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OCHOBHUMH XapaKTePUCTUKAMH BKa3aHWUX 1HHOBAIIMHHUX TEIaroTiYHUX TEXHOJIOTIH y BUKIAJAaHHI 1HO3EMHOT
MOBH €: IHTEPAKTUBHICTh, KPEATUBHICTh, IHPOPMATUBHICTH Ta PO3BUTOK BMIHHS KPUTHYHOTO MHUCIICHHSI.

TakuM YHHOM, BUKOPHCTAHHS IHHOBAIlIHHUX TIEAarOTiYHUX TEXHOJIOTIH CIpHse 3MiHI MOEI MOBEAIHKH MiX
YUYUTENIEM Ta VYHSIMH, JIOTIOMAara€ pPO3BUBATH HABUYKH MHCJICHHS, 3JIOHOCTI Ta MOMJIMBOCTI YYHIB, JIO3BOJISIE
3aCTOCOBYBATH 111 % TEXHOJIOTI] y MMOBCAKAEHHOMY JKHUTTI.

IepciekTHBH A0CTiMKeHb BOAYaEMO B MOJANBIIIOMY BUBYCHHI IHHOBAI[IITHUX TEXHOJIOTIH Ta 3aCTOCYBaHHS
X Ha ypoKax aHIHCHKOI MOBH.
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The summary. The article deals with the concepts of “innovative pedagogical techniques” and “innovative
teaching”. A short description of some innovative pedagogical techniques in the process of English teaching is given.
Key words: innovation, innovative teaching, innovative pedagogical techniques, teaching process, creativity,
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YK 925 :178.923 E.E. IBAIIKEBUY
PSYCHOLINGUISTIC PARADIGM OF NARRATIVE DISCOURSE

Pestome. Asmop oanoi cmammi HA2ONOWLVE, WO BUBYEHHS HAPAMUBHO20 OUCKYPCY HA NPUKIAOT aHITIliCbKOI
aimepamypu, GU3HAYEHHA NCUXONIHS8ICMUYHUX ACNeKMI8 MAK020 OUCKYPCY € 8elbMU aKMYAabHOI0 NpoOaeMOor0
cyvacHocmi, aoxce makoz2o pooy OUCKYPC 6idiepac HeabusiKy poab Y 6CiX JHCaHpax Xy0odicHvoi aimepamypu. Y oamitl
cmammi HapamusHuil OUCKypc 6yoe npoananizo8ano Ha NPuKkIadi epagiunux pomanis, Ha OCHO8I aHanizy AKux 6yoe
BU3HAYEHO NCUXONIHEBICIUYHT 0COOIUBOCMI HAPAMUBHO20 OUCKYDCY .

Ananizytouu meip “Hiuni oxoponyi” Anana Mypa ma [letisa [i0bonca, asmopom yiei cmammi 0y10
3aNPONOHOBAHO MAKI NCUXONIHEGICIMUYHI ACNEKMU HAPAMUBHO20 OUCKYPCY, a came: 6i3YalbHa aKYeHmyayis,
akmyanizayisi  iHpopmayii, MemaHapamueHa npe3eHmayiss MmMeKcmy, KOHMPACMHI B8I3YANbHI CIOBOCNOJIYYEHHS,
aKmyanizayisi HapamueHo20 NOMEHYIATY.

Knrwowuoei cnosa: napamuenuii ouckype, 8i3yanvbHa aKyeHmyayis, akmyanizayis ingpopmayii, memanapamuena
npezenmayis mexcmy, KOHMPACMHIL 813)YANIbHI CI080CNOIYYEHHS, AKMYani3ayisi HapamueHo20 NOMEHYIATy.

2016. Hayxogi 3anucku P/II'Y.


http://www.academia.edu/1613464/_

90 AKTyanpHi mpobaemu (iJ1oJIoTii Ta METOIMKY BUKJIAJAHHsI TYMAHITAPHUX JUCIIMILTIH

Studying narrative discourse in the English literature and its psycholinguistic aspects we have to admit at once that
such kind of discourse plays a great role in all kinds of genre of art literature. But in a case we have a deal with graphic
novels it’s more suitable to show and to underline psycholinguistic peculiarities or aspects of narrative discourse. It’s
because apart from this significant contribution to the superhero discourse, the comic book is also striking in its
multiplicity of narrative levels; often the text and the pictures tell completely separate stories, and still neither can definitely
be read as being more dominant than the other. The unique form of the graphic novel that combines the textual and the
visual narratives in a longer narrative piece poses interesting challenges when it comes to narratological study, for even the
simplest questions of narration and focalization become complicated in the sense that the imagery always narrates “more”
than what the traditional view of the focalizer is capable of. Thus the layers of narration are significantly more complex,
and the question of how to study these becomes crucial.

Therefore, a narratological method suitable for the study of comics must take into account the both forms that
define comics: both the content and the artwork contained in the panels. In addition to this, textual elements contained
within the comic book need to be taken into account, as a part of a carefully constructed interplay between words and
images. So, the material for our research will be twelve-part graphic novel “Watchmen” (1986) by Alan Moore and Dave
Gibbons.

Set in an alternative American history where Nixon is still president, superheroes are real and pirate comics
have consequently substituted the superhero comics of our world, “Watchmen” shows us a dark and violent world on
the brink of a nuclear war, each of the twelve chapters taking us metaphorically one minute closer to midnight — and
doomsday. As in many of the graphic novels of the late 1980s, the city of New York offers an urban setting, a place with
little or no hope, a city where traditional authority figures are incapable of dealing with civic problems or criminal
activity. The “watchmen”, though never explicitly named so, are the so-called superheroes, already outlawed in 1977 by
the fictionally transformed “Keene Act”, and are now either retired or choosing the life of outlaw vigilantes, still hiding their
true identities behind masks. As one of their kin is brutally murdered, they slowly begin to discover a much larger plot,
designed by Adrian Veidt (previously superhero Ozymandias) to unite mankind by very questionable methods. Apart
from the powerful visual narration, “Watchmen” relies on many textual devices unusual to graphic novels to narrate the
story, ranging from personal diaries to scientific articles and newspaper clippings, which all weave new layers and
meanings to the already complex narration. Also, each of the twelve chapters ends with a short epigraph, a quotation
ranging from rock lyrics to nineteenth-century poetry. Each epigraph underlines the theme of the chapter and can
therefore be seen as affecting the cognitive schemas and interpretations the reader develops of given chapters [3].

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

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

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

One reason why this thesis chooses to represent Moore as “the author” is because Moore is well-known
for his scriptwriting, which involves extremely detailed information addressed to the illustrator concerning aspects
such as panel division, overall mood and even the amount of words per panel. This is an essential dilemma when
discussing the question of word and image — which of them is dominant? As numerous scientists have claimed
throughout the ages, verbal language is “the native tongue of the narrative” and has to be regarded as such. Yet it is possible
to admit that there are meanings which are better expressed through non-verbal means, and these meanings should not
be declared a priori irrelevant to the narrative experience. In order to stay fair to the art form of comics, one must
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always acknowledge the primacy of writing, even though the preferred way being that the writer is also the illustrator. This
is a question that brings forth several more, as such divisions as author/reader and script/text are far from simple and
unproblematic. Crucial here is to realize that whether a combination of text and image or script and illustration, the result is
always a dynamic process between the two components. In this thesis, Alan Moore will be credited overall authorship for
this detailed scriptwriting, but also for the sake of simplicity.

Seymour Chatman divided the narrative text into two components, which will be referred to here as story (what
happens?) and narrative (how it happens?). The story is further divided into events and existents, which are composed of
subcategories such as actions, happenings, characters and setting [1, p. 19]. “Watchmen” also can be divided into story
and narration, the story being the abstract plot of superheroes uncovering a plot to kill millions of people, and the narrative
is the arrangement of the events of the plot in a given medium (here comics) that actualizes the story [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 giving both
events new contexts and new meanings by associating them with each other.

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

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

“Forget it. That’s strong glass, man. You trip against it, even a big guy like that, it don't break. | think you'd
have to be thrown” [4, p. 3].

In this dialogue the first and last sentences are illustrated by the images of the murder, while others show the
detectives on the scene afterwards; the reader will see that indeed, the other detective is right — the Comedian was a big
man, and he was thrown. The bolded passages appear as such in the original text, and the use of such bolding of words is
generally interpreted as an emphasis on those particular words, which intensifies their meaning. This type of visual
emphasis is just one of the many ways comics can visually affect the meanings related to the text.

The concept of “focalization” was introduced to narratology by Gerard Genette. Focalization as a term is more
abstract than point of view, involving not only the one who sees but also the one who speaks [2, p. 189]. However, as this
division refers to traditional written literature, the word “see” receives a whole new meaning in relation to comic book
focalization, where the focalizer has no need to verbalize his surroundings or the atmosphere because they are immediately
available to the reader in visual form. As Scott McCloud points out, “in comics the imagining is done for the reader” [3, p.
122]. Therefore, the term focalization is not in itself sufficient in the study of comic book narration, and the further
formulation of the concept by myself, done after the thorough analysis of presented sources combined with my personal
experience as a writer and a scriptwriter, will be used in this thesis instead, especially in the context of cognitive narratology
and when discussing the reliability of the narrator.

Comics as a medium do not directly convert to the idea of focalization, as in comics visuality plays a central
role both in the story and in the reading. Chatman himself has divided focalization in comics into different subject-object-
position categories that participate in the narration of the comic book. The first two are the visual subject and the verbal
subject: what is the reader shown and who is the verbal narrator? Often the character who speaks is also visually present,
so the focalization is both visual and verbal. Chatman’s third type of subject-position is the psychological subject, the one
who experiences and feels, the one that binds the visual and verbal narration to each other [1, p. 144-145].

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

“I saw that hellbound ship s black sails against the yellow Indie s sky, and knew again the stench of powder, and
men’s brains, and war” [4, p. 1].

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

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

“Look, I m putting it out, okay? It’s dead. Extinguished” [4, p. 2].

This line is then followed by the general view of the Comedian’s funeral assembly, the pun of course being
that the Comedian, too, is “extinguished”. This creates an ironical link between two separate scenes. Similar linkings take
place throughout “Watchmen”, the word “madness” in one storyline juxtaposed with “insanity” in another [4, p. 3—4], “hell
and damnation” with “Hades” [4, p. 19-20] and so forth. The continuous play between different levels of meanings connects
the various plotlines and levels of narration by the power of juxtaposition, both in consecutive panels and in the single
panels where the captions of one story level are presented in a panel from another level. This type of contrasting visual
linkings supporting the visual narrative via the textual narrative is a central type of narration in “Watchmen”, and one
that is essential to the interpretation of the narrative. It is important to notice that “Watchmen” has no written
third-person omniscient narration, but that all captions come from within the story by its various characters or
metanarratives. However, the visual narration of the graphic novel is something more than the focalizers and narrators
are capable of, and concepts such as an “omniscient narrator” may acquire whole new dimensions in the context of the
graphic novel.

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

Dr. Manhattan: 7 think you 're avoiding something.

Laurie: Don ¢ be stupid. There’s n-nothing to avoid...

[ “... his, y ’know, his old friends daughter? What do you think I am?”)

Laurie: I-I've never had any occasion to avoid the truth...

[“Only once.” “What do you think I am?”*... old friend’s daughter?” “What do you think... ”*... his,
y’know, his... "]

[“What do you think [ am?” ... friend’s daughter?”]

Laurie: I-1 mean look, here, my life, my mom s life, there’s nothing there worth avoiding, it’s all just

meaningless...
[“... hisyknow his... ”“Only once.””... y know, his old friend’s dau... ']

Laurie: No.

[Laurie’s inner speech: No. No not him not... No.] [4, p. 23-24].

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

So, analyzing “Watchmen” we can propose such psycholinguistic aspects of narrative discourse:

- visual emphasis;

- focalization of information;

- metanarrative presentation of the text;

- contrasting visual linkings;

- actualization of narrative potential.

Also “Watchmen” as the socio-cultural phenomenon has been studied in the courses of history, economy, politics
and sociology, while there have been no psycho-linguistic study on the novel. In other our articles we’ll decide to focus
mostly on the culturelogical aspects of the novel, and the results of these researches will be discussed and completely
described.
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Pestome. Asmop oOanmoii cmamvu noouéprugaem, umMo usyueHue HAppaAmueHo20 OUCKYpca HA npumepe
AHEIUUCKOU IUmMepamypbul, onpeoeieHue NCUXOAUHSBUCMUYECKUX aACNeKmo8 Mako20 OUCKYPCA AGIAEMCs 6ecbMd
aKmyanbHol NPOOIEMOU COBPEMEHHOCIU, 6€0b MAKO20 POOa OUCKYPC Uspaem HeMAN08adICHYIO POTb O 6CeX HCAHPOS
Xy0ooicecmeeHHou aumepamypel. B oannotl cmamee Happamusuwli OUCKypc Oyoem RpoaHanu3uposan Ha npumepe
2paghuuecKux pomMamnos, Ha OCHOBE OCMbICIIEHUSL KOMOPLIX U 6y0ym onpedenenbl NCUXOIUHLBUCUYECKUEe 0COOEHHOCMU
no8ecmeo8amenbHo20 OUCKYpCa.

Ananusupys npouseedenue “Hounvie oxpannuku” Anana Mypa u /]3iiea Tubbonca, agmopom smoti cmamvu
ObLIU NPEONodICeHbl Cedylowue NCUXOTUHLBUCTNIUYECKUX ACTeKMbl HAPPATMUEHO20 OUCKYPCA, A UMEHHO: 8U3VANbHASA
aKyenmyayus, akmyanu3ayus uH@opmMayu, MemanappamueHas npe3eHmayus mexcmad, KOHMpAacmusle U3YanbHble
C1060COYEMAHUS, AKMYATUZAYUS HAPPAMUBHO20 NOMEHYUANA.

Kniouegvie cnosa: nappamuenvili OucKypc, Su3yanbHAA AKYeHMyayus, axmyamusayus ungopmayuu,
MEmanappamueHas — npe3eHmayus — mekcma, KOHMPACMHble — 6U3VANbHblE  CLOBOCOYEMAHUs,  AKMYAIU3AYUs
HappamueHo20 NOMeHYuand.

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

Analyzing “Watchmen”, the author of this article proposed such psycholinguistic aspects of narrative discourse,
as: visual emphasis; focalization of information; metanarrative presentation of the text; contrasting visual linkings;
actualization of narrative potential.

Key words: narrative discourse, visual emphasis, focalization of information, metanarrative presentation of the
text, contrasting visual linkings, actualization of narrative potential.
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ASPECTS OF SOCIAL INTELLECT OF A TEACHER

Pestome. B cmammi 6yno noxazano, wjo CMUCI08A CKIA008A4 COYIANbHO2O I[HMeNeKmy 3a06e3neuyemucs
PO36UMKOM PeqpleKCUBHUX 30amHOCmell IHOUBLOI8, 08OJIOOIHHSM HUMU CROCOBAMU camope2Ysiyii, caMO800CKOHANEHHS,
WO BUSHAUAEMBCA CMABLEHHAM JIOOUHU 00 HCUMMEBUX YIHHOCMEU, AKI ocobucmicms 8 pe3yibmami OnaHy8amHs
CBIMOM HAMA2AEMBCA YC8IOOMUMIU, 3PO3YMIMU MA NEPEOCMUCTUMU.

byno naconoweno, wo axwo coeopumu npo Cymuicms CMUCI080i CMOPOHU COYIANbHO20 iHmeneKmy, mo, 3
00H020 OOKY, 8 npoyeci NiI3HAHHA CAM020 cebe ma iHWUX 100etl CMUCTU 0COONUBO ACKPABO eKCHIIKVIOMbCA 8 SHAYEHHAX
00 °exmie nisHauHs, yepes sAKi GUABTAIOMbCS OANCAHHS, NPASHEHHS, CMABLeHHS 00 THUWUX TH00ell.

Kniouosi cnoea: coyianonuti inmenekm, uymmeei KOMNOHEHMU, CEMAHMUYHI ACNeKmu, YIHHICHA
nIOCMPYKMypa COYianbHO20 IHMeENeKMY, 3HAHHS, OANHCAHHS, NPASHEHHS, NO2TAO0U.

The problem of explication of social intellect of the person by the communicative behavior of people is very
actual nowadays. We’ll try to explain our point of view. The development, for example, of the cognitive component of
social intellect makes explicit its performance in such as flexibility, critical and independent, allowing the individual to
adapt well to external conditions, the circumstances of reality, etc. Severity updates the skills of the individual to
analyze their decision considering the circumstances, to show empathy to contradictions and logical errors [5]. Also
severity plays the main role in the process of identifying target intended for teaching and learning activities. Individuals
usually tend to check new information by comparing it with previously acquired knowledge. The ability to focus on the
experience allows the individual to assess critically real situation, determine the term of his/her life.

Thus, the individual becomes critical for ideological aspect, provides objective, which is expressed in the
conscious pursuit of the individual to find the truth no matter how the latter is consistent with conventional wisdom,
regardless of the desires of the individual, etc. [8]. In turn, uncritical person takes, including any coincidence events of
interpretation, insight no solution.

Severity can also play a negative role for social interaction of people. This quality facilitates individual
insecurity, isolation of the individual and others. In such cases, the person may have high self-esteem, contempt for
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