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ABSTRACT

The purpose of our article is to describe various narrative devices of the comic
book which can also enable the reader to identify to the characters in a new
way by concretely positioning the reader inside the point of view of a certain
character, and, on its basis to propose psycholinguistic aspects of narrative
discourse.

Methods of the research. The following theoretical methods of the research
were used to solve the tasks formulated in the article: a categorical method,
structural and functional methods, the methods of the analysis, systematization,
modeling, generalization.

The results of the research. 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 following something and in the
next panel we were shown this object of the gaze, the reader would be 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
comics.

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 words. This playing with
temporal levels and transitional moments in time and space is in fact an essential
© Ivashkevych Ernest, Koval Iryna
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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.

Conclusions. 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.

It was shown that the panel arrangement can deceive the reader, too.
Various types of temporal situations that bear on our judgments of causality
may be created through the juxtaposition of spatial fragments from different
shots. In several storylines within «Watchmen», two parallel narratives are
presented to the reader in juxtaposition, happening simultaneously, so that a
parallel is drawn between them like in many other instances in the comic.

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

Introduction

Actual importance of the study is proved by the constantly
growing role of popular culture in general and comics media
in particular. The profound study of Watchmen can represent
this new to our mentality media as one of the most promising
from the academic point of view.

As a study of the narratological levels of Watchmen, this
study is naturally located in the field of narratological studies
and will attempt to mould a narratological method suitable for
the study of graphic novels, to the study of word and image.
There such a method hasn’t been established yet, this study
should begin by combining various theorists’ studies from the
field of traditional narratology, such as S. Chatman and G. Ge-
nette, with various views on visual narration and the study of
comics. A basic structural analysis of Watchmen is the initial
goal, and later chapters will attempt at more detailed analysis
of the various narratological aspects of the graphic novel. It is
important to point out right at the beginning that in the con-
text of this study, the general terms of traditional narratology
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are not directly applicable, but must be reconsidered and pos-
sibly redefined when applied. Therefore, such terms as narra-
tor works poorly, as any single narrator cannot be extracted
from the story appearing in a graphic novel, as the images are
not «narrated» in the way traditional written novels are. It
is more useful to borrow the term narration from the field of
film studies. Still, in this study the terms of narratology will
be applied from the point of view of comic book narration and
its requirements (Chatman, 1978; Genette, 1980).

So, the purpose of our article is to describe various narra-
tive devices of the comic book which can also enable the reader
to identify the characters in a new way by concretely positio-
ning the reader inside the point of view of a certain character,
and, on its basis to propose psycholinguistic aspects of narra-
tive discourse.

The tasks of the research
1. To provide narratological analysis of comic books.
2. To describe mechanisms of timing in comics.
3. To propose psycholinguistic aspects of narrative dis-
course.

Methods of the research
The following theoretical methods of the research were
used to solve the tasks formulated in the article: a categorical
method, structural and functional methods, the methods of the
analysis, systematization, modeling, generalization.

Results and the discussion
As we know, comics are formed from images, words and
the union of the two, and it is impossible to find a single
dominant narrative level typical to traditional narrative lite-
rature, which has traditionally been divided into retrospec-
tive first-person narrative, self-reflective narrative, objective
third-person narrative, an omniscient narrative, focalized nar-
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rative 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 «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 visual form. The setting of the comic is there-
fore important, the mise-en-scene: what is shown and how is
it shown. The various narrative devices of the comic book can
also enable the reader to identify the characters in a new way
by concretely positioning the reader inside the point of view of
a certain character. In the following subchapters there will be
presented some of the basic theoretical tools and concepts this
study will rely on as well as some of the reasons for choosing
these particular approaches. As the study of comics and the
terms are not widely known, the basic concepts related to it
will also be presented.

As mentioned above, traditional narratology does not pro-
vide sufficient tools for graphic novel analysis, as the medium
is visual in a way written literature is not and the written
narrative usually prevails the visual (Honcharuk & Onufriie-
va, 2018). However, rather than creating a whole new method
for the narratological analysis of comic books, this study will
apply these traditional views as far as they can be useful, and
continue to build new concepts with the help of other theorists
when this approach fails (Mykhalchuk & Ivashkevych, 2016).
A transition in theoretical approach from classical to post-clas-
sical narratology will take place during this research, as tra-
ditional approaches will gradually be supplemented with views
from cognitive sciences and later developments from the field
of narratological studies.

For the basic narratological analysis, this study will be-
gin by relying on some very fundamental narratological theo-
rists, beginning with S. Chatman, the author of Story and
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Discourse — Narrative Structure in Fiction and Film (1978).
S. Chatman proves the study as his theories include film stu-
dies, which overlap closely enough to the study of comics as to
be of use. Chatman has divided the narrative text to two es-
sential components: story and discourse, in which story stands
for «the content or chain of events (actions, happenings), plus
what may be called the existents (characters, items of setting);
and a discourse... the expression, the means by which the con-
tent is communicated» (Chatman, 1978: 19). In short, the sto-
ry tells us what happened, and the discourse shows us how
it happens — a division widely accepted in the field of narra-
tology. However, the term «discourse» is so heavily linked
with foucauldian discourse analysis that the term in the sense
S. Chatman uses will be replaced with the more appropriate
term «narration», taken from G. Genette (Genette, 1980).

G. Genette will be another essential classical narratologist
in this study, as the term narration itself comes from him,
as well as the idea of a focalizer, both of which are essential
to narratological study, and of great interest in the study of
graphic novel narration, for focalization in comics has pos-
sibilities beyond traditional literature. In his Narrative Dis-
course (Genette, 1980: 114-116) G. Genette also refers to fre-
quency, which he uses to describe the way certain elements are
repeated in the story and how often the certain event is told.
The event cannot be told exactly the same way each time, but
it is always bound to different contexts and thus creates new
meanings and is connected to new thematic ideas every time.
According to G. Genette, a text can hold several abstract and
thematically motivated events that are repeated in different
parts of the narration. Considering the temporal structures
in graphic novels, frequency is an important concept in this
study since certain images appear repeatedly in Watchmen,
each time in slightly different contexts, thus creating new
meanings. Some events are also repeated from different per-
spectives, variations in point of view, which is a narrative
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device labeled by G. Genette as repeating narrative (Genette,
1980: 114-116). This type of repeating can also involve only
stylistic variations, but the changes in the point of view is the
aspect of repeating narrative that will be applied in this study.

In October 2005, Time Magazine listed its All-Time One
Hundred Novels, chosen from all novels published in English
after 1923. One novel to make the list was Alan Moore and
Dave Gibbon’s twelve-part graphic novel Watchmen (1986), of
which S. McCloud, one of the two the compilers of the list said:
«Watchmen is told in fugal, overlapping plotlines and gor-
geous panels rich with cinematic leifmotifs. A work of ruth-
less psychological realism is a landmark in the graphic novel
medium» (McCloud, 1993: 66). Watchmen was also included
in the Top Ten Graphic Novels list — the only graphic novel
to make both lists. This is not, of course, the first or the last
time Alan Moore will be hailed as one of the greatest writers in
the medium of visual narratives. Still, it does not change the
fact that Alan Moore is a widely respected writer in the field
of comics today with a career that stretches back to the early
1980s. He has collaborated with many talented illustrators,
including Eddie Cambell in From Hell (1989/1999) and David
Lloyd in V for Vendetta (1988), and he is generally seen as the
writer who crucially changed the essence of comics in the world
(English-speaking world mostly) from mere entertainment to
something altogether different. The Watchmen, published first
serially by DC Comics between 1986 and 1987 and together in
one volume in 1987, is a multilayered graphic novel depicting
real-life superheroes in an alternative US of the 1980s. Cer-
tain visual motifs keep repeating and plotlines overlap again
and again, creating a thrilling narrative structure, which will
be the main interest of this study. As Matthew Wolf-Meyer
points out in his article «The World Ozymandias Made: Uto-
pias in the Superhero Comic, Subculture and the Conservation
of Difference» (2003), the visual imagery of Watchmen owes
a great debt to the original superhero comics it deconstructs
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in its portrayal of real-life superheroes, «cloning» the original
Charlton Comics superheroes from the 1960s, who were them-
selves clones of others, previous superheroes (Nite Owl, for
example, is a clone of the Blue Beetle, who was himself a clone
of Batman). As S. McCloud argues, this kind of process of
cloning allows the authors to contribute to a particular aspect
of the discourse of the superhero comics where they provide
their readers with familiar iconography, yet failing to directly
confront them with the truth behind the characters: «it may
be comforting to know that Superman can never impose his
utopian regime, however utopian it may seem, for if he can
pose utopia, then he can surely impose dystopia, and it is only
a matter of ideology that saves us from one or damns us to the
other» (McCloud, 1993: 104-105).

The single panel has traditionally been seen as the basic
component of comic book narratives, and the action traditio-
nally takes place from panel to panel. McCloud has divided
these panel-to-panel transitions into six different categories,
depending on the changes that take place between those two
panels (McCloud, 1993: 70—-74). These transitions can be tem-
poral, which include a clear transition and usually very little
closure; this is the most common one in comic book narra-
tion. The transition can also be spatial, which consists of sub-
ject-to-subject change, where the panel shifts from one subject
to another while still remaining in the same scene or idea.
McCloud stresses that at this point, a «degree of reader in-
volvement is necessary to render these transitions meaning-
ful» (McCloud, 1993: 71). This type of transition is often very
powerful, because it enables the writer / illustrator to leave
out dramatic actions deliberately, thereby increasing the level
of suspense. Scene-to-scene transitions, in which the change
takes the reader across great distances, either in time or in
space, are ones that, according to McCloud, require «deduc-
tive reasoning». Other transitions include shifts in aspects or
transitions with no logical relationship whatsoever between
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the panels. This non-sequitur type of transition is very rare,
as comic book narration is largely based precisely on sequential
imagery of events and action in time and space. These tran-
sitions are the very building blocks of comic book narration,
and will serve as a logical starting point in the analysis of
the visual narration in Watchmen. McCloud also distinguishes
various ways of combining words and images, from word spe-
cific (the pictures simply illustrate what the captions might
say) to interdependent where only together do the words and
pictures actually convey the message of a scene. Still, he ad-
mits that the possibilities are virtually unlimited (McCloud,
1993: 152-155).

As an option we can resort to a slightly different classifi-
cation, presented by S. Chatman, according to which we can
refer to comics as iconotexts, by which the inseparable unity
of word and image is meant. While developing it, there were
used Ferdinand de Saussure’s ideas on general thought in or-
der to develop terms to describe the two ways in which words
and images work dynamically in comics: syntagmatic and para-
digmatic. In a syntagmatic relationship both word and image
support and complete each other, and the rules of the discourse
(narration) are clear to the reader. This syntagmatic relation-
ship can exist even when two separate narrational chains are
combined, as often happens in Watchmen. A paradigmatic re-
lationship, then, requires co-operation of the word and image
that highlights the system in which it appears; word and image
are contrasted and through the associations linked to this
union, they create a meaning independent from the narrational
chronology; this means that a picture or a panel can act as a
metaphorical substitute to the events taking place in the nar-
rative (Chatman, 1978).

The Watchmen borrows its visual look from the most typi-
cal of all comic book genres, the superhero comic exemplified
by Superman, the X-Men and the Fantastic Four. While genera-
lizing the presentation style of this comic book subclass, some
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of the most typical aspects of the genre can be distinctively no-
ticed, such as the handsome looks and the muscular body of the
superhero, not to mention the brightly colored outfits, which
are usually very tight and include a mask. The look that re-
ceives acceptance in fictional superhero comics receives a new
meaning once transferred into the mundane world of Watch-
men, especially when discussing the objectifying element in
the outfit of the female superhero. As Laurie (formerly known
as Silk Spectre) well describes: «You remember that costume?
With that stupid little short skirt and the neckline going down
to my navel? God, that was so dreadful» (Chatman, 1978: 25).
Watchmen extrapolates with the idea of real-life superheroes,
revealing the ridiculousness behind the romanticized idea of
crime fighters.

The «super» in superhero has generally referred to the su-
pernatural abilities of the superhero, such as the ability to fly
or becoming invisible. It is noteworthy to point out that apart
from one, the «superheroes» in Watchmen do not actually pos-
sess any supernatural abilities, but are in fact tragically hu-
man with very human problems. The «superheroes» are outsi-
ders whom the American people neither trust nor understand.
This can be located in the wider context of the development the
superhero comics as a genre went through in the 1980s. The
genre went through a transformation in which the clean-cut
heroes of the past were replaced by a darker, more problematic
and complex brand of superheroes. This transformation can be
traced in the artful depiction of the real-life superheroes of
Watchmen, who are carefully created in Moore’s writing, and
highlighted in the illustrations by Gibbons. In the study, we
firstly investigate and analyze the basic narrative structures
of both textual and visual narration with the combined aid of
narratology and comic book analysis. We focus more on the vi-
sual elements of narration in Watchmen, and also question the
problematic of an omniscient narrator in the narrative form
of a comic book. The authors move beyond traditional struc-
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turalist approaches, and develop the question of madness and
narration with the help of cognitive narratology and the idea
of focalization in connection to visual narration. Finally, we
focus on the question of temporality and narration, especially
through the character of Dr. Manhattan: «Professor Einstein
says that time differs from place to place. Can you imagine
that? If time is not true, what purpose have watchmakers?»
(Moore & Gibbons, 1987: 3).

The quotation above is spoken in 1945 by Dr. Manhattan’s
father, a watchmaker disillusioned about his profession after
discovering Einstein’s theories on the relativity of time. As
a central theme in the alternate world of Watchmen, time is
heavily infiltrated into the very structures of the graphic no-
vel. Our perception of time comes from our ability to remember
things past, access the present and foresee the future. Events
follow one another, they become sequential. Comics as a me-
dium does this literally, as Scott McCloud points out: «...time
is not absolute but relative to the position of the observer...
In essence the panel... makes that postulate a reality for the
comic book reader» (McCloud, 1993: 28). Also, unlike other
media, the past and future are constantly real and visible to
the reader, who can compare previous panels with the ones to
follow instantly and with ease. The panels are essential for the
depiction of time in comics, as they convey timing and rhythm:
«The act of framing separates the scenes and acts as a punc-
tuator. Once established and set in sequence the box or panel
becomes the criterion by which to judge the illusion of time»
(McCloud, 1993: 28). Time is relative and needs to be estab-
lished in each and every narrative, and modern literature has
tried to capture the different ways we perceive and experience
time and existence in it, from textual experiments to science
fiction and its alternate worlds that question the way we read
history. Watchmen approaches this theme primarily through
the character of Dr. Manhattan, who, as a result of a tragic
accident now, among his other god-like abilities, experiences
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the past, present and future as simultaneous. The existence
of Dr. Manhattan acts as a way of producing what may be
referred to as cognitive estrangement, of showing us a world
we recognize yet find strangely unfamiliar due to the arrival
of a new variant in an otherwise familiar world. The graphic
novel uses various ways to depict this aspect of his existence:
both textual and visual tools are applied to problematize the
western view of time as linear and chronological, and rhythmic
devices are applied to create and manipulate the elements of
time to achieve a specific message or emotion. Repetition is
used to create meanings, as each time an image is repeated, the
meanings linked to it are altered by the previous appearance;
symmetry through repetition involves a temporal discontinu-
um, a fragmented projection of time. Through the questioning
of time as linear, the dystopia presented by Watchmen ques-
tions the role of the individual in society and in history.

Past and present intertwine in the narrative structures of
Watchmen, as memories are presented through inner focaliza-
tion, parallel storylines of separate temporal levels are pre-
sented and, most prominently, during the monologues of Dr.
Manhattan in Chapter IV, called « Watchmaker». Visual imag-
es of the past are repeatedly linked with the verbal narration
of the present, and present images appear with past dialogue.
The comic book format has the ability to differentiate depic-
tions of two separate temporal levels easily and two physical
manifestations of the same character in a much more visceral
way than traditional written narration. However, Watchmen
problematizes this seemingly simple distinction, as past and
present cannot be separated, but are intimately interconnec-
ted, for the past is constitutive of the present, and the present
makes demands on the ways in which the past is represented.
Temporal transitions in comic book narration often take place
through visual analogues, where the postures of the characters
remain the same but the setting alters. In Watchmen the past
is an integral element of the present, and the present becomes
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the key for representing this past. This can be illustrated in
the episode, where Dr. Manhattan recounts the narrative of his
past through his internal monologue on planet Mars, and as
in genuine interior monologues, the temporal sequence of past
events yields to the temporal sequence of present remembrance,
and the past is thereby radically dechronologized. However, it
can be argued that in comic book narration the textual de-
chronologization can be challenged by the visual narrative, as
the images contained in the panels can create a chronological
structure independent from the textual narrative.

Timing in comics relies heavily on the panels. Panel divi-
sion, sizes and shapes all affect the reading experience, and
the various types of temporal and spatial panel-to-panel transi-
tions exemplified by McCloud (McCloud, 1993: 70—74) that re-
quire active reader participation to make them meaningful are
used to create narrative and structural effects. The experience
of duration in comics is created by the combination of space
and sound, actions, motions and movement are all measured
by our perception of their relationship to each other. Speech
balloons and their relation to each other help to measure time,
as one large speech balloon in a single panel means a longer
period of time than several small ones. Coloring, too, can help
the reader to assess the duration of events, as has already been
mentioned in this study under the section relating to color.
A blinking streetlight outside Moloch’s apartment shows eve-
ry other panel as shaded with orange, which creates a steady
rhythm for the action; panels of a past storyline in juxtapo-
sition with a present one can be distinguished by a different
coloring, as the crimson-shaded images of the Comedian’s mur-
der in the beginning of Watchmen.

Rhythmic changes in comic book narration are easily dis-
tinguished when the «beat» of the narrative is fairly steady, as
in Watchmen, which follows a steady pace of three panel per
row, three rows per page. Occasional larger panels appear, and
the effect they have in the narrative structure is one of slo-
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wing down the narration, whereas the appearance of narrower
panels creates a sense of suspense and threat. Narrower panels
are said to speed up the narration, creating a more «staccato»
rhythm. However, the opposite effect is what appears to take
place in Watchmen, which breaks the steady 3x3 panel division
to use tighter, narrow panels at least twice, once in Chapter
VII, page 16 and again in Chapter XI; 28. The first occasion
is a soundless dream sequence, and the effect is indeed of sus-
pense and anxiety, and supports the idea of increased speed in
narration. The second occasion is the very end of Chapter XI,
and this time the effect is quite the opposite, slowing the nar-
ration down to slow-motion, as the characters stand in awe and
fear, seeking refuge from each other, their actions painfully
slow. The final panel is wide, and completely white, yet able to
convey a moment when time seems to stand still, an eternity
in a white void.

As noted above, the panels that constitute the visual nar-
ration of comics make the idea of a temporal arrangement of
events a reality to the reader. According to G. Genette, the
narrative discourse of a narrative is created by the order of
events and temporal segments, so that the «story order is ex-
plicitly indicated by the narrative itself or inferable from one
or another direct clue» (Genette, 1980: 35). The discordance
between story and narrative is what G. Genette refers to as
anachronies, and these anachronies can reach either the past
or the future of the narrative «present»; these analepses (past
actions) and prolepses (future actions) can exist either outside
the main narrative, that is reach to a point in time before /
after the main narrative begins / ends, or inside the main nar-
rative, as internal to it. The visual form of Watchmen makes
it relatively easy for the reader to locate these discordances in
the narrative, such as Rorschach’s memories narrated from his
childhood, or Laurie’s memories that have taken place before
the «now» of the main narrative in which the plot by Veidt
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takes place. These analepses are mostly completely external,
and do not interfere with the first main narrative, and their
function is simply to provide the reader with some information
crucial to the understanding of the current actions. This takes
place in Watchmen on several levels, from the visual memories
of the characters brought to the reader via inner focalization
to the appendices, which are not a vital part of the main nar-
rative, but provide background material. Sometimes, however,
past actions can infiltrate the present, such as when dialogue
from Laurie’s memories blends with the images of her present
on planet Mars (Moore & Gibbons, 1987: 23—24). This blurring
of the visual and verbal narrative by the way of juxtaposition
is what G. Genette refers to as narrative metalepses, trans-
gressions that by the intensity of their effects, demonstrate
the importance of the boundary they tax their ingenuity to
overstep, in defiance of verisimilitude — a boundary that is
precisely the narrating (or the performance) itself: a shifting
but sacred frontier between two worlds, the world which one
tells, the world of which one tells (Genette, 1980: 136).

A concurrent phenomenon, like a leaky faucet, can «time»
the action and its duration, as the reader will be able to evalu-
ate the time it takes a single drop of water to fall. In Chapter
IX, a recurring image appears throughout the chapter (a panel
on pages 1, 3, 8, 12, 16, 21) of a falling perfume bottle, each
panel showing it revolve a bit more until it finally takes place
in the main narrative when Laurie actually throws it on page
24. This is an example of completing internal prolepsis (Ge-
nette, 1980: 70—-71), as the act of throwing does not take place
until at the end, but the image of the falling bottle interrupts
the narrative repeatedly. Time stands almost still, as the per-
fume bottle falls and falls forever, until it finally meets the
point where the throwing itself takes place. The slow falling
movement of the bottle in the panels creates a time outside
time, «slow time» where Laurie and Jon discuss the fate of
the world.
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However, the device is applied in Chapter XI only to fool
the reader into believing that there is still time: as Adrian
Veidt tells of his terrifying plan to Rorschach and Nite Owl,
the narrative is juxtaposed with narrative segments from the
sidewalks of New York, of people fighting, and the textual and
visual narratives intertwined act as previously, commenting
each other. At the end, however, Veidt reveals that his devious
plan was executed thirty-five minutes ago, thus revealing that
the juxtaposition of the two storylines was not of simultaneous
storylines, which forces the reader to reassess all that he / she
has read before. The two storylines did not take place simulta-
neously, but in fact one took place over half an hour before the
other in the story time of Watchmen.

Conclusions

So, analyzing «Watchmen» and describing psychological
characteristics of narrative level of graphic novels we can pro-
pose 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.

The panel arrangement can deceive the reader, too. Various
types of temporal situations that bear on our judgments of
causality may be created through the juxtaposition of spatial
fragments from different shots. In several storylines within
Watchmen, two parallel narratives are presented to the reader
in juxtaposition, happening simultaneously, so that a parallel
is drawn between them like in many other instances in the
comics.

Also «Watchmen» as the socio-cultural phenomenon has
been studied in the courses of history, economy, politics and
sociology, while there haven’t been any psycho-linguistic study
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on the novel. In the perspective we’ll focus mostly on the cul-
turelogical aspects of the novel, and the results of these re-
searches will be discussed and completely described.
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leawkesuy EpHecm, Koeanb IpuHa. lMcuxonozivyHi xapakmepucmuKu eKcnni-
Kayii Hapamuey ma vacy e 2paghiyHUX poMaHax

AHOTALIA

Mema 9docnidxeHHsa — ornucamu rcuxono2iYHi XapakmepucmuKu KOMIKcy, AKi
MOXymb 8amu Yumayesi 3moay 308CiM no-HO80MyY ideHmudikysamu rnepcoHa-
Hi8 WAAXOM KOHKPEmMHOo20 pO3MIiUjeHHA Yuma4a ecepeduHi napaduemasnbHo20
cgimocnpuliHamms negHo20 NMepcoHaM(a, w0 0acme MoMIUBICMb HA uili oc-
HO8I 3anpornoHy8amu rcuxoniH28iCMuYHi acnekmu eKcnaikayii HapamueHo20
ouckypcy.

[nAa po3s’a3aHHA nocmaesneHux y pobomi 3080aHb6 BUKOPUCMAHO MAKi
meopemuy4Hi Mmemoou 00CAIOHEHHA: Kame20piasnbHuli, cmpyKmMypHO-pyHK-
yioHaneHudl, aHani3, cucmemamu3sayis, MoOetO8AHHS, Y3020AbHEHHA.

Pe3ynbmamu 00cnidxceHHA. Y cmammi nidKpecneHo, W0 8axiusum 014
onucy ocobnusocmeli HaOpamueHo20 OUCKYpCy € aHani3 mamepianis, npeo-
cmaesneHux y suansa0i KOMIKcis, aoxce MOUHA, AKA Criocmepizae, € Auwe o6’ek-
mom eizyanizayii, a He ii cy6’ekmom. Y eunadky, AKW0 NepcoHaxc crocmepi-
20€ 30 YUMOCb, MO YUMAyY Mo3UyioHysamumMemscs came AK yell nepcoHax .
Mpu ybomy, nesHUl Mur No3UYioHy8AHHA MAE 8aMHIUBE 3HAYEHHSA 0715 0no8idi
meKkcmoso20 mamepiasy, NPe3eHmMos8aHo20 y hopMi KOMiKcie, adxe came yell
mun no3uyioHy8aHHA 8eUKOK Mipoto 8MAUBAE HA 3HAYEHHSA, AKI CMBOPIOOMb-
€A Yyumavem meopy.

HazonoweHo Ha posi 8i3yansbHUx obpasis, AKi donomazarome yumayesi
3po3ymimu mekcmosy iHghopmayito. MMoKazaHo, wo 3a 00rnoMoz0r Mosmo-
peHHsA 8i3yanbHi 06pasu cmarome CUMBOAAMU, AKI 03HAYAOMb, W0 80HU r0-
YuHarome npedcmaesnamu dewo iHwe 3a 00NOMO20K NeeHo20 Npasusaad abo
ix ocobucmicHozo npuliHammas. Lii cumeonu cmarome HAPAMUBHUMU | BUKOHY-
oMb POsb YACMUH PO3M08idi 30 WAAXOM iIHMe2pauii ix CUMBOMIYHUX 3HAYEHb.
CUMB0/IU MOXYMb HABIMb NEPeMB0oPB8AMUCH HA MeMAagopu, AK, HANPUKAAO,
maki, wo nosmoproroms obpas lymopucma, AKuli asmopom, 3o0kpema, «bys
YKUHymuli yepe3 8iKHO», Wo Moxce bymu sumsayma4yeHo sK HaCUAbCMao, npu-
X08aHE 8 KOYCHOMY 3 HAC.

lMoKa3aHo, w0 mun nepemeopeHHs 8i3yasbHoi iHghopmauii, eidomuli Ham
i3 gpinbmis, a came 8i3yansbHi 06pa3U, ONUCYE 0COOUCMICHO 3HAYYW,i nepexu-
BOHHA MEePCOHAXA 30 YMO8 308HIiWHbOI hoKanizayii, mum camum 0emoHcmpy-
04U, WO MepPCOHAMC nepexcus y MuHysaomy. [JosedeHo, w0, Y4umaro4yu pOMaH,
/1e2K0 noMmimumu, AK BUKOPUCMAHHA 8i3yanbHUX enemeHmig 014 3a6e3rneYeHHA
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moyHocmi cipuliHAMmMS nepexioHux MoMeHmi8 y npocmopi U Yaci € npakmuy-
HOO repesazot0 Mak 38aHO20 8i3yasnbHO20 cMusto, AKUl € Habazamo egek-
musHiwum 3a cnosa. LA sisyanizayisa e yaci i npocmopi Hacnpasdi € 8a#1UBOHD
AKicmio pomaHy «HiYHi oxopoHyi», wjo npuzeodoumse 0o loz2o 2nubokoi iHmep-
npemauii, a ue, CBOEI 4epP20to, € OOHIEKD 3 HALIBAMAUBIUIUX XAPAKMEPUCMUK
2paghiyHo20 POMaHy.

BucHo80K. AHani3yrouu meip «HiyHi oxopoHui» AnaHa Mypa i [felisa [i6-
b60Hca, asmopom cmammi 3anpPornoHOB8AHO MAKI MCUXoniH28iCMUYHI acrekmu
HapamueHo20 OUCKYpCy, fK: 8i3yasnbHa aKueHmyauis, akmyanizayia iHgop-
mayii, akmyanizayia eniepagha, MemaHapamueHa rnpe3eHMayis mekcmy, KoH-
mpacmHi 8i3yasnbHi Ca1080CMN0AYYEHHA, AGKMYani3auyia HapamueHo20 MNomeH-
uiany.

lMoKka3aHo, wo ekcnaikauis yacy ma (io2o Hapamus moxyms 060ypumu
yumaya. Pi3Hi munu mumyacosux cumyayill, AKi 3anexams 8i0 HAWuUX cy-
OxceHb w000 iX Npu4uH, Moxyms 6ymu cmeopeHi 3a 00MoMOo20t0 criecmas-
/IeHHA MPOCMOPOBUX ¢hpazmeHmis i3 pi3HUX KAOpis. Y OeKinbKoX CodemHux
7iHiax ycepeduHi « HiuHUX oxopoHuie» yumayesi npedcmassneHo 08i 00HOYACHI
p0o3r08idi 8 NOEOHAHHI, W0 8i06Yy8aIOMbCA 00OHOYACHO, A0XE rapasess MPoso-
OumbCa MiX HUMU, AK | y 6a2ambox iHWUX 8UNAOKAX KOMIKCY.

Kntouoei cnosa: HapamusHuli OUCKYpPC, 8i3yasnbHa aKueHmMyauyis, akmya-
nizayis iHpopmayil, akmyanizayis eniepagha, MemaHapamueHa npe3eHmauyis
mekKcmy, KOHMPACMHi 8i3yasbHI C/1080CMOMYYEHHA, AKMYAni3ayid HaApamMueHo-
20 rnnomenyiany.

Usawkesuy IpHecm, Koeanb UpuHa. lcuxonozuyeckue xapaKkmepucmuku
IKCNAUKaYyUU HAPPAMuUEa U 8peMeHU 8 2padhuvecKux poMaHax

AHHOTAUMA
Llenb uccnedo8aHUA — 0NuCamMs rcuxon02uYecKue XapakmepucmuKu KOMUKca,
Komopsble moeym 0amb 803MOXCHOCMb YUMAMEsNo cosepweHHo rno-Hosomy
udeHmMuUuUyUPo8amMe nepcoHaxceli mymem KOHKPEMHO20 pasmeweHus yuma-
mesA eHympu napaduemaanoao muposocripuamus OI'IPEOEIIEHHOZO rnepcoHa-
Ha, Ymo noleossum Ha amoli ocHoge npednomumb ficuxosiuHesucmu4veckue
acriekmel 3KCrJsiUKaQyuu HappamuseHoco aUCKprCI.
Ana peweHus nocmasneHHbix 8 pabome 30004 UCMNOMb308AHbI C/1e0yHo-
wue meopemuveckue mMemoObl UCCAeB0B8aHUA: KAMe20puasbHbil, CMpPyK-
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MypHO-(PYHKUUOHAAbHbIU aHAAU3, cucCmemMamu3ayus, MooenuposaHue, 0606-
weHue.

Pe3ynbmamel uccnedosaHus. B cmamoee nodyepkHymo, Ymo 0ocmamoy-
HO 8aMtHbIM 015 onpedeneHuUa ocobeHHocmeli nosecmeosamesnbHoO20 OUCKYp-
ca AsnAemca aHAAU3 Mamepuasos, npedcmasseHHsIx 8 s8ude KOMUKCO8, 8e0b
yenoseK, Komopwili Habarooaem, A8AAemMcA MoabKO 06bEKMOM 8U3YanuU3ayUU,
a He ee cybvekmom. B cayyae, ecau nepcoHax< Habawoaem 3a Yem-mo, mo
yumamens bydem no3uyUOHUPOBAMbLCA KAK 3mom rnepcoHaxc. [lpu amom,
onpedesneHHbIU MU NO3UYUOHUPOBAHUA UMeem 8aH(Hoe 3HaYeHuUe 014 rnoge-
CMB0BAHUA MEKCMOB8020 MamMepuada, rnpedcmasaeHHo20 8 (hopme KOMUKCOS,
8e0db UMEHHO 3Mom murl MO3UYUOHUPOBAHUA 80 MHO20M 68/1UAem HA 3Ha4YeHUs,
Komopsble co30aromcsa Yyumamesnem npou3eedeHus.

OmmeyeHo, YMo 8U3YyasnbHble 06pa3sbl 3HAYUMENbHO MOMO2arM Yuma-
mesnto MoHAMb MeKCcMosyro UHgopmayuro. MoKa3aHo, Ymo ¢ NOMOWbHo M108-
mopeHuUs 8u3yanbHele 06pa3bl CMAHOBAMCA CUMBOIAMU, KOmopble 03Ha4a-
oM, YMOo OHU HAYUHAOM NPedcMasaims HeYMo UHOe C MOMOW,bIO onpedeseH-
HO20 NPAasuUaad uau Ux AUYHOCMHOR20 MPUHAMUSA. MU CUMB0sbI CMAHO8AMCA
HAppPAaMuBHbIMU U B8bIMOAHAIOM ponb npeseHmayuu Yyacmell pacckasa yepes
UHMe2payuro Ux cumMeonuveckux 3HavyeHul. CuMeosbl mo2ym Oaxce npespa-
wameca 8 Memagopel, KAk, Hanpumep, maxkue, Komopble nosmopaom obpas
Omopucma, Komopelli aemopom, 8 YacmHocmu, «bbla 86poWIEH Yepe3 OKHOY,
Ymo moxcem 6bimb UCMOAKOBAHO KAK HACUUE, CKPbIMOoe 8 KAXOOM U3 HAC.

MokazaHo, Ymo mun npeobpa3os8aHus 8u3yanbHoOU UHGOpMaAyuU, uzsecm-
HbIl HaM U3 ¢hunbMO8, a UMEHHO 8U3YasbHble 06pasbl, 0nucbieaem AUYHOCMHO
3HaYUMBbIe NepexusaHus NepcoHaMa 8 yca08UAX 8HeWHel hokanusayuu, mem
CambIM 0eMOHCMPUPYS, YMO UMEHHO NepCoOHAMC nepexcun 8 npowsaom. [oka-
30HO, YMO, YUMAsA POMOH, /1e2KO 3aMemumeb, KOK UCMO0/b308aHUE 8U3YANbHbIX
anemeHmMos 015 obecrieyeHUs MOYHOCMU BOCMPUAMUSA epexoOHbIX MOMEH-
moe 8 NPocmpaHcmee U 8pemMeHuU ABAAEMCA MPAKMUYECKUM Mpeumyuecmeom
MaK Ha3bleaemoz0 8U3YasnbHO20 CMUsA, KOmopblli HOMHO20 sghdekmusHee,
Yem €/1080. IMa 8U3YaANU3AYUA 80 BpeMeHU U NpocmpaHcmae 8 delicmeumerns-
Hocmu Aensemcs 8axcHol Xapakmepucmukol pomaHa «HoYHble OXPaHHUKUY,
Ymo npusodum K ez2o 21ybokKoli uHmeprnpemayuu, ad 3mo, 8 c8ok o4yepedsb, A6-
naemcaA 00HoU U3 saxHelWUux XapaKmepucmuK 2pagu4yecKko2o pOMaHa.

Bbi800. AHanu3upys npoussedeHue «Ho4Hble oxpaHHUKU» AnaHa Mypa u
Aalisa ubb6oHca, asmopom cmameu rpeds1oHeHbl caedyroujue rncuxonuHaeuc-
muyeckue acrnekms! HapPAMuUBHO20 OUCKYpPCa, d UMEHHO: 8U3YAAbHAA AKUeH-
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myayus, aKmyanu3ayus UH@PoPMayuu, aKkmyanu3ayusa anuepaga, memaHap-
pPamueHas npe3eHmMayus meKkcma, KOHMPACMHbIe 8U3YAsbHbIE C/1080C0YEMa-
HUSA, AKMYaau3ayus HappamueHo20 MomeHyuand.

MoKa3aHO, YMO IKCMAUKAYUSA 8peMeHU U e20 Happamue Mo2ym obmMaHymeo
yumamens. PasauyHbie munsl 8peMeHHbIX cumyayuli, Komopele 3asucam om
Hawux cy#oeHuli OMHOCUMEsbHO UX MPUYUH, Mo2ym 6biMb cO30aHbI C MOMO-
Wblo cornocmasneHus npocmpaHcmMeeHHbIX hpaeMmeHmos U3 pasHuiX Kadpos.
B HEeCKO/bKUX CHOHEMHbIX AAUHUAX 8HYMPU « HOYHbIX OXPAHHUKO8» Yumamersiio
npedcmasneHsbl 080 00HOBPEMEHHbIX PACCKA3a 8 COYeMAaHUU, MPoucxodaujue
00HO8PeMeHHO, 8e0b Mapansesnt nPo8oouUMcs Mexoy HUMU, KAK U 80 MHO2UX
Opyaux C/y4anx 8 KOMUKCAX.

Knioveaole cnoea: HappamusHblli OUCKYPC, 8U3YasbHAA AKUEHMYayus,
aKMyanu3ayusa UHPOPMayuLU, aKmMyanu3ayusa anuzpagpa, MemaHappamueHas
npes3eHmayusa mekcma, KOHMPACMHbIE 8U3YaAsIbHbIE C/1080CO4YEMAHUS, AKMYa-
AU3AUUA HAPPAMUBHO20 MOMeHYUand.
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