centres of Franko studies in L'viv and Drohobych. It is represented by the polyphonic
Franko studies, I. Denysiuk’s seminal contribution to the development of literary criticism
and pedagogical science, the publication of many-faceted monographs on Ivan Franko,
pivotal international conferences held in L'viv and Drohobych Universities. A 50-volume
collection of Franko’s writings supplemented with academic commentary, the edition of
‘Pokazhchyk kupiur’ published by the researchers at Ivan Franko Institute, the National
Academy of Sciences of Ukraine, is of fundamental importance for the systematic
investigation of the pedagogical heritage of the writer.

Results. However, despite the considerable number of philological and pedagogical
empirical studies and an extensive range of analytical researches on the pedagogical
dimension of Franko’s heritage in the diaspora, there has been no synthetic study
generalizing of Franko’s pedagogical concepts so far. The perception of |. Franko’s literary
and scientific writings largely remains open to debate in school and university scholarly
circles, which still hold deep-seated prejudices and stereotypes as regards the writer’'s
heritage.

Discussion. lvan Franko’s pedagogical postulates continue to exert a profound
influence on the development of the theory and methodology of teaching literature, which
is why the issue of a synthetic study intended to consolidate theoretical insights into the
problem under investigation and expand the scope of research has become more
compelling than ever. Equally worthy of mention is the overwhelming impact of Franko’s
Western European pedagogical beliefs, often postulated by the scholar far ahead of his
time. The writer put forward the novel ideas whose implementation can only be feasible in
a fully-fledged highly developed civil society.

Keywords: Ivan Franko, pedagogical concept sphere, contemporary perception of
didactic postulates, periodization of pedagogical Franko studies, problem synthetic
monograph
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Abstract. The evolution of 21 century novel is regarded. The paper concentrates on
fiction subjectivity reflection in Alan Moore’s graphic novel “V — for vendetta”. The graphic
novel is considered to be the result of modern novel transformation. The article
investigates this issue by examining the narrative techniques accompanied by graphic
presentation.

According to the analysis of recent researchers and publications there is no universal
definition of the graphic novel as a literary phenomenon. So the paper is an extension to
examine the narrative strategies of “V — for vendetta” inherited in modernism novels.

The narrative inquiry and analysis were used in the study.

The impact of the modernism characteristics on the Alan Moore’s graphic novel “V —
for vendetta” is shown. The study has confirmed the deepening of fiction subjectivity which
is manifested in not distinct measure between reality and illusion as author’s interpretation
of the picture of the world through masking, disguising, hallucinations and unconscious
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thoughts. It has been found that “the plot of style” in Alan Moore’s “V — for vendetta’,
presented by the intensity of visual perception, the speech peculiarities, specific
characteristics of narrative organization, predominates. Extensive coverage is given to
nonlinear, fragmentary, multileveled narration and closure as a fact of visual inter-
textuality.

An attempt is made at identifying the modernism novel characteristics in Alan
Moore’s graphic novel “V — for vendetta”.

The study enabled to identify the work that mixed features of literary narration and
comics as an up-to-date novel. The material in this article can be used both in theoretical
course of modern literary criticism and practical graphic novel workshop.

Keywords: graphic novel, modernism, subjectivity, reality, illusion, writing about
writing, closure, fragmentary narration

AktyanbHicTb (Introduction). To represent graphic illustrations, accompanied by
the narrative, which have attracted much media attention in recent years, modern
researchers use a range of terms “graphic novel”, “comics”, “graphic storytelling”,
“pictorial storytelling”, “visual narration”, “sequential art”, “graphic literature”. Most of
these terms (except “comics”) can be divided into two parts. The first words ‘graphic’,
“pictorial”, “visual” are used to stress the visual quality of the “storytelling”. Actually, the
main issue is not connected with the identification of this phenomenon as genre, it
deals with the narrative strategies that imitate the modernism tradition.

AHani3 ocTtaHHix pocnimkeHb Ta nybnikaudin (Analysis of recent researches
and publications). The creators of sequential art Will Eisner and Scott McCloud
identify comics as an “artform — the medium” and compare this phenomenon with a
vessel which can hold any number of ideas and images” [10, p. 6]. These researchers
use the terms form and medium as interchangeable notions. McCloud’s picture of a
half-full comics-pitcher, which consists of “writers, artists, trends, genres, styles,
subject matter, and themes”, demonstrates that genre is something larger than form.
So Will Eisner and Scott McCloud interpret graphic novels as forms rather than
genres. While some authors, for instance, Katherine Butcher and M. Lee Manning in
“Young Adult Literature: Exploration, Evaluation, and Appreciation” operate the terms
genre and format: the chapter of the textbook is entitled “Exploring other formats” and
refer to graphic novels as “visual genre” [3, p. 278]. Kenneth L. Donelson and Allen
Pace Nilsen in “Literature for today’s young adults” state that “the term format is more
accurate than genre because the stories range from science fiction and fantasy to
mysteries, historical fiction, love stories, and whatever else a creative person might
think of’[12, p. 315], like epic, comedy, tragedy. James Bucky Carter in his study
doesn’t consider the graphic novel to be a genre, he argues that “much of the use of
genre to describe comics and graphic novels comes from either a lack of
understanding or a lack of education, or, at worst, a reluctance to accept new forms
and “new” voices into already established notions of the literary” [4, p. 22].

There are some researchers who treat the graphic novel as a genre. For example,
Peter Smagorinski in “Teaching English by design” confirms that “a genre refers to
works that share codes: western, heroic journeys, detective stories, comedies of
manner, and so one. These genres are often produced through a variety of media:
short story, drama, novel, film, graphic novel, and so on, which themselves are
referred to as genre” [13, p. 120]. Moreover, “’by genre” the researcher doesn’t “mean
strictly form-oriented groupings of literature—poetry, drama, the novel, and other
structures”. He uses genre to refer to texts that employ a predictable, consistent set of
codes”. The researcher concludes that such specific characteristics of graphic novels
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as “panels on pages with word balloons”, “narration in each panel” the reader must
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follow, the “codes of the characters and plots and visual elements found within each
piece of sequential art narration make the genre, not the shared form that supports
those genres”.

It may seem a very delightful prospect, but Sierra Throop, graduate of Michigan
State University, in the paper “How the graphic novel has made its way into the literary
canon” offered “to expand” the “Western canon” and “to include graphic novels” there,
due to their growing popularity”.

The term “graphic novel” is rather a new and an up-to date issue in Ukraine.
Ukrainian studies primarily provide the linguistic approaches to investigation of the
graphic novel [5], [6]. So, the paper of D. Dmitrieva is of certain interest for our issue.
Russian researcher, for example, states that “the graphic novel is at the crossroad of
comics, literature, and cinema” and operates the term “strip cartoon novel’ for
examining Alan Moore’s “V for “vendetta” in Russian reader’s perception.

MeTa (Purpose). According to the analysis of recent researchers and publications
we can make a conclusion that there is no universal definition of the graphic novel as a
literary phenomenon. So the paper is an extension to consider the graphic novel as a
genre that invaded the novel postmodernism strategies in its structure.

Metoau (Methods). The narrative inquiry and analysis were used in the study.

PesynbTtatn (Results). The fact that the graphic novel is the representative of a
new fiction era, that mixed in its structure previous literary tradition, is determined
primarily by such characteristics of the modern novel as an “uncompleted” genre, that”
continuous to develop” [1, p. 69]. According to M. Bakhtin, the genre skeleton of the
novel hasn’t formed yet, so we couldn’t foresee all its “plastic possibilities”. The
famous scholar states that “the novel” has no strict set of features. Furthermore, the
fact that the novel is an uncompleted genre and by it is far from having an established
genre boundary results in certain theoretical difficulties in setting up a set of theoretical
rules to define the novel. The fact that most graphic novels, for example A. Moore’s “V
for vendetta”, have dynamic plots, background, heroes is not enough to define the
graphic novel as a genre.

I's not a secret that the main reason for rapid evolution of the novel at the
beginning of the 20™ century became the crisis of realistic consciousness. The ways of
its overcoming differed a lot. Some writers tried to adopt the features of new electronic
era to their literary creations. As a result such experimental works as novel-
vocabulary, novel-crossword, novel-astrological textbook appeared. Moreover, the
term hypertext, which corresponds to the peculiarities of “computer reading”, was
applied to fiction and determined as fragmentary spatial form of narration without fixed
plot, culmination and denouement, with structural flexibility and ready for
interpretations. The graphic novel successfully combines both the regiments of art, for
instance, perspective, symmetry, brush stroke and the regiments of literature:
grammar, plot, syntax that become superimposed upon each other. Furthermore, “in
its most economical state, comics employ a series of repetitive images and
recognizable symbols”, as the “father of the graphic novel” Will Eisner states.

But the most efficient for our study is the statement of Ukrainian researcher that
one of the ways the modern novel was trying to overcome the literary crisis of “realistic
consciousness” was the “restoring the fiction subjectivity, that draws recipient’s
attention to person’s psychics, especially the relationship between conscious and
unconscious and consequently the style transformation of the text at the expense of
activation of strange voice, liquidation the author as a narrator, creation the effect of
narrative multiperspective [9, p. 166]. We are going to find out the realization of
subjectivity in the graphic novel as the continuation of modernism tradition. Let’s

138



analyze the peculiarities of phenomena of subjectivity in the graphic novel “V — for
vendetta”, written by A. Moore.

First of all, the author’s interpretation of the picture of the world in terms of reality
and illusion changes. The Guy Fawkes’ mask, disguising (Evey in priest’'s house),
hallucinations, unconscious thoughts provide the balancing of the novel between the
reality and illusion. Once being deceived (Evey is in prison, Valery’s letter) the reader
doubts in almost everything. V is a kind of a mystery for the recipient: is he out of his
mind, is he a hero or terrorist. Moreover, the reader doesn’t know for sure whether V is
real or he is the result of Evey’s ill imagination? The author keeps in secret whose face
was under Guy Fawkes’ mask. The novel exists in modernism tradition of total
simulation, not distinct measure between reality and illusion.

Second of all, “the plot of the action” in the graphic novel has lost its domination.
“The plot of style” that includes the intensity of visual perception, the speech
peculiarities and the specific characteristics of structural organization of the narration
became the moving force. Images in the process of interaction with words do not play
less important role than narration. “V — for vendetta” is the example of successful team-
work both the writer and the graphical painter. The images provide the intensity of form
and contest. Black and white colors that dominate, sharp lines, symmetrical design,
mirror images (the last page is a mirror picture of the first one) help to portray the
emotional and mental state of heroes. Other important aspect is the loss of
chronological linear sequence of events. The plot of the story is nonlinear and is told
from different points of view. The novel is fragmentary by its character and consists of
mini-situations most of which are not completed: mini-situation 1 - the detectives
guess, that V means number 5, mini-situation 2 - the man in the mask comes to Kill
doctor Delia, mini-situation 3 — Mr. Olmond Kkills himself, mini-situation 4 — The Nose
again and detectives are examining the case, mini-situation 5 — Delia remembers her
experiments in Larhill, mini-situation 6 — the detectives find out that Delia is in danger,
mini-situation 7 — V kills Delia, mini-situation 8 — V Kkills the detective, who was going to
ware Delia, mini-situation 9 — the police finds Delia’s dairy.

We can’t but mention that so called “writing about writing” or frame story influence
the multi-leveled narration. The sample of the story within the story is the letter, written
by Valerie. Such structures makes the moment of play, giving the parody and theatre
context. The author makes the direct incorporation of the letter in the text of the
graphic novel. We face the joint between two independent texts, one of which is
Evey’s conscious tells about her staying in the prison and the other letter on five
sheets of toilet paper. Valerie’s letter is incorporated in the main text both graphically
with omitted beginnings and endings and in a comic’s way. So Evey’s prison
experience turned out to be false and designed to ruin the prison of her life. Vice
versa, Valerie was in fact real. The recipient is involved into the game. The mixture of
kaleidoscopic dreams, thoughts, associations, different points of view and visual
presentation remind the recipient the Eye, the Nose, the Ear, the Mouth and the Finger
that help the leader to control people. Another example of “writing about writing” in “V
— for vendetta” is Delia’s dairy. The story about experiments in Larkhill and patient
from room number 5 is finished with the same image of a man doctor Delia
remembered of when she saw a rose.

Alan Moore invades the memories and associations in the text unconsciously,
when some events, images, people. For example, rose reminds the doctor of the
figure of a man in the sunlight. The slides that show the changes of Evey’s memories
don’t contain words at all. The dead body of Derek provokes the kaleidoscope of
Evey’s fragmentary reminiscences: she remembers men’s voices near the door,
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herself left at the empty street, the time she was happy with Derek. Slides easily
interpret the chaos in her thoughts, memories, actions. The darkness and the smell of
roses bring childhood hallucinations back in mind.

Another significant issue in terms of graphic novel is double coded narration and
or, so called, Bakhtin’s polyphonic discourse that corresponds to inter-textuality. Every
utterance and every word in discourse is polyvalent: it has multiple meanings or
associations of meanings and always alludes to other meanings. Roland Barthes
states that “a text is a multidimensional space in which a variety of writings, none of
them original, blend and clash” [2, p. 146]. In terms of our study beside the direct inter-
textual allusions to Shakespeare we deal with specific type of inter-textuality — the
visual one. Reading the graphic novels asks the recipients to make links between
words and image on the page, but to make the meaning in the margins between the
panels, using other senses — sound, touch, taste and smell to create the context for
the visual. Closure as the inter-textual potential of the novel is the property of the
recipient to complete the missing of something, for instance, imagining that the other
side of an object exists when only one side is visible. It is important that being the
cognitive property of the closure it is performed temporally via the spaces in graphic
novels, in between the panels. This is almost the same as the “fill in the gap” property
of narrative in general.

BucHoBku i nepcnektuBmu (Discussion). An attempt is made in this paper to
show the transformation of Alan Moore’s graphic novel “V — for vendetta” as the
representative of a new era genre in the modernism tradition. The plastic, flexible
nature of the novel, on the one hand, and crisis of realistic consciousness, on the
other, made such evolutional transformations possible. The interrelation between
image and word in the graphic novel provided the high-level effect of spontaneous
presence and direct participation in the narration. It can be concluded that the specific
structure of the novel made the fiction subjectivity deeper, and indicated the ruined
measures between fantasy and reality. As a result, the setting of the style dominates
due to visual perception, unconscious invasion of memories and associations,
nonlinear, fragmentary and multileveled narration and specific type of visual inter-
textuality. The evidence from this study suggests a variety of further researchers both
in theoretical (landmarks in development, format and narratology, chronotopes and
“time files”, graphic place and space) and practical fields (the graphic novel
workshops).
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MOLEPHICTCbKI TEHAEHUII B TPA®IYHOMY POMAHI AlTAHA MYPA «V -
O3HAYA€ BEHOETA»
0. B.YawnkoBcbKa, J1. A.4yxHo

AHomauis. 30iticHeHo oensid nybnikauil, 8 skux A0cCridXeHO mpakmyeaHHs1 HO8020
0r1d cy4acHo20 siimepamypo3Hascmea, y moMy YUcCHi yKpaiHCbKO20, maKko20 seulia, siK
epagpiyHuli pomaH. Po3ansHymo nepedymosu nosisu epaghiyHoO20 poMaHy ma 8UcCyHymo
npunyweHHs, wo XxyO0oxXHil meip Ha cmukoei Hapauii ma KOMIKCYy OHo8u8 y c8oil
cmpykmypi  XyQOXxHK Ccyb’ekmugHiCmb, rnpumamMmaHHy MOOEPHICMCbKUM pOoMaHam.
BuserneHo, wo y epaghiyHomy pomaHi ArnaHa Mypa 8i0bysacmbCsi 3nummsi peasibHocmi i
ikuitiHocmi, OOMIHYE CHXem Cmus i3 J1aKOHIYHUM  XKap20OHHUM  MOBJIEHHSIM,
ppacmeHmapHo, HesiHilHo, bazamopieHe8ow CMPYKMyporw  Hapamugsy ma
gidyanbHicmio. Ocobrugy yesazy npudineHo epaghiyHOMY iHMepmMeKcmy K MOXIugicmb
peuuriieHma cmeoprogamu eriacHi KoHomauii iK'y Mexax 00HO20 MalltoHKY, mak U MiX
Uiroro HU3Kor 306paxkeHb. OmpumaHi pe3ynbmamu MOXymb 6ymu euKopucmaHi siKk Ha
neKkuiiHux 3aHammsx i3 Kypcy «Cy4yacHa aHenitcbKka nimepamypa», mak | Ha
npakmu4YHUx matcmep-Kracax 3 HarnucaHHs epaiyHux pomaHis.

Knroyoei cnoea: 2cpacpiyHuli pomaH, MOOEPHI3M, Cy6’e€KmuUBHICMb, peasibHicmb,
irro3isi, «meaip y meopi», hpaeaMeHmapHuUU Hapamus, iHmepmeKkcmyaribHi 38 13Ku

MOOEPHUCTCKMUE TEHOEHLUWUUN B TPA®OUYECKOM POMAHE AJTAHA MYPA
«V — 3HAYUT BEHOETTA»
O. B.YawnkoBckas, J1. A.dyxHo
AHHOmMauyus. B daHHoU cmambe npou3dsedeH aHanui3 nybnukayul, 8 KOmopbiX
uccredyemcsi makoe Hogoe OJisi COBPEMEHHO20 flumepamyposedeHusi, 8 MoM yucrie u
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0ns  YKpauHbl, siefieHue Kak epaghudeckuli pomaH. BbiseneHbl npedrnockinku
B03HUKHOBEHUST  2papuyecko20 pomaHa U 8bl08UHYMO  rpedriosioxXeHue, 4mo
Xy0oxecmeeHHoe rpoudsedeHue Ha Cmbike 2pathuku U rnosecmeosaHusi 0bHO8USIO 8
ceoel cmpykmype Xy00)xecmeeHHYH cybbekmueHoOCmeb, C80UICMBEHHYHO
nocmmodepHUCMCKOMy pomaHy. Ha ocHose mnpou3sedeHHO20 uccriedosaHusi pomaHa
AnaHa Mypa aemop KOHCmamupyem CrusHuUe peasibHocmu U (hukKmueHocmu,
OOMUHUpOB8aHUE croxXema Cmussi C JTaKOHUYHOU Xap20HHOU peuybto, ¢hpazMeHmapHoU,
HesnuHelUHoU, MHO20yposHegol opaaHu3ayuel Happamusa. OcobeHHoe 8HUMaHue
obpaweHo Ha egpachudeckul UHmMepmMeKcm Kak criocobHocme peuyurnueHma co3dasamb
cobcmeeHHble KOHHOmauuu KakK 8 paMKkax OOHO20 puCyHKa, maK U MexO0y psioom
usobpaxeHud. [lony4eHHble pe3ynbmambl Moaym b6bimb UCMOMb308aHbl KaK Ha
JNIEKUUOHHbIX 3aHamusix kKypca «CoepeMmeHHas aHanulckas Jfumepamypa», mak Uu
808peMSsI rPo8eOeHUsI Macmep-K1accos o HarnucaHuto epaghuqdecKux poMaHos.

Knroyeeble cnoega: zpacghuyeckuli pomaH, MOOepHU3M, CybbeKmu8HOCMmb,
pearnibHOCMb,  UMIO3US, «POMaH 8 poMaHe», pacMeHmapHbIl  Happamus,
UHMepmeKcmyaribHble C8s3U
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