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ABSTRACT

The purpose of our article is: to define the main narratological devices and
inventions made by Alan Moore and represented in his milestone novel,
Watchmen, which may help us to define psychological aspects of comics as the
paraliterary genres.

Methods of the research. As for general scientific methods the following
ones are applied: the method of induction, deduction, analysis and synthesis,
comparative and descriptive methods and explanatory ones.

The results of the research. The psychological characteristic of comics
is the fact they do not have an omniscient narrator in the same way that
traditional literature does, there isn’t all-knowing all-seeing power behind the
action. Comics use focalizers and narrators and point-of-view shots, which are
an integral part of the narration of the graphic novel. One could argue that the
omniscience of narration takes place in the visual depiction of the narrative when
no focalization takes place and the images merely illustrate the actions from a
clearly outside point of view. The reader is «pulled in» to the story, and only after
a visible break in the narrative structure the reader once again becomes aware
of the narrative structure and the discourse it applies and consequently uses
different interpretational tools.

Conclusions. According to the results of our research we’ve maintained
psychological aspects of comics as the paraliterary genres. The visual meaning
of comics as the paraliterary genres is verbalized and narrativized through
the language. Comics communicate in a «language» that relies on a visual
experience common both to creator and the audience. The format of the comic
book presents a montage of both the word and the image, and the reader is thus
required to exercise both visual and verbal interpretive skills. The regimens of art
(e. g. perspective, symmetry, brush stroke) and the regimens of literature (e. g.
Grammar, plot, syntax) become superimposed upon each other.

Comic book experts still continue to stress the unique nature of reading
abilities are required by comics, and the union of the word and the image has
become even more centralized in contemporary studies of comics. Comics are
seen as a language, even though the Grammar of this language is far from the
completeness of the Grammar rules of a written language.
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The single panel has traditionally been seen as the basic component of
comic book narratives, and the action traditionally takes place from panel to
panel. These transitions can be temporal, which include a clear transition and
usually very little closure; this is the most common one in comic book narration.
The transition can also be spatial, which consists of subject-to-subject change,
where the panel shifts from one subject to another while still remaining in the
same scene or idea. We have to stress that at this point, a degree of reader
involvement is necessary to render these transitions meaningful. This type of
transition is often very powerful, because it enables the writer to leave out
dramatic actions deliberately, thereby increasing the level of suspense.

Also we distinguish various ways of combining words and images, from
word specific (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, we’ll admit that the possibilities are virtually
unlimited.

Key words: comics, psychological aspects, paraliterary genres, combining
words and images, temporal transitions, virtually unlimited possibilities,
message of a scene, subject-to-subject change, visual interpretive skills, verbal
interpretive skills.

Introduction

This research sets out to identify and analyze the various
narrative structures and elements found in Watchmen, begin-
ning with the textual and visual aspects. How do the narra-
tological elements function in the text, how can they be iden-
tified, 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
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history to basic comic book analysis of the single panel. Our
research will not set out to cover the entire contents of Watch-
men systematically, 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 research will not take part in the debate
on the academic credibility of studying comics. As it often hap-
pens in the established scientific community the academics en-
tering 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 the genre. The need to
«prove oneself» in the face of the academic world is still with
us, especially in the paraliterary 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 Watchmen, and the studies on the narra-
tological aspects of graphic novels in general published so far
are quite limited.

This research 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 illust-
ration. 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 author-
ship related to graphic novels should not be overlooked as un-
problematic; already G. Genette has confronted this problem:
indeed, who is the «creator» of a comic page which was written
by one person, penciled by another and inked, lettered (and per-
haps colored or backgrounded) by still others? (Genette, 1980).

One reason why this thesis chooses to represent Moore as
«the author» is because Moore is well-known for his scriptwri-
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ting, 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 na-
tive 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 mea-
nings should not be declared a priori irrelevant to the narra-
tive 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 illust-
ration, the result is always a dynamic process between the two
components. In this thesis, Alan Moore and Dave Gibbons will
be credited overall authorship for this detailed scriptwriting,
but also for the sake of simplicity.

Watchmen as the sociocultural phenomenon has been stu-
died in the courses of history, economy, politics and sociology,
while there have been no linguistic study on the novel. Origi-
nally we planned to make an extended research on the linguis-
tic peculiarities of Watchmen, but the composition proved to
be so complex and multilayered, that in the very process of
the research we decided to focus mostly on the narratological
aspects of the novel. Still, the research has completely no ana-
logues in our country, and probably a few in the world due to
the complexity of the topic.

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

The object of the presented research is the graphic novel
Watchmen written by Alan Moore and Dave Gibbons as a piece
of non-ordinary, comic literature.

The subject of our research is the narratological aspects of
various levels presented in the body of the composition of this
novel.

According to these, the aim of this research is to define
the main narratological devices and inventions made by Alan
Moore and Dave Gibbons and represented in their milestone
novel, Watchmen, which may help us to define psychological
aspects of comics as the paraliterary genres.

In order to achieve the aim stated in our research, we have
to complete a set of the following objectives: to make a set
of methods appropriate to analyze visual narration; to out-
line the narratological importance of non-fiction and epigraphs
presented in the novel; to investigate the role of extralingual
devices in the course of the story narration; to point out the
main features of the narrator’s persona; to generalize the me-
chanics of temporal transitions in the novel’s narration.

Methods of the research

Taking into account the importance of the conventional
methods of linguistic research while dealing with the object
of our article, the most substantial part of the methodological
base for this research has been developed by us. As for general
scientific methods, such of them as the method of induction,
deduction, analysis and synthesis, comparative and descriptive
methods and explanatory ones were used, quite successfully.

Methodological foundation of the presented research in-
cludes the articles of famous narratologists and theorists of
Psychology. The rest has been done by the authors themselves,
constantly using the following principles: the principle of sty-
listic distinction of the text; the principle of ideological and
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artistic point of view of the author; the principle of linguistic
devices’ analysis; the principle of integrity of this novel.

Results and their discussion

The study of visual narration has lately been of interest in
the academic world. What makes the study of visual images
challenging is the fact that the visual experience is described
first and foremost with language; the visual meaning is ver-
balized and narrativized through language. One of the great
early masters of comic books, S. Chatman was one of the first
to demand comics the respect they deserve, both as an art form
as well as an object worthy of serious academic study. His
book, Story and Discourse. Narrative Structure in Fiction and
Film (Chatman, 1978), is despite its twenty-plus years age still
a valid aid when analyzing the very basic elements of comics,
such as imagery, timing and framing, all of which are crucial
in understanding and comprehending the building blocks of
comics as a narrative medium. When one examines a comic
book feature as a whole, the deployment of its unique elements
takes on the characteristic of a language. Comics communicate
in a «language» that relies on a visual experience common
both to creator and audience. The format of the comic book
presents a montage of both word and image, and the reader is
thus required to exercise both visual and verbal interpretive
skills. The regimens of art (e. g. perspective, symmetry, brush
stroke) and the regimens of literature (e. g. grammar, plot,
syntax) become superimposed upon each other.

Despite the fact that S. Chatman produced his fundamen-
tal work a lot of years ago, this statement holds firm today.
Comic book experts still continue to stress the unique nature
of reading abilities comics require, and the union of word and
image has become even more centralized in the modern study
of comics. Comics are seen as a language, even though the
Grammar of this language is far from the completeness of the
Grammar rules of written language. Comic book narration in-
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cludes aspects such as the composition of each page, which in
turn affects the contents of that page. This creates the inter-
play between the content and the form, and the elements that
are used to create comic book narration are so various that
they do not create such limitations to the form as does the
strictly written text. In the structural analysis of Watchmen
and its narratological levels, this research will apply some of
S. Chatman’s observations on the «Grammar» of comics. It
should also be pointed out that languages within this gram-
mar alter greatly, and serve various different purposes — there
exists no unified and single language within comics any more
than in reality (Chatman, 1978).

Another «structuralist» approach that continues Chat-
man’s ideas on the study of comics is Scott McCloud’s acclaimed
Understanding Comics. The Invisible Art (McCloud, 1993), in
which S. McCloud attempts to develop comprehensive tools for
comic book analysis, discussing the various ways and multiple
levels comics work at S. McCloud’s work is quite unique, nar-
rated completely in comic book form, with McCloud’s drawn
alter ego illustrating the various problematic aspects related
to comics with different visual examples. One that still works
remarkably well is his demonstration of the power of the «gap»
or the «gutter», the white line between the panels that requires
active participation from the reader to construct the events
taking place in the timelessness of the white void (McCloud,
1993: 66). Watchmen actually puns with the term gutter right
at its beginning: «...the gutters are full of blood» (Moore &
Gibbons, 1987: I; 1). A. Moore & D. Gibbons write the vigilan-
te, while blood is indeed washing into the street gutter in the
accompanying panel — but the panel edges close off the blood
from the white «gutter», in which the only blood is the one
the reader’s imagination puts into it. The gutter is the place
where the real action happens, and the metaphorical blood will
seep back into the panels throughout the story, shading the
panels with bloody pink. As Scott McCloud describes it, the
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gutter brings us the notion of closure, «the relation between
the shown and the not shown, the stated and the implied, the
articulated and the suggested» (McCloud, 1993: 67).

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. S. 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.
S. McCloud stresses that at this point, a «degree of reader
involvement 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 delibe-
rately leave out dramatic actions, 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 S. McCloud, require «de-
ductive reasoning». Other transitions include shifts in aspects
or transitions with no logical relationship whatsoever between
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. S. 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-
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mits that the possibilities are virtually unlimited (McCloud,
1993: 152-155).

As an option we can resort to slightly different classifica-
tions, presented in scientific literature, according to which we
can refer to comics as iconotexts, by which the inseparable uni-
ty of word and image is meant. While developing it, we have
used the ideas on general thought in order to develop terms to
describe the two ways in which words and images work dyna-
mically in comics: syntagmatic and paradigmatic. In a syntag-
matic relationship both word and image support and complete
each other, and the rules of the discourse (narration) are clear
to the reader. This syntagmatic relationships can exist even
when two separate narrational chains are combined, as often
happens in Watchmen. A paradigmatic relationship, then, re-
quires 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 sub-
stitute to the events taking place in the narrative (l'oruapyx &
Onydpiesa, 2018a; Honcharuk & Onufriieva, 2018b).

Watchmen borrows its visual look from the most typical of
all comic book genres, the superhero comic exemplified by Su-
perman, the X-Men and the Fantastic Four. While generalizing
the presentation style of this comic book subclass, some of the
most typical aspects of the genre can be distinctively noticed,
such as the handsome looks and the muscular body of the su-
perhero, not to mention the brightly colored outfits, which are
usually very tight and include a mask. The look that receives
acceptance in fictional superhero comics receives a new mea-
ning once transferred into the mundane world of Watchmen,
especially when discussing the objectifying element in the out-
fit 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
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navel? God, that was so dreadful» (Moore & Gibbons: I; 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 following
article, we will first investigate and analyze the basic narra-
tive structures of both textual and visual narration with the
combined aid of narratology and comic book analysis. We will
focus more on the visual elements of narration in Watchmen,
and also question the problematic of an omniscient narrator in
the narrative form of a comic book. Also we will move beyond
traditional structuralist approaches, and develop the question
of madness and narration with the help of cognitive narrato-
logy and the idea of focalization in connection to visual narra-
tion. Finally, we will focus on the question of temporality and
narration, especially through the character of Dr. Manhattan.

Comics do not have an omniscient narrator in the same
way that traditional literature does, no all-knowing all-seeing
power behind the action. Comics do use focalizers and nar-
rators and point-of-view shots, which are an integral part of
the narration of the graphic novel. One could argue that the
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omniscience of narration takes place in the visual depiction of
the narrative when no focalization takes place and the images
merely illustrate the actions from a clearly outside point of
view. S. Chatman has resorted to film studies and calls this
type of storytelling «Hollywood aesthetics», where the nar-
ration becomes «invisible» and the focus is on the events in-
stead of the narration. According to S. Chatman, the reader is
«pulled in» to the story, and only after a visible break in the
narrative structure does the reader once again become aware
of the narrative structure and the discourse it applies and con-
sequently use different interpretational tools. The question is
not this simple, however (Chatman, 1978: 111). The omnis-
cient narrator is one who knows about events occurring at any
time or place, in complete detail, and not just about public
events but also about the private thoughts and feelings of the
characters (Mykhalchuk & Ivashkevych, 2016). This statement
does not hold when discussing the narration in Watchmen, as
for example the traditional thought balloons depicting private
thoughts are not shown at all to the reader.

The argument is that every story has a point of view, so
there must be someone telling the story from that point of view.
Watchmen creates an interesting dilemma here, for who is the
person behind the collection of appendices? Who is the myste-
rious «we» that presents the excerpts from the various sour-
ces, some of them clearly of very private nature? The events
are «filtered through» by a consciousness, which according
to G. Genette makes the idea of «omniscience» impossible, as
an omniscient narrator knows everything, past, present and
future — with no need to have a point of view or a presen-
tation of the events in a chronological order (Genette, 1980:
132). At this point we were obliged, in order to continue the
research, to asemble the ideas of the «hierarchy of discourses»
that reveal and conceal the amount of knowledge available to
the reader by presenting the events of the story through «less
knowledgeable» agencies such as various characters. Thus, we
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do not know any more about the plot as the events have been
filtered through the experiences of characters; at least that
would be the case we had not the appendices with their infor-
mation. As the readers are equipped with the appendices, the
readers are in possession of more knowledge than the charac-
ters, which positions the reader in an interesting position in
the hierarchy of discourses in Watchmen. The fact that these
hierarchies exist mean that choices are being made for the
reader of the comics, events are presented in one way rather
than another, which is the essence of narration itself. Every
panel is a deliberate scene shown to us for a purpose of the
narrative, the gutter closing every panel. So, who shows us the
scenes, gives out the small clues to solve the mystery, who al-
lows us a sudden access to the memories of the characters? Are
these questions even relevant when discussing a medium as
visual as comics? Our personal answer to the problematics of
an omniscient narrator is to appeal to the author and his / her
creative control, transferring the omnipotence to the author.
Branigan, on the other hand, transfers this process to the
reader, who creates and controls the narrative via acquiring
knowledge divided by the text.

Naturally, the problem of omniscience is far more exten-
sive to be thoroughly dealt with it in the present thesis, so let
me just present the briefing of my point of view on this prob-
lem. Getting deeper into the matter of the question we may
problematize the religious undertones linked with the term,
as the usual analogy that is made between the author / nar-
rator and God, and the basis for the idea is what we refer to
as «Perfect Being Theory». The main problem in theology is
the question of the compatibility of omniscience and free will,
both which we claim are taken for granted as necessary and
desirable. The idea of a «perfect being» is literally put to test
in Watchmen, for the character of Dr. Manhattan is as close
to God as a character can be: he is «omniscient» in a sense, for
he knows all events past, present and future, and omnipotent
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as he potentially has the power to destroy the world (or save
it). But omniscient characters and narrators differ greatly in
their «readiness to share their unlimited knowledge with the
reader». Dr. Manhattan does have access to Laurie’s thoughts,
as shown to us in the dialogue between him and Laurie in
Chapter VIII:

«Jon? Oh Jesus, I.. I, I mean they said you’d gone. They
said you were on Mars...»

«I am on Mars. Now, I believe we have a conversation
scheduled. You want to talk to me».

«God, yes. Yes, I was just thinking... But Jon, how did you
know? I need to see you, you appear ... I mean, it’s all so deus
ex machina...» (Moore & Gibbons, 1987: VIII; 23).

Omniscience is not a quantitative but a qualitative at-
tribute: thus, if Dr. Manhattan has the ability to know the
thoughts of one character, he must by definition be treated as
knowing those of others. This claim is based on the assump-
tion that the only alternative to a human’s partial knowledge
must be an omniscient God. However, we can imagine various
versions of superior knowingness which are not limited to com-
plete omniscience or human knowledge.

The implicit omniscience of Dr. Manhattan is also doubtful,
for even though he has the access to other people’s thoughts
and an omnitemporal view of the past, present and future, the
future is not as simple as it sounds. In Chapter IX, Dr. Man-
hattan talks of his future in very vague terms:

«I return to Earth at some point in my future. There are
streets full of corpses. The details are vague» (Moore & Gib-
bons, 1987: IX; 17).

The narrative also suggests at one point that Dr. Manhat-
tan knew that President Kennedy would be assassinated, but yet
he was seemingly powerless to prevent it, because to him, «the
future is already happening» (Moore & Gibbons, 1987: IV; 16).
Everything is preordained, yet as an omnipotent character he
could change the course of history. The character of Dr. Man-

© Ivashkevych Ernest, Komarnitska Liudmyla
DOI (article): https://doi.org/10.32626/2227-6246.2020-49.106-130
http://journals.uran.ua/index.php/2227-6246 119




ISSN 2227-6246 (Print)
ISSN 2663-6956 (Online) MPOBJIEMUW CYYACHOI NCUXONOTIT

DOI: https://doi.org/10.32626/2227-6246.2020-49 2020. BUITYCK 49

hattan dramatizes well the untenability of an <«omniscient»
narrator, and forces to look for other ways to analyze his exis-
tence. One solution is to replace the heavily religious term
«omniscience» with the idea of clairvoyance, more precisely
telepathy. As we bear the opponent of every religious system
in us, this fragment of our scientific personality criticizes the
religious undertones that plague the term «omniscience», and
suggests that telepathy opens up possibilities of a humbler,
more precise, less religiously freighted conceptuality than does
omniscience for thinking about the uncanniness of what is
going on in narrative fiction. Telepathy is both thematically
and structurally at work in the narratives of modern fiction,
and calls for a very different kind of storytelling than that
promoted by the religious, panoptical delusion of omniscience.
This helps us understand that when characters’ thoughts are
reported, we are not dealing with a narrator who knows eve-
rything at once, but rather we should talk about «narrative
instances» that report on one consciousness at a time, often
transposing or translating the thoughts into the intermediate
discourse.

The idea of telepathy instead of omniscience brings into
discussion other elements as well, creating an effect of cogni-
tive estrangement in the narrative as telepathy is linked with
paranormal activities whereas the religious undertones of om-
niscience are more familiar with any reader born and raised
in a western culture. So, is Dr. Manhattan an omniscient God-
like creature or a super-human with the super-human ability
of telepathy? At one point he expresses his visions as follows:

«There’s some sort of static obscuring the future, preven-
ting any clear impression. The electromagnetic pulse of a mass
warhead detonation might conceivably cause that...» (Moore &
Gibbons, 1987: IX; 17).

His knowledge appears to be more telepathy-like than om-
niscient, and as the later development in the novel shows, this
«static» is actually caused by Adrian Veidt to prevent him
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from discovering his plot too soon [X; 11]. However, Dr. Man-
hattan’s character does retain some aspects which link him
to the concept of God, as he playfully suggests he will go and
«create some» human life in another galaxy after leaving earth
for good (Moore & Gibbons, 1987: XII; 27). The questions of
creation and free will arise repeatedly in Dr. Manhattan’s nar-
ration, as he questions his actions:

A world grows up around me. Am I shaping it, or do its
predetermined contours guide my hand? .. Without me, things
would have been different. If the fat man hadn’t crushed the
watch, if I hadn’t left it in the test chamber... Am I to blame,
then? Or the fat man? Or my father, for choosing my career?
Which of us is responsible? Who makes the world? (Moore &
Gibbons, 1987: 1V; 27).

This question of making the world is a central theme in
narratology, as the debate on «who makes the world?» is ever
present. Is it the author, the narrator, the reader? The theme
of power and responsibility entwines with the question of om-
nipotence. The question of symmetry and preservation of sta-
tus quo are given new dimensions through the worldview of
Dr. Manhattan, seeing the world acting as in clockwork, every-
thing taking place as preordained. Dr. Manhattan’s inability to
relate to human life and continue resignation from the sphere
of humanity places him in an interesting debate concerning
God and whether or not God actually cares at all. Through
Dr. Manhattan, Watchmen develops and discusses the idea of
omniscience and all that is linked to it, including the dramatic
change that follows from the appearance of something truly
omnipotent and God-like the idea of divine omniscience is not
really a model that helps us fathom the way authors and nar-
rators works on literary fiction. Instead, the analogy seems to
work the other way: The example of the novelist, who creates
his world, peopling it with creatures who come to seem to us
autonomous and who have interesting adventures, helps us to
imagine the possibility of a creator, a god, a sentiment being,
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as undetectable to us as the novelist would be to the characters
who exist in the universe of the text this god created.

This idea is not new in the field of literature, but has been
repeatedly explored by authors such as James Joyce. In A Por-
trait of the Artist as a Young Man J. Joyce uses the internal
monologue of Stephen Dedalus to discuss the role of the artist
in connection to his work, an idea familiar from various other
literary sources: «The artist, like the God of creation, remains
within or behind or beyond or above his handiwork, invisible,
refined out of existence, indifferent, paring his fingernails»
(Joyce, 1999).

The vision of the indifferent, detached God «paring his
fingernails» comes close to Dr. Manhattan’s impartiality in the
face of humanity. The omnipotent characters work like omni-
potent authors, drawing up analogies to help us explain things
we cannot explain.

Conclusions

So, according to the results of our research we’ve to main-
tain psychological aspects of comics as the paraliterary genres.
These aspects are:

1. The visual meaning of comics as the paraliterary genres
is verbalized and narrativized through the language. Comics
communicate in a «language» that relies on a visual experience
common both to creator and the audience. The format of the
comic book presents a montage of both the word and the image,
and the reader is thus required to exercise both visual and ver-
bal interpretive skills. The regimens of art (e. g. perspective,
symmetry, brush stroke) and the regimens of literature (e. g.
Grammar, plot, syntax) become superimposed upon each other.

2. Comic book experts still continue to stress the unique
nature of reading abilities are required by comics, and the
union of the word and the image has become even more cent-
ralized in contemporary studies of comics. Comics are seen
as a language, even though the Grammar of this language is
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far from the completeness of the Grammar rules of a written
language. Comic book narration includes aspects such as the
composition of each page, which in turn affects the contents of
that page. This creates the interplay between the content and
the form, and the elements that are used to create comic book
narration are so various that they do not create such limita-
tions to the form as strictly written text does.

3. The single panel has traditionally been seen as the ba-
sic component of comic book narratives, and the action tra-
ditionally takes place from panel to panel. These transitions
can be temporal, which include a clear transition and usually
very little closure; this is the most common one in comic book
narration. The transition can also be spatial, which consists
of subject-to-subject change, where the panel shifts from one
subject to another while still remaining in the same scene or
idea. We have to stress that at this point, a degree of reader
involvement is necessary to render these transitions meaning-
ful. This type of transition is often very powerful, because it
enables the writer to deliberately leave out dramatic actions,
thereby increasing the level of suspense.

4. Scene-to-scene transitions, in which the change takes
the reader across great distances, either in time or in space,
are ones that require deductive reasoning. Other transitions
include shifts in aspects or transitions with no logical relation-
ship whatsoever between 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 transitions 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.

5. Also we distinguish various ways of combining words
and images, from word specific (the pictures simply illustrate
what the captions might say) to interdependent where only to-
gether do the words and pictures actually convey the message
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of a scene. Still, we’ll admit that the possibilities are virtually
unlimited.

6. There are two main ways in which words and images
work dynamically in comics: syntagmatic way and paradigma-
tic one. In a syntagmatic relationship both the word and the
image support and complete each other, and the rules of the
discourse (narration) are clear to the reader. This syntagma-
tic relationships can exist even when two separate narrational
chains are combined, as often happens in Watchmen. A para-
digmatic relationship requires co-operation of the word and
the image that highlights the system in which it appears; the
word and the image are contrasted and through the associa-
tions 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 narrative.

The scientific originality and the theoretical importance
of our research are presented through the completely original
approach on the analysis of visual narration which is neither
theatrical nor cinematic, so as graphic novel is a completely
different media with its own unique nature, structure and me-
chanics.

The practical importance of our research is that the thesis
may be used as the informational source to study contempo-
rary Psychology, World Literature or Cinema Art (as the most
important extralingual narration appears now in different
spheres of our life), to write research papers on narratology, to
provide writers and the scriptwriters with substantial devices
for their researches, and to propose scientific methods deve-
loped in our research which may have their external further
usage in Psycholinguistic and Literary Studies.
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leawkesuy EpHecm, KomapHiybka Jllodmuna. lcuxonoziyHi acnekmu Komikcy
AK napanimepamypHo20 3 aHpy

AHOTALIA

Mema cmammi — 8U3HAYUMU OCHOBHI HAPAMOs02i4YHi 3aCO0bU Ma MexaHi3mMu,
ekcnnikosaHi AnaHom Mypom i elisom [66oHcom i npedcmassneHi 8 pomMaHi
«Hi4Hi 0OXOpOHYi», Wo Moxce dornoMoamu HaM 3’Acy8amu Mcuxoso2iYHi acnek-
mu KOMIKCi8 AK napanimypHO20 HaHpy.

Y pobomi sukopucmaHo 3a2as16HOHAYKO8i Mmemodu 00caiOHceHHA, maki
AK Mmemoodu HOyYKuil, 0edyKuyii, aHanizy ma cuHmesy, Memoou rnopieHAHHSA U
onucy, memoo obrpyHmysaHHA mouwo.

Pe3ynbmamu 00cnioxceHHA. Y 00Cni0OHeHHI MOKA3aHO, WO Mcuxosoaiy-
Hoto ocobsugicmio KOMIKCi8 € me, W0 y HUX He iCHye ornogidi 8i0 aemopa, AK
ue, 3a3suyati, npuliHamo y mpaouyiliHiti nimepamypi, Hemae disnbHocMi, Wo
akmyanizye ocobucmicme. lNcuxonoziyHuli 8MaU8 y KOMIKCax Hasnexums (poKa-
ni3amopam ma onosida4yam, AKi 8i3yasbHO 306paMceHi Ha KOPMUHKAX i € He-
8i0’eMHO YacmuHor 0nosidi epaghiyHo2o pomaHy. [losedeHo, w0 3a80fKU
8i3yasnbHili npeseHMauii mamepiany sesnuKor Mipoto 8idbysaemocsa pPo3yMiHHSA
0noeioi, AKe PO3NOYUHAEMbCA 8)e Yy MOMeHM CrPpUliMaHHA Yuma4vem 8i3yase-
Hux 306paxceHs, y 8unaoKax, Koau He 8idbysaemoca 6e3rnocepedHbo oKari-
3aujii, a 306paxeHHs nNpocmo inocmpyroms nesHi 0ii abo didnbHicMb i3 cymo
308HIWHbLOI MoYKU 30py. Yumay Hibu «emsazyemeoca» 8 icmopito, i nuwe nicas
cymmeeozo «po3pusy» rpouyecy cnpuliMmaHHA ocobucmicmio 8i3yasnsHo20 Ma-
mepiasy ma cmpykmypu po3nogioi yumay yKkompe yceiOoMstoeE CmpyKmypy
uiei onoeioi, 3a805AKuU Yomy docazaemeoca il po3ymiHHA. OCMAHHE, AK Npasuso,
Habysae cmpykmypu OUCKYPCUBHO20 PO3YMIiHHSA, W0 3HAYHOK MipOoK aKmMya-
7i3yEMbCA 30805KU 00CUMb PIZHUM MexaHismam iHmepnpemayii epagiyHo2o
POMQHY.

BucHOB0OK. 3a pe3yssmamamu 00CniOHeHHA BUOKPEMAEHO MCUXOM02iYHI
acrnekmu KOMIKCIi8 AK napanimepamypHUx #aHpig. 3a3Ha4eHOo, W0 8i3yasbHe
3HOYEHHA KOMIKCY AK napasnimepamypHO20 XaHpy eepbanizyemsca ma Hapa-
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musizyemocs Yepe3 mosy. KomiKcu no€edHaHi «Mo8oto», W0 OpiEHMYyeMbCA Ha
8i3yanbHuUli doceid ocobucmocmi, crinbHUll AK 019 aemopa meopy, mak i 011
yumaua. @opmam KomiKcy sense coboro pomoapadpito AK cnie, mak i 306pa-
HEeHb, 0 MoMy yumayesi cai0 sUABUMU AK 8i3yasbHi, MAK i C/I08ECHI HABUYKU
iHmepnpemauyii. Y po3ymiHHI 2paghiyHo20 POMAHY MCUXOA02IYHI MeXAHIZMU
mucmeymaa (HanpuKAad, nepcriekmuead, cCumempis, MAsaHKU 302as0M) i ncu-
XOs1iH28ICMUYHI MeXaHI3MU PO3yMiHHA meKcmy (Hanpukaad, 2pamamuka, cro-
Hem, CUHMAKCUC) « HaKAA0aromosca» 00UH HAG 00HO20.

Asmopu KomiKcie HiIbU Ha2oa0WYMb HA YHIKAAbHIU 30amHocmi 30i6HOc-
meli yumaya, aKux sumaaae Nobyoosa 8i3yasnbHo20 mamepiasny, (io2o MOEOHAH-
HA i3 crio8ecHUM mowio, a pemikc csa08a i 06pasy cmae binbworo Mipor yeHm-
pPani308aHUM y Cy4aCHUX O0CAIOHCEHHAX KOMIKCie. OCMAHHI po321a0armecs AK
MO08a, Ha8IMb AKW0 2paMAMUKA Uiei Mosu 0as1eKo He HaMOBHIEMbCA 2paMa-
MUYHUMU NPasUAaMU NUCEMHOI MOBU.

TpaghiyHUll pomMaH i3 Ncuxon02i4HOi MOYKU 30py PO32AA0AEMBCA AK OC-
HOBHUL KOMMOHEeHM UinicHUX 0rogidaHb Y KApMUHKax, a (io2o 0ia mpaduyil-
HO 8i06ysaembcs nMocni0osHo. Lli nepexodu moxyme bymu mum4acosumu,
Wo 8KA4aroMb Yimkull nepexio i, AK Mpasusao, Crox¥em meopy 3aaAUWAEMbCA
8iOkpumum. lMepexid 8i0 0OHI€E YacmuHu meopy 00 IHWOI MAKOH MOXE XAPAK-
mepu3ysamuca npocmoposuMuU 0cobaUBOCMAMU CIPUUHAMMA POMAHY, WO
8i0bysaemoca 8HACAIOOK pyxy cripuliMaHHA ocobucmocmi 8id npedmema 00
npedmema, 8i0 00HO20 cyb’ekma 00 iHWO20, i, MPU UboMy, (hiKCyembCa 8 napa-
duami 00HiEei cyeHu abo idei. Y cnpulimaHHi ma po3ymiHHI epaghiyHuUX pomaHie
B8AMH/IUBOK € MAKCUMAAbHUL CMYyniHb 30a1y4eHHA Yyumaya, iHakwe rnepexoou
8i0 00Hi€ei cueHu abo idei 0o iHWOI HisenrorOMbCSA, W0 npussede 00 empamu
pPO3yMiHHA ceHcy 3az2anom. Takull nepexio € senbmu cymmesum, npome 0o-
CMAMHbLOO Mipoto 8a20MUM, adHce 00380/AE NUCbMEHHUKY C8iI00MO 8UMYyCKa-
mu 3 meKkcmy oKpemi 0pamamuyHi Oil, mum camum 3HAYHO MOCUSHOHYU PiBEHb
meKcmosoi iIHmeHuji.

TaKO}# HO2010WEHO HA MCUXO0/102iYHOMY 3MiCmi 8MaAU8Y HA YUMa4a PisHUX
cnocobis NoedOHaHbL cnis, 8i3yasnbHUX 306paxeHb, CUMBOAI8 MOWO, NO4YUHAO-
Yu 8i0 KOHKPEeMHuUX, OKpeMux cs1ie (MaaoHKU AuwWe inlcmpyroms me, npo wo
c8idyams nionucu) 00 83AEMO3AECHHUX, MOEOHAHUX MiXt cOBOH 8 CMUCA080-
My MAaHi ppas, Koau, Hacammnepeo, ca08a U MaarHKU Hacrpasdi nepedarome
3micmosull i cmucnosuli NaAAHU CyeHiYHo20 306paxceHHA nooi.

Knrouoei cnoea: KomiKkcu, ncuxosoeivyHi acnekmu, napanimepamypHi #aH-
pu, MOEOHAHHA cnis i 06pazis, mumyacosi nepexoou, 8ipmyasibHO HeAiMimo8aHi
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MOXM(/IUBOCMI, CUEHIYHi 306paxeHHs, 3MiHaO 00HO20 npedmema Ha iHWul, 8i-
3yasnbHi IHMeprnpemamusHi HA8UYKU, 8epbasbHi iHMeprnpemamuseHi HaOBUYKU.

Uesawkesuy IpHecm, KomapHuykas /llodmuna. lMcuxonoauvyeckue acnekmeol
KOMUKCA KaK napanaumepamypHo20 HaHpa

AHHOTALMNA

Leab cmameu — onpedenumes 0OCHOBHble Hapamosoauyeckue cpedcmaa u Me-
XAHU3MbI, SKCnAUyuposaHHsie AnaHom Mypom u [stisom u66oHcom 6 poma-
He «Ho4Hble OXPAHHUKU», Ymo 00aMCHO 6bla0 ¢hacuaumuposams onpeoesne-
HUEe HOMU [CUX0/102U4eCcKUX aCreKmos KOMUKCO8 KOaK napasnumepamypHo20
HAHPQ.

B pabome ucrosnb308aHbl OCHOBHbIE HAYy4YHble Memoodbl Ucciedo8adHus,
makue Kak MemoOobi UHOYKUuU, 0edyKyuu, aHAaU3a U CUHMe3d, Memoodbl cpas-
HeHUA U ornucaHus, memoo 0b0CHOBAHUA.

Pe3ynbmamel uccaedosaHus. B uccnedosaHuu MOKA3GHO, YMO rCUXO-
noz2u4eckoli 0cobeHHOCMb KOMUKCO8 ABAAEMCA MO, Ymo 8 UX COOepHaHuu
He cyujecmeyem rosecmeosaHuUs 0m aemopd, KAk 3mo 06bIYHO MPUHAMO 8
mpaduyuoHHol numepamype, MO3MOMY HE AKMyanu3upyemcsa HuU AU4HOCMb,
OMUCAHHAA 8 Mpou3sedeHuu, HU ee 0esamesibHocme. [lcuxonozauveckoe 8o30el-
cmeue 8 KOMUKCAxX NpuHadaexum ¢oKaauzamopam U paccKkas4yukam, Komo-
pble 8U3YanbHO U306paxceHbl HA KapMuUHKax. [ocnedHue Asaaomca Heomb-
emaemoll 4acmoero 108ecmeosaHua 2paguyecko2o pomaHa. [JoKasaHo, Ymo
6naz200apAa su3yansHoli npeseHMaAyuu Mamepuand 80 MHO20M MPOUCXooum
MOHUMGHUEe 108ecmeos8aHusa Yyumamesnem, Komopoe HaYUHaemcsa yxe 8 Mo-
MeHmM 80CrpuUAMUA UM 8U3yasbHbIX U3obpaxceHull, Ko2d0a HernocpeodcmeeHHO
He akmyanu3upyemcsa npouyecc ¢oKanusayuu, a uzobpaxeHua npocmo us-
aArcmpupyrom orpedesieHHbie delicmeusa unu 0esamesnsHOCMb, UCX00A U3 Yu-
CMo 8HeWHUx MoMmeHmMos. Yumamens Kak 6bl «emsausaemcsa» 68 Ucmoputo,
U MOsbKO M0CAe CywecmeeHHo20 «paspsiea» Mnpoyecca 80Cnpusmus AUYHO-
CMbIO 8U3YAsILHO20 MAMEPUAAA U CMPYKMypsl M08ecmeo8aHus Yumamesns
oco3Haem cmpykmypy 0aHHO20 pacckasa, 6aazo0apsa yemy docmueaemcs e2o
noHumaHue. locnedHee, KAK Npasuso, NpUHUMaem cmpyKkmypy OUCKypCUBHO-
20 MOHUMQHUSA, KOomopoe 80 MHO20M akmyasnu3upyemcsa baaz2o00apa secoma
DPA3UYHBIM MEXAHU3MAM UHMeprnpemayuu epaghuyecko2o pomaHad.

Bbi1800. Mcxo0s ux pe3ynbmamos ucciedo8aHus, bbiau ebloesneHsl rcu-
Xos02u4ecKue acrnekmol KOMUKCO8 KaK napaaumepamypHo20 ¥aHpd. Omme-
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YeHo, YMO 8U3YasIbHOE 3HAYEeHUe KOMUKCA KaK napanumepamypHo20 HaHpa
sepbanusupyemcs u Hapamueu3supyemcs 610200apA AUH2BUCMUYECKUM Cpeo-
cmeam. KomuKcbl 06be0uHeHbl «A3bIKOM», KOmopbili 80 MHO20M OpUeHMupy-
emca Ha 8u3yasbHbIl onbim AuYHOCMU, npuemaemslli KaK 07158 aemopa npo-
useedeHus, mak u 018 yumamerns. Popmam Komukca npedcmasnasem coboli
€80e06pa3HOe homozpahuyecKoe SKCIAULUPOBAHUE KAK €108, MAK U u306pa-
HeeHuli, Toamomy yumamerto c1edyem rnpossuUMs KaK 8U3yasbHble, MaAK U C/10-
BECHbIE HABbLIKU UHMeprnpemayuu. B MOHUMAHUU 2paghuyecKo2o pOMaHad rcu-
X0s102U4eCKUEe MexaHU3Mbl UCKyccmed (Hanpumep, rnepcrnekmusa, CUMMempus,
PUCYHKU) U MICUXO/UH28UCMUYECKUE MeXaHU3Mbl MOHUMAHUA meKkcma (Hanpu-
Mep, 20aMMAMUKG, CIOXem, CUHMAKCUC) «HaKAadbiearomca» opye Ha opyaa.

MoKa3aHo, YUMo aemopbl KOMUKCO8 KaK 6ydmo nodyepKusarom yHUKAs1b-
Hble crnocobHocmu Yumamesis, Komopble mpebytom onpedesneHHoe Nocmpoe-
HUe 8U3yas1bHO20 MAMepPUAsa, e2o CoYemaHue Co C/I08eCHbIM, a PEMUKC C/108d
u 0bpaza cmaHosumca 8 bosbweli cmeneHu UeHMpPaau308aHHbLIM 8 CO8PEMEH-
HbIX UCCAE008aHUSAX KOMUKCO8. [TociedHue paccmampusearomcs KaK uHeeu-
cmuyeckue cpedcmea, 0axe ecau 2pAMMAMUKA 3mo20 A3bIKa 0aa1eKo He Ha-
MOAHAEMCA 2pAMMAMUYECKUMU NPasuaamu NUCbMeHHoU peyu.

JlokazaHo, ymo epaghudeckuli poOMaH ¢ Mcuxon02uvecKoli MoYKU 3peHus
paccmampueaemcs KaK 0CHOBHOU KOMMOHEHM Ues0CMHbIX PACCKA308 8 Kap-
MUuHKax, a e2o delicmeue mMpPAOUYUOHHO Poxodum rocae0o8amesbHO. Imu
nepexodsbl Mo2ym bbimb 8pPEMEHHbIMU, BKAYAWUMU YemKuli nepexod om
00HUX ¢ppelimos K Opy2um, U, KaK MPasuso, CHOXEM 0Cmaemcs OMKpPbIMbIM.
lepexod om odHol yacmu npoussedeHuUs K Opy20li makxe Moxem xapakme-
puU308aMbCA MPOCMPAHCMBEHHBIMU 0COOEHHOCMAMU 80CMPUAMUSA POMAHU,
umo npoucxooum ecnedcmeue O8UMCEHUA 8OCMPUAMUA AUYHOCMU om npeo-
mema K ripedmemy, om 00H020 cybvekma K Opy20Mmy, U, Mpu 3mMom, puxkcupy-
emca e napaduame 00HOU cueHsI uau udeu. B socrnpusmuu u MOHUMAHUU 2pa-
hu4ecKux pOMaHO8 8a#CHOU A819emcs MAKCUMAsIbHAA CMerneHb NpueaeYyeHus
yumamerns, uHa4e nepexoosi om 00HOU cuyeHbl uau udeu K opyeoli Huseaupy-
OMCSA, YMO MOXem Mpusecmu K nomepe NOHUMAHUSA CMbIc/aa 8 yesom. Takue
nepexo0bl ABAAMCA 8€CbMA CYU,eCMBEHHbIMU, 00HAKO 8 0ocmamoyHol cme-
MeHU 8AMCHbIMU, MOCKO/IbKY M0380/A10M MUCAMEs0 CO3HAMENbHO 8bIMyCKAMb
U3 mekcma omoesibHbie dpamamuyeckue 0elicmaus, mem CambIM 3Ha4UMesb-
HO ycunueas yposeHb meKcmosol UHmMeHyuu.

Takxe Mod4epKHYmMo rcuxono2u4eckoe coOepHcaHue Pasau4HbiX Croco-
608 8030elicmeusa Ha yumamesa codemaHuli /108, 8U3YasbHbIX U306paXceHull
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U CUMB0s108, HAYUHAA OM KOHKPEMmMHbIX, 0mOesibHbIX €108 (PUCYHKU AUWb Us-
A0CMpUpyom mo, o Yem ceudemenbcmayrom noonucy) U 3aKaHYusas 83au-
MOCBA3AHHbIMU, 06beOUHEeHHbIMU Mexdy coboli 8 CMbICIOBOM OMHOWeHUU
¢pazamu, Ko20a, npexcde 8cez2o, c/108a U PUCYHKU HA camom Oese nepedarom
codepxcamesbHbill U CMbIC1080U MAHbI CYUEHUYECKO20 U306paxceHuUs cobbimull.

Kniovegble €108a: KOMUKCbI, MCUXO/M02UMECKUEe acrieKmebl, napasaume-
pamypHele HaHpbl, co4emaHus ¢/108 U 06pasos, spemeHHble nepexodsl, 8uUp-
MmyasnbHO HeAUMUMUPOBAHHbIE 803MOMCHOCMU, CUeHUYEeCcKue U306paxeHus,
usmeHeHue 00Ho20 npedmMmema Ha Opy20li, 8ulyasibHble UHMeprnpemMamugHsle
HasbIKU, 8epbasnbHbie UHMePNPemMamusHbsie Ha8biKU.
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