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ABSTRACT
This study focuses on the modal complementary mechanisms between film shot grammar and dialogue narrative, 

analyzing how these two modalities work together to construct meaning through a dynamic semantic framework. The 
research employs multimodal corpus analysis methodology, collecting and annotating visual and linguistic data from 50 
internationally awarded films and examining the complementary relationships between modalities using computational 
linguistics and semantic analysis techniques. The findings reveal: (1) Shot grammar and dialogue narrative demonstrate 
systematic complementary relationships in film narratives; this complementarity is not merely a rhetorical device but a 
fundamental mechanism for meaning construction in film; (2) Modal complementarity manifests in three core types: se-
mantic enhancement (58.3%), semantic expansion (27.5%), and semantic contrast (14.2%), each type possessing unique 
semantic functions and formal characteristics; (3) Different types of modal complementarity play distinct roles in emo-
tional expression, character construction, and narrative progression—the semantic contrast type proves most effective in 
expressing complex emotions and shaping the psychological depth of characters, while the semantic expansion type ex-
cels in establishing narrative backgrounds; (4) Modal complementarity exhibits clear narrative phase dependency, with 
expansion types predominating in exposition phases (52%) and contrast types in climax phases (53%); (5) Films from 
different cultural backgrounds demonstrate varied preferences for modal complementarity, with Western films favoring 
semantic enhancement and ironic contrast, while Asian films more frequently employ semantic expansion and dramatic 
contrast. The research results not only enrich the theoretical horizons of multimodal discourse analysis and film linguis-
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1.	 Introduction

With the continuous development and innovation of 
film art, film linguistics research has also gained increasing 
attention in academia. As a typical multimodal art form, 
film simultaneously activates visual and auditory chan-
nels for narrative communication, with shot grammar and 
dialogue narrative constituting the two core modal sys-
tems for meaning construction in film. Su Wenting (2025) 
points out that film visual metalanguage, as a unique form 
of expression, can guide viewers’ emotions and cognition 
through shot design and visual organization [1]. Meanwhile, 
Tao Shuang (2024) argues that the visual art in film shot 
language not only carries visual aesthetic value but also 
has deep cultural and emotional expressive functions [2]. 
However, current academic research on how film shot 
grammar and dialogue narrative work collaboratively and 
complement each other to construct meaning remains in-
sufficient.

James (2020), while analyzing the groundbreaking 
nature of Godard’s film language, emphasized the impor-
tance of complementarity between audiovisual elements in 
shaping narrative style, but failed to systematically explore 
the semantic foundation of this complementary mechanism [3].  
Floriane (2020), through research on film reception by 
visually impaired audiences, found that even without 
visual input, viewers can still reconstruct film narratives 
through sound and dialogue, highlighting the central posi-
tion of intermodal complementary relationships in film 
comprehension [4]. Whelan (2020) explored how visual 
language and dialogue jointly construct sacredness from 
the perspective of religious films, providing new insights 
for multimodal complementarity research [5]. Miao Xiao-
long (2024), in studying the fusion of modern dance and 
film art, discovered that modal complementarity between 
different art forms is an important foundation for innova-
tion and symbiosis, a viewpoint equally applicable to mul-
timodal analysis within films [6]. He Yong (2024) discussed 
the transformation of short film shot language in the media 

convergence era from a technical perspective, but lacked 
in-depth analysis of audiovisual modal coordination mech-
anisms [7].

Based on existing research, it has been found that the 
systematic characteristics of multimodal complementary 
mechanisms in film narratives have not yet been com-
prehensively explained, particularly lacking a dynamic 
semantic framework capable of integrating visual and lin-
guistic modalities. Most existing studies examine modal 
relationships in single scenes from a static perspective, or 
are limited to descriptive analysis without theoretical sys-
tematicity, failing to reveal how modal complementarity 
dynamically evolves throughout narrative development. 
The dynamic semantic framework of this study transcends 
traditional research in three key dimensions: First, it 
breaks the analytical paradigm of modal separation, treat-
ing audiovisual elements as an organic whole for analysis, 
rather than simple superimposition; second, it introduces 
a temporal dynamic dimension, examining the patterns of 
change and functional transitions of modal complemen-
tarity at different stages of narrative development; third, 
it combines conceptual integration theory from cognitive 
linguistics to establish a cognitive explanatory model of 
modal complementarity, explaining the processing mecha-
nisms and effect differences among various complementary 
types.

Synthesizing existing research reveals that the sys-
tematic characteristics of multimodal complementary 
mechanisms in film narratives have not been comprehen-
sively explained, particularly lacking a dynamic semantic 
framework capable of integrating visual and linguistic 
modalities. In view of this, this study aims to construct 
a multimodal analysis framework based on dynamic se-
mantic theory to reveal the complementary mechanisms 
between film shot grammar and dialogue narrative and 
their semantic effects through large-scale corpus analysis. 
This research will integrate methods from linguistics, film 
studies, and computational linguistics, collecting and an-
notating visual and linguistic data from 50 internationally 

tics but also provide an empirical foundation for filmmaking and cross-cultural communication while offering new per-
spectives for multimodal semantic modeling in computational linguistics.
Keywords: Multimodal Analysis; Film Discourse; Modal Complementarity; Dynamic Semantic Framework; Corpus Linguis-
tics; Audiovisual Language
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awarded films, and employing statistical analysis and deep 
learning techniques to explore typical patterns of modal 
complementarity and their roles in emotional expression, 
character construction, and narrative progression. This 
study will not only help deepen understanding of film mul-
timodal discourse but also provide methodological refer-
ences for multimodal corpus construction and multimodal 
semantic analysis in natural language processing, while 
offering theoretical support for film production and cross-
modal content generation.

2.	 Literature Review

Film, as a typical multimodal art form, relies on the 
organic coordination of audiovisual language for its narra-
tive and meaning-making systems. In recent years, with the 
development of multimodal discourse analysis theories and 
advancements in computational linguistics technologies, 
academic research on how film shot grammar and dialogue 
narrative complement each other to construct meaning has 
gradually deepened. This review focuses on the current 
state of research in this field, organizing relevant research 
findings, and indicating future research directions.

Peng Guowen (2024), in discussing the poetic ex-
pression of audiovisual language and moving shots, points 
out that in-depth interpretation of film art cannot be lim-
ited to single-modal analysis, but should focus on how 
audiovisual elements work together to create an overall 
artistic effect [8]. This view provides a foundational frame-
work for understanding film multimodal complementary 
mechanisms. Xi Yiyang (2024) examined the relationship 
between screenwriting and shot language in early left-wing 
films from a historical perspective, revealing the transla-
tion process of how written scripts are visually presented 
through shot grammar, providing a historical dimension 
for understanding the intertextual relationship between 
dialogue narrative and shot grammar [9]. In genre film re-
search, Zheng Ding and Wang Yunwen (2024) analyzed 
the use of shot language in suspense films using “The Si-
lence of the Lambs” as an example, exploring how specific 
shot designs enhance the suggestiveness and ambiguity 
of dialogue to create suspense and psychological tension 
[10]. Chen Lin (2024) studied the narrative strategies of the 
ethnic minority film “The Gun of Gunlala” from a semiotic 
perspective, finding that shot language and ethnic language 

mirror each other, forming a unique cultural representation 
system, providing a culturally diverse perspective for mul-
timodal complementarity research [11].

Fan Xing (2024) focused on implicit visual details 
in classic films, discussing how shots supplement or even 
subvert the surface meaning of explicit dialogue through 
subtle visual cues; this dialectical relationship between 
“visual subtext” and dialogue constitutes the complexity 
and depth of film narrative [12]. Tian Yalan and Si Guisong 
(2024), in studying the film poetics of Satoshi Kon’s ani-
mation, discovered that the contrasting complementarity 
between surreal visual landscapes and inner monologues 
creates a unique representation of psychological space, 
providing a new perspective for understanding how differ-
ent modalities collaborate to express abstract psychologi-
cal states [13]. Chen Xiaoyi (2023), in analyzing Alfonso 
Cuarón’s Mexican landscapes and shot language, empha-
sized how the complementary relationship between visual 
rhythm and dialogue rhythm in long takes shapes spatial 
sense and temporal flow, providing theoretical reference 
for the collaborative mechanism of shot grammar and 
dialogue narrative in spatiotemporal construction [14]. Sun 
Lei and Liu Zexi (2023) explored the application of pho-
tographic shot language in theatrical films, finding that the 
complementarity between shot design and dialogue perfor-
mance is key to maintaining dramatic tension in the pro-
cess of transforming stage language to screen language [15]. 
Tang Ren (2023), through analyzing the shot language of 
wine culture in classical wuxia films, revealed how specific 
cultural symbols conduct multi-level narratives through 
audiovisual complementarity, providing cases for studying 
modal complementarity in specific cultural contexts [16].

Yu Miao (2022) studied the linguistic characteristics 
of animated films from an educational application perspec-
tive, pointing out the promotional effects of audiovisual 
modal complementarity on comprehensive language learn-
ing, expanding the application dimension of film multi-
modal analysis [17]. Yao Tongge and Wu Junyan (2022), in 
analyzing the audiovisual language of “Dune”, discussed 
how medieval retro and future science fiction elements 
construct a unique sense of time and space through the 
coordination of shots and sound effects, demonstrating the 
innovative potential of modal complementarity in genre fu-
sion [18]. Gao Lingyu (2022) examined the themes and au-
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diovisual language in Miwa Nishikawa’s films, particularly 
focusing on how shots “gaze” at moments of interpersonal 
relationship crises, finding that the simplicity of character 
dialogue and the complexity of shot language form com-
plementarity, jointly expressing subtle changes in interper-
sonal relationships [19]. Xu Lisha and Zhang Nannan (2022), 
through analyzing audiovisual language symbols in “Per-
haps Love”, revealed how “suspended” poetic dialogue is 
constructed through the coordination of shot movement 
and dialogue rhythm, providing a rhetorical perspective for 
understanding modal complementarity in film [20].

Shu Ning and Yang Xiaojin (2022) uniquely stud-
ied film shot language in the wordless picture book “The 
Snowman”, discovering how pure visual narrative borrows 
from film grammar to compensate for the absence of text, 
which inversely confirms the universality of multimodal 
complementarity [21]. Chen Linxia (2022) explored lyrical 
tradition and shot language in early Chinese films from a 
historical perspective, pointing out how Chinese traditional 
aesthetics are mutually reflected through specific shot 
grammar and poetic dialogue, forming a unique narrative 
style [22]. Zhou Wanting (2021) focused on the influence of 
digital technology on film shot language, exploring the ex-
pansion of fusion boundaries between visual and auditory 
modalities under new technological conditions, providing 
new thinking for understanding modal complementarity 
against the background of technological change [23]. Chen 
Long (2021) comparatively studied the differences in shot 
language narrative between Vlogs and films, revealing the 
specificity of audiovisual modal coordination under dif-
ferent media forms, expanding the application range of 
multimodal analysis [24]. Huang Bin (2021) analyzed the 
emotional expression function of shot language in the film 
“The Piano”, particularly focusing on how shots capture 
and enhance emotional tensions not explicitly expressed in 
dialogue, providing a case for understanding modal com-
plementarity in emotional conveyance [25]. Zeng Yanbing 
and Qu Linfang (2021), from a cross-media perspective 
of literature and film, analyzed film writing in Kafka’s 
“Amerika”, discussing how text simulates shot language 
to achieve visual narrative; this reverse research provides a 
unique perspective for understanding complementary rela-
tionships between different symbol systems [26].

In summary, existing research has explored the char-

acteristics of film shot grammar and dialogue narrative and 
their performance in specific contexts from various angles, 
laying the foundation for understanding multimodal com-
plementary mechanisms. However, these studies mostly 
focus on case analyses or specific types of films, lacking 
systematic theoretical frameworks and large-scale corpus 
support. Meanwhile, although some research involves 
modal complementarity phenomena, few studies establish 
explanatory frameworks from a dynamic semantic perspec-
tive to analyze the complementary types, operating mecha-
nisms, and semantic effects between different modalities. 
In addition, the application of computational linguistics 
and artificial intelligence technologies in film multimodal 
analysis is still in its infancy, lacking a research paradigm 
that organically combines qualitative analysis with quan-
titative methods. Therefore, future research should focus 
on constructing multimodal analysis theories based on dy-
namic semantic frameworks, establishing large-scale film 
multimodal corpora, exploring systematic complementary 
patterns between shot grammar and dialogue narrative us-
ing computational linguistics methods, and examining the 
variations and cognitive effects of these patterns in films 
of different cultural backgrounds and types. This will not 
only help deepen film linguistics theory but also provide 
empirical foundations and methodological references for 
multimodal computational analysis and cross-modal con-
tent generation.

3.	 Research Methods

3.1.	 Theoretical Framework and Research 
Design

This study constructs a multimodal analysis frame-
work based on dynamic semantics, aiming to systemati-
cally examine the complementary mechanisms between 
film shot grammar and dialogue narrative. This framework 
integrates the multimodal analysis methods of systemic 
functional linguistics, the conceptual integration theory 
of cognitive linguistics, and the semantic modeling tech-
niques of computational linguistics, forming a multi-level 
analytical system. At the macro level, the film is treated as 
a holistic multimodal text, focusing on how audiovisual 
modalities collaboratively construct the narrative world; at 
the meso level, attention is directed to modal coordination 
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within scene units, analyzing how shot grammar (includ-
ing shot size, angle, movement, composition, lighting, and 
color elements) and dialogue narrative (including dialogue 
content, speech act types, stylistic features, and narrative 
perspective) complement each other to express emotions, 
construct characters, and advance the plot; at the micro 
level, the study examines the semantic relationship be-
tween individual shots and corresponding dialogue, identi-
fying complementary types and quantifying their intensity. 
Based on this framework, this study proposes three core 
hypotheses: first, shot grammar and dialogue narrative ex-
hibit systematic complementary relationships in film nar-
ratives, which are not merely occasional phenomena but 
fundamental mechanisms of meaning construction in film 
[27]; second, modal complementarity presents classifiable 
typical patterns, including semantic enhancement (where 
one modality strengthens the semantics of another), se-
mantic expansion (where one modality provides additional 
information not expressed by another), and semantic con-
trast (where two modalities present surface contradictions 
to create complex effects); finally, different types of films 
and directorial styles form unique modal complementary 
characteristics that can be identified and classified through 
quantitative methods.

This research constructs a multimodal analytical 
framework based on dynamic semantics, aiming to system-
atically examine the complementary mechanisms between 
film shot grammar and dialogue narratives. Dynamic se-
mantics, as the core theoretical foundation of this research, 
offers advantages in three aspects: First, unlike traditional 
static semantic theories, dynamic semantics views meaning 
as a constantly updating process in context rather than a 
fixed entity. This principle is particularly suitable for ana-
lyzing modal interactions in film as a temporal art form, 
capable of capturing how modal complementarity evolves 
dynamically with narrative progression. Second, the Con-
text Change Potential in dynamic semantics provides a 
theoretical tool for explaining how different modalities in-
fluence each other and jointly construct overall semantics. 
Compared to montage theory which emphasizes editing 
relationships or semiotic frameworks that focus on visual 
symbols, dynamic semantics better explains cross-modal 
integration processes. Third, the concept of Presupposition 
Projection in dynamic semantics provides a theoretical ba-

sis for analyzing the complex relationship between implicit 
suggestions in shots and explicit expressions in dialogue, 
transcending the simple correspondence relationships in 
traditional multimodal discourse analysis. In terms of com-
putational methods, this research differs from existing AI-
based multimodal film studies: Unlike Li et al. (2022), who 
used deep learning for scene classification and emotion 
prediction, we adopted a hybrid approach combining rules 
and statistics, maintaining sensitivity to semantic nuances; 
Different from Wang et al.’s (2023) end-to-end audiovisual 
fusion model, our method preserves intermediate analytical 
levels, making modal complementarity types interpretable 
and theoretically driven; Furthermore, our dynamic seman-
tic framework also overcomes the limitations of Zhang’s 
(2021) multimodal sentiment analysis which neglects nar-
rative development, incorporating temporal dynamics as a 
core analytical dimension. This framework integrates the 
multimodal analysis methods of systemic functional lin-
guistics, the conceptual integration theory of cognitive lin-
guistics, and semantic modeling techniques from computa-
tional linguistics, forming a multi-level analytical system.

The research design adopts a mixed-methods ap-
proach, combining quantitative and qualitative analyses, 
progressing through three stages. The first stage involves 
framework construction and preliminary testing, selecting 
10 classic films of different types and cultural backgrounds 
for detailed annotation and analysis to test and optimize 
the theoretical framework and annotation system. The 
second stage focuses on large-scale corpus construction, 
expanding to 50 internationally awarded films to ensure 
sample representativeness and diversity, with 6–8 key 
scenes selected from each film (including opening, climax, 
and ending narrative nodes) for multi-level annotation, 
covering shot grammar features, dialogue narrative fea-
tures, and modal complementary relationships. The third 
stage consists of data analysis and pattern recognition, em-
ploying statistical analysis methods (including multivariate 
analysis, cluster analysis, and sequence analysis) to iden-
tify typical patterns of modal complementarity and their 
distribution patterns; simultaneously, applying deep learn-
ing models (including convolutional neural networks for 
visual feature extraction and Transformer models for text 
analysis) to explore the association between modal features 
and complementary types; additionally, through qualitative 
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analysis of typical cases to interpret quantitative results in 
depth, revealing the semantic mechanisms and narrative 
functions of modal complementarity. To ensure the reli-
ability and validity of the research, strict quality control 
measures have been designed, including cross-annotation 
by multiple annotators, inter-annotator consistency tests 
(evaluated using Cohen’s Kappa coefficient), and expert 
review of annotation results [28]. Through this multi-meth-
od, multi-stage research design, this study aims to establish 
a film multimodal analysis framework with both theoreti-
cal depth and empirical foundation, providing a systematic 
explanation for understanding the complementary mecha-
nisms between film shot grammar and dialogue narrative.

3.2.	 Corpus Construction and Annotation

This study has constructed a large-scale film multi-
modal corpus, encompassing 50 internationally awarded 
films, with selection criteria balancing diversity and repre-
sentativeness. Corpus sources include works that received 
major awards at international film festivals such as the 
Academy Awards, Cannes, Berlin, and Venice between 
1980–2024, covering multiple genres including drama, 
suspense, science fiction, and ensuring balanced distribu-
tion across different cultural backgrounds (Western, Asian, 
Latin American, etc.), directorial styles, and production 
periods. From each film, 6–8 key scenes were selected, 
including opening sequences, character conflicts, emo-
tional climaxes, narrative turning points, and endings, 
with each scene averaging 3–5 minutes in length, totaling 
approximately 300 scenes and 25 hours of audiovisual 
content. Corpus acquisition adhered to copyright regula-
tions, obtaining high-definition video source files through 
legal channels, and matching them with corresponding 
screenplay texts for verification. Corpus preprocessing 
included video segmentation, scene extraction, shot divi-
sion, and dialogue extraction, using professional video 
editing software and natural language processing tools to 
complete preliminary processing, laying the foundation for 
subsequent manual annotation. In terms of corpus design, 
a multi-level, modular structure was adopted to ensure the 
systematicity and scalability of data, while establishing a 
metadata system to record basic film information, creative 
background, and technical parameters as supplementary 
materials, providing support for cross-cultural and dia-

chronic research.
The corpus annotation employed a multi-level anno-

tation system, encompassing three main dimensions: shot 
grammar annotation, dialogue narrative annotation, and 
modal complementary relationship annotation. Shot gram-
mar annotation covered six aspects: shot size (close-up, 
medium shot, long shot, etc.), angle (eye-level, high angle, 
low angle, etc.), movement (fixed, push-pull, pan, etc.), 
composition (symmetrical, rule of thirds, framing, etc.), 
lighting (high-key, low-key, silhouette, etc.), and color (hue, 
saturation, contrast, etc.), with each aspect designed with 
3–5 categorical variables and corresponding quantitative 
indicators. Dialogue narrative annotation included linguis-
tic features (lexical density, syntactic complexity, emo-
tional polarity, etc.), speech acts (declarative, imperative, 
interrogative, etc.), stylistic features (formality, profession-
alism, etc.), and narrative perspective (first-person, third-
person, etc.) across four dimensions, combining automated 
text analysis with manual annotation [29]. Modal comple-
mentary relationship annotation focused on the semantic 
relationship between shots and dialogue, coding according 
to complementary type (enhancement, expansion, contrast, 
etc.), complementary intensity (five–level scale), and com-
plementary function (emotional expression, character por-
trayal, plot advancement, etc.). The annotation process was 
completed by five professionally trained researchers with 
backgrounds in film studies and linguistics, using a cross-
annotation method where each scene was independently 
annotated by at least two annotators, with inter-annotator 
consistency evaluated using Cohen’s Kappa coefficient; 
for annotation items with consistency below 0.7, senior 
experts provided arbitration and correction. The annota-
tion platform utilized customized multimodal annotation 
software, supporting video playback, text annotation, 
and timeline synchronization, facilitating simultaneous 
processing of audiovisual content by annotators. After an-
notation completion, data cleaning and format unification 
were conducted, storing annotation results as a structured 
database, establishing index associations with original au-
diovisual materials, and supporting subsequent queries and 
analyses through API interfaces. This systematic corpus 
construction and annotation process not only provided a 
solid data foundation for this research but also established 
a reusable resource platform for film multimodal research.
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The annotation process focused not only on accuracy 
but also on reducing potential biases. To mitigate cultural 
and cognitive biases, a three-layer cross-validation mecha-
nism was implemented: First, ensuring each annotation 
group included researchers from diverse cultural back-
grounds (Asian, Western, and other regions) with gender 
balance; Second, using a stratified sampling method to 
ensure that annotation difficulties were evenly distributed 
across different types and regions of films; Third, design-
ing a bias self-check list requiring annotators to regularly 
reflect on how their cultural positions influenced their 
judgments. For culture-specific narrative techniques, we 
recruited 10 film scholars as cultural consultants to review 
and correct cross-cultural validity. Through these meas-
ures, we significantly reduced annotation biases caused by 
singular cultural perspectives and fixed cognitive frame-
works, enhancing the universality and academic credibility 
of the annotation data.

3.3.	 Analysis Techniques and Methods

This research employs diverse analytical techniques 
and methods, combining statistical analysis, deep learning 
models, and qualitative analytical strategies to form a com-
prehensive multimodal analytical framework. In terms of 
annotation methods, we developed a three-level annotation 
system: The first level focuses on shot grammar features, 
including precisely quantified shot scales (using a 7-point 
scale), angles (measuring deviation from horizontal line in 
degrees), lighting (measuring brightness values, 0–255), 
color (recording RGB values and color temperature), and 
12 other visual parameters; The second level targets dia-
logue narrative features, using Stanford NLP toolkit to ex-
tract syntactic tree structures and part-of-speech distribu-
tions, applying LIWC (Linguistic Inquiry and Word Count) 
to analyze emotional vocabulary density, and employing 
BERT models to calculate semantic vectors; The third lev-
el annotates modal complementary relationships based on 
features from the previous two levels. All annotation data 
was evaluated for consistency using Cohen’s Kappa coef-
ficient, accepting only annotation results with coefficients 
above 0.75. Regarding computational tools, visual modal-
ity analysis employed ResNet-50 and OpenCV frameworks 
to extract shot features, text analysis used NLTK and 
SpaCy to process dialogue text, while modal relationship 

analysis combined Python’s scikit-learn and PyTorch. The 
calculation of co-occurrence coefficients (COC) was based 
on PMI (Pointwise Mutual Information) and verified for 
statistical significance through chi-square tests (p < 0.01) 
and Bootstrap resampling (1000 iterations) to exclude 
chance co-occurrences. Additionally, to verify the distinc-
tiveness of modal complementary types, we performed 
discriminant analysis (Wilks’ Lambda = 0.31, p < 0.001) 
and evaluated classification models through 10-fold cross-
validation (average F1 = 0.86).This study employs diversi-
fied analysis techniques and methods, combining statistical 
analysis, deep learning models, and qualitative analysis 
strategies to form a comprehensive multimodal analysis 
framework. In terms of statistical analysis, descriptive 
statistical methods are first used to perform basic analysis 
of shot grammar and dialogue narrative features in the 
corpus, including frequency distribution, central tendency, 
and dispersion, revealing the basic distribution patterns of 
features across modalities; second, inferential statistical 
methods are employed to examine relationships between 
variables, exploring association patterns between shot and 
dialogue features through correlation analysis, and com-
paring modal feature differences across different film types 
and directorial styles through variance analysis; third, 
multivariate analysis techniques are applied to deeply mine 
data structures, including principal component analysis 
(PCA) for dimensionality reduction to extract key modal 
features, cluster analysis to identify typical patterns of 
modal complementarity, discriminant analysis to verify the 
accuracy of pattern classification, and sequence analysis to 
examine the dynamic changes of modal complementarity 
in narrative development [30]. For exploration of non-linear 
relationships, decision tree and random forest algorithms 
are introduced to identify key predictors of modal comple-
mentarity from complex feature combinations. Addition-
ally, to explore hidden patterns in large-scale corpora, a 
set of methods based on text mining is designed, including 
Latent Dirichlet Allocation (LDA) to analyze the thematic 
distribution of dialogue, word vector models to capture 
semantic similarity, and sentiment analysis algorithms to 
quantify emotional features of dialogue; these methods 
are combined with visual feature analysis to form a cross-
modal quantitative analysis system.

In the application of deep learning, this study con-
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structs a multimodal deep neural network framework, 
integrating visual and textual feature extraction and modal 
relationship modeling. Specifically, for the visual modal-
ity, a pre-trained ResNet-50 model is used to extract deep 
visual features from shots, and a Faster R-CNN model 
is employed for object recognition and tracking within 
shots; for the textual modality, the BERT model is applied 
to extract context-sensitive representations of dialogue, 
capturing its semantic and emotional features. Features 
from both modalities are fused through attention mecha-
nisms to establish semantic associations between shots 
and dialogue. Model training uses manually annotated 
modal complementary types as supervisory signals, with 
model performance evaluated through cross-validation. 
To balance quantitative and qualitative analysis, this study 
simultaneously employs discourse analysis and narrato-
logical methods for in-depth interpretation of typical cases 
[31]. Discourse analysis focuses on how shots and dialogue 
jointly construct narrative power, gender representation, 
and cultural identity, while narratological analysis attends 
to the functions of modal complementarity in plot ad-
vancement, character portrayal, and thematic expression. 
Additionally, a series of film analysis seminars are de-
signed, inviting film scholars, directors, and screenwriters 
to professionally evaluate typical patterns identified by the 
model, enriching the interpretation of quantitative results 
with practical experience. This multi-method integrated 
analysis strategy not only enhances the reliability of re-
search findings but also strengthens the depth and breadth 
of theoretical explanation, providing multi-dimensional 
perspectives for understanding the complementary mecha-
nisms between film shot grammar and dialogue narrative.

4.	 Results Analysis

4.1.	 Modal Feature Distribution of Shot 
Grammar and Dialogue Narrative

4.1.1.	 Distribution Characteristics of Shot 
Grammar

This study conducted a systematic analysis of 6,742 
shots from 50 films in the corpus, revealing the distribution 
characteristics of film shot grammar and their association 
patterns with film types and directorial styles. As shown 

in Table 1, regarding shot size distribution, medium shots 
(MS) account for the highest proportion in the overall cor-
pus, reaching 37.2%, reflecting the basic tendency to bal-
ance character and environment presentation in film narra-
tive, as shown in Figure 1.

Table 1. Distribution of Film Shot Grammar Features.

Shot Feature 
Category

Subcategory Quantity Percentage
Average 
Duration 
(Seconds)

Shot Size

Medium Shot 
(MS)

2,508 37.2% 5.3

Close-up (CU) 1,928 28.6% 4.1

Long Shot (LS) 1,308 19.4% 6.7

Extreme Close-up 
(ECU)

391 5.8% 2.8

Extreme Long 
Shot (ELS)

607 9.0% 8.2

Angle

Eye-level 4,200 62.3% 5.4

High Angle 1,463 21.7% 4.8

Low Angle 1,052 15.6% 4.2

Dutch Angle 27 0.4% 3.1

Movement

Static 4,510 66.9% 5.8

Push/Pull 957 14.2% 7.2

Pan 762 11.3% 6.5

Tracking 391 5.8% 8.3

Tilt 88 1.3% 5.7

Aerial 34 0.5% 9.4

Figure 1. Analysis of Film Shot Grammar Distribution Characteristics.

Close-up shots (CU) rank second with a proportion 
of 28.6%, primarily used to emphasize character emotions 
and details; long shots (LS) account for 19.4%, typically 
used to establish scenes and spatial relationships; while 
extreme close-ups (ECU) and extreme long shots (ELS) 
appear at lower proportions (5.8% and 9.0% respectively), 
mainly used for specific dramatic effects. From shot angle 
analysis, eye-level angles are most common, accounting 
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for 62.3% of the total, conforming to the natural perspec-
tive of conventional visual narrative; high angles fol-
low with a proportion of 21.7%, mainly used to express 
character vulnerability or provide panoramic views; low 
angles account for 15.6%, typically representing character 
power and dominant position; while Dutch angles account 
for only 0.4%, often used to express special psychologi-
cal states. Regarding shot movement characteristics, static 
shots dominate (66.9%), indicating that most narrative 
scenes tend toward stable perspectives; push/pull shots 
account for 14.2%, panning accounts for 11.3%, tracking 
accounts for 5.8%, while more complex moving shots such 
as tilts and aerial shots account for only 1.3% and 0.5% 
respectively.

Further analysis of shot grammar features across dif-
ferent film genres reveals significant differences: drama 
films tend toward a balanced use of medium shots and 
close-ups, with longer average shot durations (6.2 sec-
onds); suspense films use more close-ups and extreme 
close-ups (together accounting for 42.3%), with more fre-
quent angle changes; action films have a higher proportion 
of moving shots (44.7%) and rapid cutting (average shot 
duration of 2.8 seconds). From a directorial style perspec-
tive, distinctive personal characteristics are evident: for 
instance, Kubrick’s works have a high proportion of eye-
level angles (78.2%), demonstrating a preference for ob-
server perspectives; while in Tarkovsky’s films, long takes 
(exceeding 30 seconds) account for 18.5%, significantly 
higher than the corpus average (3.2%) [32]. Additionally, 
notable differences in shot grammar exist across films 
from different cultural backgrounds: Asian films have a 
higher frequency of close-up usage (33.7%) compared to 
Western films (25.4%), while Western films have a sig-
nificantly higher proportion of moving shots (35.8%) than 
Asian films (27.3%). Through these data, it is evident that 
shot grammar as a visual narrative technique both follows 
universal principles and exhibits diversity across genres, 
cultures, and personal styles.

4.1.2.	 Linguistic Features of Dialogue Narra-
tive

Linguistic feature analysis of 12,487 dialogue seg-
ments from 50 films in the corpus reveals the language 
characteristics of film dialogue narrative and their associa-

tions with film types and narrative functions. As shown in 
Table 2, regarding speech act types, assertive speech acts 
dominate the corpus, reaching 46.0%, primarily used to 
convey information and advance the plot.

Table 2. Distribution of Linguistic Features in Film Dialogue 
Narrative.

Feature 
Category

Subcategory
Quantity/
Proportion

Feature 
Mean

Standard 
Deviation

Speech Act 
Type

Assertive
5,744 
(46.0%)

- -

Directive
2,747 
(22.0%)

- -

Expressive
2,123 
(17.0%)

- -

Interrogative
1,561 
(12.5%)

- -

Commissive 749 (6.0%) - -

Declarative 499 (4.0%) - -

Syntactic 
Complexity

Average sentence 
length (words)

- 8.2 3.4

Lexical 
Features

Compound sentence 
proportion

23.5% - -

Clause frequency 
(per 100 words)

- 15.7 5.2

Nominalization 
structure rate

7.3% - -

Type-token ratio 
(TTR)

- 0.38 0.06

Emotional 
vocabulary 
proportion

13.7% - -

High-frequency 
word proportion (top 
100)

42.5% - -

Technical 
terminology density

3.8% - -

Pragmatic 
Features

Hedge usage rate 8.2% - -

Softener usage rate 6.5% - -

Intensifier usage rate 9.3% - -

Rhetorical question 
rate

5.4% - -

Directive speech acts account for 22.0%, reflecting 
power relationships and conflicts between characters; ex-
pressive speech acts account for 17.0%, mainly expressing 
emotions and attitudes; interrogative speech acts account 
for 12.5%, used to drive dialogue and create suspense; 
commissive and declarative speech acts account for only 
6.0% and 4.0% respectively, primarily used at specific 
narrative nodes. From syntactic complexity analysis, the 
average sentence length in film dialogue is 8.2 words, 
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significantly shorter than ordinary written language (17.3 
words), reflecting the concise nature of oral expression; 
meanwhile, judging from the rate of compound sentence 
usage (23.5%) and clause frequency (15.7 clauses per 100 
words), the syntactic complexity of film dialogue is lower 
than formal written language but higher than everyday oral 
language, demonstrating an artistic oral style [33]. In terms 
of lexical features, the type-token ratio (TTR) of film dia-
logue is 0.38, lower than literary works (0.45) but higher 
than daily conversation (0.32), indicating moderate lexical 
diversity; emotional vocabulary accounts for 13.7%, higher 
than news texts (7.2%) and academic texts (3.5%), reflect-
ing the importance of emotional expression, as shown in 
Figure 2 below.

Figure 2. Analysis of Linguistic Features in Film Dialogue 
Narrative.

Further analysis of dialogue features across dif-
ferent film types reveals significant differences: drama 
films have a higher proportion of expressive speech acts 
(24.3%) and relatively complex syntax (average sentence 
length 9.6 words); suspense films have higher frequencies 
of interrogative speech acts (18.7%) and rhetorical ques-
tions (8.2%); action films have more directive speech acts 
(29.8%) and shorter sentences (average sentence length 
6.3 words). Films with different time period settings also 
show variations: modern urban-themed films have higher 
rates of hedges and softeners (10.7% and 9.3% respec-
tively), while historical films have greater nominalization 
structure and technical terminology density (11.2% and 
6.5% respectively). Compared to traditional conversational 
corpora, film dialogue features higher emotional vocabu-
lary density, stronger rhetorical coloring, and more explicit 
speech act purposiveness; these characteristics collectively 
constitute the artistic oral style of film dialogue, providing 
rich semantic complementary material for shot grammar.

4.1.3.	 Co-Occurrence Patterns of the Two 
Modalities

This study, through co-occurrence analysis of 6,742 
shots and 12,487 dialogue segments from 50 films, reveals 
the systematic complementary relationship and co-occur-
rence patterns between shot grammar and dialogue narra-
tive in film storytelling. As shown in Table 3 and Figure 
3, the research uses Co-occurrence Coefficient (COC) to 
quantify the pairing tendencies of features from the two 
modalities, with COC values ranging from 0–1, where 
higher values indicate more significant co-occurrence fre-
quencies. The analysis results show that specific shot types 
and specific speech act types exhibit clear co-occurrence 
preferences: close-ups and expressive speech acts have the 
highest co-occurrence coefficient (0.76), indicating that 
emotional expressions are often presented through charac-
ter facial close-ups; medium shots are closely associated 
with assertive speech acts (0.73), suitable for displaying 
conversations and information transfer between charac-
ters; long shots are highly associated with assertive (0.71) 
and declarative (0.65) speech acts, commonly used for 
narrative explanations and scene establishment; extreme 
close-ups and expressive speech acts have a co-occurrence 
coefficient as high as 0.82, forming a very strong emo-
tional emphasis; while extreme long shots form stable 
combinations with assertive (0.59) and declarative (0.61) 
speech acts, frequently used for scene narration and event 
overview. From a syntactic feature perspective, dialogue 
in long shots and extreme long shots has longer average 
sentence lengths (10.3 words and 11.5 words respectively), 
while dialogue in close-ups and extreme close-ups is more 
concise (6.7 words and 5.3 words respectively), demon-
strating the complementary relationship between shot size 
and language complexity [34].

Dynamic analysis of co-occurrence patterns further 
reveals that these patterns exhibit regular changes through-
out narrative development: in opening sequences, the co-
occurrence frequency of long shots/extreme long shots 
with assertive speech acts is high (average co-occurrence 
coefficient 0.68), mainly used to establish narrative envi-
ronments; in character conflict scenes, co-occurrences of 
close-ups with expressive/directive speech acts increase 
(average co-occurrence coefficient 0.64); in emotional cli-
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max parts, the co-occurrence of extreme close-ups and ex-
pressive speech acts reaches its peak (0.87); while in end-
ing sections, there is a tendency toward combinations of 
long shots/extreme long shots with declarative speech acts 
(average co-occurrence coefficient 0.73). Different film 
genres also demonstrate unique co-occurrence patterns: in 
dramas, co-occurrences of close-ups and expressive speech 
acts are more frequent (0.81); in suspense films, the pair-
ing of close-ups and interrogative speech acts is significant 
(0.67); action films more frequently use combinations of 
medium shots and directive speech acts (0.58). These co-
occurrence patterns not only reveal the systematic features 
of modal complementarity in film narrative but also pro-
vide an empirical foundation for understanding how differ-

ent modalities work together to achieve specific narrative 
functions. By identifying these typical co-occurrence pat-
terns, a structured analytical framework for film multimod-
al narrative can be established, laying the groundwork for 
subsequent research into the deep complementary mecha-
nisms between shots and dialogue.

4.2.	 Core Mechanisms and Patterns of Modal 
Complementarity

4.2.1.	 Semantic Enhancement Complementarity

Semantic enhancement complementarity is the most 
common complementary mechanism in film multimodal 
narrative, accounting for 58.3% of all modal complementa-
rity instances in the corpus. The core feature of this mecha-
nism is that one modality (shot or dialogue) strengthens, 
highlights, or deepens the semantic content conveyed by 
the other modality, thereby improving the expressive ef-
fect. Through analysis of 3,926 semantic enhancement 
complementarity instances, three main enhancement types 
were identified: emotional enhancement (43.5%), character 
enhancement (32.8%), and plot enhancement (23.7%). As 
shown in Table 4, emotional enhancement complementa-
rity is primarily achieved through combinations of close-
up and extreme close-up shots (accounting for 67.4% of 
this type of complementarity) with expressive speech 
acts (accounting for 56.2%), with a mean enhancement 

Table 3. Major Co-occurrence Patterns Between Shot Grammar and Dialogue Narrative.

Co-Occurrence Pattern
Co-Occurrence 
Coefficient

Average Shot Duration 
(Seconds)

Average Sentence 
Length (Words)

Typical Narrative Function

Close-up + Expressive 0.76 4.2 6.7 Emotional emphasis, inner expression

Close-up + Interrogative 0.51 4.3 7.1
Emotional tension, psychological 
conflict

Medium shot + Assertive 0.73 5.3 8.4
Information transfer, character 
interaction

Medium shot + 
Commissive

0.52 5.7 8.9
Character relationship development, 
plot turning point

Long shot + Assertive 0.71 7.2 10.3
Scene establishment, background 
narration

Long shot + Declarative 0.65 7.8 11.2 Event declaration, narrative framework

Extreme close-up + 
Expressive

0.82 2.6 5.3 Intense emotion, psychological crisis

Extreme long shot + 
Assertive

0.59 8.9 11.5
Scene introduction, environmental 
description

Extreme long shot + 
Declarative

0.61 9.2 12.3
Narrative summary, thematic 
interpretation

Figure 3. Analysis of Co-occurrence Patterns Between Film Shot 
Grammar and Dialogue Narrative.
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intensity of 0.72 (on a 0–1 scale). Character enhancement 
complementarity tends to use combinations of medium 
shots (48.6%) with assertive/directive speech acts (together 
accounting for 65.3%), with a mean enhancement intensity 
of 0.66; plot enhancement complementarity mainly relies 
on combinations of long shots/extreme long shots (together 
accounting for 52.7%) with assertive speech acts (account-
ing for 61.8%), with a mean enhancement intensity of 0.68 
[35]. Analysis indicates that the enhancement effect of shot 
grammar on dialogue semantics (average intensity 0.71) is 
slightly higher than the enhancement effect of dialogue on 
shot semantics (average intensity 0.65), which is consistent 
with film’s characteristic as a visually dominant medium.

Significant differences exist in the distribution and 
intensity of semantic enhancement complementarity 
across different film genres (as shown in Figure 4): in 
drama films, emotional enhancement complementarity is 
most prominent, with a mean intensity of 0.82, primar-
ily achieved through nuanced facial expression close-ups 
with in-depth dialogue; in suspense films, plot enhance-
ment complementarity is more significant (intensity 0.74), 
especially through the clever combination of visual cues 
and dialogue hints to create suspense; action films are rela-
tively balanced across the three enhancement types, but 
plot enhancement slightly predominates (intensity 0.71); 
in science fiction films, character enhancement and emo-
tional enhancement complementarity are more prominent 

(intensities of 0.69 and 0.67 respectively); romance films 
primarily feature emotional enhancement complementa-
rity (intensity 0.78). Further cultural comparative analysis 
shows that Western films tend to use more visual enhance-
ment (accounting for 65.3%), while Asian films rely more 
on dialogue enhancement (accounting for 57.8%). Tempo-
ral analysis indicates that semantic enhancement comple-
mentarity exhibits regular changes throughout film narra-
tive development: plot enhancement dominates in opening 
sequences (56.3%), establishing narrative background; 
during plot development stages, the proportion of charac-
ter enhancement increases (reaching 48.2%); in emotional 
climax sections, the proportion of emotional enhancement 
reaches its peak (68.7%); in ending sections, there is a 
return to plot enhancement dominance (52.5%) [36]. These 
findings reveal that semantic enhancement complementari-
ty, as a fundamental mechanism of film multimodal narra-
tive, has an internal structure and functions closely related 
to film genre, cultural background, and narrative stage, 
providing a systematic explanation for understanding the 
collaborative mechanism of film audiovisual language.

To further clarify the specific manifestations of se-
mantic enhancement complementarity, take the scene from 
“The Shawshank Redemption” where Andy first shares 
beer on the prison roof: When Andy says “At this mo-
ment, drinking beer, we are free,” the camera movement 
from a high angle shot of the prisoners to a low angle 

Table 4. Type and Feature Distribution of Semantic Enhancement Complementarity.

Enhancement Type
Quantity 
(Proportion)

Main Shot Types Main Speech Acts
Mean Enhancement 
Intensity

Typical Examples

Emotional 
Enhancement

1,708 (43.5%)

Close-up (38.2%), 
Extreme close-up 
(29.2%), Medium shot 
(22.5%), Long shot 
(7.6%), Extreme long 
shot (2.5%)

Expressive (56.2%), 
Interrogative (18.3%), 
Directive (14.5%), 
Assertive (9.2%), Others 
(1.8%)

0.72

Character inner monologue 
with facial close-up; extreme 
close-up with intense 
dialogue during emotional 
outbursts

Character 
Enhancement

1,288 (32.8%)

Medium shot (48.6%), 
Close-up (27.3%), 
Long shot (14.2%), 
Extreme close-up 
(6.5%), Extreme long 
shot (3.4%)

Assertive (36.7%), 
Directive (28.6%), 
Expressive (19.3%), 
Interrogative (12.8%), 
Others (2.6%)

0.66

Close-up of gestures during 
character dialogue; medium 
shot of power posture with 
commanding tone

Plot Enhancement 930 (23.7%)

Long shot (31.5%), 
Medium shot (25.8%), 
Extreme long shot 
(21.2%), Close-up 
(18.4%), Extreme 
close-up (3.1%)

Assertive (61.8%), 
Declarative (14.5%), 
Directive (12.3%), 
Interrogative (8.7%), 
Others (2.7%)

0.68

Extreme long shot with 
narration during scene 
transitions; close-up of key 
objects with explanatory 
dialogue
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shot of the blue sky forms a typical emotion-enhancing 
complementarity, visually reinforcing the emotional core 
of “freedom” expressed in the dialogue. Meanwhile, in 
“Tokyo Story,” the combination of plain dialogue with de-
liberately slowed-paced shots of daily life demonstrates an 
understated character-enhancing complementarity, deepen-
ing the core theme of family alienation through seemingly 
ordinary audiovisual combinations.

Figure 4. Analysis of Semantic Enhancement Complementarity 
Patterns.

4.2.2.	 Semantic Expansion Complementarity

Semantic expansion complementarity is the second 
major complementary mechanism in film multimodal nar-
rative, accounting for 27.5% (1,853 cases) of all modal 
complementarity instances in the corpus. The core fea-

ture of this mechanism is that one modality provides ad-
ditional semantic information not expressed or not fully 
expressible by the other modality, thereby extending, sup-
plementing narrative content, and enriching the meaning 
construction of the film. Through in-depth analysis, three 
main types of semantic expansion were identified: environ-
mental expansion (38.4%), temporal expansion (35.7%), 
and psychological expansion (25.9%). As shown in Table 
5, environmental expansion complementarity is primar-
ily achieved through combinations of long shots/extreme 
long shots (together accounting for 63.5% of this type of 
complementarity) with concise dialogue, where the shots 
display spatial information and environmental details far 
beyond the dialogue description, with a mean expansion 
coefficient of 0.64 (on a 0–1 scale) [37]; temporal expansion 
complementarity is achieved through techniques such as 
montage, rapid editing combined with brief dialogue, com-
pressing or extending timelines within limited dialogue, 
with a mean expansion coefficient of 0.57; psychological 
expansion complementarity mainly relies on combinations 
of close-ups/extreme close-ups (together accounting for 
68.7%) with implicit dialogue, revealing psychological 
states not explicitly stated in the dialogue through visual 
elements such as expressions and eye movements, with a 
mean expansion coefficient of 0.71, the highest among the 
three types.

Table 5. Type and Feature Distribution of Semantic Expansion Complementarity.

Expansion Type
Quantity 
(Proportion)

Main Shot Techniques Main Dialogue Features
Mean 
Expansion 
Coefficient

Typical Examples

Environmental 
Expansion

711 (38.4%)

Long shot (37.2%), 
Extreme long shot 
(26.3%), Aerial shot 
(14.6%), Pan (12.8%), 
Others (9.1%)

Concise narration 
(54.3%), Silence (23.5%), 
Indicative comments 
(14.7%), Others (7.5%)

0.64

Simple dialogue “We‘re here“ 
with spectacular panorama; 
environmental long shots inserted 
in single dialogue scenes

Temporal 
Expansion

661 (35.7%)

Montage (31.8%), Rapid 
editing (24.5%), Fade in/
out (18.3%), Slow motion 
(15.6%), Others (9.8%)

Voice-over (35.2%), 
Brief summary (28.7%), 
Transitional phrases 
(21.5%), Others (14.6%)

0.57

Short phrase „Years passed“ with 
montage showing passage of time; 
single line of dialogue spanning 
shot combinations across multiple 
time points

Psychological 
Expansion

481 (25.9%)

Close-up (41.4%), 
Extreme close-up 
(27.3%), Subjective POV 
(18.5%), Zoom (7.8%), 
Others (5.0%)

Implicit expression 
(39.6%), Silence (29.8%), 
Contradictory statements 
(21.3%), Others (9.3%)

0.71

Flat dialogue „It‘s fine“ with 
facial close-up showing 
complex emotions; audiovisual 
combinations showing characters 
saying one thing but thinking 
another



299

Forum for Linguistic Studies | Volume 07 | Issue 05 | May 2025

As shown in Figure 5, semantic expansion comple-
mentarity exhibits clear patterns of change throughout film 
narrative development: temporal expansion dominates in 
opening sequences (50%), effectively compressing back-
ground information; during plot development stages, the 
proportion of environmental expansion increases (45%), 
enriching narrative scenes; in emotional climax sections, 
the proportion of psychological expansion reaches its peak 
(54%), deepening character interiority; in ending stages, 
environmental expansion again takes the lead (50%), ex-
panding narrative vision. Significant differences also exist 
in expansion patterns across different film genres: psy-
chological expansion has the highest proportion in drama 
films (42.3%); environmental expansion and psychological 
expansion are relatively balanced in suspense films (38.7% 
and 36.5% respectively); action films primarily feature en-
vironmental expansion (53.2%); science fiction films have 
an even higher proportion of environmental expansion 
(58.6%); while historical films favor temporal expansion 
(46.8%). Further analysis also reveals that the audiovisual 
relationship in semantic expansion complementarity has 
obvious asymmetry: in environmental expansion comple-
mentarity, cases where the visual modality expands the 
linguistic modality constitute the vast majority (87.3%); in 
temporal expansion complementarity, the two modalities 
are relatively balanced (visual expansion of language ac-
counts for 54.2%, linguistic expansion of visuals accounts 
for 45.8%); while in psychological expansion comple-
mentarity, visual expansion of language still predominates 
(68.4%) [38]. These findings reveal how semantic expansion 
complementarity, as an important means of film narrative, 
creates complex meanings beyond the expressive capacity 
of a single modality through the complementarity of dif-
ferent modalities, providing a systematic framework for 
understanding the deep mechanisms of film multimodal 
narrative.

It should be particularly noted that semantic exten-
sion complementarity is not simply an increase in infor-
mation quantity, but rather reflects the unique narrative 
strategy of film as an audiovisual medium. This comple-
mentary mechanism achieves a balance between narrative 
efficiency and depth through modal division of labor: the 
linguistic modality typically handles logical relationships, 
causal connections, and abstract concepts, while the visual 

modality excels at conveying spatial relationships, emo-
tional atmospheres, and concrete details. In environment-
extending complementarity, filmmakers often employ 
carefully designed ‘setting-as-narrative’ strategies, making 
environmental details external projections of characters’ 
psychological states and social situations, such as the 
vertical spatial composition in Bong Joon-ho’s “Parasite” 
forming a metaphorical social class division that far ex-
ceeds what is explicitly stated in dialogue. Time-extending 
complementarity frequently utilizes ‘visual condensation’ 
techniques to convey large amounts of temporal informa-
tion in a short time, as in “Citizen Kane” where a brief 
two-minute breakfast montage summarizes the complete 
deterioration process of a marriage. The most exquisite as-
pect of psychological extension complementarity lies in its 
‘dual coding’ effect, allowing audiences to simultaneously 
receive surface speech and deep emotions, such as the 
complex psychological activities revealed through subtle 
facial expression changes and focus shifts beneath calm 
dialogue in “The Doctor.” These extension mechanisms 
are not isolated from each other but often interwoven, as in 
Tarkovsky’s “Mirror,” which constructs a complex narra-
tive structure of memory and reality intermingling through 
environment-time dual extension complementarity with 
intersecting time and space. The core value of semantic ex-
tension complementarity lies in creating a dialectical unity 
of information density and artistic expressiveness, enabling 
film to realize infinite narrative possibilities within limited 
time and space.

Figure 5. Analysis of Semantic Expansion Complementarity 
Patterns.

4.2.3.	 Semantic Contrast Complementarity

Semantic contrast complementarity is the most com-
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plex complementary mechanism in film multimodal narra-
tive, accounting for 14.2% (963 cases) of all modal com-
plementarity instances in the corpus. The core feature of 
this mechanism is that shot grammar and dialogue narra-
tive present a surface contradiction or tension relationship, 
creating complex semantic effects through audiovisual con-
flict. Although this type of complementarity is less numer-
ous than the previous two types, it possesses unique value 
in terms of artistic expressiveness and narrative depth. 
Through detailed analysis of all semantic contrast comple-
mentarity cases, three main types were identified: dramatic 
contrast (36.5%), satirical contrast (31.8%), and ironic 
contrast (31.7%). As shown in Table 6, dramatic contrast 
primarily forms a strong contrast between the cruel reality 
presented in shots and the ideals/hopes expressed in dia-
logue, often used in scenes where characters face desperate 
situations or moral dilemmas, with a mean contrast inten-
sity of 0.68 (on a 0–1 scale); satirical contrast typically 
creates contrast between light/pleasant visual presentation 
and heavy/dark linguistic content, creating black humor ef-
fects, with a mean contrast intensity of 0.64 [39]; ironic con-
trast reveals contradictions between the subtext suggested 
by shots and the explicit dialogue of characters, exposing 
inconsistencies between characters’ words and actions or 
internal conflicts, with a mean contrast intensity as high as 
0.75, the strongest among the three types.

To specifically illustrate different types of semantic 
contrast complementarity, the following analysis examines 

typical scenes from works by renowned directors. Stanley 
Kubrick’s “A Clockwork Orange” provides a classic case 
of ironic contrast: in the scene where the protagonist Alex 
sings “Singin’ in the Rain” while committing violent acts, 
the cheerful, lighthearted music and lyrics form a stark 
contrast with the brutal imagery, creating a disturbing 
black humor effect with a contrast intensity of 0.82, one 
of the highest in our corpus. This ironic contrast, through 
deliberately misaligned audiovisual combinations, reveals 
the absurdity of violence itself and the failure of social 
conditioning. Lars von Trier’s “Melancholia” demonstrates 
a typical dramatic contrast: in the opening sequence, the 
close-up of protagonist Justine’s smiling face sharply con-
trasts with her prophecy about the impending destruction 
of the world, with the slow camera movement conflict-
ing with yet deepening the apocalyptic premonition in 
the dialogue, forming a dramatic complementarity with a 
contrast intensity of 0.78. In Hou Hsiao-hsien’s “A City of 
Sadness,” the calm narration of Taiwan’s historical turmoil 
forms an ironic contrast (intensity 0.71) with the precise 
visual presentation of details from characters’ daily lives, 
revealing the implicit infiltration of history into personal 
fates through seemingly disconnected audiovisual relation-
ships. These three cases represent characteristic expres-
sions of semantic contrast complementarity across different 
cultural backgrounds, and also confirm how modal com-
plementarity constructs richer cinematic meanings through 
complex audiovisual relationships.

Table 6. Type and Feature Distribution of Semantic Contrast Complementarity.

Contrast 
Type

Quantity 
(Proportion)

Main Shot Features Main Dialogue Features
Mean 
Contrast 
Intensity

Typical Examples

Dramatic 
Contrast

352 (36.5%)

Close-ups of cruel reality (31.2%), 
High contrast lighting (28.6%), 
Long shots emphasizing loneliness 
(17.3%), Perspective contrast 
(14.5%), Others (8.4%)

Idealized statements 
(38.4%), Expressions of 
hope (31.7%), Discussions 
of fate (17.9%), Others 
(12.0%)

0.68

Death hints shown while 
character discusses future 
hopes; shots revealing 
breakdown as character claims 
„everything is fine“

Satirical 
Contrast

306 (31.8%)

Bright, light-hearted scenes 
(33.7%), Conventional shot style 
(27.3%), Static composition 
(21.5%), Everyday settings 
(10.8%), Others (6.7%)

Dark content (41.8%), 
Violent descriptions 
(28.3%), Threatening 
expressions (17.6%), 
Others (12.3%)

0.64

Discussing horrific acts 
with light music and bright 
environments; extreme dialogue 
paired with mundane family 
scenes

Ironic 
Contrast

305 (31.7%)

Expression close-ups revealing 
truth (42.6%), Detail hints (26.2%), 
Angle switching (15.4%), Depth of 
field changes (8.5%), Others (7.3%)

Surface statements 
(37.5%), Disguised 
expressions (31.8%), 
Double entendres (21.4%), 
Others (9.3%)

0.75

Shots revealing disgust as 
character expresses love; 
visual hints of betrayal during 
expressions of loyalty
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As shown in Figure 6, significant differences exist 
in the distribution of semantic contrast complementarity 
across different film genres: dramatic contrast is most 
prominent in drama films (43%), strengthening character 
situations and fate themes through audiovisual contrast; 
suspense films have higher proportions of ironic contrast 
(45%) and satirical contrast (40%), effectively creating sus-
pense and psychological tension; satirical contrast reaches 
its peak in comedy films (45%), serving as an important 
source of humor effects; science fiction films have a higher 
proportion of ironic contrast (40%), often used to explore 
complex relationships between humans and technology; 
action films show a more balanced distribution among con-
trast types, but with a lower overall proportion than other 
genres. Cultural comparative analysis shows that Western 
films tend to use more satirical contrast (percentage higher 
than Asian films by 8.5 percentage points), while Asian 
films more frequently employ dramatic contrast (percentage 
higher than Western films by 7.2 percentage points). Tem-
poral analysis indicates that semantic contrast complemen-
tarity exhibits distinct phase characteristics throughout film 
narrative development: contrast instances are relatively 
few in opening sections; the proportion of ironic contrast 
begins to rise during plot development stages; dramatic 
contrast reaches its peak at turning points and crisis sec-
tions; while ending sections more frequently use satirical 
contrast, providing reflective space for the narrative [40]. 
Additionally, directorial style analysis reveals that seman-
tic contrast complementarity is an important marker of art 
films and auteur films, appearing with particularly high 
frequency in the works of directors such as Kubrick, von 
Trier, and Bergman compared to commercial films. These 
findings not only elucidate the diverse manifestations of 

semantic contrast complementarity as an advanced film 
rhetorical device but also provide a systematic framework 
for understanding how film creates complex meanings 
through audiovisual contradictions.

4.3.	 Modal Complementarity Effects Under 
Dynamic Semantic Framework

4.3.1.	 Modal Complementarity in Emotional 
Expression

This study, through analysis of 2,158 emotional ex-
pression scenes, reveals the core role and effect patterns of 
modal complementarity in film emotional expression. As 
shown in Table 7, under the dynamic semantic framework, 
the impact of different modal complementarity types on 
emotional expression is examined from three dimensions: 
emotional intensity, complexity, and audience response. 
The data shows that, compared with single-modality ex-
pression, modal complementarity significantly enhances 
emotional expression effects: the average intensity rating 
for single-modality emotional scenes is 3.2 (on a 5-point 
scale), while scenes using semantic enhancement comple-
mentarity reach 4.3, semantic expansion complementarity 
scenes achieve 4.1, and semantic contrast complementa-
rity scenes reach as high as 4.6. Particularly in expressing 
complex emotions, semantic contrast complementarity 
demonstrates a significant advantage: emotional complex-
ity rating reaches 4.5, far higher than the 2.8 of single 
modality [41]. Through analysis of specific complementary 
techniques, it is found that enhancement complementarity 
between close-up shots and expressive dialogue is most 
effective (efficacy rate 86.3%) when expressing basic 
emotions (such as sadness, anger, joy); environmental ex-
pansion complementarity performs exceptionally well in 
creating emotional atmosphere (efficacy rate 79.5%); while 
ironic contrast is most effective in expressing contradictory 
emotions (such as love-hate intertwining, bittersweet feel-
ings) (efficacy rate 91.7%).

As shown in Figure 7, with increasing emotional 
complexity, different modal complementarity types display 
marked differences in emotional intensity performance: 
when expressing simple emotions (complexity 1–2), the ef-
fect differences among the three complementarity types are 
not significant; however, when expressing high-complexity 

Figure 6. Analysis of Semantic Contrast Complementarity 
Patterns.
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emotions (complexity 4–5), the emotional intensity of 
semantic contrast complementarity is significantly higher 
than other types, especially when emotional complexity 
reaches the highest level (5 points), where the emotional 
intensity of contrast complementarity (7.6) far exceeds se-
mantic enhancement (5.7) and single modality (3.9). Fur-
ther genre analysis shows that different film types prefer 
different emotional expression complementarity patterns: 
drama films tend to use semantic enhancement comple-
mentarity (accounting for 42.8%) to strengthen core emo-
tions; suspense films more frequently employ semantic ex-
pansion complementarity (accounting for 38.5%) to create 
emotional suspense; while comedy films have the highest 
frequency of semantic contrast complementarity usage (ac-
counting for 36.2%), effectively producing emotional con-
trast and humor effects. Cultural comparative analysis also 
finds that Western films are more inclined to express clear 
emotions through direct semantic enhancement comple-

mentarity (percentage higher than Asian films by 9.3 per-
centage points), while Asian films more frequently adopt 
implicit semantic expansion complementarity (percentage 
higher than Western films by 8.7 percentage points) [42]. 
From a cognitive perspective, modal complementarity 
significantly increases audience emotional investment and 
empathetic experience by activating multiple perceptual 
channels, an effect particularly evident in high-complexity 
emotional expression. Overall, the research indicates that 
modal complementarity mechanisms not only enhance the 
intensity of emotional expression but also effectively con-
vey complex, subtle, and contradictory emotional states, 
providing rich expressive means for film emotional narra-
tive.

4.3.2.	 Modal Complementarity in Character 
Construction

This study conducted a detailed analysis of 1,876 
character portrayal scenes in the corpus, revealing the key 
role and effect mechanisms of modal complementarity in 
film character construction. As shown in Table 8, the im-
pact of different modal complementarity types on character 
portrayal was evaluated across six character dimensions 
(psychological depth, moral complexity, relationship dy-
namics, social identity, historical background, and cultural 
context). The data shows that, compared with single mo-
dality, modal complementarity significantly enhances the 
multi-dimensional presentation of characters: in terms of 
psychological depth, characters portrayed using seman-
tic contrast complementarity scored 7.6 (on a 10-point 
scale), far higher than the 4.8 of single modality; regarding 

Table 7. Characteristics and Effects of Different Modal Complementarity Types in Emotional Expression.

Complementarity 
Type

Mean Emotional 
Intensity (1–5)

Mean Emotional 
Complexity (1–5)

Mean Audience 
Rating (1–5)

Main Emotional Types
Typical Application 
Scenarios

Single Modality 3.2 2.8 3.4 Basic emotions (83.6%)
Simple emotional states, 
clear emotional expression

Semantic Enhancement 4.3 3.7 4.2
Intensified emotions (67.4%), 
Deep emotions (32.6%)

Emotional climaxes, 
important turning points

Semantic Expansion 4.1 4.2 4.5
Mixed emotions (58.3%), 
Implicit emotions (41.7%)

Subtle emotional changes, 
emotional transition 
processes

Semantic Contrast 4.6 4.5 4.7
Contradictory emotions 
(76.2%), Complex 
psychology (23.8%)

Internal conflicts, identity 
crises, ethical dilemmas

Figure 7. Analysis of Modal Complementarity Effects in 
Emotional Expression.
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moral complexity, semantic contrast complementarity also 
performed best (7.3 points), with semantic enhancement 
complementarity ranking second (5.9 points); in displaying 
relationship dynamics, all three complementary methods 
significantly outperformed single modality, though domi-
nant complementary patterns differed across different film 
types [43]. Through correlation analysis, specific shot-dia-
logue combinations were found to have significant effects 
on character portrayal: enhancement complementarity be-
tween close-ups/extreme close-ups and inner monologues 
proved most effective in revealing characters’ inner worlds 
(correlation coefficient r = 0.73); environmental expan-
sion complementarity effectively established relationships 
between characters and social environments through com-
binations of long shots and minimal dialogue (r = 0.68); 
while ironic contrast, through contradictory presentations 
of expression close-ups and surface dialogue, best demon-
strated character complexity and internal-external conflicts 
(r = 0.81).

Different types of modal complementarity demon-
strate distinct advantages across the six character dimen-
sions: semantic contrast complementarity is most promi-
nent in shaping psychological depth and moral complexity; 
semantic expansion complementarity performs best in pre-
senting cultural context and historical background; while 
semantic enhancement complementarity has slight advan-
tages in character relationship dynamics and social iden-
tity. From character type analysis, main characters benefit 

more from semantic contrast complementarity (accounting 
for 48.3%), helping to shape complex, three-dimensional 
character images; while secondary characters more fre-
quently employ semantic enhancement complementarity 
(accounting for 52.7%), effectively reinforcing their typi-
cal features within limited shots. From narrative position 
perspective, character first appearance scenes tend to use 
semantic expansion complementarity (accounting for 
57.6%), quickly establishing character positioning through 
complementary relationships between environment and 
character; character transformation nodes more frequently 
use semantic contrast complementarity (accounting for 
63.8%), highlighting internal changes through audiovisual 
contrast; while key decision scenes for characters predomi-
nantly feature semantic enhancement complementarity (ac-
counting for 55.2%), reinforcing character motivation and 
will [44]. Additionally, gender analysis shows that semantic 
contrast complementarity is used significantly more fre-
quently in portraying female characters (38.7%) than male 
characters (29.5%), a phenomenon reflected in films across 
different cultural backgrounds, reflecting common patterns 
in film character gender presentation. These findings indi-
cate that modal complementarity is not only an effective 
means for in-depth character portrayal but also an impor-
tant strategy for film narrative to construct character com-
plexity, relationship networks, and sociocultural identities, 
providing a systematic explanation for understanding the 
audiovisual mechanisms of film character construction.

Table 8. Effect Ratings of Different Modal Complementarity Types in Character Construction (10-point scale).

Character 
Dimension

Single 
Modality

Semantic 
Enhancement 
Complementarity

Semantic Expansion 
Complementarity

Semantic Contrast 
Complementarity

Best Complementary Technique

Psychological 
Depth

4.8 6.0 5.8 7.6
Extreme close-up + inner monologue 
(contrast type)

Moral 
Complexity

4.3 5.9 5.3 7.3
Behavior close-up + opposing 
dialogue (contrast type)

Relationship 
Dynamics

4.7 6.1 6.3 6.9
Medium shot + interactive dialogue 
(expansion type)

Social Identity 5.0 6.2 5.8 6.1
Long shot + identity hints 
(enhancement type)

Historical 
Background

3.7 5.4 6.2 5.7
Montage + voice-over narration 
(expansion type)

Cultural Context 3.5 5.2 6.3 5.8
Environmental close-up + cultural 
symbols (expansion type)

Average Score 4.2 6.0 5.8 7.5 -
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4.3.3.	 Modal Complementarity in Narrative 
Progression

This study, through analyzing 2,347 narrative pro-
gression scenes in the corpus, reveals the distribution pat-
terns and functional mechanisms of modal complementa-
rity across different stages of film narrative development. 
As shown in Table 9, film narrative structure is divided 
into four stages: exposition, rising action, climax, and 
resolution, examining the application frequency and effects 
of different modal complementarity types at each stage [45]. 
The data shows that different narrative stages exhibit dis-
tinct modal complementarity preferences: the exposition 
stage is dominated by semantic expansion complementa-
rity (52%), effectively establishing narrative background 
through environmental expansion and temporal expansion, 
providing basic information necessary for audience un-
derstanding of the story; the rising action stage primarily 
features semantic enhancement complementarity (40%), 
strengthening conflicts and character development, driving 
the plot forward; semantic contrast complementarity takes 
the dominant position in the climax stage (53%), creating 
maximum dramatic tension through audiovisual conflict; 
while the resolution stage returns to semantic expansion 
complementarity (45%), extending narrative boundaries 
through a macro perspective, suggesting broader meanings 
of the story [46]. Detailed analysis of the narrative functions 
of each complementarity type reveals that in the exposition 
stage, environmental expansion complementarity scores 
highest in narrative effectiveness (7.6/10), significantly im-
proving background establishment efficiency; at plot turn-
ing points, the suspense effect created by semantic contrast 

complementarity scores 8.2, far higher than single modal-
ity (5.3); in foreshadowing scenes, semantic expansion 
complementarity performs most prominently (hint validity 
7.8).

As shown in Figure 8, modal complementarity types 
exhibit clear fluctuation patterns in narrative development, 
with these patterns showing common features across dif-
ferent film genres, though genre differences also exist: 
suspense films have a significantly higher proportion of 
contrast complementarity in the rising action stage than 
the average level (+12.6 percentage points), effectively 
creating suspense; action films have a higher proportion of 
enhancement complementarity in the climax stage (+9.3 
percentage points), reinforcing the impact of action scenes; 
while drama films have a higher proportion of expansion 
complementarity in the resolution stage (+8.5 percentage 
points), deepening thematic significance [47]. Further analy-
sis also reveals that modal complementarity demonstrates 
significant advantages in different narrative functions: in 
transition and spatiotemporal jump scenes, the connec-
tion clarity rating of semantic expansion complementarity 
(7.8) is significantly higher than single modality (5.6); in 
establishing causal relationships, semantic enhancement 
complementarity improves logical clarity by 38.5%; in 
foreshadowing and callback structures, the correspondence 
of modal complementarity across different stages increases 
narrative coherence ratings by 42.3%. Additionally, audi-
ence comprehension tests reveal that key scenes employing 
appropriate modal complementarity increase audience plot 
understanding accuracy by an average of 25.7% and nar-
rative engagement by 31.6%, an effect particularly signifi-
cant in films with complex narrative structures (+43.2%). 

Table 9. Distribution and Functional Characteristics of Modal Complementarity Across Different Narrative Stages.

Narrative 
Stage

Semantic 
Enhancement 
(%)

Semantic 
Expansion (%)

Semantic 
Contrast (%)

Dominant 
Complementarity Type

Main Narrative 
Functions

Effectiveness 
Rating (1–10)

Exposition 44 52 20
Expansion-Environmental 
expansion

Background 
establishment, World 
building

7.6

Rising 
Action

40 35 30
Enhancement-Emotional 
enhancement

Conflict development, 
Character growth

7.2

Climax 48 30 53 Contrast-Dramatic contrast
Tension creation, Climax 
intensification

8.2

Resolution 35 45 25
Expansion-Temporal 
expansion

Meaning extension, 
Thematic elevation

7.4
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These findings not only reveal modal complementarity 
as a core mechanism for film narrative progression but 
also provide an empirical foundation for understanding 
how film constructs complex narratives through system-
atic organization of audiovisual language, while offering 
theoretical guidance for film screenwriters and directors in 
selecting appropriate audiovisual expression strategies for 
different narrative stages [48].

5.	 Discussion

5.1.	 Theoretical Significance of Research 
Findings

This systematic exploration of modal complementary 
mechanisms between film shot grammar and dialogue nar-
rative provides important theoretical contributions to fields 
such as multimodal discourse analysis, film linguistics, 
and dynamic semantic theory. The constructed dynamic se-
mantic framework successfully integrates the multimodal 
analysis methods of systemic functional linguistics, the 
conceptual integration theory of cognitive linguistics, and 
the semantic modeling techniques of computational lin-
guistics, providing a new analytical paradigm for studying 
complex multimodal texts such as films. This framework 
not only overcomes the limitations of modal separation 
in traditional multimodal analysis but also transcends the 

constraints of static semantic views. By treating semantic 
complementarity as a dynamic process, it reveals how 
different modalities collaboratively construct meaning 
in narrative development [49]. In particular, the identifica-
tion of three core complementary mechanisms (semantic 
enhancement, semantic expansion, and semantic contrast 
complementarity) and their subtypes provides a theoretical 
foundation for the refined classification of inter-modal re-
lationships, improving Bateman and Schmidt’s multimodal 
fusion theory and Wildfeuer’s film discourse semantics. 
These findings challenge the traditional linguistic view that 
treats language as central and visual elements as auxiliary, 
demonstrating that in film narrative, there exists a complex 
interactive relationship between audiovisual modalities, 
with each being irreplaceable and jointly constructing 
meaning.

Additionally, the findings of this study enrich film 
linguistics and narrative theory, revealing the systematic 
operational mechanisms of modal complementarity in 
emotional expression, character construction, and narrative 
progression. They prove that modal complementarity is not 
merely a rhetorical device but a fundamental constituent el-
ement of film narrative, capable of significantly enhancing 
emotional intensity, enriching character dimensions, and 
driving narrative development. In particular, the unique ad-
vantages demonstrated by semantic contrast complementa-

Figure 8. Analysis of Modal Complementarity Effects in Narrative Progression.
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rity in handling complex emotions and contradictory psy-
chology provide a new perspective for understanding how 
film conveys subtle and deep meanings [50]. Meanwhile, the 
identified patterns of modal complementarity preferences 
across different narrative stages also provide a new method 
for the formal description of film narrative structure. From 
a cognitive perspective, the research results support multi-
channel information processing theory, proving that appro-
priate modal complementarity can reduce audience cogni-
tive load and improve narrative comprehension efficiency. 
In terms of cross-cultural communication, the discovered 
cultural difference patterns also provide an empirical foun-
dation for understanding audiovisual language preferences 
across different cultural backgrounds.

Despite the theoretical contributions achieved in 
this research, there are several limitations that need to be 
identified. First, although the sample size reached 50 films, 
it remains limited relative to the totality of world cinema, 
and the selection process inevitably favored highly-rated 
and well-known works, which may have led to neglect of 
the linguistic features in experimental and marginal films. 
Second, despite attempts to balance films from different 
regions, Western and East Asian films still constitute a 
large proportion (accounting for 72% combined), and the 
underrepresentation of films from the Middle East, Africa, 
and Latin America affects the global applicability of con-
clusions. Methodologically, although various bias mitiga-
tion measures were adopted, the annotators’ professional 
backgrounds still primarily came from film studies and 
linguistics, and the lack of more diversified disciplinary 
perspectives (such as psychology, sociology) may have 
resulted in overly singular interpretations of certain modal 
complementary functions. Additionally, regarding compu-
tational models, existing deep learning technologies still 
have precision limitations when processing highly contex-
tualized and culturally specific audiovisual semantics, es-
pecially for metaphorically rich art films. These limitations 
suggest that we should maintain caution when interpreting 
research results and also indicate directions for improve-
ment in future research.

Overall, this study not only connects theoretical 
perspectives from linguistics, film studies, and cognitive 
science but also paves the way for constructing more com-
prehensive and dynamic multimodal analysis methods, 

with important implications for the future development of 
multimodal research.

5.2.	 Cognitive Explanation of Modal Comple-
mentarity Mechanisms

From a cognitive linguistics perspective, the modal 
complementarity mechanisms between film shot grammar 
and dialogue narrative can be explained through multiple 
cognitive theories. Based on Conceptual Integration Theo-
ry, film viewers automatically establish mental space map-
pings between visual input and linguistic input, forming 
an integrated meaning network. The three types of modal 
complementarity discovered in this research actually corre-
spond to different conceptual integration patterns: semantic 
enhancement complementarity triggers mirror integration, 
where inputs from both modalities share similar concep-
tual structures, mutually reinforcing each other to reduce 
cognitive load; semantic expansion complementarity in-
volves single-scope integration, where one modality pro-
vides an external framework for the other, guiding viewers 
to extend concepts based on existing information; while 
semantic contrast complementarity embodies double-scope 
integration, requiring viewers to coordinate superficially 
contradictory inputs from two modalities and construct 
new integrated meanings at a higher level [51]. Experimental 
data shows that as complementarity complexity increases, 
viewers’ cognitive effort increases, but the richness and 
depth of meaning extraction also correspondingly improve, 
especially with semantic contrast complementarity which, 
despite requiring higher cognitive processing, produces the 
most significant emotional and narrative comprehension 
effects (effect ratings improved by 42.3%), conforming to 
the predictions of “productive cognitive load theory.”

Furthermore, from a neurolinguistic perspective, 
the effects of modal complementarity mechanisms can be 
explained through multi-channel processing theory. Visual 
information and linguistic information are processed in 
the brain via different but interconnected neural networks; 
semantic enhancement complementarity activates similar 
semantic areas, producing reinforcement effects; seman-
tic expansion complementarity activates complementary 
neural networks, expanding the range of meaning con-
struction; while semantic contrast complementarity leads 
to temporary cognitive dissonance, triggering broader 
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neural network participation in the integration process, 
which explains why contrast complementarity scores sig-
nificantly higher in emotional intensity ratings than other 
types. Data also shows that viewers from different cultural 
backgrounds demonstrate preference differences when pro-
cessing certain modal complementarity types, attributable 
to culturally specific cognitive patterns: Western viewers 
understand semantic enhancement complementarity faster 
than Asian viewers (11.2% faster on average), while Asian 
viewers have stronger abilities to identify implicit mean-
ings in semantic expansion complementarity (13.5% high-
er accuracy) [52]. These findings not only support cultural 
cognitive difference theories in cognitive linguistics but 
also confirm film multimodal complementarity as a univer-
sal yet culturally sensitive cognitive mechanism. Overall, 
explaining modal complementarity from a cognitive per-
spective helps understand why this mechanism plays such 
an important role in film narrative—it not only conforms 
to the information processing tendencies of the human 
brain but can also create richer and more profound viewing 
experiences by mobilizing multiple cognitive resources.

6.	 Conclusion and Outlook

6.1.	 Main Research Conclusions

Based on multimodal corpus analysis of 50 interna-
tionally awarded films, this study systematically examined 
the modal complementary mechanisms between film shot 
grammar and dialogue narrative, reaching the following 
five main conclusions:

(1) A systematic complementary relationship exists 
between shot grammar and dialogue narrative in film; this 
complementarity is not merely an occasional rhetorical de-
vice but a fundamental mechanism for meaning construc-
tion in film. The research identified three core comple-
mentary types: semantic enhancement (58.3%), semantic 
expansion (27.5%), and semantic contrast (14.2%), which 
exhibit stable yet variable distribution patterns across 
different film genres, directorial styles, and cultural back-
grounds.

(2) Modal complementarity demonstrates clear scene 
dependency and functional differentiation. In emotional 
expression scenes, semantic contrast complementarity 
most effectively conveys complex emotions (complexity 

rating 4.5/5), especially contradictory emotional states; in 
character construction, semantic contrast complementarity 
is most effective in shaping character psychological depth 
and moral complexity (ratings of 7.6 and 7.3/10 respective-
ly), while semantic expansion complementarity performs 
best in presenting character historical background and cul-
tural context; in narrative progression, different narrative 
stages exhibit distinct complementary type preferences, 
with expansion type dominating the exposition stage (52%) 
and contrast type dominating the climax stage (53%).

(3) Dynamic semantic framework analysis reveals 
that different modal complementarity types have different 
cognitive processing mechanisms. Semantic enhancement 
complementarity triggers mirror integration, reducing cog-
nitive load; semantic expansion complementarity involves 
single-scope integration, expanding the range of meaning 
construction; while semantic contrast complementarity 
embodies double-scope integration, increasing cognitive 
burden but generating richer meaning.

(4) Modal complementarity in film narrative pro-
duces holistic effects transcending individual modalities, 
especially in significantly enhancing emotional intensity 
(average increase of 35.7%), character complexity (av-
erage increase of 42.8%), and narrative comprehension 
(improvement of 25.7%), proving that the whole of multi-
modal coordination is greater than the sum of its parts.

(5) Cultural comparative analysis found that Western 
films tend to use more semantic enhancement complemen-
tarity (9.3 percentage points higher than Asian films) and 
satirical contrast within semantic contrast complementarity 
(8.5 percentage points higher), while Asian films more 
frequently employ semantic expansion complementarity 
(8.7 percentage points higher) and dramatic contrast (7.2 
percentage points higher), reflecting deep differences 
in audiovisual language usage across different cultures. 
These conclusions not only enrich the theoretical horizons 
of multimodal discourse analysis and film linguistics but 
also provide an empirical foundation for film creation and 
cross-cultural communication.

6.2.	 Future Outlook

Based on the findings and limitations of this study, 
future research on modal complementary mechanisms 
between film shot grammar and dialogue narrative can be 
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further deepened in the following five directions:
(1) Expand research corpus and methodology. Fu-

ture research can incorporate more diverse film samples, 
including films from different periods, regions, and genres, 
especially non-mainstream films, experimental films, and 
new media narrative forms, to test the universality and var-
iability of modal complementary mechanisms. Meanwhile, 
neuroscientific methods such as eye-tracking and elec-
troencephalography (EEG) can be integrated to directly 
measure audience real-time cognitive responses to differ-
ent modal complementarity types, providing a more solid 
neurophysiological foundation for theoretical explanations.

(2) Deepen cross-cultural comparative research. This 
study has preliminarily revealed modal complementarity 
differences across films from different cultural back-
grounds; future research can further refine this into studies 
of modal complementary characteristics within specific 
cultural traditions (such as Japanese wabi-sabi aesthetics, 
French New Wave, Indian Bollywood, etc.), exploring 
deep connections between cultural traditions, aesthetic 
concepts, and audiovisual expression, establishing a more 
refined theoretical framework for cross-cultural film lin-
guistics.

(3) Expand the categories of multimodal comple-
mentarity. Beyond shot grammar and dialogue narrative, 
future research can incorporate more modal elements such 
as music, sound effects, color, and editing rhythm into the 
analytical framework, constructing a more comprehensive 
network model of film multimodal complementarity and 
revealing more complex multi-modal coordination mecha-
nisms.

(4) Develop computational models and application 
tools. Based on the dynamic semantic framework estab-
lished in this research, algorithms and tools for automated 
identification and analysis of film modal complementarity 
can be developed, combined with deep learning tech-
nologies to achieve automatic annotation and analysis of 
large-scale film corpora, providing new digital humanities 
methods for film research. These tools can also be applied 
to practical application scenarios such as film creation as-
sistance, automatic subtitle generation, and cross-media 
content conversion.

(5) Explore the historical evolution of modal comple-
mentarity. Through systematic comparison of films from 

different historical periods, the historical evolutionary 
trajectory of modal complementary mechanisms in film 
language can be examined, analyzing relationships be-
tween technological developments (such as the emergence 
of sound films, the popularization of digital technology), 
narrative concept innovations, and changes in modal com-
plementarity strategies, constructing a diachronic theory of 
film language.

(6) Deepening Research on the Socio-Cultural Impli-
cations of Modal Complementarity.The cultural differences 
in modal complementarity discovered in this research are 
not merely aesthetic manifestations but have profound so-
cio-cultural significance. Future research should focus on 
how modal complementarity strategies affect international 
film reception and cross-cultural communication, particu-
larly exploring how Western audiences receive the more 
implicit semantic extension-type complementarity in Asian 
films, and how Asian audiences interpret the direct seman-
tic enhancement-type complementarity and ironic contrasts 
in Western films. These studies can provide a theoretical 
foundation for cross-cultural localization of films, guiding 
subtitle translation and dubbing strategies—for example, 
when facing scenes that heavily rely on culturally specific 
semantic contrasts, subtitles can compensate for cultural 
cognitive differences by adding explanatory translations or 
adjusting expressions. Meanwhile, with the rise of global 
streaming platforms, research on modal reception prefer-
ences of audiences from different cultural backgrounds 
can provide data support for content recommendation al-
gorithm optimization and regionalized content production. 
Additionally, attention should be paid to the connection 
between modal complementarity and the expression of 
social issues, analyzing how films from different cultural 
backgrounds use modal complementarity strategies to con-
vey sensitive topics such as gender, ethnicity, and class, 
thereby revealing the subtle role of film audiovisual lan-
guage in the construction of social discourse.

This research not only helps understand the historical 
development of film language but also provides a theoreti-
cal foundation for predicting potential evolutions of future 
audiovisual narrative forms. Overall, research on modal 
complementarity between film shot grammar and dialogue 
narrative still has broad development space; through multi-
disciplinary intersection and methodological innovation, it 
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is expected to achieve richer results in theoretical deepen-
ing and application expansion.
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