. For this reason, the 
resulting text is significant not only as a product 
of creative activity but also as a process of con-
structing a particular model of a situation. 

Within the proposed model, the verbal compo-
nent can be represented by the following narra-
tive structure: 

 

 

 

This sequence should not become a rigid algo-
rithm that restricts the child's imagination. Its 
primary function is to provide a framework for 
developing the story. Individual elements may 
change position, recur, or be absent altogether. 
The protagonist may have several goals, face a 
series of obstacles, refuse assistance, make mis-
takes, return to the starting point, or discover a 
solution not anticipated at the beginning of the 
narrative. In this context, structural variability is 
not a deviation from the model but a natural fea-
ture of an original fairy-tale narrative. 

The choice of protagonist is particularly signifi-
cant. The protagonist organises the fictional 
world around them and becomes the centre of 
subsequent narrative development. A child may 
create a character who bears no outward resem-
blance to them: an animal, a fantastic creature, a 
magical object, a superhero, or an inhabitant of 

another planet. At the same time, such a charac-
ter makes it possible to approach emotionally 
significant themes indirectly. The metaphorical 
and symbolic nature of fairy-tale narrative pro-
vides a space in which personally meaningful 
content can be represented without requiring 
direct autobiographical disclosure [1; 7; 12]. 

We define this characteristic through the concept 
of fairy-tale distance. A symbolic space exists be-
tween the child and the character they create: 
events happen not to the author but to the pro-
tagonist; the problem belongs to the protagonist; 
fear, doubt, loneliness, the desire to succeed, or 
the need for assistance also formally belong to 
the character. This enables the child to engage 
with complex or emotionally charged content 
without shifting into a direct account of personal 
experience. 

protagonist problem goal obstacle
helper / 
resource 

solution ending
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Fairy-tale distance, however, does not imply a 
complete separation of the fictional story from 
the author's personal experience. Its distinctive 
feature lies precisely in the combination of prox-
imity and distance. A child can approach a par-
ticular theme as far as they are prepared to, 
while maintaining a protective space of fictional 
convention between themselves and the story. 
The child is not required to explain why the pro-
tagonist is afraid, whom a particular character 
resembles, or whether a similar situation has oc-
curred in their own life. A fairy tale makes it pos-
sible to express something significant without 
explicitly saying, "this happened to me." 

For this reason, it would be methodologically 
questionable to identify the protagonist directly 
with the author or to interpret every element of 
the fairy tale as a projection of an actual life situa-
tion. If a character is left alone, this does not nec-
essarily mean that the child is experiencing lone-
liness; the appearance of a threatening character 
is not automatic evidence of fear or traumatic 
experience. A fairy-tale text draws on multiple 
sources, including literature, folklore, animated 
films, computer games, stories heard from oth-
ers, cultural models, and the child's own imagina-
tion. It should therefore be analysed not as a di-
rect psychological "document" but as a space of 
possible meanings. 

The next structural element, the problem, initi-
ates the development of fairy-tale action. The es-
tablished order is disrupted: the protagonist los-
es something, encounters the unknown, meets an 
antagonist, cannot achieve something desired, or 
must make a choice. This problem transforms a 
description of a character into a story. 

The goal is equally important. It directs the pro-
tagonist's actions and makes it possible to identi-
fy not only what the character seeks to escape 
from but also what they are moving towards. In 
children's fairy-tale narratives, a goal may be 
concrete – finding a magical key, returning home, 
rescuing a friend – or may carry a more complex 
semantic meaning, such as becoming stronger, 
finding friends, being heard, demonstrating one's 
capabilities, or restoring justice. 

Between the goal and its achievement stands an 
obstacle. The obstacle creates space to explore 
alternative courses of action. What matters is not 
only the nature of the obstacle but also what the 
protagonist does in response to it: avoids it, 
overcomes it independently, asks for assistance, 
changes strategy, negotiates, retreats, or recon-

siders the original goal. At this point, the fairy 
tale gains modelling potential. Within the fiction-
al world, different scenarios can be explored 
without real-world consequences; the narrative 
can return to an earlier point, a decision can be 
changed, or an alternative ending can be con-
structed. 

The helper/resource occupies a particular posi-
tion within this structure. In traditional fairy ta-
les, a magical character or object often assists, 
whereas in children's original stories a resource 
may take a wide variety of forms. Help may come 
from a friend, family, an animal, an unexpected 
encounter, knowledge, the protagonist's ingenui-
ty, courage, patience, or willingness to seek sup-
port. What matters is the emergence of a possi-
bility unavailable to the protagonist at the begin-
ning of the story. 

The categories of solution and ending should also 
be distinguished. The solution addresses how the 
protagonist responds to the problem, whereas 
the ending shows the consequences of that ac-
tion. This distinction highlights the processual 
nature of fairy-tale narrative: what matters is not 
only a happy ending but also the path the charac-
ter takes to reach it. Moreover, an ending need 
not be unequivocally positive. An open, unex-
pected, or even unfinished ending may also con-
stitute a meaningful authorial strategy and does 
not require compulsory correction by an adult. 

This reflects one of the fundamental conditions of 
working with an original fairy tale: the adult 
should not complete the child's meaning for the 
child. Questions may stimulate narrative devel-
opment – "What happened next?", "What did the 
protagonist want?", "Who could help?", "Did the 
protagonist have another choice?" – but they 
should not direct the child towards a predeter-
mined "correct" answer. Otherwise, the fairy-tale 
space loses its openness, and the child's narrative 
begins to reproduce the adult's expectations. 

Thus, creating an original fairy tale performs a 
dual function within the multimodal model. On 
the one hand, it provides symbolic distance, al-
lowing emotionally significant content to be rep-
resented through characters, events, and fantas-
tic circumstances without requiring direct self-
disclosure. On the other hand, it creates a space 
for modelling in which different behavioural op-
tions can be constructed, resources introduced, 
the course of events altered, and alternative ways 
of resolving a situation explored. 
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The verbal component should therefore not be 
reduced to an exercise in creative writing. Within 
multimodal fairy-tale therapy, it creates the ini-
tial semantic matrix that then moves into other 
forms of representation. The protagonist, prob-
lem, obstacle, resource, and solution, initially 
constructed through words, acquire new inter-
pretations through illustration, discussion, and 
dramatisation. It is at this point that the subse-
quent intermodal transformation of fairy-tale 
meaning begins. 

The visual component of multimodal fairy-tale 
therapy involves the transition from a verbally 
constructed story to its visual embodiment. The 
child illustrates their own fairy tale or a text cre-
ated by another participant and, in doing so, rein-
terprets the story through another semiotic sys-
tem. This shift in the mode of representation is 
fundamental: an image does not merely accom-
pany the text but creates a visual version of it, 
which may correspond only partially to the ver-
bal narrative [8; 9]. 

Whereas at the verbal stage the child works with 
words, sentences, sequences of events, and caus-
al relationships, during illustration meaning is 
organised through colour, form, space, composi-
tion, scale, symbol, detail, and the relative posi-
tioning of characters. The very logic of represen-
tation changes. A text unfolds over time, from be-
ginning to end, whereas an image presents a se-
lected fragment of the story simultaneously. The 
transition from text to image therefore inevitably 
involves selection: the child must decide which 
elements of the entire fairy tale to represent. 

This selection is one of the most significant as-
pects of multimodal analysis. A child may draw 
the climax, the protagonist, a helper, a threaten-
ing space, a happy ending, or, conversely, an epi-
sode that occupied only a few words in the text. 
Thus, the significance of an element in visual rep-
resentation does not necessarily correspond to 
its textual extent or narrative role in the verbal 
version. 

For this reason, the central analytical question is 
not "What does this drawing mean?" but rather: 

What appears in the visual version of the fairy 
tale that was not verbalised in the text? 

Framing the question in this way fundamentally 
changes the logic of analysis. The drawing is not 
used as material from which to infer hidden psy-
chological characteristics of the child. Instead, 
two forms of existence of the same fairy-tale con-

tent – verbal and visual – are compared. The ob-
ject of analysis is not an isolated symbol as such 
but the transformation of meaning during the 
transition between modalities [8; 9]. 

Several types of relationships between text and 
illustration may emerge during this transition. 
Some elements may be preserved: a protagonist 
described in the fairy tale remains the central 
figure in the drawing; a setting named in the text 
receives a corresponding visual representation; 
or a key event is reproduced visually. Other com-
ponents may be specified: a character whose ap-
pearance is not described in the text acquires 
particular physical features, clothing, or facial 
expression; an unspecified "forest" acquires col-
our, scale, lighting, and detail. 

Reduction may also occur. Certain characters or 
events that are important to the development of 
the plot may not appear in the drawing at all. 
This is particularly revealing because visualisa-
tion requires the author to establish a hierarchy 
of elements: not everything narrated becomes 
visually represented. 

Finally, the most significant phenomenon for 
multimodal analysis is semantic expansion – the 
emergence in visual representation of compo-
nents absent from the verbal text. These may in-
clude new characters, objects, symbols, natural 
phenomena, spatial characteristics, colour con-
trasts, distances between characters, facial ex-
pressions, gestures, or decorative elements. In 
such cases, the drawing does not reproduce the 
fairy tale but instead continues it effectively. 

For example, the text may state that the protago-
nist "set out on a journey," while the drawing de-
picts a road dividing into several directions. The 
fairy tale may contain no description of the rela-
tionship between two characters, yet the illustra-
tion may place them next to one another or, con-
versely, at a considerable distance. A helper may 
appear in only one episode of the text but occupy 
a position next to the protagonist in the visual 
composition. Such discrepancies do not justify 
automatically assigning psychological causes to 
the child's choices, but they are important for 
understanding how fairy-tale meaning changes 
through visualisation. 

Space has particular analytical value. In verbal 
fairy tales, it is often indicated in generalised 
terms: "far away," "in the forest," "in a magical 
kingdom," or "at home." The visual modality re-
quires spatial specification. The child establishes 
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the boundaries of the fictional world, positions 
characters within it, and constructs distances, 
centres, and peripheries. The protagonist may be 
represented inside a protected space or in an 
open environment, among other characters or 
separated from them, at the centre of the compo-
sition or at its edge. Record these features as el-
ements of visual narrative organisation without 
assigning them predetermined psychological 
meanings [9]. 

The same principle applies to colour. Colour may 
intensify contrast between characters, distin-
guish different spaces, emphasise a particular 
object, or create the image's overall tonality. Its 
meaning, however, should not be determined 
through universal formulas such as "black means 
fear," "red means aggression," or "yellow means 
joy." In multimodal analysis, a more productive 
question is: What function does colour perform 
within the particular system of this image and in 
relation to the verbal text? If one character is 
sharply distinguished from others through col-
our, the analytically relevant feature is the fact of 
visual emphasis rather than a predetermined 
psychological interpretation. 

Symbols and details should be analysed accord-
ing to the same principle. Their appearance is 
particularly significant when corresponding ele-
ments are absent from the verbal text. The sun, a 
door, a bridge, a tree, a road, water, a house, or a 
magical object may form part of the conventional 
imagery of fairy tales, reflect cultural associa-
tions, or result from a spontaneous artistic deci-
sion. The researcher should therefore avoid im-
mediately converting such elements into psycho-
logical symbols. It is more important to establish 
their function within the visual version of the 
story: whether they transform the setting, con-
nect characters, create a new obstacle, or sup-
plement the plot with an additional resource. 

The relative positioning of characters is equally 
revealing. Unlike verbal text, where relationships 
are primarily communicated through actions and 
dialogue, an image makes them spatial. Proximi-
ty, distance, opposition, grouping, and differences 
in scale transform relationships between charac-
ters into an immediately visible structure. In this 
way, the visual modality may make explicit what 
remained only potential or entirely unarticulated 
in the verbal text [9]. 

A particularly productive research situation aris-
es when a child illustrates not their own fairy tale 
but one created by another child. In this case, an 

additional level of transformation emerges be-
tween text and image – interpretation. The au-
thor of the text constructs the initial verbal mod-
el, while the illustrator receives it, selects ele-
ments they consider significant, and creates an 
individual visual version. Meaning therefore 
passes not only between different modalities but 
also through the interpretative perspectives of 
different participants. 

This makes it possible to compare at least three 
positions: what the author of the fairy tale formu-
lated; what another participant perceived in it; 
and what emerged only during visual interpreta-
tion. At this point, multimodality acquires a dis-
tinctly dialogical character. The fairy tale no 
longer belongs exclusively to its original author 
and becomes open to another reading. 

To analyse such materials, the verbal text and 
illustration can be compared according to several 
parameters: characters; setting; central event; 
problem and obstacle; helpers and resources; 
emotionally marked elements; symbols and ob-
jects; and the ending of the story. For each pa-
rameter, it is possible to trace preservation, spec-
ification, reduction, transformation, or the emer-
gence of a new component. 

Thus, the visual component of multimodal fairy-
tale therapy is not a decorative continuation of 
the verbal component. Its function lies in recod-
ing the fairy-tale narrative, during which verbally 
constructed content moves into another system 
of representation and inevitably undergoes 
change [8; 9]. 

The discrepancy between text and image is 
therefore not an error but one of the most valua-
ble sources of research material. What is pre-
served demonstrates semantic continuity be-
tween modalities; what disappears demonstrates 
the selectivity of visualisation; what changes re-
veals the process of reinterpretation; and what is 
not stated verbally but emerges in the image 
opens a space to analyse the production of new 
meaning at the boundary between two semiotic 
systems. 

This constitutes one of the central properties of 
the proposed multimodal model: each subse-
quent modality does not simply reproduce the 
preceding one but unfolds the fairy tale within a 
new semiotic dimension. 

The performative component represents the next 
level of transformation of fairy-tale content with-
in the multimodal model. If, at the verbal stage, 
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the story is constructed through language, and at 
the visual stage it acquires an image-based form, 
then through dramatisation, theatrical reading, 
and role enactment it moves into the domain of 
direct action. The fairy-tale plot is no longer 
merely narrated or represented visually; it un-
folds in a specific space and time, while its char-
acters acquire voice, movement, intonation, ges-
ture, and the capacity for interaction. 

This transition also changes the child's position 
in relation to the story. At the previous stages, a 
relatively clear distance remains between the au-
thor and the character: "I wrote about the pro-
tagonist," "I read about the protagonist," "I drew 
the protagonist." The performative modality in-
troduces a fundamentally different position: "I 
act as the protagonist." 

This transition does not imply complete identifi-
cation between the child and the character. On 
the contrary, the role simultaneously creates 
proximity to the character. It preserves the situa-
tion's conventionality: the participant acts on the 
character's behalf but remains within the frame-
work of play, theatricalisation, and the fictional 
world. Thus, the symbolic distance characteristic 
of the fairy tale does not disappear but takes an-
other form. If, in the verbal narrative, it is created 
mainly through metaphor and artistic conven-
tion, in performative activity it is maintained 
through the role. 

Role enactment is therefore a central mechanism 
of the performative component. The child gains 
the opportunity not only to describe a character's 
actions but also to try out a way of behaving as 
that character: speaking on the character's be-
half, responding to other characters, and making 
decisions within a particular stage situation. The 
textual statement "the protagonist became 
frightened but continued the journey" has to be 
translated into another system of expression: 
How can fear be shown? How does the voice 
change? What does the character do? How does 
the character move? What does the character say 
to another participant? 

Thus, the process shifts from describing an expe-
rience to representing it on stage, and from re-
porting an action to performing it within a con-
ventional space. 

Voice becomes particularly significant in this 
process. A written text records a line of dialogue 
but does not determine the full range of possible 
ways in which it may sound. The same phrase 

can be spoken quietly or loudly, hesitantly or as-
sertively, quickly or with extended pauses. Even 
theatrical reading transforms the text at this level 
because it adds a prosodic dimension to verbal 
meaning: tempo, rhythm, vocal intensity, and in-
tonational emphasis on particular words. 

What is important here is that the object of re-
search is not an isolated vocal characteristic in-
terpreted as a possible indicator of a particular 
psychological state, but rather the way in which 
the character is constructed in performance. It is 
more appropriate to compare how the protago-
nist was represented in the text and how the pro-
tagonist is represented in performance: which 
characteristics are intensified, which recede into 
the background, and which emerge only during 
theatrical enactment. 

Movement performs a similar function. A fairy 
tale may state that a character "entered," "ran 
away," "approached," or "met" someone. During 
dramatisation, even such a simple action re-
quires specification. The performer must deter-
mine the pace and direction of movement, dis-
tance from another character, posture, and ges-
ture. In this way, the body becomes another re-
source for meaning-making. 

This becomes particularly evident when stage 
behaviour is not directly anticipated in the text. A 
child may give the character a distinctive gesture, 
alter the character's manner of movement, avoid 
approaching another character, or, conversely, 
constantly seek interaction. Such elements 
should be interpreted primarily as performative 
additions to the narrative – new components of 
the story that emerge during its enactment. 

Interaction is another important analytical cate-
gory. In a written text, the author controls the 
behaviour of all characters by determining their 
lines, actions, and responses. On stage, the situa-
tion changes. A separate participant performs 
each role, and an episode's development begins 
to depend on several people's actions. One char-
acter's line requires another character's re-
sponse; movement changes the group's spatial 
arrangement; one performer's improvisation 
may elicit an unplanned reaction from another. 

Thus, dramatisation transforms the fairy tale 
from an individually constructed narrative into a 
space of shared action. Meaning is no longer fully 
controlled by the original author but is produced 
through interaction among participants. 
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Within this context, the choice of role is of partic-
ular research interest. A child may wish to per-
form the role of the protagonist, helper, antago-
nist, secondary character, or narrator. The child 
may choose a character from their own fairy tale 
or, conversely, prefer one created by another 
participant. However, as in the analysis of draw-
ings, do not automatically interpret such a choice 
in psychodiagnostic terms. A role may be chosen 
because of sympathy for the character, an inter-
esting line, a costume, a desire to interact with a 
friend, or simply by chance. 

For multimodal analysis, a more productive 
question is: What happens to the character after 
the child begins to perform the role? 

A protagonist described in the text as brave may 
acquire humorous features in performance; a si-
lent character may become active; a secondary 
character may effectively become central. Role 
performance is therefore another act of interpre-
tation. 

The openness of the performative modality be-
comes most evident in improvisation. Improvisa-
tion occurs when a participant moves beyond 
what the text directly prescribes: adding a line, 
changing the manner of response, introducing a 
new action, proposing another solution, or inter-
acting with a partner in a way absent from the 
original story. 

Improvisation is particularly important for the 
proposed model because it demonstrates that the 
intermodal transition is not a mechanical recod-
ing process. The performative version of the fairy 
tale may generate new narrative material. What 
was not written and perhaps not visualised 
emerges directly in the situation of performance. 

In this sense, dramatisation may be regarded as a 
laboratory for possible scenarios. Within the fic-
tional situation, the protagonist may respond dif-
ferently, ask for help where the written version 
involved independent action, avoid conflict, ne-
gotiate with another character, discover an addi-
tional resource, or propose an alternative ending. 
Importantly, this does not teach the child a single 
"correct" way of behaving; rather, it expands the 
range of possible actions within the narrative the 
child creates. 

The performative component can be implement-
ed with varying degrees of immersion in the role. 
Theatrical reading retains the closest connection 
to the original text: participants primarily vocal-
ise it, using intonation, tempo, and emotional 

colouring. Dramatisation adds spatial organisa-
tion, movement, gesture, interaction, and stage 
attributes. Role enactment allows greater free-
dom in relation to the original text and creates 
conditions for improvisation and for developing 
the situation from the character's perspective. 

These forms should therefore be treated not as 
identical techniques but as different levels of per-
formative transformation: 

 

For multimodal research, it is particularly pro-
ductive to compare the performative version 
with the preceding forms of the fairy tale. The 
analysis may focus on several questions: Which 
characters retained their original characteristics? 
What changed in their behaviour? Which rela-
tionships between characters became visible on-
ly through interaction? What new lines, gestures, 
or actions emerged? Did the way of overcoming 
the obstacle change? Did new resources appear? 
Did the ending remain the same? 

Thus, at the level of the performative modality, 
the same processes can be traced as in the transi-
tion from text to image: preservation, specifica-
tion, reduction, transformation, and semantic ex-
pansion. However, an additional factor now be-
comes significant – direct interaction among par-
ticipants, through which the story acquires an 
element of unpredictability. 

This is the fundamental difference between the 
performative component and the two previous 
ones. The verbal text fixes the created story; the 
drawing fixes one visual interpretation. Perfor-
mance, by contrast, exists as an event. It unfolds 
at a particular moment and may change with 
voice, movement, partners' responses, and im-
provisation. 

Accordingly, the transition "I wrote/read about 
the protagonist" → "I act as the protagonist" is 
not a simple reproduction of the fairy-tale plot 
but a qualitative change in the mode of engage-
ment with it. The character moves from the do-
main of representation into the domain of fic-
tional action. At the same time, the child gains an 
opportunity to explore the created story not only 

vocalization
stage 

enactment 
role-based 

action 
improvisational 
development.
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through word and image but also through voice, 
body, space, and interaction with others. 

Within the structure of multimodal fairy-tale 
therapy, the performative component therefore 
completes the transition "word → image → ac-
tion", but it does not complete the process of 
meaning-making itself. On the contrary, the 
changes that emerge during dramatisation may 
become the basis for further discussion, reinter-
pretation, revision of the illustration, or rewriting 
of the fairy tale. Performative action returns to 
the verbal domain as a new experience and 
thereby opens the possibility of another cycle of 
multimodal transformation. 

Testing the proposed model made it possible to 
consider fairy-tale creation, illustration, and 
stage enactment not as three autonomous forms 
of creative activity but as successive modes of 
representing the same content. Comparing mate-
rials from different stages revealed the most 
productive aspect for analysis: the nature of the 
changes the fairy-tale narrative undergoes as it 
moves from word to image and from image and 
text to action. 

The unit of analysis in this case is not an individ-
ual text, drawing, or episode of dramatisation, 
but the multimodal trajectory of the fairy tale: 

 

This approach makes it possible to trace which 
elements of the story remain stable and move 
from one modality to another, which are trans-
formed, which are reduced, and which, converse-
ly, emerge only at a subsequent stage. According-
ly, the object of analysis is not only the content of 
each product of children's creative activity but, 
above all, the relationship between these prod-
ucts. 

Several principal parameters were identified for 
comparative analysis: the image of the protago-
nist; the problem and goal; the nature of the ob-
stacle; helpers and resources; the space of action; 
relationships between characters; the method of 
problem resolution; and the ending of the story. I 
also considered elements specific to each modali-
ty: colour, composition, and symbolic details for 
the visual modality; voice, intonation, movement, 

gesture, spatial positioning of participants, and 
improvisation for the performative modality. 

Comparison of different versions of the fairy-tale 
material makes it possible to distinguish at least 
five types of intermodal change: preservation, 
specification, reduction, transformation, and se-
mantic expansion. 

Preservation occurs when a particular compo-
nent remains recognisable across all or several 
modalities. The protagonist, central problem, key 
helper, or ending may move from text to image 
and then to stage action without a substantial 
change in function. Such elements form a kind of 
semantic core of the fairy tale. 

Specification occurs when the subsequent modal-
ity makes more explicit what the preceding one 
only outlined. A protagonist whose verbal de-
scription contains little detail acquires an ap-
pearance, colour, clothing, and a particular spa-
tial position in the drawing; during dramatisa-
tion, voice, intonation, movement, and ways of 
interacting with other characters are added. The 
plot itself may remain unchanged, but its visual 
and emotional elaboration becomes more com-
plex. 

Reduction means not all components of the pre-
ceding version transfer to the next. Some charac-
ters, events, or details may disappear during il-
lustration or theatrical enactment. Such loss does 
not necessarily indicate inattention or misunder-
standing. Each modality has its own constraints 
and requires selection. The impossibility of re-
producing all elements of the story simultane-
ously compels the participant to determine what 
will become central in the new representation. 

Transformation occurs when a component is re-
tained but changes its characteristics or function. 
A secondary character may acquire greater im-
portance in the illustration and, during perfor-
mance, become an active participant in resolving 
the problem. An obstacle may be represented dif-
ferently from how it was verbally described; the 
protagonist may display qualities in performance 
that the original text did not explicitly state. 

Finally, semantic expansion occurs when new 
content emerges that was absent at the preced-
ing stage. This type of change is particularly sig-
nificant for substantiating the multimodal model. 
New objects, characters, symbolic details, or spa-
tial relations may appear in the drawing. During 
dramatisation, additional lines, gestures, forms of 
interaction, behavioural options, or alternative 

text image action
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solutions may emerge. In such cases, the subse-
quent modality does not merely represent al-
ready constructed meaning but actively contrib-
utes to its further development. 

One of the most productive objects of compari-
son is the protagonist. In the verbal version, the 
protagonist exists primarily through a name, a 
characterisation, a goal, and actions. Visualisation 
adds appearance and spatial positioning. Per-
formative enactment adds voice, movement, 
manner of response, and direct interaction with 
others. 

Each subsequent modality therefore potentially 
increases the number of ways in which the char-
acter can be represented: 

 

Discrepancies between these versions are par-
ticularly revealing. A protagonist may be de-
scribed in one or two neutral sentences but be-
come the central and most detailed figure in the 
illustration. Conversely, a character represented 
in the text mainly through events may acquire 
distinctive intonational or behavioural character-
istics during performance. 

Such changes, however, should not be treated as 
grounds for direct psychological conclusions 
about the author. They primarily demonstrate 
that the image of the protagonist is not complete 
once the fairy tale has been written. It continues 
to develop as the narrative moves across semiot-
ic systems [8; 9]. 

A second important object of comparison is the 
problem situation. The verbal modality estab-
lishes its narrative structure: an obstacle arises, 
the protagonist responds, and a particular solu-
tion is found. The visual modality may shift em-
phasis within this structure. What appeared in 
the text as only one of several obstacles may be-
come the compositional centre of the illustration, 
while other plot-relevant components may not 
be represented at all. 

Performative modality is most open to transfor-
mation in how the problem is resolved. During 

stage interaction, the initial solution ceases to be 
the only possible one because other participants 
become involved in developing the situation. A 
partner's response, an added line, or an impro-
vised action may redirect the scene along a dif-
ferent trajectory. 

The central analytical question in such cases is 
whether the child reproduces the solution fixed 
in the original text or whether an alternative var-
iant emerges during stage action. 

It is precisely in such moments that we can speak 
of the modelling function of the performative 
stage. The fairy-tale problem acquires not one 
but several possible development scenarios [15; 
16]. 

Multimodal comparison makes it possible to 
trace not only the appearance or disappearance 
of particular elements but also changes in their 
semantic weight. 

A particular component may remain peripheral 
in the text but become central in the illustration. 
Another may be described in detail verbally yet 
receive almost no visual representation. A third 
may acquire significance only in stage interac-
tion. 

Thus, semantic prominence in a multimodal fairy 
tale is not fixed. It may change depending on the 
mode of expression. 

This is particularly evident in relationships be-
tween characters. In the verbal text, such rela-
tionships may appear in a single line or brief de-
scription. The illustration makes them spatially 
visible through proximity, distance, scale differ-
ences, and compositional grouping. Performance 
adds direct interaction: address, response, ap-
proach, avoidance, or joint action. The same rela-
tionship therefore acquires verbal, spatial, and 
behavioural forms in succession. 

Cases in which different children create the text, 
illustration, and stage performance require sepa-
rate attention. This organisation of the activity 
substantially expands the model's analytical pos-
sibilities. 

If one child produces all three versions, the anal-
ysis traces an intra-authorial intermodal trans-
formation. If one participant writes the fairy tale, 
another illustrates it, and a group enacts it, the 
process becomes an intersubjective transfor-
mation of meaning. 

In the latter case, each transition is simultaneous-
ly an act of interpretation: 

protagonist 
as a verbal 

construction 

protagonist 
as an image 

protagonist 
as an agent 

of action
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 This makes it possible to see which components 
of the fairy tale are stable enough to be retained 
by different participants and which are trans-
formed depending on individual interpretation. 
The fairy tale then functions not only as a prod-
uct of individual creativity but also as a shared 
cultural text whose meaning is constructed 
through interaction. 

For an in-depth analysis of the model's practical 
testing results, select several fairy tales for which 
materials from all three modalities have been 
preserved. Treat each case as a complete multi-
modal trajectory rather than three separate 
products. 

The structure of such an analysis may include a 
brief description of the initial fairy tale; charac-
terisation of the protagonist, problem, resource, 
and solution; comparison of these components 
with the illustration; identification of new or re-
duced visual elements; analysis of the stage en-
actment; recording of improvisational changes; 
and comparison of the initial and final versions of 
the semantic structure. 

Particular attention should be paid not to the 
most aesthetically accomplished or complete 
works but to cases in which transitions between 
modalities are most pronounced. In one case, this 
may involve a substantial transformation of the 
protagonist; in another, the emergence of a new 
resource in the illustration; in a third, an alterna-
tive solution to the problem during dramatisa-
tion. Such contrasting cases make it possible to 
demonstrate most clearly how the proposed 
model operates. 

Analysing the interaction between verbal, visual, 
and performative modalities makes it possible to 
refine the initial proposition underlying the 
model. Multimodality does not consist in me-
chanically combining several creative practices. 
What is decisive is the transfer of the same fairy-
tale content between different systems of repre-
sentation and its transformation in the process of 
that transfer [8; 9]. 

Accordingly, the principal empirical object is not 
the product but the transition: 

 

 

  

During these transitions, some meanings are pre-
served, ensuring the integrity of the fairy tale; 
others become more specific; some elements dis-
appear or change in importance; and others 
emerge for the first time. The emergence of new 
content not present in the original text is particu-
larly significant because it demonstrates the pro-
ductive nature of intermodal transition. 

The results of the model's testing should there-
fore be interpreted not as evidence of the thera-
peutic effectiveness of individual creative tech-
niques but as evidence of the meaning-making 
potential of their sequential interaction. Within 
this model, the child's fairy tale does not remain a 
stable text. It unfolds as a process: it is created 
through words, reinterpreted through images, 
explored through action, and then returned to 
reflection. 

 

CONCLUSIONS 

The study provides grounds for considering mul-
timodal fairy-tale therapy as an integrated model 
of working with fairy-tale narrative in which con-
tent does not remain a static text but is succes-
sively reconstructed through different forms of 
expression. Its foundation is the interaction of 
three modalities – verbal, visual, and performa-
tive – which form the sequence "word → image → 
action." At the same time, this is not a mechanical 
combination of several creative practices but the 
transfer of the same fairy-tale content across dif-
ferent semiotic systems. 

The study's principal theoretical result is the 
substantiation of the dynamic nature of fairy-tale 
narrative within the multimodal model. As the 
narrative moves from word to image and from 
image to action, it preserves its semantic core 
while transforming. Some elements remain sta-
ble, others become more specific, gain or lose 
prominence, or are reduced, while still others 
emerge only in a subsequent modality. Tracing 
these changes allows intermodal transition to be 

authorial text 
another child’s 

reading 
visual 

interpretation 
group stage 

reinterpretation

word image

іmage action

action renewed 
reflection
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regarded as an independent process of meaning-
making. 

This is the fundamental difference between the 
proposed model and simply combining different 
art-therapeutic techniques. The model is defined 
not by the number of creative resources involved 
but by the semantic continuity between them: 
the result of one stage becomes the material for 
the next, but it is not copied; it is reinterpreted 
according to the affordances of the new modality.  

Further research should expand the empirical 
base and test the model with different age 
groups; develop a system of categories for quali-
tative and quantitative analysis of intermodal 
transformations; and involve independent ex-
perts to increase coding reliability. It would also 
be useful to investigate which elements of fairy-
tale narratives remain most stable across modal 
shifts and which are most frequently trans-
formed or emerge only during visual or per-
formative enactment. 
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