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ABSTRACT. The author of this article underlines 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.
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Introduction

Studying narrative discourse in the English literature and its
psycholinguistic aspects 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.

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.

Set in an alternative American history where Nixon is still
president, superheroes are real and pirate comics have consequently
substituted the superhero comics of our world, «Watchmen» shows
us a dark and violent world on the brink of a nuclear war, each of
the twelve chapters taking us metaphorically one minute closer to
midnight — and doomsday. As in many of the graphic novels of the
late 1980s, the city of New York offers an urban setting, a place with
little or no hope, a city where traditional authority figures are incapable
of dealing with civic problems or criminal activity. The «watchmeny,
though never explicitly named so, are the so-called superheroes,
already outlawed in 1977 by the fictionally transformed «Keene Acty,
and are now either retired or choosing the life of outlaw vigilantes,
still hiding their true identities behind masks. As one of their kin is
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brutally murdered, they slowly begin to discover a much larger plot,
designed by Adrian Veidt (previously superhero Ozymandias) to unite
mankind by very questionable methods. Apart from the powerful
visual narration, « Watchmen» relies on many textual devices unusual
to graphic novels to narrate the story, ranging from personal diaries to
scientific articles and newspaper clippings, which all weave new layers
and meanings to the already complex narration. Also, each of the
twelve chapters ends with a short epigraph, a quotation ranging from
rock lyrics to nineteenth-century poetry. Each epigraph underlines
the theme of the chapter and can therefore be seen as affecting the
cognitive schemas and interpretations the reader develops of given
chapters (McCloud, 1993).

It’s important for our research that this thesis sets out to identify
and analyze the various narrative structures and elements found in
«Watchmen», beginning with the textual and visual aspects. How
do the narratological elements function in the text, how can they be
identified, how should they be interpreted? How does a form such as
comics affect the narrative and the meanings within, both political and
ethical? The text consists of several types of textual narration, from
the basic verbal narration in speech balloons to newspaper clippings
and quotations from various fictitious literary sources, and all of these
contribute to the narration of the graphic novel. The «superhero»
characters in the comic are essential as well, both as focalizers and
as means to deconstruct the traditional stereotype of a superhero as
a genetic representation of the ubermensch. The various aspects of
visual narration will be analyzed through theories from art history to
basic comic book analysis of the single panel. This thesis will not
set out to systematically cover the entire contents of «Watchmeny,
for the graphic novel is extensively wide and could be studied from
various other points of view, such as the political perspective it offers
of the Cold War-era America, or the way it chooses to depict its
female heroines in a genre that is overtly masculine.

In addition, this thesis will not take part in the debate on the
academic credibility of studying comics. As it often happens in the
established scientific community the academics entering the field of
science fiction (and by implication, comics), have traditionally felt
their major task was to legitimate their object of study to the larger
academic situation. This approach has been unfruitful in the long
run, and has focused on the definition rather than description of
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the genre. The need to «prove oneself» in the face of the academic
world is still with us, especially in the parallel literary genres, but it
is not the aim of this thesis to validate comics as «art» or anything
related to that discussion. As far as we know there exists no
previous academic research on «Watchmeny, and the studies on the
narratological aspects of graphic novels in general published so far
are quite limited.

This thesis will for the most part refer to Alan Moore as the
single «author» of «Watchmen», and Dave Gibbons will be credited
only when discussing the visual details and illustration. The reason
for this is that Alan Moore concentrates on writing scripts while
various talented artists illustrate his work in their own distinctive
styles. This question of authorship related to graphic novels should
not be overlooked as unproblematic; already in 1985 Will Eisner
confronted this problem in his book «Comics and Sequential Art»:
indeed, who is the «creator» of a comic page which was written
by one person, penciled by another and inked, lettered (and perhaps
colored or backgrounded) by still others?

One reason why this thesis chooses to represent Moore as «the
author» is because Moore is well-known for his scriptwriting,
which involves extremely detailed information addressed to the
illustrator concerning aspects such as panel division, overall mood
and even the amount of words per panel. This is an essential dilemma
when discussing the question of word and image — which of them
is dominant? As numerous scientists have claimed throughout the
ages, verbal language is «the native tongue of the narrative» and
has to be regarded as such. Yet it is possible to admit that there are
meanings which are better expressed through non-verbal means, and
these meanings should not be declared a priori irrelevant to the
narrative experience. In order to stay fair to the art form of comics,
one must always acknowledge the primacy of writing, even though
the preferred way being that the writer is also the illustrator. This
is a question that brings forth several more, as such divisions as
author/reader and script/text are far from simple and unproblematic.
Crucial here is to realize that whether a combination of text and
image or script and illustration, the result is always a dynamic
process between the two components. In this thesis, Alan Moore will
be credited overall authorship for this detailed scriptwriting, but also
for the sake of simplicity.
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Seymour Chatman divided the narrative text into two
components, which will be referred to here as story (what happens?)
and narrative (how it happens?). The story is further divided into
events and existents, which are composed of subcategories such
as actions, happenings, characters and setting (Chatman, 1978: 19).
«Watchmeny also can be divided into story and narration, the story
being the abstract plot of superheroes uncovering a plot to kill
millions of people, and the narrative is the arrangement of the events
of the plot in a given medium (here comics) that actualizes the story
(Chatman, 1978: 37). The narrative structure in «Watchmen» plays
with temporal levels and concepts, showing the reader events and
actions from the past, present and sometimes even the future, many
of them almost simultaneously by the way of juxtaposing panels
from separate temporal levels. A past act can be shown to the reader
in connection to the present action, thus giving both events new
contexts and new meanings by associating them with each other.

The important part of comic book narration is also the point
of view: who is watching and what is the object of this gaze; if a
character is looking at something and in the next panel we are shown
this object of this gaze, the reader is 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. The power of the gaze is thus an important aspect, and
well used in «Watchmen»: the entire novel begins with the murder
of Edward Blake (as known as the superhero Comedian), and what
the reader sees is the entire act of the murder through the eyes
of the murderer, the panels shaded with menacing pink. This
application of focalization, seeing the murder through the eyes of
the killer, typically requires that the reader identifies it with a certain
character that it defines and grounds the character that experiences
this focalized event. But in this case, the reader is deliberately
left without this information and encouraged to create his/her own
concepts of the murderer through the dialogue of the two detectives
investigating the death, which alternates with the scene-to-scene panel
transitions of the violent act that has taken place previously:

«Somebody really had it in for this guy. I mean, how did he go
outta window?» «Maybe he tripped against it.»

«Forget it. That’s strong glass, man. You trip against it, even
a big guy like that, it don't break. I think you’d have to be thrown»
(Moore & Gibbons, 1987: 3).
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In this dialogue the first and last sentences are illustrated by
the images of the murder, while others show the detectives on the
scene afterwards; the reader will see that indeed, the other detective is
right — the Comedian was a big man, and he was thrown. The bolded
passages appear as such in the original text, and the use of such
bolding of words is generally interpreted as an emphasis on those
particular words, which intensifies their meaning. This type of visual
emphasis is just one of the many ways comics can visually affect the
meanings related to the text.

The concept of «focalization» was introduced to narratology
by Gerard Genette. Focalization as a term is more abstract than
point of view, involving not only the one who sees but also the one
who speaks (Genette, 1980: 189). However, as this division refers to
traditional written literature, the word «see» receives a whole new
meaning in relation to comic book focalization, where the focalizer
has no need to verbalize his surroundings or the atmosphere because
they are immediately available to the reader in visual form. As
Scott McCloud points out, «in comics the imagining is done for the
reader» (McCloud, 1993: 122). Therefore, the term focalization is
not in itself sufficient in the study of comic book narration, and the
further formulation of the concept by myself, done after the thorough
analysis of presented sources combined with my personal experience
as a writer and a scriptwriter, will be used in this thesis instead,
especially in the context of cognitive narratology and when discussing
the reliability of the narrator.

Comics as a medium do not directly convert to the idea of
focalization, as in comics visuality plays a central role both in the
story and in the reading. Chatman himself has divided focalization in
comics into different subject-object-position categories that participate
in the narration of the comic book. The first two are the visual subject
and the verbal subject: what is the reader shown and who is the verbal
narrator? Often the character who speaks is also visually present, so
the focalization is both visual and verbal. Chatman’s third type of
subject-position is the psychological subject, the one who experiences
and feels, the one that binds the visual and verbal narration to each
other (Chatman, 1978: 144—145).

More often in «Watchmen», though, the visual and verbal
subjects are in a strong contrast, narrating separate stories which
still seem to be commenting on each other. While getting down to
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work on the thesis, I have analyzed «Watchmen», which has many
metanarratives, narratives that have no direct link to the main story.
One example of this is a pirate comic, «The Tales of the Black
Freighter», which is read by a black boy Bernie within the comic
in Chapters III, V, VIII, X and XI, and which always appears in the
comic in relation to the act of the boy’s reading. The textual captions
of the pirate comic are then combined with the visual narratives of
the main story, and vice versa. This parallel inbox plotline, «a story
within a story» creates a metanarrative that builds a new context to the
events that take place and can thus affect the reader’s interpretations
of the actions in the main story as it is contrasted with the violent
and cynical world of «Watchmeny». The black and yellow colouring of
the fallout shelter signs predicting nuclear war and consequently death
is juxtaposed against captions which come from the pirate comic:

«I saw that hellbound ship s black sails against the yellow
Indie s sky, and knew again the stench of powder, and men'’s brains,
and war» (Moore & Gibbons, 1987: 1).

Nuclear threat and the fear of world war three are both
connected with pirates, as the news vendor man simultaneously
curses the dark looking future. Some of «Watchmen»-fans have
even gone so far as to suggest that the pirate comic in question can
be read as an allegory of the type of human character the world
of «Watchmen» admires — the survivors. Though this theory is
mistaken — after detailed analysis of various stiry elements it is easy
to confirm that «The Tales of the Black Freighter» symmetrically
reflect in the internal plotline of the main antagonist, Adrian Veidt,
who used his friends bodies to achieve his own goal, and every step
forward brings him to his own downfall.

The separate textual narratives in «Watchmen» are often
bound together by verbal allusions or the use of similar words in
different contexts, very much in the same way as the visual allusions
are used in connection to verbal captions, such as the fallout shelter
example above. Verbal and visual combine, somewhat ironically, in
Chapter II, when Laurie puts out her cigarette with the words:

«Look, I m putting it out, okay? Its dead. Extinguishedy
(Moore & Gibbons, 1987: 2).

This line is then followed by the general view of the Comedian’s
funeral assembly, the pun of course being that the Comedian, too, is
«extinguished». This creates an ironical link between two separate

93



Ilcuxoninzeicmuka. Ilcuxonunzeucmuka. Psycholinguistics

scenes. Similar linkings take place throughout «Watchmen», the word
«madness» in one storyline juxtaposed with «insanity» in another
(Moore & Gibbons, 1987: 3—4), «hell and damnation» with «Hades»
(Moore & Gibbons, 1987: 19-20) and so forth. The continuous
play between different levels of meanings connects the various
plotlines and levels of narration by the power of juxtaposition, both
in consecutive panels and in the single panels where the captions of
one story level are presented in a panel from another level. This type
of contrasting visual linkings supporting the visual narrative via the
textual narrative is a central type of narration in «Watchmeny,
and one that is essential to the interpretation of the narrative. It
is important to notice that «Watchmen» has no written third-person
omniscient narration, but that all captions come from within the
story by its various characters or metanarratives. However, the visual
narration of the graphic novel is something more than the focalizers
and narrators are capable of, and concepts such as an «omniscient
narrator» may acquire whole new dimensions in the context of the
graphic novel.

In «Watchmen» the most commonly used type of textual
narration is dialogue via speech balloons and separate captions in
which various characters relate their thoughts by the way of written
internal monologue. Sometimes dialogue is also expressed in captions,
while the panels show something else so that the dialogue contrasts
or supports the visual narrative. The dialogue in the captions is
always in quotation marks, whereas the sign of internal monologue
is the lack of quotation marks. In Chapter IX, much of the narrative
focuses on Laurie’s painful memories of her past, which she retells
to Jon/Dr. Manhattan on planet Mars. Her act of telling is visualized
by these past actions, and her spoken words appear in captions,
complete with quotation marks that imply her act of telling of her
past to Dr. Manhattan rather than just memorizing them internally, as
Dr. Manhattan for example does to his past in Chapter IV. However,
at the end of Chapter IX, Laurie’s telling becomes infused with
dialogue fragments of the scenes of the past, clearly no longer told by
her but as if playing on repeat in her head (square brackets indicate
captions here):

Dr. Manhattan: I think you're avoiding something.

Laurie: Don t be stupid. Theres n-nothing to avoid...

[ «... his, y’know, his old friends daughter? What do you think
1 am?»]
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Laurie: I-I've never had any occasion to avoid the truth...

[«Only once.y«What do you think I am?»«... old friend’
daughter?»y«What do you think... »«... his, y’know, his...»]

[«What do you think I am?»«... friend’s daughter?»]

Laurie: I-I mean look, here, my life, my mom s life, there’s
nothing there worth avoiding, its all just meaningless...

[«... his y know his... »«Only once.»»... yvknow, his old
friends dau... »]

Laurie: No.

[Laurie’s inner speech: No. No not him not... No.] (Moore &
Gibbons, 1987: 23-24).

This rather long scene takes place in four consecutive panels,
and they mark a shift in which the increasingly fragmented captions
are repeated until a moment of self-realization takes place in the
sudden shift in the captions from Laurie’s speech to her thoughts
as she realizes the man she hates is in fact her father. The panels
alter between Laurie’s present and images from her past, shown
to the reader earlier in the chapter, so the fragments of the past
infiltrate her present both textually and visually. This type of verbal
transition to inner speech is a rare occasion in the narrative structure
of «Watchmen», which uses visual shifts in focalization far more
than verbal, and testifies the enormous abilities comics have in
narrative potential.

Conclusions
So, analyzing «Watchmen» we can propose such psycholinguistic
aspects of narrative discourse:

— visual emphasis;

— focalization of information;

— metanarrative presentation of the text;

— contrasting visual linkings;

— actualization of narrative potential.

Also «Watchmeny» 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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INCUXOJIIHI'BICTUYHI ACIIEKTH
HAPATUBHOI'O JUCKYPCY

Epnecr IBamkeBny

nepeknagad, nowykysay Kadeapu BiKOBOI Ta negaroriyHoi NcMxonorii,
PiBHEHCBKUI AeprKaBHUIN ryMaHIiTapHUI yHiBEpPCUTET,
Byn. Octadosa, 31, PisHe, YKpaiHa, 33000
Natashal273@ukr.net

AHOTALIA. Aemop 0OaHoi cmammi  HG20/A0WYE, WO  BUBYEHHS
HapamueHo20 OUCKYpCYy HA MpuKaadi aHanilicbKoi nimepamypu, 8U3HAYeHHS
MCUX0niH2BICMUYHUX aCMeKmie maxko2o OUCKYpPCy € 8enbMu aKMyasnbHOH
npobaemoto cy4acHocmi, adxce makoz2o pody OucKkypc egidiepae HeabusKy
pOnb y 8CiX HaAHPAx XyOoxcHbOI nimepamypu. ¥ daHili cmammi HapamueHuli
duckypc 6yde npoaHAMi308aHO HA MPUKAadi epagiyHUX pPoMaHie, Ha
OCHO8Ii aHanizy AKux byde BU3HAYEHO [cuxoniHesicmuyHi ocobausocmi
HapamueHo20 AucKypcy.

B cmammi 6yno nidkpecneHo, WO 8aMaAUBUM O OKpecneHHs
ocobnusocmelli  HapamueHo2o0  OUCKYpcy €  aHani3a  mamepianis,
npedcmasneHux y 8u2na0i KOMIKcie, adxce 0UHd, fAKA criocmepizae, €
Auwe o6’ekmom eizyanizauii, a He i cy6’ekmom. Y sunadky, AKWO rnepcoHaMc
crnocmepieae 3a 4yumocs, mo 4yuma4 b6yde mno3uyioHysamuca AK came
ueli nepcoHax. [pu ybomy nesHUl mMumn MO3UUIOHYBAHHA MAE 8aMiuse
3HQYeHHsA 071A OMoBIOGHHA MEKCMoB8o20 Mamepiany, MPe3eHmMo8aHo20 Yy
opmi Komikcis, adxwe came ueli mun MO3UYiOHY8AHHA Be/UKOK Mipoto
8M1/1UBAE HA 3HAYEHHA, AKI CMBOPIOIOMbCA Yumavyem maeopy.

AHanizyrouu meip «HiyHi oxopoHyi» AnaHa Mypa ma felisa 660Hca,
asmopom yiei cmammi 6yno 3anponoHOBAHO MAKi MCUXOAiH28iCMUYHI
acrekKmu HApamueHo20 OUCKYypCy, O came: 8i3yasnbHA QaKUueHmyayis,
aKkmyanizayia  iHgpopmauii, MemaHapamuseHa npeeHMayis  mexkcmy,
KOHMpPAcmHi  8i3yasnbHi  C/1080CMOAYYEHHA, aKMYyanizayia HaApamueHoz20
nomeHuyiany.

Knwouosi cnoea: HapamusHuli  OUCKYpC,  8i3yanbHa  aKueHmyayis,
aKmyanizayia  iHpopmauii, MemaHapamMueHa npeeHmMayis  mexkcmy,
KOHMpPAcmHi  8i3yanbHi  C/1080CMNOAYYEHHA, aAKMYyani3auia HaApamueHoz20
nomeHuiasny.
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INCUXOJUHI'BUCTUYECKHUE ACIIEKTbI
HAPPATUBHOI'O JUCKYPCA

OpHect UBamikeBUu4
nepeBoOAUYMK, COUCKaTeNb Kadeapbl BO3PACTHOM M NeparorMyeckon ncuxonorum,
POBEHCKMIA rocyaapcTBEHHbIV T'yMaHUTapHbIN YHUBEPCUTET,
yn. Octadosa, 31, r. PoBHO, YKkpanHa, 33000
Natashal273@ukr.net

AHHOTALMUA. Asmop OdaHHOU cmameu nod4yépkusaem, 4Ymo u3yvyeHue
HappamusHo20 OUCKYypca Ha npumepe  aHeaulickol  aumepamypei,
onpedesneHue  MCUXOAUH2BUCMUYECKUX  OCIeKMO8  MaKo2o  OUCKypca
fAensemcs eecomMa akmyanvHol  npobaemoli cospemeHHOcMU, 6e0b
makoeo poda OUCKYpC uzpaem HemMas08AaXHYIO Ponb 08 8Cex MAHPO8
xyooxcecmseHHol aumepamypsi. B daHHOU cmamee HappamueHbili OUCKypC
bydem npoaHanu3upos8aH HA npumepe 2pagu4yecKux POMAHO8, HO OCHO8e
OCMbIC/IeHUA Komopbix U 6ydym onpedesieHbl MCUXOAUH28UCMUYECKUE
ocobeHHOCMU nosecmesosamesibHo20 OUCKYpca.

B cmamoee 66170 M0O4YEPKHYMO, 4mo OOCMAMOYHO BAHCHLIM O/
onpedeneHus ocobeHHocmeli MoeecmeosamesnbHo20 OUCKYpPCa A8aAAemcs
aHAAU3 Mamepuasnos, nNpedcmassneHHbiX 8 sude KOMUKCO8, 8e0b 4Yesnosex,
Komopelli Habawdaem, Asademca MosabKo 0b6bekmom eu3yanusayuu, a
He eé cybvekmom. B cnyuyae, ecau nepcoHax« Habawdaem 30 4Yem-mo, mo
Yyumamene 6ydem MO3UYUOHUPOBAMbCA KAK Imom rnepcoHaxc. [lpu amom
onpedenénHolli mun Mo3UYUOHUPOBAHUSA UMeem 8aM(Hoe 3HavyeHue 05
108eCMB0BAHUA MEKCMo8020 Mamepuand, npedcmasneHHo20 8 Gopme
KOMUKC08, 8e0b UMEHHO 3mom mur rno3uyuoHUPO8aHUA 80 MHO20M eausem
Ha 3HaYeHUs, Komopesle co30aromca Yyumamesnem rnpou3sedeHus.

AHanusupys npoussedeHue «HoYHble OXxpaHHUKU» AnaHa Mypa
u [Msliea [ubboHca, asmopom 3moli cmameu b6biau  NpedsIoHeHbl
criedyowue McuxonuHa8UCMUYECKUX dCMeKmbl HappamueHo20 OUCKYpca,
0 UMeHHO: 8U3YanbHAA QAKUEeHmMyauus, aKkmyanu3ayua UHgopmayuu,
MemaHappamueHas npe3eHmayus meKcma, KOHMPAcmHble 6U3yasbHble
€/1080COMEMAHUA, AKMYAAU3aYUA HAPPAMUBHO20 NomeHyuana.

Kniouesble cnoea: HappamueHbili OUCKYpC, 8U3yasnbHAA aKUeHmyauus,
akmyanusayus UHgopmayuu, MemaHappamueHas npeseHmayus
meKcma, KOHMPACMHbIe 8U3yasbHble C/1080CO4EMAHUsA, aKMyaau3ayus
HAappamueHo2o nomeHyuana.

lModaHo do pedakyii 05.09.2016;
PeyeH308aHO 12.09.2016;
MpuiiHamo 0o Apyky 13.09.2016

——
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