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Abstract

The thesis deals with an exploration of the mofgotive method for distinction of
textual functions in comics and its applicationoinpractice. On the basis of a
comparative analysis of four different classifioas in the first analytical part of the
thesis, it was revealed that the most effectivengedfor distinction of text in comics is
the classification by Scott McCloud, which diffetiates the functions of text in comics
on the basis of theatio, in which combination of textual and pictériaformation
within one panel distributes the message to theerea

The practical functioning of McCloud’s classificatiis further examined in the
second analytical part of the thesis, in whichsitused for the analysis of textual
functioning in comics from three different cultuevironments; the Japanese region,
the Anglo-American region and the Franco-Belgiagiae. The data gathered for this
analysis demonstrated the hypothesis that the fusexiwal functions in comics varies
on the basis of the cultural region, in which tleencc book originated. On the basis of
the data gathered by this analysis, McCloud’s iflea8on has been evaluated as an
effective tool for classification of texh comics, as well as being commented on by

further observations.
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Anotacia

Této praca sa zaober@adanim najefektivnejSej metddy na rozliSovanieoexth
funkcii v komikse a jej naslednou aplikaciou doxgrakomparativnou analyzou Styroch
r6znych Klasifikacii v prvej analytickejasti prace bolo zistené, Ze najefektivnejSou
metodou pre tentocél je klasifikacia poth Scotta McClouda, ktora rozliSuje funkcie
textu v komiksena zaklade pomeru, v ktorom sa textové a obraadeemécie v rdmci
jedného panelu spolupodigl na sprostredkovani spratiyate’ovi.

Praktické vyuzitie McCloudovej klasifikacie texg nasledne skimané v druhej
analytickej ¢asti prace, kde je pouzita na analyzu fungovaniuter komiksoch
poch&adzajucich z troch réznych kulturnych regionkenkrétne z Anglo-americkej,
franko-belgickej a japonskej oblasti. Na zakladed&kamanych touto analyzou bola
potvrdena hypotéza, Ze pouzivanie textovych funkéidomikse sa rézni v zavislosti na
kultarnej oblasti, z ktorej komiks pochadza. Na ladk dat vyskimanych touto
analyzou bola McCloudova klasifikdcia vyhodnotenko aefektivny nastroj pre
klasifikaciu textu v komikse a zaravdola doplnena o pozorovania hadobudnut&apo

analyzy.

Kla ¢ove slova
Komiksové Médium, Klasifikacia Textovych Funkcii, okiksovy Narativ,

Kulttrna Specificko§ Textové Funkcie v Komikse, Metddy Klasifikaciextie
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1. INTRODUCTION

Despite the fact that, comic books have appearedrirculture in their present form
for almost two centuries, research on them has belyun to receive the genuine
attention of academics over the past coupldemiades. In his ess@pmics as Culture
Thomas M. Inge explains this latent academic isterm comics through the
considerable suspicion with which comic books aexdently regarded in sociéty.
Apart from the fact that, comic books still recemaly marginal academic attention in
comparison with studies of other media, Berningexl.ealso emphasize that most of the
theoretical research in comic book studies is aipradarily at pictorial aspects of this
medium? In the light of this reality, it is not particulgrkurprising thafunctioning of
textual information in comics has not been mappatdand examined in greater detail
up until the present. However, there could be fouadous methods of classifications
of text functioning in comics; their effectivity mains questionable, as they has never
been mutually compared and evaluated.

Therefore, the main goal of this thesis is to examiarious available methods for
classification of texXtin comics as well as to compare and evaluate trebility in
practice. Apart from this primary goal, the thesisuld also like to apply the most
effective of the analyzed classifications to comiacsm the three different cultural
environmentsand thus demonstrate the hypothesis, tirdiual functioning in comics
varies on the basis of the geographical regiomhith the comic books originate.

This analysis of textual functioning in comics shibproceed in greater detail in the
following four chaptersThe first chapter will provide a concise overviefatlte various
criteria for definition of comics, on the basiswhich the position of text in comics

should be explored. In the beginning of the secadmapter, terminology in connection

1 Inge, Thomas MComics as Culturelackson: University Press of Mississippi, 1990, 9.
2 Berninger, Mark, Jochen Ecke and Gideon HaberkBamics as a Nexus of Culturé$orth Carolina:
McFarland & Co, 2010, 11.
3 In the thesis, “text” is understood on the basishef definition by Merriam-Webster Dictionary a®th
original words and form of a written or printed \wo(Merriam-Webster 2013).
4 On the basis of the region of origin, comics freanious cultural environments are often dividet;n

Anglo-American, Franco-Belgian and Japanese Mang&as.



with textual spaces in comics will be briefly preta and explained in order to provide
the reader with better orientation in the phenomaesented further in the thesis. The
second chapter will proceed with the analysis af four different alternatives to
classification of textual information in comics, wh will be compared and evaluated
on the basis of their effectivity. The categoriaatiwhich will be evaluated as the most
effective, will be further used in chapter three & examination of the variability of
textual use in comics from different cultural emviments. Apart from the examination
and comparison of text functioning in comics frorarigus cultural environments,
chapter three will also examine and evaluate thetwal usability of the categorization
selected for the analysis. The outcome of the erdgmalysis will be concluded and

evaluated in the subsequent chapter.

1.1. Delimitation of the medium

Before the analysis of functions of written langeiaig comics in greater detail it is
important to set the criteria for definition of cm®as well as to delimit the role that
written text plays in comic book medium. The foliog section reveals and compares
the most developed perspectives on the basis afhwarious criteria for delimitation

of comics could be established.

1.2. Pictures in deliberate sequences

In 1993, Scott McCloud published his pioneeringrkvbnderstanding Comics:
The Invisible Artone of the first thorough analysis of the comiolbonedium. Apart
from the analysis of the attributes specific fog thedium, McCloud also tried to come
up with an adequate definition of comics. In therfalation of his definition, McCloud
has followed the tradition of his predecessor, Eikner, whose workComics as a
Sequential Aftdealt with comics a decade earlier, but withotgrapts to formulate any

sort of specifying definition. On the basis of thiserk, McCloud has chosen the primary

5 Eisner, Will. Comics and Sequential Altamarac: Poorhouse Press, 1985. (further mentiagétisner

Sequential)



criterion for “comicsness” to be the factor of senqtiality which he has defined as,
juxtaposed pictorial and other images in delibers¢guence, intended to convey
information and/or to produce an aesthetic respamdbe viewer One of the main
reasons for McCloud’s choice of this factor waddistinguish comic books from the
cartoons that in comparison with comics depict sdedthin the space of the single
frame. In addition to his definition, McCloud arguthat cartoons cannot be perceived
as comics, because of the simple reason that sheoesuch thing as a sequence of one!
Such single panels might be classified as “contitanly in the sense that they derive
part of their visual vocabulary from comics. (McGtbUnderstanding, 21)

Apart from the primary criterion of sequentiality pictorial images, McCloud’s
definition also mentions the term “other imagesHieth seems to be very broad at first
sight. Even thouglnderstanding Comicas a pioneering work on comic book theory
suffers from several imprecise observations, tloadimess of the term “other images”
within the above-mentioned definition does not ramkong them. McCloud advocates
his choice of this flexible term with the argumenat comics may contain also other
images than pictures (such as words or other symbygdtems), but the incorporation of
the explicit term “words” would make his definiticfioo restrictive.” An extremly
similar definition to the one coined by McCloud @be found also in Czech academic
environment, presented Encyklopédia literarnich zarifas the following, Komiks [...]
Intersemioticky narativni zanr,¢ici udalost ¢i pribéh prostednictvim serie kreseb
zpravidla doplanych textent. Even at present, the incorporation of words witthia
primary criteria of comicsness is still an unregsol\question among the comic book
theorists. In contrast to McCloud’s delimitation tfe medium based on the sole
criterion of sequentiality, there could be foundocatheories that emphasize the co-

presence of words and pictures as similarly immporfiactor.

6 McCloud, ScottUnderstanding Comics: The Invisible Altew York: Paradox, 1993, 34. (further
mentioned as McCloud Understanding)

7 Mocna, Dagmar, and Josef Petefkacyklopedie literarnich zair Praha — Litomysl: Paseka, 2004.
(further mentioned as Mocna and Peterka Encykieped

8 Comics - Intersemiotic narrative genre, which pnéséhe story or events through the series of pstu
which is usually accompanied with the text. (Mocaad Peterka Encyklopedie, 316) (own

translation)
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1.3. Pictures with Words?

One of these perspectives is presented in Mariac8ar's workThe Language of
Comics where this standpoint is supported by the foltayvargumentation, Although
the use of both words and pictures together, alk, samot a unique characteristic of
comics, the way in which linguistic and pictoridements interact with each other
certainly is. The arrangement into sequences ofelpais the other fundamental
characteristic of comics. This is what makes comiféferent from cartoons, which are
composed of one panel orilfRPerspective set by these criteria restricts dedimiof
comics even more than McCloud’s as it does notugbeclonly cartoons, but wordless
comics as well.

However, the above-mentioned delimitators drawexige border between comics
and cartoons; this must not always be the caseh®nther hand, there could be found
also perspectives that emphasize only the incotiporaf verbal content as a sole
criterion important for delimitation of the mediurRor example, Robert C. Harvey in
his essay “How Comics Came to Be: Through the dwaodf Word and Image from
Magazine Gag Cartoons to Newspaper Strips, Tool€fiical Appreciation plus Rare
Seldom Witnessed Historical Facts” attempts to sppblcCloud’s definition in the

following manner:

To McCloud, “sequence” is at the heart of the fiomihg of the comics; to me, “blending” verbal
and visual content is. [..l]realize that the gag cartoon falls outside Mc@lsewefinition because it
is not a sequence of pictures. In fact, gag carfairoutside most definitions of comics. But not
mine. In my view, comics consist of pictorial ndivas or expositions in which words (often lettered
into the picture area within speech balloons) ugwantribute to the meaning of the pictures (iee.,
“strip” of pictures); ..1°

9 Saraceni, MarioThe Language of Comicsondon: Routledge, 2003. (further mentioned aa&ai
Language)
10 Harvey, Robert C. “How Comics Came to Be: Throufk fluncture of Word and Image from
Magazine Gag Cartoons to Newspaper Strips, ToolCfdical Appreciation plus Rare Seldom
Witnessed Historical Facts.” 1A Comic Studies Readeed. Jeet Heer and Kent Worcester.

Jackson: University of Mississippi Press, 2009, 26.
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Unfortunately, Harvey himself is aware of the peobhtic character of his
definition, which he openly admits at the end o &frigumentation: My definition is not
a leak-proof formulation. It conveniently excludeeme non-comics artifacts that
McCloud'’s includes (a rebus, for instance); bytrdabably permits the inclusion of other
non-comics. (Harvey How comics, 27)

Harvey's attribute of verbal-visual blending witliothe primary criterion of
sequentiality is simplynsufficient for delimitation of the comic book nmiach, because
it is common for numerous other media. Apart frdma tartoons it incorporates also
other cultural products that are not comics inskase as the majority of comic book
theoretists understands it (such as billboards,aziag commercials, posters, signed
photographs, road signs, etc.). From the perspeaif Harvey's criterion, one’s
understanding of comics would be broadened anddaluo such an extent that it would

not be possible to recognize signed photograplosiep from a comic book anymore.

1.4. E = mc or Relativity in the Theory of Comics

In comparison with the three above-mentioned ambres which sought a
definition of comics in outlining functional inteah criteria specific for the medium
there could be found also theoretists, which peecetomic book as a complex
phenomenon that could not be precisely delimitede ©f these approaches can be
found in Thiery Groensteen’'s essayhte Impossible Definitioh In this essay,
Groensteerpresents and deconstructs the most common criteridae basis of which
comic book theoretists usually advocate the unahsracter of the medium. According
to his argumentation there is no point in delinntatof the medium by seeking some
sort of “essence of comicsijecause such an attempt always faces the problarmhw
he describes as the following, The difficulty obgucing a valid definition of comics, a
definition that permits discrimination in that whics not but which excludes none of its

historical manifestations, including its marginalexperimental visionaries .

11 Groensteen, Thierry. “The Impossible Definitioriri A Comic Studies Readexd. Jeet Heer and Kent
Worcester. Jackson: University of Mississippi Pr&&09, 125. (further mentioned as Groensteen

Impossible)
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Using a demonstrative deconstruction of the mostroon criteria on the basis of
which comicsness is usually defined today (image/tdend, sequentiality ...e.g.),
Groensteen shows that attempts for specificity lisead up with a definition that is
too restrictive. In addition to this argument, Grseeen also argues that seeking of the
delimitation by broadening up of the criteria faeesmilar obstacle.

As an illustration, he offers the problem pinpothtey Roger Odin in connection
with seeking of a specific delimitation for a fillBased on Odin’s example, when one
tries to coin a definition of a film by taking intaccount all of its historical
manifestations (such as animated films or silenémia) one ends up with a sort of the
definition that tells us nothing about its obje@roensteen Impossible, 126) On the
basis of this analogy, Groensteen comes up witHdlh@wing conclusion: So great is
the diversity of what has been claimed as comicshat is claimed today under diverse
latitudes, that it has become almost impossiblestain any definitive criteria that are
universally held to be true. (Groensteen Impossiti?8&)

Such an intense relativization will at first sigi@em to erase any hope for finding a
successful solution for the delimitation of comiess. Interestingly enough, Groensteen
himself further in his essay mentions and advocatesterion through which the comic
book medium can be relatively successfully captulteid so-called “Iconic Solidarity,”

which Groensteen describes as the following:

[O]ne cannot conceptualize comics without verifythg general rule, that of iconic solidarity. The
necessary, if not sufficient, condition required gpeak of comics is that the images will be
multiple and correlated in some fashion. [...] licosolidarity is only the necessary condition so
that visual messages can, in first approximatiam,absimilated within a comic. As a physical
object, every comics can be described as a caleci separate icons and interdependent images.
(Groensteen Impossible, 129)

Although, Groensteen avoids the formulation of apgcific definition, his broad
requirement of Iconic Solidarity in the end embrsacemics altogether with some other
forms of visual media (such &gscoes, ancient Egyptian books of the dead, lst@iryl
for films, the Bayeux Tapestry, medieval paintingt;.). He advocates this choice by
the argument that it is the only encompassing rasiteon the basis ofvhich all the

historical manifestations of the comics medium ddug included.

13



Groensteen’s extensive criterion of Iconic Soliaglso strongly contrasts when
compared to McCloud’s definition, which understamsggjuentiality as comic specific
attribute. On the other hand, both delimitators Moagree upon the exclusion of
cartoons as well as of the written langué&gen their delimitations of comics, but each
of them does so in his own manner. Where McClowss uss tricky and ambivalent
formulation of pictures and other imadgésGroensteen rather clearly avoids any
restrictions of the medium by stating that, condos not based on any particular usage
of writtenlanguage and therefore there is no place to défies in terms of diction or
stylistics.(Groensteen Impossible, 129)

The other contrasting aspects between Groenstelmosic Solidarity and
McCloud’s delimitation could be found in the mernendtioning of the compared
criteria. While McCloud’s sequentiality describasedt connectedness of a panel with
the two neighboring juxtaposed panels, Groensteentscept of Iconic Solidarity
captures possibility of inter-dependence between ahthe two or more panels
presented within one concrete comic. In practice,grinciple of Iconic Solidarity can
be manifested most easily by an analogy with the fiadium,in concrete to the way
how elliptical character of the repeated scenesabge For instance, when some
environment, character or artefact is introducedht® viewer in one scene, viewer is
able to associate it with all the details in itstiier appearances within the medium
without any explanations or references to its mesiappearances.

Another alternative to the theoretical approacht tth@es not seek the precise
delimitation of comics on the basis of its funcabattributes is offeredy Niel Cohen
in his essay Un-defining Comics where he strictly rejects possibility for anyrsof
demarcation of “comicsness” on the basis of iterimal structures. According to
Cohen’s delimitation, comic book medium should not be pemeg through its
structural attributes, which are in most casesrdiggd as unsatisfactory, but rather on
the basis of socio-cultural criteria that are veftgn marginalized and overlooked (such
as: industry that produces comics; the communigt #mbraces them; the content
which they represent or the avenues in which thpgear.). For an illustration of these

criteria in practice he offers the following exampl

12 (McCloud Understanding, 34)
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[Nlustrated children’s books are not comics qustmply because their definition finds no adherence
with the non-structural conception of comics. Bgdnres occupy realms of cultural categorization,
be it of readership, publishing, or content, thotiggy share common elements of structure — text,
images, and narrative. This is why categorizingl N&aiman and Dave McKean's The Day |
Swapped my Dad for Two Goldfish creates difficulfjhough it is presented in the social category
of a children’s book, the authors are members efdbcial culture of comics, and the structure
within it (VL) is most commonly associated with cias In this light, categorically, comics can only
be understood as sociological, literary, and caltartifacts, independent from the internal stroesu
comprising thent?

However, Cohen’s argumentation concerning the deltion of the comics on the
basis of socio-cultural criteria seems sound enpuigistill mentions “elements of
structure” or “structural conceptions” of the comiby which this medium is commonly
recognized. For this reason, Cohen’s delimitati@amnot successfully alter present
understanding of comics, because as could be abemmultiplicity of the above-
mentioned perspectives, the most common trend wianuthinking about delimitation
of comics is realized through the seeking of aatefior describingof its internal
structures. To put it simply, comic book mediunpisnarily perceived and categorized
on the basis of its structural attributes rathentlon the ambivalent criteria of socio-
cultural context in which it appears.

In terms of the functioning of text within comic€ohn’s essay comes up with
another controversial theory. He presents the poesef the written language within the
medium as non-obligatory element on one hand, buthe other he does not really
distinguish between verbal and visual form of laaggt In contrast with McCloud and
Groensteen, that understands written text and ngistas two distinct forms of language
functioning on completely different principles, Gwh arguments that these two
components of comic book medium are in fact two atiids of one language.
According to him, relationships among pictures omics are based on the similar
functioning as relationships within sentences dftem text. In each of these modalities,
visual and aural, Cohen identifies the same basictsires of syntax and semantics,

from which he concludes that they cannot be twfedéht languages.

13 Cohn, Neil. "Un-Defining Comics.Ihternational Journal of Comic ArOctober 2005, np.
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However, controversial conclusions pinpointed inh@uas essay would certainly
deserve much more attention and deeper insightthait further analysis would not
develop our research of the exact delimitationhef tole of written text within comic
book medium any further. For this reason, Cohepisr@ach is not analyzed here in
greater detail, but only shortly presented as aamgary illustration of radical
delimitations, that could also be found in the éaspectrum of theoretical approaches to
comic book. Although, this chapter does not conthia list of all the comic book
theoretists that tried to pinpoint some sort ofid8bn of the medium, its purpose was
still reached. The reader was acquainted with therview of the most significant
theoretical trends of comic book delimitation asllves with relatively problematic
position of the written language within these ddiatons. For the better insight into
present trends and problems connected with delimitaof comic book medium it

should be recommended to see the work “Co je toiKePfiby Ondrej Blaha!

14 Blaha, Ondej. “Co je to Komiks?” Bc. Thesis, Masarykova Uniziéa, 2006.
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2. DISTINCTION OF TEXTIN COMICS

However,the outcome of the previous chapter has reveakegrsence of textual
information within comics as an optional elemeiig purpose of this chapter is to
present and exemplify contemporary theoretical @ggres that focus on functioning of
comic books with textual contents. The presentatdnindividual approaches is
preceded by the brief explanation of basic ternugglin connection with textual spaces

that should help the reader to get better oriesriati the presented phenomena.

2.1. Textual Spaces in Comics

Throughout the century and a half of its existemgegdern comics have developed
several methods for usage and placement of texirwihe medium. Despite the fact
that their formal and functional development idl stot finished, most of these verbal
textual spaces gradually developed special cormenibf usage as well as terminology
through which they are recognized. In the followsegtion, basic textual spaces are
briefly presented and explained to the reader &titeb orientation within the problems

introduced in the thesis.

2.1.1. Panel and gutter

The panel is the primary building block of meaningthe comic book medium.
John A. Walsh characterizes the panel in his tH&3msnic Book Markup Languageh
the following manner: The panel — encapsulatingdbestituent parts of image, text,
and sound effects — (...) is the smallest unit inakhihe complex interaction of text
and picture operates, and one notices quickly ttat‘text” in comic art takes form

according to an elaborate series of conventions.

15 Walsh, John A. "Comic Book Markup Language: Anddiuction and Rationale.Digital Humanities
Quarterly6.1 (2012). 22 November 2012, 1further mentioned as Walsh Markup)
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The most important of these conventions, that rbasexplained in the first place,
concerns the time flow within the comic’s panelsitaining text that operates on
completely different basis in comparison with thiees visual media. Description of this
phenomenon could be also found in the above-mesdi@ssay of Mario Saracenhe

Language of Comigsvhere it is explained as the following:

[Clomics’ panels [that] contain pieces of dialougue) are longer than the duration of a camera
shot (i.e. a fraction of a second). For this reatbmy are perceived as different from photographs,
16(...) The reader of comics considers the panel asrtiop — which can be of various lengths — of
the narrative, where something actually takes pdenxcktakes time. (Saraceni Language, 7)

Another important convention that should be brieflgntioned in connection with
comic’s panels concerns the illusion of their intemectedness. However, panels in
comics have a “temporal” dimension it does not nmtban together they co-create fluent
narrative continuum. At this point, McCloud’s crittn of juxtaposed pictures in
deliberate sequences should be reminded to cldn#ly panels in comics capture only
incomplete set of the most important moments frova presented narrative, which
relies on the reader’s ability to reconstruct thieole story. Brief conclusion of this
phenomenon could also be found in the above mesdioWalsh’'s essay, as the
following: Panels, especially in print comic bookse not presented as a continuous,
unbroken stream of narrative units, nor are thegoanly laid out in sequence across a
series of pages. (Walsh Markup, 20)

The next navigational tool of comics is the spdze separates each panel from the
others, which is commonly referred to as the gutfecording to Saraceni’'The
Language of Comigshe gutter is very important space since it comstailhthat happens
between the panels. For better understanding ofgtiteer, Saraceni provides the
following analogy: the gutter is similar to the spahat divides one sentence from the
next: there is always a certain amount of infororathat is missing from the narrative
and the readers have to provide it for themsel(@araceni Language, 9) Apart from

this dimension, Saraceni also explains why the &mariations in the gutter do not

16 Saraceni further mentions that time duration witiémels could be also indicated by other mean$, suc
as largeness or width of the panel, but as thesegrhena do not directly concern the functioning of

text in comics, so they are not further examinere {&araceni Language, 7)
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affect the content of the message mediated witmenpanels. The actual width of the
gutter is not very important; what counts is theision itself between the panels. Some
authors of the comics, (...), prefer to draw pandja@ent to one another, with no blank
space between them; but this is only a stylisticiady as the separation remains there,

as does the concept of the gutter. (Saraceni Laeg@a

2.1.2. Balloon

However, the balloon is the most prominent spaceotcurrence of the textual
information within the comic book; its functionimgnot as simple as might seem on the
first sight. For the basic illustration of its fummming Saraceni’s simplified definition
may be presented, [b]alloons are used to repodcsper thought, and that is why the
terms speech balloon and thought balloon are (Sadaceni Language, 9)

Although Saraceni’s definition captures the mostpanant functions of the
balloons, it is still not enough encompassing. thar comparison of greater academic
precision, it should be presented along with thiemdiation found in essaBalloonics
in the following formulation: [t]he balloon appedrsbe a visual variety of the conduit
metaphor: it is a ‘bag’ of words (or other signalgdh a more or less specific meaning
that is transmitted from a source to a destination.

On the basis of the comparison of the extendeeér@itcontained in the second
definition with the Saraceni’s initial delimitatipnt may be illustrated that comic
balloons must not contain only verbal informatianr they must be “uttered” by living
entity. Notice of these facts is crucial before flnether explanation of the comic
balloonic phenomena.

In a first place it should be clarified where exabilloons takes place in relation to
panels and how the pieces of information contawétin them are usually parsed.
According to Groensteen’s explanation, balloon #hdae primarily understood as a
subset of the panel that originates within the pand thus cannot exist without it. In
most cases, the reader is supposed to understatehtoontained within the balloon as

a sound produced by some sort of entity,asxd Greonsteen further emphasizes, each

17 Forceville, Charles, Tony Veale and Kurt FeyaélBalloonics: The visuals of balloons in comics.”
Out of the Gutted 0 October 2010. (further mentioned as Forceeilal. Visuals)
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sound inevitably needs source. Source of the dapiblloon must not be always
explicitly visible within the panel, but that doe®t mean that it does not exist, as
example in figure no.l illustrates. On the basistlu§ argumentation, Groensteen
concludes that presence of the balloon always oafds presence of the panel.

(Groensteen Impossible, 88)

A ON THE OTHER HAND, WILL EISNER == HIMSELF A LONG-TIME USER OF BIG

" WORDS -~ POINTS OUT THAT HOW WE *HEAR™ A WORD BALLOON IS ALSO

AFFECTED BY THE EXPRESSIONS AND BODY LANGUAGE OF THE SPEAKER,
REGARDLESS OF HOW THE DIALOGUE IS LETTERED® ==

Fig.1: invisible source (Mazzucchelli, 38) Fig.2: body language (McCloud 2006, 144)

In addition to Groensteen’s characterization of gballcCloud mentions that,
balloons don'’t exist in the same plane of realgy a.) pictures, (but) they are, floating
about like physical objects. (McCloud 2006, 142y this reason, readers perceive the
pieces of textual information contained within #peech balloons as a words uttered by
characters in a situations depicted within a palmetonnection with these situations
Walsh notes that, characters cannot see speedohs|lbut they can hear the words in
them, and presumably each character is aware afaitigents of his or her own thought
balloons. (Walsh Markup, 25-26)

The tail is another important element of the balloas it usually indicates the
character who is speaking or thinking. Saracentritess conventions for the use of tail

as the following:

[N]Jormally the tail looks like a small pointed peajtion, but it can sometimes be a simple line. An
important variation is when the tail is formed oferies of small bubbles, which indicate that the
balloon is a thought balloon. The function of thé is equivalent to that of clauses like ‘he sad’
‘Ann thought’ in reported speech or thought. (Sara¢.anguage, 9)
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It should be noted, that reader’'s understandinghef balloon’s content is not
affected only by the quality of the tail, but alsy the other factors, such as colour or
shape of balloons and words. According to Willrieis the way how we “hear” a word
balloon is also affected by the expressions and/ beguage of the speakdEisner
Sequential, 41). IlMaking Comics McCloud proves this statement by providing the
three different illustrations with the identicalegeh balloon, as exemplified in figure
no. 2. Signalization of the character's emotinatet may be manifested also by the
alternations in balloon’s shape. Walsh explains de¢ails in connection with this

phenomenon as the following:

Arguably, the most salient balloon variable isfasm. We submit that deviations in balloon form
within a single work are, in most cases, signiftcaBeviant balloon-forms usually convey
information about the emotions and states of mifidhe persons to which they are tailed. Only
occasionally are there variations in balloon foongurely practical purposes, such as leaving room
for important visual features such as a charachex&l. (Forceville et. al. Visuals, 03)

The next important attribute of the balloon, thatynmave an influence on the way
how its content is understood by the reader icai®ur. According to Groensteen,
identity of speaking characters in comic books figro differentiated by the use of
specific colours of their balloons or by the diéiet colouring of the words contained
within their balloons. (Groensteen Impossible, 98)

Another factor that should be observed in connaatith speech balloons concerns
the way in which its border lines are depicted. IQuaf the speech balloon bordering
line may be in many cases the only signal for @ee#o distingush a human source of
the speech from non-human entities. According talslV such a signalization is
connected usually with speech originating in thecmagical device. In many comics’
narratives, distinctly styled "audio" balloons mhg found emanating from radios,
televisions, telephones, walkie-talkies, hi-fi dp&a, and other devices. These "audio”
balloons are usually represented by jagged poiotgdys, perhaps suggestive of the
electricity that powers the audio source. (Walshkdp, 23)

Until this moment, attention was mostly aimed &t #ttributes of speech balloons,
but as was hinted above comic book medium may toraso a different kind of
balloon — thought ballons. In the essay “Balloohifsnctioning of thought balloons is

explained through their comparison with the spdsdloons as the following:
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While the source of balloonic information typicalymanates from a human being or anthropo-
morphized entity, the destination of informationvi®fold. In most cases information is provided for
the benefit of fellow—characters, but it is alway®vided for the benefit of the reader, who has
privileged access to balloonic information that nm&y be available to other characters in the story
world. Thought balloons are a good example becdlieg are often the equivalent of interior
monologue, conveying information that a characteay nsuppress, or depicting dreams and
hallucinations(Forceville et. al. Visuals, 12-15)

Apart from the factors such as shape, colour, boiides, location, size and the
orientation of the tails, information contained it the balloons may also be altered by
the use of atypical or exotic fonts for letters, rd® or by the extensive use of
punctuation marks. However, most of these factorddcbe influential in terms of the
overall understanding of the text contained witballoons, their further analysis could
not be provided here, because of the limited spaicehe thesis. For detailed
examination of these factors, essay “Balloonics”Hayceville et al. may be strongly

recommended.

2.1.3. Caption

Another space used for presentation of textualrmétion in comics is caption. In
contrast with speech and thought ballons, captismally signals the voice of the
narrator. The next criteria for differentiation @dptions from balloons could be found
in Forceville’s essay “Balloonics” as the followingaptions are formally distinguished
from balloons byoccurring, usually in boxes, at the top or bottofrpanels, and by
having no tails or thought bubbles, the latter geiriogical consequence of the fact that
they communicate information from an agency outiigestory world. (Forceville et. al.
Visuals, 17) Clear differentiation of captions frdralloons by the above-mentioned set
of various formal criteria is an essential aspectffuent functioning of comic book
narrative, because it ensures transparent recogrofi dialogues from the voice of the
narrator. In terms of functioning, comic book captis often defined on the basis of
comparison with other visual media. For example;a&ani explains functioning of
caption through the resemblance to the film mediNrmally the text contained in the
caption represents the narrator’'s voice, very simib the background voice that is
sometimes heard in films. Its function is to adfbimation to the dialogues contained

in the rest of the panel. (Saraceni Language, 18)
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2.1.4. Non-verbal textin comics

The last type of text that could be found in conigcson-verbal text. In comparison
with the previous types of textual information, waliniin most cases appear in a certain
kind of bordered spaces, non-verbal text usuallgsdoot appear within any special
bordered zone. However, non-verbal texts may ocnaliy occur in zones, which
resemble to balloons, but their functioning is ctetgly different from those of word
balloons. For this reason, Forceville et al. labetm-verbal texts with the term
paraballoonic phenomena and divides them into tbegegories: onomatopoeia; tails
designating sound effects and diegetic verbal ipgons. (Forceville et al. Visuals, 18)

Onomatopoeia in comics is defined by Forcevillenas-verbal sounds, which
could be depicted inside of special type of balkowith or without tales, or as a
physical aspect of the scene. However, onomato@maaring as a physical aspect of
the scene does not occur inside of any specifie tfpballoon, Forceville explains that
they still appear within a special kind of bordeattlends them a quasi-balloonic status.
For an illustration of this border-effect, Forcéibffers examples such as placing of the
onomatopoeia within the middle of an explosive dloar by surrounding it by wavy
sound lines. (Forceville et. al. Visuals, 19)

Tails designating sound effects are another defacedepiction of non-vebal
comic’s sounds. Forceville defines them as deuises! to indicate loud impact, puffing
sounds or other varieties of friction, such as st doors or source of the smoke.
(Forceville et. al. Visuals, 20)

Diegetic verbal inscriptions are the last type ohiverbal comic’s text, which
Forceville defines simply as text incorporated itite visuals. (Forceville et. al. Visuals,
20) Further criteria for definition of this deviceuld be found in Walsh, which explains
diegetic texts as part of the narrative’s fictionalverse, which can be seen and read by
the narrative's characters, such as street sigps, feont signage, billboards, newspaper

headlines or articles. (Walsh Markup, 25)

2.2. How to Differentiate Textin Comics?

This section provides the comparative analysis afiows approaches to
classification of text in comics, on the basis dfietr functioning of textual information

in comics could be captured and differentiated. rAfamm the analysis of individual
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functions, each of these classifications is furtheluated on the basis of its effectivity
and usability in practice. On the basis of thesaluations, the most effective of the
analyzed categorizations of text functioning wolbidselected and applied into practice

in the second part of the analysis.

2.2.1. Functionsof text in comics according to McCloud

In Making Comics McCloud recognizes seven distinct categoriesntéraction
among text and pictures in comics. Distinction af@lbud’s categories is based on the
ratio in which the combination of textual and prtabelements distributes the message
to reader.The first of these categorieswsord-specific combination, which distributes
all of the information to the reader via textuakrakents, while the accompanying
pictorial elements serve onas an illustration. This type of combination is mydified
in figure no.3. According to McCloud, this combiiwext could be very useful for rapid
progression in the narrative, because of its ghititcompress relatively large amounts

of time and information into a few words.

Fig.3: word-specific combination (Wenzel, 21)

Apart from this advantage McCloud also mentionstlaeoeffective attribute of
word-specific combination, which is the narrativemdnance of textual elements that
enables pictures to illustrate any of the aspeastioned in the accompanying text.
(McCloud Making, 132)

18 McCloud, ScottMaking ComicsNew York: HarperCollins Publishers, 2006, 18flurther mentioned
as McCloud Making)
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The second category of textual functioning in comiesented by McCloud is
picture-specific combination, in which pictorial eedents distribute all of the
information to the reader, while the accompanyiegtual elements serve only as a
soundtrack. Similarly to the use of pictures in pinevious combination, presence of the
words within the picture-specific combination i mecessary for overall distribution of

the mediated message, as could be illustratecgarefino. 4.

Fig.4: picture-specific combination (Pederosa, 98)

On the other hand, complete absence of words withénpanels with picture-
specific combinations often tends to look statid afain to the reader. For this reason,
McCloud emphasizes that the addition of text irs ttyjpe of combination fulfills the
function of enriching “the silent” picture and ctes an illusion of a familiar landscape
in the mind of the reader, This dimension of pietapecific combination could be

illustrated on the example froithree Shadows figure no. 5. (McCloud Making, 134)
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Fig.5: picture-specific combination (Pederosa, 159)
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The third category of textual functioning mention@dMcCloud is duo-specific
combination, in which textual elements distribube tsame piece of information as
pictorial elements, as illustrated on examplesignre no. 6 and no. 7. However, this
double distribution of the same piece of informatinight seem unnecessary for the use
in practice, McCloud notes that there are at le@stsituations, in which doubling effect
of this combination is not redundant. (McCloud Maki135)

Fig.6: duo-specific comb. (Thompson, 456) ig.E duo-specific comb. (Mazzuchelli, )76

Apart from the amplifying and emphasizing funcitom$ich could be observed on
the examples in figure no.6 and figure no.7, Mc@loalso presents duo-specific
combination as a succesful way for evoking of ddecbn’s book tone or feeling of
antique storytelling traditionsyhich are both demonstrated in figure no. 8. (Ml
Making, 135)

- OR TO LEND AN AIR OF ANTIGQUE STORYTELLING
TRADITIONS.

Fig.8: duo-specific combination (McCloud, 135)

Intersecting combination is another McCloud’s catggof text functioning in
comics, which is illustrated in figure no. 9. Inseaof this combination, textual and
pictorial elements partially overlap in presentthg same piece of information, but at
a same time each of these components also digtsibsbme additional detail or

perspective to the scene. (McCloud Making, 136)
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fig.9: intersecting combination (Mazzucchelli, 86)

In the interdependent combinations, the next cajegeentioned byMcCloud,
textual and pictorial information co-create a mgssavhich none of these components
can distribute alone. However, this type of combormadoes not appear in comics very
often, McCloud notes that its presence in comiagallg achieves memorable effects.
The functioning of these memorable effects couldusher explained by McCloud
through the fact that reader’s attention has tefadly examine the textual as well as
pictorial information within the panel in order #chieve successful parsing of the

overall message, as illustrated on figure no. ¥@Qloud Making, 136)

| INTERDEPENDENT COMBINATICNS KEEP READERS' MINDS FULLY ENGAGED
BECAUSE THEY REGLIRE THEM TO ASSEMBELE MEANINGS oUT OF SucH
| DIFFERENT PARTS. SuUcH EFFECTS danl BE STIMULATING, GRATIFYME -

AND THIS 15 MY
DEME, WIFE HELEN.

M G0D, WALTER!
¥OU HAVE CHANSED!

Fig.10: interdependent combinations (McCloud, 137)

The next category of functional co-operation amtexg and pictures in comias
mentioned in McCloud under the label of parallehtinationsIn comparison with the
previously mentioned categories, in case of pdralenbinations text and pictures
within a single panel does not interact mutuallyaby means, as illustrated on the upper

panel of figure no. 11.
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Fig.11: parallehdgoination (Pederosa, 119)

However, the interaction of text and pictures doesoccur within the panel with
the use of parallel combination, each of the mijuabn-cooperative elements is
usually still relevant for the further developmeot the narrative. According to
McCloud, this phenomenon is usually revealed offilgradetailed examination of the
panels in the surrounding of the panel using paratbmbination. (McCloud Making,
138)

Manifestation of this phenomenon could be obseedhe example from Three
Shadows in figure no. 11, where the text in theeuganel seemingly does not have any
logical connection to the depicted situation. As text is not placed inside of the
balloon of any type, the reader may have tendeoncyecipher the whole panel as
unusual type of large caption, in which sea bielye as some kind of illustration to the
sentence contained within. The connection amongéehéence and the birds is revealed
only after the examination of the following panel,which it is explored that the birds

are in fact flying over the ship with singing sado

Montage is the last category of textual functioniimg comics mentioned in
McCloud’s distinction. According to McCloud, Montadends the words some of the
pictorial qualities which provide them greater filemn and smoother interaction with
the surrounding pictorial environment in compariswith the above-mentioned
combinations.For an illustration of this category, McCloud fuethmentions the title
pages of the works by Will Eisner, which he consd® bethe best examples of
montage. (McCloud Making, 139) Demonstration ofn€iss title pages is provided in

figure no. 12 and no. 13.
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Fig.12: montage (Eisner, 107) Fig.13: mget(Eisner, 78)

According to McCloud, innovative applications of mage could be found usually
in alternative comics, where some of the modeusithtors try to extend possibilities of
comics’ textual devices with adimension of stropgtorial sensibility. These
innovations in use of the montage can be foundoimection with each of the verbal
spaces (for verbal spaces, see the section McEIoud Making, 139)

Demonstrations of experimental manipulations witbntage in various textual
spacesould be found also iffhe Blanketscomics of Craig Thompson, exemplified in
figures no. 14 and no. 15. On the upper panel giré no. 14, text of the narrative
contained in the captions partially overshadows sheech balloon of the driving
character, which should signal to the reader that words of the driver did not
penetrated into the speaker’s thoughts in the tfrtbe narration. Similar situation use
of montage could be observed in the lower panéh®ksame example, where the speech
of a driver is also depicted in the backgroundhef¢ar as a signal of their unimportance

for the depicted narrative moment.
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Fig.14: montage (Thompson, 178) Fig.15: montage (Thompson, 122)

Another example of montage ifhe Blanketsan be presented on figure no.15,
where the speech ballons without tails, producedpbgple outside of the panel,
intermingle with the sounds in the characters’ aumding. On the basis of these
examples, it might seem that use of montage iseaghenon, which could be
commonly found in comics, but contrary is the c&®espite the fact that montage offers
a wide possibilities of use, comic book creatorgelyaexploit its potential and for this

reason McCloud calls it an unexplored territorgomics. (McCloud Making, 139)

2.2.2. Functionsof text in comics according to Derik A. Badman

Another categorization of co-operation among text pictures in comics could be
found in essay “Panels & Pictures: Text in Comitsy Derick A. Badman. The
functions of textual information within comics ad#ferentiatedby Badman on the
basis of type of sensual experience or narrativepgeetive through which they clarify

details ofcircumstances depicted in the panels to the reader.

19 Badman, Derik A. “Panels & Pictures: Text in Coniic€omixTALK15 April 2008. 26 September

2012.(further mentioned as Badman Panels)
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What was the 3 e
name of the

guy whe died

last night?

Fig.16: speech with and without balloon (Thomps@), Fig.17: outside of a panel (Baker, 27)

Text as representation of characters’ speech isfitse category of textual
functioning in comics described in Badman, whichfimther classifies into three sub-
categories on the basis of its depiction and loaatin the two of these sub-categories,
character's speech is located within the panelh wit without the use of the word
balloons, as illustrated on panels in figure no. Ilh6case of the third type of speech
depiction, which is described in Badman as extrgmegle phenomenon, speech of the
characters is located outside of the panel withibet presence of the balloon, as
illustrated in figure no. 17. (Badman Panels, 2)

In addition to these three distinctions, Badmano aleentions that various
manipulations with the special fonts of the texial as with the shape of the balloon
are often used to signal the loudness of speeds an identification marker of the
speaking character. (Badman Panels, 2) Demonstrafithese phenomena is provided
in figure no. 18 and figure no. 19. In the uppangl of figure no. 18, interrupted line is
used to signal the whispering, while in the lowan@l intensified letters in the ending
of the sentence should be interpretechagery loud intensity of speech. On the other
hand, in figure no. 19 alternations in text foritaging and coloring of the balloons are

used as specific identification markers of the kpwpcharacters.
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SLEPT & WINE ALL NI

Fig.18: whisper and shout (Thompson, 82) Fig.19: speech (Geiman, 15)

Another category of text functioning in comics mened by Badman is interior
monologue, which usually appears in cloud-like tiftuballons with a series of circles
linking text to the character in the same mannethastail does in speech balloons.
According to Badman, linking with the charactevey important function for both of
these balloon types, because it signals that thougépeech of the characters originates
within the panel, as illustrated on figure no. @ the other hand, Badman notes that
the series of circles in thought balloons doespostsess the other function of the tail in
speech balloons, which could leave the panel irciwvkiey originate, as demonstrated

on figure no. 21. (Badman Panels, 4)

Thats why
! g
f.f,.f.f_ l_.',-'ar.-‘.

Fig.20: thought balloon (Thompson, 485) Fig.2dlloon leaving a panel (Thompson, 259)
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Text as narration is the next Badman’s categoryegf functioning in comics,
which is predominantly used for signalization oé tharrator’s voice. According to
Badman, text as narration is usually found withire tcaptions, but it could be
distributed also by the thought or speech ballodime main difference in the use of
these devices is in the fact that captions disteilthhe narration from the outside of the
panel, while thought and speech balloons must begtit and spoken by the depicted
characters. According to Badman, narration planechption usually provides the panel
with the information from different temporal or g dimension, as was illustrated
above in figure no. 3. in section 2.1.1. On theeothand, Badman also mentions that
narration must not be always placed within the icapor balloons, but it could be also
present within the panel without any specific fragiiln such a case, framing of the

panel undertakes the role of a caption, as illtestiran figure no. 22. (Badman Panels, 5)

Fig.22: caption without framing (Mazzucchelli, 140)

Another category of text functioning in comics mened in Badman is text as part
of an image, which operates on the similar prirecips diegetiozerbal inscriptions
described by Forceville and Walsh in section 2.1ndcomparison with captions or
thought balloons, text as a part of an image ibMslso for the characters in the story.
Similarly to the word balloons, which also could perceived by the characters present

in the panel, characters may also variously intenath the presence of this text type

within an image.
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Fig.23: character interacts with the depicted {®dzzucchelli, 146)
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Apart from its visual perception, Badman mentionat ttext as part of the image
may be also read by characters as a narration lhasvereated by them, as illustrated in

figure no. 23. (Badman Panels, 5)

The next category of textual functioning in commoks mentoned by Badman is
text as sound effect, which serves as a repregamtait non-speech sounds. Apart from
the sound effects of onomatopoeic nature, whichraipeon the same principle as
onomatopoeias described in section 2.1.4., Badmamtions also the second type of
sound effects, in which text is used to describkaloel a sound rather than to recreate it.
(Badman Panels, 6) A comparative illustration @&fsttwo types of non-speech sounds
is provided in the examples from figures no. 24figore no. 26, where figure no. 24
demonstrates the sound effect of onomatopoeic eatile the examples in figure no.

25 and figure no. 26 illustrate the second typsonind effects.
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Fig.24: onomatopoeia (Pederosa, 20)  g.2bi sound effediMazzucchelli, 320)

Text as smell is another Badman’s category of centéxtual functioning for
mediation of sensual experience, which is usedldéscription and depiction of smells.
In contrastwith the frequent use of the above-mentioned saffetts, Badman notes
that occurence of the textual ,smell effects” withcomics is an extremly rare
phenomenon. For an illustration of this rarityshiould be mentioned that apart from the
Badman’s demonstration, presented in figure nona&ther example was found within

the comics samples examined for the purposes otlibsis.
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Fig.26: soundffect (Thompson, 340) Fig.27: drefflect(Larson, 104)

Text as descriptive label for an image in a pasanother Badman’s category of
textual functioning in comics, which is used forardlying or specifying of the
ambivalent circumstances in the panels. Accordmdgadman, this function isery
useful for the reader in case of complex or amlsgdepictions, where it serves as
a guidance or help in interpretation, as illustlaten examles fronThe Blanketan

figures no. 28 and no. 29. (Badman Panels, 7)

Fig.28: text as lab€Thompson, 10) Fig.29: text as la@dldmpson, 453)

The next function mentoned Badman is text as modifier, in which text serves as
an additional description to the image. In contmagh the previous function, text as
modifier does not use any type of arrows or laldmls it is incorporated directly into the
picture within the panel, as ilustrated on examiplefigures no. 30. According to
Badman, words in this function are neither sounds marration nor part of the
represented scene (...) but a textual adjective attdtee visual image. While the panel
would be identifiable without these words, they adichosphere to the scene. (Badman

Panels, 8)
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Fig.30: text as modifigSantorg 65)

Another category of text functioning in comics, d#sed by Badman, is text in
large blocks, which is in practice fullfils the fction of narrative caption, but in form it
resembles rather to the literary prose or to medlidaily press type, where pictorial
areas are strictly separated from the text blo8ksording to Badman, this type of text
is not used very often, because it usually provithesreader with a large amounts of
textual information at the expense of absence @pibtorial information typical for the
comic book medium. For the same reason, Badmaneatghasizes that many authors
tend to classify this use of text as non-comicad@an Panels, 9) Occurence of text
blocks could be often found Watchmencomics by Alan Moore, exemplified in figure
no. 31.

Fig. 31: text blocks (Moore, n.p.)

The last Badman’s category of text functioning amics is the use of text as part
of paratextual apparatuses such as titles, credtiis$,end markers, which provide the
reader with information about the ending of thespreged story, comic book creators

and production process. (Badman Panels, 11) Aaugriti Badmanback of the comic
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book covers is usually dominated by textual infatiorg which is used for the brief
presentation of the comic book’s content or otldestising purposes, as illustrated in
figure no. 32. On the other hand, Badman mentidrad title pages are usually
dominated by pictorial information, which is mostigcompanyied only by the basic
textual information about the creators, title antblshing details, as illustrated in figure
no. 33.

_or
There and Back Again

by
I RR Tolkien

Mustrated by
Dapid Wenzel

A 3 by
Charies Dison

Fig. 32: back of the cover (Smith, cover) Fig. 33: title page (Wenzel, cover)

In the overall comparison with McCloud’s systemdB&n’s numerous categories
seem to offer more specific differentiation, buteaftheir deeper examination lack of
flexibility and transparency is revealed. In seVarases functioning of text is very
difficult to categorize as the boundaries amongeainthe categories are imprecise or
ambivalent. For example, the category of text asm@ation, which is in most cases
recognized by Badman through its placement in tatien, could be under certain
circumstances found also in speech balloons, thdwgjloons, as a part of the image or
within the category of large text blocks. In mo$ttieese cases, categorizing of text
function becomes difficult to decide, because @f ithconsistency of their formal and
contentual level. On this example it could be illated that Badman’s distinction has
problem to differentiate transparently among formauadl functional categories of textal

use in comics, and thus it cannot be effectiveteruse in practice.
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2.2.3. Text in comicsthrough the perspective of computer

The next work that presents the distinction of fexictions in comic book medium
is athesis from the field of informative technaksy called Comic Book Markup
Languagée?’ In this article, programmator John A. Walsh att&smip create a textual
program, which would enable the computer to paoseic book text in albf its forms.
The program created for this purpose, which Waldls @ markup language, is a set of
machine-readable textual codes made in order fo thel computer in parsing of the
complex textual and visual information encoded wittomic book medium. In case of
the textual information, Walsh decided to help ¢benputer with recognition of various
forms in which text appears in comics by dividihg types of textual functioning only

into three general categories. (Walsh Markup, 12)

The first category of text functioning mentioned \Walsh is called extra-visual
phenomena, which contains all the textual elemtrdas may share space in the panel
with the drawing, but are not part of the scene.detting of the precise criteria for this
category, Walsh borrowed the term extra-visual phegna from the article of
Lawrence L. Abbot “Comic Art: Characteristics anatéhtialities of a Narrative
Medium,” which presents narrative captions, thougrtd speech balloons as
demonstrative representants of this category. thtiad to the balloons presented in
Abbot’s definition, Walsh mentions also the othgrets of balloons (such as telephatic
balloons, audio balloons, mechanic balloons, eitich could be usually found in
comics containing supernatural or science ficticventes. (Walsh Markup, 13)
However, examination of various balloon types gn#icant for Walsh’s study, their
presentation is not relevant for the objectiveshid analysis and thus it could not be

further analysed here.

The next category of text functioning mentionedNalsh are diegetic texts, which
were already mentioned above in connection withniBaas text as part of an image as

well as in the section 2.1.4. about tools of graptarration.

20 Walsh, John A. "Comic Book Markup Language: Amohiction and Rationale.'Digital Humanities
Quarterly6.1 (2012). 22 November 20X further mentioned asWalsh Markup)
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The third type of text functioning in comics pretehby Walsh is prose content,
which includes the situations in which comic boalges contain a little or none pictoral
elements in the favor of traditional prose of vascsorts. According to Walsh, this
category includes wide variety of prose supplemémtthe comics narrative, such as
short stories, text blocks that could be sometimesompanied by illustrations or
editorial and promotional content from publishexdjtors, writers and artists. (Walsh
Markup, 17) Demonstrations of prose content coudd illustrated on examples
presented in figure no. 31 and figure no. 32.

In comparison with the two above-mentioned distong, which categorized the
use of text within comics on the basis of the twasyvdifferent principles, Walsh'’s
categories works on the principle similar to Badimarategorization. In both cases,
functions of text in comics are differentiated twe tasis of the textual space in which
they occur, but in contrast with Badman, Walsh&idction divides them into much
more general categories for greater clarity. Onatiier hand, broadness and simplicity
of Walsh’'s categories could be advantageous aretctefé for the use in field of
computer programming, but definitely not in casepodportional analysis of comics
from different cultural regions. While Badman’s tthstion suffered from ambivalence
of the individual categories, Walsh’s distinctiorash quite the opposite problem.
Transparency of Walsh’s distinction could be usé&ulquick and precise categorization
on one hand, but in terms of effectivity, its braadegories would hardly help to reveal
any contrasting data significant for analysis omas from different cultural regions

and thus it is inappropriate for the further uséhis thesis.

2.2.4. Functions of text in comics according to Thierry Groensteen

The last distinction of textual functioning in carmsicould be found in the work
Stavba Komiksipy Thierry Groensteefi.In a first place, it should be mentioned that
Groensteen’s categorization of textual functionbased on the different conception of
balloon functioning then all of the above-mentionddtinctions. According to

Groensteen, position of the balloon should be atwagalysed in relation to three

21 Groensteen, Thiernstavba KomiksuBrno: Host, 2005.(further mentioned as Groensteen Stavba)
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different aspects: speaker; panel, which contdiesbilloon and surrounding balloons.
The major difference between Groensteen’s distinctand previously mentioned
categorizations is in the third aspect, which takés account interconnectedness of the
balloons within one panel as well as balloons daethin the surrounding panels. On
the basis of this perspective, balloons are peedeas continuous verbal net rather than
isolated pieces of textual information. (Groenst8&wba, 155)

It should be also noted, that Groensteen understanchics as a medium with
visual dominance, in which sense is carried predantly by pictoral elements. On the
other hand, he does not underestimate the rolmgdiktic elements in comics, which
often co-operate with the dominant pictorial eleteeim delivering of the overall
message. Groensteen also notes that comics assa@renedium contains textual
elements, which should be primarily read, but e dther hand it is not appropriate to
refer to them as the written form of language, kather as a verbal expression in
general. Groensteen explains this generalizationclayming that identity of text
functioning in comics is ambivalent, because wondsomics have higher resemblance
to the words in film, rather than to the words eam¢d within literary texts. For this
reason, Groensteen understands most of the vertmaimation depicted in comics as
graphical expressions of auditory experience. ts&m’s distinction recognizes seven
basic categories of text functioning, which areHar divided into two groups on the
basis of their informative or referential functiogi In comparison with the above-
mentioned authors, Groensteen’s distinction isathlg one, in which it is possible for
one piece of textual information to fullfill two onore functions simultaneously. This is
caused by the fact, that Groensteen’s categoriestidiferentiate the text in comics on
the basis of formal attributes, but rather by itactical functioning. (Groensteen
Stavba, 155)

The first category of text functioning in comics miened by Groensteen is
dramatic function, which helps the reader to undec inner life of characters.
According to Groensteen, there are several psygimbaspects of characters in comic
book narrative that cannot be expressed in thdictumplexity without the help of the
linguistic elements (such as character’s thoudiatslings, motivations, beliefs, etc.).
For this reason, Groensteen presents dramaticiduness one of the most common
functions in comics for expression of characterogbsteen Stavba, 156) lllustration of

this phenomenon is provided in figure no. 34.
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Fig.34: dramatic functiofiThompson, 36p

Realistic function is another category of text fiiming in comics recognized by
Groensteen, which is closely connected with theviptes function. According to
Groensteen, it should be emphasized that verbalitgcof the characters is always
accompanied by some kind of realistic effect, beeanf the fact that in real life people

usually communicate together, as exemplified inrggno. 35(Groensteen Stavba, 156)

Fig.35: realistic functiofiMazzucchelli, 77)

Problem of realistic function lies in the fact, tltamics narratives often depict also
non-human entities, (such as: machines, animats) which are capable of uttering
human words on one hand, but their inclusion ihis tategory remains questionable,
because of the ambivalence of the above-mentiontediia. For this reason, it should be
specified that human speaker would be considerd¢kdeasnly criterion for determining
of this function for the purposes of this thesis.

Another case of verbal functioning in comics redegd by Groensteen is
anchoring function, borrowed from aarticle “Rhétorique de l'image” of Roland

Barthes, in which linguistic information helps theader to identify and interpret the
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scene depicted within the panel. This function &thtwelp the reader in identification of
any phenomena, that could not be transparentlygrezed because of the plain or
ambivalent depiction. (Barthes 1964, 44 in Groeasst8tavbal57) Demonstrations in
figure no. 36 illustrate how anchoring function nfejlp to clarify ambivalent depiction

in the panel.
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Fig.36: anangrfunction (Thompson, 132)

Relé function is another Groensteen’s category efbal functioning in
comicsinspired by the above-mentioned article “Bhétie de I'image” of Roland
Barthes. In case of this function, linguistic elertsedistrubute only part of the message,
which cannot be deciphered without the co-presenicpictorial elements, and vice
versa. Detailed description of this type of compmatary dependence of linguistic and
pictorial elements has been already presented innemtion with McCloud’s
interdependent combination (see secton 2.2.1) @nidhis reason it would not be further
explained and exemplified here. Groensteen’s orpgciication to McCloud’s
observation of rare occurence of this phenomendimeisiotion, that relé function could

be found mostly in humoristic comic books or in ¢ostrips. (Groensteen Stavba, 157)

Fig.37: stitching function realized by the capt{dtazzucchelli, 111)
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The next category of text functioning in comics agwized by Groensteen is
binding function, borrowed from an article “Casénehe, récit” by of Bendit Peeters,
in which linguistic information bridges temporal gpatial gap between the two panels.
According to original article by Bendit Peetersistfunction can be executed only by
narrative caption, as illustrated in figure no. Similar notion has been also mentioned
in Saraceni’d.anguage of Comi¢cavhere he presents that caption has the function o
providing information to help the reader recondtthe flow between panels, filling the
gap represented by the gutter. (Saraceni Langaaye,

In addition to these perspectives, Groensteen argo@ binding function can
appear also within the speech balloons, where itepebdf a single word, phrase or a
whole sentence could also clarify spacial or terapgap among the two panels, and
thus help the reader to get better orientatiorhertarrative. (Groensteen Stavba, 158)
Demonstration of this use of binding function exeduby speech balloons could be
illustrated on sequence of three panels presemtetbure no. 38, where the triple
repetition of the word-sentence “Mom!” guides theader’s attention through three

similar conversations in different phases of protasgt’s life.

Fig.38: stitiching function realized through thdlbans (Mazzucchelli, 57)

Another category of text functioning mentioned by Groenstas rhythmic
function, borrowed from the article “Pour une leetunoderne de la bande desinée” of
Jan Baetens a Pascal Lefévre. In order to undersités function in its full complexity,
it is necessary to explain firstly Groensteen’siorof time flow in comics, which is
directly subordinated tthe opposition between perception of linguistic gctorial
elements in comics. According to Groensteen, resagarception of time flow within
the comic’s panels is subordinated to oppositidween time-dependent reading of the
linguistic informationand perception of the pictorial information, which parsed

almost simultaneously. On the basis of this oppmositGroensteen claims that the
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amount of balloons, as well as the amount of listioiinformation contained within
them, has a direct influence on the reader’s pémepf time flow, which he labes as
rhythmic function. (Groensteen Stavba, 161) Vara in rhytmical use of text in
comics are illustrated in figure no. 39 and figure. 40, where figure no. 40
demonstrates slow rhythm of reading caused by loegeech of the character on the
left, while figure no. 41 demonstrates rapid rhytbaused by a short speaking of the

depicted characters.

Fig.39: slow rhythn{Mazzucchelli, 109) Fig.40: rapid rhytlfThompson, 245)

It should be also noted, that rhythmic functiorteddt in comics is not realized only
by speech balloons, but it is realized by any tgpdinguistic information within the
comic’s panels, which has influence on the ratetlué reading. According to
Groensteen, there are numerous possibilites ofiradteéhe rhythm of reading, such as
splitting of the speech to several balloons; dsiion of the balloons within the same
or smaller amount of panels or alternation of kaik and narrative captions in the

panel. (Groensteen Stavba, 161)

The last function of text recognized by Groenstsgoroduction function, which is
usually realized through narrative captions. In panson with the rhytmical function,
production function also tends to manipulate with time of the narrative, but on the
different level. While rhythmical function of tesets the pace of reading, production
function helps the reader to get better orientatiotemporal sequences of the narrative,

as illustrated in figure no. 41 and figure no. @2roensteen Stavba, 160)
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Fig.41: production function (Mazzucchelli, 111)Fig.42: production functior(Pratt, 109)

According to Groensteen, conciseness of verbaknmition contained within the
narrative caption is one of the most effective wilaysnforming of the reader about the
spacial and temporal changes in the narrative. thier reason, Groensteen labels
production function of text as the most comfortab&erative tool for signalization of

the chronology of depicted events to the readendsteen Stavba, 161)

As has been already mentioned, Groensteen’s caésgane also divided into two
sub-groups on the basis of their informative oemential functioning. According to
Groensteen, rhytmical, realistic and dramatic fiomctshould be placed into sub-
category of referential functions for ,the refeiahillusion,“ which they evoke in the
reader. In practice, each of the referential fumdicreates some sort of illusion in
reader’s mind, such as illusion of time flow, cleea’s verbal interaction or their
psychological depth. The remaining four functione dabeled by Groensteen as
informative functions, as their main function is fwovide the reader with the
transparent orientation within the spacial and t@rapcurcumstances of the narrative.

(Groensteen Stavba, 161)

In comparison with the above-mentioned categoonrnati Groensteen’s distinction
is the only one, in which it is possible for oneg@ of textual information to fullfill two
or more functions simultaneously. This is causedtlhg fact, that Groensteen’s
categories do not diferentiate the text in comicdy con the basis of the formal
attributes, but also by its practical functionindgzor the same reason, Groensteen’s
categorization could not be used for the analyith® comics from different cultural
enviroments as the ambivalence of textual inforamatwith multiple functions can

hardly reveal contrastive data significant for tegearch.
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2.2.5. Evaluation of the analyzed classifications

In the first analytical part of this thesis, vargoalternatives to the problem of
capturing and differentiation of the textual infation in comics were examined and
compared. As a result, the analysis has revealee ttifferent types of categorization

on the basis of which text in comics could be cptealized and differentiated.

The first type of categorization differentiates tb&t in comics on the basis of the
textual spaces in which text in comics could beallgufound (for textual spaces see
section 2.1.). This principle has been recogniretthé categorization of John A. Walsh
as well as in the categorization of Derick A. Badma

Badman’s classification differentiates each textsghice in comics as a distinct
category, which is defined through the basic fuorditig and conventional usage. The
main advantage of this detailed overview of textsphces is the fact that it also
recognizes some of the marginal textual phenomemich are often overlooked in
most of the other categorizations. On the otherdha@ome of the textual spaces in
Badman’s distinction are defined on the basis afy \@milar criteria, which often
complicate the process of their recognition in pcac Because of this lack of
transparency in differentiation of the individuahttions, Badman’s categorization was
evaluated as non-efective distinctive system fah&r use in this thesis.

The second distinction, which also differentiates text in comics on the basis of
the textual spaces, is categorization of John AlsWa his categorization simplifies the
differentiaton of the textual spaces in comics hgirt division into the three general
categories that could be easily recoginzed alscabgomputer program. The main
problem of this differentiation is the boradness of itsecgmlries, which could not
provide enough contrastive data for differentiatimintextual usage in comics from

various cultural environments in the second aredypart of this thesis.

The second type of differentiation, recognized he fabove-mentioned analysis,
categorizes textual information in comics on theidaf referential and informative
aspects, which mediate the graphic narrative tordagler. This principle has been
recognized in Groensteen’s categorization, whidbgmizes the text in comics on the

basis of its functional attributes. However, Grdean’s theoretical conceptualization
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presents various practical aspects of textual fanictg in comics; it is not effective
enough for the further use in the second analypeat of this thesis, because of the

intransparent system of its categories.

The last type of differentiation, recognized in thbove-mentioned analysis,
categorizes the text in comics on the basis ofr#t® in which the combination of
textual and pictorial elements distributes the ragedo reader. This differentiation has
been recognized in categorization of Scott McClaulich is also evaluated as the most
effective for the further use in the second anedytipart of this thesis. The main
advantage of McCloud’s categorization is the féett tits functions do not mutually
overlap and for this reason each piece of textfakination in comics can be attributed
only to the one of McCloud’s functions. This precislelimitation is also very
advantageous in terms of quick and simple ideatifozy of each category within the
comic book narrative. For this reason, McCloud'segarization offers the most
effective system for differentiation of text in cm®, which is able to provide enough
transparent data for further analysis of comic Isolo&m various cultural environments

in the second analytical part of this thesis.
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3. TEXT IN COMICS FROM  VARIOUS  CULTURAL

ENVIROMENTS

In the second analytical part of the thed#;Cloud’s differentiation of text in
comics would be applied to various comics and eranhiin practice. This analysis
would also like to prove the hypothesis, that usiextual functions in comics varies on
the basis of the geographical region, in whichdbic books orignate.

The examined comics were selected from the thiiéereint cultural environments.
The first of the analysed comics 8rying Freeman which was selected as
a representative of Japanese Manga corBice Pillsis the second comics title, which
represents the Franco-Belgian cultural environmé&he third comics selected for the
analysis ig~agin the Jewwhich is the representative of Anglo-American @msn

Apart from the cultural origin, examined comics @e&elected also on the basis of
the authenticity of their script. The reason foclusion of this restriction into the
selection of the examined comics is the fact thatase of comic book adaptations, the
extent of the use of textual information as wellissformal organization could be
directly influenced by use of text in the originalork. However, the textual use
presented in the original work must not have amyificant influence on the comic
book adaptation; this criterion was taken into ecoant to ensure that examined comics
make spontaneous use of the textual informationadoed within them, without any

adjustments caused by the adaptation of the text briginal work.

3.1. Japanese Manga comicsCrying Freeman

Crying Freemanis a series of Japanese comic books by Kazuo K&ikyoichi
Ikegami, which presents the story of Y6 Hinomurdapanese potter, which accidentaly
becomes an assassin for Chinese mafia clan. Thissse typical representative of
action manga comics, that involves a frequent dseadous action scenes, in which

textual information is often reduced to minimum chmtrast with Anglo-American and
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european comics, Japanese Manga comics is alsdispederms of different panel
composition, that develop the narrative in the rese directiorf?

This reversed development of narrative is also usedase ofCrying Freeman
series, which impacts the direction of reading @guences of panels as well as the
direction of reading of the textual spaces on #aeell of the individual panels. (for
panels and textual spaces see section 2Arying Freemanseries has been issued in
the series of five volumes, which were translateéd Czech by’udovit Plata in 2011.
This translation was also used for the analysisegfual functions in comics in this
diploma thesis, which has revealed tiaying Freemanmake use of five different
functions form McCloud’s categorization, as illagad on the graph and table in figure
no. 43.
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4001
3001
200+
10011
0
O Word-specific 28
B Picture-specific 514
O Inter-secting 591
OMontage 40
B Parallel 17

Fig.43: the use of McCloud’s textuah€tions inCrying Freeman

On the basis of the graph and table presentegumefino. 44, it could be concluded
that inter-secting combination is the most domirfamiction in Koike’s comic. Inter-

secting combination is usually graphically représdrby speech balloons and thought

22 While the convention for reading of Anglo-Americand Franco-Belgian comics usually develops the
narrative from the left corner at the top of thge#o right corner at the bottom, reading of Japane
manga comics usually starts in the upper right @oafi the page and it continues to the left coater
the bottom. This composition of panels is deterchibg the conventional direction of writting in
Japanese texts, which is read from the right sidthe¢ left side. Similarly to this compositon of

panels, the textual spaces within each panel acecmbanized in this reversed direction.
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balloons, which provide the reader with charactegeech or interior monologue. The
analysis ofCrying Freemanhas shown that character’'s speech is providedpggch
balloons, but in case of interior monologues the® not been found any use of thought
balloons.

This absence of thought balloons in Koike’s comigsaused by the fact, that
character’s interior monologues are presented wiaynarrative captions, where they
simultaneously fullfil the function of narrator'®ice, as illustrated in figure no. 44 and
figure no. 45. InCrying Freemarthis use of narrative captions is much more fratue
than their use for distribution of narrator’'s voftem the outside of the panel, which is

typical for word-specific combination.
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Fig.44: thoughts in caption (Koike, 04) B thoughts in caption (Koike, 04)

However, narrative captions i€rying Freemanare predominantly used for
distribution of text in inter-secting combinatiothere could be found also cases in
which captions are used for distribution of wor@afic combination. In these cases,
captions contain the voice of the narrator withwistpresence in the panel, as illustrated
on figure no. 46. In most cases, this use of capgousually preceded by a panel in
which the narration of character is firstly presehtin the speech balloon, which
gradually develops into the voice of the narratogspnted in the caption within the

following panel, as illustrated in figure no. 47.
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The function with the second highest useQrying Freemanis picture-specific
combination; in which textual information mostlyrge only as some sort of soundtrack
to the picture in the panel. I8rying Freeman this function of text appears in two
variations, which could be differentiated on theibaf the textual space in which they
appear. The first type of textual sound effectssdmgper within the speech balloons, as
illustrated in figure no. 48. This type of soundeet is used only for the depiction of
non-verbal sounds produced orally by human charaotéhich could be rarely found in
Koike’s comics. On the other hand, the second bofpeund effects does not appear in
any specific textual space, but it is incorporatikctly into the picture within the
panel. This type of sound effects is the most feaun Crying Freemanand it is
predominantly used for depiction of non-oral souldshuman character or for the

sounds produced by mechanical devices, as figurénibustrates.

* SFX: CREKRERN

Fig.48: oral human sound (Koike, 118) ig.49: mechanical sound (Koike, 201)
In connection with the second type of sound effeittshould be also mentioned

that Koike’s comics does not use picture-specibmbination only for description of

sounds, but in some cases also for descriptionirolirastances or actions, which
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usually does not involve the production of any sbuas figure no. 50 and figure no. 51
illustrate. In these cases, textual informatwavides clarification of the circumstances
depicted within the panel. This use of picture-gpecombination is very unique and it
was not found in any of the examined comics fromdther cultural environments. For
this reason, it has been concluded that this usexdin comics could be evaluated as a

manga-specific attribute.

[+ 5Fx: LISMEV |

Fig.50: description of action (Koike, 275) ighk1: Description of action (Koike, 04)

The next function of text that could be found inik&ls comics is montage, which
incorporates text directly into the environmentidegal in the panel. Montage appears in
Crying Freemarmostly in the form of signs and writings on thdlyahich provide the
reader with spatial clarification of the scene degd in the panel, as figure no. 52 and

figure no. 53 illustrate.

Fig.52: spatial clarification of depicted scene (69 314) Fig.53: montage (Koike, 03)
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On the other hand, montage could be occasionaliydan Crying Freemaralso in
form of letters or newspaper articles, which previle reader with a lot of background
information and thus create effective temporal shuas in the narrative, as figure no. 54

illustrates.
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Fig.54: montage as an article (Koike, 435) ig.95: parallel function (Koike, 03)

The least used function @rying Freemarnis parallel combination, in which textual
and pictorial information within one panel does nuitually co-operate, as illustrated
on figure no. 55However, Koike’s comics uses this function veryeharit does help
the narrative to acquire the full attention of tkader by the mismatch of pictorial and

textual information.

3.2. Franco-Belgian comics:Blue Pills

Blue Pills is an autobiographical comics of french illustratbrederik Peeters,
which describes initiation and development of Pe&teelationship with HIV positive
Catie and her little son. This comics has beenedsin one volume, without any
additional sequels, which was also translated oc#ech language in 2008 by Hana
Zahradnikova. This translation was also used for the aimliysthis diploma thesis,
which has revealed th&lue Pillsmake use of five different functions form McClosd’
categorization.

The function with most frequent use in Peeters’snice is inter-secting
combination, which is usually graphically represenby speech balloons or thought

balloons. On the basis of the graph and table ptedein figure no. 56, it might be
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concluded that inter-secting combination is useBlire Pillsalmost twice as much as
the sum of al the other functions. This is mostysed by the fact that most of the

narrative in Peeters’s comics is presented viaadters’s dialogues.
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Fig.56: the use of McCloud’s texttiaictions inBlue Pills

However, McCloud’s inter-secting combination cobkl presented also via thought
baloons, which usually provide the reader with abter’s interior monologues, this
kind of narrative space was not used in casBlo¢ Pills Instead of thought balloons,
Peeters’s comics presents thoughts of the chasactdy inside of narrative captions,
where they are indirectly described in past tenséhb voice of the narrator, which is

typical attribute of word-specific combination.

Hrdl jsem chldpka, o kterghe se dd opiit
ktere) vsechno vures( a vi, kam Slapnout..

Fig.57: thoughts in caption (Peeters, 35)
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For this reason, word-specific combination is thection with the second highest
occurence irBlue Pills Whenever Peeters’s comics has to inform the realoleut the
character's mental processes (such as thoughtss,idemotions, feelings and
motivations, etc.) without expressing them exgdlcitia speech balloons, it describes
them indirectly through the voice of the narratathim the captions, as illustrated in
figure no. 57. This type of thought exposition e&ry effective, because it allows the
reader to have the insight into the mind of a ottara which is currently speaking
within the same panel, without deceleration of mlagrative’s pace (for narrative pace

see section 2.2.4.)
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Fig.58: rapid progress in narrative (Peeters, 22)

Apart from the indirect exposition of characterfotights, Peeters’s comics also
uses narrative caption for distribution of narratmoice, which ishe primary purpose
of word-specific combination. According to McCloutie main advantage of the use of
narrative captions in word-specific combinationthe compression of relatively large
amounts of information into a few sentences. (Mc@ldlaking, 197) In case @lue
Pills, this distribution of large amounts of informatigia word-specific combination is
also a very useful tool for rapid progression ie ttarrative. By the frequent use of this
aspect of word-specific combination, Peeter’'s cansiaccessfully creates an illusion of
fluent autobiographical narrative with occasionakelerations, in which the reader
could focus on the most important events from thes| of the depicted characters, as

illustrated on figure no. 58.
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The next function of text that could be often foundlue Pillsis picture-specific
combination, in which textual information serve s@me sort of soundtrack to the
pictures. According to the graph and table preskimiefigure no. 56, picture-specific
function is the function with the third highest usePeeters’s comics. Blue Pills this
function of text could be found in three variatiomsich could be differentiated on the
basis of the textual space in which they appeae. first type of textual sound effects

does apper within the speech balloons, as illu$tatefigure no. 59.

Fig.59: sound effect within speech balloon &lig.sound effect within speech balloon

On the other hand, the second type of sound effadBeeters’s comics does not
appear in any specific textual space, but it ieiporated directly into the picture within
the panel. This type of sound effects is the mostraon inBlue Pillsand it could be

illustrated on figure no. 60 and figure no. 61.

Fig.61: sound without speech balloon Fig.62: sound delimited by short lines

The last type of sound effects Biue Pills appears within the space delimited by
the series of short lines, as illustrated on figuoe 62. Occurence of this type of sound
effects is the least common Biue Pills as it could be found only in three panels from

the whole comics.

56



Fig.63: montage (Peeters, 124) @digparallel function (Peeters, 2)

The next function of text that could be found Btue Pills is montage, which
incorporates the text into the scene depictederptimel. Montage appearsBiue Pills
mostly in form of posters, covers of the magazimed other types of advertising texts,
which co-create the realistic illusion of depicead/ironment, as illustrated on figure no.
63. Apart from the decoration of depicted environtnehe use of montage does not
have any significant function in the developmenthef narrative.

The least used function Blue Pillsis parallel combination, in which textual and
pictorial information within one panel does not @oerate. However, Peeter's comic
uses parallel function very rarely; it does help tfarrative to acquire the full attention
of the reader by the mismatch of pictorial anduakinformation. This effect of parallel
function is also used in the begining of the inithapter, where the text-containing
panels present abstract depictions in combinatiadh ¥he words of foreign origin,
which start with the letter ‘d\, as illustratedfigure no. 64. The relation of these words
to the narrative is not transparent until the fipsinel of the forth page, where it is
revealed to the reader, that one of the main ctextads searching for the word in the
dictionary.

Parallel function inBlue Pills is in most cases presented inside of narrative
captions, which does not clarify whether the deggidtext is thought by characters or
uttered by narrator. This use of narrative captionsonnection with parallel function
often results in an initial confusion, which fordie reader into a careful examination

of the panels and greater focus on the narrative.
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3.3. Anglo-American comics:Fagin the Jew

Fagin the Jews one of the last works by legendary American icobmok writer
and illustrator Will Eisner, which presents thergtof Charles Dickens’s Oliver Twist
from the perspective of Moses Fagin. However, Eisneomics examines various
controversial themes, such as distortion of jevedreotypes in classical literature, in
terms of the use of textual functions it is notywearied, as it uses only four out of
seven McCloud’s combinations. On the basis of tiaply and table presented in figure
no. 65, it might be concluded that Eisner's comicges primarily inter-secting
combination, which is the most common functionacte of the examined comics. Inter-
secting combination is predominantly graphicallpresented by speech balloons or
thought balloons. In case Bhgin the Jewthis function could be found only in form of

character’s speech within the speech balloons.

800
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0

O Word-specific 85
B Picture-specific 6

O Inter-secting 706
O Montage 19

Fig.65: graph of thettexctions inFagin the Jew

The second most used functionfRagin the Jewis word-specific combination,
which could be most cases found in narrative captibut occassionally it appears also
inside of the speech balloons. Most of the nareati@ptions in Eisner’'s comics are not
depicted within the panel, which they accompanyamwthey have any specific border
lines. As figure no. 66 and figure no. 67 illustsatext of the caption usually floats
above or below of the accompanying panel and rdaaeto deciderhether there is any

connection between them or not.
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! It was the very next week that I was herded with other

e \'Ij"'ﬂ. convicts on a ship bound for one of England’s western
colonies, where convicts sentenced to transportation were
to fulfill their sentences. There they were enslaved to
colonists who bought their services from the Crown.

That night I
escaped to the
port.

Fig.66: unattatched caption (Eisner, 42) Figw8vattatched caption (Eisner, 37)

However, captions in Eisner's comics are usuallgtegl to the single panel, in
some cases there could be found also captionstafeatto two pictures at a same time.
Demonstration of this phenomenon could be illusttain figure no. 68, where the text
in the caption describes Fagin's unsuccessful ram fthe police, which is graphically

represented in the both of the accompanying pisture

Oh, I ran...on tived legs...but not quick
enough. ..

Fig. 68: two panels accompanied by one caption

It should be also mentioned, that analysis hasatedeseveral cases, in which one
piece of textual informatiomvas used in word-specific and inter-secting comtimna
simultaneously. This dual functioning of the tegpaars in the panels at the end of the
narrative and it could be further divided into tdifferent categories on the basis of its
initial functioningin the narrative.

The first category of dual functioning of text ibet case in which textual
information is primarily attributed with the funoh of inter-secting combination. In
practice, this type of text operates on almostsdr@e principle as the above-mentioned

captions, which refer to two different panels sitaneously. The only difference
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between these two phenomena is the fact, thattypis of text changes its function
during the progression of narrative, as illustratadhe panel in figure no. 69.

In this panel, Oliver's Wife Adele tells the stalgout an old man, who returned the
stolen things to her mother‘'s house shortly aftexytwere robbed. Apart from the
depiction of Oliver's wife and her speech ballodhis panel contains also small
illustration of her story down at a right side betpanel. This illustration functions as
some sort of sub-ordinated panel, which is alsatedl to Adele’s speech balloon,
because it depicts some of the information conthimghin her speech balloon. During
the development of the narrative, Adele in the nm@amel is firstly recognized as a
speaker of the depicted words by a tail of thedoal) which attributes her speech with
the function of inter-secting combination. On thines hand, the revelation of the
relation among the piece of information from Adslealloon and the illustration in the
sub-ordinate panel causes the gradual re-evaluafidime function of words contained
in the speech balloon, which is finally also atitdgdd with the additional function of

word-specific combination.

" WELL, MONKs (ONFESSED !

= ‘ﬁ;s"a‘em. NAME 16 E&EFOED
HE 15 THE EARLIER 50N OF MY
Y FATHER, SR EDWARD LEEFORD,
| WHO HAD BEEN MARRIED
';é\BEFoRE RIS AFFAIR WITI H

: WELL . BEFORE TWAS BORN,
JERR  ONE EVENING ... MYMOTHER AND MY
L GRANDMOTHER, REBECCA, WERE AT THE
| HOME OF THE LATE MR SALOMON.
THEY HELPED SETTLE HIS AFFARS
WHEN AN OLD MAN APPEARED AT
THE DOOR SEEKING TORETURN
“THiNGS STOLEN FROM THE ESTATE
BY A THIEF NAMED SIKES.
: OTHER | 50, 1AM
SR LEEFORDS SON 'roo

Fig.69: dual functioning (Eisner, 147) Fig. dual functioning (Eisner, 144)

The second category of dual functioning of textthe case in which textual
information is primarily attributed with the worghcific combination. In comparison
with the previous type of dual functioning of testjb-ordinated panels in this type of
text are not placed below the speech balloon, but to it, as illustrated in figure no.
70. On the basis of this different positioning, teader has tendency to relate the sub-
ordinated panel to the adjacent speech balloontlnsl perceive the text contained
within primarily as a voice of the narrator, tydi¢ar the word-specific combination.

Only after the further examination of the rest loé {panel, the reader could recognize
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that the speech balloon is uttered by Oliver Twaisd thus reveal the additional function
of inter-secting combinatiofi.This type of dual functioning of text is less conma
Fagin the Jew because in most of the situations narrating dbars are usually
depicted in between of the speech balloon anduhesdinated panel or they are placed
in the upper left corner of the panel, what caubas reader has tendency to primarily
interpret the information contained within the plaaetheir speech.

As has been already mentioned, this specific chsiea functioning of text could
be found only in the end of the story Bagin the Jew The main reason for the
appearance of this phenomenon in the final pathefnarrative is the fact, that this
unusual combination of two different combinatioesalso a very effective tool for the
brief conclusion of the character’s stories. Thisidn of inter-secting and word-specific
combination enables the compression of relativatgd amounts of information from
the narrative into few sentences and one accompgrpanel, which are both further
presented to the reader as a speech of one charBtuite technique provides the reader
with the rapid progress in the narrative by disttibn most of the information via
textual devices, typical for word-specific combioat and at a same time it does not
disturb the pace of the narrative, because thg s@moncluded by a character within the
panel.

The next function of text, which could be found Emsner’'s comics, is picture-
specific combination, in which the textual informest provides soundtrack to the
pictorial information within the panel. According the graph and table presented in
figure no. 68, picture-specific combination is tlwaction with the lowest number of

occurences in the comics.

23 The progression of narrative, mentioned in connectiith both categories of dual functioning of the
text in Fagin the Jew is based on the presuppasitibat readers in euro-American cultural
enviroment usually read comic book panels from dpper left corner to the lower right corner.
(Saraceni Language, 16) This directon of readirexgicitly mentioned mainly for the contrast with
manga, where the whole composition of panels dird¢icé development of the narrative in the
opposite direction. For more information about namgmics see the introductory paragraph in

section 3.1.
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The main reason for this rare occurence of pictjpescific combination is the fact
already mentioned by McCloud in the begining of firevious chapter (see section
2.1.2.), that Eisner successfully depicts emoti@tales of his characters through their
facial expressions, body language or by the effectise of dialogues rather than by
giggles, groans, hahas and other verbal depicfiamensive sounds. On the other hand,
in most cases where characters face some sortysfcahimpact, Eisner often avoids
depiction of any sounds and he rather let the msttispeak” for themselves. However,
this type of depiction does not contain any texin&rmation, it is still important to
make notice of it, because of the fact that contioks from Anglo-American cultural
enviroment usually have tendency to signal thi typphysical impact verbally, which

makes Eisner’s depiction rather atypical.

Fig.71: non-speech balloon for sound .FAgnon-speech balloon for sound

In most of the six examples of picture-specific tamation in Fagin the Jew
Eisner tends to use different type of balloon fatication of the intensive sounds that
are unlike the speech of the characters. Eisnallyssignals this difference in the type
of the sound by the pointed bordering line and nsa@ colouring of text and balloon,
illustrated in figure no. 71, or by the placemehbtoeomatopoeia inside of the cloud-like
balloon, as illustrated in figure no. 72. On théesthand, there could be found also
situations, where Eisner uses common type of spéatlbon for indication of the
intensive non-speach sound, such as the laughteedjoy in the upper right corner of

the panel, illustrated in figure no. 73.
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WA HA MRSOWERBERRY
LOOKAT WANTS METOWeaR 1%
AN TO FE

OURORPHAN || THIS rF o e
OLIVER , . WITHHM To THE He!
S0 dﬁ.,ﬂg&'__ FUNERALS/! o
FANcy<) T, o

Fig.73: speech balloon for sound Fig.74: montage on a shop sign

The last type of McCloud’s function used kagin the Jewis montage, which
depicts the textual information to the environmeepicted within the panel. In case of
this function, it is very interesting to find outat most of the nineteen examples of
montage in Fagin the Jew could be found in some afoshop sign, as illustrated in
figure no. 74 and figure no. 75. On the other hahd only case when montage was

found in a different space than on shop sign usiftated on figure no. 76.

: TOPAY, DANIEL MENDOZA,
o OUR GREAT JEWISH BOXER,
Jl WILL FlaHT JOE WARD THE

£ GENTILE /... HURRY!

Fig.75: montage on a shop sign .ffleigmontage on a shop sign

3.4. Textual Use in Comics from Different Cultural Enviroments

The last section analyzed the presumed variatiofraquency and usage of
McCloud’s categories of text functioning in comitem the three different cultural
environments; Japanese region, Anglo-American regitd Franco-Belgian region. On
the basis of the data gathered by this analystguld be concluded that hypothesis has
been proven, as textual functioning in each of ékamined comics shows different

frequency and usage of McCloud’s categories.
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The analysis of general textual functioning hageaéed three most dominant
functions, which were often found in the analyzedhics; word-specific combination,
picture-specific combination and inter-secting cambon. However, these three
functions have been most frequent in the analysaias; their usage in connection
with each of the analysed comics was very differeat this reason, most of the cultural
specifics in textual functioning of the examinedmics have been revealed in
connection with these three functions.

The analysis of general textual functioning ha® akvealed the occasional use of
montage and parallel combination in the examinednice. Unfortunately, the
occurrence of these functions in each of the exachaomics was relatively low and for
this reason there were not revealed any specifiodoof usage, on the basis of which

examined comics could be further differentiated.

The analysis of usage of individual textual funefoin examined comics has
revealed a high level of similarity amomjue Pillsand Fagin the Jewespecially in
terms of the most used functions and textual spwesigh which these functions are
presented in the panel. (for panel and textual egp@ee section 2.1.) This similarity
could be illustrated on word-specific combinatiamhich is the second most used
function in both of these comics. Word-specific ¢@mnation usually distributes the
voice of the narrator via narrative captions, whack mostly used for distribution of this
funcion in both of the above-mentioned comics.

In case ofFagin the Jew word-specific combination occasionaly appear® als
inside of the special kind of speech balloons, Whibange its functiofrom word-
specific to inter-secting combination, or vice \&ren the basis of its relation to two
different panelsHowever, the data gathered by the analysis shasvdilal functioning
of speech balloons as a phenomenon specific forloAmerican comics, its
occurrence within the comics from the other cultuegions remains questionable and
for this reason it should be further examined maggr detail by analyses in the future.

In comparison with common use of word-specific camabon in Blue Pills and
Fagin the JewCrying Freemardoes not use word-specific function very oftergehese
of the fact that most of the narrative captionshiis comic are used predominantly for
the direct presentation of character’s thoughtsict for inter-secting combination. On

the basis of this observation, it could be hypatteskthat this phenomenon is specific
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for Japanese manga comics, which should be fuetkeemined in the future by the more
detailed analysis on the greater sample of comaes this cultural environment.
Another similarity betweeBlue PillsandFagin the Jewcould be found in picture-
specific combination, in which text provides souadk to the dominant piece of
information, which is mediated by the pictorial relents. However, the high frequency
of usage of this function iBlue Pillsis much more similar t€rying Freemanin terms
of functioning it is still more similar toFagin the Jew While picture-specific
combination inFagin the Jewand Blue Pills is restricted only to the description of
sounds, in case dfrying Freemanthis function is used also for clarification ofeth
processes or circumstances that does not invobauption of any sound3his atypical
functioning of picture-specific combination i€rying Freemanshould be further
examined on the wider variety of comics to revelaétegher it should be classified as an

attribute unique for Japanese Manga comics.

3.5. Summary of findings in the practical use of McCloucds

classification

Apart from the examination and comparison of taxictioning in comics from
various cultural environments, the previous sectilso examined the effectivity of use
of McCloud’s categorization in practice. On the ibasf the data gathered by the
analysis, it could be concluded that inter-sectommbination and word-specific
combination are the most used functions in eache&xamined comics.

In case of inter-secting combination, textual pradorial elements partially overlap
in presenting the same piece of information, butaatame time each of these
components also distributes some additional detgierspective to the scene. For this
reason, inter-secting combination could be founddpminantly within the speech
balloons as a representation of character’s spaeohbcasionally inside of the narrative
captions, where it could substitute the role oltyitt balloons. In each of these types of
usage, inter-secting combination forces the readefocus on textual and pictorial
information, which mutually co-operate in the méidia of the message in the panel.
Perhaps, this balanced mediation of message thrtmxghal and pictorial information
could be the main reason for the most frequentroecoe of inter-secting combination

in each of the examined comics.
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The next function, which was frequently used in #malysed comics, is word-
specific combination, which mediates most of thesgage via verbal information, while
pictorial information serves only as an illustratito it. According to McCloud, this
function is also very useful device in terms of goession of large amounts of
information into relatively short space. (McClouaking, 131) For this reason it is also
often used in each of the examined comics for mmeatf effective shortcuts in the
narrative, which enable the reader to move ragitigughout the narrative without the
deceleration of narrative pace.

In connection with the textual spaces, word-spedéifnction appears mostly within
the narrative captions, but occasionaly it couldftmend also inside of the speech
balloons. This usage of word-specific function baen revealed only in Fagin the Jew,
in cases where functioning of textual informati@ntained within the speech balloons
changes on the basis of the simultaneous connegitbntwo different panels. In each
of these cases, function of text in the panel charigpbm word-specific to inter-secting
combination, or vice versa.

This fusion of inter-secting and word-specific conation enables the compression
of relatively large amounts of information from tharrative into few sentences, and
thus it is used only for the brief conclusion of ttharacter’s stories in the final part of
the narrative. However, the data gathered by tladysis has revealed only the type of
fusion of word-specific and inter-secting combipatiit remains questionable whether
this phenomenon could appear also among the oth@ddd’s functions.

Another McCloud’s function, which has been oftearfd in the examined comics,
is picture-specific combination, in which picturdistribute all of the information to the
reader, while the accompanying text provides dméygoundtrack to the depicted action.
This function has been found in the examined compiegiominantly in the form of
mechanical sounds or human non-oral sounds, batsemmnally it was used also as a
representation of oral sounds. In connection wiith textual spaces, picture-specific
function often does not appear within any speciégtual space, but it is directly
incorporated into the scene depicted within theepan

In the cases, when picture-specific combinatioesdappear within some sort of
textual space, it could be found mostly within trelinary speech balloons, where it
usually represents non-verbal oral sounds. Aparnfithese appearances, picture-

specific combination could be found also within #igpical speech balloons; which are
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differentiated by the unusual shape, colour orefett; where it usually represents
sounds of high intensity or non-verbal oral soundse last type of textual space, in
which picture-specific combination has been foums,the series of short lines
surrounding the depicted text. This type of textshce has been found only in Blue
Pills, where it was used for representation of werbal oral sounds of low intensity.

Apart from the cases, in which picture-specificménation provided the
soundtrack for the actions that include productadnsounds, the analysis has also
revealed the cases, in which this function was @isedarification of the actions, which
does not include production of any sounds. Thisafiggcture-specific combination has
been found only ifCrying Freemarand its evaluation was very problematic, becatise o
the fact that its functioning did not completly mlad with any criteria of functions
from McCloudclassification. Firstly, each of these phenomersabeen classified as a
representative of duo-specific combination, in whiextual and pictorial information
distributes the same message to the reader. Amntilgsis progressed, this classification
has been rejected as unsatisfactory, becausextialtenformation in these phenomena
did not distributed exactly the same message agrg@tinformation, but only part of it.
For a solution, each of these phenomena has bassifed as a representative of unusal
type of picture-specific combination, in which tedaes not provide the soundtrack to
the pictorial information, but rather some sort dhrification of the depicted
circumstances. On the basis of the relatively roghurrence of this unusual type of
picture-specific combination i€rying Freemanit has been also concluded, that the
criteria for recognition of picture-specific comhitron should be re-evaluated and
extended by the dimension revealed by this analysis

In case of montage and paralel combination, treyais has revealed only few
examples of use of these functions in the examioeaics. The low occurrence of these
functions could be partially explained by the fabat they do not significantly
contribute to the development of comic book naveatiThis conclusion could be
justified especially in case of the parallel condbion, in which textual and pictorial
elements within the panel do not mutually co-operaivhich often results in
deceleration of narrative pace. On the other hdhd, low use of montage in the
analysed comics could not be explained only byngdfectivity within the narrative.
According to McCloud, the use of montage within tteenic book narrative offers a

greate potential for exploration, but only few corbobok authors are willing to explore
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it. (McCloud Making, 139) Perhaps, for this reagath of the examined comics uses
montage rarely, without invention, and only as eodation of the environment depicted
environment or for clarification of the spacialatimstances in the narrative.

In case of duo-specific and inter-dependent contioing, there were not found any
examples of usage in the examined comics and tleysdannot be further analysed. It
should be also noted, that McCloud describes thesgions as a very rare phenomena,
which require specific conditions for occurrencehwi the comic book narrative and
thus it is not surprising that none of them hasregealed in the analysed comics.

On the basis of the data gathered by the analitsispuld be concluded that
McCloud’s classification is an effective method ddferentiation of text functioning in
comics. However, the most of the McCloud’s functioecognized in the analysis have
been evaluated as an effective tool for differemaof textual functioning in comics;
the analysis has revealed that criteria for redagmiof picture-specific combination in
practice should be further extended. The recomneerdtension of criteria for picture-
specific function should involve also the caseswlrich textin the panel provide the
clarification of the depicted action or circumstanwhich does not involve production
of any sounds. Apart from this adjustment of crdor picture-specific combination,
the analysis has not revealed any other imperiegtio connection with functioning of
McCloud’s classification, and thus it could be reoteneded for the further use in

practice.
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4. CONCLUSION

The main focus of the present work was to exantige functioning of textual
information in the comic book medium. For this @asit was important to firstly
examine the criteria on the basis of which the conwiok medium is usually defined as
well as to explore the position of text among theseeria. It was consequently
necessary to analyze the available methods, obakis of which text in comics could
be differentiated, and find a method which wouldadequate for the purposes of this
thesis. The objective of the work was thus to aétbe most adequate method for
classification of textual functioning in comics atodexamine its usability in practice. In
order to accomplish this goal, the analysis of méshwas divided into two parts.

The first analytical part of the thesis was dieglcto the examination of the four
available classifications of text in comics, sot@get an idea of the principles, on the
basis of which text in comics could be differergthtIt was demonstrated that each of
the examined classifications operates on a difteneninciple. Apart from the
examination of their overall functioning, the armdyl categorizations were also
mutually compared and evaluated on the basis af lsability in practice. On the basis
of the data gathered by the first analytical pdrthe thesis it was concluded that the
most effective method for differentiation of thexttein comics is McCloud’s
classification, which categorizes the text in carn the basis of the ratio in which the
combination of textual and pictorial elements disttes the message to the reader. The
main advantage of McCloud’s categorization is thet fthat its functions do not
mutually overlap and for this reason each piectextual information in comics can be
attributed to only the one of McCloud’s functioi$herefore, McCloud’s classification
has been evaluated as the most transparent sysiendifferentiation of textual
information in comics.

The analysis then proceeded to an investigatibrthe practical usability of
McCloud’s classification in practice in the secqait of the analysis. Apart from the
investigation of usability, this part of the thesias also examined the variability of
textual use in comics from three different cultuevironments; namely Anglo-
American region, Franco-Belgian region and Japanegen. It was hypothesized that
the frequency and usage of McCloud’s textual fuurdiin each of the examined comics

would vary in relation to the cultural environmémiwvhich the comic book originates.
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Statistically, the hypothesis was supported by rigmults, which evidenced that
usage of individual textual functions is differemteach of the examined comics. On the
other hand, the analysis has also revealed thirins of general textual functioning,
each of the examined comics uses predominantlye tfwactions; namely a word-
specific combination, a picture-specific combinatand an inter-secting combination.
However, these three functions have been most éréggn the analyzed comics; their
usage in connection with each of the analyzed convas extremely different. For this
reason, most of the cultural specifics in the takfunctioning of the examined comics
have been revealed in connection with these thneetibns.

The examination of general textual functioning bs® revealed the occasional use
of montage and parallel combination in the analyzednics. Unfortunately, the
occurrence of these functions in each of the exadhaomics was relatively low and for
this reason there were not revealed any contradia in connection with these two
functions, on the basis of which examined comieddbe further differentiated.

The analysis of individual textual functions ine@xined comics has revealed a high
level of similarity among the Franco-Belgian corBicie Pillsand the Anglo-American
comicFagin the Jewparticularly in terms of the most used functiansl textual spaces
through which these functions are presented irp#mel. Therefore, similarity of textual
usage in comics from these two cultural environmetiould be further examined with
a larger sample of comics in the future.

The analysis of individual textual functions inetlexamined comics has also
revealed several cases of atypical use of wordHsp@ad inter-secting combination in
the Anglo-American comickagin the JewIn the comic, textontained in a special
kind of speech balloons changes its functioom word-specific to inter-secting
combination, or vice versa, on the basis of thati@h of one speech balloon to two
different panelsHowever, the data gathered by the analysis shosvdilnal functioning
of speech balloons as a phenomenon specific forloAAmerican comics, its
occurrence within the comics from the other cultuegions remains questionable and
for this reason should be further examined in gredétail by analyses in the future.

The analysis of individual textual functions inaexined comics has also revealed
atypical use of narrative captions in the Japacesac, Crying Freemanwhere these
textual spaces were used predominantly for thecdipresentation of character’'s

thoughts, typical for inter-secting combination. akp from this phenomenon, the
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examination ofCrying Freemanhas also revealed the atypical functioning of the
picture-specific combination, which was used farification of the processes that does
not involve production of any sounds. On the basithese observations, it could be

hypothesized whether these phenomena are uniquiaf@nese manga comics, which
should be further examined in the future by theeraetailed analysis on larger sample
of comics from this cultural environment.

It has to be, indeed, acknowledged that the delkalata are not ideal for
examination of textual functioning in comics fronarious cultural environments.
However, the analysis has investigated only oneicqer each cultural environment;
the results revealed by the examination are beli¢wehave provided a valuable initial
insight into the problem of textual functioning icomics from various cultural
environments.

Apart from the findings in connection with exantina of the textual functioning
in comics from various cultural environments, tmalgsis has primarily examined the
usability of McCloud’s classification in practid®n the basis of the data gathered by
the analysis, it can be concluded that McCloudissification is an effective method for
differentiation of textual functioning in comicsokever, each of McCloud’s functions
recognized by the analysis has been evaluatedfaestieé and transparent tools for
differentiation of textual functioning in comicse analysis has revealed that criteria for
recognition of picture-specific combination in piiae should be further extended. The
recommended extension of criteria for this functstiould also involve cases, in which
the text in the panel provides the clarificationtioé depicted action, which does not
involve the production of any sounds. Apart frons thdjustment of criteria for picture-
specific combination, the analysis has not reveadey other imperfections in
connection with functioning of McCloud’s classificen, and thus it could be

recommended for further use in practice.
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RESUME

Primarnym zamerom prace bolo preskéinfangovanie textu v komiksovom
médiu. Z tohoto dbévodu bolo dbélezité najprv \Witykritéria, na zaklade ktorych je
komiks zvyajne zadefinovany a zaravezistit’ poziciu textu medzi tymito kritériami.
Dalsim krokom bolo zmapovadostupné metédy a vyhtaz nich najvhodnejsiu,
pomocou ktorej je mozné rozliSavdungovanie textu v komikse. Qi@m tejto prace
bolo preto nielen néfsnajvhodnejSiu metédu klasifikacie textu v komikaks zarova
aj preskumat jej efektivnésv praxi. Z tohoto doévodu bola analyza metod v prac
rozdelena na dvéasti.

V prvej analytickejéasti prace boli zmapované a navzajom porovnané réizme
metddy klasifikacie textu v komikse, v ktorych batientifikované rézne principy
pomocou ktorych mdze Bytext v komikse klasifikovany. Na zaklade dat ziskeh
touto analyzou bolo zistené, Ze najvhodnejSou noetOgre rozliSovanie textu
v komikse je McCloudova klasifikacia, ktora rozigufunkcie textu v komikse na
zaklade pomeru, v ktorom sa textové a obrazovérnmdcie v ramci jedného panelu
spolupodiéaju na sprostredkovani spravtate’ovi. Tento system Kklasifikacie bol
vyhodnoteny ako najefektivnejSi najma pre vysoklermitransparentnosti, ktora
neumo#uje textovym informaciam v komikse ithaiac funkcii zarova.

DalSim krokom bolo preskumgraktickl vyuZitelno McCloudovej klasifikacie
v druhej analytickegasti prace, kde bola tato metéda zatovguzita aj na vyskum
textového fungovania v komiksoch pochadzajucichdznych kultdrnych regiénov,
konkrétne Anglo-Americke] oblasti, Franko-Belgickeplasti a Japonskej oblasti.
Predpokladalo sa, Ze frekvencia a spdsob pouZziadigotlivych textovych funkcii
v kazdom zo skumanych komiksov sa budut Iiizavislosti od kultirneho regiénu
z ktorého dany komiks pochédza.

Vysledky vyskumu potvrdili, Ze frekvencia a spdspbuzivania jednotlivych
textovych funkcii si v kazdom zo skumanych komiksmzdielne. Zaujimavym
zistenim vSak bolo, Ze skiumané komiksy vyuzZivajitastejSie tri funkcie; konkrétne
slovne-Specifickl, obrazovo-Specifickl a presahwjfimkciu; ktoré su vSak v kazdom
skiumanom komikse realizované odliSne. Na urovm@dd/ych textovych funkcii bolo
taktieZz zistenych mnoZzstvo podobnosti medzi FraBdlgickym komiksomModré

Piluky a Anglo-Americkym komiksom Zid Fagin najmad v slvislosti s
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najpouzivanejSimi funkciami a ich realizaciou vegtoroch panelu. Z tohoto dévodu
bol tento fenomén dopatany k podrobnému preskiimaniu na&dej vzorke komiksov
Z tychto kultarnych oblasti v dalSich analyzach.

DalSim zaujimavym zistenim je atypické fungovatgetu v suvislosti so slovne-
$pecifickou funkciou a presahujucou funkciou v Ané@imerickom komikseZid Fagin
v ktorom textova informacia v ramci jednéhaioeého bal6na za ¢itych okolnosti
vykazovala dve vysSie uvedené funkciéasine. Napriek tomu, Ze tento jav bol zisteny
v komikse pochadzajucom z Anglo-Amerického kultimmekontextu, jeho vyskyt
v komiksoch z inych kultarnych regidonov zostavazotaa doporduje sa k podrobnému
prieskumu v dalSich analyzach.

Analyza taktiez odhalila atypické pouzivanie r@askych textovych priestorov
v Japonskom komiks@lacuci Drak kde boli tieto priestory primarne vyuzivané na
priamu prezentaciu vnatornych monolégov postaviclp pre presahujucu funkciu.
V suvislosti s tymto komiksom analyza taktiez odhadtypické fungovanie obrazovo-
Specifickej funkcie, ktora boldasto pouzivana na objas/anie procesov pri ktorych
nevznikaju Ziadne zvuky. Napriek tomu, Ze tento jhel zisteny v komikse
pochadzajucom z Japonskeho kulturneho kontextug jsiskyt v komiksoch z inych
kulturnych regiénov zostava otazny a dopoia sa k podrobnému prieskumu v dalSich
analyzach.

Okrem vyskumu textového fungovania v komiksocldzngch kultirnych oblasti,
analyza bola primarne zamerana na vyskum wyirtgti McCloudovej klasifikacie
v praxi. Na zéklade dat ziskanych touto analyzolo preukazané, Zze McCloudova
klasifikacia je efektivnym nastrojom pre rozliSoiatextového fungovania v komikse.
Napriek tomu, Ze vSetky z McCloudovych funkcii belihodnotené ako efektivne a
transparentné kategorie pre klasifikaciu textu mkse, v slvislosti s obrazovo-
Specifickou kombindciou bolo na zéklade dat ziskhnyanalyzou dopotené
upresnenie kriterii, ktoré by malo do tejto funkaehnova’ aj procesy pri ktorych
nevznikaju Zziadne zvuky. Okrem tohoto upresneniae pbrazovo-Specificku
kombinaciu, analyza neodhalila Ziadne vyrazné netlos v suvislosti s fungovanim
McCloudovej klasifikacie, a preto je mozné ju dagdt aj k dalSiemu vyskumu

textovych informécii v komikse.
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