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ABSTRACT

This research investigates the effects of intralingual (or same language) subtitling on
characterisation, with a specific focus on the AMC drama, Breaking Bad. A corpus-stylistic

approach was used, with a focus on several characters.

Corpora of the subtitle track to the third season were compared with similar corpora
containing the transcribed speech of the same season, in order to generate data which
could then be compared. Sub-corpora were also created for the eight individual

characters chosen to research.

In order to investigate the stylistic side of the research, Jonathan Culpeper's triggers of
characterisation were utilised, and Paul Rayson's Wmatrix corpus software was then used
to identify statistically significant words and domains. This list was compared against the

statistics produced by Wmatrix in order to understand their significance, if any.

The differences and similarities between the subtitle corpora and the spoken corpora for
each individual character were investigated, as well as more general trends which were

shown to occur throughout all of the data.

The subtitle data proved particularly cohesive with the spoken data, meaning that the
subtitles were remarkably faithful to the original dialogue, with a much lower level of
reduction than most other subtitles. Efforts appeared to be taken to preserve certain
linguistic features often considered for deletion by subtitles, a number of these relating

to characterisation.
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1. INTRODUCTION

This thesis investigates the stylistic effects arising from intralingual (alse known as same
language) subtitling for the deaf and hard of hearing (DHOH). The issue of intralingual
subtitling is one that affects a great number of people, whether they have hearing
difficulties or not. According to a survey undertaken by Action on Hearing Loss (2011},
more than 10 million people in the United Kingdom alone were identified as being
DHOH, with 800,000 of these registered as either severely or profoundly deaf. Subtitles
are, at present, one of the easiest ways for DHOH people to access visual and audial

media such as television or film.

Subtitles often differ from the dialogue, resulting in potential consequences relating to
how viewers perceive characterisation. That is not to say that characterisation stems only
from textual interpretation, but that it is one of a number of factors which contribute to it.
In the case of television and film, one must take inte account that multiple factors may
lead to an overall interpretation of a character — visual cues, such as a character’s body
language, their style of clothing and their general appearance may also lead viewers to
characterise them in a certain way (Shen, 2014: 201). Generally speaking, however, a
great deal of how viewers characterise individual characters stems from their textual
existence, which may reinforce these visual cues and vice versa. Because of this, any

changes to this text have the potential to change elements of characterisation!

In this thesis, [ investigate how characterisation is achieved in the AMC drama Breaking
Bad, with an emphasis on how this is achieved through subtitles for the deaf and hard of
hearing (DHOH), utilising both corpus linguistic methods as well as Culpeper's (2001)
model of characterisation. Breaking Bad was chosen due to its highly praised writing and
the emphasis placed on character development, not enly for main characters, but for the

entirety of the supporting cast (Hare, 2013).

The aim of this research is to understand and investigate the impact that subtitles may
have on interpretation of textual characterisation cues, and subsequently whether or not

subtitles provide an accurate vehicle for characterisation in place of spoken dialogue.|

I begin in this chapter by providing a synopsis of the plot of Breaking Bad. In Chapter 21
cutline the methodelogy employed, explaining the process of data collection and corpus
construction. In Chapter 3 [ provide outline character summaries against which 1

compare my analyses of characterisation in both the subtitles and original dialogue. In
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process which includes perception alongaic
textual cues,
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Chapter 4 [ discuss the complexities and issues involved in subtitling for hearing-
impaired viewers, | also explain Culpeper's (2001) model of characterisation before
going on to apply this analytically in Chapter 5. In Chapter 6 I summarise the conclusions

of this research and provide recommendations for future work.

1.1. PLOT SYNOPSIS

In the following section, | provide a synopsis of the plot of the third season of Breaking
Bad as well as a very brief overview of the series as a whole in order to allow readers to
contextualise the data. Individual character profiles are investigated in more depth in
Chapter 3.

Conceived by Vince Gilligan, Breaking Bad tells the story of Walter White, a high school
chemistry teacher with terminal lung cancer, who begins to manufacture
methamphetamine as a way of earning money to support his family after he is gone.
Gilligan stated that “television is historically good at keeping its characters in a self-
imposed stasis [...] when [ realized this, the logical next step was to think, how can I do a
show in which the fundamental drive is toward change?” (Klosterman, 2011). Gilligan,
when speaking about Walt, has always fallen back on the metaphor with which he
originally pitched the show to the studio, the idea that he wanted to “transform [...] Mr
Chips to Scarface” (Goodman, 2011), a comment on Walt paradoxically helding the
place of both the protagonist and antagonist of the series. This idea of change and
character development, not just for Walt, but for the entirety of the supporting cast, is
frequently lauded as one of the reasons that Breaking Bad has been a hit both critically,
and with the general public (Hare, 2013).

Enlisting the help of high school dropout, drug dealer and ex-student, Jesse Pinkman,
Walt begins Breaking Bad as a somewhat hapless, but ultimately sympathetic protagonist
who becomes increasingly more successful thanks te his signature ‘Blue Sky" meth,

which becomes infamous for its quality and purity.

As Walt becomes more successfiul, the consequences and illegality of his actions begin to
radiate outwards, alfecting not just him, but those around him. Walt's wife, Skyler,
remains unaware of Walt's illegal activities, despite the strain placed on their marriage

as a result, and only discovers his actions well into the third season.

Meanwhile Walt's brother-in-law, Hank, a Drugs Enforcement Agency (DEA) agent,

spends much of the series attempting to track down Blue Sky's manufacturer, unaware




that it has been Walt the entire time. This leads Walt into a double life: on one side, he is
the straight-laced family man, Walter White and on the other, Heisenberg, the drug
kingpin.

At the close of the second season, Jesse and his then girlfriend, Jane, plan on taking
Jesse's cut of his and Walt's drug money and leave town, with Jane threatening to expose

Walt to the DEA if he refuses to give Jesse what he is owed.

Later that day, Walt encounters both of them, passed out at Jesse's home after taking
heroin. Whilst attempting to wake Jesse, Walt accidentally knocks Jane onto her back,
causing her to begin choking on her own vomit. Although Walt has the choice to save
her, he instead chooses to let her to die rather than providing assistance. Jane's father,
an air traffic controller, distracted by his own grief inadvertently misguides two aircraft
flying in the airspace above Albuquerque, resulting in a collision which kills hundreds of
people. Jesse, similarly driven by grief, checks into a rehab centre and blames himself

for Jane's death whilst remaining unaware of Walt's involvement in the situation.

At the beginning of the third season, Walt insists that he is finished cooking meth, but is
tempted back into it upon finding out that Jesse, who is still clean, is manufacturing
methamphetamine on his own which is of similar quality and purity as Walt's own. Walt is
provided with a top of the range laboratory and a lucrative salary by Gus Fring, a
businessman and franchise owner, who uses his legitimate business ventures as a front
for large-scale drug dealing. He is also provided with a new lab assistant, Gale, to

replace Jesse who Gus is reluctant to trust because of his previous drug addictions.

Meanwhile, Hank becomes obsessed with tracking down Heisenberg, allowing his
mental health and his relationship with his wife, Marie, to suffer as a result. Hank's single
mindedness can be attributed te an incident in the previous season in which he received
a prestigious transfer to the El Paso branch of the DEA, only to witness a traumatic,
violent event leaving him with unacknowledged post-traumatic stress disorder and
anxiety attacks. fAs a result of Hank’s refusal to accept that there is anything wrong, the
DEA continue to offer him the post in El Paso, which he maintains he still wants, but which
he puts off to focus entirely on the Heisenberg case. Hank's name is offered by Gus Fring
to Leonel and Marco Salamanca, two cartel hitmen who are targeting Walt as revenge for
the death of their cousin, Tuco, who was in fact killed by Hank in a stand-off at the end of

the second season.




When Hank begins to come close to discovering the source of the methamphetamine,
linking the production to Jesse, Walt and Jesse reunite to destroy the evidence, tricking
Hank into believing that his wife has been seriously injured in order to buy themselves
time. Although the ploy works, an enraged Hank returns to Jesse's house and attacks
him, resulting in Jesse being hospitalised, vowing to sue Hank for ‘every cent he earns’

and Hank being suspended from active duty.

Immediately after his disciplinary hearing, Hank receives an anonymous phone call,
informing him that an attack on his life is imminent, allowing him the time to kill one of
the hitmen and seriously injure the other, though not before he is shot himself, resulting
in paralysis from the waist down. Whilst the DEA begin to investigate the hitmen, Gus
Fring utilises the distraction, and launches an attack on the Mexican cartel, allowing him

to acquire control over the drug trade in the area.

In an effort to convince Jesse to drop the charges against Hank, Walt arranges for Gus to
hire him, with Walt claiming that he can no longer work with Gale. Jesse agrees, and
drops the charges, but begins skimming the methamphetamine he and Walt produce to
sell on the side at his group therapy sessions. Itis at these meetings that Jesse meets, and
subsequently begins dating, another ex-addict, Andrea, whose ten-year old brother,
Tomas, is involved in the selling of methamphetamine in the area. Jesse, upon
investigating Tomas, realises that he is helping to sell ‘Blue Sky’ meth, meaning that he is

indirectly dealing on behalf of Gus Fring.

Jesse, angry that Gus is invelving children, confronts him and is given the promise that
Gus will no longer use children in his drug operations. Sometime after the meeting,
Tomads is found dead, with the implication that Gus gave the order to murder him. Jesse
goes to Kill the adult dealers supervising Tomas, but is interrupted by Walt, who runs

them down with his car and tells Jesse to go into hiding.

Without Jesse, Gale is brought back as Walt's lab assistant, though it becomes clear that
Gus is training Gale to replace Walt, thereby making Walt expendable. Walt tells Jesse
to find out where Gale lives, and plans to kill him, but is interrupted by Gus's associates

who realise what he plans to do.

With the realisation that he will be killed if he does not act quickly, Walt manages to
convince Gus's men to let him call Jesse, lying that he can get Jesse to turn himself in.
Instead, Walt tells Jesse to Kill Gale before Gus can stop him. The season ends with Jesse

shooting Gale, killing him, and saving Walt's life.







2. METHODOLOGY

2.1 INTRODUCTION

This chapter explains the methodology involved in this research including an overview
of the reasoning behind certain methodological approaches. Due to the nature of this
research, a mixed methodology was required. In order to broadly analyse the subtitle
data, a quantitative method was required as the data was comprised of a large amount of
text, but in order to analyse the specifics of characterisation, a qualitative, stylistic
approach was taken. The reasoning behind this mixed approach, as well as an overview

of the existing research in these areas, is investigated further in Chapter 4.

2.2 OBJECTIVES
Although the overall objective of this research was to investigate the effect of intralingual

subtitling on characterisation, in order to fully realise this, four objectives were outlined:

Objective 1: To transcribe the audio data for all thirteen episodes of the third season of

Breaking Bad, and to obtain corresponding subtitle data.

Objective 2: To create two corpora for each character using the audio transcription and
the subtitle files.

Objective 3: To analyse the corpora using different corpus software, in order to identify
the dilfference between the characterisation provided by the audio, and the one provided
by the subtitle track,

Objective 4: To apply Culpeper's model of characterisation to the data, in order to

examine character-specific triggers within the text.
These objectives are expanded upon below.

In order to collect the text data, | began by extracting the subtitle files from the season
three DVDs of Breaking Bad using SubRip software (Zuggy, 2014), resulting in thirteen
separate subtitle files which could then be converted to plain text. Copies of these plain
text subtitles were then adapted to reflect the actual dialogue, a process which involved
viewing and transcribing all of the spoken data for each of the thirteen episodes. This

resulted in 26 separate corpora (collections of text created purely for the purpose of
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computational analysis), two per character: one corpus consisting of a subtitle track and
one of a spoken word transcription. In order to further investigate specific
characterisation, a number of characters were chosen for investigation. These characters
were chosen based on a number of different factors: main cast status, the extent to which
their actions affect others and their interactivity with other characters - this was
determined by characters” status, whether they were included on AMC's ‘character’ list
on the official Breaking Bad website, and also by how impactful they were on the plot
progression of Breaking Bad. Characters who were listed as "main’ but who did not
interact outside of a small group of individuals were excluded due to time constraints.

The chosen characters are discussed in more detail in Chapter 3.

Each of the chosen characters was assigned a separate colour, and their speech was

highlighted accordingly in both the spoken corpus and the subtitle corpus.

285
00:18:57,400 --> 00:18:58,753
I'm a criminal, yo.

28¢
00:18:59,240 --> 00:19:04,234

287
00:15:04,400 —-> 00:19:06, 914

238
00:19:07,080 ——> 00:19:10,072
Right, so you can gat your 5 parcant.

289
00:195:10,240 —-> 00:19:12,196

FIGURE 2.1 HIGHLIGHTED SPOKEN DATA

Figure 2.1 is an example of typically highlighted data and portrays a conversation
between Jesse Pinkman, highlighted in yellow, and Saul Goodman, highlighted in pink,
in the episode 'Kafkaescue’ (2010).

In order to create corpora consisting only of one character’s speech, it was necessary to
remove any extraneous data, including the numbered timecodes appearing above the

dialogue and the speech of other characters. Although timecodes do not appear on
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subtitled media, they act as a description for subtitlers, indicating the length of time that
a subtitle is required to appear on the screen, as well as the ‘number’ of the subtitle (CTS
Language Link, 2014).

28s
00:18:57,400 ——> 00:18:58,7353
I'm a criminal, yo.

288
00:18:59,240 ——> 00:19:04,234

FIGURE 2.2: EXTRACT OF DATA CONTAINING TIMECODES

To use the text above as an example, the subtitle 'I'm a criminal, yo' appears for just over
a second, denoted by the timecode '00:18:57, 400 - 00:18:58, 753", Not only do we see
how long the subtitle remains on the screen, but we can also tell at exactly what point in
the episode this particular subtitle appears. In this case the dialogue occurs 18 minutes
and 57 seconds into the episode. Jesse’s utterance in yellow is then followed by Saul's
just under a second later; Saul's utterance appears for slightly longer due to its length

which spans the full two lines of text available for subtitle presentation,

In order to extract this specific data, an existing Microsoft Word macro developed by
Puttur (2012), originally designed to filter only the default bright yellow highlighted text,

was extended:

10
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(Puttur, 2012)

In this, the value of 'wdPink’ can be adjusted based on the highlight colour for each
character — in this example, the macro has been used to extract all of Saul's speech.

Jesse's speech, for example, would be extracted by changing the value to ‘wdYellow’,

By using this macro, we are left with a separate file containing only the speech of the

chosen character without any other dialogue or timecodes:

Yeah, and if you wanna stay a criminal
and not become, say, a convict

then maybe you should grow up

and listen to your lawyer.

No, that's 17 parcsnt.

Yeah, that was for your partner.

It"s privileges of seniority and all.
But for you, it's the usual,

17 percent 2 and that's a bargain.

FIGURE 2.3: SAMPLE OF SAUL GOODMAN’S SPOKEN CORPUS

This macro was applied to each of the episode corpora (both spoken and subtitle) with
the colour value changed to each character’s corresponding highlight colour. The
resulting text files were then compiled into two corpora per character, one containing
only spoken data, and one containing only subtitle data. This results in sixteen overall

corpora, two for each of the eight characters chosen for this investigation.

Once these corpora were created, the data were analysed using corpus software, [ used
Enthony's (2014) AntConc and Rayson's (2009) Wmatrix. Part of the reasoning for this
was Wmatrix's ability to generate log likelihood numbers, as well as AntConc's
portability. Working with two separate pieces of corpus software allowed certain basic
functions, such as word count, te be checked thoroughly and provided greater flexibility

whilst working.

Log likelihood calculations are important for comparing the frequency of words, phrases
or semantic domains in more than one corpus. Wmatrix features the ability to
automatically generate these log likelihood numbers, leading to an easy method of
analysing the significance of certain words and phrases. Walker (2010:364) makes
reference to this usefulness and states that 'Wmatrix's semantic functionality can help

[...] by identifying themes within the text and locating potentially important sections of
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the text for further analysis’. Leg likelihood numbers correspond to statistical
significance: a log likelihood number of 15.13 or higher represents that a word or phrase
is statistically significant with 99.99% accuracy; a number from 12.83 to 15.12 represents

99.9% accuracy and 6.63 to 12.82 represents 99% accuracy (Rayson, 2003).

Wmatrix contains a list of pre-programmed 'key domains' (also known as semantic
domains or semantic fields) that linguistic data may fall under. Key domains are
described by Gao and Xu as ‘groups of words of which meanings are closely
interrelated’ (2013). There are, however, a number of issues with this definition: Firstly,
the issue of 'keyness’ is not addressed in this description. Keyness encompasses both
key words and key domains, generated automatically by Wmatrix - Keyness is
calculated by comparing one 'target’ corpus with another, larger, ‘reference’ corpus; a
word or domain displays keyness when it occurs significantly more or less frecquently in
the target corpus than in the reference corpus (Evison, 2010:127). Because keyness is a
textual feature rather than a language feature, it cannot be used blindly to make
statements about the corpora (Stubbs, 2010:25); the view that words can be grouped
together in such a clear and unambiguous way is problematic to say the least and any
observations made by generating keyness must be further investigated from a
contextual point of view. Moe (2014) offers a more flexible definition of key domains

which splits them into two separate definitions, collocates and paradigm forms.

The term 'collocates’ has been in use within linguistics for over fifty years and, although
originally derived from Firth (1957), is more [requently associated with Halliday's
research (1966), Wales defines collocation as 'the habitual or expected co-occurrence of
words’ (2001:68), supporting Moe, where collocation is more simply defined as 'words
[...] frequently used together in a sentence' (2014). The lexical relationship of certain
words is inherently understood by English speakers, simply because of the frequency

with which they occur in close proximity.

Log likelihood is calculated through the use of a contingency table (See Table 2.1; note
that values 'C’ and ‘D" correspond to the total number of words in Corpus 1 and 2

respectively; & and B represent the frequency of a single word within the two corpora):

TABLE 2.1: GENERIC CONTINGENCY TRABLE

Corpus 1 [ Corpus 2 Total ]

Frequency of Word A B A+B I

Frequency of other C-A D-B C+D-A-B I




Words |

Total C D C+D ]

Such a table will result in a positive number which can be used to compare the overuse

and underuse of items within two comparative corpora.

The expected values can be calculated using two different formulae. Firstly, in order to
calculate a normalised average, the following formula is implemented, with E

representing the expected values:

Z-JI-E o,
B = =i
7
In this formula, the subscript i takes the values 1 and 2. N, represents value C in the
contingency table (the total number of words in the first corpus), Nz represents value D
(the total number of words in the second corpus) and O, are the observed values. Once
the expected values have been calculated, a second formula is applied in order to

calculate the log likelihood value, represented by -21ni:

20 2=23"0, m[i
: E

34

Using corpus software allows for the analysis of more general trends within a corpus, and
can generate numeric data such as log likelihood numbers which would be otherwise too
time-consuming to calculate using manual analysis. Werd counts, the statistical
significance of words and phrases, n-grams and key domains can be generated quickly

and easily, allowing for an overview of a large amount of data.

Although corpus software generates a great deal of quantitative data, characterisation
itself still requires a mostly qualitative approach. As a result, I used the model of
characterisation developed by Culpeper (2001) as a scaffold around which to build
characterisation and complement the quantitative results of corpus analysis. Culpeper's

framework is discussed in greater detail in Section 4.2.

Before we may begin to investigate characterisation triggers, we must first understand
exactly how the characters in this study have been previously characterised, not only by
academics, but by both the writers of Breaking Bad, and the actors that portray each

individual character. This will be discussed in the following chapter.
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3. CHARACTER OUTLINES

This chapter provides a brief summary of the key characters to be studied as part of this
research. The colours associated with each character correspond with the colours used
in the transcriptions to identify their speech, and the actor names are provided to
contextualise any quotes about the characters which originate from these actors, It was
important to investigate any existing infoermation tied to characterisation in order to
understand whether or not the way in which individual characters are subtitled reflects
this.

8.1 WALTER WHITE (BRYAN CRANSTON)

Vince Gilligan sums up Walt's character in a single sentence, '‘Walter White is a brilliant
man and an accomplished liar who lies best to himself' (Sony Pictures Television, 2013).
Obsessed with the idea of leaving some kind of legacy after his death and driven by both
greed and ego, Walt manipulates lies and deceives others, all whilst maintaining that he
is still both a goed and honourable person. The way that Walt views himself is often at
odds with his actions - it is this conflict that drives a lot of Walt's characterisation as well

as his actual behaviours (Bossert, 2012).

A number of academics, particularly in both Blevins and Wood's ‘The Methods of
Breaking Bad' (2015) and Koepsell and Arp's 'Badder Living Through Chemistry' (2012),
have likened Walt's transformation to the 'tragic hero' archetype described by Aristotle
in his work of dramatic theory, Poetics (1902). Walt's downfall is propelled by what

Aristotle defines as hubris, the quality of excessive pride or self-confidence.

Bossert (2012) investigates the similarities between Shakespeare's own tragic hero,
Macbeth, and how Walt's journey from unassertive high school teacher to drug kingpin
emulates Macbeth’s transformation and eventual downfall. For Walt, this transformation

comes from a deep feeling of resentment and entitlement.

However, it is being diagnosed with lung cancer that acts as the final catalyst that allows
Walt to ‘break bad’ (Echart & Garcia, 2015). Bossert (2012) states that it is 'not enough’ to
simply have a character 'break bad’ for no reason, and instead the audience must be

able to comprehend a sense of a character's psychological development whether this is




in a positive or negative way,; that is to say, an audience can only believe Walt's

behaviour if they simultanecusly believe his fictional psychology.

We see, therefore, that Walt's insecurities are laid out right from the start of Breaking Bad
- glimpses of this resentment hint that Walt may be motivated by something other than
love for his family. These hints are not detected by others in Walt's world - Walt is not
seen as a man with ambitions, let alone someone with the means to achieve them
(Bossert, 2012). Much of Walt's insecurity is tied in with the concept of masculinity, a
theme which is frequently explored within Breaking Bad. Pride and masculinity are tied
together in Walt's mind, as well as the minds of several characters that are both
respected and envied by him. Walt's brother in law, Hank, jokes in the season one
episode "Pilot’ that, when Walt is reluctant to hold his gun, 'that’s why they hire men’; in
the season three episode 'Mas’, Gus Fring gives Walt a speech which states that ‘a man
provides [...] even when he's not respected or even loved. He simply bears up and does

it. Because he's a man’.

Poe (2014) identifies this ingrained idea of what it means to be a man as ‘one of the
show's tragic ironies’. Walt's idea of patriarchal family unit means that his "duty’ is to
provide for his family, even when they do not want his assistance or when Walt's actions
hurt them. Walt continues to fall back on his statements that he does what he does for his
family, because without that justification he would, in his mind, ‘be the bad guy’
(‘Caballo sin Nombre', 2010).

We see, however, multiple instances in which Walt has a chance to keep his family afloat
without having to break the law: he is offered a job and healthcare to cover his
treatments by his old business partner, Elliott Schwartz, with no strings attached, but
rejects it. Elliott then offers to simply pay for his treatment and is rejected once again.
Walt's pride keeps him from taking charity and he is affronted that Elliott is, in Walt's
mind, implying that he cannot provide eon his own. Similarly, Hank tells Walt ‘no matter
what happens [...] I'll always take care of your family' (‘Cancer Man', 2008), clearly
intended to reassure Walt that the security of his family is guaranteed. Once again,
however, Walt sees this as a challenge to his manhood and his ability to provide, which

only results in setting him further on the path to becoming Heisenberg.

The question of Walt's ‘goodness’ is constantly brought into question, more frequently as
the series progresses. In series one, Walt debates whether or not to kill Krazy-8, a
methamphetamine distributor that he and Jesse have chained up in Jesse's basement.

Walt, agonising over the decision, makes a pros and cons list:
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Let Him Live Kill Him

It's the moral thing to do He'll kill your entire family if you let him

Judeo / Christian principles go

You are not a murderer

He may listen to reason

Post-traumatic stress

Won't be able to live with yourself

Murder is wrong!

(Transcribed from ‘... and the Bag's in the River', 2008)

This moral decision clearly weighs heavily on Walt at the time, and he is on the verge of
freeing Krazy-8 before he realises that Krazy-8 has concealed a broken plate and intends
to kill him with it. Walt abandons the ‘let him live' column entirely with the justification
that Krazy-8 will kill him otherwise. From this turning point, we begin to see Walt justify

further deaths for which he is responsible.

LaRue (2013) provides an infographic tallying up all of the deaths which occur in
Breaking Bad, showing that, in total throughout the series, Walt is directly responsible for
nineteen deaths. Littman (2012), however, points out that there is a spectrum of moral
culpability that Walt falls on: although Walt is not always the one pulling the trigger he is,
more often than not, the one pulling the strings. For example, Walt orders Jesse to kill
Gale, a character who is, by Breaking Bad standards, relatively harmless. Jesse iz shown
later to agonise over Gale's death, descending back into drugs and recklessness,
whereas Walt remains unaffected save for feelings of jealousy when Hank believes that

Gale is the "‘genius’ behind his work (‘'Bullet Points’, 2011).

Walt often compartmentalises his actions, particularly by outsourcing them to others in
order to distance himself from their deaths. Wondemaghen (2015) discusses
compartmentalisation, stating that Walt employs it in order to cope with the
inconsistencies between the man, Walter White and his alter ego, Heisenberg.
Wondemaghen argues that Walt shows a number of symptoms commonly associated
with psychopathy: his self-presentation vs his true inner self; his previously mentioned

compartmentalisation and a lack of empathy (2015).

I'would argue that Walt instead shows signs of sociopathy - Psychopathy is generally
considered an innate condition, whereas sociopathy is seen to be a product of

upbringing or environment (Fersch, 2006). Walt has only spoken about his upbringing

19




once. He discusses visiting his father, who is dying of Huntington's disease, in the
hospital = he describes how he remembers his father making ‘this rattling sound like if
you were shaking an empty spray paint can—like there was nothing in him." ('Salud’,
2011). Waltis clearly very affected by this and confesses to his own son that he does not
want to be remembered in the same way, driving his actions to create some sort of
‘legacy’ even if it comes at the expense of moral compromise. Hare and Babiak (2007)
describe sociopathy as having a sense of morality and a conscience, but one which may
be at odds with the general culture. We see Walt occasionally feel remorse, even if only
briefly, particularly if his actions have affected someone that he views as ‘family’. For
example we see him on the verge of confessing to Jesse about his involvement in Jane's
death in ‘Fly’ (2010}, before Jesse dismisses Jane's death as ‘no-one’s fault’, cutting

Walt's confession short.

3.2 JESSE PINKMAN (AARON PAUL)

Jesse Pinkman is Walt's (eften reluctant) partner in crime. Jesse's characterisation, and
his relationship with Walt, is complex, but may be summarised by writer Vince Gilligan
who states that “[Jesse is] a leader, who thinks he's a follower" (Sony Pictures Television,
2013). Jesse is often utilised as a character to ‘reflect glimmers of Walt's remaining
morality during dark moments' (Bossert, 2012), but simultaneously acts as a lightning rod

for a great deal of Walt's hubris.

We also see that Walt feels paternally towards Jesse, paradoxically attempting to both
protect and guide Jesse whilst at the same time actively sabotaging Jesse's happiness if it
interferes with his own desires (Bossert, 2012:75). Walt and Jesse’s relationship is one of
superiority: each time that Jesse begins to ‘overtake' Walt, the imbalance is swiftly
restored, often through Walt's own actions. Walt's paranoia about Jesse's girlfriend, Jane,
leads to him allowing her to choke to death, though his reasoning remains ambiguous.
Jane's death teaches Jesse self-loathing and establishes the sense of guilt that begins to
distinguish him from Walt. Echart and Garcia (2015), unlike Bossert, believe that Jesse
does not reflect Walt's remaining humanity, but believe instead that Jesse acts as an

‘inverted mirror’ to the viewer, designed to highlight Walt's lack of guilt.

In ‘No Mas', Jesse distances his characteristics from those of Walt when he starkly
accepts ‘badness’ as part of his character, stating that 'I accept who Iam [...] I'm the bad
guy'. Jesse does not attempt to minimise or justify his behaviour, as is characteristic of

Walt, but instead realises that he must live with the guilt and the responsibilities of the
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things he has done. During a group therapy session, Jesse euphemistically discusses
killing Gale Boetticher, telling his therapist that 'a couple of weeks back [he] killed a
dog'. He grows steadily angrier at the therapist’'s suggestion that he should ‘stop judging
and accept’ what he has done; Jesse finishes the conversation by bitterly asking: “if you
just do stuff and nothing happens, what's it all mean? What's the point? [...] No matter
what I do, hooray for me because I'm a great guy? It's all good? No matter how many

dogs [ Kll, I just do an inventory and accept? ('Problem Dog', 2011).

Jesse’s morals, although not always in sync with those of wider society, strongly define
him. He is shown to be intensely averse to harming children, and has shown several
times that his character can become unusually assertive when the topic comes up.
Simultaneously, however, he hypocritically berates an ex-addict for ‘getting wasted
when she has a little kid to take care of', whilst he iz involved in a scheme to sell crystal

meth to recovering drug users at her support group ("Abiquiun’, 2010).

8.3 SKYLER WHITE (ANNA GUNN)

Anna Gunn, has herself, written an editorial for the New York Times (2013) in which she
defends her character, discussing the overwhelmingly negative response to the way in
which Skyler is characterised and the way she acts as a result. Gunn argues that Skyler is
reduced to 'a ball and chain, a drag, a shrew [and] an annoying bitch wife', and is not
allowed, by a number of fans, the same complex characterisation afforded to male
characters on the show. A fanpage on the social networking site Facebook, entitled 'Fuck
Skyler White' has amassed, as of January 2015, over 30,000 likes from Breaking Bad fans
across the site (2011). Nothing similar exists for Walt, and the overall reaction to him
appears to recognise and understand his ‘tragic hero' archetype. Although not
necessarily condoning his actions, fans frequently praise Walt's ambiguous morals as a
key element that makes his character so fascinating whilst vilifying Skyler for the same

reason.

Obbo (1980) discusses the existence of this double-standard, stating that “women’s own
atterapts to cope with the new situations they find themselves in are regarded as a
‘problem’ by men, and a betrayal of traditions [...] often confused with women’s role [in
society]"”. Skyler finds herself in an almost countless number of these 'new situations’:
discovering Walt's cancer, caring for a new baby following an unexpected pregnancy as
well as the reveal at the beginning of the third season that Walt has been manufacturing

methamphetamine, Watching Skyler attempting to deal with these unexpected events
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forces viewers to challenge their own attitudes towards the ‘dutiful wife' stereotype.
Skyler does not fit the cliché - she is stubborn, opinionated and occasionally unethical,
much like her male counterparts. Skyler routinely ignores Walt's insistence that he is
‘[eooking meth] for the family’, and is one of the first characters to begin challenging
him. Skyler's role eventually becomes that of the ‘true’ protector of the family. This is
directly referenced in the season 4 episode 'Cornered’, in which Skyler tells Walt that

‘someone has to protect this family from the man who protects this family' (2011).

Price-Wood (2014) writes that Skyler reminds her of ‘numerous postpartum cases [she
has] encountered as a midwile' — Skyler is pregnant for both the first and second series,
before giving birth in the season 2 episode 'Phoenix’ (2009). Price-Wood (2015: 133)
praises Skyler's character for 'how believable her responses [are to the] traumatic
events in her life’. We see that even through Skyler's feelings of hopelessness, she still
attempts to fight back against Walt whilst maintaining the illusion of nermality to the rest
of the family. Skyler’'s affair with her boss is not necessarily one of romantic or sexual
attraction, but one of rebellion; she is torn between leaving Walt and turning him in to
the police; throwing her family unit into chaos or remaining in a relationship she no
longer wants in order to keep her children from discovering the truth about their father.
With very few options available to her, and prizing her family above all else, Skyler

remains in the relationship at the sacrifice of her own moral code,

3.4 HANK SCHRADER (DEAN NORRIS)

Hank begins as a somewhat stereotypical character, originally portrayed as a brash,
arrogant police officer who does not seem to take his work all that seriously. As the
series continues, however, we see Hank's progression into a far more sympathetic
character. This is triggered [irst by the symptoms of post-traumatic stress disorder he
displays after an incident involving the Cartel, then once again by his shoot-out with the

Salamanca cousins which leaves him unable to walk.

Hank may be accused of 'black and white thinking' (Littman, 2012:163), but in truth this is
an oversimplification and his character is far more nuanced. Despite his role as a DEA
agent, we see Hank smoking illegal Cuban cigars whilst Walt engages him in a
conversation about arbitrary legality. Hank states that ‘a lot of guys in jail talk like that’,
despite the fact that, although considered less serious than manufacturing

methamphetamine, Hank still engages in behaviour outside the law (‘A No-Rough-Stufi-
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Type Deal’, 2008). Much of Hank's behaviour comes from his single-mindedness — he is
shown to go to great lengths to track down Heisenberg despite his invelvement in the

case resulting in both his suspension from the police force and almost his own death.

Itis not, however, that Hank necessarily believes himself to be above the law, but instead
chooses to follow his owm code of rules and morals even if it is not beneficial for him to do
50. In the episode 'One Minute' (2010), Hank refuses to lie in his statement regarding
Jesse Pinkman despite believing that he will lose his job and that Jesse will press
charges. Hank states that '[he is] supposed to be better than that', even when informed

that Jesse's word will not stand up against his.

BRI (CiancARLO ESPOSITO)

Ovmer of a local chain of fast food restaurants, Los Pollos Hermanos, Gus is driven by
logic and careful planning and is one of the most private characters in the series. He
claims, like Walt, to hide in plain sight - indeed, he is even shown to do charitable work
for the DEA and is well known to them as a local businessman and benefactor. Gus
proves to be charming and pleasant when it is required, but controls his drug business

ruthlessly.

Gus Fring's enigmatic nature has been discussed by a number of scholars, including
Hinzmann (2012), who points out that as viewers we are only ever treated to hints of
Gus's personality outside of the events of Breaking Bad. For example, Gus is stated at
several points to be a Chilean national who immigrated to Mexico in the late 1980s,
however both Hank Schrader and Mike Ehrmantraut discover separately that there are
no records of him prior to 1986, hinting that Gus may be using an alias for an unspoken
reason. Gus's sexuality is also left ambiguous, with Vince Gilligan stating that “[Gus's
sexuality is] open to interpretation. It's whatever the audience wants it to be" (Dixon,
2010). The only character in which we see Gus emotionally invested appears in a
flashback where Gus is shown meeting with the Cartel, accompanied by a man
ambiguously referred to as his "partner’ — various jokes are made by Cartel members
implying that the two men are romantically involved, and Gus is shown weeping after his

partner is executed ('Hermanos’, 2011).

This emotional outburst is the only one to which we are treated throughout Gus's
presence in Breaking Bad, and Gus is shown otherwise to be very reserved and careful
with regards to both his work and his personal life. This is referenced by Hank Schrader,

who describes Gus as 'very careful’ and states that 'anyone [that] clean has to be dirty’
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(‘Bug’, 2011); indeed, when Gus is first introduced, Walt fails to even recognise that Gus
is the man he is supposed to be meeting until several days later due to his unobtrusive

style of dress and his perceived role as the restaurant manager of Los Pollos Hermanos.

Gus is shown to be ruthless, and Hinzmann (2012) states that he is an example of the
Machiavellian philosophy that it is better to be feared than loved., We see that he has no
qualms about killing, even if it is simply to make a point ('Box Cutter’, 2011), and has
even put his own life in danger by drinking poisoned tequila as part of a larger plan to

kill a number of high ranking Cartel members (‘Hermanos', 2011).

SRS (o1 TAN BANKS)

Mike has a number of roles within Breaking Bad though he is most frequently associated
with Gus Fring, for whom he acts as a right hand man. Mike is a 'Jack of all trades’ and is
called upon frequently by Gus to take care of business that he cannot take care of

himself. Mike also acts as a private investigator for Saul Goodman.

Just as Jesse acts as an inverted mirror for Walt, so too does Mike, who displays a number
of characteristics that Walt wishes to attribute to himself. Mike cares very deeply for his
family, in particular his young granddaughter, and is stated to have put almost two
millien dollars away for her eighteenth birthday (‘Say My Name', 2012). Jonathan Banks
describes Mike as having ‘lost his soul a long time ago’ (2012a), but that he ‘[has] good in
him, and that's hard for him to live with' (2012b). Unlike Walt, but in a similar way to
Jesse, Mike understands that he has done bad things, and has come to accept that as part
of his character. Banks explains that there's ‘a sadness [about Mike], a morose quality
[...] [He] can’t do those things and not be affected by it' (2012a).

Simultaneously, however, we see glimpses of Mike's ‘goodness’ throughout the series —
he is protective towards Jesse and unafraid of Walt. He is one of the few characters who
remains unintimidated by Walt's 'Heisenberg' persona, even when the friction between
he and Walt reaches breaking point in ‘Say My Name' (2012) and Walt kills Mike in cold
blood. Rather than begging for his life, Mike's last words are used to tell Walt to 'shut the

fuck up and let me die in peace’, indicative that his feelings remain the same.

Banks believes that loyalty is one of Mike's driving forces, which we see when Walt
attempts to convince him to help murder Gus — Mike is civil until Walt pushes his
boundaries, demanding that Mike ‘get [him] in a room with [Gus] [...] and [He'll] do the
rest’. Mike waits patiently until Walt has finished his speech before punching him in the
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face and leaving ('Thirty-Eight Snub’, 2011). He alse attempts to protect ‘his guys’ who
are in prison, paying them compensation for their silence - the same men are killed by
Walt for the same reason, who does not see the peoint of continuing toe pay them when he

can ensure their silence permanently (‘Say My Name', 2012).

SRNSAUIGSEBNEN (Bos ODENKIRK)

Saul Goodman (real name James McGill) is perhaps summed up best by a quote from
Jesse Pinkman in the second season. “"When the going gets tough [...] you don’t want a
criminal lawyer, you want a criminal lawyer" (‘'Better Call Saul’, 2009). Saul is heavily
involved with the criminal underworld, acting as a lawyer, but also providing other
services including money laundering and ‘getting rid’ of undesirables. Saul is confident
and extroverted - he frequently acts as a middle man for various people including Walt,

Jesse, Gus and Mike.

Saul Goodman is described by Vince Gilligan as ‘a cockroach in the best possible way
[...] This is a guy who's going to survive while the rest of us have been nuked inte
annihilation. He'll be the worst-dressed cockroach in the world' (Martin, 2013). Saul’s
persona is that of an ambulance-chasing lawyer with a penchant for loud suits and late-
night adverts for his legal services. Bob Odenkirk has described Saul as a character who
is ‘ethically challenged’, but has stated that ‘Saul Goodman’ is a front and professional

alias adopted by James McGill at some point prior to the events of Breaking Bad (2015).

Although this theme is explored in more detail in the spin-off series Beffer Call Saul, we
see some flashes of who Saul really is throughout Breaking Bad. Odenkirk (2013) explains
this personality shift, stating that "Saul has the capacity to be a person with a little more
empathy for people around him and more on his mind than just money. But like a lot of

people in our society, he's encouraged to just express that side of his personality”.

For the purpose of this research, however, Saul's characterisation will be reflective of his
character in Breaking Bad, rather than Better Call Saul.

SI8\CALEBOETHCHER (DA VID COSTABILE)

Gale is brought in as a replacement for Jesse as Walt's lab assistant and is killed in the
third season finale, ‘Full Measure’ (2010). Although Gale appears only occasionally,
particularly compared with the other characters present in this research, his existence is

an important vehicle for the plot itself, as well as the growth and expansion of those with
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whom he interacts. His characterisation, due to its relatively uncomplicated development
throughout the season, serves a different purpoese to that of the other chosen characters.
Gale is primarily a vehicle for the plot, which climaxes with his murder, serving to

develop characters like Walt and Jesse at his expense.

That being said, Gale's characterisation is required to be established in a relatively short
time span — whilst other characters have had several seasons to develop, Gale has just a
handful of episodes. His character must be established and developed enough that his
involvement in the events of Breaking Bad seem plausible, but fast enough that this is

contained to one season.

A self-proclaimed libertarian, Gale rationalises his involvement in the drug-
manufacturing trade by pointing out that ‘Consenting adults want what they want [...] at
least with me they're [getting] no added toxins or impurities’ ('Sunset’, 2010). Although
clearly naive, Gale is one of the only characters with 'good’ intentions, and is described
aptly by Koepsell and Gonzalez (2012) as being ‘nearly innocent’. Although Gale is, of
course, manufacturing crystal meth, his motivation comes from a place of curiosity and a

love of chemistry rather than avarice or ego.

Gale's replacement of Jesse juxtaposes their characters: Gale is highly educated, but is
disheartened by the politics of academia (Santos-Neves, 2015), wishing instead to spend
his time in the lab where he states that “[chemistry] is all still magic” (‘Sunset’, 2010);
Jesse is (at the time) an underachieving ex-addict with very little interest in the chemistry
itself. Gale, however, has the privilege of remaining distanced from the realities of the
drugs he creates and the culture surrounding them. David Costabile, upon auditioning
for the part of Gale, described that ‘there was such a clarity about who this guy was; I

knew who he was for myself so deeply’ (2012).
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Comment [EA3]: | honestly wish | hadn’t
included Gale at all - I'm not even sure why
saemed like a good idea at the time.

I guess primarily it was interesting to see hi
used to develop other charactars (eq: the
Latinate va Germanic juxtaposition between
Gale and Jessa), but otherwise it's pretty ha
to justily — I I could take it out | would!
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