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Abstract

The purpose of this study was to test the application of two linguistic models of narration and
one linguistic model of speech and thought presentation on comic texts: Fowler's (1986)
internal and external narration types, Simps¢h993) narrative categories from his ‘modal
grammar of point of view' and Leech and Short's (1981) speech and thought presentation
scales. These three linguistic models of narration and speech and thought presentation,
originally designed and used fdret analysis of prose texts, were applied to comics, a
multimodal medium that tells stories through a combination of both words and images.
Through examples from comics, | demonstrate in this thesis that Fowler's (1986) basic
distinction between internal drexternal narration types and Simpson's (1993) narrative
categories (categories A, B(N) and B(R) narration) can be identified in both visual and
textual forms in the pictures and the words of comics. | also demonstrate the potential
application of Leechrad Short's (1981) speech and thought presentation scales on comics by
identifying instances of the scales' categories (NPV/NPT, NPSA/NPTA, DS/DT and
FDS/FDT) from comics, but not all of the speech and thought presentation categories existed
in my comic dad (there was no evidence of IS/IT and the categorisation of FIS/FIT was
debatable). In addition, | identified other types of discourse that occurred in comics which
were not accounted for by Leech and Short's (1981) speech and thought presentation
categores: internally and externallpcated DS and DT (DS and DT that are presented

within (internally) or outside of (externally) the scenes that they originate from), narrator
influenced forms of DS and DT (where narrator interference seems to occur in DS)and
visual presentations of speech and thought (where speech and thought are represented by
pictorial or symbolic content in balloons) and narbal balloons (where no speech or

thought is being presented, but states of mind and emphasized pausexerasde

represented by punctuation marks and other symbols in speech balloons).

Keywords: Multimodal Images Comics Speech Thought Presentation
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Chapter 1: Introduction

1.1 Reasons for research

My intention for this thesis was to test the application of three linguistic models of narration

ard speech and thought presentation on the multimodal text of comics: Fowler's (1986)
internal and external narration, Simpson's (1993) narrative categories from his ‘'modal
grammar of point of view' and Leech and Short's (1981) speech and thought presentatio
scales. | aimed to see whether the types of narration and the categories of speech and thought
presentation from these linguistic models occurred in the multimodal text of comics, and thus
to see whether these narration types and speech and thoughtgireseategories were

adequate to describe the narration and speech and thought presentation found in comics. This
would show that Fowler's (1986) internal and external narration types, Simpson's (1993)
narrative categories from his 'modal grammar ohpof view' and Leech and Short's (1981)
speech and thought presentation scales are applicable to comics as well as prose fictional
texts, the types and categories of narration and speech and thought presentation from these
linguistic models being identdble in comics as well.

Comics are a bimodal medium that utilizes both words and images to tell a story.
Comics, because of their visual nature, have been an understudied area and have not received
as much academic attention as prose texts such as fict@ts. They are commonly
considered less 'literary' than traditional written prose texts (Eisner 2008servsection
1.4). If linguistic categories of narration and speech and thought presentation can be
identified in comics though, then there is ae#o argue for comics being linguistic, literary
texts too. And if Fowler's (1986), Simpson's (1993) and Leech and Short's (1981) models can

be applied successfully to comics, then their potential applications would extend beyond
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prose texts into multimad comic data as well. This is a study into the potential application
of linguistic models of narration and speech and thought presentation on comics. Both comics
and the linguistic models in question stand to benefit from this study. Comics, an under
resarched area, have received some needed academic attention in this thesis. Through
investigation into forms of narration and speech and thought presentation in comics, | have
shown how comics narrate their stories and present dialogue. The linguistic ofodels
narration and speech and thought presentation that | have used, originally designed for prose
texts, have been tested on a new kind of multimodal narrative in the form of comics, thus
expanding and adapting the use of these linguistic models. Anstimgtéhese linguistic
models on comics, | have been modelling the nature and scope of narrative in comics.

With regard to the comics | have used for this study, my concern was to be able to
find comic examples for Fowler's (1986) and Simpson's (1998thar types and categories
and for Leech and Short's (1981) speech and thought presentation categories. Therefore, |
chose comic extracts from a broad range of comics. Most of my data is sourced from action,
superhero and science fiction genre comicscivinere the most readily accessible for me,
and from over an unrestricted time frame (from Eisreontract with Gogdoriginally
published in 1978, to a more recent issue bfamsformersomic released in 2011). | took a
broad approach to my rangeaafmic data in order not to limit the forms of narration and
speech and thought presentation | could find in comics, and | wanted to see whether any of
the types and categories of narration and speech and thought presentation were common in a
variety of conics. This was a way for me also to observe whether changes have occurred in
narration and speech and thought presentation between older and newer comics.

My main aim for this thesis though was to test whether the types and categories of
narration and speech and thought presentation from Fowler's (1986), Simpson's (1993) and

Leech and Short's (1981) models could occur in comics. | did not wish to limitngg o
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comic data to a particular set of titles or to comics from a chosen time frame because this
would potentially restrict the occurrences of the types and categories of narration and speech
and thought presentation that | could find from comics, antesmomics may have contained
more or less instances of any of the types and categories than others. Though | did observe
some of the types and categories of narration and speech and thought presentation to be
common in comics whilst others were rare inweence, it was not my intention to

determine the frequency of occurrence of these types and categories in comics. Measuring the
frequencies and patterns of the types and categories was not part of my aim for this thesis.
My approach for this thesis hasdpea qualitative one. | sought to find out whether Fowler's
(1986) narration types, Simpson's (1993) narrative categories and Leech and Short's (1981)
speech and thought presentation categories existed in comics and thus how applicable they
are to comicsl accomplished this by finding examples from comics that could be identified

as instances of these types and categories of narration and speech and thought presentation.

1.2 Research questions

There ardive broad research questions that this thesisemses:

1. What kinds of narration can be identified in comics, visually as well as textually?

2. &DQ /HHFK DQG 6KRUW(TYV VSHHFEFK DQG WKRXJKW S|
to comics?

3. 'RHV WKH QDUUDWRU pLQWHUIHUHY LeQn vokies?SUHVHQWD

4. Are there discourse presentation categories specific to comics?

5. What effects can be generated from the types of speech and thought presentation

found in comics?
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This thesis is divided into three parts. Part one concentrates on narratiomas,quart two

deals with speech and thought presentation in comics, and part three consists of final
conclusions. The first research question is addressed in part one. Research queshions 2 to
are the subjects of part two. Part three brings togetheoti®usions of both parts of this

thesis. | have started off in part one by addressing narration in comics because this provides a
base for the discussion of speech and thought presentation in comics in part two. Speech and
thought presentation are an asipef narration techniques as they are about how a narrator
reports speech and thought in a narrative text. In order to understand and discuss speech and
thought presentation, we first need to define what narration is as it is from within a narrative
thatspeech and thought are presented to an audience.

In the next chapter (2), | provide an overview of background literature on narration,
outlining Fowler's (1986) distinction between 'internal’ and 'external’ narration and Simpson's
(1993) 'types A, B(N) anB(R)' narrative categories from his 'modal grammar of point of
view'. Following this, in chapter 3 blegin toaddress research question 1 regarding narration
in comicsby introducing a visual framework for analysing images from Kress and van
Leeuwen's (296) visual grammar. This visual framewahienallows me tcapply Fowlers
(1986) internal and externahrrationtypesandSimpson's (19933, B(N) and B(R) narrative
categorieso the images as well as the text of comics in chapter 4

Chapter5 moves on from narration and into speech and thought presentation. It
provides an overview of background literature on speech and thought presentation. €hapter
focuses on and describes Leech and Short's (1981) speech and thought presentation scales
and heir subsequent updates in detail. Chap&mswers research question 2. In this chapter,

, bSSO\ WKH FDWHJRULHV IURP DQ XSGDWHG YHUVLRQ RI /F

thought presentation scales from Short (2012) to comic texts. Here | shahetigaire some
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categories of speech and thought presentation that can be readily identified and are
commonly used in the visual medium of comics, such as the direct speech (DS) presentations
found in speech balloons, but other categories from Leech and Bh§vV VFDOHY DUH KDU
find in comics, such as indirect forms of discourse which require a reporting narrator whose
presence is often kept to a minimum in comics. Seatidrof chaptei7 also addresses
research questiadas it discusses unusual caeésarrative intervention in the direct speech
and thoughts of characters in comics, which are unlike prose texts where it is generally
assumed that the narrator does not interfere with the reported content of direct speech and
thought (only reporting thevords of characters faithfully). Whether these cases of narrator
interference in direct speech and thought in comics should be categorised as a form of direct
discourse or as a form of free indirect discourse is debated.

Chapter8 addresses research quessi3, 4 and SResearch questidis addressed in
sectiors 8.7 and8.8 of chapteiB asthey discussarrator intervention in direct speeshd
direct thoughtn comics. Research questidis addressed as this chapter proposes several
types of direct spechand direct thoughtat can be found in comics. In addressing the visual
types of discourse presentation unigue to comics and the different forms of direct discourse in
them, categories of discourse presentation that are useful and relevant forarersiesated.
The categories of Leech and Short's speech and thought presentation scales are not sufficient
to account for all speech and thought presentation phenomena found in comics and they do
not account for the various ways in which direct discouasebe expressed in comics. It is
necessary to add to Leech and Short's scales in order to enable them to encompass all the
types of speech and thought presentation found in comics. Research duestiddressed
in this chapter by the exploration of vaus effects generated from direct speaicti direct
thoughtpresentations in comics. Some of the effects that are produced by discourse

presentation in prose texts can be produced in comics too, such as distancing and proximity.
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But there are also uniquéfects generated by the speech and thought presentation of comics
which are made possible only in comics. There is potentially a capacity in comics to produce
a wider variety of effects due to the interaction of text and images. Pictures allow effects to
be created in the speech and thought presented as a part of them. The audio aspect of a direct
VSHHFK SUHVHQWDWLRQ PD\ EH HP SoKeDtype\oHlBectRpgeEnQ pHFKR
may be created, for examples. For any speech or thought presentatomes, many effects
are possible to generate depending on the visual context in which they. appbaptes, |
demonstrate some of the interesting and unusual effects produced by the different types of
direct speech and direct thought that | havatified in comics.

The overall contribution of this thesis is summarized in the final conclusions of
chapter. For the rest of this first chapter, | define what comics are, challenge the common
perception that comics are a simplified form of reading asittsome of the limited

academic literature on comics.

1.3 What are comics?

In the UK, comics can be found in science fiction and comic shops and in collected books
under the general marketing name of 'graphic novels' in bookshops (which can include
various types and genres of word and image works, frordficban to fiction publications
and science fiction or superhero to cartoon and humour titles). There can also be found a sub
section in many major bookstores and comic shops for translated Japzarege' titles as
well, which is a genre of black and white comics from Japan that has become popular since
the mid1990s.

There is a plethora of American superhero comic titles from aatloenture and sci

fi genres that dominate the comics industry amedtlae most widely recognised types of
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comics (and it is from these types of comics that | will be taking most of my data for this
thesis). When we think of comics, it is not uncommon for sketiwn comic book

superheroes likBatman SupermanSpiderMan andThe Incredible Hulko come to mind.

The U.K. imports many of these popular American comic book superhero titles from the
United States. In Japan, the manga comic market is vast and aimed at all ages of readers,
from children to adults. Many of the trslated manga titles we find here in the UK are based
on popular Japanese 'anime' cartoon shows, susailas Moon In comparison with the US,
Japan and other countries though, the UK comic market is quite small. Aside from-the US
imported comic titlesthe majority of Ukproduced comics occur in children's magazines or
comics, such aBennis the Menaceomic strips (nowDennis and Gnashgm The Beano

and various TV cartoon show and mebigsed comics such abe Simpson&There is a
well-known exception to this though in tB800 ADcomics anthology which contains the
long-running and welrecognisedludge Dreddcomic strips.). This would seem to reflect a
widespread stigmatic view in this country that comics and cagtigs are for children and
teens more than adults.

Comics are a multimodal medium that use both words and images to tell a story. They
can mimic elements of film, e.g. in the angle of images, and literature, e.g. in use of written
narration. But they also have the potential to create unique effects fearortibination of
text and pictures that are not possible (or not often used or difficult to create) in either prose
texts or films, e.g. dramatic irony can be produced by contrasting or contradicting the
semantic content of words against images, perhapgabe sarcasm, make obvious a lie or
highlight the hypocritical nature of a statement; or by creating ironic, coincidental, semantic
and metaphorical parallels between the words and pictures, such as if something was spoken

figuratively whilst a literabhysical portrayal of the words was depicted. So comics, whilst
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bearing the textual and visual traits of prose texts and films, are a unique medium that
combines words and images in a way that neither prototypical prose texts nor films can.
Eisner (1985, @08a) and McCloud (1993) refer to comics as 'sequential art' (1993: 5
9). Chute (2008) refers to them broadly as 'graphic narrative' (2008: 453). Both descriptions
imply that comics tell stories pictorially. Comics go a step further than written texts by
providing images, and these images are combined with words to create a whole reading
experience. Eisner (1996, 2008b) states:
The reading process in comics is an extension of text. In text alone the process of
reading involves wordo-image conversion. Caigs accelerate that by providing the
image. When properly executed, it goes beyond conversion and speed and becomes a
seamless whole. In every sense, this misnamed form of reading is entitled to be
regarded as literature because the images are emplogddragiage.
(Eisner 2008b: xvii)
Eisner (1996, 2008b) says that comics are a configuration of words and imagery that "fills a
gap between print and film" (2008b: xvii). But treating the images of comics as mere
extensions of text does not seem right wtiery have the capacity, and sometimes do, to
operate on their own. Comics can be made from a mere sequence of images, or images do not
always directly relate to or come from the words presented with them. The processing of
images in comics is entitled te lzonsidered a form of (visual) reading and even to be
regarded as literature as images are being used as a visual language to tell a story.
McCloud (1993) specifically defines comics as: "[jJuxtaposed pictorial and other
images in deliberate sequenceeided to convey information and/or produce an aesthetic
response in the viewer" (1993: 9). He points out that film "before it's projected [...] is just a
very very very very slow comic” (1993: 8). For McCloud, comics do not necessarily have to
contain word@. But Harvey (2001) disagrees with this, saying that: "It seems to me that the

essential characteristic of 'comitisé thing that distinguishes it from other kinds of pictorial

narrativesis the incorporation of verbal content][...] And the history ofazaringof ‘comics
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seems to me more supportive of my contention than of his" (20026)7%omics can be

purely pictorial in telling a story as McCloud says, but that is not a reason to place more
importance on images than on words or to neglect or astierate the role of words in

comics. The textual aspect of comics is as important as the visual aspect. Most comics are
known to employ both text and images in telling a story, indeed, a combination of words and
images is regarded to be the typical contércomics. Purely pictorial comics are

uncommon. The balance between words and images in comics is not always an even one
though. Some comics or certain panels within a comic may place more emphasis on images
over words and vice versa, so the signifiemotwords and images in comics can vary from
comic to comic or panel to panel. Not all comics follow the same format and layout and will
treat words and images in equal capacity. There are comics that are more visual than others
whilst some may incorporatheavier use of text.

Whether comics have words with their pictures or not though, the creation of a
narrative temporality that can be followed across a page (often thnaam patterns) through
panels is common to all comics, and this is supportedtiywords and images. Panels
containing text and pictures divide space and time in comics into a series of "unconnected
moments" and are separated by blank spaces called 'gutters' (McCloud 1993: 67, 66). Chute
(2008) describes panels as "the most basiecsg comics grammar" and McCloud (1993)
calls them "comics' most important icon" (2008: 454, 1993: 98). The gutters between the
panels also play an important role in comic pages and are a unique feature of the medium.
They provide the background canva®n which panels are laid out and arranged, split the
borders of panels to present the pictures as an arrangement of separate, 'snapshot’' moments,
and act as linking transition spaces from one panel to the next which readers must use their

imagination toifl in and create a 'moving' narrative sequence of events from.
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1.4 The comic debate: a lower form of reading or a visualerbal literature?

Compared to prose texts, comics have for a long time been held in lower regard and treated,
as McCloud says, asrude, poorlydrawn, semiliterate, cheap, disposable kiddie fare" (1993:
3). Eisner (1996, 2008b) sums up the general attitude toward comics:

Since comics are easily read, their reputation for usefulness has been associated with

people of low literacy antimited intellectual accomplishment. And, in truth, for

decades the story content of comics catered to that audience. Many creators are still

content with furnishing little more than titillation and mindless violence. Little

wonder that encouragement aateptance of this medium by the education

establishment was for a long time less than enthusiastic.

(Eisner 2008b: xv)

Eisner claims that because of the predominant art in traditional comics, "comics as a reading
form was always assumed to be a threditeécacy” (2008b: xv). This is perhaps the reason
for the general stigma surrounding comics and for why many consider it a form more suited
to children and teens. There is a perception that comics are an unchallenging type of text that
relies heavily ontte use of pictures to tell stories. Those that read comics regularly are
commonly branded as comic book 'nerds' or 'geeks' (like the portrayal of '‘Comic Book Guy"'
in The Simpsonsand are seen as somehow immature for it.

Because of their visuality, comiese commonly viewed as inferior to written
literature. But there has been a recent change in this view as studies into comics point out that
there is actually a complex process involved in decoding the unique word and image
narratives. There are a rangevadws on how words and images interact in comics and how
readers read them, as evidenced by the collection of essays in Varnum and Gibbons' (2001)
The Language of Comics: Word and ImaBecause of variation in how words and images

can interact in comicshe reading process is not a straightforward one, challenging readers to

keep track of and put together two very different modes in order to construct a narrative that
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communicates a story. McCloud (1993) describes how readers must make sense of the
framal 'snapshot' moments of panels by connecting them together and constructing a
temporality/timeframe from the sequence of depicted events. Causality and motion are
projected onto the blank space of gutters separating panels in order to link the sequence of
pictures together in an understandable way. There needs to be a substantial degree of reader
involvement with a comic text in order to interpret its narrative, as not everything in a comic
is told directly or visibly shown; readers need to 'fill in gdyetiveen the panels of pictures to
make sense of them (McCloud 1993:%8% 106). Chute (2008) also points out how the
reading of graphic narrative can place more demand on readers' cognitive skills and thus slow
down the rate of narrative processing, asl#lyout of and positioning of components on a
comic page may require-readings in order to ascertain or correct the order and/or direction
of narrative (reading is often ndimear, occurring in any direction in comics). Thus the
reading of comics coulshvolve a high degree of cognitive engagement (Chute 2008: 460).
Comic readers must often monitor and take in several elements on a page at once, both in
words and images, in order to have a full and complete reading of a comic. Each comic panel
containsmultimodal combinations of words and images that must be processed
simultaneously. This is conceivably a more complex task for readers and might be expected
to take longer to perform than just reading the text from a book.

It is arguable that comics are less complex and literary (by this | mean an
acceptable and higheegarded form of reading) than the written narratives of books. With
their bimodal combination of words and images, it is clear that comics are a uniqgue medium
that employs a different sef tools, strategies and rules for their narrative. More attention on
and study of this visualerbal medium would reveal more about the interaction between
words and images, the authorial techniques and the reading processes involved in comics, and

thuscould go some way to dispelling the general view that comics are a somehow less
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sophisticated and lower form of reading. There has been little in the way of academic studies

on comics and hence it is a medium that needs more scholarly attention.

1.5 Literature on comics

Whilst Eisner's (1985, 2008&pomics and Sequential Aahd (1996, 2008kpraphic

Storytelling and Visual Narrativand McCloud's (1993)nderstanding Comicare perhaps

the most welknown books that seriously analyse comics, there ane sther shorter essays

and studies that address comics. In the United States, attention and interest on the study of
comics has increased, as evidenced by the anthology of essays by various writers in Varnum
and Gibbons' (200Ijhe Language of Comics: Wband Imageublished in Mississippi and

the writings on graphic narratives and comics of Hillary Chute (2008) from the University of
Chicago.

The academic literature on comics is limited, but in this section | will outline some of
the other texts | have come across which provide background for the subject of this thesis:
Saraceni's (2003) bodkhe Language of Comic#/alker's (2003) linguistimivestigation into
Judge Dredacomics, Khordoc's (2001) article on the visual creation of sound effects in
comics using examples froAsterixcomics, and Herman's (2010) study which looks at the
multimodal representation of narrative through words and imaghe graphic storytelling
of comics using a page froihe IncredibleHulk comics

Saraceni (2003) applies linguistic concepts and metalanguage to comics. It addresses
linguistic topics of cohesion, repetition, coherence, semantic fields, inferenceppaiew
and, relevant to this thesis, speech and thought presentation in comics. In his chapter on
speech and thought presentation, Saraceni states that speech and thought are presented

directly in comics in speech and thought balloons (2003: 62). Amgbmts out that the voice
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of the narrator occurs not only in captions, but can 'intrude' into the voices of characters in
their speech and thought balloons too, though he claims it happens more frequently in
thought presentations and monologues in ot@éinform|...] the reader about certain facts in

the story" (2003: 6467, 66). "This happens because", says Saraceni, "the presentation of
speech and thought is [...] artificial, which always requires the narrator's intervention, and the
characters' voicecan never be reported in a completely faithful manner." (2003: 69). The
chapter on point of view in comics demonstrates how the angle from which panels are drawn:
can create deictic meanings and effects, such as distance and proximity and subjedtivity an
objectivity; can define the positions of characters within the story and the reader's in relation
to scenes; can place the reader close to or in the same position as a main character in order to
identify more closely with him/her, which can create indémarration visually; and can

allow the reader access to characters' emotions and feelings, especially throughslufse

facial expressions (2003: -84). Saraceni's book introduces ways of applying linguistic
concepts and theories to comics, but msant to act as a springboard for further linguistic
analysis of comics rather than be a detailed study of or informative guide to it. So whilst it is
a useful starting point for approaching comics with linguistic tools of analysis, it serves

simply to stow how linguistic concepts and theories can be adapted to the multimodal
medium of comics and encourages further linguistic study of comics.

Walker's (2003) investigation into the linguistic features of early and réadge
Dreddcomics using corpus tesitgues looked at the text components (speech balloons,
thought balloons, captions, etc.)lfdge Dredcdtomics from 1977/78 and 2002/03. Its
results revealed that speech balloons were the predominant source of windigerbredd
comics, suggesting thdte narrative ofudge Dredadcomics is told mostly through the
spoken words of characters, and a decrease in the use of captions and thought balloons since

1977/78 suggested a change in the structudeidde Dreddtomics over its twentfive year
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long hisbry. The spoken language of characters in speech balloons was found to produce
linguistic features such as contraction, negation and frequent occurrence of forms of 'be'; high
pronoun usage related to how the characters referred to and interacted witiothee; and a
lack of coordinators and subordinators was indicative of short sentence length resulting from
limited text space within comic panels. And another difference found betwedudpe
Dreddcomics of 1977/78 and 2002/03 was the use of captwnsternal narrative in
2002/03 and for third person or external narration in 1977/78. There was thus a greater
difference in linguistic features between captions and balloons in the dadge Dredd
comics as opposed to the 2002/03 comics whichalspl no marked linguistic differences
between captions and balloons. Also, thought balloons were limited Judge Dredd
comics of both eras, but there were more in the 1977/78 comics. These findings from
Walker's study show some of the linguistic featuof a particular comic series which results
from the text structure that allows only limited word space and from the progression of
narrative through the words of characters and the interaction between characters. The use of
only Judge Dreddcomics limis the generalisability of this study to other comics, but it is a
useful starting point for approaching the language of comics, making some important initial
observations about the discoursal, interactive and lirsipaated nature of comic text.
Khordoc(2001) wrote about how sound effects are created visually in comics.
Looking at examples frorAsterixcomics, she argued how the decoding of visual symbols in
comics to produce sound effects in the mind was a skilled process performed by readers and
explored the ways in which speech balloons could convey a variety of sound effects, such as
spoken words, volume, tone of voice, accents and even the sound of thoughts. Khordoc
described speech balloons as both linking and separating text and image in cangcs, be
unique feature of the comic medium that can create the illusion of sound. They signal that a

character is speaking and identify the speakers of words with their tails. The positioning of
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speech balloons mimics the order of conversations; their stmapeolour can signal the way
in which words are spoken, like jagged balloons indicating a shocked or angry tone of voice;
the size of letters can indicate the volume of voice and different font types can be used to
signal a different language or a diffatavay of speaking words; and pictorial symbols can
replace text in speech balloons, such as in the symbolic substituting of rude language which
covers up the actual words spoken but still conveys their force (e.g. *!*#$%*?!). In addition
to speech ballaws, rectangular boxes, usually yellow in background and without tails,
present the words of a narrator, and there are words that lie outside of speech balloons which
are usually sound effects or onomatopoeia (e.g. BLAM!). Khordoc also refers te cloud
shapé thought balloons with tails made up of a series of little bubbles or clouds as 'silent
balloons' (2001: 170), "speech balloons which, like the narrator's yellow, rectangular
balloons, do not actually convey sound” (2001: 169). These 'silent balloahgre¢kent what
a character is thinking, can contain pictorial symbols as well text, such as the image of a
light-bulb to represent an idea. And there are 'silent balloons' that use punctuation to represent
what a character is feeling, such as questioreanthmation marks to convey confusion,
surprise and perplexity, and these 'silent balloons' can be-shampeéd like the typical speech
balloon rather than cloushaped like thought balloons. Khordoc highlights how speech
balloons in comics work visuallgs well as textually to convey information such as sound
effects and thus shows how readers must not only read text in speech balloons, but decipher
symbols and visual information in them as well. Reading comics involves being able to draw
links between mitures and text; it is not enough to simply read text and look at pictures
separately.

Herman (2010) performs a multimodal analysis of a page TroeincredibleHulk
comic He looks at the representation of narrative through words and images in the graphic

storytelling of comics. In the page frofime IncredibleHulk, he explores how multimodality
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affects the narrative realisation of character. He calls to attention thetamp® of

considering both the interplay of multiple semiotic channels (words and images in comics)

DQG WKH FRIJIQLWLYH DVSHFWV RI VWRUNYRDLFUEQDQ &KDMNV RE
ORJLFY LQ DQDO\VLQJ QDUUDWLYéktd BermBrirekpiaihsthhonG RW K H U
readers interpret a physical and mental character transformafitwe ilmcredible Hulk

through the visual and textual cues. Background colours and visual details on a character
establish a constant structure in the panels wihaiBteable changes in the speech of the
FKDUDFWHU DV ZHOO DV DQ DOWHUHG DSSHDUDQFH VXJJH\
character into that of the Hulk. A balance between constant and changed visual and textual

details creates the impression of thegaaye of time as a character undergoes a dramatic
WUDQVIRUPDWLRQ $OVR WKH SUHVHQFH RI QDUUDWLRQ W
FKDUDFWHU XQGHUJRHV KLV WUDQVIRUPDWLRQ LQWR WKH
oneinwhichanet HUQDO QDUUDWRU WHOOV WKH VWRU\ RI WKH +
+XONYV WUDQVIRUP D WTL)RFnRtRi$-20alygis of both words and images,

Herman demonstrates the multimodal creation of narrative in comics. But though Herman
takesinto consideration both the visual and textual aspects of a comic and accounts for

multiple storyworlds in it, he does not tell us how exactly to go about analysing the

interaction between words and images in comics. He only looks at one exampléhom
IncredibleHulk and makes a subjective interpretation and analysis of it. He highlights the

need to address both the multimodality of a text and the interpretation of it, do$reot

suggest how this could be conducted in other comics. This issudtohadal analysis is

something kaddress in chapteB and 4 where | discusbe analysis of images in comics

(chapter 3) and identifigoth visual and textual narration typasd categoriem them

(chapter 4)
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1.6 Summary

This thesis is a linguistic sliy of narration and speech and thought presentation in comics. In

the chapters to come, it tests the application of linguistic models of narration and speech and
thought presentation on comics and in so doing, identifies types of narration and speech and
thought presentation in comics. The models of narration and speech and thought presentation

that have been used are: Fowler's (1986) 'internal’ and 'external’ narration types, the narrative
categories from Simpson's (1993) 'modal grammar of point of viewGa/ HHFK DQG 6KRUW
(1981) speech and thought presentation scales. Comics present an interesting choice of data

for this study because they are multimodal texts that possess both textual and visual aspects

due to their combined use of words and imagesy Hre a little studied area in need of more
academic attention.

Authors who have written about comics from an academic perspective, like McCloud
(1993) and Eisner (1996, 2008b), have challenged the perception that comics laerargn
material, arguinghat the sequential images of comics are employed as a visual language and
thus constitute a form of reading, and that the reading of 'graphic narrative' can be more
demanding on readers' cognitive skills (Chute 2008).

Other academic writings on comics iain bear some relevance for this thesis include:
Saraceni (2003), Walker (2003), Khordoc (2001) and Herman (2010). Saraceni'sT{2603)
Language of Comidsas chapters that address point of view and speech and thought
presentation in comics which are t® the subjects of chapters to come in this thesis.

Walker's (2003) corpus analysis of the text components of early and ndodigie Dredd
comics provides some interesting observations on the use of speech and thought balloons and
captions in comics. Thesextual components of comics are to be the focus of much of this

thesis. Khordoc (2001) looks at the creation of sound effects in speech balloons through
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visual markers like font size, the shape and colour of balloons and pictorial symbols. This
visual aspct of dialogue presentation in comics is something | will also address in my
discussions of direct speech in comics. Herman's (2010) multimodal analysis of
Incredible Hulktakes into account both its words and images in creating a narrative. h is wit
regard to the multimodal nature of comics that | have attempted to identify both visual and
textual types of narration in them in chaptéand 4

In the next chapter, | will be providing an overview of background literature on
narration which will inaide: Chatman (1978) and Short's (1996) models for narrative
discourse, Genette (1972) and Rimnattenan's (1983) definitions of ‘focalization' or point of
view in narraton, Fowler's (1986) intera and external narration types &idhpson's (1993)
modal gammar of pait of view. The literature outlined in chapter 2 will relate to chager

and 4
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Part One

Narration in Comics
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Chapter 2: Models of Narration

2.1 Introduction

In this chapter, | discuss sorokthebackground literaturen narration and introduce the two
models of narration that | will be applying to comic data in the next chapter (Fowler's (1986)
internal and external narrati@amd Simpson's (1993nodal grammar of point of vieyv'

also spend a section talking abooir® of the literature on narration in film from film

studies Thisintroduces us to narration in a multimodal medium (films amultimodal
mediumbecause they narrate stories through more than one mdateth sound and

images).To begin with, from seain 2.2 to 24, | provide an overview of the basic key

linguistic concepts of narratioifhis serves as an introduction to narration, providing us with

a theoretical foundation in narration from which we may begin to analyze narration in comics
in the nextchapterln section 2.2, | discuss Chatman's (1978) 'participants in the narrative
communication situation'. In section 2.3, | outline Short's (1996) 'discourse structure of
fictional prose'. These models lay out the participants and discourse levéleihwvoany
narrative communication, including in comic narration. In section 2.4, | deal with the concept
of narrative point of view or 'focalization' (Genette 1972), which is a central concept in
models of narration and which is identifiable in comaration too.Following this overview

of the key linguistic concepts of narratiam,sections & and 26, | thenintroducethe two

models of narratiothat luse to analyze comic narration in the next chapftemwler's (1986)
internal and external narrati@amd Simpson's (1993nodal grammar of point of viewh

section 25, | outline Fowler's (1986) internal and externatration types. In section& |

outline Simpson's (1993modal grammar of point of view apply Fowler's(1986)

distinction between internal and external narratind the narrative categories of Simpson's
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(1993) 'modal grammar of point of view'¢omic data in the next chapté&inally, in section
2.7, | providea summary of this chapter's conteiighlighting the main points of each
section Thisprovides us with thenecessaryoundation in narrativéterature and model®r
the next chaptewhich uses Fowler's (1986) and Simpson's (1993) models on comic data
Narration can occur in firssecondr third person using first person pronouns 'l' and
'me;, second person 'you' or third perso@, 'she’, 'him' and 'hefr'exclude scond person
narrationfrom this thesis though as it is irrelevant. | have not seen any instances of second
person narr&n in comics and so | treat this type of narration aseamurring in comics.
The narrator may or may not be a participant character in the story s/he tells and s/he can be
restricted or unrestricted in knowledge and point of view. If a narrator isact&awithin a
story, s/he is an 'internal’ narrator (Fowler 1986) who will tell the story from his/her own first
person perspective:
| was in Madrid once and saw the living statues in Plaza Mayor. It crossed my mind.
Who would | be? | thought of Picassthey named the airport in Malaga after him.
Then | thought of Lorca. | saw a plaque for him in Benal Madena. | looked up from
the street and there it was. But how does a poet dress?
(Minhinnick 2012: 93)
This type of narration is restricted to the pahtiiew, knowledge and mindf the character
narrator,t is limited. A narrator who is not directly involved in the story s/he,tblisis a
persona outside of,its an 'externaharrator (Fowler 1986) whiypically tells the story in
third person. External narrators may be omniscient with unlimited knowledge and
information and unrestricted abilities to access any time, location or the mind of any
character in the story:
Charlie Minton, fifty-seven years old, twice magd, father of one, woke up and for a
moment didn't know where he was. It was a familiar feeling: over the years he'd
woken up in boarding houses, tents, thrésur- and fivestar hotels, shacks, on the

back seats of cars and airport floors, in Beirukybg New Orleans, Rio and Pretoria,
and had had the same momentary feeling of dislocation. It was part and parcel of the
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itinerant, unsettled life he had once chosen for himself and sometimes still hankered
after. Now, he thought, this grey light could pbke England, and as he came more
fully into the day something even worse occurred to him, which was that he was at
Ashenden Park.
(Wilhide 2012: 2)
Or an external narrator may display a restricted point of view. S/he may tell a story
objectively like a &ctual report with no access into the minds or point of view of characters:
Three days later, just past nine in the morning, Violet took two guineas from the old
tobacco tin hidden beneath a loose tile in the fronm fireplace, picked up her big
tin maket box, and left her house. It wasn't market day, though. She crossed the quiet
square and set off up Northern Road towards the railway station.
(Ferguson 2012: 33)
An external narrator may also adopt the restricted perspective of a character inythe sto
narrating still in third person but conveying the limited point of view of the story character:
Katie shaded her eyes. She heard sirens, many sirens, screaming, wailing. Something
was wrong, oh, my; so very wrong. Katie had never heard so many @iyergs at
one time.
(Oatman High 2012: 11415)
Whatever form it takes, narration exists in any stetlng medium, in books, films and
comics.In the telling or narration of any storjq@dremustalwaysbea narratopresento tell
or narratethe story. Whilst the narrator of a prose text narrates in words, the narrator of a film
must narrate through moving images and only sometimes may use verbal narration (as in
voice-over narration). Comic narrators use both words and images to narrate a story.
To provide a foundation for the discussion of narration, the following two sections

will outline Chatman (1978) and Short's (1996) models for narrative discourse which show

all the participants involved in a narrative communication situation.
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2.2 Participants in the narrative communication situation

In this section, | explore thaifferentparticipant structures for narration proposed by
Chatman (1978) and Rimmdfenan (1983)Figure 2.2a (below) is an early representation
from Chatman (1978: 15bf the communicative process involved in narration. It proposes

the participants for a narrative communication situation:

Real --- Implied — (Narratory— (Narratee) Implied Real
author author reader reader

Fig. 2.2a

The real author and real reader at the ends exist outside of the narrative world; they are not
part of the narration of the text. Instead, they are 'represented' by the implied author and
implied reader. The implied author is the governing consciousness of a text that may or may
not be invisible and sileng/he or it is the entity who designs the whole of the text and who
sets its norms and guides general attitudes embodied in it. THedrapthor is separate

from the real author aghe is a persona that acts in the real author's stead and can embody
different ideas, beliefs and emotions from Hier. The implied author is often more
knowledgeable, morally superior and consistent aruesta character than the real author

who can take on different personas in different works. And different from the narrator too,
the implied author is described by Chatman to have 'no voice', 'no direct means of
communicating' (1978: 148), unlike the raar who is the narrative 'voice' or 'speaker’ of a
text. So whereas the narrator of a text is obvious and immediately perceivable fien his
words, the implied author is subtle and inferred from the text. Like the implied author, the
implied reader tods inferred and is different from both the real reader and the narratee.

Comic texts must have a real author and a real reader too, and a narrator or implied author
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and a narratee or implied reader. Comic stories are narrated through a combination of words
and pictures, so there is textual and visual narration. A narrator's voice will appear through
words and a narrator's visual perspective will be conveyed through images. Sometimes, the
visual narrator of images may not be the same as the verbal nafratinde as different

narrative viewpoints may be adopted by each. Likewise, the narratees of the visual and verbal
narrators of comics can be different too.

Chatman states that every text has an implied author and implied reader, but a narrator
and narrage are optional. If there is no narrator and narratee, narrative communication will
occur between the implied author and implied reader. RirAgeran(1983 disagrees with
Chatman here, pointing out that a 'voiceless' implied author cannot take theaole of
'speaking' narrator and be directly involved in the narrative communication situation.
RimmonKenan also objects to Chatman's treatment of the narrator and narratee as optional
in narrative communication, arguing that every tale needs a 'teller', serteespeak it. Thus
for Rimmon Kenan, the narrator is a minimal requirement for the narration of a text. And
similarly, a narratee too is needed as the recipient being addressed by the narrator. Even when
the narratee is implied or the narrator becoméadriswn narratee, there is always a
narratee that is being narrated or 'spoken’ to; a text must be directed at a narratee. The real
author, real reader, narrator and narratee are the only participants in narration that-Rimmon
Kenan treats as essential aptevant (RimmorKenan 1983: 889). | share this view that
there is an author, reader, narrator and narratee for every narratividhiexs because the
author of a nartave text will communicate to seader through the voice and persona of a
narrator(who may or may not béhe author'®wn voice and personajpdthis narratomust
addess a narratee (who may or may not berdasle). An implied author and implied reader
are unnecessatbecause there is no referencetalirect address dhem in a arrative text

Theimplied author and implied reatienarrative positions aneles normally coincide with
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those oftherealauthoror narrator and real reader or narraig missing from this list of
narrative participants are the characters irstbgy. Short (1996) includes story characters
amongst the narrative participants in his 'discourse structure of fictional prose' which will be

discussed next.

2.3 The discourse structure of fictional prose

Unlike Chatman (1978) and Rimmdfenan (1983)short's (1996: 25@57) 'discourse
structure of fictional prose’ (figure 2.3a belangludes the charactersa story amongshe
narrative participantdn addition,Short's (1996)iscourse structure of fictional prose'

structures prose narration irttree levels of discourse:

Addresser 1 Message Addressee 1
(Novelist) (Reader)
Addresser 2 Message Addressee 2
(Narrator) (Narratee)
| |
Addresser 3 Message Addressee 3
(Character A) (Character B)
Fig. 2.3a

The basic discourse structure of a novel consists of three levels and six participants. The first
level of discourse involves the novelist or actual author and the actual reader. The second

level of discourse is between the narrator and the narrateehifthéetvel of discourse occurs
between two characters within a story. On each level of discourse, messages are
communicated between the addresser and addressee participants: the author tells the reader a
story, the narrator is the persona or voice whillh tee story to an intended narratee, and a

character within the story may interact with another character. It is not always the case
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though that a prose text will operate on three discourse levels with exactly six participants.
Sometimes levels can be rged or 'collapsed’ together (Short 1996: 260). In first person
narratives where a character also acts as the first person narrator, the cbhhesatter and
narratornarratee levels may be brought together, leaving just four participants (the author
reader and narrator/charactesirratee/character levels). In nfictional autobiographies, all
three levels may be collapsed together because the actual author is also the first person
narrator of his/her story and a character within it, so only one dsedewrel would be
operating. There can be multiple narrators, narratees and characters in a story too, giving rise
to more than six participants in total. If a character in a story (character C) writes a letter to
someone, s/he could become a second warfarrator 2) with his/her intended recipient
(character D) becoming another narratee (narratee 2). This would be in addition to the first
narrator (1) and narratee (1) and characters A and B. Figure 2.3b (below) is the discourse

structure for a prosexeinvolving two narrators and narratees and two sets of characters:

Addresser 1 Message Addressee 1
(Novelist) | (Reader)
' ks
Addresser 2a Message Addressee 2a Addresséri@isage  Addressee 2b
(Narrator 1) | (Narratee 1) (Narrator 2) | (Narratee 2)
| | |
Addresser 3a Message Addressee 3a Addresser 3b Message Addressee 3b
(Chaacter A) (Character B) (Character C) (Character D)
Fig. 2.3b

There are a total of ten participants in the discourse structureuod 8gb. If character C

was narrator 2b and characBewas narratee 2, as would be the case if character C had
written a first person letter addressed to character D within the story, the namatoatze 2

and character €haracter D levels would be collapsed together into one level. A total of eight
paticipants would then result. If the narratenarratee 1 and charactercharacter B levels

were also collapsed together, there would be a total of six participants over two levels (level 1
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consisting of the novelist and reader and level 2 consistitwao$ets of collapsed
narrator/charactemarratee/character levels).

Short's (1996) discourse structure of fictional prose explains the presence of multiple
viewpoints in a narrative text depending on the number of participants involved and the
collapsibk discourse levels allows different types of first and third person narration to be
accounted for. This is useful for comics where there can often be more than one viewpoint
from more than one narrator and thus more than one type of narration. As | r@e tiidine
previous section (2.2), comics narrate through a combination of words and pictures, so they
possess visual and verbal narration; the narrator whose visual point of view is adopted in the
images and the narrator whose voice is projected throeghritien text may not be the
same as one another and their viewpoints may differ. More than one type of narration can
arise in a comic panel, for instance, first person narrative text that may be the voice of a
charactemarrator from within the story arapicture that is located from a third person
visual narrative point of view; a first person verbal narrator and a third person visual narrator
would both be present in this case. Whereas prose texts may be narrated by the words of a
single narrator, corng are usually composed of narration from both a visual and a verbal
narrator whose perspectives may or may not be the same. Because it is flexible enough to
include more than one narrator for a text and includes characters from the story amongst the
participants of narrative discourse, Short's (1996) discourse structure of fictional prose is
more useful for comics than Chatman's (1978) participants in the narrative communication
situation (from section 2.2), which only accounts for one narrator in aimart@xt who,
along with the narratee, is regarded as-essential in a text, and which does not include
characters in its participants of a narrative communication situation.

This and the previous sections have looked at models through which to umdi¢nsta

structure of narration and the participants involved in it. Narration occurs when a sender
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communicates a message to a receivea. prose text such asnovel, the author is
communicating a story to an unknown reader in written fditne. proseextauthor adopts

the voice or persona of a narrator who addresses a narratee in order to tell or narrate his/her
story to a reader. The narrator ghr@setext may or may not be the same as the actual author
of the text and the narratee may or may reothe same as the real reader of the tex.

comic, the comic author(s) communicates a story to a reader using both words and images.
The comicauthor(s) uses a combination of visual and verbal narration to narrate a story to a
reader. The comic auths)(adopts the voice of a verbal narrator in words and the visual
perspective of a visual narrator in picturéssual and verbal comic narrators and their
narratees may or may not be the sasene anotheWithin the world of the narrated story,

the narator(s) creates characters who may communicate with one another. Characters in
prose texts are created descriptively through words; characters in comics can be shown
directly and visually in pictures as well as being referred to in words. Charactert®if a s

are also able to act as the narrator of the story. A narrator will tell his/her story through
his/her adopted point of view and the receiver will thus perceive and view the story through
this narrative point of view. There are different types of timmadictated by narrators of
differing points of view. The next section will discuss point of view in narration, also referred

to as 'focalization’ by linguists.

2.4 Focalization

The perspective or point of view that a narrator presents a story frishngcessarily
his/her own. The point of view that a story is narrated from is called its 'focalization' by
Genette (1972). The reason Genette uses the term focalization is because it is a more abstract

term and avoids the specifically visual connotatiohgoint of view (Genette 1972: 206). In
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narration, point of view includes not only the visual orientation of a character, but his/her
cognitive, emotive and ideological orientations too. Focalization encompasses the broader
meanings of point of view inamration and aids in distinguishing perspective and narration
from one another. It also avoids potential confusion with the usage of point of view (whether
it is intended in a visual or broader sense). The character whose point of view is being
focalized,who is the source of focalization, is known as the focalizer.

But focalization is ultimately just an alternative term for point of view. They are
interchangeable terms with the same meaning and are identified by the same markers in
narration. Not all maygree with Genette (1972) as well that focalization is less visual in
connotation than point of view. Point of view is a particular outlook or perspective on
something. It can be determined by psychological (cognitive, emotional, ideological) as well
as senory (auditory, olfactory, touch, taste, visual) perception. It is not necessarily a visual
concept, but descriptions of visual perception are one of the most obvious and frequent
markers of point of view. The understanding of focalization is no différemt this and
focalization can be just as visual as point of view depending on its markers. Genette's (1972)
distinction between the terms is based on his own ideas about them. He treats point of view as
a primarily visual concept, ignoring its nersualaspects and thus not using its full meaning.
Focalization is still a useful linguistic term to keepufh. Itcreates a name for the source of
a point of view: the focalizer.

When the narrator of a stonarrate from higherown pointof view of eventsthe
narrator and focalizer are synonymous and there is no distinction between the two. But when
narration is told from the point of view of a character other than the narrator, the focalizer
differs from the narrator and the distinction between focatinedind narration is made

clearer. We can see examples of these differing points of focalisation in the passages below:
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| think the very name of Paris brought a rush of pleasure to me that was extraordinary,
a relief so near to wellbeing that | was amazed,only that | could feel it, but that I'd
so nearly forgotten it.

(Rice 1976: 219)

Max Vandenburg promised that he would never sleep in Liesel's room again. What
was he thinking that first night? The very idea of it mortified him. He rationalised that
he was so bewildered upon his arrival that he allowed such a thing. The basement was
the only place for him as far as he was concerned.
(Zusak 2007: 215)
The first passage, taken from Anne Rideterview with the Vampiras narrated by and
focalized fom a first person narrator. This first person narrator narrates from his own
personal perspective, conveying his own feelings and emotions. The second passage, from
Markus Zusak'§he Book Thigfis narrated by an external third person narrator but irtgrna
focalized from the perspective of the story character Max Vandenburg. Here, the narrator is
not conveying his own point of view, but that of a character within the story, expressing a
sense of the character's cognitions. Much of the wording seemsapprapriate to the
character than to the narrator, for example, 'What was he thinking that first night?' seems very
much like a free indirect representation of Max's thoughts, a question he believably may have
asked himself. Through the mediating voice amids of a narrator external to the story,
Max Vandenburg's internal viewpoint, thoughts and opinions are being generated and
reported indirectly.

It should also be noted that focalization does not only have a source (the ‘focalizer’)
but also a targeti{e ‘focalized’). Narratives are focalizgglsomeone andn someone or
something (Bal 1977: 29Focalizatiorhas both a subject and an object. The subject
(‘focalizer') is the agent whose point of view directs the narrative; the object (‘focalized) is
what the focalizer perceives, whether it be a person or thing (Bal 1977: 33). In narratives

where the focus changes frequently and there are switches between different points of view,

such as in narratives with an omniscient narratoo dips in and out alifferent characters'
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points of view the focalizer and focalized will change with every point of view switch. So
focalization can fluctuate thoghout a text.

RimmonKenan (1983) categorises focalization in two ways: position relative to the
story and dgree of persistence (1983:-74). Position relative to the story addresses whether
focalization is external or internal to the story. External focalization is closer to the narrator
and it is driven by the 'narratéocalizer' (Bal 1977: 37). The positisof the narrator and
focalizer are near to one another in this type of focalization. Internal focalization is based
within the events of the story. This type of focalization often comes from a 'character
focalizer' involved in the story, but it can alsmetimes be no more than anpersonified
textual stance located within the world of the story like an invisible character. External
focalization is a perspective close to the narrator's outside of the story world whilst internal
focalization reflects thpoint of view of a story character or some other position inside the
story world.

Degree of persistence refers to whether focalization remains consistent throughout the
narrative. Focalization can switch or shift between more than one focalizer iragvearr
There can be a fixed focalization which maintains the perspective of one focalizer, variable
focalization which moves between the perspectives of a couple of main focalizers, and
multiple focalizations which shift through several focalizer perspestiRimmorKenan
1983: 7677).

RimmonKenan (1983) also discusses various facets of focalization: perceptual,
psychological, emotive and ideological (1983:82). These facets of focalization, especially
the perceptual facedreuseful inthechapterdo come formy analy®s of visual points of
view in images in comicd hrough my analyseof comicdatain later chapters, | shothat

focalization is present in the images of comics as well as in the writteanexthat images
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are capable afiot only vsual perceptual focalizatiguvhere we see what a character sass
if through his/her eyedjut can convey psychological and emotive focalization as well

The perceptual facetf focalizationrefers to perception through the senses, as in
sight,hearing, smell, etc., and is determined by physical space and time. Spatially,
focalization can take a distanced observer's bird's eye view from above of objects, characters
and events of a story, which is the common position of an external ndaeddizer. Or,
when focalization is coming from a character or an unpersonified position within the story, it
can be limited to the perspective of an internal chardotalizer; in this case, narration will
be restricted to following and seeing through theseyfehe characteocalizer only.

Temporally, external focalization can occur broadly in the past, present or future, whenever
the narratoffocalizer wishes, but internal focalization is limited to the present time of the
characteffocalizer.

The psycholgical facet of focalization is concerned with the mind and emotions,
dealing with the cognitive and emotive orientation of the focalizer towards the focalized. The
cognitive component of psychological focalization includes knowledge, conjecture, belief
andmemory. External focalization has access to the unrestricted knowledge of the external
narratorfocalizer whilst internal focalization is restricted to the knowledge of the internal
characteffocalizer. An external focalizer, in principle, knows everyghabout the
represented story worle.g. all the characters inhabiting that world, every event that has
happened in it, the location of everything in that world, &tcinternal focalizer, being part
of the represented story world, cannot know everytalmut it s/heis limited in what s/he
knows about his/her worle.g s/he cannot know of every event that has taken glace
everything about every other character in the s@stricted in knowledge afho everyone
is, their personal histories, thdacaionsandtheir activitiesat any point in timg The

emotive component of psychological focalization tackles the 'objective’ and 'subjective’
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distinction between external and internal focalization. The subjectivity of an internal focalizer
will often be evident as his/her feelings, views, opinions and interpretations ‘colour'/taint the
description of things in the narratidBubjective internal focalization is exemplified when
something is described through the views, feelings and opinions of atehaeag. 'He was a
monstrous behemoth of a man. One could imagine his huge, gi@ellarms snapping a

branch in two merely by wrapping aroundkxternal focalization is more objective due to

the neutral and uninvolved stance of the external focallzee external narratdocalizer
presents an outside observer's emotiordilyanced viewpoint and is more likely to
emphasize the speculative nature offfesdescriptionsShe will often focus on describing

the observable external behaviour of saled character, leaving the inner state of the
character to be implie@®bjective external focalization is exemplified bynare factual,
unbiasedand lesopinionateddescriptionof somethinglt focuses on the external observable
traits of a focalize@haracter or objeathilst suppresisg internal descriptions of a
character'seelings ancemotions, e.gHe was a man of large proportions, bigger than most.
His arms were thick and muscular, indicative of great strength."’

The ideological facet of focalation concerns the ideologies that set 'the norms of the
text'. The general conceptual ‘wekleew' of a focalizer will be evident from his perspective;
the 'norms' of the text are presented often through a single dominant perspective, that of the
narrata-focalizer. The ideology of the narratfmcalizer is usually the authoritative one from
which any other (subordinate) ideology in a text is assessed. In complex cases, the single
dominant external focalizer may open up multiple ideological positionsidEoéogical
position of a character may be represented through his way of seeing the world or his
behaviour in it, or even through explicit discussion of his ideology. The norms of a rarrator

focalizer also may be implicit in his story orientation or ey formulated. Ideology plays
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a part in story as well as narration, contributing to the presentation of characters in addition to
identifying focalization.

The perceptual, psychological and ideological facets may come from the same point
of focalization, but they may also come from different focalizers. An example of clashing
focalizers would be when the visual point of view of an internal charémtalizer is
combined with the ideology of an external narrdtmalizer. This may be found in stories
where an older version of a character looks back on his youth; he may describe his past
experiences through the eyes of his younger self, but his narration would still adhere to the
norms of his narrating older self's ideology, thus presenting the rettiogpeast tense
position, view and opinions of the mature charantarator as he describes the perceptions
of his younger self.

Focalization in a text can be signalled by various linguistic indicators of viewpoint,
such as naming, deixis (spatial, temgd@nd social), choice of lexis, syntax, evaluative
adjectives and adverbs, verbs of cognition and perception, verbs and adverbs related to
factivity, schemeaoriented language, use of definite (‘the') or indefinite (‘a’) articles to present
known (given) o unknown (new) information, and event sequencing (Short 19962263

Indicators of viewpoint can be identified in two of the text passages used earlier:

Katie shaded her eyes. She heard sirens, many sirens, screaming, wailing. Something
was wrong, ohmy; so very wrong. Katie had never heard so many sirens crying at
one time.

(Oatman High 2012: 11415)

Max Vandenburg promised that he would never sleep in Liesel's room again. What
was he thinking that first night? The very idea of it mortified hita.rationalised that
he was so bewildered upon his arrival that he allowed such a thing. The basement was
the only place for him as far as he was concerned.

(Zusak 2007: 215)
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In the first passage from a short story by Oatman High, the auditory perosiptinen
character Katie is highlighted by the use of the verb of perception 'heard'. And an indirect
presentation of her thoughts is given in "Something was wrong, oh, my; so very wrong." The
use of the colloquial phrase 'oh, my' is indicative of Katieisevbecause the words seem to
be hers rather than the narrator's. In the second passage from Zusaki$ia®@bk Thief
the character Max Vandenburg's point of viewndicated by severaharkes. The use of an
interrogative "What was he thinking]?" presents Max's seifterrogativeand seKberating
thoughts.The deictic determiner 'that' in "that first nigihtdicates Max's temporal and
mental distancing from the 'night' referredThe verbs of cognition that indicate an opinion:
'mortified’ and 'rationalisedonvey Max'dlisgustandbewilderment ahis own actions.The
‘deontic’ (Simpson 1993: 448) modal verb 'allowed' in "[lhe allowed such a thing"
indicates permissioand highlights Max's sense of shame in having given himselfipgaon
to indulge in an action that he felt he had no right toAdal the adverbial phrase "[...]Jas far
as he was concernediphasizes Max's own personal views and opinibhese viewpoint
markersconvey Max's seltritical opinion He is berating himsfefor having slept in
someone else's (Liesel's) room. These example texts show a single viewpoint being
emphasised, but when shifts in focalization occur in texts, the linguistic indicators of
viewpoint will change as they become appropriate to otheliZecs

In comics, focalization is not limited to being conveyed only through written text, but
through images as well. Narrative point of view is identifiable from the positioning or angle
that we are shown a picture from. The visual viewpoints ofdmgtthird person focalizers
are identifiable in images by determining whether an image is located from the point of view
of a character in the story (internal first person point of view where we see things through the
eyes of a character and are shown ovityat a character sees) or from a point of view that

does not belong to any character in the story (external third person point of view where we
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are shown things from the eyes of an outside;panticipating narrator). A visual perceptual
focalization isidentifiable in any image, but other types of focalization can be conveyed
visually in images too. Mental states and emotions of characters could be conveyed by how
images and things within them are portrayed. Visual factors like use of colours, vieatd eff
(such as blurring and distortion of images) and focusing on particular targets of interest
(whether characters, objects or locations) can all be used as indicators of psychological,
emotive and even ideological focalization (see Rimiidenan (1983) irpassages above).
Textual and visual focalization are both present in the words and pictures of comics and so
more than one focalizer and type of focalization may exist at a time. ldentifying focalization
visually as well as textually is necessary for tifgimg both visual and textual types of
narration in comics. In the next chapter, narrative point of view or focalization will be
essential in identifying internal and external and first and third person types of narration in
comics, visually in images drtextually in written text.

Thus far, | have discussed some basic but important ideas and concepts in narration:
the participants and discourse structure of narramahfocalizationIn the next two sections,
| discuss two models for categorizing naipatby Fowler (1986) and Simpson (199Bhese
two models propose types and categories of narration that can be applied to comics. In the
next chapter, | identify these types and categories of narration in bothafes and written

text of comics

2.5 Fowler's (1986) internal and external narration types

A basic narrative distinction that | have found applicable for comics comes from Fowler's
(1986) model for categorising narratidrhis narrative distinction can be foundaath the

images andvritten textof comics and so is suitable for this multimodal meditnrhis
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Linguistic Criticism Fowler uses Uspensky's (1973) distinction betwetamnal and
externalperspective. He defines 'internal’ narration as narration from the point of view of a
characer within the story and 'external’ narration as narration from a position outside of any
of the story characters' points of view. Internal narration is hence subjective whilst external
narration is objective. Fowler splits each of these two types of imariato two categories,
making up four in total: internal type A, internal type B, external type C and external type D
narratives. Type A narration is narration that comes from within a story character's
consciousness, revealing his or her feelings andays about events and characters of the
story. Type B narration is narration from someone who is not a participant in the story but
who possesses knowledge and insight into the minds and feelings of characters in the story
an 'omniscient’ narrator. TgpC narration is narration from outside of any story character's
consciousness and which provides no privileged access to their private thoughts and feelings.
Type D narration is also from outside of any character's consciousness and it highlights the
limitations of the narrator's knowledge and his inability to access the minds of characters
(Fowler 1986: 134135). Type A narration is the most subjective and personal form of
internal narration whereas type C narration is the most objective, neutral amsangddéorm

of external narration. Type A narration, whether in first or third person, highlights the point
of view, feelings and opinions of the focalizing story character: 'l couldn't put my finger on
what, but something about the man unsettled me. $\glassy gaze fixed upon me, the hairs
on the back of my neck immediately stood up.' Type B narration, which occurs in third
person, involves an omniscient narrator's account of the cognitions, feelings and perceptions
of story characters: 'The more Johthgught about it, the more he liked the idea.' Type C
narration, always in third person too, is much like a factual report of a story, offering no
opinions or judgements on the things reported: 'Jack walked into the shop. He picked up a

chocolate bar frorthe counter and paid for it. Then he left." Type D narration, sometimes
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using first person pronouns, highlights the persona of the external narrator and his limitations
in knowledge: "The man glared at him. He did not look happy. He was probably furious.’
Fowler's distinction between internal and external perspectives stems from a basic
distinction between subjectivity and objectivity in texts. But though this internal/external
distinction is useful for narrative texts, Fowler's four narrative typesetefrom it are not
without some problems. Internal type A narration is said to be able to occur in both first and
third person narration. But it may become difficult to distinguish third person type A
narration from third person type B narration, sinceuaator with omniscient abilities to
delve into the minds and perceptions of story characters may be present in both. The only
difference between a type A omniscient narrator and a type B omniscient narrator would
perhaps be the degree to which the omarganarrator channels the point of view and mind
of a story character; a third person type A narrator would more heavily focalize a character's
viewpoint than a type B narrator. In this case, it is not so much that internal third person
narration can be dided into two narrative categories of type A and B. | would argue that
internal third person narration is separate from internal first person narration and that it
should be omitted from type A narration. Type A narration would, in my opinion, be better
being restricted to internal first person narration whilst all internal third person narration
would come under type B narratiorhis would make the distinction between types A and B
narration clearer and their identification simpleany narrative textThe external type D
narrative category also is questionable. It is less common and harder to identify than the other
three narrative types. Fowler's definition of it is ambiguous. | question whether it warrants its
own separate narrative category wheroitlld perhaps just be considered an extension of
external type C narration. Taking for example these constructed sentences: 'In his face, there
was a look that could only be described as sheer terror. His eyes bulged and his skin had

blanched. Taylor hacesn that look before.', it is hard to tell whether this is coming from a
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character's (Taylor's) or a narrator's perspective. It could be interpreted either way. The
description of a face could be occurring through the eyes of the character Taylor (whilst
being narrated by the external third person narrator) or through the eyes of the external
narrator. These sentences could be categorized as either internal type B or external type D
narration. The difficulty in identifying type D narration is thus evidértan be hard to
recognise and distinguish from other narrative types. It is dependent on markers of the
external narrator's point of view which can coincide with or be mistaken for a character's
point of view. The possibility of first person pronounsrigeused by an external type D
narrator is also problematic. First person narration is usually, if not always, associated with a
character involved in the story. So it is hard to imagine first person narration coming from an
external narratorial source;itfdoes, one could question whether that narratorial source is in
fact external. First person narration, by its nature, is of an internal perspective.

Despite these problems with Fowler's narration typas)usingtheinternal and
external narratiotypesin chapter 4 (section 4.8%) be applied tadhetextand image®sf

comics

2.6 Simpson's (1993) modal grammar of point of view

The problems with readily identifying Fowler's (1986) internal and external narration types
make them difficult to applyo comicsas well as prose textSowler's four narrative types

are not weldefined from one another and may overlap in some cases of narratives, for
instance, some narratives may waver between internal types A and B narfados found
categories oharration that are more transferable to comics from Simpson's (1993) 'modal
grammar of point of view in narrative fiction', a development of Fowler's (1986) narration

types in which Simpson distinguishes betweategory Aandcategory Bnarratives.
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Simpsa defined category A narratives as being narrated in the first persopaoicpating
characterwithin the story. This category corresponds with Genette's (1#fbdiegetic
narration as the narrator takes part in the story that s/he is narratingceptdrom the
introduction section (2.1) demonstrates category A narration:

| was in Madrid once and saw the living statues in Plaza Mayor. It crossed my mind.

Who would | be? | thought of Picasso. They named the airport in Malaga after him.

Then | thoght of Lorca. | saw a plague for him in Benal Madena. | looked up from

the street and there it was. But how does a poet dress?

(Minhinnick 2012: 93)

Category B narratives occur in the third person by an invisible, 'disembodied’, non
participating narratorThey correspond to Genette's (19&)erodiegetimarration. There
are two sulypes of category B narratives: Bnarratorial mode B(N), and B inReflector
mode B(R). B(N), in narratorial mode, is where the thoerson narrative is told from a
‘floating' viewing position, outside that of any character; it is only the 'voice' of an outside
observing narrator that is telling the story. An example of category B(N) narration:

Three days later, just past nine in the morning, Violet took two guineastisoid

tobacco tin hidden beneath a loose tile in the fronm fireplace, picked up her big

tin market box, and left her house. It wasn't market day, though. She crossed the quiet

square and set off up Northern Road towards the railway station.

(Fergusn 2012: 33)

B(R), in Reflector mode, is a thigerson narrative that occurs from within the consciousness
of a story character; the omniscient narrator moves into the mind of a particular character (the
reflector) and narrates from his/her point of viéva example of B(R) narration:

Katie shaded her eyes. She heard sirens, many sirens, screaming, wailing. Something

was wrong, oh, my; so very wrong. Katie had never heard so many sirens crying at

one time.
(Oatman High 2012: 11415)
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Simpson further subvided his category A and B narratives ipisitive negativeand
neutralmodalities, creating nine categories in total: A, B(N) and B(R) positive, A, B(N) and
B(R) negative, and A, B(N) and B(R) neutral (Simpson 19937&5

'Positive modal shading'¢ases on the signs of internal feelings and thoughts rather
than inferences based on external observations. It highlights what Simpson refers to as
deonticandboulomaicmodal systems which foreground a narrator's desires, duties,
obligations and opinion&.g. verbs of obligation and desire in "Yieeedto go' and 'Wéiope
you can stay'). And it suppressgsstemicandperceptionrmodal systems which leads to an
absence of epistemic modal adverbs pkssibly probably, maybeandperhaps modal
auxiliaries likemight, couldandmust and perception modal adverbs likadentlyand
apparently Generic sentences (e.g. 'Homes are the territory of wormerbp sentiendie.g.

'l feel, "Theysuffer) and evaluative adjectives and adverbg.(& was aemptingoffer' and
'She sandpeautifully) mark positive modal shading (Simpson 199353%.

'‘Negative modal shading' is concerned with the observation of external signs and
conveys the limitations and potential unreliability of perceptibexhibits the epistemic and
perception modalities that are absent from positive modal shading. Epistemic modal
auxiliaries (see examples above), modal adverbs (see examples above), modal lexical verbs
('l supposg 'l assumg and perception adverbs é¢sexamples above) are commonly used.
Structures indicative of perception (It seems to be...", It looked like..." and 'lIt appeared to
be...") and 'words of estrangementfr{listhave been...', 'l dorknowwhy' and 'l stillwonder
whether...") are alstypical of negative modal shading (Simpson 199358258). The
effects of alienation, bewilderment and estrangement are often created in negative modal
narratives. Uncertainty about reported characters and events can be evidenced from the
expressed lackf confidence in the truth of statements made. The modal auxiliary in a

statement like: 'ltouldhave been a wild animal' conveys a degree of doubt in the speaker on
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what he is reporting; he is not totally certain of his statement. This is charactdristic
negative modal shading.

‘Neutral modal shading' is characterized by a complete lack of narratorial modality. It
presents objective physical descriptions about characters and events, withholding subjective
evaluations. Stories are told through 'categdissertions’ (e.g. 'They marched him out in
the early morning hours. A few minutes later, there were gunshots. We never saw him again.’'
and 'Mother died three days ago of a heart attack. Today is her funeral.") with little attempt at
psychological devejament, avoiding any deep exploration of thoughts, feelings and
emotions. Neutral, unmodalized narrative texts can have a 'journalistic’ feel in their use of
factual reports and they are often described as 'flat’ andeflentive (Simpson 1993: 60
62).

A positive narration would display the signs of positive modal shading in its first
person homodiegetic narration, as would the B(N) and B(R) positive narrative categories in
their third person heterodiegetic narration from narratorial and reflector pevegect
respectively. Likewise, the A, B(N) and B(R) negative narrative categories would be
characterized by signs of negative modal shading. And A, B(N) and B(R) neutral would
exhibit the signs of neutral modal shading (or rather lack of modality).

Simpson'iarrative categories are easier to identify and less ambiguous than Fowler's
(1986) internal and external narration types. It is possible to fit most types of fictional
narratives into one of Simpson's narrative categories. The difficulties with Simjpsodead
grammar of point of view' are that it may require some time to discern the types of modalities
present in a text and to identify all the markers of modality (sometimes the type of modality
may be ambiguous), and modalities may fluctuate, changing passage to passage (a

narrative text may switch between positive, negativereudral modalities). lechapterd
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(sectiond.3), | will be showing how Simpson's A, B(N) and B(R) narrative categories can be

identified in comics, visually as well as teatly.

2.7 Summary

This chapter has covered some of the key concepts and models of nénedtiamse in the
next chapter for the analysis of narration in comi@isatman's (1978) participants in the
narrative communication situation, Short's (1996¢alisse structure of fictional pse,
focalization/point of vievandFowler's (1986) andif®pson's (1993) narration types

Chatman (1978) named six participants in the narrative communication situation: the
real author, the implied author, the narrator,rthgatee, the implied agler and the real
reader Chatman regards the roles of narrator and narratee to be ophatRilnmon-Kenan
(1983)says they are essential to a tegaisoning that the narrator is necessary as the teller of
a story and thathemust be addressingmarratee

According to Short (1996parrationoperats on three levels of discourse: the author
reader, narratenarratee and charactehaiacter levelsThese discourse levatancollapse
into one another in certain types of nawatisuch as in first person narrative texts where a
character of the story also acts as its 'I' narrator. In these first person narratives, the character
character and narratoarratee levels would merge or collapse as the ctearand narrator
are the ame.

Focalization refers to the point of vidhat a story is narrated froffihe focalizer is
the character thwose point of view is adopteBocalization can be either external or internal
comingfrom anarrator's positiooutside of a story worldr froma character's point of view

within the stoy world. There are perceptual, psychological, emotive and ideological facets to
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focalization Linguistic indicators of focalization or viewpoican includedeixis, verbs of
cognition and perception, and evaluatadjectives and adverbs.

Fowler (1986) distinguishes between 'internal’ and 'external’ narration. Internal
narration comes from the point of view of a character within the story. External narration
comes from a position outside the point of view of atoyy character. Internal narration is
hence subjective whilsixeernal narration is objective.

Simpson's (1993) 'modal grammar of point of view' distinguished between first person
homodiegetic category A and third person heterodiegetic categaayr&tives. Category B
narratives can be in either 'narratorial' (B(N)) or 'reflector' (B(R)) modes, occurring from the
position of an outside narrator (B(N)) or from a narrator reflectingaeacter's point of view
(B(R)).

The next chapterddresses miuinodal narration andiscusses the analysis of images
in comics, outlininga framework foranalysing images from Kress and van Leeuwen's (1996)
visual grammar. Thigisualframeworkenables me toapply Fowler's (1986) and Simpson's
(1993) types and categes of narration, which have been outlined in this chaptémages

so that they can be identifietsually as well as textuallyn comics
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Chapter 3: Analysing Images in Comics

3.1 Introduction

In chapter 1, | stated that my aim for this the&s to test the application of three linguistic
models of narration and speech and thought presentation on comics: Fowler's (1986) internal
and external narration, Simpson's (1993) 'modal grammar of point of view' and Leech and
Short's (1981) speech anatiyht presentation ses. Using these modelsidentify types of
narration and speech and thought presentation in comics that occur in prose fictional texts.
Thisand the nexthaptes focuson applyingFowler's (1986) and Simpson's (1993) models

of nariationto comics. will focus on speech and thought presentatrom chapter 5
onwardswhere Idiscusamore fullythe concept of a cline of speech and thought presentation
which involves categories that are points on a sealehaddng an extra claim to

faithfulness of reportfrom indirect to direct forms of speech and thought presentation. | will
explainthe categories of Leech and Short's ()33ieech and thought presentaticales

fully in chapter6. | outlinedFowler's (1986) and Simpson's (1993)delsof narrationin the
previous chapter. Theareused in this chapter to answer the first of my research questions

from chapter 1:

1. What kinds of narration can be identified in comics, visually as well as textually?

Whilst Fowler's (1986) and Simpser{1993) narrative models were designed for identifying
types of narration in prose fiction texts, | show in tmisl the nexthaptes how their
narrative distinctions and categories can be identified visually in images as well as in

narrative text. Thisnd the nexthaptes demonstrateow narration occurs both visually and
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textually inthe multimodal medium of comics aedgtendthe applicability of Fowler's (1986)
and Simpson's (1993) linguistic models ofration to comicsallowing types of narratio to

be identified in comics. | have used selected panels from comics througesawdhtaptes to
demonstrate my points. My examples come from a variety of comics in order to show the
different types of narration that comics are ddpaf. Not wanting to restrict my range of
comic examples, | have used panels from comics both old and new. My intention for using
suchabroad range of comic examples is that | wandemonstrate howoints of view and
types of narration can be identified inyacomic In the next sectiorl,begin this chapter by
proposng a multimodal framework for analysing imagesm Kress and van Leeuwen's
(1996)visual grammar. This visual grammar is ugedpplying Fowler's (1986) internal and
external narratiomand Sinpson's (19934, B(N) and B(R)narrative categories to comis
thenext chapterSection 3.3 discusses ways of analysing images from Kress and van
Leeuwen £996)which can be used assual indicators of point of viewsection 3.4using
Kress and van leuwen's (1996) visual grammar angual indicators of point of view,
proposes ways ofisually identifying Fowler's (1986) and Simpson's (1993) narration types

and categoriem images Section 3 conclude this chaptewith a summary

3.2 A framework for analysing images

While the analysis of writtetexts has beeawell-coveredareain stylisticswith useful
linguistic tools available for the description and analysis of such teetanalysis of
multimodaltexts which possess other semiotic maslesh as visual images, colour, layout
typography, etc. has yet to develop adequate analytical tools footelkis kind Kress and
van Leeuwen (2001) advocate the development of a common grahahaan be used for

all the different modes and theit@énaction "common semiotic principles operate in and
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across different modes" (2001: But Ngrgaard (201Q)oints outthat this approach is
problematic in thahnalytical tools used for some modes may not work as well for other
modes, what may work in alysing visual images may be less applicable to the mode of
sound for instanceé'Although the search for common semiotic principles and a common
descriptive terminology would seem a noble cause with promising potentials, great care
should clearly be takemot to force common concepts onto semiotic material that does not
naturally accommodate such an approach." (Ngrgaard 2010:3t&6)hus argues not for a
standardised set of todsd descriptive ternt® apply across all modes, Hat all of the
different modes of a multimodal text to bealysedequaly in significance invaysthat are
suitable for each of thefiNgrgaard2010:436). She also emphasizes the importancthef
interaction of all the modes in a multimodal text for the constructioneafiing, describing
the meanings created by multimodal texts: "not as a simple sum of simultaneous realisations
of separate layers of meanifgg., verbal language + tone of voice + facial expression +
gesture, etc.), but as a complaterplay of all these seintic resources which is meaningful
in itself[...]" (N@grgaard 2010: 43837).

Gibbons (2012) advocates the use of a cognitive poetic approach to multimodal
analysis. Cognitive poetics is a discipline which focusethertognitive experience of
reading aext, analysindiow a reader processes, understamidsexperiences a text. It
focuses not just on the text or the reader alone, but on how they engage with one another.
Gibbons (2012) proposes several cognipeetic frameworks$o use in the analysis of
multimodal texts, such as figure and ground, cognitive grammar, cognitive deixis, conceptual
metaphor, conceptual integration and Werth's 91 9@xt World Theory (201226-37).
Some of these frameworks will be useful in ga@agraphs and sections to comeluding
text world theory(seepg. 61, conceptual metaphdfor figure 3.3h pg. 6§ andcognitive

deixis(for figure 3.3h pg. 79. By finding ways to apply the narration types and categories of
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Fowler's (1986) and Simpson's (1993) linguistic modélsarration tdoth the images and
text of comics in this and the next chapters, the points of view, whether the narrator's or a
character'sthroughwhich readers perceive and experience the reading of a comic text are
madeidentifiable. The identificatin ofvisual and textugboints of view in comicsnay be
useful for a cognitive poetic analysis of a comic text and thus could prapotential
contribution to multimodal cognitive poetics.

My analysis of comics in this chapter focuses on their visudikextual modes and
applying Fowler's (1986) and Simpson's (1993) models of narration to them. Fowler's (1986)
and Simpson's (1993) models were developed originally for the analysis of narration in
written texts so as a consequenctealevote more atterdn throughout this chaptenoheir
application to the visual imagery of comi&ecause these linguistic models of narratiave
previouslyonly beenusedon written texts, their application taghe mode o¥isual images
requires an approach differdndm the textual modeBefore | can begin applying Fowler's
(1986) internal and external narration types and Simpson's (1993) narrative categories to
comics, anultimodalframework for analysing images is requiiadrder to identify
narrative structureis images. Kress and van Leeuvegi996)'grammar of visual design
proposs useful concepts for analysing imagesich are drawn from linguistic3 her aim
was to create @sual grammawhich could be used to "describe the way in which depicted
elemens - people, places and thingsombine in visualstatements' of greater or lesser
complexity and extensi¢n.]", "just as grammars of language describe how words combine
in clauses, sentences and texig'ess and van Leeuwen 2006: They observe thdthe
semiotic modes of writing and visual communication each have their own quite particular
means of realizing what may be quite simgamantic relations" (Kress and van Leeuwen
2006: 46). Grammatical components of written language can leauevalentsn visual

elementssuch as action verl§s.g. 'doing’, 'going®eing realized visually bglements that
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can be defined agectors(which | explainbelow) andlocative prepositions (e.gn'bed’, 'at

home', on the floor', 'upstairsealized visually § characteristics that create the contrast
between foreground and backgrodikeé overlapping, the gradients of focus and the degrees
of colour saturatiotfKress and van Leeuwen 20@H). But Kress and van Leeuweitso

point out that not all linguistic componeraisd structuresan be realized visuallynd,vice

versa not all visual elements and structures can bezeghlinguistically (2006: 46 50me
concepts and ideas are only possiblpresent visually ansbmeonly exist linguistically

someare more easily expressed visually and others more easily linguistically (Kress and van
Leeuwen 2006: 46)What Kress and van Leeuwegfer to as a 'bidirectional transactional
action', where two participants or 'Intetars' are connected by a line or doubéaded arrow
vector (2006: 74yvhich represents a back and forth, interactional and cyclical event between
two interacting participaniss an example of a process which can be presented visually but
not linguisticdly (2006: 76) And whilst 'ReportedSpeech(e.g. 'She said that he had no

idea’) ispossible linguistically, it becomes difficult to express visually wididirectform of

representatioronly 'Quoted Speech' (e.g. 'She sdidave no ided) can bepresented

visually in speech balloons (Kress and van Leeuwen ZI06:

Kress and van Leeuwsn(1996) visual grammar has roots in Halliday's (1985)
functional grammawhich construesll linguistic representations attions, events and
experiences of theorld as process types and participaiteess and van Leeuwen (1996)
give visual equivalents fddalliday's (1985) material, behavioural, mental and verbal
processesThey liken their isual'non-transactional actioh$o linguistic ‘'oneparticipant
material processe&.g. 'He laughed', 'She disappearemgnsactional actions' to 'two
participant material processes' (e.g. 'He kicked the ball', 'She wants ‘fumdtjansactional
reactiors to the specific 'behavioural procés$looking (e.g.'He looks), 'transactional

reactiors to the specifidinguistic 'mental proces®sf visual perceptiofie.g. 'l see it), visual
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'mental process to only the linguistic 'mental processes' of cognition and affection (e.g. 'He
knows', 'She like}' and vsual 'verbal processes'daly the linguistic 'verbal process' of
guotation (e.g. 'She saidhi' ') (Kress and van Leeuwen 2006-78).

Kress and van Leeuwatistinguish betweemteractive participantandrepresented
participants(1996: 46). Interactie participantgre the participants who are communicating,
such as the writer and the reader of a text, the speaker and the listener of a message, or the
creator (artist) and the viewer of imagespRsented participants are the participants who or
which are communicated about by the interactive participants in their communi¢bggn;
are the people, places and things which are represargpdech, writing or imageln text
world theory(Werth 1999, Emmott 199%avins 2005 represented participarase found
within the imagined text world created by a text and interactive participants are located
within the real discourse world outside of the t&tss and van Leeuwelescribe
representeg@articipantdinked byvectorsas beingrisually represerdd to beperforming
some action to or for each other (1996: S&ctors like action verbgerformed by
grammatical subjecis languagde.g. 'lwalked; 'I' - the subject, ‘walked'the verb) show
the directiornof action performed by represented papants in an imageStative verbs
howeverwhich express a state rather than an action, like 'be’, 'feel’, 'know' and 'havet, are
represented by vectors, except for the stative verb of 'seeing’ which is represented by eyeline
vectors formed from theage of represented participants (I discuss this further in the next
paragraph)By havingvectors a® visual marker oflirectionalaction, the basis for a visual
grammaris created which ithekey for Kress and van Leeuwe1996) grammar of visual
desgn. A narrative visual proposition or statemé&tmarked by the presence of a vector
images, vectors are created by diique, often diagonalinesformedby depicted elements
(such aodies, body partgoolsand objectswhich arein the processf performing some

action(Kress and van Leeuwen 1996: 57). A person pointing toward something in a picture

61



would be an example of a vecteated bya person's straight arm, where the pointing person
is the Actor' who is performing the act of pointiagjsomethingThe Actor' is the participant
from whom or which a vector departs andvhom or which the vector may lsennected
(Kress and van Leeuwen 1996: 5@yammatically, the Actor equates to the subject of a
sentencérom whom or whicha verb actn originates and is performed by (e.g. 'l runs I’

the subject, 'run'the verb) When there is only one participant in a picture, this will be the
Actorwho is in anontransactionalprocess as the Actor's action has no target olgect not
aimedatany recipient. This equates to the intransitive verb in language (a verb without an
object) (Kress and van Leeuwen 1996: 8¥hen there are two participants involved in an
action process within a picture, they are the Actor anétted. The vector oginating from

the Actor participant will be directed at the Goal participanthe Goal is the participant at
whoman action is aimed. This isti@nsactionalprocessas an Actor's action is directed at a
Goal. This equates to a transitive verb whiclesa&n object (e.g. transitive vernl left

home' instead of intransitive veir'l amleaving’). The Goal equates to the object of a
sentencavhich is the target or recipient of the subject's verb action (e.g. 'He kioddxall,
'He'- the subjectkicked'- the verb, 'the balt the object) Transactional structuresan be
bidirectionalwith each participant playing the roles of Actor and Goal, for example, in
presenting a speech exchange where both participants speak and listen to oné¢karesther
and van Leeuwen 1996: @&3).

Not all vectors are formed by visibly drawn lines though. Eyeline vectors are formed
from the direction of thgazeof one or someepresented participanfThis process is
reactionaland involveReacterandPhenomenasopposed to Actors and Goals. The
Reacter, a human or animal with visible eyes, looks at the Phenoménoh,can benother
representeg@articipantwithin the imagean interactive participant (the viewer of the image),

or a narrative act occurring inghmage &nother narrative visual proposition such as a
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transactional structuiavolving anActor and a Goal) (Kress and van Leeuwen 19965%4
Another kind of vector observed in comisghe speech and thought balloons that connect
depicted speakers thinkers tahe content otheir speech or thoughthe Phenomenon
which is looked aby the Reactein a transactional Reaction, atie content o& speech or
thoughtballoon are notepresented directhjput mediated through a Reacter, a 'Sensetr’ (fo
thought balloons) or a 'Speaker' (for speech ballogtress and van Leeuwen 200E8).
Vectors may not always be clear to see or straightforward to identify in images
though Sometimes the direction of a vector, the target it may be directde: &oal or
Phenomenon)r even the source of the vec{tre Actor or Reacterpay not be apparent
which would make it ambiguous and difficult tofide. Another potential problem with
vectors can arise when there are several conflicting vectors ituagpichich may present a
complicated and confusing image with no straightforward main action being highlighted, for
example, a picture with many crossing lines formed by several objects or bodies close
together may not necessarily be focusing on any orieylar vector or action in the picture,
but on a broader, collective perspective of what is happening in the picture which may

involve many objects or characters.

‘ And there . . .
Hey, what in the
world's That?

Fig. 3.2a (Hergé,The Adventures dfintin Vol.7 (2011), pg. 119.)
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In figure 32a, vectors are formed by Tintin's raised binoculars (in the first left panel) and
then by his outstretched arm (in the right panel). Tintin's actions of seeing something out at
sea (left panel) and then pointing toward it (right panel) are showthamdctorsformed by
Tintin's binoculars angdointingarm(and finger) indicatéhedirection of his actions. Tintin
is the Actor who is seeing and pointing at an unseen Gotie right panel, we are also able
to see Tintin's eyes and thus his line of sight. yeline vector is formed as well here by the
direction of Tintin's gazevhich is aimed back toward us or rather the inside of the ship he is
on. Sq in the right panekls well as being an Actor who is pointing toward a Goal located
somewhere ahead out a&is Tintin is also &eacter who is lookintpr a Phenomenon
located somewhere back on the ship (The 'Captain’ whom heajallike the Goal, the
Phenomenon is also unse@mtin is also a speaker here who is calling to the '‘Captain’. He is
the speakig Actor in a verbal transactional procedsose speecis directal at an unseen
Goal recipient (the Captain)

In the next section, | discuss some of Kress and van Leeuwen's (1996) ways of

analyzing images which | use as visual indicators of point of view.

3.3 Visual indicators of point of view

Kress and van Leeuwen (1996) discuss ways in which represemtenteractive participants
interactin and through imageshich can be useals indicatos of point of view These
include:gaze, distance, subjectivityorizontal angles and vertical anglewill discuss each
of theseaspects of images in turn and explore their application to comics

The gaze of represented participants in an image refers to whether or not they are
looking directly at the viewer of the image. When they are, eyeline vectors are formed
between the participants and the vievestablising contact between thefdvhena

represented participant lo®&t the viewer, aisualform of direct addresand thusa
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'‘demand’ forsomethingrom the viewer is created. The represented particgpgarze
acknowledges the viewer with a visual 'you' and creates a relatinthe viewer. Whetthe

viewer is not the object of the represented participant's gaze, then the viearmebehe

subject who looks at the represented participant as an object for observation. The absence of
eyeline vectors frorthe represented participaitected at the viewer means no contact is
madebetween them and the viewer's role becomes that oivésiile observer. In images

where the represented participants do not look at the viewer, the represented participants are
on 'offer' to the viewer as objects forpersonaliewing and studySo the presence of

eyeline contact between represented paditis and the viewer creates a personal interaction
between them, whilshe absence of eyeline contact creates impersonal observation for the

viewer (Kress and van Leeuwen 1996: 1P30).

Lel's see first we need a ship We can P S A IR IR Bur of course it won't be easy
charfer the SIRILS, a trawler belonging fo Red Rackham's and we shall cerfainly have
my friend, Caplain Chester Then we need Treasure will be -

plenty of advenfures on our
Treasure-hunt . . . You can read

aboul them in RED RACKHAMS
TREASURE!

& crew, some diving suits and all the right
equ.'/.'men.'fcr This sort of expedition

That will take us a [little time fo arrange.
Wed betler say a month. Ves, in a month we

could ﬂ be ready fo leave

S o

biA)

Fig. 3.3a (Hergé, The Adventures dfintin Vol.4 (2011), pg. 192.)

In the first left panel of figure 3a, the two represented participants, Captain Haddock and
Tintin, are initially looking at each other as their gazes are directed toward one another. But
then in the second panel, Tintin suddenly sunface us, the viewers, with the front of his
body and his face facing directly at us. An eyeline vector is formed anththeffect of
gazecontact is made with the viewgre. theinteractive participant)This contact between

Tintin and the vieweis continued in the last right panel whdiiatin even directly addresses
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the viewer in his speecaptain Haddock, howeveseems to remain oblivious to the viewer
throughoutas he never looks toward &oTintin, at first in the first panel, is offedeo the
viewer as something to Isemply observedbut then in the second and third panels, he
demands the viewer's attention by establishing gaze contact withtbs.last two panels,
Tintin becomes engaged in a verbal process with the reader wherthbepeakerand the
reader is the recipient of his verbiage.

In Kress and van Leeuwen (1996)etdistance or frame size of an image is a choice
between three main options: clage, medium shot and long shdtese shots caalsooccur
in varying degees: extreme closgp, medium close shotmedium long shot and very long
shot(Kress and van Leeuwen 1996: 130)oseupsshowthe head and shoulders of a subject
(extreme closeips show anything less than théfledium shotshow a subject from around
the knees and up (medium close shots start from around the waist and medium long shots
show the full figure). In long shots, the full human figure takes up about half the height of the
frame (very long shots are even 'wider' and the human figure beconmesneaier)(Kress
and van Leeuwen 1996: 13®yress and van Leeuwdmh996)claim thatsocial distance is
created by these lengths in frani@ey claim that lose-ups generate close, personal
distance and thus intimacy with the subject of an image agewver is brought nedo the
subject and his/her fa¢eto his/her intimate and personal spadé¢dium shotareless
personal and intimate than clesps, but not as impersonal and distant as long shiogy.
keep acasual social distance frora subje&t, treating hin/her in a public manner likee
would an acquaintancé.ong shots create physical and social distance from a subject as the
subject is located further away in the image and thus becomes impersonal to theliiewer
a strangerin short,increasingvisual proximity to a subject creates intimacy whisstancing
creates impersonal and 'far' social distaf@ess and van Leeuwen 1996: 1BBb).Kress

and van Leeuwen's (1996) link between visual and social distem&sfrom the removed
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third person perspective tife viewerthoughand does not necessarily account for first
person character points of view in imagesrceville et al. (2014nentionsways in which a
first person point of viewean becreated in comics
X showinga character from behind or over the shouktethat the viewer can see what
the character is seeiff§araceni 2003) would arguehoughthat this is not a direct
representation of a first person point of view where we would not be able to see the
charater whose point of view is being adoptéustead, this is a third person point of
view which is close to the character's and thus reflects the character's first person
point of view
X what film studies refer to amn 'eyeline match' whefshot A presents someone
looking at something offscreen; shot B shows us what is being lookedhaither
shot are both looker and object present.” (Bordwell and Thompson 200842410
The shotsare replaced bgonsecutive panela comics
X andwhen anmage's point of view['..]coincides completely with that of a single
character, thus creating a particularly strong affiliation with him/her. Sometimes the
character through whose eyes we see the events of a story remains completely absent
visually andthe readeonly sees what he or she dpep (Forceville et al. 2014
490).
In images with first person points of view, social distance towards depicted characters may be
less dependent on the visual distance of the image and more dependent onpibresdinst
character's relationship withe depicted character(s). And by adopting the first person
position and point of view of a character, we automatically become closer to and more
intimate with that character, even though we may not see hiin/tteg pcture. Closeups,
medium shots and long shots can help us identify points of view in images, whether they are

that of the narrator or of a character in the story. Glgesecan bring us closer to the point of
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view of a character as we are brought visuadgrrer to a character's famehead, enabling a
character's personpbint of viewand/or expressiorns be reflectednd highlightedMedium
shots can offer charactersus as casual and impersonal subjects for observation and so may
convey an observgqnarrator's point of view of them. Long shots, which give us an
impersonal and distant view of characteffer us a spatially and socially removed point of
view of the character subjectsad so would not convey the point of view of the characters
within the frame but of either the narrator or another observing chatadieese ways, the

distance or frame size of an image can aid us in analysing narrative points of view in pictures.

e treasure! ... The

reasure// . . . Blistering

casures! If's Ped
wekham's barnacles!

Fig. 3.3b (Hergé, The Adventures dfintin Vol.5 (2011), pg. 63.)

Figure 33b demonstrates a closg shotwhere we see the heads and shoulders of the
represented participants (Tintin and Captain Hadddxing brought near to the represented
participants' faces as they discover a pile of hiddenureadlows us to bempathetically
close to andmorepersonal with them and thus to sheréheir great moment of discovery
and triumph Stockwell (2005) equated ‘empathetic identification' with 'spatial
conceptualisation and distanddghlightinghow emotions are often expressed in terms of
space and distanes exemplified in forms of expression such &isey were very close to

one another' and 'They grew apamtibecame distarftom each othef2005: 148) This

metaphoricalink between emotionsna space and distanegplains why being brought
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visually and spatially close¢o the characters in figure ®3also brings us closer to them
emotionally and allows us to empathize to a greater degree with them, hence their surprise

and delight at discoveg a hidden treasuis experienced by the viewer as well

It is a deadly sickness ||
.. . The vengeance
of the Sun God is
| Terrible indeed . . .
His curse is upon
| Aim/

=

Fig. 3.3c (Hergé,The Adventures dfintin Vol.5 (2011), pg. 75.)

Figure 33c showscloseups where we see only the neclddread of a woman. Ttdoseup

shotis increased in the second (right) panel as we are brought closer still to the woman's face
when she shriekis horror.The closer shot of the second panel from the previous first panel
produces the effect of zooming in on the face of the woBwaringing us within intimate
distancethese closeips allow the viewer téeel closer to the woman and hencefear and

terror which are apparent from her expressions.

' - g e T
It's gone The foolsteps /”'\‘/‘ whalever's
have sfopped I"'s the maltter?
queer. | wonder e What is it?

The Eagle’s cross! . . . “ind then
shines forth fhe Eagle's cross'/
.. The Eagle’s cross .

Fig. 3.3d (Hergé,The Adventures dfintin Vol.5 (2011), pg. 62.)
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Figure 33d shows vaying types ofmedium shotsThe firsttwo panels (on thieft side are

medium shots which show the represented participants from around the knees upwards. The
third panel is a medium long shot as it shows the full figures of the represented participants.
The last panel (far right) is a medium close shioich shows the @esented participants

from around the waist and up. The medium shots of the first two panels offer us a casual view
of Tintin and Captain Haddock. Then the third panel becomes a medium long shot in order to
show all of Tintin as he leaps up in sudden txuent as well as Captain Haddock's and
Snowys (Tintin's dog) surprised reactiofi$e final panel moves a little closer to Tintin and
Captain Haddock in a medium close shot which is located from behind the two subjects and
looks over their heads and shaers. This closer positioning to the two subjects brings us

nearer to their points of view as they look ahead at sometinipeir points of view are

being, @cording toSimpson's (1993) B(R) categany narration reflected A third person
positioningand perpective is maintained though as our view is located from behind the two
subjectawvhich allows us to see thefas opposed tbeing locatedn front of them which

would indicate a first person point of vieW)ntin's pointing arm and finger also fora

vector aimed in the direction of their Goal.

Fig. 3.3e (Hergé,The Adventures dfintin Vol.5 (2011), pg. 61.)
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Figure 33e shows a long shot picturehere thaepresented participesitake ugess than half
the height of the picturdhislong shotfrom a distancgives us a wide aye view of the
manor house that Tintin and Captain Haddock are walking towaltbws us a view oftte
vast gounds surrounding the house which emphasize the house's great wealth and status.
And the diminished fions of Tintin and Captain Haddock contribute to indicating the great
size of the housand its groundsThe use of long shot in this picture indicates an external
narrator's (Fowler (1986)) perspective as it provides us with a point of view that is @ditside
any character's in the story apaisitions us adistantobserers.Whilst long shots can
indicateanexternalpoint of view, they are not the only indicators thouglost shots are
from an external point of view, unleasswitch toan internal charaet's point of view is
indicated.

Images presented from a subjective perspeetnapsulate a particulpoint of view
that is limited,as opposed to objective images which present information in an unrestricted
andfull manner A subjective image wouldh®w only what could be seen from a single
specific viewpoint. An objective image would show everything thette is to know about an

image(Kress and van Leeuwen 1996: 1B%0).

Fig 3.3f (Hergé, The Adventures dfintin Vol.5 (2011), pg. 166.)
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Thefirst two panels of figure 3f could be argued to come from subjective points of view
located from behind Captain Haddock (in the first panel) and then from in front of Tintin (in
the second panel). In the first panel, we can only see the backs ofréeergpd participants
as they walk in single file through a jungle if we were positioned behind themthe

second panel, the perspective changes to one located from a position in front adslheirs
now at the forefront of the picture looking Baoward Captain Haddocko wenow are
looking througha point of view closer to Tintin's as he and Captain Haddock respond to a
unknownnoisefrom the bushedn the last panelye are given a closer view of Captain
Haddock (switching from the long sisatf the first and second paneldereCaptain
Haddocks full figure takes up less thamalf the height of the panel® a medium long shot in
the last tird panel, where the full figure of the Captéecomes larger and takes up at least
half the heighof the panel) as he is shown to $teuckfrom behindby a charging tapir that
has suddenly emerged from the bushié® closer proximity o€aptain Haddock ithelast
panel's shot does not seem likely to come from the point of view of another chswabtes
Tintin, since Tintin is shown to be some distance from the Captain in the first and second
panels and Tintin's perspectivehighlightedin the second panel as he looks back in Captain
Haddock's directiofwhere the Captain is a smaller and masgaaht figure from Tintin's
position) The point d view adoptedn the last panel then might be more objective than
subjective as its main purpose seems to be to clearly sbavat happens tGaptain
Haddockwhen he iknocked upside down into the ay Bn animalThe point of view here

in the last panel could lBrgued to be aobsering narrato's onewith the purpose of
presenting story information &glly and unambiguously as possiblg offers acloser,
maximum and unrestricted view of Captiéladdock being hit by the tapir and sent flying

into the air
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Pictures presented from a horizontal angle can show either a frontal or an oblique
point of view.If a viewer is located in front of or behind and parallel or aligned with
represented particip&nin a picture, then the angle of the picture is a frontal one. If the
vieweris afforded a view otherepresated participants from amtheranglearound them,
one which imot parallel or frontalo the participantssuch as sidevays orslanting viev,
then the angle of the pictureasobliqueone A frontal angleallowsthe viewer of an image
to be'involved' with therepresented participants whilst an oblique angle 'detaches’ the viewer
from them. Sa frontal angle creates an involvedider's grspective to an image where the
viewer is invited to be a part the represented participahivorld, and an oblique angle
creates a detached outsider's perspective to an image where the vaaweaniisvolved
observer of the represented participant$ set apart from their worlKress and van

Leeuwen 1996: 14Q46).

e Wbaf's that siren i i \ n ine onfire,/ That's the alarm
q for? i | for the exfin\guis/rers/

Fig. 3.3g (Hergé,The Adventures dfintin Vol.7 (2011), pg. 83

The first two panels of figure 3y give an oblique point of view of passengers on a plane,
Tintin amongst them, as an emergency arises. The angles of these first two pictures are
oblique because they offer slanting (first panel) and sideways (second panelyiviegs
represented particgmts This serves to present the occurring events to us in a less attached

manner, as if taking the point of view of an invisible and uninvoblezerverin the last
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panel though, a frontal angle is adopted as we are placed right laekiparallel tdintin as
he looks out of the window to see smoke coming owinefofthe plane's engineblere we
are given an ovethe-shoulder view that is very close to Tintin's point of view. The frontal
angle of the picture, even though it is coming from behind A entid thus he is not facing us
directly, involves usn Tintin's world by allowing us to identify with his position and see
what he is seeind.he last panel is offering us a category B(R) narrative perspective
(Simpson 1993jsee section 2.6yhere Tintins visual point of view is being reflectéwm a
third person position close to hiffihe visible presence tifie back offintin's head adh
shoulderin this picture identifies its point of view as third pergaher than Tintin's first
person (where ouri@w would be restricted to only what Tintin could see and we would not
be able to see Tintin himself in the image), lighlighting orreflecting Tintin's point of

view (as we are positioned looking over his shoulder from behind and can follow the
direction of his gaze out through the window).

The vertical anglef apicture referdo three heights at which a picture can be
presented from: high angle, eye level and low angle. A high angle of a subject comes from
above the subject so that the viewer iklng downonthe subject. The subject is made to
seem smaller and insignificant as a resudt #nusviewer power over the subjeistcreated
A low angle of a subject is a view from beneath the subject so that the viewer is looking up at
the subject. Theubject is made to seem larger and more imposing as a result and thus subject
power over the viewas created. A picture presented at eye level places the viewer at equal
height to the subject so that we are able to be face to face with the subjectedtas a
point of view ofequaity between the viewer and the subject and so neither one has more
power than the otheRifferences in verticahnglesor heightcreate differences in power

between the viewer and the subjécaim high angles which increase the viewer's poavel
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diminish the subjedb low angles whiclncreasehe subjects powerand diminish the

viewer (Kress and van Leeuwen 1996: 1448).

Fig. 3.3h (Hergé,The Adventures dfintin Vol.5 (2011), pg. 8.)

Figure 33h shows a lgh anglepicture.We are afforded a tree top view of Tintin and his
companions as they trek through a dense jungle. The higher vantage point of the picture
diminishes the represented participants, making them appear smalleo@nduinerable.
Because we are looking down at Tintin's group from the haigthitoncealmentf tree tops,
we, the viewer, are given a more powerful position of a hidden observer who is watching
over them from above. Our increased power over the groopdty greater vantage point
and the group's decreased power as a restlieir lower positiorcreatea sense of their
vulnerability andtheir insignificance in comparison with the vastness of the thick jungle
around them is emphasizéddiven the jungleettings, we could imagine this high angle point
of view being that of some creature residing in the trees, silently observing Tintin's group go
by. A sense of the group being watchediof potential hidden danger lurking aroucmbld
thus be associated with this high angle point of view as Wed fact that the high angle
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point of view of the image is positioned away from the immediate deictic space of the
charactergStockwell 2005143-153) and out of theiclose andlirectrange of perception
gives rise to theense of something or someone watching them from above who is beyond
their immediate awareneasd thus who poses a potential unseen danger to Tenhigh
angle viewpoint also provides us with a view of the thieigja foliage surrounding Tintin's

group which conveythe great density and size of the jungle hod deep intat they are

x

f(,"a// This a /vo//daj,/ (e
Serambling over Jagged
rocks from morning till
| [| night. All right for him,
with his /reavk(/ climbin
boofs. But if This goes on
i I'll have no paws left!

What a Glorious holiday,
eh, Snm:y?
b ”

Fig. 33i (Hergé,The Adventures dfintin Vol.7 (2011), pg. 131.)

Figure 33i provides an example of two eye level pictures. The first panel (on the left) is
placed at Tintin's human eye level, but the second panel (on the right) drops down to the
dog'seye level of Snowy, Tintin's canine companiBn.in the first panel, we areguled at a
human's height level in which Snowy is smaller and less significant. But in the second panel,
at Snowy's lower height, we view Snowy on his level la@ds treated as a character in his

own right. Theunusuabpresentation of Snowy&peechn thesecond panel ia manifestation

of his own thoughts and feelings which we aikeeg access tparially by being brought

down to his levelisually.
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Greal snakes/
That looks like . . .

S Yes, itis/

- € Y Y

A
A

Fig. 3.3j (Hergé,The Adventures dfintin Vol.5 (2011), pg. 123

The last panel (far right) dfgure 33j demonstrates a low angle pictulrethis picture, we
see the side of a ship from ground level. Tintin becomes another person in the crowd as he
dashes toward the ship's boarding entrance. The low angle point of view of side of the ship's
hull reflectsa point ofview close to Tintin's of someone wimbased on the ground and
looking up at the ship. This low angle perspective emphasizes the great size of the ship and
the dwarfing effect it has on hungim comparison.

In the next section, | @sKress and van Leeuwen's (1996) visual grammatheaid
ways of analyzing images that | have outlimethis and the previousectiors to propose
ways of visually identifying Fowler's (1986) and Simpson's (1993) narration types and

categories in images.

3.4 Visually identifying Fowler's (1986) and Simpson's (1993) narration types and

categories

The ways of analysing images discussed engdirevios two sectiors (32 and 33) will be of
use in the sections to follow when | apply Fowler's (1986) distinction between internal and
external narration and Simpson's (1993) narrative categories to c@yiesing Kress and

van Leeuwen's (1996) concepts of vectors, gaze, distangectsuity, horizontal angles and
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vertical anglego identify narrator and character points of view in comic imagesn

identify Fowlets (1986) internal and external narration typed Simpson's (1993) narrative
categoriewvisually in comic imaged propose that Fowler@986) internal narration type,
which is the perspective of a character within the story and can occur from a first or third
person narrator's point of view, is indicated in an image by the presencteys#lame vector
from areactercharactewhich we can follow to the target of theacter'gaze(the
phenomenon)Theangle from which this image is presented will correspond to the position
of the reacter or be somewhere near smithat the viewer of the image will be looking ie th
same direction as the reacter and seeing what s/heTteesyes of the reacter and even the
reacter him/herself may not be visible in the image if it is located from a position behind or
directly in frontof (from the eyes ofthe reacterbut we are lale to identify the direction of

the reacter's gazeom the visual angle of the image which positions the viewer within or
close to the point of view of the reactatsqg, the presence ofran-transactionatyeline
vector(when a character's gaze hasvisible targetydirected at the viewdrom a reacter
charactecan indicatean internal character perspective as walthis case, the face and eyes
of the reacter would be visible as s/he would be facing the viewegerbecause of this, it

would not behe reacter's direct visual point of view that is being conveyed here, but perhaps
his/her psychological point of viewhen an internal character perspective is being visually
conveyed in an imagéhe viewer iither in the position ahereacteror the phenomenon of
an eyeline vector, but neveutside of those positions. Fowler's (1986) external narration
type, which is the perspective of a third person narrator existing outside of the world of a
story but able to observe it, is indicaiedmagedby the angle of an image not corresponding
to the position of a reacter character agdhe absence of eyeline vectors which are directed
from or at the viewefThe gaze of a reacteriissteadaimed away from the viewer in

directions which dmot involvethe viewer as either a reacter or phenomehoaxternal
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perspective images, no eyeline vector connection is made between the represented
participants of the image and the viewer. The result of this is that the viewer becomes merely
an uninvolved observef the image and its characters, given no accets® tpoint of view
of any characteiSimpson's (1993) narrative categories A and B(R) are based from character
points of view and so are internal in perspective. The presence of eyeline vectors which are
directed from or at the viewapplies to these narrative categories in imaBasthe
distinctionbetween the categories ariseshat a narrative catetgory A perspective is marked
by an eyeline vector which is directed from the viewer and the redeacter from which it
originates is not visible in the image, whilst a narrative category B(R) perspeatinaeked
by an eyeline vector which is directtdm a position close behind the reacter or at the
viewer and the reacter is visible in the im@ggherthe back ohis/herhead and shouldecs
his/herfacelooking at the viewer)Simpson's (1993)arrative category B(N§ equivalent to
an external narrator's perspective and is marked by the absence of eyeline vectors which are
directed from or tthe vieweras well

An internalfirst or third person character point of vieawaybefurtherindicated by
vectors directed atnd eye contact established with the viewsgdium to closeip shots that
bring the viewer within social or personal distanteharacters and coutdpresent the
visual range of a character's sight, a limited view of an image that provides a subjective
presentation of the imagsuch as when only one side of an object is shofnantal angles
whichinvolve the viewer withthe characteraind their worldand eye levgbictures which
place the viewer at an equal height to characters and allow those characters to be viewed as
they would be by another character at their le&al externathird person narrator point of
view may befurtherindicated by vectors not directed at the viewer but within the world of
the story between characteas, absence of eye contact with the viewer, long to medium

shots that maintain an impersonal distance from characters and so treat them as casual
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subjects for dispassionate observation, an unrestricted view of an image that provides a less
subjective and more objective presentation of the image (such as when several sides of an
object are shownpblique angles which detach the viewer from the attara and their
world, and high and low angle pictures whalhcethe viewerunequally in heightbove or
below characterand whichallow the viewer a overhead ounderneatlview of characters
thatwould not be possiblefrom another character&jual heght and eye levgboint of view

It should be noted though thaswual indicators of first and third person and character
and narrator points of view may not always be the same in every image thndghe
effects produced by the vector lines and gdzeharacters, the distances of shots, the
subjectivity andhe horizontal and verticainglesof imagescan vary frommage to image.
An image that contains a character who is looking straight out at and establishing gaze
contact with the viewer, for ingtae, might not always be presenting a first person character's
point of view.Such an image might not be coming from the point of view of another
character who is the target of the gazing character's bhabkpuld be intentionallgrossng
the barriebetween the charactestory and the viewerlgalworldswith the gazing
character addressing the viewer by staring directly gimaslucing gpossiblecollapsing of
the authorreadernarratornarratee and characteharacter levels in Short's (1998)scourse
structure of fictional prosésee section 2.3 of previous chaptdr))this case, a very different
effect of breaking thevisible wall between the character and viewer would be created from
establishing a characterewer gaze connection théme effect generated from the
presentation of a first person character's point of view which places the viewer in the shoes of
anothercharacter and allows us to see what that charactertfighsand low angles in an
image maybe just as likely to indida a first person point of view as an eye level image
acloseup shotmay present a third person point of view whilst a long shot may present a

distant first person point of viewA narrator's point of view may not always be indicated by a
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lack of gae at the viewer and a character's point of view may be indicated without a
character making eye contact with the viewer. The context of images plays an important role
in how we interpret them as welhd how we perceive the use of vectors, gaze, distance,
subjectivity, horizontal angles and vertical angles in images will be dependent on our
knowledge of the context of those imagBst Kress and van Leeuwen's (1996) concepts of
visual grammar and design provide me with the tools and terms to be morecspatifi

defined in my multimodal analyses of imagaad the recognition okey visual indicatorsf

point of viewin imagesprovides me with guidelines by which to approach identifying points

of view and hencé&owler's (1986) and Simpson's (1993)es anctategories of narration in

comicimages

3.5 Summary

This chapter has introduced a multimodal framework for analysing infieyed<ress and
van Leeuwen's (1996) visual gramn{section 3.2), visual indicators of point of viérem
Kress and van Leeuwen (1996¢ction 3.3andways of vsually identifying Fowler's (1986)
and Simpson's (1993) narration types and categioriesages (section 3.4)

Kress and van Leeuwen (1996) outlined the concepts of interactive and represented
participants, vectors and eyeline vectors, and ways in which images interact with the viewer
through: gaze, distance, subjectivity, horizontal angles and vertical angles.

Fowler's (1986) internalral external narration typesn be visually identified in
images by eyeline vectoasd positioninglf we are able to follow the direction of the gaze
of a looking character from the same position as him/her or near to it from behind him/her, or
if a character's gaze is directed at us, this marks an intemsglgéve in imagewhere the

point of view of a participating characteithin a story is presentetf the gaze of a looking
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character is not directed from or at us and we are not located in the same position as or near
to him/her, this marks an exterrp@rspective in imageshere the point of view of a nen
participating observer located outsidelué world and events af storyis presented
Simpson'$1993) narrative categoridgsand B(R) are internal points of view which
are visually identified inite same way as Fowler's (1986) internal narrative perspective, with
the distinction that the character whose point of view is being conveyed is visually absent in
category A images whilst s/he is visually present in category B(R) im&@megson's (1993)
narrative @ategory B(N) corresponds to Fowler's (1986) external narration and is visually
identified in the same way in images where we are removed from both the gaze and position
of characters.
In the next chapter, | will address the application of Fos/[d986) internal and
external narration types and Simpson's (1993) A, B(N) and B(R) categories of narration to
comics. Here | will show how internal and external narrative perspectives and the narrative
categories A, B(N) and B(R) can be identified viguabk well as textually in comics, using
Kress and van Leeuwen's (1996) visual grammar concepts of vectors, gaze, distance,

subjectivity, horizontal angles and vertical angles.

82



Chapter 4: Applying Fowler's (1986) and Simpson's (1993) Narration

Types andCategories to Comics

4.1 Introduction

In this chaptey | demonstrate thapplication and identificatioof Fowler's (1986) internal

and external narration types and Simpson's (1993) narrative categories A, B(N) and B(R) in
comics throgh analysis of comiexamplesUsing Kress and van Leeuwen's (1996) visual
grammarconcepts of vectors, gaze, distance, subjectivity, horizontal angles and vertical
angleswhich | discussed in the previous chapter, | am able to anadysie imagesand

apply Fowler's (1986) and Simpson's (1993) narration types and categories to the images as
well as the text of comicén the next sectiorf;owler's (1986) distinction between internal

and external narration (see section B5ppliedto the imageandtextof comics.Then
section4.3 identifies Simpson's (1993) narration categories (see section 2.6) visually and
textually in comics. Suisections4.3.1,4.3.2 and4.3.3 focus on each of the narration
categories (A, B(N) and B(R)) in comicBhe chapteis concluded with a summary in

section 4.4.

4.2 Fowler's (1986) nternal and external perspectives in comics

The distinction between internal and external perspectives in faxtsevas raised iohapter
2 in section % on Fowler's (1986) internal drexternal narration types. This section
endeavours to show how this distinction can also work in commi¢ee images as well as the

narrative textAs a reminder, Fowler's definition of external narration was narration that
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comes from a perspective odis of any character in a story. Internal narration is narration

that comes from the perspective of a partitipg character within a story.

Fig. 4.2a (Z., Small, Livesay and Smithyitchblade #3§Dec. 1999), pg. 8.)

In figure4.2a, henarration in the boxes is not focalised from the perspective of any character
in the story hence it is external narration that comes from a oesgarspective outside of

the fictional world of the storyA third person narrator is indicated by therdhperson

references: "Dr. Nolin" and "Kenneth Irons", pronouns: "he" and "they" and possessive
determiners: "his" and "theirThis external narration is fno a knowledgeable third person
narrator who demonstrates unrestricted temporal, spatial and rmecgak. The first box of

text (in upper left corner) containing "Caulty Building. Central Park West." identifies the
location of the picture. The rest of the narrative text in the other boxes serve to identify the

two characters present in the picture.(Bolin and Kenneth Irons) and provide background
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information on them, informing the reader of how they are associated with one another. The
external narrator of the text possesses omniscient access to the past of the characters and their
opinions and fe@hgs ("17 years ago, Dr. Nolin wasn't a doctor. He looked up to Kenneth
Irons]...]", "He felt a somewhat kindred spirit in the then archeologist and hoped their paths
would continue down the same road."). Some of the character and views of the external
naratorare conveyeth the text, such as in the fourth box on the right side of the picture
which contains the narrator's informal language ("But it didn't last long.", "[...]and it was time
to call any hopes of an alliance quitsAgcording to Kress andan Leeuwen's (1996)

concept of the gaze of repegdged participants in an imagelack of eye contact witthe
viewerfrom therepresented participantsfigure4.2a's pictureneans that they adferedto
thevieweras subjects for observati¢h996:121-130). Dr. Nolin's(to the left)gaze forms

what Kress and van Leeuwen (1996) refer tardsyelinevector directed at Kenneth Irons

(to the right)whilst Irons' gaze is focused downward on his golf gafés portrays Nolin as

the passive onlo@k and Irons as thactive Actor who is playing goind who does not

return Nolin'sgaze and thus attention, so Irons is presented as ineirggproactiveéhanand
ignorantof Nolin. By Kress and van Leeuwen'9@6) concept of image distandigure
4.2a'spicture is a radium distance shosltowing the charactefiiom theknees upand so
provides acasualandpublic presentation dhe two represented participai(i®96: 130135).
According toKress and van Leeuwen's (19@®ncept of horizontal anglege frontal angle

from whichNolin is showncreaesinvolvementwith the character as we are facing him
frontally, whilst theoblique angldrom whichlronsis shown createdetaciment from the
character as we are viewing him fromeatrictedsideways anglé€1996: 140146).

Involvement with Nolin and detachmdndm Irons is supported by the written text which
accesses Nolin's mind and feelings toward Irons ("He looked up to Kenneth Irons as one of

the finest members of the cult they were both, itHe felta somewhat kindred spirit in the
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then archeologist and hoped their paths would continue down the samé aoddémains
objective about Irons (not reporting anything about Irons' mind and thougihg$acts about
him, e.g. "[...]the then archeologist[', "With Irons making his empire out of the business
world[...]"). Kress and van Leeuwer{5996) concept of subjectiviig demonstrated in
textual formin thesecond and third boxes of taxhich delve subjectively into Nolin'sarly
feelingstowards Irong1996: 135140) Thefourth and fifth boxes of texhen lose Nolin's
subjectivityand insteadbecome objectivefactualdescriptions of what happenkder
betweernNolin and IronsKress and van Leeuwen's @ concept of vertical angles
describesheeye level shobf the pictureascreaing equalitybetween theiewerand the
represented participants and tiplsces uson the same level dlse representegarticipants
(1996: 146148). Thevisualobjectivity of the picturgbeing a factuatather than a specific
point of view presentation of informatiopjesens a distant, unequal and possibly
antagonistic relationship between Nolin and Irons with Irons in the foregreamgh@sizing
that he ishigher in status and importance) and Nolithia backgroundsfgnifying that he is
lower in status and importanc&o both textual and visual narration in figdr@a is external,
coming from the storytelling perspective of a fgarticipating narrator located externally to
the storyworld and itscharacters. There is no adoption of the point of view or consciousness

of any character in the story.
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T SATON I LOOKED AT THE IT LOOKED MORE LIKE A DEAD

THE BED. il RORSCHACH BLOT. CAT I ONCE FOUND , THE FAT, THE HORROR 5 THIS : IN
GLISTENING GRUBS WRITHING THE END, IT IS SIMPLY
BLINDLY, SQUIRMING OVER A PICTURE OF EMPTY

I TRIED TO PRETEND (T LOOKED EACH OTHER, FRANTICALLY MEANINGLESS BLACKNESS

LIKE A SPREADING TREE, TUNNELING AWAY FROM

SHADOWS POOLED BENEATH THE LIGHT.

IT, BUT IT DIDN'T.

> = BUT EVEN THAT
; - 1S AVOIDING
THE REAL
HORROR .

Fig. 4.2b (Moore and Gibbons/Vatchmer{2007), chap. 6, pg. 28.)

In figure4.2b, internal first person narration occurs in the boxes of text. The narrative text is
written from the point of view of the character in the pictures, a psychiatrist by the name of
Dr. Malcolm Long. He is the first person source of the textual narratiewritten from his
internal perspective. Aside from the use of the first person pronoun 'l', verbs of cognition and
perception ("l tried teretendit looked like...", "Itlookedmore like...") and subjective,
evaluative language ("tHat, glisteninggrubs writhing blindly, squirming over each other,
frantically tunneling away from the light.") mark Dr. Long's first person narration and point
of view. As opposed to the external narration from outside of any story character's
perspective in figurd.2a dove, the internal narration here is located from within the world
of the story through a participating character's perspe&n@rding to Kress and van
Leeuwen (1996) he dsence of gaze #ieviewermeans theepresented participa(Dr.

Long) hereis offeredto theviewer asa subjecfor observatior{1996: 121130). Moving

along the panels from left to righdress and van Leeuwar{1996)image distancallows us

to describehe picturesasincreasng in proximity from amedium shoffirst panel)to aclose

up (second panelp anextreme closaip (third panel)(1996:130-135). Thisincreasing level
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of intimacy tothe represented participamtings us closer to his point of vieKress and van
Leeuwen's (1996) subjectivity in images is eviderihasubjectve over theshoulder angle
shotfrom behindtherepresented participaimt the second pan®lhich brings us close to his
point of view by positioning uspatially right behind hinf1996: 135140). Kress and van
Leeuwen's (1996) horizontal andrtreal anglesalsosupportthe point of view of the
represented participaint the picture®f figure4.2b. Thefrontal angles from nearly directly
behindthe representegarticipant(first and second panelahd fromhis direct visual poinbf
view in thelast panelyhich looks straight ahead atRorschach inlblot card he is holding

up in his handscreate involvement with the charac{gress and van Leeuwen 1996: 140
146). Even though we are not able to see his front body and face, we can idehtigndit
relate to his positionfhe g/e level shot®f the pictureplacetheviewer on equal level with
the representeplarticipant so that we are able to see from points of view close to his own and
even from his own point of view in the last pa(i@essand van Leeuwen 1996: 14@38).

The frst person narrative text reflects the subjective and internal quality of the irBajes.
able to follow the direction of the gaaf the depicted character from a position close behind
him (in the first two panelsgnd from a position coinciding with his own (in the last panel)
identify these images as internal in perspective (coming from the point of view of a character
within the story).The visible presence of the character whose point of view is being
highlightedin the first two panelsdicates that they are from a third person point of view,
butbeing positioned directly behind and close to the character so that leeking over his
shoulder andeeng in the direction ohis gazeindicates that the character's point of view is
beingfocalized orreflectedin these first two panel3hen from theinternally focalized third
personperspective in the first two panelswitch occurso a first person narrative
perspectiven the lastpanel This is indicated by the absence of the character in the last

pane| buthis direct visual perspective being conveyleughthe closeup view of the item
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he was looking at in the first two panels (a Rorschach blot card) anditble tips of his
thumbs at the edges of the pandtimg the item in front of himWhethercoming from a
position close to the focalizer character's and reflgthe direction and focus of his point of
view (first and second panels) @»ming directly from the charactis own perceptual point of
view and alloving theviewerto see what he sees from his own eyes (third pathee three
picture panelslemonstrate an interneharacter perspectivBoth textual and visual internal
narration is exemplified in figuré.2o.

This section has discussed internal and external narrative perspectives in both text and
images in comics. Pictures as well as text can be internally focalized from a story character's
point of view or can adopt an external narrator's outside obsexkaqetive of a story and
its characters. In the next section, | will explore internal and external narration in comics in

the form of Simpson's (1993) narrative categories.

4.3 Identifying Simpson's (1993) narration categories in comics

In this section| test the categories of narration from Simpson's (1993) 'modal grammar of
point of view' on comics to see if they can work for multimodal texts of this kind. Simpson's
(1993) narrative model was summarized in the previous chapter (se@iohi2trodwced his
category A and B narratives which, as will be shown now, may be identified in comics,
visually in pictures as well as in text. If we assume category A narratives to be first person
narratives that come from a character's perspective, categornnaiifdjives to be third

person narratives that come from an outside narrator's perspective, and category B(R)
narratives to be third person narratives that come from a reflector character's perspective, we
can find these perspectives visually translatezcbmic panel images from the angles of

picturesand using Kress and van Leeuwen's (1996) visual grammar concepts of vectors,
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gaze, distance, subjectivity, horizontal angles and vertical angiespositive, negative and
neutral modalities that Simpson foetr subdivided his A and B narrative categories into will

not be focused on here in regards to comics, though it may be possible to convey some types
of modality visually in comics, in particular, perception modality through a panel drawn from

a charactes' visual perceptual point of view. This section is concerned with applying
Simpson's A, B(N) and B(R) narrative categories to comics thdughfollowing sub

sections 4.3.1-4.3.3) will address each of Simpson's narrative categories in turn, analyzing
examples from comics in which they can be identified. We begin with categ@escAon

4.3.1), then move on to category B(Kgection4.3.2), and then finally category B(R3ection

433).

4.3.1 Category A- character perspective

ZCANT:
7HBZ A4,

B : . ; S ZH TRAPFED /N R .
%&‘; Z_"‘;Fv ﬂﬂ/i;'{ JUS7 85 3 ‘4710, BZ??&?V”’ v
(7S THE ORUE POING A[,ﬁoﬂf/f .'Y.E o

THIS, BT,

Fig. 4.3.1a(Mooreand Lloyd,V for Vendettd2000), book 3, chap. 4, pg. 212.)

In figure4.3.1a, the psychological perspective of a male detective character is being

generated in the words and pictures. Here we have an example of written first person
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narration, Simpson'sategory A narrative, marked by the use of the first person pronoun 'l'
which refers to the male character seen in the pictures. The present tense ("I can't.”, "I'm[...]",
adverb "now") and deictic pronoun 'this’ ("[....]it's the drug daimg...]") are sibjective to

and indicate close temporal and psychological proximity to the male character as well. The
man, who is experiencing dragduced sensations and hallucinations, is describing his
experiences in a thoughke manner. His internal experiences &eing conveyed through

the pictures as well as the words. The clogef the man's face in the first panel highlights

his dilated eyes and suggests that he is beirgtefl by the L.S.D.. The mediutistance

shot of the second panel shows the areanarthe man's head apparently emanating light.

We interpret this to be a visual representation of his altered mental experiences because the
white aura and lines of light around his head suggest something coming from his mind and
we know from the text thdte has taken a hallucinogenic drug (L.S.D.) which he is
experiencing the effects of. The reader is being brought into the man's mind visually as well
as textually. The third peel then moves back into a lodgstance shot of the man and we

begin to see whde sees through his dradfered perception. His surroundings and the two
other figures that appear in the third panel are yellowish fzEitpeired to indicate that the

world around the man is not real but of his mind. Hence a transition is made frerighel

real concrete world into the man's internal mental abstract world and his altered perception is
emphasised. Even the tilted white box containing first person narrative text positioned
between the first and second panels is indicative of the mmastable drugnfluenced

perception. The dragging out of the word "Thrummmmmmmminging" onomatopoeically
conveys the man's unusual sensations too. The use of modal auxiliacest("] "l just

have toremember[...]"), evaluative and descriptive adjexgiand adverbsgb confuset "so
alone"), verba sentiendi'words denoting feelings, thoughts, and perceptions, primary signals

of a subjective point of view" ("My ledgeellike jelly[...]", "I'm trappedin a job thadisturbs
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me[...]"), a generic seance ("[...Jthey say L.S.D. only magnifies what's already there.") and
a colloquial term (Christ’) all contribute to projecting the man's point of view linguistically
and are indicators of Simpson's positive modal shading (Fowler 1988:3P3136137).

The category A narrative text in these panels could be categorised more specifigally as '
positive(A+ve)' narration then, foregrounding the first person character narrator's strength of
belief and certainty in what he is feeling, perceiving and thin{@ugnpson 1993: 568).

The vivid hallucinatory and neurological effects of the drug that the man has taken are thus
conveyed through his narrative wor&sen though the represented participant is facing the
viewer, there is no intentional eye contact matth us as we see, from the first panel, that

his eyes are in an abnormal state (wide open eyes and dilated pupils). So the represented
participant's gaze, though facing in our direction, is not so much directed at the viewer, but
instead offers the remented participant's eyes for our observatikness and van Leeuwen
(1996)states that when a represented participgateis directed at the viewega demand is
made of the viewer, but when a represented participant's gaaedsected at the viewer

the represented participastoffered to the vieweas an objedtor observation (1996L21-

130. As we move across the panels from left to right, the frame distance of the pictures
increases and we appear to move increasingly further away from theaetad participant
Using Kress and van Leeuwen's (1996) distance or frame size of iittegpanelsnove

from an extreme closep in the first panel to a medium shot in the second panel and finally
to a long shot in the third pan@996: 130) We initially are in close proximity to the
represented participant's face (first panel) and so are within intimate and personal range of
him. We then move back to a medium social distance from the represented participant in the
second panel and finally to a farpersonal distance from him in the last pane&lc@tding to
Kress and van Leeuwen's (1996) horizontal anglésntal angle view of the represented

participant's face and the front of his bantgatesnvolvementwith him and brings us into
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his world(19%: 146146). FromKress and van Leeuwen's (1996) vertical anglescan

identify the first two panels as being attge level ofthe represented participant aswwe
areplaced onanequal level withhim (1996:146-148). This allows us to become clos@ad

intimate withthe represented participaffitst panel) and to enter into his consciousness
(second panel). In the last panel, a low alfigless and van Leeuwen 1996: 1443)and

long shot viewof the represented participgidentified by the visil® presence of the ground
and two bodies at the sides of the picture depicting an adult from the hip down and a child
from the neck down) creates physical space around him and allows us to view the mental
world that he has enterddress and van LeeuwenB906) vertical angles describes low

angles in images as creating represented participant power over the viewer as the height of
the represented participant is emphasi@ecteasing his or her powesihd the ewer,

positioned beneath the represergadicipant, has to look up at hion her (decreasing the
viewer's power)Thelong shotdistance othe last panel createsemoved ad impersonal

social distance from the represented particifidress and van Leeuwen 1996: 1BBb6). So
thelow angleard longshotof the last panelmaking the represented participant powerful and
distant,depersonalizekim and presents him as a passive observer of the world around him.
This last panel is a presentation of the represented participantafteated pereption and

the hallucinatory world that he is now seeing. The viewer is placed behind two other bodies
appearing in the picture (at the sides) as if we have now become imaginary characters that the
represented participant is seeing appear before him. @hesebjective images which show
the represented participant's face in close proximity (in the first panel), hisndiwged

altered mental state (in the second panel) and his hallucinatory perception (in the last panel)
Kress and va Leeuwen's (1996ubjectivity refers to the presence of a point of view in an
image when our view of an image comiesm a specific limited perspecti@996: 135

140). In these panels, the subjectivayd point of viewof the represented participast
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highlighted in badt the first person narrative text amdhe images whiclccess the
represented participant's mental experiences/esul perceptionsWe are allowed to access

the represented participant's inner mental world tettually and visuallyas a result.
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Fig. 4.3.1b (Moore and LloydyV for Vendettd2000), book 3, chap. 4, pg. 213.)

Figure4.3.1b follows after figuretl.3.1a. Tte first four panels of figuré.3.1b are based from

the same male detective character's first person visual persp&bgvangle from which

these first four images are presented coincides with the positioning of a character and thus
allows us accesstim thevisual perspectivef that character. Thisreates the effect of

looking outdirectly throughthe gaze of the chasgerso that we are seeing what he s@és

absence of the character whose point of view we are viewing from finsthi®ur images
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(save for his hands coming from the bottom of the images) indicatsgafirst person

category A perspectiv@he apgarance of the hands at the bottom of the pictures suggests
that the pictures are positioned from the eye level of the first person character, so effects of
looking out from his level and seeing through his eyes are crddterk isalsogaze athe

viewe from therepresented participantstime first two panels at the teyhich create a
demandf the viewer(Kress and va Leeuwen 1996: 12130). This direct gaze contact from
therepresented participantseates an interaction between the viewer andepeted
characterandallows us tdeel as if we are an internal character in the story who is the
recipient of other characters' gazéke distancing ofhe pictures moves from a long shot of

the wall in the first two top panels to a medium shot ofah# in the third panel (lower left
corner) then to a closgp shot of the wall in the fourth panel (lower middle) and finally to a
sideways long shan the last panel (lower right cornesfhowing the character whose first
person visual point of view wasesented in the previous pan@{sess and van Leeuwen

1996 130. The decreasing distance of the first four pictures (from long shots teugpse
indicate the first person character's increasing proximity to the wall as he moves closer to it.
The presece of a heaghaped shadow at the bottom of the fourth panel also indicates the
character's close proximity to the wall by that point. The high angle of the fourth panel which
looks down at the shadow also indicates the first person character's visagkevaoint

(Kress and van Leeuwen 1996t6-148). The several other represented participants that we
see in the first three panels, figures of the first person character's imagination, grow smaller
as they get further away from the first person charactkdesappear into the wall. This is
another indicator of a characteliisf person visual perspectivEhe lastpanel (lowerright
corner)switches out of the first person character visual perspeatitree first four panelso

a third person narratorigerspective that shows the man on his knees by a wall. Combined

with the first person narrative text, the first person perspective pictures create the male
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character's visual and psychological point of view, allowing the reader direct access into the
man'smind and to his sight, and thus limiting our viewpoint to that of the character's. The
reader is restricted to and focused onto the personal and subjective first person view of the
male character in order to be taken firsthand into his-giriligenced inérnal mental

experiences without the presence of a mediating external narrator.

Fig. 4.3.1c(Nicieza et al.,Cable & Deadpool #37n Cable & Deadpool Vol. 7: Separation
Anxiety(2007), pg. 4.)

The lottom picture panel of figuré.3.1c conveys the first person visual perspective of the
character Deadpool (who can be seen in the top picture). It is a flashback image of what

Deadpool remembers from the evening before. He is shown to have been at a bar and met
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with a strange womaihefemalerepresented participant in the lower panel is looking
toward us and her left arm is turned toward us as well so that her fingers are fakiressis.
and van Leeuwen's (1996)eline and physical vectors are formedthggaz and left hand

of therepresented participant which are direcéthe viewe(1996:56-57, 6465). This
creates an interactive relationship with the viewer as we become the recipient of the
represented participant's attention and communicafio@ speech balloons coming frahe

left side of the picturendicate the presence of another unseen char@adpool) one

whom we have been placed from the first person point of view of and to whom the woman in
the picture is addressinghe absence of the character whose visuit @ view is being
presented in the lower panel image indicates a visual first person category A perspeetive.
hazy,blurred quality of the lower panel picture also indicatebaracter's first person
perspective as it suggests the character's ityatalperceive things clearlgrobably due to

being in a state of drunkennessthe bar setting would suggest.

4.3.2 Category B(N)- narratorial perspective

Fig. 4.3.2a(Z. and Greenyitchblade #3§Mar. 2000), pg. 1.)

Simpson's B(N), third persararratorial narrative category is often reserved for presenting

brief, but essential and/or important narrative information or additional author's notes in
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modern comics, such as in figude3.2a above where a recap of the plot from the previous

issue ("last issuel...]") and the current location and time of day ("Upstate New York.
Evening.") are given in the caption boxes. These are pieces of information that only the
narrator from 'outside’ of the story world can give to the reader. It is possible ¢thatbe

pictures provide a visual method for an external narrator to convey a story to the reading
audience, the necessity of his/her involvement in written narration is reduced, thus decreasing
B(N) type narrative text in comics. That is not to say thoughtextual category B(N)

narration cannot be found more substantially in some comics.

THERE'S
GOTTA BE
SOMETHING TO

DRINK IN THIS HOLY EPOXY!

/ ‘T THOUGHT THIS
UHILITY PELT WAS A ROOT BEER
FLOAT!

TURNS OUT,
IT'S A TUBE OF

EXTRA-STRENGTH,
ULTEA -SUPERE
STICKY-GLUE!

Fig. 4.3.2b (Evanier et al.Superman & Bugs Bunny #@ct. 2000), pg. 1.)
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Figure4.3.2b from a DC superheroes and Warner Brothers Looney Toons crossover comic
makes use of textual and visual category B(N) narration. The opening narrative text in the
green boxes ("In the dead of night][...]") takes an external narrator's dramatic tone aid form
language which when contrastedh the comical speech of Daffy Duck that follows after
creates humouithe present tense of the narrative text ("[...]a dark figtealsacross a

dockside warehouse...") places the voice of the external narrator sdipptoser to the

depicted scenes to create the effect of the narrator speaking as the depictearscenes
unfolding. The narrator's temporal proximity to the scealss brings the reader closer to

them, creating a greater degree of involvement as #uereeads and watches the story as if

it were occurring at preseriiere the narratorial B(N) narrative text not only opens a story
and provides story information of location and time of day, but also serves a purpose of
setting up for humour created framarrator and character contrasts. The narrative text sets up
a serious and sensible expectation and tone, only to be overturned by Daffy Duck's following
silly dialogue that completely contradictslitsing Kress and van Leeuwen's (1996) image
distance ad vertical anglesithe first panel (left sideye are given a very long shot and

low angle view of a shadowed figure on a rooftbipis combination ofa very long shot

which creates an impersonal and removed social distesogherepresented parigant,

anda low anglewhich createsepresented participant power over the viewsrats a sense

of mystery and power around thlkeadowed figureress and van Leeuwer®96: 130135,
146-148). But this mystery and power is quickly dispelledhe second panel, a circular
picture,which moves into a closap of the represented participatteye levetevealing him

to be the comical cartoon charadbaffy Duckin a Batmarike costumeand struggling with

a sticky green substanag&ccording to Kess and van Leeuwen's (1996) vertical angles and
image distancaye become equal and closer to Daffy in this second panel due to the eye level

and closeup shot(1996:130-135, 146148). Then in the third panel (right sidejve moveto
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a long shot agaibut from a high angle this tim@ show Daffy tripping backwards over the
edge of the rooftopAccording to Kress and van Leeuwen's (1996) vertical andedigh
angle of the picture diminishes the represented participant's powtrneihffy's
powerlesness and inability is emphasized asshghown apparentlyto be nothing more
than a powerlesglumsy fool(1996 146-148). The mystery and power created around
Daffy's shadowed figure in the first panel @mpletely overturned and replaced with a
cortrasting image of Imn in the third panel where he ¢gemically powerless and incompetent.
These great changes in the distan@nd anglesf shots is indicative of an external
narrator's point of view as only a narrator who is not a part of the woithe atorywould be
able tomovearoundso freelyto anylocationand viewpoinin the world of the storyUsing
Kress and van Leeuwen's (1996) concept of gaeealbsence of eye contact with the viewer
from Daffy (as he never looks at us) also supports an external third person narrator's
perspectivas itplaces us in the role of an invisible observer aiffiers Daffy to us as a

character for our dispassionate observati®96 121-130).
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Fig. 4.3.2c (Miller and Varley3300(2006), chap. 2, pg. 4.)

Figure4.3.2c displays an example of visual category B(N) narratile@ng Kress and van
Leeuwen's (1996) vertical angj@émage distancand gazefigure 4.3.2c demonstratesigh
angleand verylong shotwith no gaze from thegpresented participantghich suggestsn
externalthird person narrator's perspectilteprovides us with a powerful overhead vantage
point of the represented participants fromimpersonaand removed distanaghere we are
not involved in what we are observing atine represented participants are subjects for our
observatior(Kress and van Leeuwer®96 121-130, 130135, 146148). Theoverheadird's
eye view of a gathering of several characters can only come lieffidating' grspective of
anexternal narrator who is looking down on the scene and the characters assembled in it.
This aerial viewpoindiminishes the power dhe man in the centre of the circle, King
Leonidas of Spartand emphasizesribeingsurrounded by thel@aked figures, the Ephors,

priests to old gods, whaewatching him from all sidekike the priestswe, the viewer, are
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looking down an Leonidas from a higher position physically and by extension
psychologically as wellOur highangleviewpointgivesus power oveLeonidasand makes
him appear smaller and less significartis reflects the power of tHgphorsover Leonidas
The Ephorshold a position of mysterious highspiritual authority thaheonidaswhichis
highlighted in the wayhatthey sit around and higher thaeonidas who is on hisnees

before themThe picturesuggestseonidas' uncomfortable position in relation to the Ephors
He isencircled and trapped by them andstbend totheir will and power literallyand
metaphoricaly. Through a third persamarrative perspective located from abpoLeonida$

restricted statuand hispowerlessness befotliee Ephors are conveyed.

4.3.3 Category B(R)- reflector perspective

SOMEWHERE OUT THERE,

SHE KNOWS THEY ARE

PLANNING THEIR NEXT

MOVE. ANDPONE THING |
15 FOR SURE.

Hoigr, |5
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W —S——

Fig. 4.3.3a (Harvey et al.Batman: No Man's Land #5$ept. 1999), pg. 11.)

Theblue boxes of text in figuré.3.3a are another example of textual B(R) narration. The
reflector here is the mute masked character Batgirl (depicted in the pictures). A category B
third person narrator is acting as the 'voioethis silent superheroine. The thoughts of

Batgirl are presented indirectly through the third person narrator, hence the use of third

person pronouns (‘she’, 'her’) rather than first person pronouns ('I', ‘me"). But the present tense
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("Sheknowstheyare]...]", "[...Jone thingis for sure.") is more immediate to Batgirl herself.

The text is thus a free indirect report of her thoughts as it combines the 'free' character feature
of Batgirl's present tense with the third person narrator's indirect yiee' Indirect

Thought presentation will be brought up in the following chapters on speech and thought
presentation)The third person narrator is a mediating 'translator' for the mute Batgirl,
allowing her noHinguistic cognitions to be represented lingigizlly to the reader. In

presenting her thoughts, the narrator reflects her perspective. And without the use of
pronouns in the righihand panel's "Voices. Coming from...", the category B(R), third person
free indirect thought presentation could be mistafor a category A, first person direct

thought presentation coming straight from Batgirl's own consciousness. The omniscient third
person narrator is internally focalized, reflecting Batgirl's point of view and rdisidg

Kress and van Leeuwen's (1996)gage distancehe B(R) textual narration is supported by
thevisual presentatiowhich shove a medium close shot (first panel) then a clopgsecond
panel) of the character Batgirl whose thoughts are being presented in {{1©8&xt130

135). The prximity of the shots brings us close to Batgirl and thus creates intimacy with her.
By Kress and van Leeuwen's (1996) concept of gdmeedoes not appear to establish eye
contact with the viewe1996 121-130). Her eyes are covered by her mask but he, fac

though turned to us in both panels, does not point directly at us; her head is tilted downwards
in the first panel and turns to her left as we view her from a position slightly behind her in the
second panel. This absence of gaze at us places usoietloé an invisible observer and
indicates a third person perspective in the pictukesording to Kress and van Leeuwen's
(1996) vertical angleshe slight low angle of both pictures where we are looking up at

Batgirl creates represented participanivppand makes her seem more impogii296 146

148). Using Kress and van Leeuwen's (1996) horizontal angdisue angles are created by

Batgirl's body being presented to us at sideways a(b®&8 140-146). This detaches us
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from her and enhances hwwer, making her a removed character who we see as being apart

from us.

Fig. 4.3.3b (Miller and Varley,300(2006), chap. 2, pg. 2.)

Using Kress and van Leeuwen's (1996) image distance and vertical and horizontal angles,
figure4.3.3bis a verylong shot which comes fronol and oblique angég1996 130-135,
140-146,146-148). The long distance shot presents Leonidas imgeisonalvay and he is
made to seerdistant physically and mentally. The low angle imbues him with grgaderer

and placesim above uwisually and metaphorically. Viewing him from a sideways oblique
angle creates a sensedetachmenfrom himas wellwhich enhances higower and distance
and makes him seeramoved andbfty. Viewing Leonidadrom a positionbehindhim so

tha we areseeéng his back alsincreases our detachment from him. Bwdrear, low angle

shot of the picture guides us to look in the same direction as Ledoaards at the skygo
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that we see what he do@ke moon). This reflects his visual pointvwéw from a position

near to, but not the same as, msirking the visual B(R) narrative perspective of the picture.
According to Kress and van Leeuwen's (1996) concept of teere, is 0 gaze at the viewer
from Leonidasso heis offered to us as a swujt for observatioand a third person visual
perspective is indicatgd 996 121-130). We have a narrator's third person view of Leonidas,
but it is a view that also flects Leonidas' point of viewl.he perspectives of the third person
narrator and the reflector character almost align in this visual B(R) example, but not quite so
that the narrator and character still remain separate, though close, in their perspectives. In
B(R) narrative pictures time the narrator plays a simple mediating role in conveying the point
of view of the character with none or little of his/her interpretations and/or opinions being
expressed in or influencing the image, though s/he retains a distinct, third person pgsitioni
outside of the character's first person consciousness and direct visual point of view. A
category B(R) image is perhaps best identified if it is positioned from behindact#aso

that it offers an over thehoulder viewpoint. The narrator is not Gaed within a reflector
character's first person perspective and will take up a position near to and in the viewing
direction of the character so that their perspectives are close to one another and almost

Synonymous.
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SES RIGHT BEMND ME

Fig. 4.3.3c (Moore and LloydyV for Vendetta2000),book 2, chap. 9, pg. 147.)

Using Kress and van Leeuwen's (1996) image distance and vertical and horizontal angles,
figure4.3.3c provides us with an extreme clesp, eye level, frontal angle view of half of a
woman's fac€1996 130-135, 140146, 146148). The extreme closap brings us into close
personal proximity with her and we become intimate with her as a result. Viewing her from
her eye levehelps bringuscloser to heperspective as well asptacesus on her levelA

frontal angle shot of the woman's faweatesnvolvement with heand draws us into her
world, allowing us tadentify with her. According to Kress and van Leeuwen's (1996)
concept of gaze,dn gaze directed straight ahead at us forms an eyeline veattidhes

viewer and establishes eye contact with us, though we know that we are not the intended
recipient(s) of her gaze and she is not actually looking out @986 121-130). This creates

a connection between the female represented participant aviéwex which helps to
generatempathy foher. Because warebrought so close to the female represented
participant visually in distancenglesandeye contactshe isndicated to bethe focalizer
character whose point of view is being reflectBue visual B(R) perspective in figuré.3.3c

is not located from behind the reflector character but in front of her, loakiinginto her
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face. The over thehoulder shot here focuses on what is behind the female character: a
sinister figure following heRimmon-Kenan's (1983psychological facedf focalization

becomes relevant here the internal focalization in this picture not so much a perceptual
onebut a psychological ond983: 7782) (see section 2.4 ahapter?). It is the fear of the

female bcalizer character and her awareness of the dark figure right behind her that is being
highlightedin this picturerather than what she is seeing. The angle of the picture is not facing
in the direction of the female focalizer's sight but counter to it.ektremecloseup view of

half of the female character's fearful expres$iom her eye levelthe apparent promiity of

the pursuer she is running from behind her, and even the narrow frame shape of the panel box
(squeezing the characters in the picture closer together, creating no space between them,
enhanesa feeling of claustrophobia) all emphasize the femdleater's psychological point

of view. Her inability to escape from her shadowy stalker and her panic and terror of being
caught by him are foregrounded in the picture. So perceptual focalisation is not the only type
that can be conveyed visually comics psychological focalization can be visually generated

too.

4.4 Summary

This chaptehas demonstrated howowler's (1986)nternal and externalarrative
perspectivegsection4.2) andSimpson's (19934, B(N) and B(R)narratve categories
(section 4.3xan be applied toomics both visually and textually

Fowler's (1986)ntemal narrationrooted from the perspective of a participating
character within a storys generated visually in imagesen the restricted viewpoint af
character is conveyedich asin pictures that place us behind the eyes of a character and

allow us to see what théaracter sees directly, or in over gteulder shots fromdhind a
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characterFowler's (1986xternalnarrativeperspective is conveyed visually in images when
pictures come from the perspective of an invisible camera, allowing us to view characters and
their surroundings from an external observer's point of view.

Simpson's (1993)arratve category Aperspective occurs iimagesvhenthe first
hand, direct visal perspective of a characterdepicted showing us what the character is
seeing and conveying the limitations of the character's perceptual point oSume@son's
(1993)narrativecategory B(N)perspective in imagesccuss when a picture seems to come
from an external narratorial point of view that does not belong to any character within the
story.And Simpson's (1993)arrativecategory B(R)perspectiven images originates from a
position close to but not the same as a chardatatizer's. It is denidentifiedby over the
shoulder shots located from behind charactenich reflect the directioof a character's sight
and hence his/her perceptual point of view

This and the previousvo chapters have focused on the topic of narradiwch
multimodd narration outlining some othekey linguistic concepts and modelsnarration,
introducing a visual framework for analysing images from Kress and van Leeuwen's (1996)
visual grammarand applying-owler's (1986) and Simpson's (199@)rative models,
visually and textually, to the multimodal medium of comics. My exploration of narration in
comics and the first part of this thesis come to a close here. The second part of this thesis
which follows focuses on the presentation of two types of discoursecis@md thought. The
next chaptemoves on to the subject of speech and thought presentation with anwwefrvie

its background literature.
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Part Two

Speech and Thought Presentation in Comics
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Chapter 5: Background Literature on Speechand Thought Presentation

5.1 Introduction

Narrationand its multimodal form in comicBas been the subject of previous chapters. | now
move onto the second part of this thesis which deals with speech and thought presentation in
comics. Inthis chapter, presentan overviewof speech and thought presentatiS8peech and
thought presentation may be referred to generically as 'discourse presentation’, though the
term 'discourse’ denotes a wider meaning encompassing all kinds of written and spoken
communicabns, hence 'speech and thought presentation' remain the more accurate and
specific terms to us&peech and thought are separated because they are different discourses.
Speech refers to external spoken discourse which can be heard directly; thougtd refers
internal mental discourse which is private to the thinkbrs chapter will serve as an

introduction to speech and thought presentation which will be the focus of chapters to follow.
In the chapters to come (from chaptgrspeech and thought pressidn in comics will be
addressed. The presentation of speech and thought in texts is concerned with how spoken and
mental dialogue is represented. In narrative texts, discourse can be reported in various ways,
from short summaries to detailed reportshaf tontents of utterances or thoughts. This

chapter will cover concepts, theories and models that are important in speech and thought
presentation theory. This includesegesis ananimesis(section5.2), which deals with the

'telling’ and 'showing' of fiermation;transparency versugpacity (sectiorb.3), which refers

to the clarity or ambiguity of referential termiocutionaryforce(section5.3), which is the
intendedeffect generated byspeech act performed by a speaker through an utteragixzis; d
(section5.4), which addressdmqguistic markers ofpatial, temporal, personal and social

proximity and distancing which indicatepasitioningand/ora point of view; peech and
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thoughtpresentation scaleadels(section5.5), which proposeategories of discourse
presentation based on degree of faithfulness to an original discourse which is being reported;
dual wicetheory(section5.6), which explains free indirect discourse presentation as the
merging of the narrator's and character's®sj and arimimetic theories ofspeech and
thoughtrepresentatiofsection5.7), which challenge the categories of the faithfulrzssed

models of discourse presentation and argue that fictional discourse is invented rather than
imitative of an originabliscourse situatiorin thefinal section of thishapter | conclude with

a simmaryof its content@and reject artmimetic theories in favour of a faithfulnebased

model of discourse presentati(gection5.8). Speech and thought presentation theory

revolves around the idea that speech and thought are presented in direct and indirect forms in
prose texts. The theories discussed in this chapter provide insight into why this distinction
exists and how it is defined. From the discussions of speech amghtiresentation theories

in this chapter, my position on speech and thought presentation theory is a mimetic one,
which is why | use a faithfulnedsased speech and thought presentation scales model,
specifically Leech and Short's (1981) speech and titqugsentation scales, in the chapters

to come. Despite the antiimetic theories of speech and thought representation, the mimetic
faithfulnessbased speech and thought presentation scales model remains matefiwet,

easier to use and applicableatavider range of texts (not just fictional presentations of

speech and thought, but factual presentations too). The reasons for my mimetic position on

speech and thought presentation theory will become clearer in the sections to follow.

5.2 Diegesis and nmesis

| begin this chapter with an explanation of the concepts of diegesis and mimesis in which

indirect and direct forms of discourse presentation are rooted. RirKeen (2002)
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GHVFULEHVY GLHJHVLYVY DQG PLPHVLV DWW D¢ty arQJT DQG pV
HWHOOLQJYT LV D PHGLDWLQJ QDUUDWRUYY UHSRUW RI HYH
OLPHVLV RU pVKRZLQJY LV WKH GLUHFW DSSDUHQWO\ XQPF
ZKLFK DOORZV WKH DXGLHQ F Ha®iRfilmy/ picifeRadd fikeet Bpgdchw K H P
quotes.

The Platonic distinction betweelregesisandmimesigRepubliclll, 392D-394E)
correlates with the linguistic concepts of indirect and direct discourse, though originally,

Plato never outlined any formagfihition for the two. Heexplaineddiegesis and mimesis

simply in terms of narration versus speech, disfavouring the representation of dialogue in
preference of the words of a narrator. There have been various conflicting interpretations of
3 O D W R hi¢hwAaH b¥\se£n in narrative theory, philosophy and even basic linguistic
analysis today.

The comparison between direct and indirect speech representation and mimetic
unmediated representation and narredfoHGLDWHG VXPPDU\ FRPHV IURP 30DV
and has linked the issue of speech and thought presentation with narrative representation and
PHGLDWLRQ )OXGHUQLN 3ODWRTV UHZULWLQJ RI D
Thelliad into indirect discourse suggests that indirect discourse oggdnaintain the
illocutionary force or essential intended message of the original utterance, but can alter the
language and linguistic structure of the original utterance in the report of it. This is a useful
basic definition for indirect discourse whiconveys the core message of an utterance but not
the exact form of it. In converting an example of direct speech into indirect speech then, Plato
also addresses the position of the narrator as the source and presenter of a story and all
dialogue within 1. The issue of narrative mediation thus becomes involved in the

representation of speech and thought.
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Plato takes narratanediated indirect representations of speech to be as faithful in
their reports as unmediated direct speech representations. BetRagr does not regard
narrative mediation in indirect discourse as unreliable anaioretic in its report of
dialogue, Genette (1980) and Chatman (1978) align indirect speech with diegesis and
FRQVLGHU LW D QDUUDWLYH pGHVWRUNIUIREB@EWROQ WER H) BU UDLV
subjective point of view and style. They view narrative report of dialogue as inherently
unreliable and not a full and true representation of the original dialogue. And they extend
their considerations of mimesis to potentiaficlude reports of actions as well as speech,
UHJDUGLQJ REMHFWLYH GHVFULSWLRQV RI DFWLRQ DV D puF
Chatman 1978: 33).

S3ODWRTV FRQVLGHUDWLRQV RI PLPHVLVY DQG GLHJHVLYV
and diegesisW R KLP ZDV QRW VLPSO\ DQ\ W\SH Rl QDUUDWLRQ
VSHDNLQJ YRLFH 1RZDGD\V 3O0ODWRTV RULJLQDO WKRXJKW
HTXDWLQJ RI GLHJHVLY ZLWK QDUUDWLRQ L\@HH@HILN OR | HID
story except direct presentations of discourse that are not from the narrator but from other
characters (Fludernik 1993: 28). Genette (1980) says that narrative descriptions of action can
seem mimetic, but they are not examples of pure mgnesiich are only possible in visual
and audio mediums such as drama:

,Q FRQWUDVW WR GUDPDWLF UHSUHVHQWDWLRQ QR QI

VWRU\ LW WHOOV $00 LW FDQ GR LV WHOO LQ D PDQQl

that way give more or less the illusion of mimesighich is the only narrative

mimesis, for this single and sufficient reason: that narration, oral or written, is a fact

of language, and language signifies without imitating.

(Genette 1980: 164)

Therefore Genette considers only quotations of direct speech to be true mimetic

representations, because only speech can be imitated reliably in narrative.
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Chatman (1978: 33), in contrast to Genette, argues that objective reports of action are
mimetic, as direcspeech quotations are. So for him, there may be two possible types of
narration: diegetic and mimetic. Diegetic narration would make noticeable the mediating
SUHVHQFH RI D QDUUDWRU H[SUHVVLQJ WKH QDUUDWRUTV
Mimetic naration would include descriptions of events that keep narrative mediation to a
minimum, where a narrator may simply and factually report what happens in a story with no
evidence of bias, personal opinion or influence from their point of view and litlle to
QDUUDWLYH PRGLILFDWLRQ DOWHUDWLRQ RU HUGLVWRUWLF
and accurate account of events.

But both Genette and Chatman acknowledge that direct discourse in narrative reports
are secondhand representations and thusavoidably, an inexact replication of original
speech. Where they differ with their distinctions of mimesis and diegesis is on the medium
(for example, drama or text) and mediation (how precise, reliable and undistorted a narrative
report is) of narratin. Genette adopts a stricter interpretation of mimesis and diegesis by
considering all narration diegetic and only direct discourse presentations to be mimetic,
whereas Chatman includes objective, unmediated reports of action in his more liberal and
broackr interpretation of mimesis as well and limits diegetic narration to narrator
highlighting, mediated narrative.

6WDQ]HO WDNHV &KDWPDQTV FRQFHSW RI PLPH
on narrative mediation further by saying that all fiction is mediated and, from this idea,
QDUUDWLRQ WKDW pVKRZVY WKUR ¥ddkgrsuhtstd dieDelicDQG YLV XD
TXDOLW\ ZKLOVW QDUUDWLRQ WKDW pWHOOVY IRUHJURXQG
to this view, all narration is diegesis (and mediated) except for direct discourse. Mimesis in
narrated fiction is achieved through diegetic means, faytgp mimetic elements can be

found in direct discourse quotations. Genette argues that action cannot be represented by
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language and hence reports of action cannot be mimetic (limiting mimesis to direct speech
and thought). But Stanzel and Chatman, thaayhing that all narration is essentially

diegesis, describe narration which is seemingly unmediated and which shows rather than tells
information as mimetic (but not truly mimetic like direct speech and thought) (Fludernik

1993: 29).

Diegesis and mimesere concerned with different aspects of narration. Where
diegesis is more concerned with mediation (the highlighted presence of a narrator) in
narrative, mimesis is more to do with the form or type of medium through which a story is
presented. There aredvprimary ways to consider diegesis and mimesis in general: 1)
Diegesis could be broadly applied to all types of mediums that narrate a story: fiction, drama,
film, jokes and so on; 2) visual mediums, like film and drama, might need to be distinguished
from linguistic mediums, like fictional text, because they are mimetic by nature and non
narrative (as there is no obvious narrator telling the story). In this second case, only linguistic
mediums could be considered to be narrative and diegetic, as thegposdiating
narrators who tell a story through their own words.

The debate as to where the boundaries of diegesis and mimesis lie continues. But
generally, | agree that linguistic forms of narration reside within the diegetic realms, whereas
visual medims and direct discourse quotations belong to the mimetic realms. The level
and/or form of narrative mediation required to be diegesis varies across scholarly sources.
And whether mimesis can be extended beyond visual modes of presentation and direct
discouse presentations to reports of action and physical and scenic descriptions has been
argued by Chatman (1978) and Stanzel (1979/1984). If mimesis is applied to visual modes of
presentation, direct discourse quotations and possibly descriptive narravegisual and

linguistic forms of mimesis must be distinguished from one another; drama and film, from
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which stories can be seen, are not mimetic in the same way as what Chatman and Stanzel
would call mimetic action reports in textual narration.

Next | bring up the concepts of transparency and opacity ancotieept of
illocutionary force from speech act theory. Transparency and of&tityernik 1993: 3233)
are concerned with the truthfulness of referential terms and, in the case of speech and thought
presentation, reports of speech and thought. The illocutionary force refers to the speech act
performed by a speaker with an utterance and is a feature preserved in indirect speech and

thought.

5.3 Transparency versus opacity and illocutionary force

InD VHQWHQFH VXFK DV p3HWHU EHOLHYHV WKDW 6XVDQ *U
be atransparentand amopaquereading of it (Fludernik 1993: 323). In a transparent
interpretationthe sentence correctly presents a belief by Peter aboutikiElual he knows

as Susan Grey: that she is the manager of the store. Whether or not Susan is actually the
manager of the store could be true or false. In an ogatpreretationthere could be a

discrepancy between the knowledge of the sentence eepmd the subject of the sentence,

Peter, about Susan Grey. If the reporter of the sentence refers to the person about whom Peter
holds a belief by name (Susan Grey), but Peter himself holds the belief that someone he
cannot identify by name is the managéthe store or even mistakenly takes that person to be
somebody else, then the truth value of the sentence may become questionable. Peter may
believe that the woman whom the sentence reporter refers to by name, Susan Grey, is the
store manager, but thisay have been because he thought Susan to be someone else, such as
Jean Simmons (who would be the actual person that Peter believed to be the manager of the

store), and this would make the sentence presenting his belief about Susan incorrect and thus

116



false. If it was the case that Peter believed a woman that he was pointing out was the manager

RI WKH VWRUH EXW GLG QRW NQRZ WKDW ZRPDQYV QDPH Z
EH D FRUUHFW UHQGHULQJ RI 3HWHU Y VitEabsltbd womam hé&lisl L Q WK
SRLQWLQJ DQG UHIHUULQJ WR LV WKH VDPH DV WKH UHSRU
It is the reporter of the sentence that refers to the woman that Peter believes to be the store
manager by name in this case, perhap#hi®isake of the listener or audience; this introduces

VRPH RI WKH UHSRUWHUfV RPQLVFLHQW NQRZOHGJH LQ WK
he does not actually know the name of.

Transparency and opacity then are concepts that deal with the tughova
VXEVWLWXWDEOH UHIHUHQFHYVY WR D SHUVRQ RU REMHFW \
GDGY ZKLFK PD\ YDU\ LQ GLIITHUHQW DFWXDO FRQWH[WV RI
substitute referentially equivalent terms without affecting the trutefid of a statement) is
limited in contexts like those of knowing, belief or intention, and this allows referential terms
in statements to become opaque (less substitutable with other referentially equivalent terms)
in those types of contexts. Contextstttestrict transparency and are potentially opaque are
calledintensional(Fludernik 1993: 3283). The more transparent a reference, the clearer the
person or object it refers to. The more opaque a reference, the more ambiguous the person or
object it refes to. In the case of speech and thought presentation, direct speech and thought
are transparent presentations of utterances or thoughts as they claim to present speech and
thought truthfully; indirect speech and thought are opaque because they domab diai
truthful presentations of speech and thought and thus they leave a degree of ambiguity in
their report of the content of an utterance or thought.

Definite descriptions of an individual whose identity may not be knowK,FK DV pWKH
woman in the gre® V NL U W { atiDlutive fF&@re@hdeferentia) by Donnellan

(1966/1971), Cole (1978b) and Hellan (1981). The early philosophical distinction beteieen
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re anddedicto modalitiesaddresses the ambiguity of these definite descriptions and is whe
the concepts of transparency and opacity have developed frorde Thé&le dictaistinction
suggests that referential terms are either clear, unambiguous andd#restrgnsparent) or
vague, attributive and indiread dictdopaque) references someone or something. In a
VHOQWHQFH OLNH p3HWHU EHOLHYHV WKDW WKH PDQDJHU F
MWKH PDQDJHU RI WKH WrR tefdrfing te Xe©astull ihdivdual Wi idthe
manager of the store (who may b®@iIRZzQ E\ WKH VHQWHQFH UHSRUWHU E\ ¢
RU VLPSO\ MXVW E\ KHU MRE WLWOH RI| pPDQDdeHlldtgR] WKH V
UHIHUULQJ VLPSO\ WR pWKH PDQDJHU RI WKH VWRUHY ZKRF
not actially knowing or specifically referring to the identity of that person. But there is an
underlying assumption here that the most proper and preferable way to refer to an individual
is by their name (transparentlg r@, and this would mean that all othascriptive
references to a person would be essentially opaqudeaditto

Searle (1979) rejected tle re/de dictalistinction, pointing out that both attributive
and referential beliefs can e reor de dicto(1979: 160). He distinguishes between a
SULPDU\ DQG VHFRQGDU\ DVSHFW RI D SURSRVLWLRQ ZKLFl
(1966/1971) referential and attributive descriptions. The primary aspect highlights the topic
RI WKH VHQWHQFH H J pu$SERXW 6XVDQ *UH\daldipedtU EHOLH"
GHVFULEHV WKH SUHGLFDWLRQ RI WKH VHQWHQFH H J p3F
aspects can create different reports of an original proposition or utterance which would hold
the same truth value and conditions as each other.GlHSPRQVWUDWHY 6HDUOHY{V L
of the independence of truth value from the report that is given of it.

$XVWLQTV VSHHFK DFW WKHRU\ VXJaes/yWV WKD
thatnot only assert ideas but alstfectchanges in the world. He distinguishes between three

types of speech act: the locutionary act, which is the utterance itself; the illocutionary act or
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force, which is the speech act or action that a speaker performs in saying an utterance, such as
makinga request, promising, commanding, asking, threatening, etc.; and the perlocutionary
act, which is the effect of the of the illocutionary act (Austin 1980:1Z8). If the utterance:
L, WIV FROG LQ KHUHYT ZDV VSRNHQ LQ Dndhfatttehtaf By RSHQ Z
the speaker could be to make a request for someone to close the windows, and the desired
perlocutionary effect would be to produce the result of someone closing the windows.
7TKURXJK WKH XWWHUDQFH p,W { Modufibady for@e ¢f hhédkiidla WKH ORF
request is createmhd, if others respond to this indirect request, the perlocutionary effect of
someone going to close the windows would be achieved as a cesarbther unintended
perlocutionary effect may arise, suchsomeone telling the requesaker to put on a coat
Others may not always necessarily respond in the desired way to the illocutionary acts of
speakers: requests can be ignored or rejected, threats may fail to intimidate and provoke
anger instead, commasithay be disobeyed, etc., so perlocutionary effects can vary and
sometimes be unpredictable.

Indirect speech is known to preserve the propositional and illocutionary content but
QRW WKH H[DFW ZRUGLQJ RI DQ RULJLQDI \ RBX WHRERR UXU/RWKE H |
FRXOG EH UHSRUWHG LQGLUHFWO\ DV p+H VDLG KH ZRXOG
DFWV DUH FRPPRQO\ LGHQWLILHG ZLWK WKH UHSRUWLQJ F(
promisedtc Y p*OHQ R UGHIUH\K W KSHIFR-8FBNMtloTh &iginal utterance
could be considered secondary in importance in indirect discourse. The propositional content
of an utterance is the proposition of wigasaid rather than itgpeech act, e.g. the proposition
Rl u, WYV EHG WtheR iHi§ n@WRtin® @ gk td sleep, whilst the illocutionary force
mightbe to prompthe addressee go to bed. Indirect discourse then could be described as
FRQYH\LQJ DQ XWWHUDQFHYTV LOORFXWLRQDU\ PHDQLQJ ILL

proposWLRQDO FRQWHQW RI WKH XWWHUDQFHTV ORFXWLRQDL
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ZLWK WKH LOORFXWLRQDU\ IRUFH RI WKH XWWHUDQFH ,I p
PHY zDV UHSRUWHG DV p6KH ZRQGHUHG AKCHBVKHWI K M/ BERW O (
would not, strictly speaking, be a reliable indirect presentation of the original utterance, as the
RULJLQDO VSHDNHU LV QRW HQJDJHG LQ WKH WKRXJKW DF\
discourse presentation (Fludernik 1993:3%. The propositional content of the original
utterance would thus not be preserved in a reliable indirect presentation of the utterance in
WKLV LQVWDQFH RQO\ WKH HVVHQWLDO LOORFXWLRQDU\ D
asked him if he would helX HU |

The concepts of transparency and opacity and illocutionary force are most relevant for
indirect discourse. They are concerned with the existence of an original utterance from which
reports originate and most of their examples come frordfictan. The context in which
utterances or propositions are used is also important for determining interpretations of terms
of reference and the illocutionary force of utterances. And it is the truthful preservation of the
essential message and content of origittrances or propositions in indirect discourse that
is concentrated on by transparency and opacity and speech act theory. It is not possible for
indirect discourse to always be an accurate, detailed and reliable presentation of an original
(directyutetUDQFH 7KH FRQYHUVLRQ IURP GLUHFW WR LQGLUHF\
choices, bias and opinions into the construction of the indirect report and can involve a loss in
transparency and a rise in opacity which gives rise to ambiguity and vaguecese@ut
what indirect discourse does aim to maintain from the original utterance is the illocutionary
force and, where possible, the propositional content.

A special group of linguistic markers that can be used to identify direct and indirect
discourses discussed in the next section. These linguistic markers are known as 'deixis’.
They include terms and expressions that indicate spatial, personal, temporal and social

positioning, distance and point of view.

120



5.4 Deixis

The choice of deixis used in atteanay be indicative of the viewpoint of the narrator or a

character or perhaps both. Deictic expressions will often shift between narrative and

discourse presentation because of the differing positions and viewpoints they are coming

from. Decticterms a8 PSRLQWLQJY HI[SUHVVLRQV OLNH GHPRQVWUDYV

HLWKLVYT DQG pWKDWT DQG DGYHUEV pKHUHYT DQG pWKHUHY

M\RXY GHLFWLF YHUEV OLNH pFRPHY DQG pJRY WHPSRUDO

deixis in the use of informal first or formal last nansew address ternge.J p.DWLHY RU

HOLVV 6WRMdhse hag a deictic function of locating the speaker in the past, present or

future (Short 1996: 26974), though it is not deictic as its integpation is not dependent on

knowing the location in space and time of the spedkeixisindicates the position af

speaker spatially, temporally, personally and socially and suggests the distance between

things in fiction. Deictic expressions can getigrae categorised as either distal (remote,

GLVWDQW HJ pWKHUHY DQG pWKHQY RU SUR[LPDO QHDU

exophorically(Halliday and Hasan 1976) refer to entities, locations or points of time outside

of a text orendoplorically (Halliday and Hasan 1976) refer to an entity previously mentioned

ZLWKLQ D WHHae T IZRIANUREHUWLDWQ HIRSKRULF XVH RI WKH GHL

WR 6FRWODQG D ORWhere%h WD , ZKD. OHHQY R/IZH HZHRX Odemerd DQ HQG

specifically,anaphoric DV LW UHIHUV WR WKH SUHFHGLQJ XWWHUDQF
%KOHU HI[SODLQHG D VSHDNHUYV FKRLFH RI GHLF

W KH V Ségbnictetundinéor deictic centreHe distinguished between threges of

deictic centre (1934: 13B39). The first involves imaginatively transferring an object into an

imagined space and seeing how it fits into this place. The speaker acts as an observer who is
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imagining the object in relation to other objects withia fpace that it has been transferred

into. The second case involves the speaker transferring his or her own self or consciousness

to a different location and perceiving the imaginary space from the viewpoint of his or her
transferred deictic body positioas happens in a guidebook description which gives

directions. The third case involves two deictic positions related to one another: the speaker

stays at his or her original position, but at the same time imaginatively points towards the

position of an olgct. An example of this in fiction would be someone observing his or her

younger self in the past from a distant present time position, perhaps in a flashback memory.
7KH GHLFWLF FHQWUH ZRXOG UHPDLQ ZLWK WKHeVSHDNHUY
perspective on the object of his or her focus.

%HQYHQLVWH GLVWLQJXLVKHG EHWZHHQ WKH |
M\RXY DQG WKH WKLUG SHUVRQ pKHY fVKHY fLWY 7KH ILUV!
addressee whereas th@dhperson emphasises the events or processes that are being reported
UDWKHU WKDQ WKH pHQXQFLDWRUY RU VSHDNHU UHSRUWLC
discourse thus display the relationship between a speaker and addressee in their
HHOX @D WMWWHUDQFHY RU UHSRUWV DQG DUH FRQVLGHUH
not refer to the speaker or addressee or their interactional situation but focuses on the
reported content, making third person reports impersonal and objective. Bemtemsid
his distinction between first and second persons and third paismursandhistoire
Discours meaning discourse or conversation, refers to speech or writing that implies the
presence of a speaker and an addressee and is marked by presarideteixis (such as
SURQRXQV 1,1 DQG pP\RXY DQG D G YHibtdiEeVmeakiAdstofy op QR Z T D QC
history, refers to texts that relate events without reference to the speaker/writer or the
addressee/reader and are without deixis and useespapt tense. Direct discourse involving

the subjective use of first and second persons is exempldrgoourswhilst objective third
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person narratives and their indirect discourse presentations are castgild % HQYHQLVWHY
distinction betweehistoire anddiscourshas problems though. Benveniste originally
discussed these concepts in regards to the temporal system of the French language and thus
they may be limited in applicability and general validity to other languages. Also, first person
(homodLHJHWLF QDUUDWLRQ WKDW QDUUDWHY LQ SDVW WHQ'
theory. It does not come und#iscoursbecause it is a case of narrative rather than discourse
and it occurs in narrative past tense. And neither does it come undstthe category
which only considers third person narrativdsstoire is an idealistic concept that focuses
only on third person narratives involving an objective third person narrator, but it does not
account for first person narratives or even thircspemarratives that are written to reflect the
personal and subjective point of view of a character within the story.

As well as person deixis that distinguishes between first, second and third person
narratives, there is spatial deixis concerned with physical positioning and location. Spatial
deixis is a marker for direct and indirect speech and thought as characteriatdr
viewpoints and voices are conveyed by their indicated spatial positioning and distance from
surrounding people and/or objects referred to. Direct speech and thought would convey
information from the perspective of a speaking character's spagigibpoIndirect speech
and thought would be located from a reporting narrator's spatial perspective. Langacker
(1985, 1990) distinguishes between two types of deixis: one whkjalicitly refers to the
subjective ground (where the speaker is situatedpaadvhichimplicitly suggests it. In
explicit references to the ground, an element of the ground is highlighted, creating an
MHIRFHQWULF YLHZLQJ DUUDQJHPHQWY ([DPSOHV RI WKLYV
SHUIHFWT DQG pWKHKLER\ FHQWUWARRBHWKH VSHDNHUYV SRVL'
XVH RI WKH DGYHUE pKHUHY WKH GHPRQVWUDWLYH SURQR

WR PHY ,Q LPSOLFLW UHIHUHQFHV WR WKH JURXQG JURXQ

123



excluded from &cene description, though the ground is implied as a point of reference for
GHLFWLF H[SUHVVLRQV FUHDWLQJ DQ PRSWLPDO YLHZLQJ
pH7KHUH ZzDV OLWWHU DOO DURXQGY pu+H ZDV ODVW VHHQ R
ZKLFK RPLW H[SOLFLW DQG GLUHFW UHIHUHQFH WR DQG GR
RQO\ LQGLUHFWO\ LPSO\LQJ LW ZLWK WKH SUHSRVLWLRQDC
(referring to the Thursday previous to the time of utterance) an@tReX Q SKUDVH pWKH Q
VWUHHW GRZQY 7KRXJK WKH H[SOLFLW HIJRFHQWULF YLHZL
VSHDNHUYY GHLFWLF JURXQG SRVLWLRQLQJ LW LV PRUH R
arrangement, which is often interpreted as more stitoge This can be seen in third person
VHOQWHQFHYV VXFK DV p7KHUH ZDV D OLJKW DERYH KLPY DQC
sentence could be construed as an objective narrative report whilst the second sentence would
EH UHDG DV WKH ®RibsDlkckve padcBdtiov. HAXI tisRlistinction between
explicit and implicit deictic reference to subjective ground, Langacker has shown that
REMHFWLYLW\ LV DFKLHYHG WKURXJK H[SOLFLW PHQWLRQL
whilst subjectivity isachieved through implied subjective ground in objective sentences and
descriptions.

The deixis of direct discourse often changes when converted into indirect discourse,
for example, present tense in direct discourse might be switched into the paseft these
narrative for indirect discourse. Thus deixis is an important distinguishing feature in direct
and indirect discourse. Deictic centre, the distinction between discourse and story narrative
and explicit and implicit deictic references to speakertjposare theories that can address
the shifting deictic expressions between direct and indirect speech and thought reports which
reflect the differing positions and perspectives of first person and third person speakers and

narrators.
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In the next section,introduce scale models of speech and thought presentation, such
as Leech and Short's (1981) speech and thought presentation scales, which are based on the
faithfulness of a reported speech or thought to an original discourse. | share this faithfulness
based position on speech and thought presentation. In the next cbadtgo(into more
detail about Leech and Short's (1981) speech and thought presentation scales, before applying

these scales to comics in chapter

5.5 Speech and thought presentatioscale models

Perhaps thenost useful models for analysis of speech and thought presentation in texts are
scales that place categories of speech and thought presentation along a diegetic to mimetic
cline, i.e. progressing from types of discourse presentation that involve theamasor
intervention (diegetic) at one end of the scale to types of discourse presentation that claim to
guote directly the actual wording of utterances or thoughts and thus involve minimal narrator
intervention in the report (mimetic) at the other enthefscale. These speech and thought
presentation scales are based on how faithful a reported speech or thought claims to be to an
original utterance or thought.

McHale (1978) proposed seven categories of discourse presentation:

(i) Diegetic summary The narator's report simply that a speech event has occurred
without any specification of the content or manner of speech.

(i) 'Summary, less "purely” diegeticThe narrator's simple report that a speech event
has occurred expanded by a description of its corttgmits or the manner of its

delivery.
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(ii) Indirect contenparaphrase The paraphrased reporting of the content of a speech
event with no concern for the style or form of the original utterance. It is a type of
indirect discourse that provides a different true rendering of a character's
utterances or thoughts, maintaining the essential, conceptual contentutiéthace
or thought.

(iv) Indirect discourse An indirect representation of an underlying direct discourse. It
may keep some of the expressivadex grammar of the direct discourse, but is told
always from the reporting narrator's position. It is mimetic to some degree as it may
preserve some of the expressive elements of the direct discourse.

(v) Free indirect discourseA grammatical and mimetiatermediate between indirect
and direct discourse. It can be mimetic to any degree short of the pure mimesis of
direct discourse.

(vi) Direct discourse The most purely mimetic report of discourse, claiming to gtiae
actual wording of utterances or thoughBut it should be noted also timatvelistic
dialogue is conventionalized or stylized to a degree, usually omittingahthst
nonfluency features of real speech and thus is not a completely accurate and
detailedtranscription of actual speech.

(vii) Free drect discourse This is direct discourse that is unmarked by typographical
means, often being presented without quotation marks and reporting clauses. In
thought presentation, this often leads to interior character monologues with no
framing third persomarrative.

(McHale 1978: 25&59)

McHale's discourse presentation categories identify and categorize types of speech and

thought presentation in texts according to how truthful and accurate they are to the speech or
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thought being reported. The categoff@sn a cline that progresses from diegetic to indirect
to mimetic direct categories, gradually increasing in degree of faithful quoting of utterances
or thoughts.

McHale's discourse presentation categories were followed soon after by another
formal scale mdel which contains similar categories of speech and thought presentation:
Leech and Short's (1981) speech and thought presentation scales. Leech and Short's (1981)
speech and thought presentation scales retain some of McHale's discourse presentation
categries (iwvii, indirect to free direct discourse) but omit othersi(idiegetic summary to
indirect contenparaphrase). The categories of Leech and Short's scales include: narrative
report of action (NRA), narrative report of speech or thought (NRS)N®Frative report of
speech or thought acts (NRSA/NRTA), indirect speech or thought (IS/IT), free indirect
speech or thought (FIS/FIT), direct speech or thought (DS/DT) and free direct speech or
thought (FDS/FDT). It should be noted that the terms fesalspeech and thought
presentation categories have varied over the years in different publications (by Short,
particularly). The various changes to Leech and Short's original (1981) scales are discussed in
more detail in the next chaptd)(In additionto their scales, Leech and Short made the
important discovery that though the scale is applicable to both speech and thought, there are
different proportions and rates of occurrence between presentations of speech and
presentations of thought. This alseates differing effects, such as irony and empathy,
between equivalent forms of speech and thought presentation. Whereas DS is the most
frequent and privileged norm for speech presentation, in thought presentation, direct forms
are the least frequent, native thought reports and free indirect thought being the more
common forms of thought presentation instead. And where empathy occurs with free indirect
presentations of consciousness, there is no effect of empathy with free indirect presentations

of speeb. This is explained by the perceptibility of speech and the inaccessibility of
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thoughts; utterances can be heard directly with no need for a narrator's report of them whilst
access to a character's mind requires internal focalization by a narrator vauabgs the
effect of empathy with the character's mind. Take for example:
[1] She wasn't lying, she told herself mentally. After all, she really did have something else to
do this weekend. (FIT)
[2] She said she wasn't lying, that she really @idehsomething else to do this weekend.
(FIS)

There is a greater effect of empathy in the FIT example [1] than in the FIS example [2].
Because the dialogue is presented as occurring mentally to oneself in [1], it produces an
effect of entering a chacter's private mind and thus providing us with an intimate view of
her normally inaccessible thoughts. In [2], because the dialogue is presented as an utterance
that can be heard, it loses its effect of intimacy with the character as it does not require
internal access into the private mind of the character. Speech is an external, oral form of
communication that is perceived by its sounds, while thought is an internal communication
inaccessible to others in reality. We empathize with FIT but not FIS leeauasss to
thoughts is a more intimate process than access to speech. And a form of IT is more
acceptable for thought presentation than a form of IS is for speech presentation. IT highlights
the inaccessible nature of thoughts by acknowledging the peesétize narrator in the
report of thought; but IS does not report speech in the way that it is normally delivered and
perceived (in direct form). For these reasons, IT occurs more frequently than DT whilst DS is
more common than IS in prose texts. Inlegt chapter@), | will be discussing Leech and
Short's speech and thought presentation scales in greater detail as | use it as the primary
framework for my analysis of speech and thought prtasien in comics

Though discourse presentation scales clearly identify and categorize the main types of

discourse presentation that occur in narratives and are straightforward to use, Fludernik
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(1993) points out some problems with them. Because forms of discourse preseasat

change so rapidly and transition so smoothly in narrative texts, it is not always easy to clearly
identify and categorise them. There may often be cases of embedded forms of discourse
within another type of discourse, for example, free indireciodisse within narrative reports

or indirect discourse, or free direct discourse appearing unmarked without quotation marks in
narration. None of the discourse presentation types occur by themselves in real texts and they
take a variety of forms. More thame type of discourse presentation may blend together in a
sentence or the forms may change quickly and subtly from one sentence to the next. This can
lead to intermediate forms of discourse presentation that do not seem to fit clearly and purely
in a sinde discourse presentation category, such as indirect discourse that is continued by
free indirect discourse, ambiguous sentences that seem to be between narrative and free
indirect discourse, narration or indirect discourse with expressive elements|(seg tree

indirect discourse with reporting clauses, verbless or incomplete sentences, and exclamations
(Fludernik 1993: 311). It can become debatable which discourse presentation category a
sentence belongs to when it possesses features of more thaategmy. And because

discourse presentation can take various forms falling within and between categories, it also
becomes hard to anticipate general functions and effects of each of the discourse presentation
categories in different contexts. But thesguanents against the discourse presentation scales
remain unconvincing because even though not all presentations of speech and thought may fit
neatly into particular discourse presentation categories, they are all encompassed by the
scales and can be locdteomewhere along them. And there are some functions and effects
that are commonly associated with certain discourse presentation categories, such as
proximity and immediacy with DS and empathy and intimacy with IT and FIT. Despite the
potential difficulties in categorizing some types of discourse and predicting the functions and

effects of categories in different contexts, the discourse presentation scales remain a useful
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tool for analyzing speech and thought presentation in texts. The discourse p@sentati
categories provide clearlyefined measuring points for judging, grouping and comparing
presentations of speech and thought against.

The next section discusses dual voice theory which explains free indirect discourse as

being an intermediate betweemlirect and direct discourse and possessing features of both.

5.6 Dual voice theory

'Voice' refers to whether words in represented discourse could conceivably have been uttered
or thought by the represented speaker or thinker. The theory of dual Vieecasstator's and
the character speaker's, is commonly used to explain free indirect discourse. This theory also
supports the mimetic scales of speech and thought presentation, working on the idea that free
indirect discourse comes between indirect anelctlidiscourse, being an intermediate
between the two forms and possessing characteristics of both. Pascal (1977) described free
indirect speech as serving "a double purpose": to 'evoke a person through his words, tone of
voice and gesture, with incomparablivacity' and to 'embed the character's statement or
thought in the narrative flow, and more importantly, in the narrator's interpretation,
communicating his way of seeing and feeling' (197#73%

Dual voice has been defined as "the retention oh#ineator's temporal and
pronominal deixig...] and the integration of expressive features relating to the character's
deictic centre" (Fludernik 1993: 322). This is the position adopted by Cohn (1966, 1978) and
Chatman (1978). But a wider interpretatidridual voice' is now current: the merging or
juxtaposition of narrator and character voices. This position is taken by many free indirect

discourse studies, such as Pascal (1977), Jefferson (1980) and McHale (1978, 1983). Guiraud
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(1971) describes the ditglof free indirect discourse as "the primary speaker's voice and the
secondary speaker's words" (1971: 85).

In additional support of free indirect discourse as a dual voice, Bakhtin (1981) writes
aboutheteroglossia'another's speech in another's langieas constituting "a special type of
doublevoiced discourse” which "serves two speakers at the same time and expresses
simultaneously two different intentions: the direct intention of the character who is speaking,
and the refracted intention of thetlaor" (1981: 324). Bakhtin (1984) clarifies further that his
doublevoiced discoursencludes all discourse that ‘has a twofold directidns directed
both toward the referential object of speech, as in ordinary discourse, and toward another's
discourg, toward someone else's speech’ (1984: 185).

There are various potential ways in which dual voice can be expressed in texts. The
language of the narrator may be flavoured with the words of a character speaker and vice
versa. The voice of the narrator dvacacter can be evoked through a variety of means: lexis,
syntax, word order, deixis, figural expressions, indicated paralinguistic features such as
intonation, volume and pitch, the propositional content of sentences, etc. And point of view
can have an &ct on the perception and creation of voice too, depending on whether an
external narrator's or an internal character's perspective or focalization is adopted. Free
indirect discourse thus can occur in more forms than perhaps indirect or direct discourse,
because there are several possibilities in how the dual voices of the narrator and character can
merge.

Sotirova (2006) looked at how readers assigned point of views to a free indirect
discourse passage. Her aim was to test reader intuitions on singlaamerspectives in
free indirect discoursén her results, readers' intuitiongre divided fairlyevenlyamongst
participants that read the free indirect discourse passage as being from the perspective(s) of

the narrator (single voice), the charaggengle voice) and both (dual voices). Among the
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participants of the study were university researchers and undergraduate students, and there
was a notable difference in their interpretations of the free indirect discourse passage: most of
the undergraduasehad a single perspective reading of the passage whilst almost all the
researchers had a dual perspective reading. This difference in readings between researchers
and undergraduates was suggested to show the effect of experience with reading and thinking
about language on reader intuitions about narrative perspective; experienced readers are
perhaps more sensitive to multiple narrative perspectives and so are more likely to have dual
voice interpretations of free indirect discourse, whereas inexperieeaeers are perhaps
more likely to assign either the narrator's or a character's perspective only to narrative
sentences, forming just single voice interpretations of free indirect discourse. From this study
then, it would seem that readings of free indidiscourse vary from reader to reader, some
perceiving the single voice of the narrator or character and some perceiving the dual voices of
both. This seems to reflect the single versus dual voice debate surrounding free indirect
discourse. Though the dusice theory has reasoning behind it in that it originates from the
formal linguistic properties of both the narrator and character(s) found in free indirect
discourse (often the narrator's past combined with character's present and the narrator's third
person reference combined with the character's subjective expressivity and idiom), Sotirova's
(2006) article demonstrates that not all readers may have a dual voice interpretation of free
indirect discourse; as many readers may have a single voice reaflieg indirect discourse
as a dual voice reading, and it may depend on how experienced in reading a person is.
Sotirova (2006) also showed that linguistic indicators of voice or cues for narrative
viewpoint, such as emotive words, deictics, modal vemblsvarbs of cognition and emotion,
and cohesive links in sentences of narration, such as repetition of references and subjects,
continuity of tense and conjunctions, work in complex ways in free indirect discourse. Their

presence in sentences does not gdr@eate the same effect each time they are used, for
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example, the sentenaaitial conjunctionand may not always continue a narrative viewpoint
from the preceding sentence, it may allow a shift in narrative perspective if the grammatical
subject werd¢o change. Formal cues for narrative viewpoint do affect readers' interpretations
of narrative perspective, but the context in which they occur also plays a part in readers'
interpretations, and cohesive links between sentences of narration do not abiagsna
previous established narrative viewpoint from the preceding sentence, they can prompt shifts
in narrative perspective as well. In free indirect discourse then, the potential for shifts in
narrative perspective is evidence for more than one pergpéhat can be adopted. But

whether readers have single or dual voice interpretations of the multiple narrator and
character perspectives, whether they read them individually and apart or simultaneously and
combined, varies.

Bray (2007) also conductedstudy that tested whether readers constructed a dual
voice when reading free indirect discourse and investigated whether the identification of
point of view in narrative could be affected by succeeding as well precedirgtc8ray,
like Sotirova (200§ also had varied results in that his undergraduate participants had single
and dual voice interpretations of a free indirect discourse passage too, some identifying the
single perspective of either the narrator or the character and some identifyingltheides
of both the narrator and character. Bray suggested that the experience of dual voice readings
may be found in "those who are familiar with free indirect discourse" (2007: 48). Bray also
found that readers' interpretations of narrative perspectuld be influenced by text
following after an ambiguous narrative passage; readers could readjust their interpretations of
previous narrative passages after reading delayed linguistic cues for a narrative perspective.
Bray concluded that readers cantiymough "processes of reappraisal and
recontextualization" as they read ambiguous narrative passages, updating their mental

representations of the narrative world as they read further and possibly altering or confirming
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their interpretations of previous gsages (2007: 48). Readers may hold multiple possibilities
for interpretations of perspective in free indirect discourse in their minds and only resolve this
by subsequent linguistic indicators of point of view, or they may continue reading with no
resoluton to the ambiguity in whose point of view a narrative passage is adopting.

Sotirovas (2006) and Brayg (2007)studies demonstratee complex and different
ways inwhichreaders may interpret perspective in free indirect discourse. They have
provided ewence that not all readers have dual voice readings of free indirect discourse;
there are single voice readings too. And readers form their interpretations of narrative voice
and perspective from formal linguistic cues and cohesive ties to precedingcardding
context and content. In general, the perception of dual voice in free indirect discourse is
perhaps an acquired skill present mostly in regular and experienced readers who are more
likely to be familiar with it. Less regular and experienced resadee perhaps more likely to
have single voice readings of free indirect discourse that come from the narrative perspective
of the narrator or a character.

The next section addresses antmetic theories of speech and thought representation
that countethe faithfulnessased speech and thought presentation scale models. Though |
do not take the position of these amiimetic theories, they present an alternative way of
viewing and analyzing speech and thought presentations and are worth mentioniag for th

problems and issues they highlight about the faithfutbased models.

5.7 Anti-mimetic theories of speech and thought representation

In contrast to the scale models of speech and thought presentation which are based on the
idea of an original discose underlying all discourse presentation reports and that categorize

discourse presentation in terms of degree of mimetic faithfulness to the original discourse
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being reported (see sectibrd), there are antnimetic theories that view all discourse
presatations as essentially narration, focusing on the role of the narrator as the creator and
manipulator of all mimetic subjectivity in his/her discourse reports. Thesenangtic

theories support the idea of the single voice of the narrator in freedndiseourse as

opposed to the mimetic scales concept of the combined dual voices of the narrator and
character speaker.

In Banfield's (1982 nspeakable Sentencdee indirect discourse is referred to as
'represented speech and thought' (RST) andasetd as an expressive function of language
that occurs in narration independent from a communication setting (Jahn 1983). RST is
explained to be the narrative's representatiaeftéctive consciousness and speech
reflecting the speech and thoughts lodiacters within the narrative by presenting a direct
flavour of them indirectly embedded within the language of the narrative. And there is a
category ohonreflectiveconsciousness too, which includes narrations of perception,
feelings and beliefs. ABentences in narration are essentially-communications in
Banfield's theory, expressing or telling things autonomously to no intended recipient.
Communicational structures involving sendeceiver, narratenarratee, implied autheor
implied reader, etan narrative literature are challenged. But though literary narration is non
communicative, it still can use expressive discourse features, like emotive language, to create
a mimetic presentation of a character's subjectivity.

Banfield regards third pessa texts generally as being narratorless. Only first person
texts possess a narrator by her definition: a narrator can only be referred to with the first
person pronoun 'lI' and is the source of a text with all sentences being subjective to his/her
point of view. With no narrator to unify the text, third person narratives are held together
simply by narrative rules of consistency and textual cohesiveness, thus they are a more

objective and mechanicallgonstructed type of narration.
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Banfield's theory of naation as norcommunication treats narratives as writing rather
than types of discourse, which would seem more appropriate for literary texts. And the
category of represented speech and thought (RST) encompasses more than the traditional free
indirect disourse, including narrations of consciousness and perception too, though
excluding direct presentations of utterances (Fludernik 1993386&) This makes it easier
to deal with types of narration and discourse that fall between pure narrative andifess ind
discourse. But in regarding narration as4tommunications and treating third person texts
as narratorless, Banfield takes an oppositional stance to communicationaireesdar
configurations in narration and adopts a restricted first persamtotef of a narrator. The
well-known narratological models of communicational levels and the notions of narrator
mediation, third person and focalised points of view and dual voice in narratives are
abandoned by her theory. And oral narratives, authoaiahtives that address reader(s),
authorial intrusions in third person narratives that suggest an authorial voice, and expressive
types of third person narration that suggest a narrator's subjectivity but do not refer directly to
a narrator with first peon pronouns, are not satisfactorily explained. Banfield's theory thus is
unsuitable for some types of third person narratives that display signs of an authorial voice,
audience awareness and subjectivity.

Fludernik (1993) argues that there is no realinalgdiscourse situation that is being
reported in fiction. She explains that discourse presentations in fictional texts are inventions
rather than representations of imaginary dialogue (1993: 426). They do not imitate an actual
instance of original discase (for there is none in fiction), but rather, they create discourse
that is appropriate to a given context. Evidence to support this thinking comes from the
observation that written dialogue does not try to replicate many of thusmty features of
actual speech, such as false starts, fillers, pauses, repetitions and other common mistakes in

speech, unless it is for a deliberate effect, for example, to imply uncertainty in the speaker,
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and even then, the ndluency in written character speech is aftaore controlled and

deliberate than in real natural speech. And written dialogue is often more emotive and
expressive of a character's feelings than real speech usually is, for example, saying "I'm
scared" out loud is more likely to happen in fictionrtiareal speech. Politeness is

something more important and common in real speech situations than in fictional ones as well
(Fludernik 1993: 426). What written dialogue is then is an idealized form of speech rather
than a mimicking of it.

Fludernik proposs that mimeticism in fictional discourse is created by the use of
expressive elements that evoke subjectivity. Markers of expressivity are not necessarily based
from real instances of speech and thought, but they dygatal or schematidormulations
of discourse in texts (Fludernik 1993: 3989). In direct discourse, expressive properties are
to be viewed not as naturally inherent in this type of discourse, but as linguistic devices to
signal or emphasize emotionality, indicating what the intonat@amélparalinguistic cues
accompanying an utterance would if they could be perceived within the text. In indirect
discourse, the use of expressive devices, particularly in the representation of consciousness,
triggers a point of view reading and a charastenice, which then produces the illusion of
immediate access to a character's mind. The presence of expressive features in any form of
discourse makes the distinctions between discourse presentation categories less defined. The
formal properties that hawften been used to distinguish between the discourse presentation
categories of the scale models, such as syntactic arrangement, pronouns and tense, are
cognitively less significant to a reader than the use of expressive signals which attract a
higher level of readerly attention (Fludernik 1993: 4289).

Fludernik's argument that there is no original discourse situation in fictional narratives
and that discourse presentation in them is invented rather than imitated is true in that speech

in fiction is ot an accurate transcription of real instances of speech, but is a mediated report
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of imaginary utterances. By looking for expressive features of language as signals of
subjectivity and not being preoccupied with identifying discourse presentation cesegori
through formal grammatical features, Fludernik's approach to discourse presentation manages
to better address cases of discourse that fall between defined discourse presentation
categories from the scale models. But arguing that mimesis is a narndtmiah generated
by the expressivity in language seems to go against reader intuitions about the accuracy,
reliability and faithfulness of discourse presentations. Cognitive stylistics is interested in
explaining how real readers experience texts aaddh of reading. The distinctions between
direct and indirect forms and narratorial reports of discourse become harder to define with
antiFmimetic theories of speech and thought representation because all discourse
presentations are considered narramntrolled. Indirect and narrative reports of discourse
would be treated more or less as equal cases of narration, direct and free indirect discourse
would contain equally direct expressions of character subjectivity, and even indirect
discourse could contaisubjective elements whilst maintaining its narrative reporting
function. Expressive elements and grammatical features are dealt with as varying degrees of
narrator manipulation and are not necessarily limited to specific discourse categories. The
significance of a speaking character's voice in representations of his/her own discourse is
reduced in favour of placing more importance on the voice of the reporting narrator alone,
since the narrator is the one that creates and manipulates all expressigtigen tarration
to produce the impression of a character's subjectivity and words. In Fludernik's theory then,
true mimetic representations of discourse do not exist, only diegetic narrative inventions of
them with varying degrees of expressed subjegtivit

This antimimetic theory highlights the differences between-liéaland fictional
speech by reminding us that fictional discourse presentations are not like real instances of

speech. Fictional speech presentations lack many of the naturiliencyfeatures of real
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speech (such as fillers and false starts) and the intonational and paralinguistierfredh

cues that accompany it. Fictional speech also tends to be more emotive and expressive of
feelings than real speech which is often highly coregmmith politeness and keeps

expressions of feelings to a minimum. Despite highlighting these differences between real
and fictional speech though, Fludernik's antmetic theory of discourse presentation is
reductionist, classifying all fictional disca& as narratesourced and diegetic and rejecting

the idea of charactesourced and mimetic types of discourse presentation. The removal of
mimetic representation from Fludernik's theory of discourse presentation reduces categories
of discourse presentatiddased on claim of mimetic faithfulness to a diegetic continuum of
degree of expressivity (see figuserg. Degree of faithfulness claim is replaced by degree of
subjectivity (marked by expressive elements) as the basis for classifying speech and thought

presentation.

Diegetic discourse T NRS/NRT Discourse with high expressivityr
low faithfulness/ high NRSA/NRTA
narrator mediation IS/IT
FIS/FIT
Mimetic discourse DS/DT
high faithfulness/low | FDS/FDT Discourse with low expressivity_L

narrator mediation
The categories of Leech and Short's (1981) Fludernik's (1993) antnimetic theory-
speech and thought presentation scales a diegetic continuum of degree of
expressivity
Fig. 5.7a- A comparison of mimetic and astiimetic malels of speech and thought
presentation
Fludernik's antmimetic approach to discourse presentation presents a challenge and

alternative to mimetic models of discourse presentation such as McHale's (1978) categories
of discourse presentation and Leech 8hdrt's (1981) speech and thought presentation

scales (see secti@mb), but it is not clear how exactly such an -animetic theory could be

applied to the analysis of texts. Fludernik does not propose any accessible framework or
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model for her theory whh could be used on texts. If discourse in texts cannot be categorised
and the degree of expressivity in examples cannot be measured or ranked, then it becomes
difficult to differentiate or link cases of discourse. And with fewer or no formal features to
mark them, identifying types and categories of discourse presentation becomes subjective and
inconsistent. This would limit the reliability and generalizability of a discourse presentation
analysis.

We now come to the end of this chapter's topics and cdmelith a summary of the

theories discussed next.

5.8 Summary

This chaper has provided an overview tbfe linguistic concepts and theories underpinning
speech and thought presentatiole@eésis ananimesis transparencgndopacity,
illocutionaryforceand eixis) as well as different theories and models of speech and thought
presentation (McHale's (1978) categories of discourse presentation, Leech and Short's (1981)
speech and thought presentation scales, dhiedtheoryand antimimetic theories ofspeech
andthoughtrepresentation

SODWRTTV GLVWddgdsishdmheSignavidesiwg main ways of
presenting speech and thought: indirectly, through the mediating words of a narrator
(diegetic), and directly, through direct, verbatim quotationmsnetic).Diegetic, indirect
reports of discoursare regardeds unreliable whilst mimetic, direct repodre trustworthy
and accurate.

Transpareay and opacithighlightclear anduncleareferences indirect discourse
Conversion from direct to indirect discourse may diminish transpaetiypcreaseopeity,

OHDGLQJ WR VRPH ORVV RU DPELJXLW\ LQ PHDQLQJ IURP W
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(1955/1980) concept of illocutionary force from his speech act tres@ams to identify the
essential element that indirect discourse seeks to preserve from original direct utterances: the
speech act that the speaker intended to perform thiaafterutterance.

Deixis marks the spatial, temporal, personal and socidi@osif a narrator or
speaker and thus the point of view that their utterances or sentences are made from.
Demonstrative determiners or pronoutsictic verbs anddverbs,eénse and terms of address
will shift between direct and indirect presentationdistourseas the voice of either a
speaking character or the reporting narrator is.uBee position fronwhich deictic terms
arereferencd isthedeictic centre

The speech and thought presentation scales proposed by McHale (1978) and Leech
and Short1981) are composed of discourse presentation categories that run from diegetic
forms (narrator reports of speech and thought and indirect discourse) to mimetic forms of
discourse presentation (direct and free direstalirse). Leech and Short atsosene that
direct speecland indirect thought athe most frequently occurring fosf speecland
thought presentation. This differenicenorns is explained by thaccessibilityof speech
which can be heard and quoted direethd the inaccessibility of thghtswhich require
narrator intervention in order to accesshaacter'sprivatemind.

Dual voicetheoryexplainsfree ndirect discoursas the combiningf the voices of
the narrator and character speakenas been defined by some as the retaining of the
narrator's grammar with the expressive features of a charactex vBdér definitiorhas
described it simply as the merging or juxtapositionarfrator and character voices.

Banfield (1982) and Fludernik (1993) propose -anitinetic, single voice (as opposed
to dual voice) models for discourse presentafldiey argudhat discourse presentation in
fiction does not replicate an original discourse but rather invents dischatse t

contextuallydeterminedThe manipulation of expressivity in discourse presentations is
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responsible for evoking subjectivity and creating the impression of a minsatoaufl of an
original discourseSo acording toant-rmimetic theoryall fictional discourse is created by
thenarrator and is thus diegetic.

In the next chapter, | focus on Leech and Short's (1981) speech and thought
presentation scales and explain the changes that have been made to them since their
inception. This particular model speech and thought presentation will then be tested on
comics in chapter by applying its categories to the types of speech and thought presentation

found in comics.
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Chapter 6: Leech and Short's Speech and Thought Presentation Scales

6.1 Introduction

This chapter focuses on the speech and thought presentation scales proposed by Leech and
Short. This is necessary before attempting to apply them to comics in chafies chapter

will outline the scales and explore their development from their oritprthleir latest forms.

The 1981,6 HPLQR D Q2008 KieBhokt'§2012 versions of Leech and Short's speech

and thought presentation scales will be laid out. Seét@mill address the earlier versions

of the scales from 1981 and 2004. Secti@Bso 6.9 will explain in more detail each of the
categories from the 1981 and 2004 versions of the scales. S&aowill lay out briefly the

writing presentation scale that was included with the 2004 version of the scales. And the most

recent 2012 versioof the scales will be shown in the last secti®il).

6.2 The scales

Leech and Short (1981) proposed categories for the presentation of character speech and
thought in prose fiction ityle in Fiction The categorieselated to the amount ofarratoral
interference in the reportiraf the speech and thoughts of story clweas (Leech & Short

2007: 255281).
The categories originally given for speech presentation were:
I1DUUDWRUYY 5HSUHVHQWDWLRQ RI $FWLRQ 15%

e.g.It began to rain.

1 D U U Ré&pretEfitdtion of Speech (NRS)
e.g.They were talking.
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1 D U UDRAReYdtionof Speech Acts (NRSA)
e.g.He told her about his imminent return.

Indirect Speech (I1S)
e.g.He told her that he would definitely return the following day.

Free IndirecSpeech (FIS)
e.g.He saidhe'd be back hometomorrow for sure.

Direct Speech (DS)
egd. L, TOBDEFEWN KRPH WRPRUWRAMIRU VXUH 1

Free Direct Speech (FDS)
e.g., 1 e®ack hometomorrow for sure. He sounded certain.

The categories for thoughtgsentation consisted of:

IDUUDWRUYYV 5 HSUHVVRRQWDWLRQ RI 7KRXJKW
e.g.She wasdeep in thought

1 D U U RépRedéftatiorof Thought Acts (NRTA)
e.g.She went through the facts in her mind.

Indirect Thought (IT)
e.g.She decidedo leave him alon€for a while.

Free Indirect Thought (FIT)
e.g. She decided not to disturb hide needed some time alone.

Direct Thought (DT)
eg.u+H QHHGV VRP Mshe&/thdughtD ORQH

Free Direct Thought (FDT)
e.g. She decided not to disturb hife needs soméme alone.
,Q 6HPLQR DQG &XimiRus\Bistics: Speech, Writing and Thought Presentation in
a Corpus of English Writing /HHFK DQG 6KRUWYV RULJLQDO VFDOHV RI
presentation were altered in response to what Semino and Shuttifioa range of texts,
including nonliterary and noffictional narrative modes (Semino & Short 2004: 9). Leech
and Short's original (1981) speech and thought presentation scales focused on literary

fictional texts only. The result of Semino and Shoralgsis of texts was to include
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categories that allowed the scales to be applied to a broader range of tektsyaymand
nonHfictional as well as fictional texts, such as newspapers. The updated speech and thought
presentation scales included thddwling categories:
Narration (N) £tNo speech presentation.

e.g.He looked straight at her.

IDUUDWRUYY 5HSUHVHQWDWLRQ RI 9RLFH 19
e.g.The room was in an uproar.

1DUUDWRUYYV 5HSRUW RI 6SHHFK $FWV 156%
Indirect Speech (IS)

Free Indirect Speech (FIS)

Direct Speech (DS)

Free Direct Speech (FDS)

Internal Narration (NI)
e.g.She felt resentment.

Narrative Report of Thought Acts (NRTA)
Indirect Thought (IT)

Free Indirect Thought (FIT)

Direct Thought (DT)

Free Direct Thought (FDT)

(Semino andshort 2004: 4319)

In addition to the updated speech and thought presentation scales, a writing presentation scale
was also proposed to account for reports of writing, which occur regularly in texts such as
news reports and autobiographies. The writirggpntation categories parallel those for

speech and thought presentation:
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Narrator's Representation of Writing (NW)
e.g.He wrote this letter.

Narrator's Representation of Writing Act (NRWA)
e.g.l wrote about my holiday.

Indirect Writing (IW)
e.g.The letter saidhat my appointment had been arranged for April 5th

Free Indirect Writing (FIW)
e.g. Janet wrote to me. She ssi@ was really missing home and wanted seeall
our faces again

Direct Writing (DW)
e.g The letter saitlyour appointment has been arranged for April 5th:

Free Direct Writing (FDW)
e.g. He read the sign aloudo trespassing.

(Semino and Short 2004: 4)

The above speech and thought presentation categories will be explained aetadreelow

in the sections to follow (sectiols3 t06.9). There will also be a section on writing

presentation after the sections focusing on the categories of speech and thought presentation
(see sectiol.10). But the writing presentation scale witit be addressed in as much detail

as the speech and thought presentation scales as it does not have direct relevance and use for
the scope of this thesis (which is focused on the analysis of speech and thought presentation
and narration in comics).

It shauld be noted that Semino and Short have questioned whether the free direct
categories of speech, thought and writing presentation (FDS/FDT/FDW) are distinct
categories from direct speech, thought and writing (DS/DT/DW). Semino and Short (2004:
49) argue tht because free direct speech, thought and writing do not claim any extra
faithfulness from direct speech, thought and writing reports, they are perhaps best viewed as
subtypes, or variants, of the direct categories. It is debatable of course to tattudey

and faithfulness in the report of speech and thought, since it is difficult and impractical to
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transcribe speech and all its naturallycurring features (such as pauses, repetitions,
corrections, etc.) exactly and accurately in text, and theofdaetually reporting someone's
private thoughts with any accuracy is of course fictional and realistically impossible. One can
only imagine or guess the thoughts of another, but never know them with any certainty or
accuracy. The realm of the mind is @ig and inaccessible in reality; a direct report of
thought is possible only in a fictional setting. The presentation of speech in prose is
considered to be a fictional representation or version of actual speech as well. For speech and
thought then, theris never truly complete faithfulness and accuracy in reports. For writing
though, highly faithful presentations of written texts are possible. Written words can be
accurately reported and quoted. Because reports of writing are verifiable, there is an
expedation or assumption that they are more likely to be accurate and true to their source.
Verifiability is more difficult with reports of speech and is not possible at all with reports of
thought.

Semino and Short (2004:35 DOVR GR QRW L@pod of 6dech NERE)DWRU T
RU QDUUDWRUYVY UHSRUW RI WKRXJKW 157 LQ WKH XSGDW
because they explain that these are effectively parts of the narration which introduce speech
or thought presentation categories, &dgsStotland Yard spokesman saidfficers were
investigating the matter.' The emboldened portion of text, the reporting clause, can be called
NRS whilst the rest of the sentence is IS. In Semino and Short (2004), the function originally
covered by NRS is coveretd\ QDUUDWRU TV WHsS(NWY,AIQURTDsWAveR € R Y
by internal narration (NI). NI is not the same as NRT though in that it delves internally into
the mental states of a character, whereas NRT simply gives a limited report that a character is
thinking. NI can include instances of NRT but is not nearly as restricted in its access to a
character's mind, though it also does not go into any of the content of character thoughts. The

NRS/NRT and NV/NI categories will be discussed in greater deteil lat
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Along with the speech and thought presentation categories, Leech and Short had
argued that the norm for speech presentation was direct speech (DS) and the norm for thought
presentation was indirect thought (IT) (Leech & Short 2007: 276). The reagbisfor
difference in norms is that speech can be perceived directly by hearing whilst thoughts are
inaccessible. We can believe that we have direct access to speech without the intervention of
a narrator and can imagine hearing directly presented spokes imdictional writing.
Accessing the thoughts of a person is a phenomenon that occurs only in fiction and requires a
narrator that readers believe to have access into a character's mind. The presentation of
thoughts is possible only via the conventioh§aional writing, through the words of an
omniscient narrator (Leech & Short 2007: 274). Hence IT, which presents the narrator's
report of thought in his/her own words, is the category that seems most appropriate for
thought presentation, given the matof thought, as it highlights the intervening role of the
narrator in presenting thoughts. Movement away from the DS norm toward free indirect
speech (FIS) produces an effect of distancing the reader from the character(s) whose speech
is being reportedhften associated with irony. But with a movement to free indirect thought
(FIT) from the IT norm, an opposite effect of putting the reader directly into the character's
PLQG LV FUHDWHG EULQJLQJ XV FORVHU WR D ®WKDUDFWHU
276).FIS is a movement away from the DS norm toward narratorial intervention, whereas
), 7 LV D PRYHPHQW DzZD\ IURP WKH ,7 QRUP WRZDUG WKH Pl
WKRXJKWY DUH QRW GLUHFWO\ DFFHVYV bfEl@ dontBrQoflaQ GLUHF W
FKDUDFWHUTV WKRXJKWV LV PRUH DFFHSWDEOH DV D QRUP
more artificial than indirect reports as they are explicitly presented, contrary to the private
nature of thoughts (Leech & Short 2007: 27&). Indirect forms of thought presentation
preserve some of the inaccessibility of thoughts by not claiming to be faithful representations

of them.

148



The degree of narrator interference in the report of speech and thoughts decreases
going along the preseni@n scales from NRA to FDS/FDT. The narrator exerts the most
interference over the report of speech and thought with the categories of NRS/NRT and
156%$ 157%$ ,6 ,7 ),6 ), 7 DQG '6 '7 LQYROYH WKH QDUUDWRUY
report of speech and thght, with the extent of narrator control over the report decreasing
toward DS/DT. And the narrator apparently has no control over speech or thought report in
the FDS/FDT categories (Leech & Short 2007: 260). This means that FDS/FDT are the most
accuratelyquoted and verbatim reports of speech and thought possible, whilst NRS/NRT or
NV/NI present none of the actual words or content of speech or thought as they are
completely filtered out by the reporting narrator. In NRS/NRT or NV/NI, the narrator reports
little more than simply that speech or thought occurred. And if NRS/NRT are used to refer to
reporting clauses (e.g. 'l love yole said he decidedit would be best to forget the whole
thing), then arguably these are not discourse presentation categ@ilesut part of
narration. NRSA/NRTA also filters speech and thought reports completely through the
narrator, but the narrator will give basic information about the reported speech or thought,
such as its type, purpose or topic. IS/IT and FIS/FITntgpe main content of speech and
thought through the words of the narrator; the free indirect forms will also convey some of
the actual tone and flavour of the reported speech and thought. In DS/DT, the narrator claims
to directly and accurately quote taetual words spoken or thought, usually within a
reporting clause and quotation marks. The free direct forms of speech and thought

)'6 )'7 ZRXOG ODFN WKH QDUUDWRUTfV IUDPLQJ UHSRUWLQ

presenting speech and thought directhtlogir own without obvious reporting narration.

An issue that should be pointed out about Leech and Short's speech and thought
presentation scales is the interchangeable use of the terms 'representation’, 'presentation' and

'report’. There has been ambiguit the use of these terms throughout the development of

149



the scales as they have all been used at one time or another to refer to the scales and their
categories, for instance: narrator's representation of voice, narrator's report of speech acts,
speech ad thought presentation, etc. This has led to some confusion about the terms and a
lack of clarity in their use. Short (2012) has addressed this issue by replacing 'representation’
and 'report’ in the names of the speech, thought and writing presentdégares with
'presentation’, but these 'R' terms have been established and in use for several years now and
are bound to continue being used (see seétibh).
(DFK RI /HHFK DQG 6KRUWYV PDLQ VSHHFK DQG WKRXJK

discussedn more detail next.

6 1DUUDWRUYVY UHSUHVHQWDWLRQ RI DFWLRQ 15%$ QDUUD

The NRA or N category encompasses sentences of physical description and action, where no
speech or thought is presented. It includes actions by characters, events canaeuiaye
agents, state descriptions and character perceptions (Short 1996: 296). Examples of NRA or

N are:

[1] Tim jumped. (Action)
[2] It started to rain. (Event)
[3] Sally was soaking wet. (State)

[4] Carol sawTim jumping into the pool. (Character perception)

NRA or N is completely controlled by the narrator and comes at the extreme authorial end of
the speech and thought presentation scales, furthest away from the direct and free direct

forms of speech and though
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6 1DUUDWRUYY UHSUHVHQWDWLRQ RI VSHHFK WKRXJKW 1!

representation of voice/internal narration (NV/NI)

In NRS/NRT, a reader is told merely that speech or thought has occurred, with no indication
of what is said or thought (Short 1 $Q H[DPSOH RI 156 ZRXOG EH pu7l
SHRSOH WDONLQJY DQ H[B&ISDMHVRGHIBI FRXWOIGRKHKWY 156 L
RFFXU RIWHQ ZKHQ D FKDUDFWHUfV UHVWULFWHG YLHZSRL
limited information giveron speech or thought in these categories, a highly distanced and
RXWVLGH SHUVSHFWLYH RI VSHHFK RU WKRXJKW LV SUHVH(
SK\VLFDO SRLQW RI YLHZ RI RWKHUV ZKR DUH WDONLQJ RU
mind is hghlighted in NRS/NRT categories.

The revised model of speech and thought presentatien ¢y Semino and Short
(2009 removes the NRS and NRT categories (explaining them to actually be instances of
narration that report speech or thought in reportingselagiound often within indirect
discourse, e.gBeth thought (NRT) it was a bad idea’ (IT sentence)) and 'replaces' them with
QDUUDWRUYY UHSUHVHQWDWLRQ RI YRLFH 19 DQG LQWHU
encompass more instances of speech and thought presentation than NRS/NRT.

NV includes not only NR&ype minimal references to unspecified speech activity
from particular characters, but also summary references to speech events that involve many
SDUWLFLSDQWY VXFK DV pybQ DUJXPHQW EURNH RXW EHW:
43-45). Short (201Pmakes a distinction betweenopositionrdomain summarywhich
summarizes individual propositions such as: 'He promised to behavdisaadrsedomain
summarywhich summarizes larger stretches of discourse such as: 'She told the officer what
had happeed' (2012: 18). Thed®vo discourse summary types are not restricted to the NV

category though. I will not go into furthdetail about them here dscourse summary
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reports are less common in comics than they are in prose texts and they are not sategorie
Leech and Short'd981)speechand thought presentation scales (or any of the updates to the
scales) which are the focus of this thesis (they are a further distinction from the scales
between types of discourse summary repamtimay belongto aspeschor thought
presentation categpother than NV, suchs NRSA or I$ Like NRS, NV is only a minimal
representation of speech that does not provide the propositional content of the reported
speech. It too creates the effect of narratorial distance ireffort of speech.
1, FDWHJRULVHYV FDVHV ZKHUH D FKDUDFWHUYYV LQWHU

direct representation of their thoughts. Examples ofettés

[5]BethGLGQIW N@&REWaZKHUH

[6] Casey was suddenly filled with panic.

Internal QDUUDWLRQ UHSRUWYV D FKDUDFWHUTV FRJQLWLYH DQ
presenting specific thoughts. It accounts for mental activity other than thought acts and

includes minimal NRT. But it should be noted that NI does not include reports of cHarddte
SHUFHSWLRQV VXFK DV p6KH IHOW SDLQ LQ KHU FKHVWY
(Semino & Short 2004: 487). Nl is a unique category on the thought presentation scale

because it classifies inner mental states rather than thoughts. It idifédisct from NRT as

LW SURYLGHY GHHSHU LQVLJKW LQWR WKH PLQG RI D FKDU
inner feelings and experiences. NRT provides only a minimal and limited report that a

character is thinking, restricting reader acce®¥iR D FKDUDFWHUYYV PLQG DQG Ul
about its state. Whereas NI brings us into the mind of a character, NRT keeps us outside of it.
Whether NI is actually a category of thought presentation is debatable since it does not report
specific thoughts, @y internal experiences and mental states. But thought is a product of the

mind and naturally tied to its states, so NI often accompanies and goes hand in hand with
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thought presentation. Semino and Short (2004) included NI on the thought presentation scal
but Short (2012) removed it again as he no longer considered it a form of thought
presentation but a part of narration (see se@&ibh). | adopt Short's (2012) view that NI is

not strictly a form of thought presentation and hence should not beaf geetthought
presentation scale, as it is concerned with internal experiences and states of mind and does
not actually present thought.

NRS/ NRT and NV/NI occupy positions between narration of actions, events, etc. and
NRSA/NRTA on the speech and thotighesentation scales. They are reports of speech and
thought that are completely controlled by the narrator. NRS, NRT and NV are minimal and
distanced in their reports of speech and thought, but NI, though it does not present specific

thoughts, does prode access to the internal mental states experienced by characters.

6 1DUUDWRUYY UHSRUW RI VSHHFK DFWV WKRXJKW DFWYV

NRSA and NRTA bring the reader a little closer to what is said or thought than NRS or NRT.
The speech or thought act performed is reported, sometimes with an indication of the topic of

talk or thought (Short 1996: 298). Examptes

[7] She advised Sarain how to handle her problem. (NRSA)

[8] Ronreminisced about his old school days. (NRTA)

NRSA and NRTA still do not convey entirely the sense or form of what is said or thought,

but they give slightly more information about reported speech and thinaghNRS, NRT,

NV and NI. They give no exact details about reported speech or thought, merely reporting the
kind or act of speech or thought that occurred. They are naoattrolled, minimal

accounts of speech and thought that are useful for summauigmgortant or insignificant
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pieces of talk or thought, and are more indirect than IS and IT (Leech & Short 2007: 259
260).

NRSA and NRTA are the most minimal forms of speech and thought presentation,
reporting limited detail of the speech or thought petdormed and sometimes their topics,
but never going into their propositional content and actual words. N/NRA does not present
any speech or thought at all. NRS/NRT and NV do not present any information about
reported speech or thought (such as typemic} save only that they occurred. And NI
focuses on narration of internal mental states without presenting specific thoughts. So NRSA
DQG 157%$ DUH WKH ILUVW FDWHJRULHV RQ /HHFK 6KRUW T\
presentation scales to begin presentmgiaformation on reported speech and thought,
though this minimal presentation of speech or thought acts is completely controlled by the
narrator.

NRSAs and NRTAs are not always necessarily-daase structures as in the
examples above. They can be @m¢d within longer sentences and embedded within other
structures such as:
[9] Thena)n ideacame to her minthat would solve alherproblems. (Postmodified

NRTA

[10] They laughed anpgkedaboutthetroublethey used to causegether (NRA followed
by NRSAp)

[11] Shetold June thashe had finally asked Casut. (NRS followed by IS containing
NRSA)

Sentence [9] isan example of a longer, more detailed NRTA€n an idea came to her

mind) with a subordinate clausthat wouldsolve all her problems Sentence [10] consists of

narration (N) or narrator's representation of action (NRAg{laughed followed by an

instance of NRSA with topic (NRSApaiid joked about the trouble they used to cause

togethej. In sentence [11], N (Shetold Jung introduces an instance of IS that is made up
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of a NRSA that she had finally asked Carl QuNRSA/NRTA thus can occur in more

complex sentences and detailed forms, not just as simplejaune structures.

6.6 Indirect speech/thought [S/IT)

IS/IT can be best demonstrated by contrasting with DS/DT forms:

> @ p:LOO \RX VW KBn yeRedl StOavE.QRIDJ T

[13] Kim yelled at Dave to stop complaining. (IS)

> @ p, WV KRSHOHVV 1 7THVV WKRXJKW JOXPO\ '7

[15] Tess glumlythought that it was hopeless. (IT)

It can be seen from these examples that some changes occur when converting DS/DT into

IS/IT:

1. The inverted comma quotation marks around the reported speech or thought are
removed. This makes the reported speech or thpudiich are marked off as
syntactically independent of the reporting venslédandthough) in DS/DT,
dependent on the reporting verbs in IS/IT.

2. The dependence of the reported clatisat(t was hopele3®n the reporting clause
(Tess glumly thoughis marked by the subordinating conjuncttbatin the IT
example [15] (though this subordinating conjunction is not required to identify the
dependence of the reported clause on the reporting clause); in the IS example, it is
marked by the subordinatim@njunctionto. The grammatical sermdependence of
the reported and reporting clauses in DS/DT becomes subordination of the reported

clause to the reporting clause in IS/IT.
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3. First and second person pronouns in DS/DT change to third person in IS/ITdSecon
personyoufrom the DS example [12] is dropped in the IS example [13].

4. Tense is backshifted to be consistent with the tense of the reporting clause. Present
tenseL Vihfthe DT example [14] is changed to past taheasin the IT example
[15] to matchthe past tense of the reporting vénbught Thestop complaining
imperative in the DS example [12] can be inserted without change into the past tense
of the reporting clause in the IS example [13].

5. The reporting clause commonly comes after the repotgece in DS/DT. In IS/IT, it
typically comes before.

6. W LV QRW VKRZQ LQ WKH DERYH H[DPSOHV EXW SUR]JL
pronouns, verbs and adverbs (suckth&s comeandhere) in DS/DT are changed to
remote distal deictic or neutral expressions (suc¢hatsgo, thereand neutrathe
objectinstead of proximathis objec} in IS/IT. So a DS sentence likg& OHDQ XS WKLV
PHVV \RX ORW cfHuld BgtoRvdreditt &h@rm of: She ordered them to
clean up the mesw/here the close deictic expresstbis messs neutralised tohe
mess Things that are indicated to be near in the reported speech or thought of DS/DT

become further away in IS/IT.

The above changes intege reported speech or thought into the text of reporting narration by
subordinating reported speech or thought clauses to the reporting clauses (Short 2996: 304
305) and (Leech & Short 2007: 2256). This conversion of DS/DT to IS/IT brings narrator
interference into the report of speech and thought.

In IS/IT, the narrator has control of the report of speech or thought, whereas in
DS/DT, the actual form and words spoken or thought is claimed to be reported. IS/IT reports

speech or thought through the wewf the narrator instead of quoting verbatim. This means
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that IS/IT is integrated within a narrative text, rather than being apart from it like DS/DT are.
Where DS/DT claims to both faithfully report what was said or thought and the exact form of
words whch were used in the speech or thought, IS/IT only claims to report what was said or
thought, but not necessarily the exact way in which it was said or thought. IS/IT only claims
to report the propositional content of speech or thought, not the actuadfithem. A

specific sentence in DS/DT could thus potentially be expressed in more than one IS/IT
version, for example, alternative 1S and IT reports could be proposed for DS and IS examples

[12] and [13] and DT and IT examples [14] and [15]:

[16] Kim yelled at Dave tquit complaining (IS)

[17] Tess glumly thought thalhere was ndnopefor her. (1T)

The italicised words substitute words from IS example [13] and IT example [15]. They are

semantically equivalent to them and do not change their essaeptaings:

[13] Kim yelled at Daveo stopcomplaining (IS)

[16] Kim yelled at Dave tquit complaining. (IS)

[15] Tess glumly thought thatwas hopelesqIT)

[17] Tess glumly thought th&there was ndopefor her. (IT)

Also, original DS/DTdialogue cannot automatically be retrieved from IS/IT forms which

may be derived from them. We cannot necessarily work out DS sentence [12]:

> @ pu:LOO \RX VW K Fehedl StOave.QRSD J

from either of the IS sentences:

[13] Kim yelled at Cave to stop complaining. (1S)
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[16] Kim yelled at Dave to quit complaining. (IS)

And neither could we know for sure that DT sentence [14]:

> @ p, WV KRSHOHVV 1 7THVV WKRXJKW JOXPO\ '7

was the source of the IT forms:

[15] Tess glumly thought thatwas hopeless. (IT)

[17] Tess glumly thought thélhere was ntwopefor her. (1T)

IS/IT therefore cannot simply be considered syntactic variations of DS/DT. Though they hold
the same propositional claims as their DS/DT sources, they are a differef fiaport
from them. IS/IT can use different words and forms from their original DS/DT fatithsut
changing their equivalent content from them (Leech & Short 2007233k

The above examples of IS/IT ([13], [15], [16], [17]) have all been in thircopeaiad
past tense narration. In first person and present tense narration, third person pronouns (such
as he, 'shé, it' and names) and verbs in past tense are no longer available to mark IS/IT. In
present tense narration, the present tense would bepajape to both DS/DT and to
narration. And in first person narration, the first person prondbwould apply to both the
narrator and the speaking character, unless@QDUUDWRU ZDV UHSRUWLQJ VRPI
speech or thoughts (Short 1996: JP). Hence IS/IT may become harder to distinguish
from DS/DT in first person and present tense narration.

For thought presentation, IT is the norm, unlike DS for speech presentation (see
section6.2). Because thoughts are inaccessible to our direct perceptiike, speech which
can be heard, an indirect form of presenting thought is more plausible than a direct form.
Even the verbal presentation of thought is a fictional idea since we do not generally think in

the same way as we speak with words. The intervefi@ narrator in IT at least
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acknowledges the interpretative natafeéhought presentation and some degree of the
inaccessibility of thoughts, and it is less artificial than an explicit direct presentation of
thought. The thought presentation norm isstpositioned on the indirect narratorial end of
the thought presentation scale whilst the speech presentation norm is on the direct character
end of the speech presentation scale (Leech & Short 2007: 276).

Whereas IS seems to noticeably distance the réame speech compared to DS, IT
is a more accepted form of thought presentation than DT. The narratorial control of the report
RI VSHHFK DQG WKRXJKW LQ ,6 DQG , 7 UHVWULFWYV WKH UH
reported speech or thought. In IBistcreates the effect of distancing and limiting the reader
from the speech being reported. In IT, the effect of narratorial distancing becomes a more
believable, feasible and natural presentation of thol§hs. suitable for reporting speech
eventsfrom a past time, summarising exchanges and long pieces of talk and reporting the
VSHHFK RI RWKHUV WKURXJK D UHFLSLHQWYV RU REVHUYHL
than IS as it is the norm for thought presentation.

Both IS and IT can emphasisarpcular character as welknarrator viewpoints.

Take examples of IS and IT like:

[18] Shesnappedat him that she waged up (1S)

[19] Sheinformedhim that she waat her emotional limit(IS)

[20] He wondered if the strangeould be trusted(IT)

[21] He wondered if the strangesas trustworthy(IT)

Here we can see how differences in choice of reporting verbs and words for reported speech
or thought can affect our perception of the reported speech or thought. The reporting verbs
snapped18] and informed[19] encodedifferent values, the former conveying angered

speech whilst the latter is more semantically neutral and formal in tone. Combined with the
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reported phrasded up[18] andat her emotional limif19], these reporting verbs create
different impressions of the IS sentences. IS sentence [18]ssapgecdould be seen as

coming from the viewpoint of the angered character whilst IS sentence [19]nfsimged

could be presenting the viewpoint of the narrator or a character that isreatigtremoved

and physically distant from the reported speech event. In the IT sentences [20] and [21], the
differences in the words of the reported thought also could indicate different viewpoints. IT
sentence [20] usingould be trustedould be interpeted as coming from the point of view of

the wondering character, as its casual and simple wording is more likely to be closer to what
a character may believably be thinking. IT sentence [21] wsaggtrustworthycould be from
WKH QDUUDWRKOVDRFW B Q RW B RuBi@Bithyssia Yhord iormBldnd

impersonal term thatmusted IS/IT thus can reflect the points of view of not only the

narrator, but other characters too, whether they be the characters that are speaking or thinking

or removel observing characters.

6.7 Free indirect speech/thought (FIS/FIT)

The free forms of IS and IT mixes features of both DS/DT and IS/IT. Typically, FIS/FIT
SRVVHVV WKH JUDPPDWLFDO FKDUDFWHULVWLFV RI ,6 ,7 E.
properties bDS/DT (Short 1996: 306). Unlike IS/IT, the reporting clause is often omitted in

FIS/FIT, but the tense and pronouns used remain those of IS/IT (Leech & Short 2607: 260

261). If we compare examples of FIS/FIT with corresponding IS/IT and DS/DT sentences,

we can see how the free indirect forms combines both direct and indirect features:

> @ u,Y100 EH ZDLWLQJ KHUH IRU \RX WRPRUURZ 7UDF\ f K
> @ +H VDLG KHYG EH ZDLWLQJ WKHUH IRU 7UDF\ WKH QHI[V

[24] He saich H fp€waiting herefor Tracytomorrow (FIS)
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> @ p/HDYH PH DORQH § KH FULHG DW WKHP '6
[26] He cried at them to leave him alone. (1S)

[27] He cried at them to leavem aloné (FIS)

> @ g, DP LQ VR RakW KRRXRXEBO HIGXP DQG GDG DUH JRQQD N

[29] Frankthought he was in a lot of trouble. He fedis parents were going to be
extremelyangry. (IT)

[30] Frank wasin so much troublevium and dad were gonna kill hirgFIT)

FIS and FIT sentences [24], [27] and [30] retain the past {d0$¢ ] Gvds Mere and third
person pronouns§ Frank, him) of the IS and IT sentences, but they possess the near
deictics pere tomorrow), exclamatory form (use of exclamation méyland informal lexis
(in so much troublemum and dadgonna kill hm) of DS and DT sentences [22], [25] and
[28]. The omission of reporting clauses in FIT sentences [30] means that the reported clauses
are not subordinated as in indirect forms, and thus they become main clauses resembling
direct forms more. FIT sentenc@9] are hence able to be more reminiscent in syntactic form
to the original DT [28] reported clauses than the IT form [29] which has reporting clauses at
the beginning of its sentencdggénk thought he fearegl These examples ([22] to [30]) show
how FISFIT comes between IS/IT and DS/DT. FIS/FIT are not true reproductions of DS/DT,
but at the same time, they convey more sense of the original speech or thought than I1S/IT
(Leech & Short 2007: 261).

TheFIS/FIT categoriepossess elements of two voicest thfathe narrator and that of
the speaking/thinking character. This combination of voices brings together the positions and
points of view of the narrator and the speaking/thinking character. In FIS, this creates an
HITHFW RI pGLVWDQFRQU ¥ WK FRKUILV LRIV QOOWHG IRU LURQ\

On the speech presentation scale, FIS is a move away from the DS norm towards narrator
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control, indicating narratorial interference in the representation of character speech (Short
1996: 307). This is hat creates the distancing effect of FIS, though not as distant as IS. But
in FIT, an opposite effect of being brought closer to a character occurs. FIT seems to bring
the reader inside the head of a thinking character, making us sympathise with theainiew
This opposite effect of closeness in FIT compared to the distancing of FIS is due to the
different thought presentation norm of IT (as opposed to the speech presentation norm of
DS). FIT is a movement away from the narratontrolled IT norm towarsithe character end
of the thought presentation scale, bringing us closer toward the thoughts of the character
(whereas FIS takes us in the opposite direction on the speech presentation scale, away from
the DS speech presentation norm toward the narratbokthe scale, creating narratorial
distancing). The ambiguity of the combined narrator and character voices in FIT also
contributes to the sympathetic, clage feel of FIT. Because of the shared positions of the
narrator and character in FIT, the readleV\PSDWKL]HV ZLWK WKH FKDUDFWHL
viewpoint as well as the narrator's (Short 1996:-316).

We should bear in mind though that FIS does not always necessarily have to convey
an effect of indirect distancing and FIT, not always closenab&tmind of a character. If
FIS appears in the context of more indirect forms of speech presentation, then it may have an
effect of relative directness and seem closer to the original speech. And if FIT appears in a
context of more direct forms of thougbresentation, it may have an effect of indirectness
DQG VHHP PRUH GLVWDQFHG IURP WKH FKDUDFWHUTTV DFW X
created in the free indirect forms of speech and thought by contrasting them in different ways

with alternativespeech and thought presentation forms (Leech & Short 2007: 270).
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6.8 Direct speech/thought (DS/DT)

Whereas NRSA and NRTA come from the minimalist narratotrolled end of the speech

and thought presentation scales where little of the actual wosggeeth or thought are

reported, DS and DT come from the other end of the scales where there is there is no narrator
interference in the presentation of speech or thought. This means DS and DT are meant to be
accurate and true representations of charapesch or thought, quoting the actual words

spoken or thought and so allowing characters to speak or think directly for themselves

without being filtered through the narrator (Short 1996:-298). DS and DT claims to

report faithfully what is stated or thght and the exact form of words which were used in the

speech or thought reported (Leech & Short 2007: 257).

> @ p,WTV FRPLQJ ULJKW IRU XV § %LOO VKRXWHG '6

> @ M, NQRZ , SXW LW D UReXtGoBgH.HDTH VRPHZKHUH 1

From the above DS and Dekamples [31] and [32], it can be seen how the reporting narrator

is claiming to be faithfully producing the syntactic and lexical structure of the original
VSHDNHU RU WKLQNHUYY XWWHUDQFH RU WKRXJKW LQ WKH
The useof an exclamation mark in DS example [31] also represents the urgent voice tone

with which the utterance is said. An even more accurate direct reproduction of the reported
speech and thought in DS and DT sentences [31] and [32] could be made by reyydsenti

pronunciation of the original speech or thought as well (Leech & Short 2007: 257):

> @ p,WTV FRPLQY ULJKYT IRU XV 1 %LOO VKRXWHG '6

> @ uP$SK NQRZ DK SXW LW Fie®Rho@a. (DAUH VRPHZKHUH 1
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All linguistic features in the reported ckas of DS and DT must be related to the speaker or

WKLQNHUTV YLHZSRLQW 7KHVH FRXOG LQFOXGH

1. Tense: Present tense applies to DS/DT examples [31] to [34] with the uséidBv
know

2. Pronouns: First person pronownsrefers to the speaker and other®t examples
[31] and [33] and in DT example [32]&hin DT example [34]) refers to the thinker.
The third person pronoutrefers to an object that is coming towards the speaker in
DS examples [31] and [33] and an object of search in DT examples [32] and [34].

3. Deictic markers other than tense and pronouns: Deicticogriingin DS example
[31] (F R P In@$% example [33]) with indicates movement toward the speaker and
proximal deictic adverberein DT example [32] (t Hib BIT example [34]) which
indicates the immediate area around the thinker.

4. Speech/thought act indicators: The exclamation marlDS examples [31] and [33]
indicates the speech to be an urgent warning. Interrogative grammar and question
marks could also be speech/thought act indicators.

5. Indications of voice quality and other phonetic aspects: The exclamation mark in DS
examples [31] and [33] also indicatemader and more urgent tone of voice than

normal.

6. Colloquial lexis: As a matter of fa¢ti domind. and 'What a load afibbish' are
more informal than 'Actually, | do not like that." and 'That's absurd!" or 'What
nonsense!'. The colloquial phrase &matter of fact' (meaning 'in fact’) and words
'mind’ (used as a verb to indicate taking issue with or objecting to something rather

than as a noun referring to our consciousness) and 'rubbish’ (used to mean 'nonsense’
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rather than 'litter’ or 'trash’) angore reminiscent of common, casual everyday
language and are characteristic features of a character's dialogue.

(Short 1996: 29800)

Whereas DS (and its freer forms) creates the impression of a character speaking in our
presence to address some recipiBi (and its freer forms) comes across like a monologue
ZLWK QR REYLRXV UHFHLYHU ZKHUH WKH WKLQNLQJ FKDUDI
acquire a conscious feel to them (Leech & Short 2007=2ZB4. The minimal narrator
intervention in DS ath DT produces different effects from one another. In DS, faithful
presentation of speech creates effects of proximity and immediacy and brings the character
and his/her situation into the reader's active present by accurately recreating his/her
utterancesThis is why DS is the norm for speech presentation. In DT, the verbal presentation
of thoughts seems more artificial than IT forms. Because the norm for thought presentation is
IT, DT can seem less plausible than indirect, naretotrolled forms of thoght
presentation, and so DTs can seem deliberate and controlled by the thinker.
DT is often presented without quotation marks to distinguish it clearly from DS. This
may be seen in texts that create an internal/external world distinction by contrasang DS
DT (Short 1996: 313):
> @ p:HYOO PDNH LW WKURXJK WKLV ¢, DVVXUHG KHU , KL
dismally.
The first sentence of example [35] is DS and the second is DT. Even without quotation
marks, the DT is identifiable from tHiest person pronoun), colloquial lexis KDYHQ W D
clue) and reporting clausé thought dismally. The second sentence of DT contrasts against
the first sentence of DS, creating a seemingly optimistic and hopeful external character that

comes out in spech, but a pessimistic and less hopeful internal attitude behind the optimistic
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external mask. Here DS is used to create a fake positive exterior face whilst DT presents the
true interior negative outlook of thenarrator. This contrast of DS/DT is uskfior

portraying internal/external conflicts and contrasts in fictional characters.

6.9 Free direct speech/thought (FDS/FDT)

Semino and Short (2004) argue that FDS and FDT may not be distinct categories from DS
and DT, but merely subtypes of them:
[...]the DS/FDS distinction may not be a proper category distinction, but merely a
finer distinction within the DS category. The main argument for this is that, unlike the
other categories, there is no extra faithfulness claim involved as one moves from DS
to FDS. [...] With thought presentation, it is debatable whether one can sensibly talk
about faithfulness claims at all, but the distinction between FDT and DT is equally

problematic. [...]Jthe free direct categories are best seen as a subtype, or a variant, of
the respective direct categories.

(Semino and Short 2004: 49)
FDS and FDT are freer forms of DS and DT, still purporting to report the same direct content
as them but without some of their reporting markers. Leech and Short (2007: 258) say of
FDS: "[...where the characters apparently speak to us more immediately without the narrator
as an intermediary". At the extreme character end of the speech and thought presentation
scales, the free forms of DS and DT possess the least amount of narrator inteofeaition
the speech and thought presentation categories.

DS is typically presented in quotation marks and with reporting clauses. These come

from the reporting narrator. FDS is produced when either the reporting clause or the
guotation marks or both are rewed. In these instances, the narrator becomes even less

visibly present in the report of speech (Short 1996: 300). Three forms of FDS thus are:

> @ ,100 EH EDFN IRU \RX KH VDLG $EVHQFH RI TXRWDW|
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> @ M,100 EH EDEN IR pontiRgclduse)EVHQFH R1 UH

> @ ,100 EH EDFN IRU \RX 1R UHSRUWLQJ FODXVH RU TXR

Examples [37] (lacking reporting clause) and [38] (lacking reporting clause and quotation
marks) could be used to present the quieridfro nature of conversationkines of speech
without reporting clauses could follow one after another to convey the immediacy and speed
of a conversation between two or more characters. But without reporting clauses, lines of
dialogue can become confusing as readers may lose tramknaft know, who is saying what

(Leech & Short 2007: 25859):

> @ PW/RRNV OLNH LW ZDV D PXUGHU ¢
H%BXW ZKR ZRXOG ZDQW WR NLOO KLP"TY
H$QG PRUH LPSRUWDQWO\ ZK\"|
MOD\EH LW ZDV UREEHU\"T
pu2U PD\EH KH KDG HQHPLHV 1
If FDS is presented without quotation marks, it can become harder to distinguish speech from
narrative and they may seem inseparable (Leech & Short 2007: 259):
> @ 'DYH ORRNHG GRZQ DW KLP 1 :K\ GL&Qduatatiochx WHO O
marks K\ GLGQTW \RX GR VR P H¥Wd&KduQtdtidd Ev&ks\oF reprting) ' 6
clause)Eliot did not answer. (N) He just dropped his head. (N)
FDS can produce ambiguity in who is speaking, create the impression of immediacy and
quickness in speednd can be used to blend DS into narration. It can challenge the
distinctions between what is done (narration of actions), said (presentation of speech) and
thought (presentation of thoughts), as its forms become hard to easily distinguish from

sentencesf narration and thought presentation at times because of their deviation from the

typical form of DS (with a reporting clause and quotation marks) (Short 1996: 304).
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FDT removes the quotation marks and/or reporting clause in a DT presentation as
well. Like DT, FDT comes across often like a monologue where the thinking character is
talking to him/herself and is conscious of his/her own thoughts. The artificial and deliberate
effects produced by DT and FDT presentations are due to the implausibility afiyerb
formed thoughts and the inaccessibility of the mind. DT and FDT thus create the effect of a
character having his/her conscious thought put into words that can be read (Leech & Short
2007: 274275). The example of FDT below show two forms it can take:

[41] Does she know? he wondered. (FDT without quotation marks) Does shetkootthat
day? (FDT without quotation marks and reporting clause)
As mentioned in the previous secti@g), DT is often presented without quotation marks.
This couldbe counted as a form of FDT.
FDS and FDT could be difficult to categorise and distinguish from one another if they

are both presented in the same form without reporting clauses and quotation marks:

> @ &DQ \RX MXVW OHDYH PH D OwRé&aktelowW amQyihgReuRid W" 'R C

The lack or reporting clauses and quotation marks means there is no way to be certain

whether the sentences of example [42] are both meant to be FDS or FDT, or whether one is

FDS and the other is FDT. The only way to getrenclues to the speech or thought

presentation categories of the above sentences is to look at the narrative context they may

appear in:

> @ 6KH FRXOGQTW WDNH LW DQ\PRUH 6KH KDG WR WHOO
Can you just lea me alone for one moment? He stopped and stared at her. Her mind
ZDV VFUHDPLQJ DW KLP "RQTW \RX Shélvaotédmdisay Bdt. D Q Q R\ L

From the narrative passage of example [43], it seems that the first sentence of example [42] is

a case of FDS whilst the second sentence is a case of FDT. The preceding FIT seh&nce:
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had to tell him to back ofitrongly suggests thafan you just leave me alone for one
moment3s an instance of FDS. The final sentence of internal narr&ioewanted to say
thatonly makes sense if the sentence beforeRQ W \RX UHDOLVH KRIiZ DQQR\LQ
an instance of FDT.
| have now covered all the categories of Leech and Short's (1981) and Semino and
Short's (2004) versions of the speech gnadight presentation scales. Next, | will address the
writing presentation scale from Semino and Short (2004) which categorizes presentations of
writing in the same way that the speech and thought presentation scales categorize

presentations of speech ahdught.

6.10 The writing presentation scale

Instances of writing presentation in my comic datefew, which is why presentation of
writing is not an issue of focus for this thesis. This thesis is concerned with the narration and
speech and thought gentation of comics. But it is worth mentioning writing presentation
here briefly as it is a part of the updated discourse presentation scales in Semino and Short
(2004).A few instances in my comic date@eded the writing presentation sdaleadequate
description as wellsomore comic datanight mean this scalsould be used mor&\Vriting
presentatioralso occusin comics, though it is not as common as speech and thought
presentations. There are cases of narration in comics that take the form okdinegt
presentations, for example, diary or journal extracts, letters, notes, computer files and reports
by characters within a story.

In Semino and Short (2004), a presentation scale for writing is added to the speech
and thought presentation scalese Tategories of the writing presentation scale are parallel

to the categories of the speech and thought presentation scales:
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[N] NV NRSA IS FIS DS (FDS)
[Nl NW NRWA IW FIW DW (FDW)
[N] NI NRTA IT FIT DT (FDT)
The speech, writing and thought presentation scales.
(Semino and Short 2004: 49)

Like narrator's representation of voice (NV) and internal narration (NI) in the speech and
thought presentation scales, the highest amount of narmattyokin discourse report and the
most minimal representation of discourse content and information occurs in the narrator's
representation of writing (NW) category. The least amount of narrator 'interference’ in the
report of discourse and the most faihfepresentation of it occurs in the direct and free
direct presentations of speech, thought and writing ((F)DS, (F)DT and (F)DW).

Narrator's representation of writing (NW) is the most minimal reference to writing as
NV is for speech presentation and Blfor thought presentation. In NV and NW, the narrator
does little more than simply report that speech or writing occurred and NI does not report
thoughts, only internal mental states of characters. The NV and NW categories give no
indication of the illoctionary force or of the propositional content of the reported utterance
or text, and in the case of NI, there is no report of any specific thoughts, only cognitive or
emotional states or processes. NW may also include reference to a text with minimal
reference to topic, but there is no detail given on the content of the writing or its linguistic
form. NWs can present either individual instances or several writing events, or the writing of

a group of people (Mcintyre et al. 2004: 62). Examples of NW would be

[44] Trish wrote a letter to Paul.

[45] Thirteen out of twenty people filled in the questionnaire.

Narrator's representation of writing act (NRWA), akin to narrator's

representation/report of speech acts (NRSA) and narrator's representation/reoarg) lof
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acts (NRTA), presents the illocutionary force of a text (or utterance for NRSA or thought for
NRTA) with an indication of the topic, but does not present the propositional content or the
original wording of that content (Mclintyre et al. 2004: 6An.act of writing and what it is

about are presented without going into its details. Examples of NRWA would be:

[46] | voted Conservative.
[47] She applied for a loan.

[48] He took the entrance exam.

Indirect writing (IW), like its speech (IS) anldought (IT) counterparts, consists of a
reported clause grammatically subordinated to a reporting clause (which is an instance of a
minor discourse category of narrator's report of speech (NRS), thought (NRT) or writing
(NRW), e.g. 'she said' (NRS), 'l wdered' (NRT) and 'he wrote' (NRW)). Deictic features
relate to the position of the narrator reporting the discourse, so past tense would be
maintained in indirect discourse presentation if the rest of the surrounding narration or the
discourse presentirgjtuation is in past tense. Typically, the propositional content of the
original speech, thought or writing act is given, but it is not claimed to be presented in its
original wording and structures, instead being told in the words of the reporting narrato

(Mclintyre et al. 2004: 6@1). Examples of IW would be:

[49] He left a note saying (NRWhat he'd be gone for a couple of hour§lW).
[50] The scriptures foretell (NRWhe coming of a saviour(IW).
[51] According to my horoscope in the paper (NR¥dnething unexpected is going to
happen this week(IW).
Free indirect writing (FIW), like free indirect speech (FIS) and thought (FIT), is
characterised by a mixture of deictic, syntactic and lexical features relating to both the

producer of disourse (the character that speaks, writes or thinks) and the narrator that is
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reporting the discourse. Typically, free indirect discourse is realised by an independent
clause, but accompanying reporting clauses (NRS, NRT, NRW) are possible too (Mcintyre et
al. 2004: 60). Often with free indirect discourse, the grammar of the reporting narrator is
preserved and combined with some of the lexical 'flavour' of the character
speaker/writer/thinker's original discourse, perhaps using some of the character eliscours
producer's actual words. Examples of FIW would be:
[52] Sarah sounded homesick in her letter. She said (NSR@/jnissed a lot of things,

mum's home-cooking most of all(FIW).

[53] Dillon asked me in the card (NRW)he could visit me sometimgFIW).

Direct writing (DW), like direct speech (DS) and thought (DT), is the most faithful
presentation of discourse. The direct categories consist of independent clauses or phrases that
convey the illocutionary force of speech or writing acts, thepgsitional content, and
include the deictic features of the discourse event being presented. They can be marked by
guotation marks and accompanied by reporting clauses (NRS, NRW, NRT). Direct discourse
usually claims to present the actual wording of #p@orted discourse. Although DT is
formally similar to DS and DW, illocutionary force and ‘actual words' do not apply sensibly
to DT as they do to DS and DW, for thoughts are private to the thinker and any presentation
of them can only ever be consideregbthetical and fictional (Mcintyre et al. 2004: 59).
Examples of DW would be:

[54] He said in the email, (NRWI)Il be in Leeds over the weekend(DW).
[55] Janice said (NRW) that she hatmething special” for us in her letter (DW embedded

within IW).

The free direct categories of writing (FDW), speech (FDS) and thought (FDT) are

arguably forms of DW, DS and DT rather than separate discourse categories on their own
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(Semino and Short 2004: 49). They are the same as DW, DS and DT, witoept

accompanying reporting clauses, standing on their own as independent sentences or clauses
(Mcintyre et al. 2004: 60). The free direct discourse categories are the most unmediated form
of discourse presentation, using no words from the reportimgtogrnot even for reporting

clauses. Examples of FDW would be:

[56] What's that sticker on the back of the car gy on board (FDW).

[57] I'm giving up on smoking for the New Year(FDW). That's what he wrote in the letter.
The writing presentatioscale is very like the speech presentation scale in relation to
the effects associated with particular categories. This is primarily because in both

cases the original is (or purports to be) a piece of discourse, even though the medium
is different.

(Semno and Short 2004: 50)
The claims of faithfulness associated with the speech presentation categories become stronger
for the writing presentation categories. DW is expected to be a more accurate reproduction of
a text than DS is of an utterance. DW cantguwriting exactly as it appears in its original
form on paper or screen, whilst DS often presents an idealized fictional version of an
utterance which quotes the utterance's original wording without its natural features of speech
such as false starts,yses, corrections and repetitions, and which is unable to directly
recreate the tone and manner with which the utterance was spoken.
[...]Jalthough speech presentation is the default discourse presentation activity (for
example speech verbs can be usedriting report clauses, but not vice versa [...]),
our canonical assumptions about speech report/presentation/representation almost
certainly derive from writing.
(Semino and Short 2004: 50)
Because writing presentations can theoretically be verifiedhstgidie original text, accuracy

in them is paramount. Speech is our main medium of communication, hence why it is the

default discourse, but unlike writing, it is not a permanent form or record of information (it is
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temporary to a speech event/spoken dise® situation). Spoken discourse can be transcribed
and recorded in written form, but exact replications of discourse are not so much expected in
speech due to its ephemeral and often informal, casual nature. These reasons could explain
why claims of faibfulness apply more strongly to writing presentations than to speech

presentations.

6.11 The scales recently

In the article 'Discourse presentation and speech (and writing, but not thought) summary"'
(Short 2012), Short updates the discourse presenttades again. The scales are laid out in

the following manner:

Speech and writing presentation

[N] [NPS] NPV NPSA IS FIS DS
[N] [NPW] NPW NPWA W FIW DW
Norm?

Thought presentation
[N+IN]  [NPT] NPT NPTA IT FIT DT FDT

Norm?
(Short 2012: 23)

Theabove acronyms represent:

Narration (N)

Internal narration (IN)

Narrator's presentation of speech/voice/writing/thought (NPS/NPV/NPW/NPT)
Narrator's presentation of speech act/writing act/thought act (NPSA/NPWA/NPTA)

Indirect speech/writing/thoughtSIIW/IT)
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Free indirect speech/writing/thought (FIS/FIW/FIT)
Direct speech/writing/thought (DS/DW/DT)

Free direct thought (FDT)

In the table above, IS/IW/IT, FIS/FIW/FIT and DS/DW/DT remain unchanged in name and
positioning from previous versions of the discourse presentation scales, but the minimalist
reporting categories NRS/NV/NW/NRT and NRSA/NRWA/NRTA have been changed to
NPS/NPV/NPW/NPT and NPSA/NPWA/NPTA. NRS has become NPS, NV has become
NPV, NW has become NPW, NRT has become NPT, NRSA has become NPSA, NRWA has
become NPWA, and NRTA has become NPTA. The definitions for each of the categories
remains the same as before, oy hames and acronyms of some have been slightly altered.
Short noted in his 2012 article that the acronym 'R' in NRS/NRT and NRSA/NRWA/NRTA
has been used to stand for both 'representation’ and 'report' and has been confused with
‘presentation’. He now ssiitutes 'representation’ (R) with ‘presentation’ (P) in the names of
the categories. The former narrator's representation of voice (NV) is now narrator's
presentation of voice (NPV) and it includes instances of NPS (as NV encompassed NRS).
NPS remains a mor category in the most recent speech presentation scale as NRS was in
Semino and Short(2004) version of the speech presentation scale (NRS, hence NPS, was
explained to apply to the reporting clauses of DS presentations and thus cannot be considered
aspeech presentation category in its own right). NPV replaces NPS as the most minimalist
speech presentation category as it includes a wider range of speech presentation; it can be any
basic presentation of voice(s). Internal narration, formerly represeite the acronym NI,

is now IN and is no longer considered a form of thought presentation, hence it is no longer
included in the main categories of the thought presentation scale. It has been included with
narration (N) now because it does not presemight (IN covers the narrator's descriptions

of internal cognitive states which are not thought presentation, e.g. 'He was boiling with
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rage."). NPT is now the most minimalist thought presentation category, taking the former
place of internal narration d@emino and Short's 2004 thought presentation scale. The free
direct categories for speech and writing (FDS and FDW) have been omitted from the scales
as Short includes them under DS and DW (they are forms of DS and DW). Though FDT
remains on the thoughtgsentation scale, Short states that whether there should be a
distinction between DT and FDT needs consideration, as the notion of faithfulness is difficult
in regards to thought presentation and there could be a difference in effect between DT and
FDT. Inhis 2013 conference paper, Short creates new alternative acronyms for FDS and
FDT: DSf and DTf. DSf and DTf better present FDS and FDT adaufis of DS and DT.

DS and DT are placed at the beginning of the new acronyms, identifying them firstly as DS
andDT. Then the former capital 'F' standing for 'free’ becomes subordinate to DS and DT by
being reduced to a small case 'f' and moved after them in the acronyms. These changes
foreground FDS and FDT as DS and DT first and foremost and indicate them tonbeofo
subtypes of DS and DT rather than separate categories of theilrot® next chapter,

where | apply Leech and Short's speech and thought presentation categories td cssics,
Short's (2012) acronyms for the speech and thought presentaggoreed (NPS to DS and

NPT to FDT) | also inclug FDSalong with FDTand treat theeas separateategoriesather

than subcategoried DS and DT The reason for this is to account for freer forms of DS and

DT that | have observed in comics which | feel warrant categories of their own.

6.12 Summary

This chapter hafbcusedon thespeech and thought presentation model that is to be used in

the nextchapter ) in application to comics: Leech and Short's speech and thought
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presentation scale$hescales have undergone sevefamges since their inception

Initially, the scales proposed the following categories of speech and thought presentation:

NDUUDWRUTY 5HSUHVHQWDWLRQ RI $FWLRQ 15%
1DUUDWRUYY 5HSUHVHQWDWLRQ RI 6SHHFK 156
1 D U UDRAReYdtionof Speech Acts (NRSA)

Indirect Speech (IS)

Free Indirect Speech (FIS)

Direct Speech (DS)

Free Direct Speech (FDS)

1DUUDWRUTV SHBQUENNRIW DW LR Q
1 D U U RépRedeftatiorof Thought Acts (NRTA)
Indirect Thought (IT)

Free Indirect Thought (FIT)

Direct Thought (DT)

Free Direct Thought (FDT)

In addition to these categories of speech and thougbemtagion, Leech and Short also
proposed DS as the speech presentation norm and IT as the thought presentation norm as
these categories occurred most frequently in prose fiction texts. Becausecgpebetheard
directly, DS is accepted as the norm for speech presentation as & wginesent speech
faithfully, reporting utterances as we would supposedly hear them in their original forms.
Thouglts are inaccessibtbough and require the intervention afi@rator who has access to
the private realm of the mirid order to report thenm prose texts. Hence IT becomes the

norm for thought presentation as it presents thought through the mediation oftarnarra
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In Semino and Short (2004)/HHFK DQG 6KRUWTV VFEFDOHV RI V!

presentation are updated with new categories:

Narration (N) £tNo speech presentation.

1DUUDWRUYY 5HSUHVHQWDWLRQ RI 9RLFH 19
1DUUDWRUYYV 5HSRUW RI 6SHHFK $FWV 156%
Indirect Speech (IS)

Free Indirect Speech (FIS)

Direct Speech (DS)

Free Direct Speech (FDS)

Internal Narration (NI)

NarrativeReport of Thought Acts (NRTA)
Indirect Thought (IT)

Free Indirect Thought (FIT)

Direct Thought (DT)

Free Direct Thought (FDT)

Semino and Short (2004) also introdda writing presentation scale

Narrator's Representation of Writing (NW)
Narrator's Representation of Writing Act (NRWA)
Indirect Writing (IW)

Free Indirect Writing (FIW)

Direct Writing (DW)

Free Direct Writing (FDW)
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Short (2012) updates the scales once again, addressing the issue of the use of the
words 'report' andépresentation’ in the names of the categories. The new speech, thought

and writing presentation scales are presented as:

[N] [NPS] NPV NPSA IS FIS DS
[N+IN] [NPT] NPT NPTA IT FIT DT FDT
[N] [INPW] NPW NPWA W FIW DW

Narration (N)

Internal narration (IN)

Narrator's presentation of speech/voice/thought/writing (NPS/NPV/NPT/NPW)
Narrator's presentation of speech act/thought act/writinfN&&SA/NPTA/NPWA)
Indirect speech/thought/writing (IS/IT/IW)

Free indirect speech/thought/writing (FIS/FIT/FIW)

Direct speech/thought/writing (DS/DT/DW)

Free direct thought (FDT)

Leech and Short's original (1981) speech and thought presentationhscedes

undergone several changes over the years in attempts to make them more inclusive of a wider

range of speech and thought presentation types and to correct problems with the categories.

The evolution of the scales is still an ongoing process withdbsilplity of more changes to
come. Whilst the changes have kept the scales up to date and helped to improve and make
them applicable to a broader range of texts, the various versions of the scales can be

confusing and difficult to follow. The continuaMiewing of the scales means that even the

latest version of them cannot be taken as final and will become outdated with the next update

to the scales. The scales' inconsistency makes them harder to use, but their categories are still

straightforward to idetify in texts. The categories of speech and thought presentation remain

clearly cefined and easily identifiablén the next chapter, | apply the categories from Short's
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(2012 version of the speech and thought presentation scales to comics, identi§farges
of each category from comics. | include the FDS and FDT categories as well despite the fact
that Short now considers them to be subcategories of DS and DT because there are cases of

speech and thought presentation in comics that equate to fr@srdoDS and DT.
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Chapter7 $SSO\LQJ /HHFK DQG 6KRUWYTV 6SHHFK DQG

Categories to Comics

7.1 Introduction

This chapter will address my second research question in the introductory chapter:

&DQ /HHFK DQG 6KR UWiHdught presevt&tidri-Hcatégdi€s Ge
applied to comics?

In the previous chapter, | discussed in detail the development of Leech and Short's (1981)
speech and thought presentation scales from their first proposed form. In this chapter, |
expand the usef the scales beyond prose texts into the medium of comics. This chapter tests
the applicability of Leech and Short's scales on the multimodal text of comics by identifying
instances of each of the scales' categories in examples from comics. If alldtie zpe
thought presentation categories of the scales can be identified in comics, then Leech and
Short's scales could be considered applicable to comics as well as prasédethis
chapter, luse the discourse presentation categories from the 20&iweof the scales (see
previous chapter, sectidll) to identify and categorize types of speech and thought
presentation found in comics. The sections to follow will address each of the speech and
thought presentation categories with specific regambioics, using comic panel examples
to demonstrate how the categories can occur in comics. Sé@ideals with narrator's
presentation of voice or thought (NPV/NPT) in comics. SectiBrdeals with narrator's
presentation of speech act or thought ARRSA/NPTA) in comics. Section4 deals with
indirect speech or thought (IS/IT) in comics. Seclidndeals with free indirect speech or

thought (FIS/FIT) in comics. Sectiagh6 deals with direct speech or thought (DS/DT) in
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comics. Section.7 deals with free direct speech or thought (FDS/FDT) in comics. The
chapter will conclude with a summary of its contents (seGti8); stating which categories
of the speeclnd thought presentation scalésund to be most common and identifiable in
comics, such as DS and D&nd which categoridsfound to be more difficult to find and

identify, such as IS and IT

7.2 Narrator's presentation of voice/thought (NPV/NPT) in comics

NPV and NPT are minimal reports of speech and thought, merely repteingpeech or

thought has occurred and giving no indication of the content of the speech or thought. No
speech act value (Austin 1962; acts performed by speech such as requesting, promising,
thanking, etc.) or propositional content (Searle 1969) (the prto@o of a sentence such as

'lock the door' being the proposition of '‘Can you lock the door?') is conveyed. NPV
encompasses any simple report of voice(s) and includes NPS (narrator's presentation of
speech) reporting clauses (e.g. he said). NPS repattinges can be found within other

more informative forms of speech presentation, like direct and indirect speech, preceding or
following after reported clauses (e.g. 'go awhg,5aid he told themto go away). NPS does

not always have to be a reportiriguse attached to a reported clause though; it can stand
alone as a report of speech on its own (e.g. she was mumbling something). NPV is a broader
category than NPS as it includes presentations of voice beyond speech production (e.g. there
was a terriblescream). An example of NPV is: 'they were talking' and an example of NPT is:
'he was deep in thought'. In comics, these limited forms of speech and thought presentation
can be presented visually as well as in writing. A character can be shown talkimgioigth

in a picture without revealing what they are saying or thinking. Speech and thought balloons

or caption boxes may be absent or if they are present their contents may be unreadable or
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uninformative. Visual NPV may be observed in a picture with cainvgrbackground

characters whose speech is not presented because it is unimportant to or not the focus of the
story. Visual NPT would be seen from the body language and facial expressions of
characters.

Bousfield and Mclintyre (2011) demonstrate how visnahlinguistic elements of
discourse presentation are as important as the linguistic elements for a full analysis of a film.
Their study examines how emotion is generated in a film scene through a multimodal
combination of linguistic spoken words, rearbal paralinguistic cues (like intonation,
loudness, body postures and gestures) andinguistic actions (like looking at someone and
physical actions with the body, arms and hands) from characters. Bousfield and Mcintyre's
(2011) study demonstrates htlve emotional states of characters can be conveyed visually
by paralinguistic and nelinguistic factors such as facial expressions, direction of sight, body
actions, etc. In this way, the emotions and feelings behind speech and thought presentations
in comics can be visually conveyeddence, he visual aspect of discourse presentation in

comics is as important for fully understanding discourse as the written aspect.

B "UNEARTHING |
THE OPERATIVE, ff
B TRACKING HIM
TO DOCKLAND,
PROVED
EAsréR

'as lNTELL(éENT MEN FACING
H LUNATIC TIMES, WE WERE VERY ALIKE,
E DESPISING EACH OTHER INs‘rANTLY '

Fig. 7.2a(Moore and Gibbond)atchmer{2007), chap. 11, pg. 18.)
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iy — i —"
" TD0 COWARDLY TO CONFRONT 7]
ANXIETIES, T HAD LIFE'S BLACK @i
ZOMEDY EXPLAINED TO ME BY 17
T=E COMEDPIAN HIMSELF AT THE

SRIMEBUSTERS FIASCO IN '66.

& @
A

Fig. 7.2b (Mooreand GibbonsyWatchmer{2007), chap. 11, pg. 19.)

The comic panels of figuré&2a andr.2b feature two costumed crirfighters known as The
Comedian and Ozymandias. The Comedian, also known by the real name of Edward Blake,
is the darkhaired man; Ozymairs, also known by the real name of Adrian Veidt, is the
fair-haired man. In both the pictures, we see Blake and Veidt facing directly opposite one
another, one or the other speaking to the other. In fig@te Blake is pointing at Veidt in a
provocativemanner. Both these pictures are presented from artlsexehoulder position
somewhere behind Veidt (Veidt's back faces us in both pictures). This creates the effect of
Veidt's point of view by locating the reader in the same viewing direction as \eitiatsve

are looking at the scenes from a visual perspective close to his own. This chaféetang

point of view is referred to as category B(R) reflector mode narration by Simpson (1993: 55
56) (category B(R) narration in comics was discussed inackapterd, sectiomd.3.3). It is a

third person narrator's point of view which reflects the point of view of a character, in this

case, the unseen third person narrator is reflecting the point of view of the character Veidt,
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but it is not Veidt's own pot of view that is being presented here (in which case we would
not see Veidt's back in the pictures), only a narrative point of view near to his.

The visual aspects of figur&a and/.2b can be used to demonstrate visual NPV as
they show speech occurg but do not report what is said. Both these pictures are scenes
from Veidt's flashbacks of Blake (hence why the reader is positioned from behind Veidt in
both pictures). The text with quotation marks in the white caption boxes report the speech of
Veidt from the present time as he recounts his past encounters with Blake to others. Veidt's
speech from the present in the caption boxes indicate the nature of Veidt's past interactions
with Blake, informing us of the intense dislike between the two chara@teesantagonism
between Veidt and Blake is evident from the oppositional body positioning of Veidt and
Blake in the pictures (they face one another directly), Blake's aggressive body language
toward Veidt in figurer.2b (standing over a seated Veidt amgdiér-pointing directly at him),
the antagonistic word pairs in Veidt's direct speech (intelligent’ and 'lunatic’, ‘alike' and
‘despising’, 'cowardly' and 'confront’ and 'anxieties' and 'black comedy'), Veidt's attack on
Blake's 'positive face' (Brown ah@vinson 1987: 61) by his open admission of dislike for
Blake ("[...] we were very alike, despising each other instantly.") and Veidt's recollection of
Blake's blatant 'facthreatening acts (FTAS)' against both his 'positive’ and 'negative faces' in
thepast (Brown and Levinson 1987:-69) (Blake had mocked Veidt at a meeting of
costumed crimdighters in 1966; this event is the depicted scene of figue which had
been shown in greater detail in an earlier chapter oMathmermgraphic novel; Veidtefers
back to this past event with "I'm sure you remember."). Based on these visual and linguistic
contextual cues, we can infer that the nature of Veidt and Blake's dialogue in the depicted
past scenes was not gendtured. Though the content of thegesch is not reported, we
know from the visual, netinguistic and verbal, linguistic elements of the pictures that Veidt

and Blake's words to one another are unfriendly. Veidt's verbal recollections of Blake from
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the present do not report anything abobatwas said between Veidt and Blake in the past,
though Veidt credits Blake with explaining something of importance to him in figbe

("[...] I had life's black comedy explained to me by The Comedian himself [...]"), but this
report of speech is a viag one which still does not give any real indication of the topic or
content of what was said, only a suggestive clue to its grim nature in "life's black comedy".
Though no content or topic of speech information is given in fighi&sand/.2b, the

implied hostility of Veidt and Blake's dialogue provides a little more information about the
type and nature of speech being presented than is expected of a NPV or NPS presentation
(which only provide the most minimal, basic reports of speechnittietailed information
about them). This raises the possibility of a narrator's presentation of speech act (NPSA)
categorization as the type of speech, and perhaps the speech act, occurring in the pictures is
being indicated by both the visual and lirgjig elements. There will be more discussion on

the NPV and NPSA categorization of figuie8a and b in the next sectionJ).

Fig. 7.2c(Moore and Gibbong)vatchmer{2007), chap. 1, pg. 17.)
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UT KEPT QUIET ALL THESE YEARS
=_ gu%r THEN THIS LATEST THING
Bl APPENED AND L HAD TO
LET IT ALL OUT ...

Fig. 7.2d (Moore and Gibbong/Vatchmer{2007), chap. 3pg. 6.)

Examples of visual NPT are featured in figure&c and7.2d. They show characters to be
thinking, but what they are thinking is not reported. Nerbal behaviour, such as facial
expressions and hand gestures, becomes important in these examples for reading the mental
states of the characters. The visual natfireomics allows for the body language of

characters to be shown directly, objectively and in detail in pictures in contrast to prose texts
where they can only be described indirectly, subjectively and minimally in a narrator's words.
Through the visual\edence of body language, visual presentations of NPT in comics can
thus be more revealing of a thinking character's emotions and feelings than a written
presentation of NPT, though neither form of NPT would reveal the thought act value or
propositional catent of a character's thoughts. In figidrac, Adrian Veidt is shown holding

his chin and uttering "hm". This chiouching action is indicative of being engaged in a
thought process. According to Pease (1997), 'chin stroking' is a signal of decising mak

often used when people are about to make a decision (19%B)5A closed hand resting on

the chin, which may also be stroking the chin, can also be an evaluation gesture when a
person is evaluating a proposition and making decisions at the san{@d&ase 1997: 57). In

figure 7.2d, Laurie Juspeczyk is sitting in the back of a taxi cab. Her head is tilted down, her

187



gaze is lowered, her brows are being drawn closer together in tension, the corners of her lips
are drawn down and her thumb is in her thotouching her teeth. Her body language
suggests she is upset which leads us to infer, based on the flouting of Grice's (1975) maxim
of relation (the expectation that speakers will be relevant in what they say), that her thoughts
must be troubling oneBecause Juspeczyk's body language deviates from an expected norm
of behaviour (the opposite of the body language we are observing from her: head held up,
gaze raised, brows apart and relaxed, lips not curving down and thumb not in contact with the
mouth) ad is not relevant to her current situation of sitting in a taxi cab, it is signalled that
something is not right with her and we determine that she must be unsettled. Grice's (1975)
conversational maxims of quality, quantity, relation and manner weret hoclag used in
relation to spoken language, but here there is a potential application to images for them in
how we read visual body language. Note that the text in the white caption boxes is speech
from another character in another scene, unconnectbd tutrently pictured scene of
Juspeczyk in the taxi. The features of Juspeczyk's expression fit Ekman and Friesen's (1975)
description of the facial appearance of sadness:

The inner corners of the eyebrows are raised and may be drawn together. The inner

corner of the upper eyelid is drawn up, and the lower eyelid may appear raised. The

corners of the lips are drawn down, or the lips appear to tremble.

(Ekman and Friesen 1975: 117)

And Pease (1997) states that fingers placed in the mouth is "[...Janrdubaaifestation of
an inner need for reassurance” and is a gesture that occurs when a person is under pressure
(1997: 52). Though there is no presentation of or insight into their thoughts, the facial
expressions and hattd-face gestures of the charastar the pictures may indicate the nature
of their thoughts. The relaxed expression on Veidt's face in the top picture panel suggests that
he is calm as he considers something whilst the unsettled expression on Juspeczyk's face in

the lower picture paneliggests that she is troubled by unhappy thoughts.
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The effects of these visual NPV and NPT examples are distancing and inaccessibility
to the characters' words and minds. Our view of the characters is restricted to one of purely
visual perception. The reades not allowed to hear the words spoken by the characters and
has no privileged access to their thoughts. Because there is no presentation of speech or
thought, we are limited to only an external visual view of the characters. The reader may feel
him orherself to be kept at a distance from them and an observer's perceptual point of view
of the characters is emphasized.

9LVXDOO\ LQ FRPLFV 139 DQG 137 PD\ GLIIHU OLWWOH
speech or thought acts (NPSA and NPTA). NPV, NPT, NRSANPTA are minimalist
discourse presentation categories which do not report the content of speech or thought in any
detail. Characters can be depicted speaking or thinking with or without speech or thought
balloons and caption boxes in NPV, NPT, NPSA BRTA. But NPSA and NPTA differ
from NPV and NPT in that they provide some summary information about the type or kind of
speech act or thought act being performed and perhaps an indication of the subject of speech
or thought. In NPV and NPT, no informatiabout what is said or thought is provided, only
the fact that speech or thought occurred is reported. NPV and NPT do not inform us of the

subject or manner of or any other detail about the speech or thought presented.
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[ IN Q77 ,A CITY 15 SHOUTING |

CLAIMING THAT COSTUMED
ADVENTURERS ARE MAKING
THEIR JOB IMPOSSIBLE,
THE POLICE ARE ON STRIKE.
EVERYONE (5 FRIGHTENED,
SCENTING ANARCHY.

Fig. 7.2e(Moore and GibbongVathmen(2007), chap. 4, pg. 22.)

Aside from NPS&ype reports of speech activity from certain characters, NPV also includes
speech events that may involve many participants. Fig@eeshows a crowd of shouting
protestors out on the streets. The narratahe blue boxes explains what the crowd is
protesting about (making this an NPSA presentation when the text is combined with the
picture), but we do not know what exactly is being said by the protestors. The picture clearly
shows the people of the crowtouting out. The image (without the text in the blue boxes) is
an example of visual NPV involving several speech participants; it presents-adalge

speech event involving many people.
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Bourpemouth . September 23

Fig. 7.2f (Moore and Campbelkrom Hell(2004), in Mcintyre 2007: 122).)

Mclintyre (2007) points out another way of presenting NPV in an example from the graphic
novelFromHell. The second panel in the middle in figit8f contains a speech balloon

with indistinguishable words. The voice of a character is baiegemted, but not what is

being said. This NPV serves to enhance the sense of physical distance from the two
characters in the panel; the distant voice of one of the characters can be heard but is unclear
because of how far away they are in the picturest\peech balloons contain clear words, so
when they contain unreadable content, they stand out as foregrounded and are thus likely to
create a psychological effect for the reader (van Peer 1986). Distanammaenstandable

speech and low or inaudibleiges could be indicated by NPV in speech balloons.

191



Fig. 7.2g(Torres, Nauck and Stuckéreen Titans Go! #3@Uuly 2006), pg. 17.)

In figure 7.2g, the content of the small speech balloon in the second panel on the right is
unreadable text. This &nother instance of NPV which uses a speech balloon. This NPV
speech balloon is being used to indicate a character whispering to another, but the words
being whispered are not revealed. The small size of the speech balloon and its unreadable
content are idicative of a very low volume of voice which is only audible to the uttering
character and her recipient. The whispering voice of a character is presented here and we are
given no access to what is said. There is no discernible linguistic content inispenst

speech balloon, but the effect created by this is that the contents of the whisper are being
withheld from the reader and kept private between the characters. This inaccessibility of the
whispered words implicates social and spatial closenesscdiicderms between the

characters, creating an effect of intimacy and close personal relations between them; these

private words are for the ears of the listening character only.
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7.3 Narrator's presentation of speech act/thought act (NPSA/NPTA) in comics

NPSA and NPTA reveal more information about the speech or thought they report than NPV
and NPT. They report what speech or thought act is performed and may also give an

indication of the topic of the speech or thought. Examples of NPSA and NPTA are:

He gave him a piece of his mind. (NPSA)

June couldn't stop worrying about what had happened. (NPTA with topic)

,Q FRPLF SLFWXUHV WKRXJK WKH H[DFW FRQWHQW RI D FK
unrevealed, the topic, nature or type of speech or thaigihtn may be known or inferred
from context or previous story information, or visually evident in the image itself. An
example of this would be an image of an aggredsioking character holding a gun to
another, the guwielding character's mouth openspeech but with no presentation of what
s/he is saying. From the image, we would see the speech act of threatening occurring. And
based on earlier story events or narrative information, we may know the reason for-the gun
wielding character's threateninggaession and hence what s/he might be saying to the target
(the subject of his/her speech). The guelding character may have a known vendetta
against the target, could be forcing him/her to do something, or could be robbing him/her.
Knowledge of the sgech or thought act performed and possibly the topic of speech or
thought would qualify a visual presentation of speech or thought to be categorised as NPSA
or NPTA.

Like NPV and NPT, NPSA and NPTA are narratontrolled minimal reports of
speech and thght. They do not reveal any of the actual content of speech and thought,
though NPSA and NPTA provide a little more information about the type and topic of speech

or thought that is being reported. Visually in comics, it may be difficult at times toyclearl
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distinguish between NPV and NPSA and NPT and NPTA, such as when an ambiguous
HISUHVVLRQ LV VKRZQ RQ D FKDUDFWHUTfV IDFH DQG ZH DU
but from previous story information, we may know what is on the character's micektaln
and ambiguous character facial expressions could be considered NPT or NPTA depending on
the information available. And there can be subjectivity in how a reader views a character in
a picture and thus the reader's opinion on the character's spaholight can also be
subjective. The absence of information about the speech or thought act performed and the
topic of the speech or thought would indicate NPV or NPT. Butlimguistic features like
the facial expressions and body language of a cleargich picture, previous story
information and context can inform our interpretation of visupilgsented speech and
thought, enough to be able to regard some instances as NPSA and NPTA.

Visually, the differences between NPV and NPSA and NPT and NPpeileps in
the clarity and amount of visible detail in the pictured speech or thought. If the speech or
thought act being performed by a character can be effectively conveyed in a picture without
words, this would be visual NPSA or NPTA. A picture may aiffer visual indicators of the
topic of speech or thought, such as objects of attention in the surroundings or character
actions. A character depicted with an expression of concentration and thought whilst
scratching his head would be interpreted asgbeimgaged in a thought act of puzzling over
something. An example of visual NPTA like this could also be supported by narrative,
contextual and previous story information which might provide the subject of the character's
puzzlement. Speech acts and thduwgtts can be presented pictorially and additional
information about them (such as topic) may come from accompanying textual narrative

information or details previously given in the story.
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“UNEARTHING
THE OPERATIVE,
TRACKING HIM

"AS INTELLIGENT MEN FACING
LUNATIC TIMES, WE WERE VERY ALIKE,
DESPISING EACH OTHER INSTANTLY."

DO COWARDLY TO CONFRONT

ANXIETIES,T HAD LIFE'S BLACK
ZOMEDY EXPLAINED TO ME BY
== COMEDIAN HIMSELF AT THE
SRIMEBUSTERS FIASCO IN '66.

\

W Tm sure you
REMEMBER " IS

Fig. 7.2b

Figures7.2a and b from the previousdion {.2) on NPV and NPT demonstrate how it can
be more difficult to place visual presentations of discourse into fixed categories than textual
presentations of discourse. Categorizing an image in which a character appears to be speaking

as either NPV oNPSA may depend on how much of the character's body language and
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facial expression is observable from the picture and also on how much information is given in
any accompanying text (be it written narration or discourse presentations). Viewing visual
dismourse presentations in terms of their position along a cline is perhaps more helpful than
trying to allocate them into specific categories. The categories of Leech and Short's discourse
presentation scales can be seen as signposts along a cline whielseorelegree of

narrative interference (becomes more mimetic) toward one end and increases (becomes more
diegetic) toward the other end (see figérgg. Figures/.2a and b could be placed

somewhere between NPV and NPSA on the speech presentatiobeszalee they possess
features of both categories (see figargg. The pictures of figureg.2a and b show the two
characters Blake and Veidt addressing one another but with no information on what exactly is
being said, indicating a categorisation of alsNPV. But verbal cues from the direct speech

text accompanying both pictures (in white caption boxes) along with the visual evidence of
the characters' body language and positioning in relation to each other provides more
contextual information that inchtes the type and nature of speech occurring in the pictures,
supporting a categorisation of combined textual and visual NPSA. Hostile, confrontational
and aggressive speech between the characters Veidt and Blake in7igarasd b is

indicated by vepal, linguistic and visual, nelinguistic contextual cues which convey
antagonism and opposition between the two characters (see previous Fez}itor (nore

on the creation of antagonistic effects between the characters in fig2mesnd b). This is

more than just a minimal NPV or NPS report of the occurrence of speech as an indication of
the type of speech occurring is given as well (i.e. hostile speech). The lack of clear
information on the speech act and topic of speech prevents the presentbdo$igares

7.2a and b from being unambiguously categorized as NPSA. So the speech being presented in

figures7.2a and b cannot strictly be categorized as either NPV or NPSA, but because of the
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combined visual and textual contextual information of tletupes which indicate a hostile

type of speech being reported, they may be seen as leaning more toward NPSA than to NPV.

NPV/NPT NPSA/NPTA ISNT FIS/FIT DS/DT FDS/FDT
I | | | | |
Diegletic | | | | Mirr!etic
Figs.7.2a &b Narrator interference decreases

Fig. 7.3a- Leech and Short's discourse presentation scale

_WayY ouT OF Room
LONDLODY. USUAL - °
"LAINTS Re HYGlene an
-THEeRre were pureLe
2 MORKS 0N HEerR FOT |
TE NecKk. FresH ones. (R,

Fig. 7.3b (Moore am GibbonsWatchmer{2007), chap. 5, pg. 11.)

Figure7.3b comes from the first person point of view of Walter Kovacs who is also the
vigilante Rorschach. The woman surrounded by children is Kovacs' landlady. Her facial
expression is one of displeasurecdntains the features of Ekman and Friesen's (1975)
description of the appearance of anger: "The eyebrows are lowered and drawn together, the
eyelids are tensed, and the eye appears to stare in a hard fashion. The lips are either tightly
pressed together parted in a square shapel975:82). Holding up her right hand with

fingers curled upwards, the landlady appears to be demanding something from Kovacs. The

first person narration in the yellow scrap paper boxes, direct writing presentations of entries
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from Rorschach's journal, summarise what the landlady is saying to Kovacs: "Usual
complaints re hygiene and rent." The speech act performed by the landlady (complaining)

and the topic of her speech (hygiene and rent) are provided in the text, though not t
propositional content of her speech or the precise words she speaks. This is a textual NPSA
example which is supported by an image. From the picture, the landlady appears annoyed and
fed up from her facial expression and the holding out of her handimgérs curled upwards
suggests she is asking for something, but we do not know anything about what she is saying
from the picture alone. It is only the text within the yellow torn pdigerboxes that informs

us of the complaining speech act that tmellady is performing and the hygiene and rent

topics of her complaints.

Fig. 7.3c(Costa and CabhillThe Transformers #2@ov. 2011), pg. 14.)

The panels of figuré@.3c are almost purely visual, containing no dialogue text. The only
writing present in the pictures are the logo on tkshift (top panel) and the interrogation

sign (lower right panel). Spike Witwicky, a human ally of the 'Autobots’, is shown secretly
observing a 'Decepticon’ prisoner being dragged into interrogation by his Autobot captors. In
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the bottom left panel, Witwicky appears unhappy by what he sees, though there is ambiguity
in exactly what kind of emotion he is feeling. Here we might have anm@gashvisual
NPTA. Witwicky's expression could be indicative of a variety of emotions such as worry,
dismay, dread, guilt, regret and internal conflict. Ekman and Friesen (1975) describe the
facial appearance of fear as:

The eyebrows are raised and drawgether; the eyes are open and the lower lid is

tensed; and the lips are stretched back.
(Ekman and Friesen 1975: 50)

They also describe the facial appearance of sadness as:

The inner corners of the eyebrows are raised and may be drawn togethianefhe

corner of the upper eyelid is drawn up, and the lower eyelid may appear raised. The

corners of the lips are drawn down, or the lips appear to tremble.

(Ekman and Friesen 1975: 117)

Features of both fear and sadness can be identified in Witwickyression. His inner
eyebrow corners are raised and stretched closer together, indicating sadness. But his wide
open eyes and stretched open lips seem indicative of fear. Ekman and Friesen would describe
Witwicky's facial expression as a 'blend’ of fear aadness as it displays signs of both
emotions (1975: 122). This blend of fear and sadness is an emotional response that may or
may not be linked to some thought act, such as knowing, believing, realizing or anticipating
something harmful or bad from whag¢ has withessed. The subject of his inaccessible
thoughts, if he is having thoughts, remains unknown, but from the evidence of his facial
expression, we are given a clue to Witwicky's internal state of mind. His apparent mixture of
fear and sadness sugtgele is afraid of and upset by the sight of the Decepticon prisoner
being brought in for interrogation. At this point in the story, we do not know the reason for

this anxious reaction, but it is cause for suspicion because Witwicky is supposed tolype an al

of the Autobots who has helped them in combating their Decepticon foes before. There is no
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known reason for him to be against the capture and interrogation of any Decepticon unless he
is concealing some kind of secret. It is in fact revealed lateeisttiry that the reason for

Spike's apprehension was that he knew he was on the verge of being discovered for illegal
former weapons dealings with this particular Decepticon prisoner; he had anticipated the
discovery of his crimes and his betrayal of theédbots' trust. The NPTA categorization of

this example is a subjective one due to the ambiguity in whether thought is actually occurring
and what exactly the thought act might be.

It is possible to argue for a categorisation of visual NPT for this exaoml&/e may
determine from the character's pegrbal behaviour that he is engaged in some unspecified
thought process, but we are given no further information about this. This fulfils the criteria
for an NPT categorisation. An NPTA categorisation is sugol though by the character's
facial expression of fear and sadness which indicates the severity and negative tone of his
thoughts and suggests the fearful and possibly guilty thought act he is engaged in. The topic
of thought, which may also be givenMiPTA presentations, remains unstated here though.
Whether this example is a case of visual NPT, NPTA or has no thought at all is not clear. The
categorization of its thought presentation is subjective to the reader and a distinction between

NPT and NPTAS hard to find here.

7.4 Indirect speech/thought (IS/IT) in comics

Like the narrator presentations of speech and thought (NPV, NPT, NPSA, NPTA), indirect
speech (IS) and indirect thought (IT) are reports of speech and thought that are told in the
narrata's words. But IS and IT report the same propositional content of speech and thought
as direct speech and thought; the propositional content of DS and DT is also recoverable from

IS and IT. IS and IT do not claim faithfulness in their reports like DS and0Dx their
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content may be of the same value and detail as DS and DT. IS and IT can be created simply
by converting the syntax of DS and DT to that of the narrator's, for example, from a
character's first person and present tense in direct discourgethirthperson and past tense

of the surrounding narrative text. In IS and IT, the speech and thought of characters are
paraphrased by the narrator from their original DS and DT forms. IS and IT prototypically

consist of reporting and reported clausesgdim a sentence:

She told him to leave her alone. (IS)

He wondered if he had made the right choice. (IT)

'She told him|[...]' and 'he wondered]|...]' are reporting clauses; '[...Jto leave her alone' and
'[...]if he had made the right choice' are repdrtlauses.

Indirect reports of speech and thought like the sentences above were hard to find in
my comic data; | could not find any, in fact. It appears that it is not often that the contents of
FKDUDFWHUVY VSHHFK RU WKR XJhakatioD. Bétabde Qf Yhid vidual WK U R >
and mimetic (show rather than tell) nature of comics, direct forms of discourse presentation
seem to be favoured over indirect forms, to the point that indirect discourse is hardly ever
seen in comics. Speech and thoughtraost commonly presented directly in speech and
thought balloons attached to characters in pictures, claiming to report the exact words spoken
or thought by characters. Though IS and IT report the same propositional content as direct
speech and thoughhey are not presented in the same way. IS and IT do not use quotation
marks in prose and they would not use speech and thought balloons in comics; markers of
direct speech and thought cannot be used for IS and IT. So because IS and IT cannot be
presentedh balloons like direct speech and thought, they cannot be as closely tied to

characters visually and integrated into a pictured scene.
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Compared to direct speech and thought, IS and IT occur very little in comics. The
comic medium is not suited for narretmediated presentations of discourse. Theoretically,
IS and IT in comics would have to be placed in narrative text boxes where the words of the
narrator are presented, separated from the pictures they accompany and existing outside of
the fictional worldof the picture. IS and IT are nantegrative with pictures as they are
products of the textual narration of novels, are used in setamd reports of discourse and
require the voice of a narrator to present them. Because indirect discourse is told theoug
mediating words of a narrator, it cannot be presented as immediate to and directly involved in
the fictional world of the pictures in comics, hence it will always be narratorially distanced

from a pictured situation and characters.

7.5 Free indirectspeech/thought (FIS/FIT) in comics

In prose fictional texts, FIS and FIT merges the voices of the narrator and the
speaking/thinking character, combining their positions and points of view. Typically, FIS/FIT
in prose texts are identified by their posses of the grammatical characteristics of IS/IT,

but some of the lexical 'flavour' and deictic properties of DS/DT (Short 1996: 306). Features
of both indirect and direct forms of speech or thought are mixed in FIS/FIT. This can be seen

in the following examples:

FIS example:

One of the nice things about Time, Crowley always said, was that it was steadily
taking him further away from the fourteenth century, the most bloody boring hundred
years on God's, excuse his French, Earth.

(Pratchett & Gaiman 2012990]: 26)
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FIT example:

He ought to tell Crowley.

No, he didn't. Havantedto tell Crowley. Heoughtto tell Heaven.

(Pratchett & Gaiman 2012 [1990]: 244)
Both the FIS and FIT examples above maintain the indirect third person narrative (third
person ponouns 'he’ and 'him' and possessive determiner 'his’) and past tense (‘was', ‘'didn't’,
‘wanted') of an external narrator. But informal and vernacular language (‘one of the nice
things about [...]", 'bloody boring’, 'excuse his French' (narrator's walbdstating for
character's bad language), '‘God's [...] Earth’) and modal verbs (‘deghticmodal
indicating obligation, and ‘wantettoulomaicmodal indicating desire (Simpson 1993: 47))
are indicative of the character speaker/thinker, conveyin®D8ualities (words that
originate from the character rather than the narrator). The narrator and character voices are
thus combined in free indirect discourse.

In comics, the reduced use of written narration in comparison to prose texts means
that thereare fewer reports of speech and thought occurring in the words of a narrator, as
with IS/IT. The lack of indirect forms of discourse leads to a decrease in overt rarrator
mediated forms of discourse presentation and an increase in direct forms of discours
presentation. So the narratorial interference in most presentations of speech or thought is
decreased in favour of presenting speech or thought more directly. Combinations of character
and narrator voices do still occur in comics, but they can takediféeyent forms from the
FIS/FIT often found in prose texts. Instead of a narrator's indirect reports of speech and
thought flavoured with some of the direct words of a character speaker/thinker, the reverse
may be found in comics whereby the DS or DT ldracters may possess some narratorial
influence. It is thus not so easy and straightforward to classify free indirect discourse (FID) in
comics. Ambiguous and variable cases of combined narrator and character voices can be

found. There can be instancedd$ and DT where the speaking/thinking character delivers
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narratorial information for the benefit of the reading audience and thus also becomes a first
person narrator. When a character's direct and narrative voices are merged in DS and DT, a
type of firstperson FID, close in form to first person narration, is formed. Third person FIS
and FIT can also still occur in comics, but these are harder to find than first person FIS and
FIT which may occur in the forms of DS and DT; use of third person and infbiret in a
visual medium like comics is minimized whilst use of first person and direct forms is
increased. First person narration is located from within a character's point of view and like
direct reports of discourse, which claim to faithfully reprodineeactual words of a
character's speech or thought, claim to be sourced from the character. Third person narration
can be influenced by the words of a character and reflect the character's point of view (giving
rise to FIS and FIT which convey some o tharacteristic flavour of a character's DS/DT),
but it still remains sourced from an external third person narrator.

As DS and DT in comics are common and often the main form of textual information,
narrative influence in them becomes more frequentwdeen a character's narrative voice
seems to come through in his/her DS or DT, it can be incongruent with the character's
plausible DS or DT voice, leading to artificibunding words emanating from the character
which do not fit in believably within hisér DS or DT. This narrative interference may occur
in varying degrees. 'Narratdt QIO XHQFHG '6 '71 FDQ EH VDLG WR UHYHU"
narrator and character. Instead of a narrator reporting the speech and thoughts of a character,
the character presennarrative information through his/her DS and DT. DS and DT
containing first person narrator interference is perhaps a form of speech and thought
presentation exclusive to comics. Like FIS and FIT in prose texts, narrator interference in DS
and DT in comis combines narrator and character voices (which both originate from the
character when presented as DS or DT as they are written in first person), but they present

this combination of voices in a different way: the character's direct voice becomesethe bas
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for embedding narrative information. For this reason, | argue that instances of DS and DT in
comics that display narratorial influence are not true cases of FIS and FIT; they are still
categorised as instances of DS and DT because they are presemétdamt and the
combination of narrator and character voices is different from FIS and FIT in prose texts. The
presence of a narrative in DS and DT thus forms another discourse category relevant to
comics only.

Whether all cases of discourse presentatiah merge narrator and character voices
should be categorised as forms of FID is debatable. Assuming the following definition of
FID:

JUHH LQGLUHFW GLVFRXUVH KDV EHHQ GHVFULEHG UHF

PHUJLQJ RI FKDUDFYWHGOVYHRX&WHHDOUUDWRU

(Fludernik 1993: 322)

it could be proposed that DS and DT with narrative qualities could also be classified as cases
of FIS and FIT. If FID is the merging of narrator and character voices, then DS and DT in
comics with detectable narratori©@ XHQFH FRXOG EH DUJXHG WR SRVVHVYV
and thus be considered types of FIS and FIT. But these cases of FIS and FIT in comics are
different from the FID in fictional prose texts. Whereas in prose fiction, FID is often
characterised a8 KH PDLQWHQDQFH RI WKH QDUUDWRUfTV WKLUG S
WKH H[SUHVVLYH IHDWXUHV RI D FKDUDFWHUYfV '6 RU '7 LQ
WKH FKDUDFWHUTfV ILUVW SHUVRQ V\QWD][ LQ&éhg&JdD WHG ZL
the narrator. The first person charagatarrator aligns him/herself with the deictic positioning
of his/her participating persona in the story and uses his/her DS or DT to channel his/her
voice. Unlike the narrator of FID in prose fiction, therrator in first person FID in comics is
often contained within DS or DT and does not report the speech or thought s/he is embedded

in, only provides additional information for the story.
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The prevalent use of first person in comics means that thirdrppreaominal and
temporal markers are not often used for distinguishing FID as they would be in third person
narrative texts of prose fiction. This allows first person FID in comics to be presented as the
DS and DT of characters. First person narrationbt@mnd with the first person voice of DS or
DT. Where FIS and FIT in prose texts usually involves some of the direct words of a
FKDUDFWHU HPEHGGHG ZLWKLQ WKH QDUUDWRUYYV LQGLUHI
from a first person charactearrate embedded in the direct dialogue of the same character.

A general observation of modern comics may show presentations of first person FIT
(in the form of DT), where narration and thought merge, to be particularly frequent. These
cases of first person Fiili comics may be difficult to identify as either internal first person

narration or DT presentation:

: : ‘ W, || THE PHOTOGRAPH
THE PHOTOORACH | I P ROE e PHOTOCRAPH 1S 1IN MY HAND. l

I FOUND IT IN A

IT IS THE
PHOTOGRAPH
OF A MAN AND
A WOMAN. THEY

ARE AT AN

AMUSEMENT it
PARK, IN 1059 . [

Fig. 7.5a(Moore and Gibbond)atchmer{2007), chap. 4, pg. 1.)

In figure 7.5a, the unusual temporal perception of a sypogvered being known as Dr.
Manhattan, who perceives time differently from others, viewing past, present and future

simultaneously, is being represented. The three picture panels move from third to first to third
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person visual points of view. The first picture panel (far left) tara person closep view

of a blue hand holding a worn and tattered photograph. The third person visual perspective of
this picture is identified by an observer's sideways view of the hand and photograph which
cannot come from the first person visual pexgive of the character whose hand we are

shown. The second picture panel (middle) offers a first person view of the photograph lying

on the ground (distinguished by the presence of stones and footprints). This picture looks
down through the eyes of Dr.avihattan at the photograph on the ground, giving us access to
Dr. Manhattan's first person visual perspective. The third picture panel (far right) gives us a
third person longlistance wholdody shot of Dr. Manhattan, showing him to be sitting on a

rock & he looks at the photograph in his hand. The whotly sideways view of Dr.

Manhattan from a distanced observer's position in this picture identifies its third person visual
point of view. The light blue boxes contain Dr. Manhattan's internal first pesaation

which describes his unique perception of time. The present tense of the first line: "The
photograph is in my hand" identifies the first picture panel as being set in the present. The
second picture panel occurs "twelve seconds" into the futheerepetition of the line: "The
photograph is in my hand" returns the third picture panel back to the present. The shifts in the
pictures from third to first to third person visual points of view and from present to future to
present times serve to cov@r. Manhattan's fluctuating perception of time; he shifts out of

the present to glimpse a few seconds into the future and returns back to the present again. His
first person textual narration in the boxes gives us insight into his consciousness amd can b
read like his thoughts. It conveys his unusual perception of time by moving between the
present ("The photograpfin my hand."), the future ("In twelve seconds time, | drop the
photographl...]") and the past fdund it[...]"). The temporal (timeadVd ELDOV OLNH 3, Q W
VHFRQGV WLPH> @  D@G @ UWPH\KHD@QW WHIG/MRWHQ BMMRIGEEQ GV

SURQRPLQDO ILUVW SHUVRQ SURQRXQ 3, DQG SRVVHVVLYl
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Manhattan are suggestive of DT, but the text content igtogial in nature, locating the
reader from Dr. Manhattan's first person perspective. The internal first person narration of Dr.
Manhattan brings us into his consciousness and offers us a glimpse into how he perceives.
Though it is not DT that is being m@nted here, Dr. Manhattan's internal first person
narration still provides us with access into his mind. It can be seen from this example how
close in form DT can be to internal first person narration and hence the potential to bring the
two together in dirst person FIT combination. There will be more discussion of narration
andthought combination in chapt8r

It should be remembered that what has thus far been referred to as first person FID in
comics is DS or DT containing first person narrativerfiestence. This is not to be confused
with FID that may be found in first person narrated prose texts. Combining narrator and
character voices in comics often occurs in a character's DS or DT. In prose texts, narrator and
character voices merge within ndioa, reported through the narrator. Dual voices can take
different forms in prose texts and comics.

Having just highlighted the differences between FID in comics and in prose texts
though, that is not to say that FID in comics cannot occur in a simitarttoprose texts. FID

in third person may also be found in comics:
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| HE'D LiIKE TO 54y

THAT HE'S GROWN P
FOND OF JAMESON IT'S HARD TO GROW

JAMESON | | Fowo oF somEoNE so
R T et | | FuLL oF BLusTER anD
BE THE RIGHT WORD. | | ARROGANCE AND EGO.

e —— -

PERHAPS [T'S BETTER TO SAY THAT'S HE'S GROWN ACCUSTOMED 70O HIM. JUST
AS HE'S GROWN ACCUSTOMED TO THEIR CONSTANT WAR OF WORDS: THE ENDLESS
ARGUMENTS AND ACCUSATIONS, CHILDISH PRANKS AND SCREAMING MATCHES.

THERE'S SOMETHING
COMFORTING IN IT.
SOMETHING STABILIZING.
NO MATTER HOW THE
WORLD CHANGES --
HOW UNPREDICTABLE
AND FRIGHTENING IT
CAN BECOME -- SPIDER-
MAN KNOWS THAT HE
CAN ALWAYS COUNT
ON JAMESON TO BE
ABSURDLY CONSISTENT.

Fig. 7.5b (De Matteis, Ross and StanistheSpectacular SpideMan #241(Dec. 1996), pg.
9.

Figure7.5b consists of boxes of narration from a page of a 1990s Sgaiecomic (see
appendix?). It displays FIT that is like the FIT often found in fictional prose texts. The text
here comes from an external third person narrator, but it reflects the poieivadf the
superhero character Spiedian. It is an example of Simpson's category B(R)atemn (see
chapter 4, sectio.3.3). The third person narrator is relating Spit#an's views of the
character J. Jonah Jameson. The use of third person pronames and possessive
adjectives: 'he’, 'him', 'their’, 'Jameson' and 'Sgitken’, identify the text as third person
narration. But the informal language ("He'd like to say that he's grown fond of Jameson...",
"There's something comforting in it.", "...ban always count on Jameson..."), use of the
definite articlethe("...overthe years...", ".the endless arguments and accusations...") and
evaluative adjectives (‘constant’, ‘endless’, ‘childish’, ‘comforting’, 'unpredictable’,
'frightening’, 'absurdlgonsistent’) mark Spidévian's point of view. Temporal and social
deixis (present tense in "It's", "he's" and "There's" and reference of familiarity to Jonah

Jameson by last name only "Jameson"”) reflect Sytder's deictic positioning too. The
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referenceo J. Jonah Jameson by his last name 'Jameson’ is-$fad&r term of reference
for that character. Combining the voices of the third person narrator and-Bjasidereates
FID. SpiderMan's feelings and thoughts in regards to Jameson are presenteti theug
words of the narrator; language characteristic of Sgutkan is integrated into the narrator's
syntax. There is also an example of embedded hypothetical IS in this FIT in the first
sentence: "He'd like to say that he's grown fond of Jameson ovwedts...]"; hypothetical
words that SpideMan would like to say in regards to Jameson but does not are reported
here. This hypothetical speech is the narrator's representation of-Blaidsrfeelings

towards Jameson rather than an indirect reportirgpaferMan's internal dialogue.

“A FEN MONTHS BACK
| THE MAYOR LAUNCHED BuT THE
| A CRACKDOWN ON THE
. WEAPONS mADE :
ELMNATED L 2L S RAERNG Lo
GUNS FROM THIS CITVY. FAMILY, AND WHO
¥ \ KNOWS
IT's NOT A REAL GUN. KIND o= ﬁf"féu
WEAPONRY THEY
E ACCESS TO

Fig. 7.5c(Mackie, Romita Jr. and Hanr@eter Parker: SpideMan #8(Aug. 1999), pg. 1.)

Figure7.5c contains boxes of text from the first page of a Sgitlen comic éee appendix

3). They are part of antroductory narration at the beginning of the issue. The first page that
this text is taken from depicts Peter Parker (SpMan's real identity) on his knees being

held at gunpoint from behind by a large man. The text is identified as Parker's voise as it

written in first person ('I', 'me’) and uses present tenss ftt a real gun.”, "know it's

not."). Parker's point of view is indicated egistemianodality (Simpson 1993: 48) (know

it's not.”, "1 hear he's|[...]") and limits in knowledge ("[Jand who knows what kind off...]",
"For all I know][...]"). The text serves to highlight and address Parker's dangerous situation

and identify the man holding the gun to his head. Though the text is presented as Parker's

DTs (reporting quotation marks usatthe beginning of each box of text), it serves
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narratorial functions to inform the reader of Parker's current situation and to begin the story
'In medias re's(Short 1996: 267), at a mbint in the story's events, which will prompt
guestions about hoRarker got into his current (dangerous) situation. By its length, this
opening narrative (see appendix 6 for all of the text) seems less plausible as Parker's DTs,
especially at the brief and tense moment in which it occurs when Parker is being held at
gunpoint; it does not seem natural for a person to have such long and detailed thoughts when
he is in a dangerous situation. The text seems more directed at the reader than being words
Parker would think to himself. It is more like Parker's first persoratiaervoice is being
presented as his DT. He informs us of his current situation and how much he knows about it.
Parker is a charactearrator who delivers his narration through his DT here; Parker's DT is
being used as the channel through which to rdpsrinternal first person narration. His first
person narrator and DT voices have been made synonymous. This example could be
described as narrator interference in DT or first person FIT presented as DT. The typical
narrator and character positions inodisrse presentation are reversed (the narrator's words
being presented as a character's thoughts rather than the character's thoughts being presented
by the narrator). In prose fictional texts, FIS and FIT are reported in the narrator's indirect
voice butmay convey some of a character's DS or DT qualities. In comics, when first person
charactemarrator and character speaker/thinker voices are combined in the form of DS or
DT, the first person charactaarrator is able to narrate through his/her own diedogue.

This embeds narration within the mimetic and direptlgsented world of a comic story by

locating it internally in the DS or DT of characters.
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/ THAT's THE
() THING M5T

ocu {
X 840 ENGUGH, BUT... \
S O
SYMBIOTE OF Uis, BOTH
OF WHOM HATE

Fig. 7.5d (Mackie, Romita Jr. and Hanm@eter Parker: SpideMan #8(Aug. 1999), pg. 8.)

In figure 7.5d, from the same Spidétan comic as figur@.5c, Peter Parker's DTs are
presented in connected cleabdaped thought balloons. But the content of the thought
balloons does not seem to be a true and accurate presentation of Parker's Difrse Mfser
sentence, the DTs become nmatturalistic. The bottom two balloons seem to exist to explain
Parker's first sentence: "That's thst thing | need!" They provide historical knowledge on

one of SpideiMan's enemies known as 'Venom' for the beméfitnfamiliar readers. Rather

than being a direct presentation of Parker's thoughts, the text in the thought balloons reads
more like poorly written informative dialogue that is aimed at the reader more than to Parker
himself. It is unnecessary for Parkerbe reminding himself of information that he is already
familiar with, like "[...]Jwhen he's combined with that alien symbiote of his, both of whom
hate me, and they become Venom[...]". This is information for the reader. The insertion of
narrative infomation into Parker's DT is quite obvious here. Parker's narrative and direct
voices have not been merged well in this instance, despite the use of first person and present
tense throughout. Like the prior example from the first page of the same-Sladeomic,

this example of narratanfluenced DT or first person FIT involves the first person narrator

communicating to the reader through his own DT voice. But in this instance, Parker's DTs are
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presented in thought balloons. It is possible that thougltdred may be viewed as a
stronger and clearer indicator of DT presentation than caption boxes (which are also used to
present narration) and thus may enhance the perception of balloons' contents as DT. Because
of this stronger indication of DT from thoudballoons, it is possible that the narratorial
interference in Parker's thought balloon text stands out more prominently and awkwardly
than narratorial interference in the DT of caption boxes as it contradicts the strong DT claim
of the thought balloons agell as not successfully blending with the voice of DT. DT
presented in caption boxes is not visually linked to a character with a tail as thought balloons
are, so it may become easier to view DT in boxes as a little more detached from a character
and cleer to narration which is also presented in caption boxes. Caption boxes may hence
help to distance a DT presentation from the thinking character and to bring DT closer in form
to internal first person narration. DT in thought balloons remains tied tbitiieng
character and resistant to narratorial interference. Narratorial interference in DT may be made
more acceptable and/or less obvious by presenting DT in caption boxes rather than thought
balloons.

As in the FID of prose texts, cases of combinea darrator and character voices
also occur in comics, but the forms of dual voice found in comics can differ considerably
from those in prose texts. It is debatable whether instances of DS or DT that display influence
from a narrator should be considerases of FID that are presented in the direct words of a
character. The distinction between direct and free indirect discourse is marred in these cases

since they could be categorised as either narnafiolenced DS/DT or first person FIS/FIT.
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7.6 Direct speech/thought (DS/DT) in comics

The most common types of discourse presentation in comics are DS and DT. They are
presented in speech and thought balloons. The dialogue within a balloon is equivalent to a
reported clause Give me that" he said.),le speech or thought balloon itself is equivalent

to quotation marks'Give me that he said.), and the balloon's tail is a graphological
equivalent to a reporting clause ("Give me thhag'said). DT is also presented in caption
boxes as well as thougballoons From general observations, thought balloons are not as
common in modern comics as they once were in older comics; DT is often presented within
caption boxes now. In the case of DT in caption boxes, the caption box becomes the

equivalent of quotzon marks and a reporting clause combined as it does not have a tail like

balloons.

Fig. 7.6a(Mackie, Romita Jr. and Hanr@eter Parker: SpideMan #8(Aug. 1999), pg. 3.)

Two types of speech balloons are displayed in figu8a. The standard ovahaped balloons
report the DS of Spidevlan who is shown in the picture talking on a phone. The jagged
speech balloon indicated to be emanating from the phone presents the voice of another
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character who is talking to Spidbtan overthe phone (under the assumption of his real

identity of Peter Parker). The different shapes of the speech balloons highlight the different
sources of DS. The oval balloons originating from SpMan present normal speech that we
would hear from close praxity to a speaker; the jagged balloon coming from the head of

the phone presents speech from another speaker that is being electronically transmitted over a
long distance. Different types of speech balloons can indicate different modes of speech
presentabn. In the case of the jagged speech balloon, the balloon is not only reporting the
words of DS, but is also conveying the channel through which the speech is being transmitted
(the phone line). So the jagged shape of the speech balloon is equivalespddiag clause

with some narratorial details about the DS being presented, like 'the voice from the phone
said..."' or '...the phone voice said'. Deictic distancing is also indicated by the jagged balloon as
it conveys a voice from far away which travéisough the phone. This example shows that

DS is not always presented in round, estadped speech balloons. When speech balloons

with different shapes are used, they create different types of speech and effects and convey

extra information about the D8dy are presenting.

Fig. 7.6b (Costa, Roberts and Ramondellhe Transformers #2@ct. 2011), pg. 18.)

The large font size, bolding and unusual font style of the DS in figGkeconvey emphasis
and high volume. They create the effect of a voicmadnitude which, coming from a giant
character, we may interpret to be booming and thunderous. This is what Short (1999: 317)

calls agraphologysymboliceffect. The graphology of the text is being used to symbolize the
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sound of speech. The graphologidaVices of bolding, font style and font size are
conventionally representative of prosodic features: emphasis, voice quality and volume. In
comics, the font size of words is indicative of their volume, the use of bold indicates
emphasis, and different fostyles can indicate different types of voices and ways of
speaking. The visual features of DS in comics can thus be important for conveying prosodic
information about speech, indicating volume, tone and manner. In prose texts, the way in
which speech isalivered and how it sounds is often described by the narrator. This is

avoided in comics by the use of graphol&yynbolic representations to convey speech

effects instead.

Fig. 7.6¢(Z. and GreenWitchblade #3§Mar. 2000), pg. 7.)

As well as font ges, bold and font styles, colouring of speech balloons and text can also
emphasize or indicate speech effects or convey information about speech. I guttee

red circle framing the lower speech balloon helps to emphasize the force and volhme of t

DS, though the larger size of a couple of the words (‘anybody' and ‘anything’) already indicate
emphasis on those words. Colouring of speech balloons (or thought balloons or caption
boxes) and/or the text contained within them can make voices statidlothie speech (or

thought) to a character and indicate the volume and paralinguistic featurese(bah
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elements, e.g. pitch and intonation) of the presented voice. It is another visual feature that can

add to the reporting of discourse in comics.

i ROBIN... \ /ﬁ EATHIE
PON'T YOU ) R
\ UNPERSTAND? W T CANT

Figj 7.6d (YudetamagoUltimate Muscle: The Kinnikuman Lega¢glume 292011), pg.

89.

Figure7.6d comes from a translated Japanese manga comic and is read from right to left. The
different speech balloon shapes with oval, spiked and wobbly linessudifjerent tones

and qualities of voice. The common owdlaped balloons (in the top right panel) convey a
normal, calm tone of speaking voice. The spiked balloon (in the lower right panel) indicates
an urgent tone of voice. And the wobilyed balloon(in the left panel) suggests an unstable
and emotional voice. This further demonstrates how visual cues may contribute to our
reading of discourse in comics. Speech balloon shapes tell us how speech should be read.
They qualify the reporting of speech lgicating the tone and manner in which speech is
delivered. Unlike in prose texts, DS presentations in comics can be multimodal, requiring

reading of not only the text but of the visual features around it too.
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Fig. 7.6e(Byrne,Batman: Black & WhitéApr. 2000), pg. 6.)

The speech balloons in figurete are made up of dotted lines. They are different from
conventional hardined speech balloons indicating a different mode of speech. These dotted
line balloons indicate that the speech within them isgbehispered or uttered in hushed

tones. A similar effect was created in figat8g (sectiorv.2) which also presented

whispered speech in a small speech balloon but revealed none of the content of the speech (a
NPV being used to present whispered spgdntthe case of figuré.6e, the content of

speech and the context of the picture help us to interpret the dotted line speech balloons as
whispered or low volume speech as the two conversational participants appear to be

discussing a private matter ane &aning in close to one another.

218



ou

NA 6.
v%%'?lee égOENNA 'RE DEA
MAKE (N YOUR DRSCHACH,,.

GRAY5/ MAN"' 2

Fig. 7.6f (Moore and Gibbond)Vatchmer{1986, 2007), chap. 6, pg. 5.)

The multiple speech balloons in figufef create the effect of overlapping voices by having

the balloons overlapping one another and blocking parts of words in some of the balloons.
This highlights how DS in comics, like in other scripted mediums (prose texts, plays and

films), is not a truerad accurate representation of real speech where overlaps, interruptions,
pauses, false starts and other-flaency features often occur. Speech in comics is normally

kept clearly separate and as a result we perceive dialogue from more than one clsaracter a
happening one after another without overlaps. Comic conversations often appear to run
smoothly with speakers taking their turns to speak and never talking over one another. Where
overlaps, interruptions and other nibtency features are representedha DS of comics, an

effect of foregrounding usually occurs and they can be indicators of states of mind (such as
anger, impatience and nervousness) and types and tones of dialogue (such as disagreements,
arguments and debates). In figutéf above, the rlapping voices serve to highlight the
numerous enemies that the vigilante Rorschach (shown unmasked) has in the prison that he is

being led through. Their intense hatred of Rorschach is emphasized by their various threats
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being shouted over one anothEhne overlapping speech here highlights the number and

intensity of criminals that are eager to get payback on the vigilante who put them behind bars.

€Y JUST “TURN 1T on“?

HEY WALK IN AND THEV'RE

Y LAUGHING AND DANCING

GENUINE OR ARE

Fig. 7.6g (Tomine,Hawaiian Getawaypg. 179 in Brunetti (2006).)

Figure7.6g displays DT in its patse Thought balloons are similar to speech balloons in their
round, clouelike shapes and in being linked to characters with tails, but it is the tails that
distinguish thought balloons from speech balloons. Prototypically, thought balloon tails are
compo®d of bubbles decreasing in size as they approach a thinking character's head; speech
balloon tails are long, unbroken lines pointing to the speaking characters. The content of DT
presentations can resemble DS presentations in their use of personats$iost markers and
relevant tense and may look like something that could be spoken, but all presentations of
thought are private to the thinker and are not perceivable by other characters. DT is a
representation of a character's internal mental voice, af islgoing on in a character's mind,
whilst DS is a representation of a character's external audible voice, of his/her spoken
utterances. Unlike prose texts where IT is the norm for thought presentation, DT appears to
be the predominant form of thoughepentation in comics in quantitative terms (whilst IT is

rare). This is due to the mimetic and visual style of comics which minimizes narrator reports
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of discourse (NPV, NPT, NPSA, NPTA, IS and IT) and maximizes direct discourse
presentations. In semant&rms though, DT may not necessarily be the norm for thought
presentation in comics as IT may still remain a more plausible form of thought presentation
than DT, regardless of the medium. DT in comics may still come across to readers as a more
artificial and implausible form of thought presentation, but it is accepted because of the
fictional narrative it is presented within and because any type of diegetic indirect discourse
would contradict the visual and mimetic style of comics and deviate from thé disecurse

norm. The implausibility of DT can affect its form (use of narréduenced forms of DT

(see sectioi1.5)), how it is presented (the use of caption boxes as opposed to thought

balloons) and its use and frequency (may naidesl as often d3S) in comics.

gigj 7.6h (YudetamagoUltimate Muscle: The Kinnikuman Lega¢glume 292011), pg.

4.

Figure7.6h from a translated Japanese manga comic shows a DT presentation contained
within a different kind of thought balloon. Instead of the ocmwn circular thought balloon

with a tail of bubbles, the words of DT here are contained within what appears to be a flash of
light. Part of the thinking character's face is illuminated by the light of the DT. It appears as if
the DT is a source of light hging beside the top of the thinking character's head and is

shining upon her face, illuminating half of the face nearest to it and casting the other half into

shadow. This unusual way of presenting DT might come from the light bulb which is
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symbolic of andea springing into a mind when it appears over someone's head. This way of
presenting DT may be unique to this particular manga comic (or perhaps used in some other
manga comic titles too) and may not even be used for all presentations of DT in the comic
(other forms existing too), but it demonstrates how visual creativity is possible in DT
presentations in comics. DT does not necessarily always have to be presented in the
traditional thought balloon with a bubble tail; other types of visual frames masgeokto

present DT.

Direct presentations of speech and thought are the most common type of discourse
presentation in comics because there is a preference to show rather than tell story information
in comics. DS and DT (and their free direct variatioms)the most mimetic forms of
discourse presentation, taken to be the words actually uttered or thought by characters, so
they can be accepted as internal speech and thought events that take place within the visual
story of a comic, a part of the picturetkaes. Sometimes narration may be performed
internally through the DS and DT of characters as opposed to the use of diegetic narration
which would be located externally to a story (see se@idmon FIS and FIT). IS and IT are
scarce because of the prearate of DS and DT. DS and DT have dominance over nafrator

controlled forms of discourse presentation in comics.

7.7 Free direct speech/thought (FDS/FDT) in comics

Historically, the free direct categories of speech and thought have been treated as separate

categories from DS and DT, but Semino and Short (2004: 49) argue that FDS and FDT may

be subcategories of DS and DT as they do not claim to be anymore faitafubtminal

discourse than DS and DT; FDS and FDT present the same discourse content as DS and DT
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(see previous chapter, secti@f). In prose texts, FDS and FDT are identified by an absence
of either or both quotation marks or/and reporting clauses:

And then he thought: my life isn't complicated at all. | can see it as clearly as Agnes

might. It stretches all the way to early retirement, a whipnd from the people in the

office, a bright little neat flat somewhere, a neat little empty death. Excegdtmow

going to die under the ruins of a cottage during what might just possibly be the end of

the world.

(Pratchett & Gaiman 2012 [1990]: 240)

The first sentence of the above extract from Pratchett and Ga@eo¥Omenss a DT
report lacking quotation marks but starting with a reporting clause (‘And then he thought:
[...]). The sentences following are FDT without quotation marks or reporting clauses.

In comics, speech and thought balloons are the equivalent of qunatatiés and
reporting clauses. The balloons are equivalent to quotation marks and their tails to reporting
clauses. Discourse that is presented without balloons or any other kind of reporting frame,
where reported dialogue is exposed within a picturdedree direct discourse (FDD)
presentations of comics. It is uncommon though for DS and DT to be presented without
reporting balloons or boxes in this manner. DS and DT presentations within balloons or
boxes are the norm. Often, when any text is presewmtedut any framing balloon or box, it
creates a foregrounding effect and the words may be made to stand out. Take for example the

representation of loud sounds which often takes the form of large, coloured and styled words

that are not contained withimga frame.

223



Fig. 7.7a(Puckett et al.Batgirl #6 (Sept. 2000), pg. 7.)

In figure 7.7a, the sounds of firing guns are represented. The "BLAM BLAM" sounds occur
just outside of the picture panel, coloured in red and running vertically. The outer @cem

of the words indicates the outside source of the gunshot sounds. Because the sounds of
gunshots are being represented here, readers may associate the red colouring of the words
with death and danger. And the large font size of the letters conveysithedlume of the

sounds. The lack of a frame around onomatopoeic words such as these allows them to be
larger and longer in size. And the audio nature and volume of words representing sounds are
highlighted by the absence of a balloon or box. Thougmibtigliscourse but sounds that are
being addressed here, this is a demonstration of how speech or thought could be presented in
a free direct form in comics and how FDS/FDT without framing balloons or boxes might be
perceived by the reader as more audibé& common presentations of DS/DT contained

within balloons and boxes. | will now discuss some examples of freer forms of DS and DT in

comics.
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Fig. 7.7b (BreathedBloom County: The Complete Library Volume Two: 13884(2010).)

Figure7.7b containganels from a 1980s American comic strip caBéobm CountyThey

display a simplified form of DS presentation with no speech balloon encircling the reported
speech, but a line tail to link the speech to the character speakers. This could be considered a
type of FDS due to the absence of balloons, though the line tails linking the dialogue to
characters are equivalent to reporting clauses thus creating FDS with reporting clauses. There
is no reporting line tail in the final third panel between the sofifiBleewph!" and the

character producing it though. Onomatopoeic words representing sounds are often presented
freely in comics without reporting balloons or boxes. This enhances the audio effect of the
sound words. The lack of a reporting line tail in tihied panel distinguishes the sound of
"Phewph!" from normal speech, highlighting it as another kind of noise and emphasizing its

audio nature.

Fig. 7.7c(BreathedBloom County: The Complete Library Volume Two: 12884(2010).)
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Also from theBloomCountycomic strip, figureZ.7c demonstrates examplesk@T. Instead

of linking line tails, there are small thought balloon bubble tails between the discourse text
and the charactgrroducer in the first three panels. These thought balloon bubble talts co
be translated into the reporting clause of 'he thought'. But the absence of thought balloons
around the DT text makes them free direct in form. Without the linking thought bubble tails,
the DT text could easily be read as DS presentations. The |#uugiht balloon frames

means the reporting thought bubble tails are the only indication that the text are DT

presentations.
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Fig. 7.7d (Eisner,The Contract with God Trilogf2006), pg. 85.)

Figure7.7d displays an instance of FDS. The speech presented without speech balloons
("You don't even know how to sing...", "Shaddap") produce the effect of being louder and
more forceful in tone than the one instance of DS presented within a speech ballo®n on th
right side of the upper panel ("Shaddap"). These FDS presentations become similar to the
representation of sound in the top left corner of the lower panel ("Bum Bum") in that they are

unframed. So in this example, the purpose for presenting DS freblyuvépeech balloons
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is to enhance the volume and force of the speech, distinguishing it from the normal lower
volume and tone of common DS. The larger size and emboldening of some of the FDS text
also emphasizes the louder and more forceful effects pedducthem. Free direct

presentations of speech like the ones here are closer in form to representations of sound that

often occur freely without frames. The result of this is that aspects of sound are enhanced in

these FDS presentations.

WAy § b
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Fig. 7.7e(YudetamagoUltimate Muscle: The Kinnikuman Lega¢pl. 29(2011), pg. 77.)

The sound of laughter is presented in free direct form without any speech balloons in figure
7.7e. The use of free direct presentation here avoids the need to point to the sauices

of laughter which is arising from more than one person. If the laughter had been presented
within a speech balloon, it would have had several tails pointing in many directions to the
multiple laughers. And as well as avoiding the use of a +tailéd speech balloon, the free
direct presentation here produces effects of volume and combined voices, making the

laughter seem louder, clearer and potentially coming from more unseen sources over a wider

area.
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Fig. 7.7f (YudetamagoUltimate MuscleThe Kinnikuman Legacyol. 29(2011), pg. 91.)

Figure7.7f presents low growling in a free manner. The vocal sound of "Grr..." is presented
freely without a speech balloon. It is positioned close to the side of the masked character's
head in a verticaine, the letters narrowing and decreasing in size as they go down. As a
result of this, the growling sound is given the effect of rising from the angered character and
because of its vertical line presentation and proximity to the side of the charaeadr's h

works with and reinforces the meaning of the wobbly line vibrations close to the side of the
character's head which indicate the character to be shaking with anger. The small size of the
letters is indicative of a low volume and their decreasing @tarting from the 'G' at the top

to the 'r..." at the bottom) indicates that the growl is falling in volume (volume is indicated by
analogy with text size). Free direct presentation of the vocal sound here allows it to be
brought nearer to the charactand to be presented in an unconventional vertical manner to
produce and enhance effects of anger. Figufeshows how free direct presentation can be
more useful than direct presentation in balloons for conveying effects and meanings through
visual indcators as they allow more freedom in the way that discourse or sounds are

presented.
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Fig. 7.7g (Hino, Vampire Knight Vol. 182011), pg. 57.)

Figure7.7g is a page from another translated Japanese manga comic. Note that the text is
read from right tdeft in Japanese manga. FDT is exemplified here as the discourse text is
presented without any thought balloons or thought bubble tails. The use of first person
pronoun 'l', present tense ("l know]...]"), a proximal demonstrative determineti{(i'§...]

s@ent...") and speeelke sounds ("Ahh...") indicate the text to be discourse rather than
narration. The sensory perceptions of a female vampire character (named "Yuki') are being
emphasized here, "The sound of blood pulsing through veins..." evokingisgéiveehearing

and "l know this scent..." evoking her sense of smell. As Yuki gradually regains
consciousness whilst being carried over the shoulder of a male friend in these panels, she is

hearing the sound of and smelling the scent of his blood. Thef &E&T in figure7.7g seems

229



to signal a submersion into the thinking character's mind and thoughts. It highlights the
intimate and personal nature of the thoughts. Yuki's DTs are presented in an unrestricted and
open manner, producing a sense of the tseednd space of her private cognitions. And they
could be read with an effect of internal echoing, conveyed by their uncontained free direct
form which enhances the audio qualities of the thoughts. Effects of timelessness and no
boundaries may also be cted by the unbounded free direct form of Yuki's thoughts. So
presenting Yuki's DTs in free form serves several functions: to indicate entry into the inner
domain of her mind, to open up her private thoughts to us, to make her thoughts more
intimate and pesonal, to distinguish the thoughts from other types of discourse, and to

convey effects of echoing, timelessness and lack of boundaries.

WY DON'T |
) TAKE YOU
IN FOR \/
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. AND FORCE
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..THaT | OUT OF AN
TO ME. You... DEA.

Fig. 7.7h (Hino, Vampire Knight Vol. 182011), pg. 137.)

Figure7.7h displays an instance of FDS. The DS of the character depicted on the right

(named 'Zero') is presented freely without a speech balloon. The FDS text is also presented in
a slightly larger font size from regular speech and is in bold. The free diesetrpation,

increased font size and use of bold foregrounds the speech and emphasizes it to create effects
of strength and force which convey the ‘illocutionary force' (Austin 1962) of a threat. This
threatening 'illocutionary act' is delivered in the farhan interrogative ‘locutionary act' (as a

rhetorical question: "Why don't | take you in for questioning and force information out of
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you...") (Austin 1962). Zero is intimidating someone in an attempt to coerce that person into
giving him information. Tk speech here is in fact being presented from within the

recollection of another character called 'Aido’. Aido is relating his recent experience of being
captured by Zero and in this panel directly reporting something threatening that Zero said to
him. Thefree direct form of the DS enhances the impact of the words, strengthening their
paralinguistic features (pitch, volume and intonation) to produce effects of emphasis and
force. The free direct form also distinguishes this speech presentation from usual
presentations of DS in speech balloons, making it stand out in comparison. This FDS
apparently stands out strongly in Aido's memory. Its free unframed form gives it a greater
effect and makes it seem more imposing. So the free direct form here is corelitsg
perspective and impression of Zero's threatening words, emphasizing their unnerving force
on and scariness for Aido. Also, the use of FDS perhaps automatically brings up the situation
from which it originates; the time, place and original speakéreDS are required in order

for a free direct presentation of speech to make sense. The FDS here brings the scene back to
the moment it was uttered by Zero, moving out of Aido's recollective report into the past
briefly. The FDS thus becomes more vivittecloser in effect as a result.

FDS and FDT foregrounds DS and DT by unbinding them from reporting frames. The
absence of balloons and boxes visually deviates FDD from DD in balloons and boxes.
Because of this visual deviation from common DS and DT liodras and boxes, FDS and
FDT are useful for creating and enhancing effects, such as volume, impact and force. The
frequency and uses of FDD may differ between Japanese manga and Western comics. FDD
presentations may be more common in manga with FDS hegdjto highlight some cases
of DS and FDT sometimes being used more than DT in thought balloons in some manga
titles. FDD may be used for conveying more than prosodic effects (like volume, emphasis,

tone, etc.) in manga too. FDS and FDT might also be taseanvey abstract effects in
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manga, like access into minds, intimacy and timelessness. The use of FDD in manga comics

is something that requires more investigation though.

7.8 Summary

My intention for this chapter was to test the applicability of LeBc® G 6 KRUW [V VSH
and thought presentation scales on comics. | have done this by searching for and identifying
instances of each of the speech and thought presentation categories from comics. Some of the
categories, such as DS and DT, were commany comic data and thus easier to come

across; other categories, such as IS and IT, were harder to find examples of from comics due
to their scarcity. The frequency of DS and DT that | observed in my comic data indicates to

me that direct forms of discose presentation are the most commonly occurring in comics.
Indirect forms of discourse presentation (IS/IT), on the other hand, seem to be a rare
occurrence in comics as | was unable to find any examples of them from my data. There were
some occurrenced the other speech and thought presentation categories (NPV, NPT,

NPSA, NPTA, FDS and FDT) in my data too, though these did not appear to be as common

as DS and DT. Free direct presentations of speech and thought (FDS and FDT), though not as
common as DSral DT, seemed easier to come across in my data than NPV, NPT, NPSA and
NPTA. FIS and FIT presented some difficulty in how they were identified in comics. They

were not immediately obvious because of the lack in use of indirect forms of discourse
presentatin in my data, so initially, they seemed to be another absent form of indirect
discourse. But further analysis of discourse presentations in my data revealed some forms of
DS and DT that did not seem to be strictly direct because of linguistic indichtaasator
interference within their verbal content. Like FID, these DS and DT forms appeared to

possess the dual voices of both the character and the narrator. Occurrences of these 'narrator
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influenced' forms of DS and DT were not so difficult to findrg data, but their frequency
seemed erratic, more common in some comics than in others, and thus this was a hard
discourse presentation category to assess.

Overall, the apparent frequency of direct forms of discourse presentation (DS, DT,
FDS and FDT) anthe lower frequency of the narratorediated categories of Leech and
Short's scales (NPV, NPT, NPSA, NPTA, IS and IT) in my data suggests that there may be a
preference for unmediated direct forms of discourse presentation in the comic medium, whilst
narraor-mediated forms of discourse presentation are minimized in use. The frequency of
direct forms of discourse presentation and infrequency of namadrated forms in comics
may be because comics, being a highly visual and mimetic medium, are betdriserv
mimetic forms of discourse presentation than diegetic forms. The types of discourse
presentation found in comics reflect the visual, mimetic nature of comics. Direct forms of
speech and thought presentation are considered mimetic (as they clagsetat speech and
thought faithfully in their original form) as opposed to the narratediated forms which are
diegetic (as they are narrator reports of speech and thought that do not claim to be accurate to
the original discourse).

Though | have found the categories of Leech and Short's discourse presentation scales
to be applicable to comics, they do not account for all instances of speech and thought
presentation that occur in comics. Because direct discourse is the most conmmoh for
discourse presentation in comics, its use and forms have been expéhded haveermed
asnonverbal balloons and internal, external, narratdiuenced and visual types of DS and

DT will be discussed in more detail in the followiclgapter
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Chapter 8: Types of Direct Speecland Direct Thought in Comics

8.1 Introduction

This chaptewwill address the last three research questions in the introductory chapter:

3'RHVY WKH QDUUDWRU pLQWHUIHUHY LQ WKH SUHVHQWDYV
4. Are there discourse presentation categories specific to comics?
5. What effects can be generated from the types of speech and thought presentation found
in comics?
There are forms of speech and thought presentation found in comics that dintmfity of
the discourse presentation categories of Leech and Short's (1981) speech and thought
presentation scales, such as visual presentations of speech and thought which use pictures and
symbols to represent dialogue and types of direct speech (@$lract thought (DT) that
seem to be influenced by the words or knowledge of a narrator (DS or DT possessing narrator
interference). These comgpecific forms of speech and thought presentation require their
own categories of discourseegentation. Ithis chapterl will propose new additional types
of DS and DT for comics. These new types of DS and DT areataigories or variations of
DS and DT. As | explain each of these new DS and DT types, | will also explore some of the
effects that can be gemed by themBefore | discuss these DS and DT types for comics
though, I will addresanothemphenomenoin comics that is not adequately accounted for by
Leech and Shortspeech and thougptesentation scalesonverbal balloonswhere no
verbaldiscourse is being presentaad only symbolic punctuation marks are used in speech
balloons | will also address the similarities between internal narration and DT in comics

which can often make them interchangeable.
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Comics, like films, are a visual mediuand they tell stories primarily through images
and sounds. Sounds are represented in comics through words. Speech is the most frequently
represented sound in comics in the form of DS presentations. DS in comics is commonly
presented within speech ball@oattached to characters and like DS in prose texts claims to
be an accurate representation of the words spoken by a character. But unlike in prose texts,
there is almost exclusive emphasis on DS in comics as the main form of speech presentation
and therecan be more types of DS in comics than one. DS broadens in its purposes and forms
in comics.

IT is the norm for thought presentation in prose texts according to Leech and Short
(1981) (see chapté&; sections$.2 and6.6), but in comics, indirect forms tiought are rare.
Thought presentation in comics differs from in prose texts because of the more frequent use
of DT in comics. Without the narrator evidently mediating the report of thoughts, thought
presentations become similar to speech presentati@osnics; the direct form is
predominant and thus the apparent quantitative norm for both speech and thought
presentation in comics, as a result, thought presentations become mimetic like DS
presentations by the use of DT. DT provides another private vwiohéracters which can
display speeciike qualities, such as colloquial and informal language and paralinguistic
features such as emphasis of words (indicated by the use of bold).

The focus of thichapter will be on the different forms of DS and DT iteat be
found in comics. As has been observed inpiteiouschapter, direct forms of speech and
thought are the most prominent type of speech and thought presentation in comics, at the
expense of other categories from Leech and Short's speech and thresghtation scales.

Most of Leech and Short's speech and thought presentation categories are of limited use in
comics. The narratezontrolled forms of speech and thought presentation (NRS, NV, NRT,

NRSA, NRTA, IS, IT) are scarce in written form and niieyconveyed most often through
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images. Due to their prevalence, DS and DT have been used in a variety of ways in comics,
widening the uses and effects of direct discourse in this multimodal medium. The simple
categorisation of DS or DT is not detailed eglotio describe and encompass the variety of
ways that DS or DT are expressed in comics. More than one form of DS and DT has
developed in comics, including the narraittiftuenced and visual fans In this chapten,

discuss notverbal balloongsection8.2) followed byfour types of DSand four types of DT

in comics internally-located DS (IDS)section8.3) and DT (IDT)(section8.4), externally

located DS (EDS{section8.5) and DT (EDT)(section8.6), narrator interference in DS
(section8.7) and DT(sec¢ion 8.8) and visual representations of Qx&ction8.9) and DT
(section8.10). The difficulty in distinguishing internal narration from DTaomics will also

be discussedséction8.11) before concluding the chapter with a summary (se@&ib8.

8.2 Non-verbal balloons

Balloons in comics may not always be used for discourse presentation. The contents of
speech balloons are usually but not always spoken and verbal. There are instances of speech
balloons containing no verbal language and only purictuatarks. No speech occurs in
these balloons. They simply present character mental states and reactions such as shock,
surprise, confusion, and noticeable silences from characters. So thesslmalrballoons are
not presentations of DS, despite usingexgh balloons; they are visual ways of indicating
mental and emotional states and responses and emphasizing silent behaviours by using
punctuation symbols.

In these cases, the speech balloon serves to link the symbolically represented mental
state, respomsor silence to a character, and it could be argued to provide an immediate and

active effect on its contents. Readers perceive DS in speech balloons to occur progressively
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in the present time of a scene, in the moment of its reading, as if they atadistetine

utterances as they are being spoken. The speech balloon creates an effect efrpeesent
immediacy for symbolically represented mental states and silences as well, so that like DS,
they are perceived to be happening actively in a given mowenthe speech balloon

presents its contents as vivid and dynamic, whether it is being used to present DS or non
verbal mental states and silences. In prose texts, mental states and silences would have to be
told and described by the narrator: 'for a while said nothing', 'their sudden arrival took her

by surprise'. But narratorial reports of internal states, reactions and silent behaviours are not
as dynamic and immediate as visual symbolic presentationsvétbal balloons in comics
integrate wordlesmental states into a pictured scene so that they become an active and
progressive part of it. A narrator's textual report of character mental states and behaviours
often comes from a temporally distanced (in past tense) and external narratorial position,
making narratorial reports uninvolved with what they describe and inactive as they are not

presently happening.

Following are some examples of rearbal balloons.

Fig. 8.2a (Goscinny and Uderz@sterix and Cleopatr§2004), pg. 28.)

The question andxclamation marks in figur@2a above fronAsterix and Cleopatrare
combined together to convey interrogative and exclamative illocutionary forces; the
confusion and surprise of Asterix and his company at the table are conveyed. The unexpected
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arrival d the soldiers (on the left) with an order to make arrests has surprised the company
dining at the table. The order for arrest may confuse them because the reason for it is
unknown. The multiple tails linking the newerbal balloon to the five charactersand the

table indicate the surprise and confusion to be shared by all of them. The bolding and large
size of the question and exclamation marks emphasize and increase the degree of the

confusion and surprise that they signify and thus strengthen tbeutibnary forces.

Fig. 8.2b (YudetamagoUltimate Muscle: The Kinnikuman Legaegl. 29(2011), pg. 59.)

In figure 8.2b above from a translated Japanese manga comic, the triple question marks in the
balloon on the left indicate an interrogative illocutionary force which conveys the state of
curiosity. No speech is being presented in this balloon, just a questioningfstatel. The

young female character in the bottom left corner of the picture panel is observing the back of
her maskwearing boyfriend as he goes to remove his rugby shirt. He is due to meet her father
for the first time soon (his speech balloon says: "tMgeher father for the first time...") and

so we infer that he is changing out of his sportswear to get ready for this. Our (the reader's)
interpretation of the man's behaviour is seemingly reflected by the young woman who also
wonders if he is getting aely to meet her father. The reader and the female character's points

of view are brought together by the perspective offered within the picture. We adopt the
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reflected point of view of the woman visually since the angle of the picture is located from
right behind her (the back of her head faces toward us in the lower left corner), so that we are
looking over her shoulder. We are looking in the same direction as her and thus gaining her
visual perspective. This is a case of Simpson's (1993) category B(R) naration where a
reflector character's point of view is highlighted by a third persomatarfsee chapte,
sectiond.3.3). This means that the visual point of view we are offered in fig@keis not the
female reflector character's own (firstrgen point of view) but a third person observer's

close to it. By positioning us close to the reflector's point of view, we share her perception of

her boyfriend and her neverbal state of curiosity indicated by the question marks.

Fig. 8.2c (Yudetamgo, Ultimate Muscle: The Kinnikuman Lega¢gl. 29(2011), pg. 78.)

Also from the translated Japanese manga cbltimate Musclefigure8.2c above displays

a use of a line of dots to signal an emphasised silence. The effects of highlighting silence
from a character through the use of a line of dots in a balloon are to make the silence
deliberate and foreground it. Through highlighting in this way, a character's lack of speech
may be interpreted as a response or behaviour of choice. A character's fatedrsilence

may be seen as mysterious, suspicious, uncooperative, or a sign of uncertainty or

unwillingness to talk about something.
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If a character's lack of speech is not highlighted in some way, whether by a line of
dots in a discourse balloon or by wéd emphasis in a picture, then we would assume the
silence to be unimportant, uroteworthy and meaningless. Emphasizing silence with a line
of dots is a way of bringing attention to a character's lack of speech. It turns speechlessness
into an intendedrosignificant act.

In figure 8.2c, the cowboy character's foregrounded silence enhances the sense of
mystery about him. It helps create a sense of unspoken intent and purpose to his presence. Up
until the point in the story at which this panel is placbkis, towboy has been a mysterious
and silent but noticeable character. His foregrounded silence in the above panel hints at his
significance and suggests that he is being quiet deliberately, possibly hiding or up to
something.

This foregrounded absence pegch is similar to cases of 'negative polarity' in
Ngrgaard's (2007) examination of negative polarity in James Joyce's short story "Two
Gallants". Negative linguistic constructions, such as 'unabashed’, 'did not answer’, ‘without
speaking' and 'did notem to be speaking', were shown to be loaded with more meaning
than possible positive alternative constructions (‘bold' or 'daring’ rather than 'unabashed’, ‘was
silent’ rather than 'did not answer’, 'in silence' rather than 'without speaking' and 'seemed
silent' rather than 'did not seem to be speaking’). Negative constructions like these make us
aware of something that could have been but was not and they can indicate other voices and
perspectives at play in a text. Emphasizing a lack of speech from tehanather than

saying they were silent or quiet serves to draw more attention and significance to the silence.
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Fig. 8.2d (YudetamagoUltimate Muscle: The Kinnikuman Legaegl. 29(2011), pg. 85.)

The single exclamation mark in figug€2d above idicates an exclamative illocutionary

force of surprise. The jagged shape of the balloon around the exclamation mark and the large
size of the exclamation mark convey a greater degree of shock and indicate the surprise to be
a big one. Because the charastéace is covered by a mask in this example, the use of-a non
verbal balloon to convey his surprise is important because we cannot see it from his facial
expression.

The examples of newerbal balloons given above demonstrate how mental reactions
like suprise and confusion can be indicated in visual and dynamic ways using punctuation
symbols. Balloons in comics can be used to present more than just direct discourse; they are
used for presenting some mental and emotional states as well. And the highlajisilence
through lines of dots makes speechlessness a noticeable and deliberate act; it provides

another form of notverbal expression for characters.

8.3 Internally -located direct speech (IDS)

This is the most common type of DS found in comici typically presented within speech
balloons inside picture panels, identifying speaking characters with the pointing tail of the
balloon. Internallylocated DS refers to DS which originates (temporally and spatially) from

inside the pictured scene in whiit is presented. It is DS that is preseritgernaly from
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within the fictional world of a story. It is locatedthin the current time, space and events of

the picture panel that it appears in and the speaker of the DS can usually be seen in the
picture. IDS are speech acts perceivable by other characters. We see them as they are being
uttered by characters in the pictures of comics. The content of IDS often contributes to

indicating what is happening in a picture and the developing dialogue of e@raradvances

a story.

Fig. 8.3a (Byrne,Batman: Black & WhitéApr. 2000), pg. 1.)

The speech of figur8.3a demonstrates IDS. Visual factors like the use of bold and italics,

font type and size, colours and the shape of the speech balloon indicate paralinguistic features
in IDS, such as emphasis, volume and intonation. And as discussed in ¢haptgion7.7),

free direct presentations of speech without speech balloons can also occur. These visual
markers help to enhance the audio aspect of DS presentations, conveying sound effects and
thus indicating how the speech would sound. In prose texts, the paisimfpatures of DS

can only be conveyed through textual means, such as reporting verbs, exclamation and

guestion marks, capitals, bold and italics.
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‘?DFATIJ TO.
THE GRIM!/ S8

THE GRIM!!

Fig. 8.3b (Weisman et al GGargoyles: ClarBuilding Volume Tw@2009), chap. 11, pg. 20.)

Figure8.3b demonstrates visual ways in which the presentation of IDS can be altered to
produce effects. Examples of FDS are seen in the battle cries "Death to the tyrant!!" and
"Death to the Grim!!" which are presented freely without speech balloons. This helps to
generate the impression of these battle cries rising from several indeterminable sources in the
armies of men and enhances the perceived widespread volume of the cries. The FDS
presentations here are presentations of the voices of numerous unseen ngentrakéng

blue and brown colours of the words identify the two opposing armies from which they come.
The jagged speech balloons containing the declarations of "For Scotland!!" and "For the
King!!" also indicate loud, charged voices, but they come fraglsicharacters that are
viewable in the pictures. Wherethe tail of aspeech balloonontaining DS astlike a

reporting clause andentifiesa specific speakerFDS withouta speech balloolacks a

reporting tailand sas notnecessarilyied toa sgecific speakerA lack of speech balloons in
comics can give rise to the sarkend of confusion as lack of reporting clauses prose

texts where we majose track of who is speakinig an exchange argb becomeincertain of

who is saying whaBut despte their differencesyoth forms of DSDS and FDSare
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internally-located within the world of a pictured scene, uttered by characters somewhere
within the scene.

The use of visual features to indicate audio effects (colour, font size and type, speech
balloon shape, etc.) and the presence or absence of speech balloons often will inform us of
whether DS is internaljocated and occurring as a part of the events in a pictured scene. The
visual expression of IDS is important for conveying sound effectsatitesemphasis of
audio aspects of DS through visual signs is usually an indicator that the DS is internally
located within a pictured scene. IDS is perceivable to other characters in a scene, it can be
heard by them. So IDS often finds ways to highlighaudio aspects, a defining trait of IDS.

As will be seen in the next section, externddigated DS does not seem to emphasise its
audio aspects as much as IDS, perhaps because it cannot be perceived by the characters in the

picture it accompanies.

8.4 Internally -located direct thought (IDT)

This is DT that is locatethternally within a fictional story world. It operates within the time,
space and events of the picture panel that it appears in and it originates from a thinker within
the shown scene. IDis the most common form of DT in comics. It is typically presented
within cloudshaped thought balloons or caption boxes. Unlike IDS, IDT isacgrssible to

and noninteractive with other characters, so it does not directly participate in or affect the
events of a story. IDS, which is perceivable to and interactive with other characters, is a
visible part of the events advancing a story. The private mental discourse of characters is
accessed only by the narrator and the reader; it remains the expleiseaal domain of a

thinking character in a story. IDT is a cognitive (thought) act performed by characters and
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occurring within a story, but it is isolated from other discourse and ismsive (not

directly involved) in the actions, events and iat#ions of a story.

Fig. 8.4a (Mackie, Romita Jr. and Hann@eter Parker: SpideMan #8(Aug. 1999), pg. 4.)

In figure 8.4a, Peter Parker's (Spidktan's real identity) IDTs are presented in claidped

thought balloons. The line of three bubblasdyally increasing in size, travelling from Peter
Parker's head to the first thought balloon is the tail of the thought balloon and identifies

Parker as the thinker. Like DS, DT occurs in first person and uses tense and grammar relevant

to the thinker.

Fig. 8.4b (Puckett, Peterson, Scott and CampanBldgirl #6 (Sept. 2000), pg. 6.)

In figure 8.4b, IDT is presented within caption boxes, an alternative to thought balloons. The

use of first person pronoun 'I' and possessive determiner 'my', proximal deictic determiner
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("It's thislanguage thing [...]") and pronoun ("[...] hits lik@s[...]") 'this', present tense

("Haven't", "It's"), and the personal knowledge ("Haven't taken hits [...] since | was six.", "It's
this language thing Jeffers did.", "Used to know what my opponents would do before they
did.") and opinions ("Made it so easy.") of Batgilentify the text as Batgirl's mental voice.
Thought balloons are not required to mark the DT presentations here as the linguistic markers
contained in the content of the DT presentations are sufficient enough to identify them as DT.
DS is not typicallypresented in caption boxes (if it is, quotation marks would usually be

used) so boxes of text would normally be expected to be either DT presentations or narration.
A reason for presenting thought in caption boxes as narration is may be that it creates
similarity and thus association between thought presentation and narration. Thought
presentation is a narrative concept existing only in fiction that requires the presence of a
narrator in order to access and report thoughts, though DT claims to be thecnosteaand
mimetic and least narratonediated of Leech and Short's (1981) thought presentation
categories. By presenting thought in caption boxes like narrative text, the narrative nature of
and the presence of the narrator in thought presentationgil@ghted, creating a visual link
between thought presentation and narration and allowing the two to become interchangeable

in how they are presented.
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Fig. 8.4c (Hino, Vampire Knight Vol. 182011), pgs. 933.)

A nonstandard way of presenting IDTdemonstrated in figurg.4c. These pages from a

translated Japanese manga comic show a gradual transition from DT to free DT (FDT).

Moving from right to left pages (Japanese manga is read in this direction), the frames
encapsulating presentations of thbughange progressively from white mist or smoke to

sharp angled shapes resembling glass pieces to bright star flashes and finally to an absence of
any thought presentation frame. By moving from misty DT on the right page to uncontained
FDT in the final paels on the left page, a vampire girl's (Yuki) entry into her partner's

(Kaname) mind is symbolised. The initial misty DT signifies Yuki's initial hazy and unclear

sight into Kaname's mind. Then the sharp angled DT frames in the top right corner df the lef

page implicate Yuki's developing clarity into Kaname's mind; a metaphor of looking through
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glass or into a mirror is perhaps suggested by the sharp glass orlikérisivapes of the DT
frames. The switch to DT frames resembling bright light flashdseithird central panel on

the left page indicates sudden illumination and visibility of Kaname's mind. And the
unframed FDT in the final panels on the left page suggest the fall of barriers between Yuki's
consciousness and Kaname's mind and the complpts@re of Yuki's mental awareness.

The increasing sharpness and clarity of Yuki's intimate mental vision into Kaname's mind is
conveyed by this progression of visually metaphoric DT frames across two pages.

Unlike IDS in speech balloons, IDT is not onlsepented within thought balloons. It
appears commonly in caption boxes as well. IDT claims to report the private mental
discourse of characters occurring in the story. It is another form of discourse aside from DS
through which character voices may be egsed and through which narrative story
information may be conveyed. IDT can be speldahin character voice, but it is distinct
from IDS because it is private and raccessible to other characters. The silent thoughts of

characters are available ontythe thinking character, narrator and reader.

8.5 Externally -located direct speech (EDS)

Externallylocated DS refers to DS removed from its source location and placed in

conjunction with another scene. It is DS that is presestegtnallyto or out of the fictional

world of a story, not from within and thus not involved in it. EDS is usually presented within
caption boxes rather than speech balloons to emphasize its externality from the pictured scene
that it appears with. It existaitsice of the time, space and events of the immediate scene it is
juxtaposed with, hence it is not perceivable by characters within the scene. But EDS may be

internally-sourced from characters elsewhere within the story, from another time and location
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in the sbry world, and often it is linked in some indirect, abstract and meaningful way to the
picture that it accompanies.

EDS is not as common as IDS and can seem an unusual way of presenting DS in
comics. It presents speech that does not originate from ant derectly tied to a pictured
scene, or that is deictically removed from it in some way. It is external to the pictured scene
that it accompanies but not necessarily to the story world of a comic; it may still be a speech
event that takes place elsewhesithin the story, being spoken by a participating story
character. By presenting DS out of its original context and placing it in conjunction with
another, EDS can produce various unique and creative effects, such asverg;e
timelessness, echoing ves, memorable words, auditory flashbacks and ironic juxtaposition

with contrasting images. It provides a useful way of connecting or contrasting the otherwise

unrelated words of one scene with the picture of another in comics.

£ AND YOU ARE
LOST TO ME.">

Fig. 8.5a (Weisman et al.Gargoyles: Bad Guy&009), chap. 2, pg. 9.)

Figure8.5a (see second page of appent)ishows a Japanese gargoyle character by the
name of Yama reflecting quietly on his recent past. The pages that come before this panel
(see all of appendi®) are flaahback pages that reveal Yama's banishment from his clan. He

is a wandering rogue roaming Japan at present. The words in quotation marks in the white
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caption box at the top of the panel are the DS of a female gargoyle character called Sora from
Yama's flaBback in the previous pages. Note that the angled brackets around the words
indicate that they are translated from Japanese. Because Sora's DS is taken from its original
past setting and presented with an image of Yama in the present, it becomes an @xample
EDS. The temporal displacement of DS from the past into a scene in the present in this case
creates the effect of a voice being heard from memory. Sora's final words to Yama before his
departure from his clan are replayed in his memory here. This iEBffect becomes a direct
thought presentation because it is presenting a character's memory of someone else's speech.
The external presentation of DS in a caption box here allows for the DS to be viewed as an

audio memory of a recollecting character aneg the words of the DS resonance.
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Fig. 8.5b (Weisman et alGGargoyles: Bad Guy&009), chap. 3, pg. 6.)

In figure 8.5b (see appendi%), EDS is presented in white caption boxes over the opening
images of a location in Paris. The pictures movieam a long shot of the Eiffel Tower in the

first left-hand panel to the outside of a nearby building behind the Tower in the second upper
right panel and then inside the building to an aircraft hanger in the third-taépanel.

The last panel that aps the width of the page at the bottom reveals the speaker of the EDS
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from the previous panels: a character within the building near the Eiffel Tower. The effect of
presenting DS before revealing its speaker is curiosity and mystery about who is speaking.
Interest in the reader is generated by presenting anonymous DS in the first panels of a chapter
or scene before showing the source of the DS in a later panel. By delaying the revelation of
the speaker of DS, we become curious about the identity of thkespend the voice uttering

the DS is mysterious. The use of EDS for this allows a character's speaking voice to be
separated from the speaker and presented as a disembodied,-tikeratmce over images.

But EDS isdifferentiated frormarration by thepresence obDS indicators, such agiotation

marks and speedike features like casual and colloquial langudgepictures where not

much is happening in terms of activity and events, EDS can be a way to draw the reader's
attention from the start and $thow that speech is occurring somewhere as yet unrevealed in
the story. This can be a way to begin telling a story before the appearance of any key
characters. In the example page above, EDS allows speech to be presented with pictures that
serve to visuayl identify a specific location in Paris, France. Whilst textually, DS is being
presented, visually, a location is established; this can occur simultaneously due to the

bimodal combination of text and images in comics.
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Fig. 8.5c (Weisman et al.Gargoyles: Bad Guy&009), chap. 3, pg. 7.)

Figure8.5c is from the page that follows after figu8®&b (second page of the twiage

spread in append®). It demonstrates a contradictory combination of EDS and image. As
characters from the previous scene discuss the whereabouts of their female team leader, the
female character in question (to the left of the picture) is shown to be out walking about in
Pais near the popular tourist spot of Notre Dame Cathedral. The ironic contradiction is
between the boxes of EDS that claim that the female character has "reasons for her absence"
and is "not out sightseeing" and the picture that shows the female chatdahtesightseeing
location of Notre Dame and thus seemingly doing the opposite of what is said about her.
Interest and intrigue is created from this contradiction of words and image. The characters of
the previous scene deduce that their female teamrlgadbByn, also known as 'Hunter', is

absent from them for good reason and not for doing something unimportant like sightseeing.

The revelation that Robyn is actually at a sightseeing spot prompts curiosity about why this

is. She is not a character knowm ¥easting time, so the reader may well expect that there is a
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serious reason for Robyn's visit to Notre Dame. And indeed it turns out in the panels
following after this one that she is revisiting Notre Dame for personal reasons as it was the
site of the tagic and traumatic death of her father when she was young. The use of EDS here
enables DS from one setting to be presented against a contradictory picture from another

setting.

Fig. 8.5d (Weisman et alGargoyles: ClarBuilding Volume Tw@2009),chap 11, pg. 10.)

Figure8.5d is the final panel of a sequence. Following immediately after it is a transition to
the next scene which is set in another time and place (see apfenidie DS in the white
caption box at the bottom of the panel originatemfthe next scene which follows after this
panel. It is the DS of a human character located in the next setting. Because this DS is
presented externally from its original source setting, it is EDS. It precedes its source setting
by appearing in the pandiat comes before it (figui&5d), acting as an indication of an
impending scenswitch and verbally introducing the next scene that follows. The next scene
is being signalled before the transition occurs visually in images. But perhaps the more
significart purpose for combining DS from the next scene with this panel is to create a

contradiction between the EDS in the caption box and the IDS in the speech balloons above it
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(which are being uttered by the female gargoyle character 'Demona’ who featuees in th
picture). Whilst Demona speaks vengefully about killing all humans in her IDS, the EDS
from a human character gives an oppositional view of gargoyles being the saviours of
humans. This contrast between IDS and EDS highlights two opposing views of gargoyl
(that they are killers and that they are saviours) and creates conflict between them. The
contradiction between Demona's IDS and the human chasatieced EDS creates a divide
between gargoyles and humans. This contributes to growing tensions abasttha story
builds up toward an oncoming battle. Any idea of gargoyles and humans working in alliance
in battle seems unlikely and fraught with danger at this point. Later in the story though, it
does turn out that the gargoyles do come to the aidrofihs in battle. The contradiction
between Demona's IDS and the EDS in figdiBel helps to make this outcome seem unlikely
at this point in the story and thus is useful for creating doubt, uncertainty and suspense.

The above examples of EDS demonstrageusefulness of presenting speech
externally in comics. A range of effects can be created from EDS; it can be used to present
past speech as memories and thus as thoughts, enhance the sound of speech, focus attention
on speech, create fikirke voice-overeffects, make anonymous the source of speech/the
speaker, and create contradictions between images and text or between IDS and EDS. EDS
displaces speech out of one setting into another. It adds another DS 'text world' (Werth 1999)
over the visual world o4 picture; two worlds are being contrasted: the EDS text world and
the visual world that can contain IDS. The EDS text world is distinguished from the visual
and IDS world by separate 'wottdiilding elements' (Werth 1999: 1.8®0; Gavins 2007
35-52); thetime, location and character(s) from which EDS is sourced (which are not visually
shown) are not the same as the time, location and character(s) shown in the accompanying
picture (which IDS will come from). So EDS and visual IDS worlds are apart and can

contradict one another, despite being presented together in the same panel. EDS presents
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speech from one world in conjunction with the image of another; two types of worlds, textual
and visual, are juxtaposed.

Like presentations of narration, thought amitimg in comics, EDS often appears
within caption boxes. The text contents of caption boxes are read as being external to a
picture or as private to a character in a picture. Text boxes are used to present dialogue,
written extracts or narrative informati that do not directly interfere with, exist outside of,
and do not affect the events and characters in a picture; text in boxes are assumed to be
beyond the immediate perception and awareness of characters in adjoining pictures, except
for direct thoughg (DTs) which are known only by the thinking characters. Caption boxes
thus indicate a worlghift from the visual world of a picture to another text world, whether it
be an EDS, DT, direct writing or narration text world.

Presenting DS externally to a giv picture is something made possible only by the
bimodal use of both words and pictures in comics. The ability to present two story worlds, a
text world and a picture world, together within one picture panel is perhaps a feature unique
to comics. Two texwvorlds cannot be presented simultaneously in a similar way in prose
texts. The presentation of textual and visual worlds at the same time is a feature enabled by
the bimodal combination of text and images together in panels in comics. In prose and in
films, only one world, textual or visual, can be presented at a time and aswiidd or
scene change would be required to shift between two different times and locations in the

prose or film story.

8.6 Externally -located direct thought (EDT)

Externallylocated DT is DT which is locatezkternallyto or outside of a story world. It is

DT which is not immediate to the pictorial scene that it is presented with and thus it does not
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create the effect of occurring in the time and location of that pictured Sdemeresence of
the narrator is highlighted in EDT more so than in IDT because its DT does not claim to
originate from and occur in the depicted scene it is presented with; it is only by the narrator's
intervention that DT can be presented outside afritgnal source settings. EDT is
differentiated from narration though by the presence of DT indicators, such as quotation
marks and character voice or speéké features like casual and colloquial language. The
tense and grammar of EDT, like IDT, is ned@t to the thinker, so first person pronouns ('l')
and possessive determiners ('my') and markers of the thinker's spatial and temporal
positioning, such as deictic adverbs 'here' and 'there’, time adverbs 'now' and then', and the
thinker's present and gaenses, would still apply, e.g. 'l didn't like it then and | don't like it
now'. EDT may originate from an earlier or later time and place in a story to the scene that it
appears in, and thus it brings DT from one setting together with the image afraseiting.
This means that the tense and grammar of EDT, which are tied to their originator (the
thinker) and time and place of origin, are not directly relevant to the visual scene they are
presented alongside because they do not originate from that 3¢esis DT that is
temporally and/or spatially removed from the visual scene that it is presented in, taken out of
its source setting and placed in conjunction with another. This type of DT is presented in
caption boxes as thought balloons are inteyraltated and tied directly to characters in
pictures; only caption boxes can allow DT to be presented externally to a pictured scene.
EDT is a useful way for providing narrative information and character voices in
different scenes without direct interéerce in them. It can produce voigeer effects in the
picture panels that it appears in and become narsiitrén quality. EDT may serve an
informative or descriptive function in the pictures that it is combined with or it may have

meaningful and absict relevance to them.
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Fig. 8.6a (Puckett, Peterson, Scott and Campan8itgirl #3 (June 2000), pg. 1.)

Figure8.6a, the first page of Batgirl comic, consists of a mental recap by Batman of his

current investigation involving a man who worked for a criminal syndicate and his young
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daughter. Batman's DTs are presented in blue text boxes. The first box of text at the top is
IDT as it is presentedithin the scene from which it originates with the thinking character,
Batman, present. The following boxes of text in the black and white picture panels are EDT
because they are a continuation of Batman's DTs from the first scene being presented with
narratorial scenes visually demonstrating the content of Batman's thoughts. The black and
white pictures are scenes from different times and locations to the opening scene featuring the
unmasked Batman sitting in his cave; they show the man (Benny Johataéddgtman has

been investigating, his attempt to hide important information (in the form of a tape) in his
daughter's teddy bear, and the visiting of his daughter by criminals. Batman's DTs provide an
investigative account of Benny Johannsen which istiiéued by the black and white

pictures; they are narratidike in their informative quality. The last box of text toward the
bottom of the page overlaps the secomthst and last picture panels, positioned between

them. From the black and white pictuwrfea scene spatially and temporally removed from the
first opening scene of the page, the last box of DT moves back to the first opening scene in
the last coloured picture at the bottom of the page. The last of Batman's DTs on this page is a
transition fom EDT to IDT as a result of the DT returning to its original source setting from
another different setting. In the black and white pictures, Batman's DTs are extEcatibd

as they do not originate from those scenes; in the coloured pictures, theparaly-

located as they are occurring in those scenes.
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Fig. 8.6b (Brubaker, McDaniel and Storatman 593 July 2001), pg. 11.)

In figure 8.6b, Bruce Wayne's (Batman's real identity) DTs move from IDT to EDT as the
pictures move from the preseirhe into a flashback. The DTs contained in white text boxes

are happening as Bruce talks to a woman (Mallory Moxon) who has revealed herself to be a
childhood friend of his. Bruce recalls where he met Mallory in the flashback image on the
right. And as s DTs continue in the flashback, they become EDT since they are not from the
past time and place of the flashback. The presence of Bruce's DT from the present time in the
flashback image serves to reinforce that the flashback is a memory. The changeefem p

to past tense in the DTs ("[..db remember]...]", "...whewasthat summer?") indicates

Bruce's slide into recollection of the past.
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Fig. 8.6¢c (Brubaker, McDaniel and Storgatman 59X July 2001), pg. 13.)

Figure8.6¢ follows two pages aftdigure 8.6b from the same comic. It is a continuation of

Bruce Wayne's flashback to his childhood with Mallory Moxon. Wayne's DTs in the white

text boxes are coming from his older self located in the story's present time where he has just
met an older Miory again. The DTs on this page are therefore instances of EDT as they are
DTs from the present being contrasted with images of the past. Accompanied by relevant
pictures, the DTs provide a vivid description of Wayne's recollection of a time from his
childhood which he had previously forgotten. A narrative vaiger effect is created by the

DTs in the pictures that they accompany. Wayne's mental voice acts as external narration to

the pictures, describing the flashback images from a temporal locatios fiture and thus
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operating outside of the world of the images. The external location of the DTs in relation to
the pictures is what creates their filike voice-over effect. Wayne's past tense voice
overlapping the pictures helps to identify them ashbacks. In the last panel at the bottom
though, Wayne's past tense momentarily becomes progressive in "[...Jour lips touching,
clumsily[...]". This creates an effect of Wayne vividly reliving that particular moment from

his past, describing and experigrgeit as if it is happening again. The DTs here are a link

back to the present time which they come from and so continue to textually remind the reader
of the main present time world as the past is visually recalled in the pictures. Textual and
visual wotds of present and past temporal locations are thus juxtaposed.

EDT is demonstrated in the above examples to be useful for allowing DT to be used in a
narrative manner. Instead of the narrator's voice, a character's mental voice can be used to
communicatestory information. A character in the story thus may function as an unwitting
internal narrator through their EDTs providing narrative information along with pictures. The
need for an external nezharacter narrator is minimized by the use of an intetog) s
character's voice for narrative purposes. By presenting narrative information in internal and
direct forms, the information becomes mimetic and a directly involved part of the story.
Locating DTs externally to pictures allows a character's interakdglie to be used as a

mimetic form of internal narration. In a visual comic story where imagery and direct
discourse presentations are the favoured channels through which to tell a story, presenting DS
and DT externally to pictures provides a way of uslimgct discourse to present narrative
information relevant to a scene, whether it be signalling a move into a flashback or providing

a descriptive summary or account of events.
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8.7 Narrator interference in direct speech

Due to the greater use of piots, comics are not as diegetic as prose texts, and thus the
presence of the narrator is reduced in comics in comparison to prose texts. A story is told
more through pictures than through the words of a narrator in comics. The comic narrator
adapts increasgly to the visual mimetic style of the bimodal medium. The reduction in

written narration and thus the narrator's role and evident presence, the use of pictures to
visually narrate actions and events, and the emphasis on mimetic DS and DT leads to a lack
of indirect forms of speech and thought in comics. This has given rise to narratorial
interference in DS and DT instead, producing narsatitmenced forms of DS and DT. In
narratorinfluenced DS and DT, the speaking or thinking character also becornmsraal
charactemarrator. In the first person direct voice of a character, narrative information is
communicated to the reading audience in a mimetic way. First person narrator and character
voices are combined in the form of DS or DT. A charanterator's voice poses as the

speech or thought of a character. Whereas a character's speech or thought is reported by the
narrator in IS and IT in prose texts, narration is reported through the DS or DT of a character
in narratofrinfluenced DS and DT. So D®@DT in comics can indirectly serve informative
narratorial functions as well as claiming to present the speech and thoughts of characters. It
should be noted that narraiofluenced DS can be internallgr externallylocated to a

picture panel; narratanterference is possible in any DS presentation.

In chapter7 (section?7.5 'Freeindirectspeechthought (FIS/FIT) inrcomics), narrator
influenced forms of DS and DT were treated as types of FIS and FIT as they combine
narrator and character voices. Narratdluenced DS and DT could be described as
charactetpresented forms of FIS and FIT due to the fact that they are frdsenthe DS or

DT of characters, using a character's direct voice rather than the narrator's as the channel
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through which free indirect discourse is presented. But the presentation of these-narrator

influenced types of speech and thought in the sameenasruninfluenced DS and DT

within speech and thought balloons (and caption boxes for thought too) suggests that these

should be categorised as DS and DT presentations too, despite the narrator interference in

them. The use of first person and charadierianguage and tense and grammar relevant to

the speaking or thinking character in these nanriatirenced forms of speech and thought

are also indicative of DS and DT.

Indicators of narrator interference in DS include:

1.

Stepping out of characteMhena character steps out of the boundaries of what is
in-character for him/her and begins to speak out of character. S/he adopts more of
a narrator's role or function in his/her DS.

Awareness of the audience and the world outside of the-sfocharacter ray
demonstrate awareness of the reader and the real world outside of the story by
addressing the reader directly or making references relevant to the reader.
Providing narrative informationA character may provide additional information
about othecharacters and events in the story, such as background information on
or insights into other characters and summaries of previous events.

Artificial language- When a character's language sounds unnatural for him/her,
becoming more inventdaly a narratothan afaithful representation of his/her
spokenwords whensome or all othe words of speech do not seem to belong
wholly to the charactespeakerbut rather may seem to come from the narrator
Implausibility - When the contents of a character's DS bexanrealistic, for
example, if it is too lengthy and wordy to be an utterance that could have

believably occurred in a brief space of time.
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The more obvious any of these indicators are in DS, the greater the presence of the narrator in
the DS.

Narrator inerference may occur less in DS than in DT due to the perceptibility of
speech by other characters in a story, the active and direct role of DS in a story's events (the
narrator is not usually an active and direct participant of a story, even if it @actdr from
the story speaking retrospectively about past events), and the greater expectation for accuracy
and truthful and faithful representation of speech in DS. Narrator interference is perhaps more
likely to occur in DT for the same reason thatdconsidered the thought presentation norm
in prose texts: because the presentation of thought is an artificial and fictional concept
enabled only by an omniscient narrator who can access the private minds of characters, it is
more acceptable and plausilide the narrator to interfere in thought presentations. Thoughts
are not known to characters other than the thinker and the narrator, so narrator interference in
character thoughts would be private from other characters and would not directly affect the
story. Narrator interference in DS presentations on the other hand can potentially be heard by
other characters and might raise doubts in the reader about the credibility and truthfulness of
the speech presented. If the narrator's influence is evident, ith®®ords of speech may not
seem to be truly from the speaking character; speech may seem unnatural, artificial,
implausible, uncharacteristic or manipulated. Narrator interference diminishes the reliability,
plausibility and faithfulness of both DS abd’, but its effect on DS is likely to be more
noticeable as there is less acceptance for the presence of a narrator in DS and it can cause
ambiguity and uncertainty in who the intended target recipient(s)/audience of the speech is:
another story character the reader. The diegetic voice of a narrator clashes noticeably with
the mimetic character's voice in DS when combined. Narrator interference challenges DS's

claim of faithfulness to a character's original speech; the reported words uttered by a
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characer may not seem to be entirely his/her own when the influence of a narrator is present
in them.

Having reasoned why narrator interference may be less common in DS than in DT
though, that is not to say that narratoiftuenced DS cannot be found in some asn
Narratorinfluenced DS can be used at times to deliberately transcend the boundaries of the
fictional world of a story in order to communicate to the reader, sometimes even directly
addressing the reader. Comic characters can be made to displayessafethe reading

audience at moments during a story.

Fig. 8.7a (Weisman et al.GGargoyles: ClarBuilding Vol. 2(2009), chap. 10, pg. 23.)

In figure 8.7a, the red gargoyle character on the left (hamed 'Brooklyn') hadranedled

from 1997 Manha#tn back to 997 A.D. medieval Scotland where he has met the Lady Finella
(on the right). He reveals to Finella that he is from the future and makes references to modern
scHfi television showsStar TrekandQuantum LeapThese sefi television referenceseem

peculiar and out of place in this medieval past setting and in regards to his medieval female
addressee who will have no knowledge of these television shows from the distant future. It is
only to the reader that these-figieferences may have meanjiginging up the idea of tirae

travel with weltknown scifi shows. Brooklyn knows th&tar TrekandQuantum Leapvill

have no meaning for the Lady Finellget he mentions them in his speech. The mentioning of
these scfi shows might be considered ndgia references from the comic author, an

indication of an external narrator's interference in Brooklyn's DS in order to include modern
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scHfi references which address the concept of firmgel. The DS is not directly aimed at the
audience though and soudd be considered entirely as Brooklyn's own words and to occur
within the world of the story. If this is a case of narratdluenced DS, it remains, on the
surface, directly aimed at a charaeteldressee whilst indirectly acknowledging the reading
audence. The modern sfitelevision references are meaningless to the charadtiessee

but meaningful to the sdéi knowledgeable reader.

Fig. 8.7b (Weisman et al Gargoyles: ClarBuilding Vol. 2(2009), chap. 11, pg. 13.)

In contrast to figuré.7a which indirectly communicates to the reader, figuv® addresses

the reader directly. In figur@7b, the character speaking in the picture, the gargoyle

'‘Brooklyn' again, is pointing straight at the reader and looking in our direction. He is

displaying narrative awareness of the reading audience. The words he speaks could be those
of a narrator who idirectly addressing the reading audience, but these words are presented as
the DS of a character. The narrator interference in the DS of this example is intentionally
obvious. It breaks the general assumptions that characters in a story are unaware of the
external real world outside of theirs and cannot perceive or communicate to the audience.
And it blatantly disregards the boundaries between the character's fictional and the reader's
real worlds. By addressing the reader directly, Brooklyn is interaatitngthe audience and
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breaking the illusion of the fictional story world and the assumption that we are unseen
observers of it and its characters. The effect of this is to make this panelairstary

moment; the DS does not occur within the story ward thus is not considered a part of the
story's events. The speaker, Brooklyn, has stepped out of character and is addressing the
reader across the discourse levels (from charab@macter, across narratoarratee, to
authorreader levels; see chapg&rsection 2.3: 'The discourse structure of fictional prose’).
This outof-story effect takes the reader by surprise as Brooklyn's direct address of us is
unexpected. This instance of narratdtuenced DS puts the character in the position of
narrator ad imbues the character with the narrative ability to directly communicate with the

audience.

Fig. 8.7c (Gischler and BakeRrelude to Deadpool Corps #May 2010), pg. 1.)
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Figure8.7c is the first page of Beadpoolcomic which recaps on the storthe series so

far. The seHdeclared 'Headpool' acts as an internal charaeteator (Fowler 1986; see
chapter 2, section 2. who provides the story recap in DS form through pink speech
balloons. Addressing the reading audience directly, he givasmarty of what has

happened in the story previously (at the top) and hints at what is to come next (at the bottom
left). Headpool is a participant character in the story, yet here he talks directly to the audience
and serves a narrative purpose of bringewgers up to speed with the story. He addresses
the reading audience directly with second person pronoun 'you' and “breathers",
demonstrates knowledge of his informative narratorial function at the start ("What? You
really need a recap page?") aerters to himself and his fellow Deadpool team mates (from
different universes) in third person terms ("the team", "the corps”, "they're"), except when
identifying himself ("That's me"). Headpool's speech here is characteristic of him, but its
content and prpose are narratorial. This degree of narratorial knowledge and awareness is
unusual in a story character. Deadpool is a Marvel comic book character known by many
comic readers for his ability to 'break the fourth wall', meaning he is aware of hisastatus
character in a comic book and of the audience reading and observirlg theatre,
Stanislavsk(1989)defined 'the fourth wall' as an imaginary wall separating the actors on
stage from the audiencEhe rear of the stage is one wall, the sidefefstage are two more
walls, andthe front of the stage is the fourth wall. Actors are said to be 'breaking the fourth
wall' when they look directly at the audien@enerally, actordo notacknowledge the
audience overtlyunless they are instructed tr fartistic reasons, such as performing
soliloquies, or for comedipurposeandeffect), theycanlook at the fourth wall itself, but not

at the audiencAaron 1986: 18)Deadpool's speech frequentiyeaks the fourth wall' by

demonstrang narratorial &areness of the reader and his fictional status to comical effect.
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Fig. 8.7d (Gischler and BakeRrelude to Deadpool Corps #May 2010), pg. 22.)

Present in figur®.7d are two cosmic beings with powers over space and time and knowledge
of the universe. The cosmic being on the left appears to adopt the role of narrator and draws
the reader's attention to a falling meteor ("And so what appears to be an ordinary meteor
rushes toward the planet unnoticed [...]"). He speaks in an informative narrative manner, also
mentioning the other events taking place in the story at that moment ("[...] as battles rage
aboard the enemy ships."). This charact@rator is highlighting a mor but noteworthy
story detail: the fall of a meteor toward a planet. Humorously, the second cosmic being on the
right expresses confusion over who his companion is talking to, indicating that the cosmic
being on the left is addressing the reading awdiemd that only he, out of the two cosmic
entities here, is aware of us. As well as providing the reader with narrative information about
a meteor falling toward a planet, narrative influence in the DS of the cosmic entity on the left
creates a source ahexpected humour by imbuing the entity with narratorial awareness of
the audience which prompts confusion from the entity on the right.

Narrator interference in DS is a useful and efficient way for narrative information to
be communicated to the readercomics. By using a character as an internal narrator who

speaks through his/her own DS, the need for a separate external narrator, who would provide
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narration through caption boxes, is decreased in a comic story. Narration is made mimetic by
presenting ithrough a character's DS. This suits the visual, mimetic medium of comics. The
need for additional textual narration is reduced as narrative information can be communicated
through the DS of characters. This frees more space within picture panels asfliexesl
narration are no longer required. Narrator influence in DS can be used to create cohesion
between chapters or issues or within a story by making references to previous, earlier or other
events; it can be used to recap or summarize the stday; sbcan provide reminders of story
details; it is a way of talking directly to the reading audience; and if intentionally obvious, it

can become a source of humour.

8.8 Narrator interference in direct thought

Similar to free indirect thought (FIThiprose fiction (see chaptérsection6.7), forms of DT

that demonstrate interference from a narrator in comics possess traits of both character and
narrator voices. But whilst FIT in prose texts typically retains the grammatical markers of the
narrator,such as use of third person and past tense, with some of a character's linguistic and
lexical features, narratanfluenced forms of DT in comics reverse this by using the
grammatical markers of a character's direct voice (the character's first persoarnoi

present tense) and imbuing that voice with the abilities, knowledge and/or role of a narrator
(e.g. demonstrating omniscience through knowledge of events of the story and providing
story recaps and other additional narrative information aboutdheastd other characters,

and addressing or showing awareness of the reader audience). Where FIT foregrounds the
voice of the narrator and backgrounds the voice of the character, which creates a form of
indirect thought (IT), narrateinfluenced DT foregronds the voice of the character and

backgrounds the voice of the narrator, hence why it is a form of DT. Because it is presented
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as the character's direct thought (within thought balloons and DT caption boxes), harrator
influenced DT maintains a greatemgdee of mimeticism than FIT (which is more diegetic
due to being an indirect discourse), so it still claims faithfulness to a character's original
discourse. Though narratorfluenced DT shares the combination of narrator and character
voices with FIT, itis distinct from FIT in how it combines the two voices with the character's
voice being more prominent than the narrator's (whereas the narrator's voice acts as the
primary base in FIT). Contrary to Pascal's (1977) 'dual voice' theory of free indieunirges
(FID) which promotes the idea that the two voices of the character and the narrator are fused
in FID, narratofinfluenced DT, in my reading of it from comics, does not so much seem to
create the effect of hearing two voices as one, but of incretisngapabilities of one voice,
that of the character's, granting it increased powers of narrative omniscience. This is some
support for Bray's (2007) reading experiment (see ch&psarction5.6) which suggested
that readers do not always experiencei@ a@oice effect when reading FID.

Narratorinfluenced DT can range from DT which serves narrative purposes to DT
that demonstrates narrator awareness. DT may be used as a means to provide extra
descriptions or story details that may not be conveyed thrpiggures, or sometimes DT
may seem to move beyond character and internal story limitations and can display the
knowledge, omniscience and even audience awareness of a narrator. As with DS, DT offers
another discourse channel for narrative informatidmet@ommunicated through, presented
in the form of a character's direct mental voice. This reduces the need for narration in comics
as direct speech and thought can be used to convey narrative information at times. The voice
of the narrator is thus backgmed in a mimetic, visual medium.

As with narratormterference in DS (see previous sectiomdicators of narrator

interference in DT include:
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1. Stepping out of characteWhen a character begins to speak out of his/her
character and adopts more of a ator's role or function in his/her DT.

2. Awareness of the audience and the world outside of the-sfocharacter may
demonstrate awareness of the reader and the real world outside of the story by
addressing the reader directly or making references relevéme reader.

3. Providing narrative informationA character may provide additional information
about other characters and events in the story, such as background information on
or insights into other characters and summaries of previous events.

4. Artifici al language When a character's language sounds unnatural for him/her,
becoming more invented by a narrator than a faithful representation of his/her
verbal thoughts; when some or all of the words of thought do not seem to belong
wholly to the charactethinker, but rather may seem to come from the narrator.

5. Implausibility - When the contents of a character's DT become unrealistic, for
example, if it is too lengthy and wordy to be a thought that could have believably
occurred in a brief space of time.

Themore obvious any of these indicators are in DT, the greater the presence of the narrator in
the DT.

The presentation of DT in caption boxes as well as in thought balloons makes DT and
narration similar in form of presentation, since narrative text ispakssented within caption
boxes. DT could be considered closer to narration than DS, sharing some of its qualities. Like
narration, DT is restricted from the awareness ofmaginating characters in a story as
thoughts are inaccessible (narration is ret&td to the narrator and reader and DT to the
thinker and reader). DT is a private discourse unknown to characters other than the thinker,
and our access to it is granted only through the narrator's report of it. The ability to report a

character's privatthoughts directly is exclusive to the narrator; DT is a narrative concept
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possible only in fiction. For this reason, thought presentation and narration are linked and it is
more acceptable for narrative interference to occur in a character's thoughtstitsgher

speech. The presentation of both thought and narration in caption boxes perhaps reflects the
link and similarities between them and facilitates their merging in nafirdtoenced forms

of DT. The similarity between internal narration and Wil be discussed in sectidl1.

Fig. 8.8a (Herdling, Schigiel and CasEast Lane, Part 1 of 4: Media BlitfNov. 1999), pg.
2)
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In figure 8.8a, SpiderMan's DTs are being used for informative purposes. Background
information on the villairMysterio and the reason for his current rampage in the pictures is
given in SpideiMan's thought balloons. The information serves a narrative function and is
for the reader's benefit, helping us understand what is happening in the story. The contents of
Spder-Man's DTs become less natural and plausible as a result of the detailed narrative
information. Thinking in long, detailed and uninterrupted lines of internal dialogue whilst
engaged in a physical fight seems implausible and unreal. The explanatidms ldfysterio

is in the first panel (top left), why he is causing trouble in the third panel (bottom left) and
what he has been doing in the fourth panel (bottom right) are more narrator than character
motivated. SpideMan acts an internal charactearraor through his DTs here. This makes
narrative text unnecessary in these panels as Sidide's DTs are being used to

communicate narrative information. This saves space in the picture panels as there are no
narrative caption boxes. And by presenting naweanformation as DT, it becomes mimetic

and dynamic.

275



Fig. 8.8b (Luke, Clark, Simmons and Von Grawbadd&ionder Woman #15dan. 2000),

pg. 12.)

The blue boxes of text in figu&8b contain the DTs of Wonder Woman. But these DTs
might also be read as Wonder Woman's first person internal narration. Though the present
tense ("My perceptioexplode$’) and use of first person (‘'my’, 'I') are indicative of DT, the
boxes of text performa narrative function of describing the empowerment of Wonder
Woman's body by the gods of Olympus, which would not be clear from the pictures alone.
Wonder Woman acts as an internal first person category A (Simpson 1993; see4;hapter
section4.31) narrabr and describes the changes occurring within herself ("My perception
explodes!”, "Power builds at my core in a great crescendo[...]"). Her internal narration takes
the form of DT though. Wonder Woman's DTs provide access into her consciousness to
enable kr internal experiences to be reported. It is Wonder Woman's internal experiences

rather than her thoughts that are being reported here, but presenting this internal narration as
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DT gives it a mimetic form. The DT is artificial and unrealistic though &suhnecessary

and unnatural to mentally describe your experiences to yourself. The contents of her DTs are
more for the benefit of the reader than Wonder Woman herself. This case of narrator
influenced DT demonstrates the potential interchangeablenggsrofal narration and DT in

comics.

Fig. 8.8c (Gischler and BakeRrelude to Deadpool Corps #May 2010), pg. 3.)

Figure8.8c features the mental voices of Deadpool (the red figure), a costumed mercenary.
The two boxes of text are two separatecesifrom Deadpool's mind. The yellow box
embodies a rational, logical voice of reason whilst the white box presents an opposing
irrational, illogical voice of insanity. Deadpool's thoughts frequently consist of these two
voices which engage in exchangehwiine another and which Deadpool often speaks aloud in
response to as well. Deadpool is a character known for ‘breaking the fourth wall'; he
demonstrates awareness that he is a character in a comic book. The DT in the white box

("Sounds like you're cueirgflashback."”) anticipates a flashback, a switch to the past, to
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come next, so it displays knowledge of existing within a story. Overt displays of narratorial
awareness like this are characteristic of Deadpool and they are humorous indicators of his
knowledge of being a fictional character in a comic book story. This type of narrator
influenced DT is internallocated, but it displays external awareness of the story, its
narration and its audience. Deadpool's narrative awareness extends beyond thedsooindari

his fictional world.

Fig. 8.8d (Gischler and BakeRrelude to Deadpool Corps #May 2010), pg. 15.)

Figure8.8d shows another example of Deadpool's ‘fourth-madbking' ability. The line:
"Meanwhile, on the ship of the mad folk." is delivémreot by a narrator as we would expect,

but by Lady Deadpool, a female version of Deadpool from another universe, who says it
aloud as DS. Delivering this line, which serves a narrative purpose of indicating a switch to
another location (scene transiti@niimdicated by the use of the adverbanwhilefollowed by

the identification of another location: "on the ship of the mad folk™), through a character's DS
rather than through narration immediately strikes the reader as odd and out of place within
the conéxt of the fictional world. This odd line of dialogue is subsequently commented on by
the mental voice in the yellow caption box: "Did you just say that out loud?" Ordinarily, a
character within a story should not be able to deliver narration througkrisatogue in

this manner as s/he should not be aware of it. It is not a character's role to provide narration, it
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is the narrator's. Lady Deadpool's awareness of being a character in a story allows her to
comically usurp the narrator's role briefly hddarrative interference is present in both the
DS and the DT here because they demonstrate awareness of narration and how it is normally
presented. The deviance from the usual presentation of narration in caption boxes in
presenting it through a charac$elDS here instead is highlighted by the DT in the caption
box: "Did you just say that out loud?" The delivery of narration in mimetic form through
Lady Deadpool's DS also renders it unnecessary elsewhere in the picture, hence diegetic
narration, which woul operate outside of the fictional world of the story in caption boxes, is
absent. Overt narrative interference is a frequent trait of Deadpool's direct discourse and it
grants him his (or in this case, her) unusual and humorous ability to 'break theafallirt
(demonstrate his knowledge of being a fictional character in a comic story).

As demonstrated in the above examples, narrator interference in DT in comics can
occur in varying degrees, ranging from covert to overt forms. The narrator's presance in
character's DTs may be subtle, serving only to provide narrative information in the character's
direct mental voice, or it may be obvious to the point of challenging the authenticity of DT
and even breaking rules of reality in a story. In narratthnenced DT, an internal character
narrator interferes in his/her own DT. How effectively the charawenator blends his/her
narrative voice with his/her direct discourse voice can vary. The plausibility of narrative
words being the actual words of a chaede direct discourse and the amount of narrative
content in the DT (or DS) determines the degree of narrator interference. The purposes of
narrator interference in DT also vary, from conveying narrative information through a
character's internal mentabice to creating narrative effects. The minimizing of additional
diegetic narration and the presentation of narrative information in a mimetic form through
direct discourse are important spaaing and mimetic storytelling benefits of narrator

interfererce in DT too.
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8.9 Visual representations of direct speech

This sectiorlooks atvisual presentations of DS content. Though written text remains the best
way to accurately transcribe and represent the words of speech, the visual nature of comics
allows fa the possibility of presenting speech and thought in pictorial ways, something that

is not possible in prose texts. Pictorial (by pictures) representations of speech content are few
and hard to find, but instances of symbolically represented speecht@mugtnSometimes,

in order to convey a foreign or unknown language or to prevent writing out certain words
directly in text, pictorial symbols may be used as an alternative way to represent the content

of DS.

Fig. 8.9a (BreathedBloom County: Th€omplete Library Volume Two: 1983884(2010).)
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Fig. 8.9b (Goscinny and Uderzdsterix and Cleopatr§2004), pg. 19.)

Figures8.9a and8.9b demonstrate the use of pictorial symbols for representing DS content.

In figure 8.9a, a random set of symbalensisting of shapes, punctuation marks and signs is
used in place of a taboo word. The use of symbols can prevent offensive language being
written out directly and mature readers are left to fill in the actual words represented by the
symbols in their mids. In figureB.9b, ancient Egyptian language is represented with pictorial
hieroglyphic symbols. In this case, the actual Egyptian words spoken and how they sound is
not important for the reader to know, only that a different language is being spokibatad
character's pronunciation of the foreign words is poor in the second panel (on the right). The
use of hieroglyphistyle symbols and a distorted version of them in the second panel is
enough to convey a foreign language and a character's poopiadtiespeaking it. The

speaker on the left in each of the picture panels, a character known as Obelix, attempts to
repeat a native Egyptian speaker's (the smallest character in the middle of the pictures)
pronunciation of the Egyptian word for 'talk’, fubduces an imperfect version of it (in the
second rightide panel). This is visually indicated in the second (right) panel by Obelix's
inaccurate replication of the DS pictorial symbols from the first (left) panel. The pictorial
symbols, which consist @n open mouth and an Egyptian man underneath it in the first
panel, are crooked and simplified in the second panel. In the second panel, the open mouth is

bent and compressed and the Egyptian man underneath it has been replaced by a simple stick
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man. Thevisual differences between the two sets of DS pictorial symbols represent correct

and incorrect versions of the spoken Egyptian word for 'talk'.

Fig. 8.9c (Marz et al. Mystic #3(Sept. 2000), pg. 10.)

Figure8.9c consists of seven panels depictingesesorcerers wielding magical powers. All
of the speech balloons contain unfamiliar visual symbols that represent the content of DS.
Through the use of visual symbols in presenting DS, the illocutionary act (Austin 1975) of

casting spells through the Idanary act (Austin 1975) of uttering mystical incantations is
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conveyed. The locutionary acts (the utterances) are represented visually in the form of
invented symbols that signify unknown languages. The perlocutionary act (Austin 1975) of
conjuring magias produced from these spelisting speech acts (shown in the pictures). The
shapes of the invented symbols in the speech balloons are characteristic of the kind of magic
that each of the sorcerers wield, for example, the symbols in the green speexh uitdieed

by the shamanic sorcerer in the green panel (the third panel down on the left) resemble an
arrangement of bones (items associated with shamans); the symbols in the yellow speech
balloon uttered by the 'djinn’ (Arabic for 'genie’) sorcerer irbtittom left panel resemble
Arabic writing; the curly, looped symbols in the red speech balloon from a 'tantric' sorceress
in the top right panel can be seen as symbolic of sensuality; and thdisedypointed

symbols in the dark purple speech ballobthe top left panel are suggestive of hard,

piercing and emotionless language, as opposed to the curved and circular symbols in the
lighter purple speech balloon of the bottom right panel which convey a softer and gentler
language (in fact, later on ihé comic, the sorceress of the bottom right panel comes into
opposition with the sorcerer of the top left panel, so the contrast in the visual symbols
representing their uttered spells highlights the differences between the two sorcerers). The
use of inveted symbols in this example represents invented languages and conveys the
speech act being performed of sprdkting, and the visual styles of the symbols give clues to
the defining themes and characteristics of each of the sorcerers and their diffezsmft

magic.

The examples above demonstrate some of the uses of symbolic representation of DS:
symbols provide a way of avoiding directly writing out rude or offensive words, but still
implying them, and they can signal foreign or invented languagessBaatial meaning of
an utterance and/or the speech act being performed by an utterance can still be conveyed

through symbols. The visual form of symbols, their styles and appearance, may convey some
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of the traits of a speaker or provide a sense of Wwigasymbols mean. Distorted, altered or
variations of symbols can indicate different, incorrect or awkward utterances or perhaps the
state and feelings of a character. Symbols can be used as either an alternative or an
accompaniment to written DS. Where D&not be written, it may be represented entirely by
visual symbols instead. And where single particular words in DS are replaced by symbols,

DS can contain both written text and pictorial symbols in combination.

8.10Visual representations of direct thought

| now move on taliscuss visual formef thought presentatiotunlike prose texts, comics are

a bimodal medium that have the potential for visual representation of direct discourse. This is
perhaps more significafor DT than for DS. Writing is the most accurate way of transcribing
the words of speech, but for thoughts which can occur visually in images as well as in words
in our minds, mental pictures can offer a more realistic and mimetic way of presenting DT.
Based on my observations of my comic data, visual representations of DT may include

memories/flashbacks, visions, dreams, visualisations and imagination.

Fig. 8.10a (Eisner,The Contract with God Trilogf2006), pg. 307.)
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Figure8.10ashows a pictorial DT within a thought balloon. Even though the visual content

of the cloudlike thought balloon comes from a B(N) third person narratorial perspective (see
chapterd, sectiond .3.2), it still produces a mimetic effect as it provides a aisnsight into

the mind of the character in the picture; we see what the character is thinking, even if the
image is not strictly from the character's own first person perspective and hence not accurate
to what the character himself would mentally envisian absence of words makes visual
representations of DT like this silent in contrast to the more common written forms of DT

which create a character's internal mental speech.

Fig. 8.10b (Moore and Gibbond)atchmer{2007), chap. 7, pg. 3.)
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The pictue panels of figur8.10b alternate between the present and the past. As Dan

Dreiberg rushes down into the basement in response to a scream from his female companion
Laurie Juspeczyk, he flashes back to an earlier warning from his ally, the maskedevigilant
Rorschach, about the possibility of a killer targeting costumed heroes. This is cause for
concern as Dreiberg and Juspeczyk are former costumed vigilantes. Dreiberg fears that
Juspeczyk has become the next victim of the killer when he hears her scream.

The flashback panels are located from Dreiberg's first person point of view which
authenticates them as mental images from his memories. The presence of his hand at the
bottom of the second panel and his reflection in a mirror in the fourth panel aredrslmfa
Dreiberg's first person perspective. The close up of Rorschach's masked face and the red
shading of the last panel also convey Dreiberg's sense of dread and the ominous vividness
with which he recalls Rorschach's warning to him.

Unlike written preentations of DT, visual presentations do not have to be confined to
thought balloons or caption boxes which would restrict the space of images. Much or the
whole of single panels may be used for presenting mental images. The use of thought
balloons or capbn boxes becomes unnecessary and impractical for many visual
presentations of DT as the pictorial content usually is sufficient to identify itself as a memory
or some other mental image and because of the limited sizes of balloons and boxes which are

desgned primarily for containing written words.
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Fig. 8.10c (Brubaker, McDaniel and Storgatman 591 July 2001), pg. 14.)

The lower picture panel of figu&10c presents a visual and audio memory of Bruce

Wayne's (Batman). The trigger for this recdiiec is the appearance of a man that Wayne
instantly recognises (the goggled man in the top panel). In the lower picture panel, Wayne
remembers fighting this man whilst in his Batman guise. This picture panel consists of two
separate images combined: themory of a fight takes up the right half of the panel and
beside it, on the left, is a clos® view of one of Wayne's eyes. These separate images are
joined together by an area of black shading that extends from the shadows of Wayne's eye
and face, blendig and blurring the borders between the two images. The effect created by the
closeup of Wayne's eye is of zooming in toward it and thus bringing the viewer very close to
Wayne, within intimate distance of him. Entering into the intimate personal sp¥¢ayok's

eye area brings us closer to his internal world (Fowler 1986) (see chapter 2, s&diimh 2.
chapter4, sectiord.2) and sets us up to enter his mental world. The transition from the
external world (Fowler 1986) (again see chapter 2, sectioan2l chapted, sectior4.2) in

the present time, where the clage of Wayne's eye occurs, into Wayne's internal world in

the past, where his memory occurs, is signalled by the area of black shading that blends the
borders between the depicted worlds. Téeder's sight moves from Wayne's eye on the left

of the panel to the right where the +gthded memory image is, bringing us from Wayne's
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external physical world into his internal mental world. Its intimate proximity to Wayne's eye
indicates the redhadd image on the right to be internafigurced from Wayne's mind, and

the red shading of the image distinguishes it from the othecdldur pictures taking place

in the story's present time. The reader interprets thehaded image to be a product of
Wayne's mind, his recollection of an incident that happened in the past: a flashback or
analepsis (Toolan 2001: 43). Though it is a pictorial presentation of Wayne's memory of an
event, the mental image is coming from a third person narrator's persjpactiesee both
Batman and his opponent from an observer's viewpoint. The reader takes this mental image to
be a flashback as it does not fit with the current settings where Wayne is not in his Batman
costume and is not engaged in a fight with the goggkeal mhe visual memory is also
accompanied by a DS presentation (the speech balloon); Wayne recalls what his opponent
had said to him during their fight: "What's the matter, detective? Had enough?" This DS
presentation adds to the vividness of the memory;a specific detail that Wayne

remembers accurately.
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Fig. 8.10d (Mowry and Milne, Transformers: Tales of the Fallen £#an. 2010), pg. 8.)

The story background for figu&10d involves the mind of a female robotic alien character
named 'Arcee’ beg split between three bodies in an experiment. As the three bodies are
brought to life, they all experience Arcee's memories, demonstrating that they possess a
linked consciousness and are essentially one mind split between three bodies, sharing
thoughtsand memories. The creative visual layout of the flashback images as joined pieces

adjacent to one another makes them seem to be occurring simultaneously, and their
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attachment to and spreading from the three heads at the bottom indicate them to be mental
images from the minds of these three entities.

The multiple mental images do not all come from the same point of view. The image
at the very top is from Arcee's first person perspective as she is not present in the picture. It
shows her view of the face ah enemy called 'Starscream' as she is looking straight up at
him. The images on the left and in the middle are coming from the perspective of Simpson's
(1993) narrative category B(R) (see chagtesectiord.3.3), a third person reflector point of
view. The angles of these images come from narratorial positions close to Arcee's, providing
a viewpoint from close behind her, so the back of Arcee (in her original single body) can be
seen in the images (the smaller magawiaured figure). These two imageslect Arcee's
point of view from a narrator's position. The image on the right appears to come from a third
person narratorial perspective (Simpson's (1993) B(N) narrativgargifesee chaptet,
sectiond.32) as it shows Arcee from a distant positibier point of view is not being
reflected here, only the narrator's; we view Arcee from an external observer's position. The
varying points of view used to present the images of Arcee's mental flashbacks demonstrate
that visual presentations of DT do nbvays come from a character's first person viewpoint
and thus are not always strictly faithful and accurate representations of visual DTs. Like all
other pictures in comics, visual thought presentations can come from character or narrator
perspectives. Theeader uses scene or world switches, visual cues, written indicators, context
and knowledge of past story events to identify images as visual DT presentations.

Though comics offer the possibility of presenting thoughts more realistically in visual
form and visual representations of DT often can have more impact and effect on readers than
written presentations of DT, pictures require more space than words and they require more
time and work from artists to produce, so written DT presentations remain shefincent

and useful form of DT in comics.
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8.11Internal narration or direct thought?

In cases of narratonfluenced DT in comics, narrator and character voices combine to allow
the direct mental words of characters to fulfil narratorial functidhs section will
demonstrate and explain how the integration of narration and DT presentation, by bringing
the voices of the narrator and character together, allows the voice of a character to act as
either or both the character's internal narration arfidlig making it difficult to distinguish
between the two at times.
Saraceni (2003) observes that:
Despite theirown wellGHILQHG VSDFHVY WKH QDUUDWRUYV YRLF|
sometimes intermingle. This tends to happen in cases of monologeg®ded
thought, which have often the function of informing the reader about certain facts in

the story. For this reason, monologues and the presentation of thought are virtually the
same thing and are interchangeable.

(Saraceni 2003: 66)
Saraceni statdsere that thought presentation and monologues often bring together narrator
and character voices, making them indistinguishable from one another. This would mean that
without thought balloons or visually different caption boxes, there would be nothetpels
mark character thoughts from character monologues. Saraceni is claiming that in comics, the
linguistic form of thought is the same as that of monologues (which are instances of internal
narration). Like internal monologues, thought presentations meaas for internal narrators
of communicating their information and knowledge to the reading audience through the
voices of characters. Narratorial messages can be contained within the words of characters in
thought presentations, thereby combining fumtdiof internal narration and thought

presentation together.
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An example of the merging of narrator and character voices may be seen in figure

8.11a:

Fig. 8.11a (Furman and MilneTheTransformers Spotlight: Arcg&eb. 2008), pg. 14.)

Words are necaary in figure8.11a to explain what is happening in the pictures. The reader

would have difficulty guessing what was going on with only the pictures of the bright orb and

a flashback image of the robotic character Arcee (another incarnation of her different from

her form infigure 8.10d). The text indicates that the bright orb is the essence and some of the
FRQVFLRXVQHVV RI WKH URERWLF FKDUDFWHU $UFHH OLNF
UHDGHUV IDPLOLDU ZLWK 7UDQVIRUPHUVNIFWHRH VY@ OV
shown being held within a container. The text describes this containment as a peaceful

experience. The second panel, with a wobbled, uneven frame, contains a flashback image of
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Arcee in a violent state which contrasts with the smakerODU LPDJH RI $UFHHYV ID
current state of calm at the top Hatind side of the picture. This flashback image is a visual
SRUWUD\DO RI WKH SDLQ D Qpain &hbradearP iedpi¥dBQHG LQ 3>
SKDQWRP DFKHV '"LFWKUWMHRWWKHWKLUG SDQHO GHVFULEH\
being taken out of its peaceful containment.

The text accompanying the pictures is important for informing the reader of what is
happening in them. Though the present tense (‘g@m]ht peace)'and proximal deixis
(deictic adverb 'here’) in combination with the first person 'I' and 'my' of a character are
indicative of DT, the text here cannot be treated simply as DT. First person descriptions of
DFWLYLW\ DQG VWDWH 3ipf@rhbtiveNpurodd bEtElidg the YelddarithabD Q
$UFHHTV VSDUN LV GRLQJ DQG IHHOLQJ UDWKHU WKDQ ZKD
a presentation of DT as it serves a narrative function. Through her direct mental voice which
uses firstpersoSURQRXQ u,T1 DQG SRVVHVVLYH GHWHUPLQHU puP\q
charactemarrator who provides the reader with information that supports the pictures.
$UFHHYVY LQWHUQDO QDUUDWLRQ LV SUHVHQWHG DV KHU '7
This example demonstrates how character thought presentations can be used for narratorial
purposes. DT presentations and internal narration from story characters can be synonymous
when character DT and narrative voices merge.

The merging of narrator and cheter voices and roles in many cases of internal
narration or DT presentation in comics makes them ambiguous and difficult to classify
strictly as either narration or thought presentation. One obvious reason for the difficulty in
distinguishing thought presatation and internal narration may be that they are often very
much alike in form and presentation, more so than narration and speech. Thought
presentation, like narrative text, can appear in caption boxes and be constructed and laid out

like narration, ¢ten placed near the top, bottom or corners of a panel as narration would be.
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Like narration, thought does not display features of speech such as pauses, increases in
volume and conversational strategies, so it becomes nearer to narration in how itesenten
read like lines of written prose. Extended stretches of thought especially would be virtually
the same thing as internal narration by a character, the nafdlikéivtext giving narratorial
LQIRUPDWLRQ RQ VLWXDWLRQV |URBwMiEeHBEdAB& mafFatibH U TV S H
and thought presentation share similarities in presentational appearance (often placed in
caption boxes and border positions in the panel) and form of text {ljlkesentences), it is
easy to see how they can become interghable with one another and be used in similar
informative capacities and roles. The use of caption boxes for presenting both narration and
thought in modern comics emphasizes the visual and textual similarities between the two
types of discourse and irgases their capacity to merge with one another.
The text below from a page olMditchbladecomic (see appendi} provides an
example of thought presentation that functions like internal narration:
7ZR GD\V DJR LI ,1G NQRZQ ZKDWhaveNgptithg peeétrict. , ZRXOG
1RW EHFDXVH RI WKH KXUW RU HYHQ EHFDXVH ,fP VXS
of the end of the world... but because of what | see reflected in the eyes of the beast. It
NQRZV ZKDW ,fP DIUDLG RI ,WDWERZVV Z2UDWHWRR QI KV
came down to face my death. It knows what happened. | hear a noise in the recesses
RI P\ PLQG ,WTV EHHQ FRPLQJ IRU \HDUV D VFUHDP Z
putting off for too long.
(Jenkins and Ching)itchblade #5@Aug. 2001), pg. 32.)
This is another example of how narration can occur through the DTs of characters, evidence
of the potential for merging internal narration with DT in comics. The text above informs the
reader of what is happening in the pictures that it appears witla iasration of Sara
S3H]]LQLYY PHQWDO GHVFHQW LQWR KHU SDVW ZKLFK LV YL
DV DQ DGXOW LQWR KHU DV D \RXQJ JLUO LQ WKH SLFWXUH

DTs, but the information it provides serves mof a narratorial function to give the reader

access to Pezzini's mind and feelings. The presentation of Pezzini's thoughts is being used

294



here as a way of providing narratorial information; narration is occurring through a
FKDUDFWHUTYTV "7V

The presentteW H 3, P VXSSRVHG WR GLH GRZQ KHUH" 3, W N
SUR[LPDO GHLFWLF DGYHUEV 3:KHUH  DQG 3QRZ" DQG YHUE
SURQRXQV u, 1 DQG pPHY DQG SRVVHVVLYH DGMHFWLYH pP\*
presentation of aharacter's DTs. But the audierdieected and informative nature of the text
and its detailed descriptions of character perceptions and mental experiences are more like
internal narration. Thoughts are brief and fast to pass through the mind, so thealehgt
GHWDLO RI WKH WH[W PDNHV LW XQQDWXUDO DQG OHVV SO
VHQWHQFH 37ZR GD\V DJR LI ,1G NQRZQ ZKDW , NQRZ QRZ
SUHFLQFW ~ LV ORQJ DQG HODERUDWH DiQor®lideayv EHOLHYDI
QbUUDWLYH UHSUHVHQWDWLRQ RI WKH FKDUDFWHUYV UHJL
VKRXOGQYW KDYH OHIW WKH SUHFLQFW WZR GD\V DJRY ZRX
SUHVHQWDWLRQ $QG WKH VHQWHYHRBVERERWVHHAPXWHSBRV
die down here. Not because of the end of the world... but because of what | see reflected in
WKH H\HV RI WKH EHDVW ~ DUH HYHQ PRUH TXHVWLRQDEOH
she would be explaining to herself in bBlan extended manner why she is so afraid at that
moment. Again, this is more indicative of a narrative style of giving story information. The
OLQHV 3, KHDU D QRLVH LQ WKH UHFHVVHV RI P\ PLQG ™ DQ
, I YH EHH@RBEXI\RWIMWRR ORQJ" DUH DOVR XQUHDOLVWLF DQG
They tell the reader what Pezzini is experiencing internally rather than reporting her DTs.
([FKDQJLQJ WKH ILUVW SHUVRQ SURQRXQV u,1 DQG pPHY |1
HKHUY DQG XVLQJ SDVW WHQVH LQVWHDG RI SUHVHQW W H(

into third person omniscient narration:
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M6KH KHDUG D QRLVH LQ WKH UHFHVVHV RI KHU PLQG 1

M$ VFUHDP WKDW VKH KBBGOXWG R{E IIRQUVWERHR OHRWD 3

Pezani's mental and emotional experiences take the form of her DTs. Her thoughts are the
channel for providing internal narration.

7TKRXJK WKH WH[W GHOYHV LQWR WKH QDUUDWLQJ FKDI
first person voice, it is not truly a DTgsentation. The text represents what is happening
within Pezzini's mind but not the actual thoughts going through it. Narration is being
GHOLYHUHG KHUH WKURXJK D FKDUDFWHUTV WKRXJKWV XV
story information. The cliacter becomes an internal narrator of the story. The text is thus
essentially internal narration presented as DT. By presenting narrative information through
the DT of a character, the information is made mimetic rather than diegetic, given from the
persgective of the character and is placed within the world of the story (by making the text an
internal rather than external narration). Narrator interference in DT allows more information
and detail to be brought into DT presentations, which would othenotseways be
informative enough to help readers understand what is happening in a story.

Thought presentation lends itself better to narrator intervention than speech
presentation as it is an artificial, narrative concept in itself. We do not have acpesste
thoughts as easily as we do to audible speech. Thought presentation is only possible through a
narrator that proposes to have access to the minds of thinking characters, so the presence of a
narrator in reporting thought makes the it acceptaseaq the reason for why IT is the norm
of thought presentation in prose fiction rather than DT). Speech, on the other hand, is more
commonly presented in direct quoted form without narrator intervention because we can
more easily accept the idea of beattge to hear speech without aid from a narrator. So the
preference for narrator intervention in thought presentation in order to make it more

acceptable creates another possible reason for why narration and thought presentation in
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comics are closely linkeand can be very similar. Narrator interference in thought
presentation does not claim faithfulness to the thought it reports in the way that DT does.
Narrator presence in thought presentation allows it to become a narrative tool or vehicle as
wellasapHVHQWDWLRQ RI D FKDUDFWHUYV WKRXJKWYV
Another example of the interchangeable nature of character thought and internal
narration and how alike they can be to one another may be seen when fictional journal or

diary texts written by characters are presentea thoughiike manner:

Fig. 8.11b (Moore and Gibbond)atchmer{2007), chap. 5, pg. 6.)
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5RUVFKDFK TV, 2988j6uEa Entry in figur8.11b is written sometime after the

events and activities that it describes and the scenes depictegicttine panels. The

journal's author, the masked vigilante known as 'Rorschach’, is what Emmott (1992) terms an

HPHQDFWRUY D YHUVLRQ RI D FKDUDFWHU DW D FHUWDLQ S|

the journal entry, is a future version or etloao®f himself who is providing an internal

narration for the pictures through his journal writing. This internal narration, from a journal

HQWU\ ZULWWHQ LQ WKH QHDU IXWXUH RIIHUV XV VRPH RI

insight into his mind. Its a direct writing (DW) presentation from a text existing in the

fictional world and thus it has a greater claim of faithfulness to its source than DT (writing is

verifiable, thought is not). Whereas all thought presentation, even DT, require a mediating

narrator in order to provide access to minds, writing can be presented without the presence of

a narrator as it is widely accessible (written text can be seen and read by anyone). So there is

no narrator interference in direct presentations of writing. Witie journal text, Rorschach

is the internal characterarrator of his own writing. Though the journal text is not DT, the

juxtaposition of the text with the images allows Rorschach's written words to be linked to the

scenes they are shown withand tHeyQFWLRQ OLNH KLV '7V 7KH SUHVHQW

QRWKLQJ> @ 35XVVLDQV VHHP REYLRXV FKRLFH> @ 33&

WHQVHV 3> @ZHLJKLQJ IDFWRUV ERGLHV PRWLYHV = 37

use of interrogatives3%\ ZKRP""’ DQG ILUVW SHUVRQ QDUUDWLRQ RI

FKDUDFWHULVWLFDOO\ RPLWV ILUVW SHUVRQ SURQRXQV y,

the journal text reminiscent of DT. The only times when we may be reminded that the text is

not S RUVFKDFKYV '7 LV ZKHQ WKH SDVW WHQVH LV XVHG 3/HI

KRPH> @ LQGLFDWLQJ WKDW WKH WH[W LV ZULWWHQ LQ
5RUVFKDFKfV ZULWWHQ MRXUQDO HQWU\ LV DQ H[DPSO

with which it canbe read as his DTs when presented with relevant pictures demonstrates the
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interchangeableness of internal narration and DT. Rorschach's written voice in his journal
writing is believably similar to what his mental voice in DT presentations would be like.
Changing the journal text into presentations of DT would only require replacing the torn
yellow paper frames around the text (which give the text the appearance of writing from a
page) with simple square caption boxes or thought balloons and switchipastitense to
SUHVHQW WHQVH )RU OLQHV OLNH 3/HIW -DFRELYV KRXVH>
-DFRELYV KRXVHY ZRXOG FUHDWH D PHUJLQJ RI FKDUDFWH
narrative information is given through the thoughtslwdracters in narratenfluenced forms
RlI '7 %XW IRU RWKHU OLQHY OLNH 3%\ ZKRP" 5XVVLDQV VH|
DT would not require any alteration to their form; they can already be read as DT.

Thought and narration have been treatguhssely in previous chapters, but
distinguishing between DT and internal narration by a character is not always a
straightforward and clear task. Internal monologues and DT presentations of questionable
authenticity often seem to be instances of nar@tdrcharacter voices merging to provide
narrative information for the story. Narrator interference in DT enables it to be used for
narrative purposes and a character's first person internal narration can be presented like
his/her DTs. DT and internal nati@an can become like each other. They are brought together
in comics where they often become synonymous and interchangeable.

There are two possible ways to explain the combining of narration and thought in
comics. Firstly, thought presentation is a prodifatarration. Only a narrator with access to
the minds of characters can report their thoughts. The inaccessibility of thoughts means that a
narrator is required to report them, unlike speech which can be heard. So narrator interference
is more common ithought than in speech presentation. This frequency of narrator
interference in thought presentation often manifests in comics in the form of narrator

influenced DT which communicates narrative information through DT. DT presentations in
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comics are frequely used as channels for narration because their claim of faithfulness is not
as strong as that of DS. DT, though the form of thought presentation with the least narrator
interference, is easier to accept as a vehicle for narration than DS. And becaghkéitho
unverifiable, the narrator has complete control of its presentation and narrator interference in
DT is readily accepted as a part of it, even if it makes the DT artificial and undermines its
claim of faithfulness. Narrator interference in DS isl&#squent because speech, unlike
thought, is available to others, so there is stronger expectation for DS to be an accurate report
of speech, contrary to the acceptance of narrator interference in thought presentation.
Secondly, thought presentation, likarration, usually exists outside of direct
interaction and involvement with the stemprld. Where DS presentations in speech balloons
are audible to and involved in verbal exchanges with other characters, thought presentations
are beyond the perceptiooand interaction with other characters, so they are brought closer
to narration by their detachment or externalisation from the events and characters of the story.
Thought presentation and narration may fulfil the same narrative functions from similar
external perspectives. They can occupy similar positions of omniscience beyond the events of
a story, able to discuss the events without participating in them. There are cases of DT which
are more actively involved within stories though, such as the ntesutaimissions of
characters with telepathic abilities as they communicate with others througimkinia
these cases, DT is used as another form of communication by telepathic characters in addition
to DS.
So it is easier for narration to be conveyeawtigh thought rather than speech because
of the narrative nature and external, fpatticipating position of thought presentation.
Whereas these characteristics of thought presentation promote the IT norm in prose texts, in

comics they encourage narratoterference in DT since IT is rare in comics.
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The merging of internal narration and thought may be the reason for why caption
boxesare usedo present thought presentations as well as manrat comics Because
internal narration and thought presentatiave become virtually interchangeable in many
modern comics, using the distinguishing visual frames of caption boxes and thought balloons
becomesinnecessaryCaption boxes can equate timought bdoonsandthe use of caption
boxes for both thought anwhrration further compounds their fusion and similarities with one
another. Internal narration and thought presentation have become nearly synonymous in

many modern comics and this is egfled visually in theise of caption boxes for both.

8.12Summary

Non-verbal discourse in ballooy®ur types of DS and DT (internallpcated DS/DT,
externallylocated DS/DT, narratenfluenced DS/DT and visual DS/Dand the similarities
between internal narration and DT in contiese been discussed in this chapter.

Symbolic punctuation marks can be used to represent mental states withierbain
balloons. Question marks are used to indicate confusion or curiosity, exclamation marks can
indicate surprise and shock, and a line of full stops indicates a pause oreanod silence.
These punctuation symbols can be combined to convey more than one mental state, for
instance, question and exclamation marks could be put together to indicate both confusion
and surprise or shock. Aside from representingvenbal mentatates and silence in a
simplified visual way with symbols, neverbal balloons are more immediate and dynamic
than written narrative reports of mental states and speechlessness which tend often to be
narrated in past tense and externally.

Internally-locaied DS (IDS)and DT (IDT) areDS and DT that originatenternally

from within the fictional story world, uttereor thoughtoy the characters within a pictured
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scene. This type of D&1d DToccussin the story at the point in time in which it is preseht
IDSis perceivabléo other characters ithe storyandmay create conversatiornsetween
charactersBut IDT is private and inaccessible to characters other than the tHiDEeis
presented whin speech balloons and IDT within thought balloons or cagimxes

Externallylocated DS (EDSand DT (EDT)areDS and DTwhich arepresenteaut
of their original context and in conjunction with another visual context; they are external to
thepicture that they are presented witlhisis DSand DTthatcan be surced from onéime
and location within the story world and put together with a pidtsoene oénother time and
location.EDSand EDT argresented in caption boxes to emphathieg externality from
the scene thdhey are juxtaposed with. Thegn be used to create various effects such as
voice-overs, words from memory, keeping the speakehinkeranonymous andanic
juxtaposition with images.

In the narrateinfluenced DSand DTof comics, DSand DTcan no longer be
considered strictly féhful and accurate as narrator interference is preseném Indicators
of narrator interference in D&d DTinclude: stepping out of character, awareness of the
audience and the world outside of the story, providing narrative information, artificial
language and implausibility. Using the BEDT of a character as a channel through which to
provide narrative information to the reader allows narration to be conducted indirettly a
a mimetic form As well as providing narrative information in theetit voice of a character,
narrator interference can imbue DS or DT with narrative omniscience, knowledge or
awareness where a character may demonstrate external narrative awareness of the story s/he
is a character in, his/her fictional status and the reade

Speechand thoughtan also be presented in visual ways in conid&can be
represented by pictorial symisalvhen the exact content of DS does not need to be known

and when simply conveying the speech act being performed by an utterance and its basic
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meaning is satisfactoryfabooand foreignanguagecan be indicatetly a set of varios
marks, signs and symbolsor DT, the graphic presentation of mental imagemase
significant DT can become more mimetic by the use of imagespresent visual tught
But visual representations of DT also give rise to points of aeslangles from which
pictures may be presentédst person, third person narrator and third person reflector
perspectives)

Narration and thought are commonly combined in conibs inaccessibility of
thoughts, theequirement of a mediating narrator (who can access characters' minds) in order
to report thoughénd the weaker claim of faithfulness by DT in comparison to DS make
thought presentation more acceptable (than speechnpagien) as a source of narration
When narrative information is presented as a character's direct mental voice through his/her
(narratorinfluenced)DT, it becomes a mimetic form of internal narration and the thinking
character becomes a first persorra@r. Internal narration is hard to distinguish from DT
when first person pronouns ('I', 'me’) and possessive determiners ('my') and present tense are
used in both.

This chaptehasdevelogdLeech and Short's speech and thought presenttalas
modelgenerallyby proposing additional subcategoriesttoe DS and DTcategoriesvith
particular relevance to comics. The next chapter, which concludes this thesis, will bring
together and summarize all its findings and relate them back to the researatnguedsti

chapter 1.
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Part Three

Conclusions
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Chapter 9: Final Conclusions

9.1 Introduction

In chapter 1, | stated that my intention for this thesis was:

[...]Jto test the application of three linguistic models of narration and speech and
thought presentation on comics: Fowler's (1986) internal and external narration,
Simpson's (1993) 'modal grammar of point of view' and Leech and Short's (1981)
speech and thougptesentation scales. By doing this, | would be able to identify
types of narration and speech and thought presentation in comics that these linguistic
models are used to identify in prose fictional texts. This would help to show that the
types of narratiomnd speech and thought presentation which are found in prose
fictional texts can also occur in comics.
My aim was to demonstrate the potential for using Fowler's (1986) and Simpson's (1993)
models of narration and Leech and Short's (1981) speech amghtiprasentation model,
which were created originally for the analysis of prose texts, to analyze a multimodal text.
And by applying these linguistic models of narration and speech and thought presentation to
multimodal comic texts, | would be able to ohsewhat types and categories of narration
and speech and thought presentation occur in comics.
| tested the application of Fowler's (1986) internal and external narration, Simpson's
(21993) 'modal grammar of point of view' and Leech and Short's (19819hsprd thought
presentation scales on comics by identifying instances of the types and categories of these
models in my comic data. | searched for visual as well as textual examples (in both pictures
and written text) in comics of Fowler's (1986) interaadl external narration types,
Simpson's (1993) narration categories A, B(N) and B(R) and Leech and Short's (1981) speech
and thought presentation categories (NPV/NPT, NPSA/NPTA, IS/IT, FIS/FIT, DS/DT and

FDS/FDT). What | found was:
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i) Fowler's (1986) distirnton between internalral external narration exists in
comics,visually in images as well as textually in the written text. Internal and
external points of view can be identified in pictures from their visual angles.

i) Simpson's (1993) narration categoriesBAN) and B(R) also exist in comics)
bothvisual and textual forms.

iii) Not all of the categories of Leech and Short's (1981) speech and thought
presentatiorscales could be found or were common in comics. | found no
evidence of IS and IT; visual anektual forms of NPV, NPT, NPSA and NPTA
existed, but were few; the classification of FIS and FIT was debatable in some
cases; and DS and DT were by far the most frequently occurring categories of
speech and thought presentation, with their free direst§¢FDS and FDT) been
less common.

iv) New forms of DS and DT exclusive to comigsre identified. They consistexd:
internally-located DS/DT (IDS/IDT), externalipcated DS/DT (EDS/EDT),

narratorinfluenced forms of DS/DT and visual forms of DS/DT.

This thesis has been a study of narration and speech and thought presentation in
comics, how they occur and what types are used. In chapter 1, | have talked about what
comics are and the views surrounding them and given a comprehensive literature survey on
them.Chapters 23 and4 have focused on narration. Chapter 2 has given a background
overview of the literature on narration. Chapter 3 has discassstial frameworkor
analysing images in comiésom Kress and van Leeuwen's (1996) visual gram@lapter 4
has applied Fowler's (1986) internal and external narration types and the narration categories

from Simpson's (1993) modal grammar of point of view to comics. Chadp&have
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focused on speech and thought presentation, its background literature difigindethe
types of speech and thought presentation found in comics. Chdmeiprovided an
overview of literature on speech and thought presentation. Cléapasrgiven a detailed
outline of Leech and Short's (1981) speech and thought presentaties acd the
subsequent updates to them. Chapteas identified the categories of Leech and Short's
scalegn comics.Chapter8 proposs new types of DS and DT that are relevant for comics.

| askedhe followingfive researclguestions in chapter 1:

1. Wha kinds of narration can be identified in comics, visually as well as textually?

2. &DQ /HHFK DQG 6KRUW({V VSHHFK DQG WKRXJKW S|
to comics?

3. 'RHV QDUUDWRU pLQWHUIHUHQFHY RFFXU L@M®XKH SUHV

4. Are there discourse presentation categories specific to comics?

5. What effects can be generated from the types of speech and thought presentation

found in comics?

Throughout the course of this thesis, | have answered each of these research guegtions.

now summarise my findings for each.

9.2 Research question 1What kinds of narration can be identified in comics, visually as

well as textually?

Addressing the first research question, we need to bear in mind that comics are a multimodal
text which communicate stories through a combination of words and pictures, so comic

narration operates iboth textual and visual wayBo identify types of narration in comics, |
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have applied two models of narration to them: Fowler's (1986) distinction betwesral

and external narration and the narrative categories from Simpson's (1993) modal grammar of
point of view. These narration types and categories can occur visually as well as textually in
comics. Fowler defines external narration as narration wluptes from a perspective

outside of any character in a story and internal narration as narration which comes from the
perspective of a participating character within a story. External narration often comes from an
omniscient third person narrator who is agtarticipating character in the story he narrates.
Internal narration can be in first or third person and is located from the limited perspective of
a charactenarrator who is a participant in the story s/he is narrating. Textually, internal and
extern&narration can be identified through point of view markers such as personal pronouns
(I, he, she, they), verbs of cognition and perception (thought, saw, heard,), evaluative adverbs
and adjectives (quickly, unhappily, huge, disastrous), deixis (here/thieféhat, now/then),

etc. Visually, they are identified by point of view angles in images. An external point of view
in a picture is an invisible camera or observer perspective which cannot be from any
character in the story, much like the common caraagdes in films which allow us to watch
characters and events as outside observers. External points of view are unlimited in where
they can be located in a story and what they can show of it. They can offer us anything from
bird's eye to closep views ofcharacters, locations and events. An internal point of view in a
picture reflects the viewpoint of a character within the story, essentially allowing us to see
through a character's eyes and possessing the restrictions of the character's viewpoint. Unlike
an external point of view, an internal point or view is tied to the position of a character and
thus is limited in where it can be located in a story and what it can show of it. An internal
point of view faces forward in the same direction as a chatitex'of sight and is often

physically located from somewhere behind the character. We thus do not see the face and
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front of the character whose viewpoint is being reflected in an internal point of view, unless
s/he is looking at his/her reflection in arrar.

The narration categories from Simpson's (1993) modal grammar of view consist of:
category A and categories B(R) and B(N). Category A narratives are first person narratives
that come from a character's perspective, category B(N) narratives afgetisiod narratives
that come from an outside narrator's perspective, and category B(R) narratives are third
person narratives that reflect the perspective of a character. These perspectives can be
visually translated in comic panel images from the andlesctures. A category A
perspective provides us with the first person point of view of a character. An example of this
is an image viewed through the eyes of a character, allowing us to see only what the character
sees. A category B(N) perspective givesan omniscient external narrator's third person
point of view of a scene. It can be located from anywhere in a picture, offering us an invisible
observer's unrestricted view of characters, places, events, etc. It can give us bird's eye and
closeup viewsand allow us to see the face and front of characters clearly. A category B(R)
perspective conveys the point of view of a reflector character, but through a third person
narrator's position. This can be conveyed in images bytbeeshoulder shots where we
view a scene from a position behind a character. This spatially positions us near to the
character and faces us in the same viewing direction as him/her. So we may see what the
character sees, not through the first person point of view of his/her ey&gna third
person position close to him/her.

The use of both textual and visual narration in comics allows more than one type of
narration to occur within a comic panel. Textual and visual narration types work together to
tell a story in comics. A comnation often seen is an external narrative point of view
(Simpson's category B(N)) in pictures accompanied by internal narrative (Simpson's category

A or B(R)) text. This provides us with a clear invisible camera view of a scene whilst the text
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may offeradditional internal narrative details which may not be conveyed in the picture. A
visual external view of a character's actions can be combined with a textual internal insight
into the character's mind, offering both external and internal narrative pbwigswv in

cooperation. The interaction between textual and visual narration in comics can vary though.
They can match, differ from, support, influence or operate individually from one another. The
degree to which words and pictures are dependent omeoiigea in comics varies, but they
always cooperate to narrate a story.

The kinds of narration that can be identified in comics then, visually as well as
textually, include Fowler's (1986) distinction between internal and external narration types
and Simpen's (1993) narrative categories A, B(N) and B(R). The internal perspective of a
character within a story or the external perspective of a narrator that exists outside of a story's
world can be conveyed through images as well as in narrative text. Eirgtimhperson
points of view can be conveyed in both images and text, from the visual angle that images are
presented from (if the image seems to come from an internal character's first person visual
point of view or from an external observing narratthried person visual point of view) and
from the point of view markers present in narrative text (e.qg. first and third person pronouns:
I, we, s’/heandthey, and possessive adjectivesy, our, his/herandtheir). Simpson's (1993)
narrative categories A, B and B(R) can be identified in images and text from the use of a
character's internal first person point of view (category A), a narrator's external third person
point of view (category B(N)), or a reflector's internal third person point of view (cgtegor
B(R)). Combinations of visual and textual narration types occur in comics due to the use of
both pictures and text in storytelling, so there can be more than one type of narration
occurring together in a comic panel (e.g. an internal narration typetjrsteh as first person

category A narration, combined with an external third person category B(N) visual point of
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view in an accompanying image). Visual and textual narration types work cooperatively in

comics to tell a story, even if they are not of shene type.

9.3 Research question2&DQ /HHFK DQG 6KRUW(V VSHHFK DQG W

categories be applied to comics?

The second research question attempts to expand on the use of Leech and Short's (1981)
speech and thought presentation sgatieveloped originally for prose texts, by applying

them to the multimodal medium of comics. The categories from a 2012 version of the scales
were identified in comics: narrator's presentation of voice (NPV) and thought (NPT),
narrator's presentation gpeech act (NPSA) and thought act (NPTA), indirect speech (IS)
and thought (IT), free indirect speech (FIS) and thought (FIT), direct speech (DS) and
thought (DT), and free direct speech (FDS) and thought (FDT). NPV and NPT are minimal
reports of speech drthought that state only that speech or thought has occurred, but give no
indication of the content of the speech or thought. They do not convey speech act value or
propositional content. As well as textual NPV and NPT (they were talking, he was thjnking)
there can be visual depictions of characters talking or thinking without any presentation of
what they are saying or thinking too. NPSA and NPTA give a little more information about
the speech or thought they report than NPV and NPT. They state thb spé&saught act
performed (she told him off) and can indicate the topic of speech or thought (he wondered
what it would be like). In comics, images of characters engaged in speaking or thinking,
without any presentation of what exactly is said or thought; be supported by earlier and
contextual information and visual information offered by facial expressions and body
language. From this supporting information, the type of speech or thought being performed

by characters in pictures and potentially th@dmf their speech or thought may be known or
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visually evident. IS and IT are reports of speech and thought paraphrased in the words of the
narrator, using the narrator's tense and grammar (he told her to leave, she thought it would be
alright). The propsitional content of DS and DT is recoverable from IS and IT (DS:

"Leave!" he told her, IS: he told her to leave). IS and IT are hard to find in comics due to the
reduced presence of the narrator and the preference for mimetic and direct forms of speech
andthought presentation. FIS and FIT are reports of speech and thought which combine the
voices of the narrator and character. Often, they possess the grammatical characteristics of
IS/IT, but some of the lexical flavour and deictic properties of DS/DT (dgeged that it had

been a rather rubbish idea, something toldihiewas not one of her brightestess). In

comics, because indirect forms of speech and thought presentation are minimal and
dispreferred, combinations of narrator and character voices in speech and thought
presentation occur in DS and DT presentations instead. Narrator influence candyedisp

DS and DT by the presence of narrative information or traits (information and characteristics
or features that do not seem to originate from a character but from the narrator) within their
contents (DT: How did | get out here in the middle of@dging desert? Well, my plane

crashed a couple of hours ag@his informs us about the current situation a character is in
(being out in the middle of a desert) and provides background information about how s/he got
into this situation (his/her planeashed). It also seems directed at a recipient more than
oneself, indicating narrative awareness of the audience (the character asks a question which
s/he already knows the answer to but which others might not and explains the answer as if for
the benefit bothers).). Unlike the FIS and FIT of prose texts, these nafirdtaenced forms

of DS and DT report speech and thought in direct form through the character's voice (rather
than indirectly through the narrator's voice) and the narrator's words aredadbethin the
character's DS or DT (rather than the character's words being embedded within the narrator's

IS or IT report). DS and DT claim to faithfully report speech and thought in their original
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forms, using quotation marks and reporting clauses ("gbég said, "no," he thought). They

are by far the most frequent form of speech and thought presentation in comics because they
are the most mimetic of Leech and Short's speech and thought presentation categories, which
is preferred in a highly visual mesin such as comics where stories are told or rather shown
mimetically through pictures. DS is normally presented within speech balloons and DT

within thought balloons or caption boxes in comics. The circular body of balloons are
equivalent to quotation mies and their tails are equivalent to reporting clauses. FDS and

FDT are variations of DS and DT which are presented more freely without quotation marks
and reporting clauses (This is a joke, he thought. This has got to be aldkeithout

quotation maks but with a reporting clause, then FDT without quotation marks or a reporting
clause). DS and DT can be presented freely in comics by removing their speech or thought
balloons or caption boxes and thus exposing the unframed words of speech or thaught in
picture. The presentation of words without balloons or boxes in comics occurs commonly in
the presentation of onomatopoeic sounds (‘bang!, 'thud', 'screeeech’). When DS and DT are
presented freely without frames, it often is to create some kind ofdgycasifect in the

speech or thought, such as loudness or emphasis.

The minimalist, diegetic, narrataontrolled categories of Leech and Short's speech
and thought presentation scales (NPV, NPT, NPSA, NPTA, IS and IT) are less common in
comics than diredbrms of speech and thought presentation. This is due to the minimization
of textual narration and the narrator and the heavy use of visual, mimetic and direct forms of
presentation in comics. DS and DT are the predominant forms of speech and thought
preentation in comics. Because of this, the uses and types of DS and DT in comics have
increased, including narratarfluenced forms of DS and DT. Leech and Short's speech and
thought presentation scales do not account for all speech and thought presghésiamena

in comics though. They do not account for visual presentations of speech and thought where
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the contents of speech and thought balloons may consist of images or pictorial symbols and
nonverbal balloons which do not present speech or thoughtdeupunctuation marks and
symbols to represent feelings and states of mind. Visual forms of speech and thought
presentation are exclusive to multimodal texts such as comics and thus are not covered by
Leech and Short's scales which were developed fronfioamquose texts. The scales require

extension in order to include visual types of speech and thought presentation.

9.4 Research question3'RHVY WKH QDUUDWRU pLQWHUIHUHYT LQ WKH ¢

dialogue in comics?

Thethird research question wésuched on initially in the answers to the second research
guestion by the comic equivalent of FIS and FIT: narratfbuenced DS and DT. Narrative
interference in speech and thought presentation does not necessarily createprasamoed

forms (NPV,NPT, NPSA, NPTA) or indirect forms (IS, IT, FIS, FIT) of speech and thought
presentation in comics as it often occurs through DS and DT presentations. Instead of the
narrator being the indirect reporter of the speech or thought of characters, the-directly
presented speech or thought of characters is used to convey the narrator's message as if it is
part of the character's actual speech or thought. So the words of the narrator are being
communicated through the direct voice of a speaking or thinking charactarrator

influenced forms of DS and DT. Because of the dual voices of the narrator and the character
in narratofinfluenced DS and DT, it may be debated whether they can be considered forms
of FIS and FIT. But their presentation within speech andghbballoons and use of the first
person voice and grammar of a charasgggaker or thinker are markers of DS and DT,

despite the presence of narrative content or characteristics within the words of the speech or

thought. Indicators of narrator interfece in DS and DT include: stepping out of character,
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awareness of the audience and the world outside of the story, providing narrative information,
artificial language and implausibility. Narratmfluenced DS and DT reduce the need for

textual narrationn comics as they bring character dialogue and narration together in one
form. They can deliver narrative information on characters and events in the story in a covert
manner as part of the direct dialogue of a character, or the narrative interfereisceribD

may be overt and obvious to the point of imbuing a character with narrator qualities such as

omniscient narrative knowledge and awareness of the reading audience.

9.5 Research questiort: Are there discourse presentation categories specific to caca?

Regarding thedurthresearch question, | could not find evidence from my comic data for all

of the categories of Leech and Short's speech and thought presentation scales (IS and IT in
particular), hence not all the categories of the scales ard $oiiteomics. The scales also do

not account for all types of speech and thought presentation found in these multimodal texts
(visual presentations for instance). The scales, which were designed for prose texts, require
change in order to be applicablectumics. For comics, an extension of the types of DS and

DT is needed, being that DS and DT are the most frequent forms of speech and thought
presentation in comics. | have identified four types of DS and four corresponding types of DT
that occur in comicdnternally-located direct speech (IDS), internalbcated direct thought

(IDT), externallylocated direct speech (EDS), externdtigated direct thought (EDT),
narratorinfluenced DS, narratanfluenced DT, visual DS and visual DT. IDS and IDT are

DS and DT that are located within the time and place in which they occur. They are the most
common types of DS and DT found in comics, presented within speech and thought balloons
or (alternatively for IDT) caption boxes attached to the visual scene of aggpetnel which

they are happening in. EDS and EDT are DS and DT that are located outside of the time and
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place from which they originate, usually in conjunction with another scene of a different time
and/or place setting. They are presented within captises only since balloons root speech
and thought directly within pictured scenes by attaching them to characters. Narrator
influenced DS and DT have already been mentioned above. They are DS and DT that possess
narrative interference, often containing naéive information relating to the story. They are
mimetic ways of presenting narration (as part of the DS or DT of characters) and reduce the
need for diegetic narrative text. This has the benefit of freeing more space in a picture panel
by the minimizingadditional narrative text. Narrative intrusion into DS and DT can make the
speech or thought seem artificial and unnatural though if it is too obvious and incongruent
with the direct voice of the character. Visual forms of DS and DT are DS and DT that use
images or symbols to convey their content. They may not always be confined within speech
and thought balloons, for example in cases of mental flashback images which may take up
full panels on their own. This is particularly useful for thought presentaigdhoughts are

known to occur visually as mental images as well as in words. First person and third person
perspectives can also factor into visual DS and DT. As when identifying the narrative
categories from Simpson's (1993) modal grammar of pointesf (tategories A, B(N) and

B(R)) in images, the visual angles from which DS or DT images are presented can convey

first person, third person narrator or third person charaetierctor points of view.

9.6 Research questiorb: What effects can be generatéfrom the types of speech and

thought presentation found in comics?

Addressing thdifth research question, the NPV, NPT, NPSA and NPTA categories from
Leech and Short's speech and thought presentation scales can produce effects of distancing in

comics & they can in prose texts. Even in their visual forms where characters are shown
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talking or thinking in pictures but what they say or think is not revealed in any detail, we are
distanced from the speech or thought being presented, given no accesytoplositional
content and thus kept outside of the speech or thought event at an uninvolved observer's
distance. Aside from this, a variety of effects can be generated by the different types of DS
and DT in comics. IDS and IDT present speech and thosghieg are happening in current
time. Their font size and style, use of italics and bold, and the shape and colours of their
speech and thought balloons can be indicators of voice volume, tone and manner and
prosodic effects such as emphasis and loud&#3S.and EDT are useful for creating
meaningful effects such as timelessness, echoing, memory, foreshadowing and relevance,
similarity or parallels between scenes. They also create a textual connection between two
otherwise separate picture panels contgimisual scenes from different times and/or

locations as the DS or DT from one scene is presented in accompaniment with another.
Narratorinfluenced DS and DT allow narration to be conducted through the DS and DT of
characters. As well as being a spaesing (reducing the need for narrative text and freeing

up space in pictures panels as a result) and mimetic (presenting narration as DS or DT) way
of delivering narrative information, narrative interference in DS and DT allows a character to
be a first persn narrator and a speaker or thinker simultaneously. It combines the narrative
and dialogue voices of a character in the form of his/her DS or DT voice. And if the narrative
interference is overt, it can imbue characters with narrative knowledge and esgréisual

forms of DS can be useful for representing instances of speech where the exact verbal content
of the speech does not need to be known, such as when presenting foreign languages which
the intended audience is not expected to understand if pgddaithfully in words.

Combinations of symbols are often used to represent taboo language where the printing of

vulgar words may be unsuitable or unacceptable to readers too. Visual forms of DT are useful
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for presenting mental imagery and can be viewgenhare truthful and accurate presentations

of visual thought than worded DT would be.

9.7 Contributions of this thesis

This thesis has made two major original contributions to knowledge: visual forms of
narration have been identified in comics and Lesuth Short's (1981) speech and thought
presentation categories have been developed and extended for a multimodal text. | have
explained how Simpson's (1993) narrative categories from his modal grammar of point of
view, categories A, B(N) and B(R) which Neareferred to as character, narrator and
reflector perspectives, can be identified in comic pictures from their visual point of view
angles. Visual forms for some of Leech and Short's speech and thought presentation
categories, NPV, NPT, NPSA and NPTAyhaeen demonstrated. More types of DS and

DT found in comics have been proposed: interrlaibated, externalijocated, narrater
influenced and visual forms of DS and DT. By adapting Leech and Short's (1981) speech and
thought presentation scales in the@gys, the scales have been extended from their original
form in order to move them beyond their initial focus on prose texts, and to make them
applicable and relevant to multimodal comic texts. The use of linguistic models of narration
and speech and thght presentation has been expanded from the analysis of prose texts by
their application to a multimodal tekgpe, thereby expanding the explanatory power and

reach of stylistics.
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9.8 Future research

Though there have been some studies into coffeicg)stanceForceville's 1996,2005,

(with Urios-Aparisi) 2009 work on pictorial metaphan multimodal textscomicslargely
remainan understudied areBut with increasing interest in multimodal studies, they are
multimodal texts worth further investigation in future. Suggestions for further research |
would propose are: a quantitative survey on the frequency of naméit@nced DT to

determine whether it isthought presentation norm in comics; an analysis of the impact of
point of view in visual DT presentations; a comparison of narration and speech and thought
in comics and films; exploration of different comic genres, such as action, adventure,
humour, mytery and horror; a study of comics with a higher narrative text content, such as
book adaptations and literary graphic novels; and an exploration of narration and speech and
thought presentation in néiestern comics such as Japanese manga. My observattions
comics have suggested that narrator interference occurs more often in DT than in DS. A
statistical survey of the frequency of narratdtuenced DT could confirm this observation

and determine whether this type of DT is the norm for thought presemtatcomics. The

use of images in visual forms of DT allows for different points of view to be used in
presenting mental imagery, such as character, narrator and reflector perspectives from
Simpson's (1993) narrative categories (categories A, B(N) ang.B{Ranalysis of visual

DT could identify visual points of view and explain their effects on mental images if any. A
comparison of comics and films in their narration and presentation of speech and thought
would reveal similarities and differences betwdiee two multimodal mediums. Studies of
different comic genres may reveal different and specific patterns of narration and speech and
thought presentation amongst them. There may be more naroatioolled forms of speech

and thought presentation (NPVPN, NPSA, NPTA) and less DT presentation in mystery
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comics to limit reader access into private conversations and minds for example. Comics that
use more textual narration along with their pictures are perhaps less mimetic than comics
which rely more heawlon visual content and DS and DT presentations. IS and IT, which are
rare in most mimetic and visual types of comics, may be found in these more literary and
textheavy comics. An exploration of comics from other countries might uncover differences
in narration and in ways of presenting speech and thought. In Japanese manga comics for
example, there may be more visual styles of speech and thought balloons and more

occurrences of FDS and FDT than in American comics.
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Appendices



Appendix 1

(Jenkins & Ching (Aug. 2001)Vitchblade #50pg. 32.)
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Appendix 2

(De Matteis et al. (Dec. 1996)he Spectacular Spidéfdan #241 pg. 9.)
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Appendix 3

(Mackie et al. (Aug. 1999Reter Parker: SpideMan #8 pg. 1.)
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Appendix 4 - Page 1

(Weisman et al. (2009%;argoyles: Bad Guyshap. 2, pgs. 6&7.)
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Appendix 4 - Page 2

(Weisman et al. (2009%;argoyles: Bad Guyshap. 2, pgs. 8&9.)
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Appendix 5

(Weisman et al. (2009%;argoyles: Bad Guyshap. 3, pgs. 6&7.)
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Appendix 6

(Weisman et al. (2009%;argoyles: ClarBuilding Volume Twpochap. 11, pgs. 10&11.)
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