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E.E. Ivashkevych. Psychological characteristics of narrative level of
graphicnovels. The author of this article underlines that studying narrative
discourse in the English literature and its psycholinguistic aspects is very
useful to admit at once that such kind of discourse plays a great role in all
kinds of genre of fiction. 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 view; if a character was looking at something and in the next panel we
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.

It was described the role of visual images, which helped the reader to
understand the textual information. Through repetition the visual images
become symbols, which mean that they begin to represent something else
through a rule or a shared agreement. These symbols become narrative,
and act as parts of the narrative by the way of integrating the symbolic
meanings linked to them to new contexts. The symbols can even turn into
metaphors, as for example the recurring image of the Comedian being flung
through the window, which may be interpreted as speaking of the violence
hidden in all of us.

It was shown that the type of transformation of visual information
was familiar from film studies, and it was a clearly visual way of narrating
the past private experiences of the character through external focalization,
showing what the character had experienced in the past but from outside
the character. Still, while reading the novel it is easy to notice how the use
of visual elements to provide smooth transitional moments in space and
time is a practical advantage of a rich visual style that exceeds the content
of the speech balloons. This playing with temporal levels and transitional
moments in time and space is in fact an essential quality of the narrative of
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«Watchmen», leading to the interpretation that alongside power, time is
one of the crucial overall themes of the graphic novel.

Analyzing «Watchmen», the author of this article proposed such
psycholinguistic aspects of narrative discourse, as: visual emphasis;
focalization of information; epigraphs’ emphasis; meta-narrative
presentation of the text; contrasting visual linkings; actualization of
narrative potential.

Key words: narrative discourse, visual emphasis, focalization of in-
formation, epigraphs’ emphasis, meta-narrative presentation of the text,
contrasting visual linkings, actualization of narrative potential.

E.E. IBamkeBuu. Ilcuxooriyni xapaKkTepucTUKH HAPATUBHOTO PiBHS
rpacgivanx pomaHiB. ABTOD JaHOI CTATTi HATOJOIIYE, 1110 BUBUEHHA Hapa-
TUBHOTO AUCKYPCY Ha IPUKJIAAL aHTJIINChKOI JliTepaTypu, BUSHAUEHHA IICHU-
XOJIIHTBICTUYHUX acIeKTiB TAKOTO JUCKYPCY € BEJIbMU aKTyaJbHOIO IpobJe-
MOIO Cy4acHOCTI, afi?ke TaKOTr'0o POy AUCKYPC Biirpae HeabUsKy PoJib y BCix
JKaHpax XyIOoXKHBOI JiTepaTypu. ¥ HaHiil cTaTTi HapaTUBHUI AUCKYpPC Oyae
IpoaHaJIi30BaHO HA TPUKJIALl rpadgiyHEmX poMaHiB, HA OCHOBI aHaIi3y AKUX
Oy/e BUBHAUEHO IICUXOJIHTIBICTUUHI 0COGJIMBOCTI HAPATUBHOTO AUCKYPCY.

V¥ crarTi 6yJI10 MigKpecaeHo, 110 BasKJINBUM AJIs1 OKPeCJIeHH S 0CODJIMBOC-
Tell HapaTUBHOTO JUCKYPCY € aHaJIi3 MaTepiaiB, IpeacTaBIeHUX Y BUTJIAILL
KOMiKcCiB, aJ»Ke JIIOJUHA, sIKa CIIocTepirae, € jauiine 06’€KTOM BigyaJsisarii,
a He ii cy0’eKTOM. Y BUIIAAKY, AKIIO IEePCOHAK CIIOCTEPirae 3a 4MMOCh, TO
yuTad Oyme MO3UIIIOHYBaTUCA AK caMe Ieill mepcoHak. IIpu boMy HeBHUI
THUI TTO3UI[IOHYBAaHHA Ma€ BasKJIMBe 3HAUEHHSA JAJISA OMOBiJaHHS TEKCTOBOTO
Marepiasy, Ipe3eHTOBaHOrO y (popMi KOMiKCiB, ajyKe caMe HaHWUI TUN II0-
BUI[IOHYBAHHA CYTTEBO BILIMBAE€ HA 3HAUEHHSA, SKi CTBOPIOIOTHCA YUTAUEM
TBODPY.

HaroJorreso Takosx Ha poJIi BisyaabHUX 00pasiB, AKi JomoMaramTh Y-
TayeBi 3po3yMiTu TeKcTOBY iH(popmarlir. [Tokasano, 110 3a JOIIOMOTOO IO~
BTOpPEHHSA Bi3yasibHi 00pasu CTAalOTh CUMBOJIAMU, AKi 03HAYAIOTH, IO BOHU
MMOYMHAIOTH IPEACTABJIATH JEI0 iHIle JOIIOMOT'0I0 IIeBHOTO IIpaBuJjia abo ix-
HBOTO ocobucTicHOro mpuiiHATTA. 1[i cMMBOJIM CTAalOTh HAPDATUBHUMU i BU-
KOHYIOTH POJIb YACTUH PO3MOBi/i 3a MIJIAXOM iHTerpaiii ixHiX CUMBOJTIUHUX
3HayeHb. CHUMBOJIM MOKYThb HAaBiTh IepPETBOPIOBATUCS HA MeTadopu, K, Ha-
MIPUKJIAJ, TaKi, 1110 MOBTOPIOIOTE 06pa3 ['ymopucTa, AKuit, 30KpeMa, aBTOPOM
«6yB BKUHYTHI Uepes3 BiIKHO», 1[0 MOKe OYTH BUTIyMaueHO AK HaCUJIbCTBO,
IIPUXOBaHEe B KOXKHOMY 3 Hac.

Byso mokasaHo, 10 THUI IIepeTBOPEHHA BisdyasbHOI iH(QopMariii Bimo-
My HaMm 3 pigbMiB, a caMe BidyasibHiI 00pasy OMUCYIOTH OCOOMCTICHO 3HAUY-
1l mepe;KNMBaHHS IIePCOHAXKA 3a YMOB 30BHIIMIHBOI pokagisarmii, Tum caMmum
IeMOHCTPYIOUH, III0 IePCOHAK IIePEeKUB Y MUHyJI0oMY. [loBeieHO, 110, YUTA-
I0YM POMaH, JeTKO IIOMiTUTH, AK BUKOPUCTAHHA Bi3yaJbHUX €JIEMEHTIB s
3a0e3IeueHHs TOUHOCTI CIPUNHATTSA IepeXiTHUX MOMEHTIB B IIpocTopi i yaci
€ IPaKTUYHOIO IIepeBaroo, Tak 3BaAHOTO, BidyaJIbHOTO CTUIIO, AKUI € Haba-
raro eeKTUBHIIIUM 3a cyoBa. 1la Bigyasisaria B uaci i mpocTopi B fiticHOC-

106



http://problemps.kpnu.edu.ua/en/ IIpoGnemu cygacHoi ncuxororii. 2017. Bumyck 36

Ti € BalKJINBOIO sKicTio pomany «HiuHi 0XOpOHIIi», IIT0 IPUBBOAUTH A0 HOTO
rInOOKOI iHTepImperarrii, o € oAHieI0 i3 HANBAKIUBININX XapaKTEePUCTUK
rpad)ivHOr0o poMaHy.

Amnanisyroun TBip «Hiuni oxoponmi» Amnana Mypa ta [eiiBa I'i66oHca,
aBTOPOM IIiel craTTi OyJIO 3alIPOIIOHOBAHO TaKi MCUXOJIHIBiCTHYHI aclek-
TU HapaTUBHOTO AVMCKYPCY, a caMe: BidyaJbHa aKIleHTyallid, aKTyaJsrisaiid
irpopmarii, akTyasizailia emirpady, MeraHapaTuBHA IIPEe3€HTAIliA TEKCTY,
KOHTPACTHi Bi3yasibHi CJIOBOCIIOJNIyYEeHHS, aKTyasisallid HapaTUBHOTO IIO-
TeHITiary.

KarouoBi ciioBa: HapaTuBHUE JUCKYPC, BidyalbHA aKIEHTyallisd, aKkTy-
asisania indopmarii, akryasisainis enirpada, MeraHapaTUBHA IIpe3eHTAIlisd
TEeKCTY, KOHTPACTHI BidyaJbHi CJIOBOCIIONIYUEHHS, aKTyaJIisallid HapaTUuBHO-
IO IOTEHIIiaTy.

9.9. UBamkesuu. Ilcuxonornuyeckne xapakTepUCTHKN HAPPAaTHBHOIO
YPOBHA rpa(puuecKuX POMaHOB. ABTOD JaHHOM CTAaTbU MOAYEPKUBAET, UTO
u3y4yeHre HappPaTUBHOTO AUCKYypca Ha IMPUMeEpe aHTJIUNCKOI JUTEepaTyphl,
oIpefiesiIeHNe IICUXOJMHTBUCTUUECKUX ACIHEKTOB TAaKOr0 AUCKypca SABJIA-
eTcs BecbMa aKTyaJbHON NpPO0JeMOil COBPEeMEHHOCTH, BeAb TaKOro pPoaa
AVCKYPC UTPaeT HEMAJOBAXKHYIO POJIb [JIs BCEX KAHPOB XYI0’KECTBEHHON
JuTepaTypsl. B janHoi cTaThe HapPATUBHBIN JUCKYPC Oy AeT IPOaHATIU3UPO-
BaH Ha IpuMepe rpaduIecKUX POMAHOB, HA OCHOBE OCMBICJIEHUS KOTOPBIX U
OyayT ompe e eHbl IICUXOJUHIBUCTUUYECKNE 0COOEHHOCTU IIOBECTBOBATEIb-
HOTO JUCKypca.

B crarbe 6bLIO TOAYEPKHYTO, YTO JOCTATOYHO BaKHBIM IJIA OIIpemese-
HUA 0COOEHHOCTE! IIOBECTBOBATEJIBHOIO AVCKYpCA SABJAETCA aHAIU3 MaTe-
puaJioB, IIPEeJCTaBJIEHHBIX B BUJE KOMUKCOB, BeJb Y€JOBEK, KOTODBII HAa-
0at0aeT, ABJISETCS TOJBKO O0BEKTOM BU3yaJM3allii, a He e€ CyOheKTOM.
B ciyuae, eciiu mepcoHask HabJIOgAaEeT 38 UEM-TO, TO UNTATE]Ib OyAET IMO3U-
IUOHUPOBATHCA KaK 3TOT IIePCOHAXK. lIpm sTOM Ompenesi€HHBIA TUII TO3U-
IIUOHWPOBAHUSA MMeeT BajKHOe 3HAUeHUe [IJIsi IIOBECTBOBAHUS TEKCTOBOTO
mMaTepuasa, IIpeJcTaBJIeHHOTO B (hJopMe KOMHKCOB, BeJJb MMEHHO STOT THUII
TMO3UIIMOHUPOBAHUA BO MHOTOM BJIMSET HA 3HAUEHUS, KOTOPhIE CO3JAI0TCS
YuTaTEeJIeM IPOU3BEIEHUS.

B crarbe oTmMeueHO, UTO BU3yaJbHBIE 00pa3bl 3HAUUTEJIHHO IIOMOTAIOT
YUTATEJIO IOHATh TEeKCTOBYIO nH(popmaruio. ITokazaHno, 4To ¢ IOMOIIBIO 10~
BTOPEHUA BU3YyaJIbHBIE 00Pa3bl CTAHOBATCA CUMBOJIAMU, KOTOPBIE 03HAYAIOT,
YTO OHUM HAUMWHAIOT IPEICTABJIATH HEUTO MHOE C IIOMOIIBIO OIPELeIEHHOTO
npaBUja WIW HUX JUYHOCTHOTO NPUHATUA. OTHU CUMBOJIBI CTAHOBATCS
HapPaTUBHBIMU U BBIIOJHAIOT POJIb IIPE3EHTAIINY YacTell paccKkasa II0 IyTu
WHTETPaIllu UX CUMBOJMUECKUX 3HaueHuii. CHMBOJIBI MOTYT Jaske IpeBpa-
maTbeA B MeTadhophl, HATPUMeED TaKue, KOTOPbIe TOBTOPAIOT 00pa3 FOmopuc-
Ta, KOTOPBIi, B YaCTHOCTH, aBTOPOM «OBILJI BOPOIIIeH Yepes3 OKHO» , YTO MOYKET
OBITH MCTOJIKOBAHO KaK HACUJIME, CKPBITOE B KAKJOM U3 HaC.

Brio mokasano, YTO TUI Tpeo0pasoBaHUsA BU3YaJIbHON MH(pOPMAINH,
U3BECTHHIM HaM u3 (UIBMOB, a MMEHHO BU3yaJbHBIE 00pa3bl OMUCHIBAIOT
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JUYHOCTHO 3HAUMMBbIE IePeKNBAHNA IIePCOHAKA B YCIOBUAX BHeIITHel (o-
KaJIN3allii, TeEM CAMBIM JE€MOHCTPUPYSA, UTO UMEHHO IEPCOHANK IMEPErKUII
B mpouraoM. [JokasaHO, UTO, UUTasd POMaH, JIETKO 3aMETUTh, KaK KCIOJb-
30BaHMNe BUBYAJbHBIX 3JIEMEHTOB AJA 00EeCIeUYeHUsA TOUHOCTU BOCIPUSATUS
IIepexXoHBIX MOMEHTOB B IIPOCTPAHCTBE U BPEMEHHU ABJIAETCA IPAKTUUECKUM
IPEUMYIIECTBOM TaK Ha3bIBAEMOTO BU3YAJIbHOTO CTHUJIA, KOTOPBIN HAMHOTO
sdhdexTUBHEE, YEM CI0BA. ITA BU3yAIU3AI[UA BO BDEMEHU U IIPOCTPAHCTBE B
IEeCTBUTEJILHOCTH SBJISETCSA Ba'KHOUM XapaKTepucTUKoi pomaHa «HouHbIe
OXPaHHUKU», YTO IPUBOJUT K €T0 I'TYOOKOI MHTEePIIPETAIlNH, ABIAETCA Of-
HOM M3 BaKHEHUININX XapaKTEePUCTUK rpamuyecKoro poMmaHa.

Ananmsupysa npousBenenue «Hounple oxpamHuUKH» Ajnana Mypa u
HaitBa ['m6060HCA, aBTOPOM 3TOI CTAThU OBLIY IIPEIJIOKEHBI CJIeAYIOIIe IICH-
XOJUHTBUCTUYECKUX aCIIEKTHI HADPATUBHOTO IMCKYPCA, 8 UMEHHO: BU3YaJIb-
Hasd aKIeHTyalud, aKkTyaausanusa nHhopMannm, aKkTyaausanus suurpada,
MeTaHappaTUBHAA IIPE3EeHTAIINA TEeKCTa, KOHTPACTHHIE BU3YaJIbHEIE CJIOBO-
coueTaHUs, aKTyaaus3alusa HapPaTUBHOTO ITIOTEHIIAJA.

KaroueBsie croBa: HappaTUBHEIN JUCKYPC, BUByaJTbHAA aKIleHTyaIus,
axkTyanusanud nHGOpMaIuy, aKkTyaansanusa snurpada, MeTaHappaTuBHAA
IIpe3eHTaIlA TeKCTa, KOHTPACTHBIE BU3YaJIbHbBIE CIOBOCOUETAHUSA, KTy~
3alusa HapPaTUBHOT'O IIOTEHIIHAJA.

The topicality of the research. Studying narrative levels of
graphic novels, it is naturally to be located in the field of narrative
studies and it will attempt to mould a narrative method suitable for
studying of graphic novels, for studying of the world of image. As
no such established method exists yet, this thesis we’ll begin by com-
bining various theoretical researches from the field of traditional
narrative studies, such as Seymour Chatman and Gerard Genette,
with various views on visual narration and researches of studying
comics. A basic structural analysis of «Watchmen» (1986) by Alan
Moore and Dave Gibbons is the initial goal, and later chapters will
attempt at more detailed analysis of the various narrative aspects of
a graphic novel. It is important to point out right at the beginning
that in the context of this study, the general terms of traditional
narrative study are not directly applicable, but must be reconsid-
ered and possibly redefined when applied. Therefore, terms such
as narrative studies poorly, as no single narrator can be extracted
from the story appearing in a graphic novel, as the images are not
«narrated» in a way traditional written novels are. It is more useful
to borrow the term «narration» from the field of film studies. Still,
in this thesis the terms from narrative studies will be applied from
the point of view of comic book narration and its requirements.

As we know, comics are formed from images, words and the
union of the two, and it is impossible to find a single dominant nar-
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rative level typical to traditional narrative literature, which has
traditionally been divided into retrospective first-person narrative,
self-reflective narrative, objective third-person narrative, an om-
niscient narrative, focalized narrative or stream-of-consciousness-
type of narrative. These are not alone sufficient in a study of visual
narration, which is usually divided between narrator, narrative
level and so called «point of view», but these terms are not used in
the same way as they would be used in basic literary studies, for the
narrator of the comic book does not have to describe the characters
or the settings around him, because they are immediately available
to the reader in a visual form. The setting of the comic is therefore
important, the events-on-scene are what it is shown and how it is
shown. The various narrative devices of the comic book can also
enable to reader to identify to the characters in a new way by con-
cretely positioning the reader inside the point of view of a certain
character. In the following subchapters we’ll present some of the
basic theoretical tools and concepts this thesis will rely on as well
as some of the reasons for choosing these particular approaches. As
the study of comics and the terms linked with it are not yet widely
known, the basic concepts related to it will also be presented.

The review of recent researches. The researcher Seymour Chat-
man 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 [1, p. 19]. «Watchmen» also can be divided
into story and narration, the story being the abstract plot of super-
heroes 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 [1, p. 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 giv-
ing both events new contexts and new meanings by associating them
with each other.

So, the tasks of our research are:

1. To analyze the narration of « Watchmen» and to show empha-
sis of textual device with the help of epigraphs.

2. To study psychological characteristics of narrative level of
graphic novels.
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3. To propose psycholinguistic aspects of narrative discourse.

The main material of the research. Telling about psychologi-
cal characteristics of narrative level of graphic novels, we have to
admit that the kernel events are the major events which advance
the plot «by raising and satisfying questions», whereas satellite
events are minor plot events that are in no way crucial in the abi-
lity to follow the narrative text. The omission of a satellite text will
only impoverish the text aesthetically, and its function is to elabo-
rate the kernel events, to imply their existence. Seymour Chatman
said that these written appendices’ functions precisely were as these
satellites, operating at a deep structural level and by the means of
an independent medium [1, p. 54]. Problematic here is the fact that
even though the appendices begin as material clearly in the public
domain, such as published books and articles, they gradually trans-
fer into showing the reader evidently private material not meant to
be published. This creates a hierarchy of discourses which provides
the reader with knowledge no other character in the story has.

These fictive appendices were the first of their kind in comic
books, and serve an important function in the reading of the entire
novel. Moore has not merely created alternate superhero characters,
he has also given them a concrete past, textual evidence of their ex-
istence in a society that has crucially affected the way these charac-
ters act now. The relationship between the appendices and the comic
book narrative itself is a complex one, both affecting one another.
The appendices give the reader clues to solve the mystery the super-
heroes are trying to solve, they create pasts for the characters, they
explain their present. But the comic book also affects the way the
appendices are read, so that when Dan Dreiberg writes in his article
Blood from the Shoulders of Pallas in the appendix for chapter VII
about «visiting a sick acquaintance at a hospital in Maine», he is
referring to the Mothman, a fellow superhero gone insane — a fact
revealed to the reader in Rorschach’s narration in Chapter I, if one
is alert enough a reader to spot such details.

Textual evidence is also offered to the reader of «Watchmen»
in a much more subtle way than the appendices, by the way of de-
tail texts. These detail texts are small textual details embedded in
the visual world of the comic book, such as posters, signs, books or
newspapers. Depending on the comic book in question, these detail
texts may be crucial to the understanding and interpretation of the
text, and create several narrative levels within the comic. « Watch-
men», although already constructed at multiple levels of narration,
does not ignore the opportunity to influence the reader via these de-
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tail texts. Newspaper headlines appear at various points in the com-
ic, contextualizing the current political situation with headlines
such as: «French withdraw military commitment from Nato» [4, p.
9], «Keene Act passed: Vigilantes illegal» [4, p. 15] or «Reds cross
Pakistan border» [4, p. 44]. All these take place in different points
in time in the alternate history of Watchmen, and they all help the
reader to construct the political and historical context of this fic-
titious world. These headlines are deliberately written out, so it
is likely that they are meant to be read, instead of being ignored.
Other types of detail texts include advertisements and slogans that
appear in the background, including a spray-painted « Who watches
the watchmen?» that appears repeatedly. So, even though the title
phrase of the « Watchmen» is not explicitly said at any point in the
actual narrative, the theme it presents is kept alive throughout with
the help of the detail texts, appointing the detail texts in a more cru-
cial position than just background material.

The narration of « Watchmen» is affected by yet another textu-
al device, in this case we mean the role of epigraphs. Every chapter
ends with an epigraph that consists of a short quotation, varying
from the song lyrics of Bob Dylan to the philosophical fragments of
Friedrich Nietzsche. These inter-textual allusions all affect the way
the reader interprets and analyzes the chapters; one could say that
they cast a shadow over the chapter to which they are epigraphed,
forcing the reader to reconsider what he/she has just read. But as
we may understand from the already highlighted points, the comic
book quotation differs crucially from the traditional literary quota-
tion due to its radically different format. We see the gaps between
panels and gaps between the original text and the quotations as
places where the reader steps in and «creates» the text being read,
inserting his/her own interpretations of the relationship between
the old and the new text, as with the images on a comic book page.
However, as this in my view applies to other types of literature as
well, Ali’s argument is left rather weak. Chapter V, titled «Fearful
Symmetry», ends with a quotation from William Blake’s poem «The
Tiger» (1794):

Tiger, Tiger burning bright,

In the forests of the night,

What immortal hand or eye

Could frame thy fearful symmetry? [4, p. 26]

Considering the fact that Chapter V deals with the pursuit and
capture of Rorschach, this leads to the interpretation that the Tiger
referred to Rorschach, beyond all description and understanding,
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beyond capture mentally and spiritually: no hand or eye can ever
truly capture him, neither his therapist nor his enemies in prison.
The original poem by Blake ends with the same stanza, except that
«could» is replaced by «dare», which makes the task of framing the
mind of Rorschach an even more daunting a task. The connection
between Rorschach and the idea of a bleak «tiger» instead of «tiger»
is made even more apparent by the two police officers entering the
building where he is. The other jokingly warns his friend with the
phrase «Here be tigers» [4, p. 26], which is an allusion to the phrase
«here be dragons», used on medieval maps to denote dangerous or
unexplored territories. Tigers infiltrate the entire chapter, as the
meta-narrative of the pirate comic, too deals with «a pale and mot-
tled yellow» giant shark, a beast tangled in ropes, unable to escape
[4, p. 20]. The metaphors and allusions are heavy with meanings, as
even the dominant color scheme of Chapter V with its fiery yellow
tints brings to mind a yellow tiger. Another striking piece of care-
fully woven inter-textual allusions is on the final page of Chapter
XI, which ends with the soundless depiction of people’s reactions
as Adrian Veidt’s plan is carried out and 3 million New Yorkers are
killed in a fake alien invasion. Next to the panels of horrified faces
and the blank last panel Moore has added this epigraph:

My name is Ozymandias,

King of Kings:

Look on my works,

ye mighty, and despair! [4, p. 48]

This quotation is from Percy Bysshe Shelley’s famous poem
«Ozymandias» (1817), which is also Adrian Veidt’s superhero alter
ego. Ozymandias, of course, refers to the Egyptian king Rameses,
whose colossus bears a similar inscription. At this point in the nar-
rative Veidt has succeeded in his plan of killing millions of people,
and Rorschach and Nite Owl, who have come to stop him, have noth-
ing left to do but stand and despair. However, the quotation can also
be read in an ironical light if one is familiar with the entire poem by
Shelley, which ends:

«Nothing beside remains. Round the decay/ Of that colossal
wreck, boundless and bare /The lone and level sands stretch far
away» [2, p. 33].

The tyrant triumphantly declares «Look on my works, ye
mighty, and despair!» — and yet, in the end nothing remains of
Ozymandias himself but a «colossal wreck». His victory, utopia
achieved, is short-lived, as the ambiguous ending of Watchmen also
implies.
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These types of quotations are explicit intertextuality, by which
I mean the kind of allusion that binds the text to another text, a
subtext, a previous literary text. Through this type of reference the
graphic novel attempts to bind its meanings to a certain kind of sub-
text and the meanings therein. It should be noted, however, that the
level in which the reader understands the intended message of the
subtext depends on whether or not the reader is acquainted with the
subtext. Literary parallels such as these function in a text by adding
pleasure and resonance to the reading of those who recognize them.
But neither consciously no unconsciously do they lend, in them-
selves, power, authority, persuasive force or greatness. The under-
standing and enjoyment of the basic narrative is not diminished by
not being familiar with the texts referred to. These epigraphs can
support the narrative or they can attempt to deny it, depending on
how they are read. Both of the examples above are ones which can
be read as either supporting or denying the narrative, depending on
the reader’s previous knowledge of the topic.

The entire graphic novel ends with the epigraph «Quis custo-
diet ipsos custodes», with the translation « Who watches the watch-
men?», quoted from the epigraph of the Tower Commission Report
from 1987. A simple argument is that this is what the entire graphic
novel is about: the question of political power, the question of the
misuse of power, which leaves its shadow over the whole work, mak-
ing the reader question the justifications and motives of all the
characters in the novel. In this light the entire publication of the
graphic novel could then be read as critique of the political situation
of the mid-1980s, tying the work closely to a wider context. The de-
cision to put the epigraphs at the end of the chapters instead of the
beginnings is somewhat peculiar, for it affects the interpretation
of the text once the chapter has already been read. What ensues is
a sort of hermeneutic circle, in which the interpretation of the text
influences the way we read the epigraphs, which in turn affect the
way we read the text itself.

The separation of visual and textual narration when studying
comics may seem arbitrary and somewhat pointless, as one could
argue that comics are an entirely visual medium and that letters
as such are visual signs, too. There are some aspects of comics that
are more visual than others, such as the panel division, the point of
view of the panel imagery and the use of colors, for example — and
yet the question of the speech balloon may rise, as it is clearly a visu-
al icon typical of comics, but nevertheless contains textual, written
information. The visual narrative of «Watchmen» seems to search
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for a perfect symmetry through repetition and rhythm, reproduc-
ing various visual icons at certain intervals and positioning various
separate storylines, producing effects dependent upon the context
in which they appear. Shifts from separate storylines are highlight-
ed by verbal and visual allusions, such as the disturbingly similar
images of the narrator of the pirate comic eating a raw seagull and
Dan Dreiberg biting into a piece of chicken leg [4, p. 9-10]. This
symmetry is predicted even at the final pages of the graphic novel,
as the diary of Rorschach, which begins the entire graphic novel,
enters the hands of the yellow press, hinting at the return of the old
status quo as the truth of Veidt’s plan is revealed, restoring symme-
try. As Wolf-Meyer points out, preserving the status quo actually is
the predicament of superhero comics themselves:

[U Jtopia achieved would be a radical narrative, whereas uto-
pia attempted and failed retains the conservative status quo while
appeasing the proposed conservative ideology of readers. Hence, in
reading Watchmen, readers identify with Rorschach and his con-
servative ideology rather than Ozymandias and his radical act of
achieving utopia [3, p. 51].

The status quo of the world of «Watchmen» is preserved as the
truth is revealed, and the visual narrative supports this interpreta-
tion by showing the reader again the image of the smiley face with
the red stain that began the entire novel.

These recurring images, such as the smiley face («Have a Nice
Day!»), a black-and-white silhouette of a couple embracing, not to
mention the numerous triangles and circles, all appear repeatedly.
Through this repetition the visual images become symbols, which
mean that they begin to represent something else through a rule or
a shared agreement. These symbols become narrative, and act as
parts of the narrative by the way of integrating the symbolic mean-
ings linked to them to new contexts. The symbols can even turn into
metaphors, as for example the recurring image of the Comedian be-
ing flung through the window, which may be interpreted as speak-
ing of the violence hidden in all of us. The reoccurrence of these
images that turn into symbols can also be interpreted through what
G.Genette refers to as narrative frequency, repetition in narrative
[2, p. 113-116]. As already mentioned, in «Watchmen» certain
images and panels are repeated in different contexts, sometimes
even with an alternate point of view, thus adding new dimensions to
the narrative. One example of this frequency, this repetition is the
image of the Comedian being thrown out of the window in Chapter
I[4, p. 3]. This image is repeated in other contexts: in Chapter II,
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Rorschach narrates an anecdote about the depressed clown Pagliac-
ci, while the narrative shows again the murder of the Comedian [4,
p. 27]; the black humor of the anecdote and the images is that of a
depressed clown, which is what the Comedian appears to have been
before he died. The punchline «...I am Pagliacci» is contrasted with
the by now iconic image of the man thrown a window. This image fi-
nally returns in Chapter XI, shown again but now both through the
eyes of the killer as well as the victim, finally revealing the reader
the face of the killer, just before flinging the Comedian through the
window [4, p. 24—26].

As mentioned in previous chapters, the panel division in
«Watchmen» is often one where parallel storylines, two separate
narratives alter from panel to panel and thus are placed in relation
to one another, commenting on the other, yet neither can definitely
be said to be more dominant than the other. The panel transition is
from scene-to-scene, and as S.McCloud has stressed, it requires ac-
tive deductive reasoning on the part of the reader to construct mean-
ings between transitions such as these [4, p. 70-74]. Also, when
these parallel storylines take place in « Watchmen», the captions of
one narrative appear often in connection with the panel image of
the other narrative. This combination of separate narratives of
word and image can be read in various ways: as an example of what
S.McCloud refers to as interdependent, where «words and pictures
go hand in hand to convey an idea that neither could convey alone»
[3, p. 155]. On the other hand, I support the idea that we should refer
to this type of relationship between the image and text as «syntag-
matic», binding two separate narratives into one, and where both
word and image support and complete each other. So, S.Chatman
writes of temporal and spatial order, and how events that have no
causal connection are yet presented «as if they were causally con-
nected» [1, p. 39]. Also S.Chatman stresses the reader’s importance
in evaluating these temporal relationships and juxtapositions of
spatial fragments, the cognitive schemas that the reader constructs
[1, p. 39-40]. So, as can be gathered, the same type of union of word
and image can be interpreted through various different paradigms,
which all aid the reader to understand the complexity and diversity
of even the simplest of unions between words and images. The role
of the reader and his/her abilities are of vital importance in under-
standing comics, as interpretations are made instantly.

These interdependent syntagmatic juxtapositions of no im-
mediate causal connection are a standard pattern in «Watchmen»,
which has a bound panel division. This means that it is regularly di-
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vided into nine panels per page, three in a row, so that during these
positional storylines, every other image narrates one story, while
every other narrates another one, and the captions containing dia-
logue often appear in the other story, commenting it in an almost
fearful symmetry [4, p. 2—3, 9-16]. « Watchmen» uses the so-called
very rarely, thus heightening their effect. The long piece in Chapter
IIT is an example of the two narratives commenting on each other,
as Dr. Manhattan is interviewed on television while Laurie and Dan
are confronted by a gang of thugs in a back alley: the question put to
Dr. Manhattan relating to Afghanistan ends with the words «...will
you be prepared to enter hostilities?», while the panel shows Laurie
and Dan threatened by the gang, exchanging meaningful looks —
they indeed are prepared for hostilities, both being ex-superheroes
[4, p. 12]. The later comments of the interviewer are combined with
the scenes of fighting and violence, producing a sense of connec-
tion though there is none — the text of the other narrative seems to
comment on the images, conveying a larger meaning than it would
be possible by traditional comic book narrative of word-specific, il-
lustrative function. This effect of apparent causality caused by the
juxtaposition of separate storylines questions somewhat the con-
struction of the narrative schemas and the illusion of coherence
they produce, for the connection is created by deliberate position-
ing, and the effects of coherence and causality are mere illusions — is
the ideological coherence of the text also illusionary, even false?
Another such an example of the way this type of narration wid-
ens the storytelling is the panel showing Dr. Manhattan [4, p. 9]: the
dialogue between Laurie and Dan comes from the other narrative,
the image shows Dr Manhattan dressing himself telekinetically, by
the power of his mind. The caption says «...and he does not care how
people dress», the original context being that of describing Hollis
Mason and how it does not matter which clothes one wears when
visiting him. However, combined with the image of Dr. Manhattan
dressing himself in a manner unlike anyone else on the planet, the
«how» in the captions acquires a whole new meaning — the complete
message of the union more that either would be if narrated separate-
ly. Most of these cases of inter-narrative commenting in «Watch-
men» produce an effect of irony, even though often very dark irony,
such as the clumsy lovemaking attempt between Dan and Laurie in
Chapter VII[4, p. 64—65], which is accompanied by a praising televi-
sion commentary of Ozymandias’ skillful gymnastic performance.
These parallel narratives mostly take place simultaneously in
two different places at the same time, but occasionally the time
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frame alters so as to show a recurring narrative from the past
events, giving meaning to the current narrative. This is the case for
example in Chapter VII, where Dan’s motives for suddenly being
scared about Laurie’s life are motivated by a simultaneous recount
of a previous visit from Rorschach, warning that someone might be
killing masked heroes [4, p. 3].

As Gerard Genette has pointed out, these «retroactive returns»
confer on the past episode a meaning that it did not yet have in
its own time. Past actions are modified in their meanings, their
interpretations changed after an occurrence in a new context [2, p.
56]. This new context is in its turn also affected by the narrative
schemas related to the past event which is now recurring. This is
apparent throughout ChapterII, «Absent Friends», in which various
characters appear to be remembering the deceased Comedian during
his funeral, and the visual narrative activates certain past events
to the present narrative for the reader to see. These memories are
conveyed in the visual narrative by changes in time and space in
which the character «remembering» it stays in the same posture
while the temporal and spatial elements around him alter [2, p. 9,
12]. The type of transformation of visual information is familiar
from film studies, and it is a clearly visual way of narrating the past
private experiences of the character through external focalization,
showing what the character has experienced in the past but from
outside the character. Still, while reading the novel it is easy to
notice how the use of visual elements to provide smooth transitional
moments in space and time is a practical advantage of a rich visual
style that exceeds the content of the speech balloons. This playing
with temporal levels and transitional moments in time and space is
in fact an essential quality of the narrative of « Watchmen», leading
to the interpretation that alongside power, time is one of the crucial
overall themes of the graphic novel.

Conclusion. So, analyzing «Watchmen» and describing
psychological characteristics of narrative level of graphic novels we
can propose such psycholinguistic aspects of narrative discourse:

— visual emphasis;

— focalization of information;

— epigraphs’ emphasis;

— meta-narrative 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,
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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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