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Empathy and Qualia: Intersemiotic View on Suffering Representation in Fiction

.

"I feel what you feel": empathy and qualia defined

"Empathy" and "qualia" represent a special area of interest for the Humanities as these two notions dwell upon the connection between readers of fiction and characters. Topically of these studies has been quite recently reinforced by the results of empirical investigations proving that activity of human neurons might follow the same pattern, notwithstanding whether the agent himself performs some action or this action is being watched (Cobley, 2014, p.218). This discovery gave scholars some solid grounds to see a neural basis of empathy as a prerequisite for fiction empathy per se. In relation to narrative fiction, as a dwell of emotions, empathy is reduced to the phrase "I feel what you feel" (e.g. suffering, pain), which does not equal to sympathetic "I feel a supportive emotion" (e.g. pity about pain) [START_REF] Keen | A Theory of Narrative Empathy[END_REF]. Thus, in this study sympathy and empathy are viewed as categories of different paradigms: the first one is of the voluntary emotional category and the second one is ofthe judgmental category, as emotions often deal with the issues connected with people's feelings and opinion covers the semantic mapping of human behavior including judgment.

Though speculations on empathy in fiction have become a recognized literary tradition, some fruitful attempts have been made to study empathy-related effects from different perspectives of its influence on the discourse, especially in narrative stories.What has been argued is that stories, depicting psychological states of the characters, exercise human ability for inferring the thoughts and dispositions of others, at the same time stories presuppose a certain psychological positioning (a narrator in the set of self-and-other locating acts) and qualia, i.e. the way how people feel and experience the world (Herman, 2009, p.21).

The other aspect of the empathy related effect lies within a cognitive domain, proponing a puzzling ability of a human mind to be co-conscious with other people's minds in one moment and perceiving subjects in the other one, introducing a notion of "merged consciousness". Coined by Virginia Woolf in her critical essay "A Room of One's Own", this notion is described as a human mind's ability to detach from other people's thoughts or conversely, unify information concurrently, proving that "the mind is always altering its focus, and bringing the world into different perspectives" (Woolf, 2004, p.112). Therefore, variety of narrative techniques, such as stream of consciousness, interior monologue, the view point of the narrator may aid the writer to create a narrative polyphony in the textual canvas which will result in a holistic unity of the perceptional world mediated by merged consciousness (by Woolf) and qualia (by Herman), or by umwelt (by von Uexkull).

Though cognitive approach considers narrative "the fundamental instrument of thought" [START_REF] Turner | The Literary Mind[END_REF], Peircean semiotics provides a wider perspective on significant data, left out of the frame, schemata or script narrowing the focus of phenomenological analysis. Stating that semiotics is the study of umwelten (Cobley, 2014, p.223), and umwelt is a world, constructed out of signs (von Uexkull, 2001), this paper aims at shifting the focus of analysis from the reader-text interaction to the question "how these two interactive umwelten can see each other?" in meaning creation and picturing "suffering" in fiction. To proceed with this objective, a more meticulous look into the nature of narrative and suffering is needed, as well as on how suffering evokes empathy or emotional feedback in the reader's umwelt.

Narrating Suffering and Suffering in Narrative

Since R. Barthes proclaimed narrative to be the most natural and the oldest form of human communication, narrative is found everywhere: in myths, legends, fables, novellas, tales and epics, tragedy, drama and cinema, including graphics and comics. Ubiquitous character of narrative has been widely discussed in psychoanalytical experiments and medical treatment of psychological trauma and disability (Riessmann, 2008, p.4). As any narrative has its aim, people tell narratives to perform some functions (consciously or subconsciously) representing their experience to others (i.e. to readers or listeners). [START_REF] Schegloff | Whose Text? Whose Context?[END_REF] in his comments on Labov' essay about narrative analysis and its difference from structuralism, indicates: "For the most part, people tell stories to do somethingto complain, to boast, to inform, to alert, to tease, to explain or justify, or to provide an interactional environment in whose course or context or interstices such actions and interactional infections can be accomplished" (Schegloff, 1997, p. 97).

This phenomenological understanding of fictional narrative is mostly based on the thoughts of German biologist Jacob von Uexküll concerning human perceptual world, defined by him as umwelt, the subjective perspective of an organism in relation to its surroundings.

Having influenced semiology, the term has entered philosophical theories striving to shed light on an individual perception of reality, which can be compared with the processes of fictional world perception by the reader. Expressing suffering and experiencing trauma in fictional narrative follows a set of similar functions: the protagonist is depicted as suffering from the effects of trauma; but he tries to evade his traumas by creating a sort of "artificial world" as a narrative version of his experiences; and is offered a means of interpreting which will allow him to work-though and, therefore, bear witness to his traumas and suffering (Rodgers, 2004, p.29).

Psychoanalytic approach positions narrative as a valuable therapeutic tool for treating psychological deviations and traumatic experiences.Correspondently, it proved to be an effective strategy in literature and willingly employed by the writers of psychological realism of the XIX century (in the works of James Joyce, Fedir Dostoyevsky, Lev Tolstoy, Emil Zolya, etc.). Deep psychological portrayal of fictional characters of criminals, who, after committing a crime, cannot find contemplation for their souls, is considered to be quite a unique trait of psychological portrayal of modernist narrative tradition. First person narrative chunks of psychological characterization in a form of either inner or indirect speech represented by the words of universal author serve the reader a valuable source of information about the thoughts and feelings of the characters. On the level of character creation, narrative chunks are seen as a form of escape from real life situation,by reinventing the past actions and creating a false versionof reality in narration. Thistechnique is embodied through a range of stylistic devices, enabling the readers "to reopen" and "overhear" the thoughts of the protagonists through interior monologuein a form of third person narration (in Ivan Franko's novels) or "the stream of consciousness" (in Mykhaylo Dostoyevsky's "Crime and Punishment" or in Virginia Woolf's "Mrs Dalloway").

Subjectivity or objectivity of the narrative is often the line of positioning different characters, reliable or unreliable narrators, representing limited points of view, but creating a holistic textual perception, though. Such shifting of viewpoints constitutes a kind of "merged consciousness" in voice polyphony, when the reader is given the chance to see the points of view of the criminal and the victim simultaneously (as in the novel "The Collector" by John Fowles). Objectivity of the narration is maintained here by a general narration, devoid of any personal characteristics as in Eudora Welty's "The Worn Path", (McMahan, 2001, p. 99), but then later can turn into a more limited one, focusing on the main characters only. Thus, the mediating function of the narrator here lies in creating aholistic picture of the points of view of the characters as a representation of different umwelten, even if the storyteller misinterprets or misrepresents the facts, unwilling to give a fully truthful presentation (as in "Haircut" (1925) by Ring Lardner).

In terms of medical practice, we can observe three the most typical narrative types, which are still in circulation in therapeutic practice. All of them serveas different representations of hope after traumatic experience: the restitution narrative (recognition by the protagonist of the traumatic past and painful present, with a hope for better future); the quest narrative (expression of the transcendent hope for the future); and the chaos narrative (characterized by a loss of any hope for better future). As it was stated by Smith and Sparkes (2003) in their study of responses of people with spinal cord injuries, each type of the above mentioned narration is strongly "embedded" into the culture and subculture, stimulating or inhibiting a feeling of hope and influencing the plot and the narrative order (from optimistic future to the chaotic representation of the events in despair) [START_REF] Sparks | Men, Sport, Spinal Cord Injury and Narrative Time[END_REF].

In relation to fiction, a combination of all three types of narratives representing hope can be applied by authors at different levels of text organization to inspire gradation of emotions of despair or hope, especially vividly expressed in short stories. Kate Chopin, for instance,who is considered to be the forerunner of American 20 th century feminist literature due to her opposition to conventional patriarchal standards, had suffered a negative reaction of society and literary critics. She turned to writing short stories in a search of therapeutic healing, suggested by the doctor after experiencing a chain of traumatic losses and deaths of close relatives. As a result, the narrative structure of her short stories constitutes a dense but multifaceted fabric of voices merging with the co-consciousness of the reader through semiotic indices of visual, motion and sensory spectrum.

In "Desiree's Baby" (1893), Kate Chopin utilizes the restitution narrative to show the hope of the main character for a happy family life with her husband after the birth of their child. Being aware of the negative traits of character of the husband (such as brutality and cruelty) the tone of narrative casts a negative shade on the young woman's hope, represented by the words "Oh, mamma, I'm so happy; it frightens me" (McMahan, 2001, p.179).

Oh, Armand is the proudest father in the parish, I believe, chiefly because it is a boy, to bear his name; though he says, -that he would have loved a girl as well. But I know it isn't true. I know he says that to please me, And mamma," she added […] "he hasn't punished one of themnot one of themsince baby is born. Even Negrillon, who pretended to have burnt his leg that he might rest from workhe only laughed, and said Negrillon was a great scamp. Oh, mamma, I'm so happy; it frightens me (McMahan, 2001,p. 179).

Following highlyemotional and subjective first person narration of the main character, Kate Chopin introduces a more objective narrative of the reliable storyteller, where the reader can not only find a confirmation to the words of the main character, but also add in the missing elements of the holistic characterization of the marital life of the couple. Introduction of the husband's point of view is felt in changing of the reader's perspective in personal pronoun "their common child" to "his son", opposing "his imperious and exacting nature" and "dark, handsome face" to her "gentle" and "desperate" love.

The temporal line of the story "Desiree's Baby" calls for maximum economy of direct speech with a more peculiar focus on actions of the characters and indirect characterization by the storyteller. Due to this, the gradation of the emotion of fear is accomplished through a mixed codification of visual and sensory symbols, amply employed by Kate Chopin, serving as indexes of inner suffering of the main character, which finally lead to emotional breakdown as the result of painful rejection of her child by the husband. The chaos narrative is produced by the storyteller, representing a woman with a child in her hands, morally abused by her husband because of the darkish color of their baby's skin, (the fact inadmissible in the colonial society) transporting to the reader the inability of the main character to express her thoughts clearly in that moment under the influence of strong depressing emotions: Desiree had not changed the thin white garment nor the slippers she wore. Her hair was uncovered and the sun's rays brought a golden gleam from its brown meshes. She did not take the broad, beaten road which led to the far-off plantation of Valmonde. She walked across a deserted field, where the stubble bruised her tender feet, so delicately shod, and tore her thin gown to shreds.She disappeared among the reeds and willows that grew thick along the banks of the deep, sluggish bayou; and she did not come back again (McMahan,200,p.181).

Indices of suffering in fiction

The essence of the empathetic feeling lies not only in the identification of the reader with the main character, but in the emotional interpretation of the signals and markers of the holistic meaning, suggested by the author's intention. The system of signs representing a text as an abiotic form is manifested through self-organizing set of thoughts and ideas, emergent and purposeful in their character (Alexander, 2009). As any emergent system, textual perception is based on micro processes of self-organization, called indices and icons of seemingly poetic nature involving metaphoric similarity and metonymic contiguity (Alexander, 2009, p.77).

This biosemiotic approach tends to be quite effective in terms of intentionality and subjectivity research of self-organized systems. Repeating Kant's thought about reciprocal determination of the whole and its parts: "every part is thought as owing its presence to the agency of all the remaining parts, and also as existing for the sake of others and of the whole, that is, as an instrument, or organ… The part must be an organ producing the other partseach, consequently, reciprocally producing the others…" (qt. in Keller, 2000, p. 107). Following Brentano's idea about the essence of the psychological act as an evidential coexistence of intentionality to the object perceived and human awareness of this perception, there is a presupposition that a text does not provide a reader with the ready-made meaning, but creates "an ideal subjective semantic space" for every reader to fill it in with his own meanings. And this semantic space is created with the help of selection/choice of the purposeful actions for the type of effect they are expected. Mainly, the selection of actions or signs is constrained by the whole cultural context and sub-context of the reader serving the basis for emergent behavior of the whole as a meaning bearing entity. Thus, the access to the meaning of the whole is mediated through the interrelation of its components as intentional behavior. In case with narrative, this intersemiotic information model is realized in the micro processes of information exchange between the signs, which can be compared with translation [START_REF] Kull | A sign is not alivea text is[END_REF]. This process is very similar to the one, when the new meaning is born through mediation of purposeful behavior of smaller parts. This poetic use of signs, as stated by Alexander, "is never fully present to any observer-participant as such. It can only have an effect of mediation. Thus, it is like the goal-object, intentionally represented, and "sought by" purposeful agents" (Alexander, 2009, p.86).

These "purposeful agents" are revived in the course of information retrieval while reading the text. In the example with "Desiree's Baby" by Kate Chopin the general meaning of suffering is embodied in the indices of color and motion, aim, memory and result, set in the canvas of the story with certain regularity, depending on the narrative situation. In the introductory part of the story there is an exposition, introducing the story life of the main character with the retrospection in the form of third-person narration. The semiotic mediation leads the reader from the title of the story to the first days of Desiree. Thus, the frame scenario in the scene of introduction is rich on icons of traumatic experience, anticipating a gloomy atmosphere of uncertainty and emotional pressure (see Table 1. Semiotic mapping of exposition narrative frame) The narrative of the short story "Desiree's Baby" represented a tragic development of the family life with the help of the restitution narrative at the beginning and the chaos narrative at the end, symbolizing the end of family life and physical death of the child and the mother, who disappeared in the sluggish bayou and never came back again. The interconnection between the subjective first person narration and objective storyteller's point of view depicted the state of hope ending with despair and terrifying horror, caused by cultural and ethnical feminine patterns and raising a controversial question of slavery in the colonial US society of the XIX century.

What Smith and Sparks call representation of hope, Beynon (2006, p.8) defines as "manufacturing excuses" for a guilty person, and Charon warns that narratives of such types shouldn't be taken as "a xerox reproduction" of suffering. Instead, she stresses that "acts of representation proceed from the subject who sees, the object seen, the perspectives of view, the aesthetic endometrium into which this fertilized view nests, and the audience for whom the representation is being prepared" (Charon, 2008, p.266). This quotation in its general meaning captures semiotic holistic vision of "merged consciousness" mentioned above.

Moreover, it also links the inner models of character's thinking (the personal subjective perspective) with outer perspective of objective (social) nature, suggesting a kind of a superhuman intelligence as"a pluralistic universe" (James, 1909, p. 292). Charon's warning, taken from therapeutic treatment of trauma, has paramount implications for understanding of the essence of subjectivity of trauma in narrative discourse through intersemiotic approach.

Even if to agree with the above mentioned position, the question still remains: "What triggers the processes of empathy while reading a narrative representing suffering and traumatic experience?" When narrative as a psychoanalytic technique enhances attention to what actually happened, positioning the protagonist aside from his traumatic experience, in terms of medical injuries and suffering, narrative represents frames of hope and optimism, embedded in cultural and subcultural context (Cobley, 2014, p. 213). Furthermore, the answer to the question of the emergence of the empathic feeling should be sought from a common cognitive domain, representing "shared knowledge" and "shared scripts" which help the readers perceive the emotional information from the narrative text and cultural background on the way to "worldmaking" as "a pluralistic universe".

"Mind reading" and qualia

During the last two decades cognitive linguistics has made significant insights into the study of cognitive processes and interrelation between narrative and cognition, including the"Theory of Mind". In cognitive perspective, the narrative is based on "frames", "cognitive maps", "scripts", "schemata" or "chunking" (which David Herman calls "worldmaking") (Herman, 2009, p.249), closely related to the notion of "empathy" and "Theory of Mind". The link between narrative and empathy becomes more evident, if to adhere to the aesthetic view on fiction as a powerful tool for raising readers' imagination. Purely aesthetic position though doesn't explain the mechanisms of reader-text interaction, giving grounds to the "Theory of Mind" (ToM) with its precision in defining terms. Therefore, Zunshine (2012) notes that according to the "ToM", human's need to understand the world around is embodied in a generically inherited drive, which undergoes constant simulation in narrative fiction in a form of "imaginary approximation" of stimulation interactions between the people (Zunshine, 2012, pp.235-238).

This "imaginary approximation" in action is based on the same reasoning protocols, Herman calls them "reasons for acting" which mediate everyday situations and reactions, turning them into "storyworlds", generated by human's qualia as "systems of emotion terms and concepts deployed by the participants of the discourse to ascribe emotions to themselves as well as their cohorts" (qt. in Cobley, 2014, p.224).

As far as empathy is concerned in relation to the notion of qualia, the latter represents a wider spectrum of human stimuli, varied emotional and experiential chunks. Empathy here becomes only one out of many possible reactions, not necessarily associated with positive spectrum of emotions (cf. Freud's confirmed thesis about aggressive pity). The contextual nexus in its turn differentiates between bounded strategic empathy (directed at mutuality with familiar others) [START_REF] Keen | A Theory of Narrative Empathy[END_REF]; ambassadorial strategic empathy (functions as a cultivator of in-group empathy); and broadcast strategic empathy (appealing to universal vulnerabilities and hopes through universalizing representations" (2006). Though, as Keen herself notes, the tendency of universalizing narrative features makes the question of its empathy-related effect very complicated, as any unification presupposes marginalization. It means that "to persist in the nomination of favored techniques as empathetic without attention to the full range of techniques that may be contributing to empathetic effects, renders the study of narrative empathy an impressionistic endeavor at best" (2006, p. 226).

Therefore, positioning narrative as a tool for empathy, caution should be paid to timing and context, as well as experiential development of the reader, age and gender (Burriss, Powell &White, 2007, p. 183). Another question refers to recognition of a fixed emotional reaction, which empathy elicits, and which depends on the above mentioned conditions of timing, context and experiential development. In other words, there is no guarantee that after experiencing empathy once in relation to one and the same narrative, the reader should necessarily have empathetic reaction under other circumstances and different experience. But since empathy as emotion enters a wider notion of qualia, as an embodied catalogue of human stimuli and varied emotional experiences, more attention should be paid to the process of semiotic simulation of emotions within fiction narration, so called "imagery approximation" (Zunshine, 2012, p.235).

Conclusion

In representation of suffering as a fiction born emotion, empathy is not just as matter of the cumulative psychological and linguistic interest, represented in Western tradition. Rather, as it is suggested here, empathy is seen as an embedded narrative strategy, closely related to qualia [START_REF] Herman | Basic Elements of Narrative[END_REF]) as a representation of the way how people experience the world. Timing and context are crucial for narratives, and thus, they are prerequisites for further readers' empathetic reactions. Empathy arises as a result of fictional simulation of the signals and codes, typical reactions of human's qualia, proven by the "Theory of Mind" "reasoning protocols". Though, cognitive narratology provided a fertile ground for understanding cognitive processes of the reader, the answer to the question "what triggers the reader's empathetic reaction" should be sought in intersemiotic analysis ofinterrelation between the umwelten (as a modern epistemiological representation of subjectivity and objectivity in a narrative text). This information exchange model lies in the ground of biosemiotic approach, posing whole-part correlation as a basis for holistic meaning emergency of the whole text.

Perspectives of further research lie in a closer investigation of whole-part information exchange processes in the light of biosemiotic approach and teleology.
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Table 1 .

 1 Semiotic mapping of exposition narrative frame

				Criteria for icon identification	
			Color	Motion	Aim	Memory	Result
	Scene #1. Exposition/	participants	{ a shadow of the big stone pillar}	{riding through} {began to cry}	{she had been purposely left} {had been sent by the Providence} beneficent	covered {found her lying asleep} {thought she might have {canvas-strayed here}	{abandoned every speculations} {the child of her affection} {the idol of Valmonde}
						wagon had	
						crossed the	
						ferry}	

In the following narrative scene #2 FALLING IN LOVE/MARRIAGE the anticipation of the irreversible tragedy starts to dominate due to the contrast of two stories of life: Armand and Desiree, covered with mystery. This time a set of icons is distributed within the criteria of physical attraction, financial prosperity and the question of nameless origin of the future spouses. (See Table

2

).

Table 2 .

 2 Semiotic mapping of Falling in love/Marriage narrative frame

					Criteria for icon identification	
	n love/		attraction/Passion Physical	prosperity Financial	Motion	Memory	Origin
	#2. Falling Scene	Marriage	{ looked into her eyes and didn't care} {like a prairie fire}	{corbeille}	{she stood one day against the stone pillar} {Armand Aubigny riding by and seeing	{she had lain asleep 18 years before} {the way all Aubignys fell in love}	{the girl's obscure origin} {he was reminded that she nameless} {the name one of the oldest and the proudest
					her there, had	{canvas-	in Louisiana}
					fallen in love	covered	
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