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Pe3tome. B craThe paccmaTpuBaroTcsi 0COOEHHOCTH (POPMHUPOBAHMS MOTHBALMH Y4eOHO-pEUeBON AEATEILHOCTH
JIeTell cTapliero JOIIKOJILHOTo Bo3pacTa. [IpoananmsupoBaHo moHsiTue "MOTHUB" M "MoTHBanusa", a Takxke (GakTopsl,
BJIMAOIIUEC Ha q)OpMI/lpOBaHl/Ie MOTHUBaLlUH. Hpe,HCTaBIleHa JUAarHoCTuka C(l)Ole/IpOBaHHOCTI/I OCHOBHBIX MOTHUBOB H
MOTHBALUK y4eOHO-PEUEBO EATENLHOCTH CTapIINX JOIIKOIBHUKOB.

KnioueBble ci0Ba: MOTHB, MOTHBAIMs, Y4eOHO-peueBas JIESTENBHOCTh, MOTHBALMOHHO-TIOOYIUTENbHBIN
MEXaHU3M, peueBasi akTHBHOCTb.

Summary. Educational speech activity plays a very important role in the process of identity formation and is
carried out in almost during all years of a child's life. In this regard, according to the Author’s opinion, studying of
psycho-linguistic aspects of the incipience, development and formation of motivation for training of speech activity of
senior preschool children are relevant. The Article reveals the conceptions of "motive" and "motivation", examines the
factors affecting the formation of motivation. Diagnostics of formation of the main motives and motivations of the
educational speech activity of senior preschool children are presented. The results of studying have been analysed. The
Author of the Article focuses on the fact that knowledge of main regularities of the incipience and adoption of motives
for educational speech activity of preschool children gives the opportunity to build the optimum system of
psychological and pedagogical actions which will contribute to adequate motives for such activity. The necessity of
motivation formation as one of the fundamental factors of educational speech activity of senior preschool children has
been substantiated.

Key words: motive, motivation, training and speech activity, motivational and incentive mechanism, speech
activity.
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PSYCHOLINGUISTIC CHARACTERISTICS OF VISUAL NARRATIVE DISCOURSE

The authors of this article underline that studying narrative discourse in the English literature and its
psycholinguistic aspects it’s very useful to admit at once that such kind of discourse plays a great role in all kinds of
genre of art literature. In a case we have a deal with graphic novels it’s more suitable to show and to underline
psycholinguistic peculiarities or aspects of narrative discourse.

It was underlined that the important part of comic book narration was also the point of view: who was watching
and what was the object of this gaze; if a character was looking at something and in the next panel we were shown this
object of this gaze, the reader was positioned as this character. This type of positioning is essential in comic book
narration, as it has the possibility of affecting the meanings linked with the reading of the comic. Analyzing
“Watchmen”, the author of this article proposed such psycholinguistic aspects of narrative discourse, as: visual
emphasis, focalization of information; metanarrative presentation of the text; contrasting visual linkings, actualization
of narrative potential.

Key words. narrative discourse, visual emphasis, focalization of information, metanarrative presentation of the
text, contrasting visual linkings, actualization of narrative potential.

Introduction. Studying narrative discourse in the English literature and its psycholinguistic characteristics we
have to admit at once that such kind of discourse plays a great role in all kinds of genre of art literature. But in a case we
have a deal with graphic novels it’s more suitable to show and to underline psycholinguistic peculiarities or aspects of
narrative discourse. It’s because apart from this significant contribution to the superhero discourse, the comic book is
also striking in its multiplicity of narrative levels; often the text and the pictures tell completely separate stories, and
still neither can definitely be read as being more dominant than the other. The unique form of the graphic novel that
combines the textual and the visual narratives in a longer narrative piece poses interesting challenges when it comes to
narratological study, for even the simplest questions of narration and focalization become complicated in the sense that
the imagery always narrates “more” than what the traditional view of the focalizer is capable of. Thus the layers of
narration are significantly more complex, and the question of how to study these becomes crucial.
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Therefore, a narratological method suitable for the study of comics must take into account the both forms that
define comics: both the content and the artwork contained in the panels. In addition to this, textual elements contained
within the comic book need to be taken into account, as a part of a carefully constructed interplay between words and
images. So, the material for our research will be twelve-part graphic novel “Watchmen” (1986) by Alan Moore and
Dave Gibbons.

Thus, the objectives of this article are:

1. To analyze the textual narration in comics which can be presented in various forms, also to describe these
forms.

2. To show the peculiarities of visual narrative discourse using as the example of graphic novel “Watchmen” by
Alan Moore and Dave Gibbons.

3. Propose psycholinguistic characteristics of visual narrative discourse.

The main material of the research. The textual narration in comics can take place in various forms: it can
appear in speech balloons, on separate captions on the edge of a panel, or even completely outside the panel. However,
the text can be also read as image, when lettering is treated “graphically”, thus providing effects like mood or
implication of sound. One typical example of this in “Watchmen” is the bolding of certain words in order to increase
their impact, indicating both stress in speech as well as underlining the importance of the words in the narrative. This
type of graphic text clearly demonstrates how fragile and unsustainable the division between textual and visual
narration is when discussing graphic novels. As “Watchmen” includes a significant amount of clearly textual material in
the form of the appendices, it serves a purpose to devote a separate section to the analysis of textual narration, even
though the visual aspects of the analysis cannot be completely dismissed. The comic book- narration also occasionally
tips the balance between visual and verbal narration by privileging one over the other, as happens for example in
Chapter VIII, as pages 1-2 depict a telephone conversation between Hollis Mason and Sally Jupiter. The distribution of
knowledge happens prominently through the dialogue, and the characters speaking are not fully shown even once, only
parts of them, thus heightening the importance of the dialogue. The reader is shown glimpses of both parties and their
homes as they speak, thus acquiring more information than either of the characters since Hollis and Sally cannot see
each other. Still, even if the dialogue is more prominent than the visual narrative during this scene, the images
nevertheless produce a narrative of their own, conveying information more subtly to the reader that would otherwise
require writing out descriptive details. Hollis is watching the news on the Afghanistan invasion while Sally’s
television shows a generic soap opera; Hollis s table holds a beer can and cigarettes while Sally’s is filled with various
vitamin products. All of these little visual clues subtly contain information that would require several pages of written
narrative, whereas images produce these meanings almost instantly.

As mentioned above, one of the most common types of textual narration in traditional literature is that of internal
written monologue. In “Watchmen”, this internal monologue is often expressed by some written medium, as for
example in the form of a diary, “a close relative and an important ancestor — of the autonomous monologue”. As we’ve
discovered in the course of my writing activity, diarists write, like monologists speak, only for themselves, which means
that they have no need for overt exposition, as the fiction of privacy is destroyed the moment a diarist begins to explain
his/her existential circumstances in the manner of an autobiographer addressing possible readers. This is also why a
diarist’s past usually emerges in the order it presents to his memory, fragmented and allusive rather than continuous and
explicit. In a graphic novel, however, the diarist’s inner monologue is complimented by a visual narrative, which
reveals details the diarist does not tell, or illustrates at length things he/she only briefly mentions without destroying the
illusion of privacy. In a purely written narrative form of a diary, the diarist has to tell his inner and outer condition anew
every time he picks up his pen, whereas a combination of visual and textual narrative erases some of the need for
explicit description of outer conditions. This takes place, too, in Dr. Malcolm Long s notes in Chapter VI: the caption
“Dinner didn’t go very well” is the only thing he writes about dinner, but the consecutive panels depict the dinner scene,
showing what happened to make Dr. Long write that in his diary. The main diary in “Watchmen” is still that of
Rorschach, captions of which begin the graphic novel and which as a concrete object plays a crucial role later in the
narration. The narrative focus of the textual narration may shift from one character’s speech or writing to another’s
during chapters, but the narrator is always easily distinguished by different visual looks and varying uses of language.
Rorschach’s mode of expression is one of short sentence, periodically ommiting personal pronoun “I”, and incorrect
grammar (“tireder”), giving clues and hints about his character and background:

Rorschach's journal. October 21st, 1985: Woken at eleven by shouting outside. Disturbed to find I had fallen
asleep without removing the skin from my head. Tireder than I thought. Should be more careful [2 (Ch. V), p. 11].
These entries are reminiscent of pieces of paper torn from somewhere, and the font used imitates handwriting to some
extent. Rorschach’s diary-narration comprises precisely of these short sentences (“Tireder than I thought. Should be
more careful”), his film-noir detective-style observations about the world around him, often combined with visual
focalization where the reader sees the world from his perspective or him writing in the journal. Rorschach’s writing has
none of the bolded words to indicate stress that mark the other character’s speech and writing, and even after he loses
his “face”, his speech remains completely stress-free, creating the effect of a monotonous voice completely void of any
emotions. As all the other characters’ voices have these stresses, it becomes clear that the difference is intended
precisely for this effect. The aspect that most clearly sets “Watchmen” apart from other graphic novels are the written non-
fictional appendices after eleven chapters (the final chapter is without one). These fictitious articles, interviews,
psychological reports and other textual evidence bring new depths into the narration in ways that may not immediately
be clear to the reader and are by no means essential to the understanding of the story and enjoyment of the basic narrative.
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To create the illusion that they have been collected as in the form of a scrap book, almost all appendices have a drawn note
attached, complete with a drawn paperclip, explaining their origin: “We present here excerpts from Hollis Mason’s
autobiography, Under The Hood — Reprinted with permission of the author” [2 (Ch. I), p. 27]. One appendix depicting an
unfinished draft of a newspaper cover goes as far as to shown a pencil “forgotten” at the edge of the page [2 (Ch. VIII), p.
32]. In order to comprehend these fragmental paratexts the reader has to actively construct various turning points in several
different spaces in time in the fictitious universe of Watchmen. These paratexts seem to act as textual evidence of the reality
of the universe in which the Watchmen exist, and are a vital part in the narrative schema of the reader and of the previous
information the reader possesses. The texts acting as appendices occasionally appear also in the comic book narrative, as we
are shown for example Hollis Mason’s bookshelf with his autobiography or the newspaper draft being constructed on the
tenth page of the Chapter VIII. The concept of the narrative schema functions to complete the narration, it works as a model
of the combination of texts, images and iconic signs so that the result is a continuous, flexible movement both in time,
space and narration. The main narrative of the graphic novel interacts with the appendices, and the information contained
in them completes and denies each other in the dynamic process which creates the narrative.

The first three appendices consist of excerpts from Under the Hood, an autobiography of the supporting character of
Hollis Mason, the second superhero to make himself known in the US under the alias Nite Owl during the 1940s. Here the
narration style is one of familiar retrospective first-person narrative, and it provides a context for the alternative US of
Watchmen, where Mason describes the first impulses he had to follow his “vocation” during the late 1930s [2 (Ch. I), p.
32]. This narrative provides the reader with the exact point where the world of the reader and the world of the comic book
were torn apart, and the universe of real-life superheroes became the reality. Mason’s narrative also reveals that the
superheroes are far from being the heroes of their communities — in fact they are faced with constant distrust, speculation
and ridicule in a society where homosexuality is seen as more acceptable than dressing up in a mask and tights, which comes
through well in Mason’s somewhat self-ironic writing: I've heard all the psychologists’ theories, and I've heard all the jokes
and the rumors and the innuendo, but what it comes down to for me is that I dressed up as like an owl and fought crime
because it was fun and because it needed doing and because I goddamn felt like it. Okay. There it is. I've said it. I
dressed up. As an owl. And fought crime [2 (Ch. I), p. 31]. Mason‘s expression is clearly one of justifying to the public
what he did (“because I goddamn felt like it”), almost as if he was “coming out of the closet” by repeating his words,
relieved to have had the courage to say it out loud. A parallel is drawn between being gay and being a superhero by the
use of similar terminology concerning the true nature of people. It also becomes clear from Mason’s text that the reason
superhero comics never became successful in the world of Watchmen was precisely the appearance of these “real”crime-
fighters [2 (Ch. I), p. 32]. The following two appendices continue to give the reader excerpts from Under The Hood, and
these pieces narrate us in detail of the history of the first superheroes, called the “Minutemen” and what became of them: all
this additional information brings new events and existents that deepen the narration and explain some of the actions and
motives of the characters in the main story -in short, they become a part of the narrative schema the reader constructs. These
appendices even at one point manage to pastiche the original comic book conventions of our universe: Adrian Veidt, the
superhero Ozymandias, advertises what he calls “Veidt Method”: a self-improvement course, which includes: [S]eries of
physical and intellectual exercise systems which, if followed correctly, can turn YOU into a superhuman, fully in charge of
your own destiny. All that is required is the desire for perfection and the will to achieve it [2 (Ch. X), p. 32]. This
advertisement is a direct pastiche of the Charles Atlas’ advertisements that ran in the comic books in the 1950s, urging
“90 pound weaklings” that got picked on at the beach by the bigger boys to send money to Atlas for a subscription to his life
changing self-improvement course. Other appendices include a scientific article on the only truly superhuman superhero Dr.
Manhattan, declaring that “God exists and he’s American” [IV; p. 31], as well as an outtake on the scrap book of Sally
Jupiter (formerly known as Silk Spectre), complete with personal letters and an interview, revealing the
unglamorous business side of the superhero profession. All these additions increase the reader’s understanding of the
universe in which the comic book is located. Seymour Chatman [1, p. 53-54] has developed a hierarchical division between
story events: kernels and satellites.

Conclusions. So, analyzing “Watchmen” we can propose such psycholinguistic characteristics of visual
narrative discourse:

- visual emphasis;

- focalization of information;

- metanarrative presentation of the text;

- contrasting visual linkings;

- actualization of narrative potential.

Also “Watchmen” as the socio-cultural phenomenon has been studied in the courses of history, economy,
politics and sociology, while there have been no psycho-linguistic study on the novel. In other our articles we’ll decide
to focus mostly on the culturelogical aspects of the novel, and the results of these researches will be discussed and
completely described.
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Pe3tome. B crarTi HarononyeTscs, 0 BUBYSHHS! HAPATUBHOTO JUCKYPCY Ha IIPUKIAJl aHTIIHCHKOI JTiTepaTypHy,
BU3HAYECHHS IICUXOJIHI'BICTUYHHUX aCIEKTiB TAKOro JAWUCKYPCY € BEIbMH aKTYaJbHOIO IPOOJIEMOI0 CY4acHOCTI, a/pKe
TaKOTO POAY OUCKYpC Bifirpae HeaOWsAKYy poOJb y BCiX jKaHpax XyIOXHBOI JiTeparypu. Y HaHid CTaTTi HapaTHBHHUN
TUCKYpC Oylo TMpoaHali3oBaHO Ha TPHUKIAA rpadiYHMX pOMaHIB, HA OCHOBI aHANi3y SIKUX Oyae BHU3HAUCHO
TICHXOJIIHTBICTUYHI OCOOJIMBOCTI HAPATHBHOTO AUCKYpCY. B cTaTTi HarojomeHo, Mo BUBYCHHS HAPATUBHOTO TUCKYPCY
AHTIIMCHKOI JITepaTypd Ta HWOTO IICHXONIHTBICTUYHHX XapaKTEPHCTHK € BEIbMH aKTyaJbHOIO MPOOJIEMOIO, aKe
JUCKYPC TaKOro IUIaHy BiAirpae HeaOMSKy poONb B YCiX JKaHpaxX XyAOXKHBOI JiTepaTypH. AJjle y BHIMAAKax, KOJIA MU
MaeMO crpaBy 3 rpadiYHAMH POMaHaMH, CJiJl aKICHTYBaTH yBary caMe Ha ICHXOJIHTBICTHYHUX OCOOJHUBOCTSX,
XapaKTepUCTHKaxX a0 acreKkTax HapaTWBHOIO JAWCKYypcy. B rpadiuHuxX pomMaHax OCTaHHIN CTBOPIOETHCS Bi3yaJbHOIO
(hopMoro, sIKi PO3MOBIIAIOTH A0COMIOTHO Pi3HI ICTOPIi, MPOTE KOJHA KapTUHKA, O€3yMOBHO, HE MOXKE OyTH MPOYUTAHA
SK OUIBIIOI0 YM MEHIIOI0 MipOI0 JOMiHYBaJbHA, HIX iHIIA. YHiKaJIbHA (opMa rpadiyHOrO poMaHy, SKUi IOEIHYE B
co0l TEKCTOBI Ta Bi3yajbHI HapaTWBH, B HapaTUBHIM YaCTHHI CTBOPIOE MLiKaBi NHpOOJIEeMH, SIKI MM Ha3MBAEMO
HapaToJIOT1YHUMH (QpeiiMamMH, KOJIM HaBiTh HAHNPOCTINI MUTAHHS ONOBIaHHS MTOCTAIOTH SIK HAWOUIBII CKJI/IHI B TOMY
CEHC1, 0 00pa3u 3aBXKIH OMOBINAIOTH OiNbIIe, HiXK TPaAUIiiiHE MOBIICHHS, TPAAULIHHIHA qUCKypc Tommo. B craTTti Oyio
MiAKPECIeHO, IO BAXKJIMBUM Ui OKPECIEHHS OCOONMBOCTEHl HAapaTHBHOTO IHCKYpCYy € aHalli3 MaTepialis,
MIPEJCTaBICHUX Y BUTIISAAI KOMIKCIB, aJpke JIFOIMHA, sIKa CTIOCTepirae, € juiie 00’ €KTOM Bi3yauisalii, a He 11 cy0’ €KTOM.
VY BHHNAJKy, SKIIO NEPCOHAX CHOCTEpirae 3a YMMOCh, TO YHTa4 Oyze MO3MIIOHYBAaTHCS SK caMe Liei nepcoHax. Ilpu
[IbOMY II€BHHUI1 TUII TO3UI[IOHYBAaHHS Ma€ Ba)KJIMBE 3HAUCHHS JUIS ONOBINAHHS TEKCTOBOTO MaTepially, IPe3eHTOBAHOTO
y opmi KOMIKCiB, a[ke came IIei THIT MO3WI[IOHYBAaHHS BEJMKOIO MIpOIO BIUIMBAE€ HAa 3HAYEHHS, SKi CTBOPIOIOTHCA
yuTaueM TBOpY. AHami3yroun TBip “Hiuni oxopoHui” Anana Mypa Ta [leiiBa ['i06oHca, aBTropamu wi€i crarti Oysio
3allpOIIOHOBAHO TaKi IICHXOJIIHIBICTUYHI aCleKTH HapaTHBHOIO JUCKYpCy, a caMme: Bi3yaJlbHa akIeHTYyallis,
akTyauizanis iHdopmanii, MeTaHapaTUBHA MPE3EHTALlisl TEKCTY, KOHTPACTHI Bi3yallbHI CIIOBOCIIONYYEHHs, aKTyali3awis
HapaTHBHOTO MOTEHIIAITY.

KarouoBi cioBa: HapaTHBHMI IMCKypC, Bi3yalbHa akIEHTYyalis, akTyamizaiis iHdopmarlii, MeTaHapaTHBHA
MpEe3eHTAallisl TEKCTY, KOHTPACTHI Bi3yalibHi CIIOBOCIIONIYYEHHS, aKTyasi3allis HapaTHBHOTO IOTEHIATYy.

Pe3tome. B nanHOI cTaThe NOMUEPKUBAETCS, YTO M3YYEHHE HAPPATUBHOIO AMCKYpca Ha MPUMEPE AHIIIMACKON
JUTEPATyphl, ONpEAEICHNE IICHUXOJIMHIBUCTUYECKUX AacCIeKTOB TaKOro MAHMCKypca SBISIETCS BeCchbMa AaKTyaJIbHOU
mpoOJIeMOoil COBPEMEHHOCTH, BEOb TAaKOTO pOAAa ITUCKYPC WIrpaeT HEMAaJOBAXHYIO pOJIb Ui BCEX JKAHPOB
XYA0XKECTBEHHOM JuTeparypsl. B naHHOW cTaThbe HAPPATUBHBII JUCKYPC MPOAHAIN3UPOBAHO Ha IpUMeEpe rpapuIecKux
pOMaHOB, Ha OCHOBE OCMBICJICHUA KOTOPBLIX U 6y[lyT OMpEACICHbl TMCUXOJIUHIBUCTUYCCKUC OCO6€HHOCTI/I
MOBECTBOBATEIILHOTO JAWCKYpca. B crarbe ObUIO MOMYEPKHYTO, YTO JOCTATOYHO BAXHBIM JUIS OIpEIeNICHHs
0COOEHHOCTEH OBECTBOBATEILHOTO JIUCKYpCa SBISIETCS aHAIIM3 MaTepHajIoB, IPEJCTABICHHBIX B BUJE KOMHKCOB, BE/lb
YeJIOBEK, KOTOPBIH HaOIIOJaeT, SBIAETCS TOJBKO OOBEKTOM BH3yalM3alliM, a He e€ cyObekroM. B cirywae, ecnm
MepCOHaX HAOJIONAeT 3a YeM-TO, TO 4YHUTaTeldb OyAeT IO3MIMOHUPOBAThCS Kak 3TOT mnepcoHax. Ilpum sTom
ONpeNeNEHHbI TUN MO3MLMOHUPOBAHUS HMEET BAa)XKHOE 3HAYCHHME JUIl IOBECTBOBAHHUS TEKCTOBOTO MaTepHana,
MPEJCTaBICHHOTO B (hopMe KOMUKCOB, Belb MMEHHO 3TOT THII MO3WIMOHUPOBAHUSA BO MHOTOM BIIMSICT HA 3HAYCHHUS,
KOTOpBIE CO3JAIOTCA YHUTATeNIeM INPOW3BENCHHS. AHaMM3Upys npousBenecHue “‘Hodunele oxpanHuku” Anana Mypa u
oiiBa ['mOOOHCa, aBTOpaMH STOW CTaThbH OBUIM TPEIUIOKEHBI CIEAYIOMIAE IICHXOJWHTBUCTHYECKUX AaCIIEKTHI
HAppaTHBHOI'O JMCKypca, a WMEHHO: BU3yalbHas AaKLUEHTYyallus, akTyanu3alus WHPOpMallMd, MeTaHappaTHBHAs
MIPE3CHTAINA TeKCTa, KOHTPACTHBIE BU3YalIbHbIE CIIOBOCOUCTAHNUS, AKTyaIN3allisl HAPPATHUBHOTO MTOTEHITHATIA.

KaioueBble cJioBa: HappaTHBHBIA JHMCKYpC, BH3yajbHas aKIEHTyauus, aKTyaiuzanus HHPOpMAIKH,
METaHappaTuBHasg NPE3CHTalUA TCKCTA, KOHTPACTHLIC BU3YaAJIbHBIC CJIOBOCOYCTAHUA, aAKTyallUu3alud HappaTUBHOI'O
MOTEHIHMANA.
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PE3YJIbTATH ICUXOJIATHOCTUYHOI'O JOCI)KEHHSI MOTUBAIIMHOI'O TA TBOPYOI'O
KOMIIOHEHTIB BHYTPUIIIHBO-OCOBUCTICHOT'O IIAPY KOMYHIKATUBHOI KYJIbTYPH
CTAPHIOKJIACHUKA

B cmammi 8ioobpasiceno pe3ynbmamu KOHCMAmMy0y020 emany 00CHiOHNCeHHs ma 3po0JeHo HACMYNHI 8UCHOBKU:
KOMYHIKAmMuGHa Kyavmypa ocobucmocmi, ii pieenb po36UmMKy 3HAXOOUMbCS V MICHOMY 63A€EMO36 513Ky 13 pigHeM
PO36UMKY KOMYHIKAMUBHUX 30ibHOCmell ma KomnemeHnyiti ocobucmocmi cmapuwokiacuuxa. Ocobausocmi hopmyeanms
KOMYHIKAMUBHOL  KYIbmypu CMAapuiOKIACHUKIE 3acobamu  XyOOXCHbOI nimepamypu  3a1excamv  6i0  IXHbO2o
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