FOCALIZATION IN VERBAL AND GRAPHIC NARRATIVES: JANE
AUSTEN’S PRIDE AND PREJUDICE AND ITS GRAPHIC NOVEL
ADAPTATION

A THESIS SUBMITTED TO
THE GRADUATE SCHOOL OF SOCIAL SCIENCES
OF
MIDDLE EAST TECHNICAL UNIVERSITY

BY

ALTINAY OZEN KOYUNCUOGLU

IN PARTIAL FULFILLMENT OF THE REQUIREMENTS
FOR
THE DEGREE OF MASTER OF ARTS
IN
THE DEPARTMENT OF ENGLISH LITERATURE

MARCH 2021






Approval of the thesis:

FOCALIZATION IN VERBAL AND GRAPHIC NARRATIVES: JANE
AUSTEN’S PRIDE AND PREJUDICE AND ITS GRAPHIC NOVEL
ADAPTATION

submitted by ALTINAY OZEN KOYUNCUOGLU in partial fulfillment of the
requirements for the degree of Master of Arts in English Literature, the Graduate
School of Social Sciences of Middle East Technical University by,

Prof. Dr. Yasar KONDAKCI
Dean
Graduate School of Social Sciences

Prof. Dr. Cigdem SAGIN SIMSEK
Head of Department
Department of Foreign Language Education

Assoc. Prof. Dr. Elif OZTABAK AVCI
Supervisor
Department of Foreign Language Education

Examining Committee Members:

Assoc. Prof. Dr. Hiilya YILDIZ BAGCE (Head of the Examining Committee)
Middle East Technical University
Department of Foreign Language Education

Assoc. Prof. Dr. Elif OZTABAK AVCI (Supervisor)
Middle East Technical University
Department of Foreign Language Education

Assist. Prof. Dr. Mustafa KIRCA
Cankaya University
Department of Translation and Interpreting Studies







I hereby declare that all information in this document has been obtained and
presented in accordance with academic rules and ethical conduct. | also declare
that, as required by these rules and conduct, I have fully cited and referenced all
material and results that are not original to this work.

Name, Last Name: Altinay OZEN KOYUNCUOGLU

Signature:



ABSTRACT

FOCALIZATION IN VERBAL AND GRAPHIC NARRATIVES: JANE
AUSTEN’S PRIDE AND PREJUDICE AND ITS GRAPHIC NOVEL
ADAPTATION

OZEN KOYUNCUOGLU, Altinay
M.A., The Department of English Literature
Supervisor: Assoc. Prof. Dr. Elif OZTABAK AVCI

March 2021, 100 pages

The aim of this thesis is to examine the distinction between narration and focalization
in both verbal narratives and graphic narratives. The differences and similarities
between verbal and graphic narratives in terms of narration and focalization will be
explained via a comparative analysis of Pride and Prejudice (1813) by Jane Austen
and its graphic novel adaptation by Marvel Illustrated (2009). The verbal narrative of
Pride and Prejudice will be analyzed in the light of Gérard Genette’s
conceptualization of narration and focalization in Narrative Discourse while the
graphic novel adaptation will be examined from within the theoretical framework
drawn by Kai Mikkonen in The Narratology of Comic Art. Furthermore, this thesis
aims to explore the question of how the use of narration and focalization contributes
to the conveyance of the main theme in both Pride and Prejudice and its graphic novel

adaptation.

Keywords: Graphic Novel, Narration, Focalization, Gérard Genette, Kai Mikkonen,

Pride and Prejudice
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YAZILI VE GORSEL ANLATILARDA ODAKLANMA: JANE AUSTEN’IN 4SK
VE GURUR ROMANI VE ROMANIN GRAFIK ROMAN UYARLAMASI

OZEN KOYUNCUOGLU, Altinay
Yiiksek Lisans, Ingiliz Edebiyat1 Boliimii
Tez Yéneticisi: Assoc. Prof. Dr. Elif OZTABAK AVCI

Mart 2021, 100 sayfa

Bu tezin amaci yazili ve gorsel anlatilarda anlatim ve odaklanma arasindaki farklari
incelemektir. Yazili ve gorsel anlatilarda anlatim ve odaklanma arasindaki benzerlik
ve farkliliklarinin agiklanmasi i¢in Jane Austen’in Ask ve Gurur (1813) romani ve bu
romanin Marvel Illustrated (2009) tarafindan uyarlanan grafik roman versiyonunun
incelenmesi amaglanmaktadir. Ask ve Gurur roman1 Gérard Genette’in anlatim ve
odaklanma terimlerine gore incelenecektir. Bu romanin grafik roman versiyonu ise
Kai Mikkonen’in Genette’in anlatibilimine olan katkilarini temel aldig: tartismasina
iliskin olarak incelenecektir. Bu tezin temel amacina ek olarak, anlatim ve odaklanma
tekniklerinin kullaniminin Austen’in romaninin ana temasinin iletilmesine nasil bir
katki sundugu sorusu hem roman hem de grafik roman uyarlamasina odaklanarak

tartigilacaktir.

Anahtar Kelimeler: Grafik Roman, Anlatim, Odaklanma, Gérard Genette, Kai
Mikkonen, Ask ve Gurur
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CHAPTER 1

INTRODUCTION

While narratology as a theory of narrative
primarily aims at the universal characteristics of
narrative in general or narrative media and
narrative genres in particular, narratology as a
method is concerned with the development of
terms and concepts for the analysis of a wide
variety of different strategies of narrative
representation.

- Jan-Noél Thon, Transmedial Narratology and

Contemporary Media Culture

Perspective is a key aspect of transmission and
mediacy in narratives, regardless of the medium.

- Kai Mikkonen, The Narratology of Comic Art

1.1.The Aim of the Thesis

This thesis aims to examine the ways in which focalization contributes to the
conveyance of the main theme of Jane Austen’s Pride and Prejudice (1813), and its
graphic novel version by Nancy Butler and Hugo Petrus by Marvel Illustrated (2009).
To be more specific, this thesis will explore how, through focalization, both the novel
and the graphic novel portray the role of the feelings of pride and prejudice in shaping
the characters’ view of the world. Furthermore, through a detailed analysis, the
distinctions and similarities between verbal and graphic narratives in general will be
explored. To achieve these aims, Pride and Prejudice (1813) will be analysed with

respect to Gérard Genette’s Narrative Discourse: An Essay in Method (1980). As for
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the graphic novel, it will be studied in the light of Kai Mikkonen’s The Narratology of
Comic Art (2017). In this thesis, it will be argued that focalization plays a key role in
displaying the predominance of the feelings of pride and prejudice in the lives of the
major characters in both narratives; yet, due to the difference in medium, the tools of

focalization differ.

1.2. Methodology and a Literature Review

The point of departure of this study is the influential work of Gérard Genette,
who occupied a crucial role in the development of narrative theory. In his work,
Narrative Discourse: An Essay in Method (1980), which focuses on verbal narratives,
Genette analyses the syntax of narratives in terms of five elements that he names
“order”, “duration”, “frequency”, “mood”, and “voice”. Genette’s narratological
conceptualizations have influenced comics theory in terms of “general notions of
narrative form and technique, for instance concerning voice, perspective, and narrative
agency” (Mikkonen NCA 6). Jared Gardner and David Herman state that they “believe
the intersection between comics studies and narrative theory is beneficial to both
fields” (6). As Prince puts it, “narratology gives us an insight into the principles
governing systems of signs and signifying practices as well as our interpretation of
them” (Narratology 164), and contemporary narratology which deals specifically with
graphic novels contributes to the exploration of different means of storytelling. “The
notions of story and discourse have been discussed in detail in narratology, and they
give rise to a number of categories for storytelling which can also be applied to the
storytelling in comics” (Kukkonen Studying Comics 35). Since comics is defined “both
as a type of medium and as a vehicle for storytelling” (Mikkonen NCA 34), it is seen

as a basically narrative form. Hence, the works produced with this medium can be



analysed within the scope of narratology because narratology enables researchers to

identify the structure of a narrative text.

The narratological examination of graphic narratives gives the comics medium
a chance to challenge the predominance of verbal studies in the field and undermine
the prejudice against multimodal media (Gardner and Herman 6). Furthermore, since
“visual style can also contribute significantly to the reader’s understanding of a
character or a storyworld” (Mikkonen NCA 112), a narratological analysis of a graphic
novel adaptation may help explore the question of “the transferability of narratives

between various media” (Mikkonen NCA 3).

In the comics medium, showing and telling are done interchangeably because
words and images are combined to convey a consecutive series of ideas (McCloud
152). Thus, there needs to be a balance between these two main elements of the comics
medium. As McCloud puts it “Comics is a great balancing act” (206). Therefore, an
examination of a work produced through this medium needs to address its multimodal
features. According to Chute and Jagoda “Comics compel us to encounter writing as
visual and also to encounter the visual as writing” (5). Hence, the verbal and visual

clues must be analysed as a whole.

According to Will Eisner, the future of the comics medium lies in the hands of
those who believe that “the application of sequential art, with its interweaving of words
and pictures, could provide a dimension of communication that contributes — hopefully
on a level never before attained — to the body of literature that concerns itself with the
examination of human experience” (Comics and Sequential Art 142). There have been
influential works by various artists and authors who helped build popularity and

respectability of the medium. For instance, Art Spiegelman is one of the leading



practitioners of the comics medium. One of his most famous graphic novels, Maus,
was awarded several times. The prestige of the comics medium is enhanced thanks to

such outstanding works.

The popularity of graphic novels and the comics medium has raised over the
last decade and the narratological analyses of this flourishing medium contribute to its
recognition as a respectable part of literature. In order to understand the characteristics
of this relatively new visual medium, there have been several case studies and research
on the medium. One of these studies is The Narratology of Comic Art (2017) by Kai
Mikkonen, who takes Genette’s influential work (1980) as one of his primary sources
and explores its applicability to another medium. Mikkonen examines several aspects
of the comics medium with respect to the concepts of narratology, which makes this
book a valuable source for further narratological studies of the comics medium. As
Rimmon-Kenan states, “The inclusion of the medium within narratology has to be at
least partly comparative, exploring the commonalities as well as the differences
between media and the effect both have on the story, the text, and its narration” (“How
the Model Neglects the Medium™ 161). Therefore, comparing the texts created with
different media will enable researchers to analyse the medium specific features of each

besides their differences.

When compared with the studies conducted on the adaptations of novels to the
screen, the adapted works in the comics medium seem to be neglected by adaptation
theory (Vanderbeke 104). However, as graphic novels have had more serious subject
matter along with aesthetic sophistication, this medium has also started to attract
critics’ attention more than ever. Therefore, comics are now examined regularly in

distinguished newspapers and journals (106). Furthermore, as Paul Ferstl claims in



“Novel-Based Comics”, “The comic adaptation of literary classics has already formed
its own tradition” (60). It is stated that the trigger for the rising interest of the novel-
based comics was the successful series Classics Illustrated by Albert Kanter Lewis.
Classics Illustrated takes literary works as its basis. These series aimed to introduce
the world of literature to teenagers and children by preserving the original storyline
and drawing their attention through this medium. “With the rise of what has been
termed the ‘graphic novel’ which backed the development of book-length comics
dealing with ‘serious’ matters, the interest in collaboration with literature increased
once more” (61). Therefore, when book-length comics started to address significant
topics, this medium has begun to draw attention of a wider audience. The reason for
other examples of the adaptations of literary works is similar to that of Classics
Illustrated, which is to increase the awareness of the medium by visualizing literary
works (61). However, the target audience is mostly adults and such adaptations “aimed
at demonstrating the comics’ potential for telling complex stories in a unique style—
as an independent form of narrative visual art” (61). Thus, it is a good chance to
introduce world classics to a whole new audience that prefer visual narratives over

verbal ones.

The techniques that are used in the adaptation! of comics are similar to the
techniques used in other multimedial works. During this adaptation process “the
general plot” needs to be taken into consideration along with necessary reductions or
additions to the adapted piece (Ferstl 62). For instance, regarding Heuet’s adaptation

of Marcel Proust’s 4 la recherche du temps perdu, Ferstl states “Speech balloons are

! When translation extends beyond the borders of linguistic translation, Roman Jakobson’s concept of
“intersemiotic translation,” which refers to the non-verbal translation of a specific language, can also
be used (114).
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filled with text from dialogue in the novels, from free indirect speech, or with
sentences from the context given in the original” (64). Ferstl observes that in addition
to the verbal text of the comics taken from the source text, the narrative structure and
the event sequence of the source novel has been used in the comics version by Heuet
as he is adapting Proust’s work (64). Therefore, considering the novel-based graphic
novels, it is possible to be loyal to the source text despite certain reductions or additions
related to the adaptation process. According to Vanderbeke, an adapted graphic
novel’s relation with its source text can be examined in order to discuss the concept of
fidelity in addition to the examination of the originality of the adaptation (107). It can
be claimed that graphic novel artists attempt to be faithful to the source text most of
the time if the purpose is not to create a new story based on that source text.
Nonetheless, because of the comics medium’s sequential feature, it will have certain
“poetics of absence”, which reduce some parts of the source and arrange the story for
its new medium (116). Therefore, the changes and their effects on the adapted narrative

are also crucial when a novel-based graphic novel is examined.

The use of perspective in Jane Austen’s Pride and Prejudice (1813) has been
analysed in several studies. For instance, Halliday claims that “narrative perspective”
in Pride and Prejudice has an important role in terms of creating dramatic tension,
which is eminent for the main theme of the novel (70). Focusing on one of the major
characters, Elizabeth Bennet, Halliday argues that through the manipulation of
Elizabeth’s perspective, the unity of the novel is maintained (65). Similarly, Morini
states that from the beginning of the novel, Elizabeth emerges as a focal character
although focalization is not solely restricted to her (46) in that the narrator has tendency
to restrict certain narrative information mainly through Elizabeth while there are

specific passages throughout the novel that are presented from external perspective or
6



from other characters’ visions. As is pointed out by these studies, the use of
focalization in Pride and Prejudice contributes significantly to the development of the

story, which will be underlined by this thesis as well.

Focalization has been studied mostly with a specific focus on verbal narratives
while there are only few examples of the examination of focalization in visual
narratives. There is one such study on Ben Watterson’s well-known comic strip Calvin
and Hobbes. In Fictions of Discourse, Patrick O’Neil examines focalization in Calvin
and Hobbes and argues that it “derives its comic effects very largely from a highly
sophisticated use of focalization” (98). Each panel of the comics where Hobbes and
Calvin are alone, Hobbes is portrayed as a real tiger. Also, the way Calvin sees Hobbes
as a friend, or an enemy affects the focalization in the panels of the comic strip.
However, if there are other characters such as Calvin’s parents or friends in the panels,
Hobbes is portrayed as a toy. Hence, the focalization in each panel changes from
Calvin to other characters since how Calvin sees Hobbes is different than how other
characters see it (98). O’Neil’s study supports the argument of this thesis in terms of
its emphasis on the significance of focalization in a visual narrative in the development

of the story and in shaping the reader’s response.

In another study, “Focalization in Graphic Narrative” (2011), Horstkotte and
Pedri state “Focalization is the narrative tool that makes it possible for readers to
experience what the storyworld is and feels like, thus ensuring their engagement with
it” (349). This tool contributes to the narration of a text because visual narratives
consist of clues for readers to perceive that events are seen through the perspective of
a specific character (Kukkonen Studying Comics 39). Horstkotte and Pedri examine

the way focalization is used in graphic narratives claiming that they “provide rich



examples for a sustained analysis of visual narrative processes, including those of
focalization” (331). According to these critics, “Focalization, the filtering of a story
through a consciousness prior to and/or embedded within its narratorial mediation, is
a fundamental analytical concept in narrative theory” (330). This narrative tool enables
readers to identify the distinction between the cognitive progress of a story by a
character or a narrator and the narrating of that story (330). According to Horstkotte
and Pedri, the distinction between focalization and narration has an important effect
for the analysis of visual narratives such as Maus by Art Spiegelman, Persepolis by
Marjane Satrapi, and Watchmen by Alan Moore “because it allows for the crucial
distinction between one or several characters’ experientiality of events and existents
on the one hand and the narrator’s reporting of them on the other” (350). Focalization
is a crucial “concept for a visual or multimodal narratology in so far as it directs
meaning and opens up the possibility for variance in meaning and mood” (351).
Building up on such studies, this thesis aims to contribute to this rarely examined area
of focalization in visual narratives by focusing on a graphic novel to explore how it
uses focalization and the medium-specific differences between its employment in this

graphic novel and the verbal narrative by Austen.

For this study, Austen’s novel and its graphic novel adaptation have been
chosen on the grounds that, as pointed out by other studies, focalization in the source
text contributes to the development of the main theme of the novel in that focalization
draws attention to the idea that the feelings of pride and prejudice play a significant
role in shaping the ways in which people perceive the world around them. This being
the case, if and how focalization is employed in the novel’s adaptation to another
medium emerges as a fruitful research question. A narratological examination of both

of the novel and the graphic novel shows that the graphic novel adaptation of this novel
8



remains loyal to the source text by foregrounding the difference between narration and

focalization, and yet, with different narrative tools.

This thesis is divided into five chapters. The following theoretical chapter will
focus on mood and voice since the aim of this thesis is to examine the differences and
the similarities between verbal and graphic narratives in terms of narration and
focalization. In the first part of the theoretical chapter, Genette’s definition of the
concepts of “mood” and “voice” will be introduced in detail. In the second part of the
chapter, after the generic features of the comics medium are introduced, Mikkonen’s
narratological examination of the graphic art and the focalization tools for graphic

narratives will be discussed.

In the third chapter, Pride and Prejudice will be examined in the light of the
distinction Genette makes between narration and focalization. The ways in which
focalization supports the main theme and the development of the storyline of the novel
will be discussed. It will be underlined that focalization contributes to the theme of the
novel by rendering visible how pride and prejudice shapes the ways in which people

see the world and one another.

In the fourth chapter, the Marvel Illustrated graphic novel adaptation of Pride
and Prejudice will be analysed in order to explore whether the graphic novel pursues
the distinction between narration and focalization as it is the case in the verbal
narration. It will be argued that the graphic novel version of the novel also utilizes
focalization to a similar thematic end. Yet, due to the nature of the comics medium,
focalization in this text emerges through a close interaction between the visual and

verbal dimensions of the graphic novel.



CHAPTER 2

THE DISTINCTION BETWEEN NARRATION AND FOCALIZATION IN

VERBAL AND GRAPHIC NARRATIVES

The aim of this chapter is to discuss the distinction drawn by Gérard Genette
in Narrative Discourse between narration and focalization in verbal narratives and
then to look at Kai Mikkonen’s The Narratology of Comic Art in order to explore the
ways in which he employs this Genettean distinction in his narratological study of
graphic narratives. Narratology that emerged around “the late 1960s” (Jahn 94) is “the
structural theory and analysis of narrative texts” (94). The main concern regarding
narratology has been not to “interpret literature but to investigate its structures and
devices” (Culler, Foreword ND 8). The objective of narratology is “to describe the
constants, variables and combinations typical of narrative and to clarify how these
characteristics of narrative texts connect within the framework of theoretical models
(typologies)” (Fludernik 8). Among the fundamental features of the study of
narratology, narration and focalization are considered as two important elements. The
difference between them is explained as “Narration is the telling of a story in a way
that simultaneously respects the needs and enlists the co-operation of its audience;
focalization is the submission of (potentially limitless) narrative information to a
perspectival filter” (Jahn 94, emphasis in original). This distinction between narration

10



and focalization is essential for the aim of this thesis. In order to discuss these two
elements in more detail, the present chapter focuses on the comparison of the narration

and focalization distinction in both verbal and graphic narratives.
2.1. Focalization and Narration Distinction in Verbal Narratives

In the preface of his influential work, Narrative Discourse: An Essay in
Method? (1980), Gérard Genette explains his methodology which is an inductive one
through which he specifically focuses on the narrative in 4 la Recherche du Temps
Perdu® by Marcel Proust. Genette maintains an approach in which he emphasizes the
specificity of the literary work itself. Unlike the classical approaches in narratology
that focuses mainly on abstracting a narrative grammar, the importance of considering
the particularity of each narrative on their own is emphasized as in the case of his
examination of a specific example. In Genette’s analysis, he states this feature by
underlining that “the Recherche illustrates only itself” (22). In this aspect, he is
considered as one of the influential figures of the transition between the classical
(structuralist) and postclassical approaches to narratology. Jonathan Culler states in
the foreword of Genette’s book that “Gérard Genette’s Narrative Discourse is
invaluable because it fills this need for a systematic theory of narrative” (7). By
bringing a new perspective to the study of narratology, Genette contributes to the
systematic theory of narrative texts. Culler also adds that everyone who reads Genette
will figure out the fact that he became a more deeply perceptive analyst of narrative

than before (Foreword ND 7). Furthermore, he considers poetics and criticism as

2 The original name of the work is Discours du récit (1980) written in French.

3 4 la recherche du temps perdu is “translated into English as Remembrance of Things Past” (Narrative
Discourse 15)

11



interwoven concepts in the analysis of the work. He states that “[w]hat I propose here
is essentially a method of analysis; I must therefore recognize that by seeking the
specific I find the universal, and that by wishing to put theory at the service of criticism
I put criticism, against my will, at the service of theory” (23). In his statement, Genette
mentions his method of analysis that is reaching general conclusions by analysing
specific extracts from Proust’s work. Thus, criticism and theory are used to support

each other.

Genette, first, explains the reasons for his choice of terms for his three-tier
model of narrative analysis. He uses the term “story for the signified or narrative
content” (27, emphasis in original) and the term “narrative for the signifier, statement,
discourse or narrative text itself” (27) and the term “narrating for the producing
narrative action and, by extension, the whole of the real or fictional situation in which
that action takes place” (27). His analysis is built on the relationships among these
three levels that are story, narrative, and narrating. What makes his model different
from most of the previous ones is the addition of the level of narrating to his model.
The reason for adding the level of narrating is explained as to emphasize the
importance of the presence of a narrator. According to Genette, a narrative is not
possible without the existence of a narrator (30). After clarifying the key terms of three
levels of his model, he indicates that his preliminary focus is on narrative* since “the
level of narrative discourse is the only one directly available to textual analysis, which
is itself the only instrument of examination at our disposal in the field of literary
narrative, and particularly fictional narrative” (Genette 27). Therefore, the focus on

the narrative discourse is one of the distinguishing elements of his three-tier model.

4 Genette uses various terms for the level of “narrative” such as “discourse”, or “the narrative discourse”,
or “the text” in his work.
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In Narrative Discourse: An Essay in Method (1980), there are five chapters.
The first three chapters are based on the temporal relationships between narrative
discourse and story. These are “order,” which deals with the question of “when,”,
“duration,” which focuses on the question of “how long,” and “frequency,” which
deals with the question of “how often.” The fourth chapter, which focuses on what
Genette calls “mood,” deals, among other things, with the question of “who sees?” in
the story and the final chapter, which is about the category named “voice,”, explores
the question of “who speaks?” in the story. For the aim of this thesis, Genette’s
concepts of mood and voice will be explored in order to be able to clarify the

distinction between focalization and narration in verbal narratives.

2.1.1. “Focalization” as a Subcategory of “Mood”

Mood is related to the ways in which narrative information is regulated. It deals
with the modal relationships between story and narrative discourse. Genette considers
the grammatical meaning of mood given in the Liftré dictionary useful. The term is
defined as “name given to the different forms of the verb that are used to affirm more
or less the thing in question, and to express ... the different points of view from which
the life or the action is looked at” (Littré Dictionary qtd. in Genette 161). He explains
his aim with the concept of mood as, “(...) one can tell more or tell less what one tells,
and can tell it according to one point of view or another; and this capacity, and the
modalities of its use, are precisely what our category of narrative mood aims at” (162,

emphasis in original).

Under the category of the mood, there are two main ways in which narrative
discourse regulates the narrative information. The first one of these is “distance” and

the second one is “perspective”.
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“Distance” and “perspective,” thus provisionally designated and defined, are two chief
modalities of that regulation of narrative information that is mood — as the view I have
of a picture depends for precision on the distance separating me from it, and for
breadth on my position with respect to whatever partial obstruction is more or less
blocking it. (Genette 162, emphasis in original)

These are the means of regulating narrative information at the level of narrative
discourse. The first modality of the category mood is “distance”. Genette starts his
discussion by referring to Plato’s classic distinction between mimesis and diegesis.
Diegesis means telling with an authorial narrator’s voice while mimesis means
showing with the actions of an agent such as by the means of characters. Showing in
the verbal narratives means the act of imitation of someone else’s words. According
to this distinction, it is inferred that some narratives are more diegetic than the others
while some are more mimetic. However, Genette claims that since “(...) no narrative
can ‘show’ or ‘imitate’ the story it tells” (164), narratives can only create “the illusion
of mimesis” (164, emphasis in original) Thus, in the case of verbal narratives, mimesis
actually corresponds to the degrees of diegesis. Genette undermines the previously
common hierarchical relationship between these diegesis and mimesis by indicating
that “showing” can be managed only through degrees of “telling” in verbal narratives
(Mikkonen NCA 150). That is why a distinction between “narrative of events” and “the
narrative of words” (164) is needed to be made since the former, “whatever its mode,
is always narrative, that is, a transcription of the (supposed) non-verbal into the verbal”
(Genette 165). Thus, the narration of events by a narrator in a written medium is unlike
the performance of that event on stage as in drama, in which the events are enacted
directly. The illusion of mimesis regarding the narrative of events cannot be set apart
from the degrees of diegesis. Genette offers a formula to indicate the contrast between
mimetic and diegetic narrative with an inverse ratio between the amount of the

information and the presence of the informer. In this sense, mimesis includes
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“maximum of information and a minimum of the informer” (Genette 166) while
diegesis includes maximum of the informer; that is, the reader is aware of a
narrator/informer and there is a minimum of the information on its own. This means
that in the most mimetic representations, the information is given directly with no or
minimal interference of an informer. However, in the diegetic representations, the

presence of an informer that transmits the information is felt rather obviously.

Under the title of narrative of words, Genette distinguishes three sub-categories
related to the “states of characters’ speech (uttered or ‘inner’)” (171). The first one is
“narratized (narrated) speech” which is the most distant one because of its reduction
of the speech in the source text. The narrator of the text directly gives an account of
what characters say in a brief way instead of using the exact words of each character
in each circumstance. Thus, the speech is reduced into an event. The second one is
“transposed speech” in indirect version. Despite being more mimetic than the
narratized speech, this type of speech does not assure the readers whether what the
narrator reports are the exact words uttered by the characters or the emotions of these
characters in the text (Genette 171). The existence of the narrator is still felt in the text.
Furthermore, in “free indirect speech” which is the sub-category of transposed speech,
the voices of the narrator and the characters are intertwined. In other words, they are
heard simultaneously. The major distinctive feature of free indirect speech is that there
1s no declarative word such as “thought”, “said”, and “seemed” unlike common
indirect speech situations. The uttered speech and the inner speech of the character and
the narrator are intermingled in this type of speech. The third one is reported (or direct)
speech which is the most mimetic sub-category of the narrative of words. In reported
speech, the presence of a narrator is rarely felt, and it is as if the narrator left the speech

only to the characters. Genette uses the term “immediate speech” instead of the term
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interior monologue (173), which, he sees, as the most mimetic form of reported speech.
An important distinction between free indirect speech and immediate speech is made

to clarify possible confusion of the terms:

(...) in free indirect speech, the narrator takes on the speech of the character, or, if one
prefers, the character speaks through the voice of the narrator, and the two instances
are then merged; in immediate speech, the narrator is obliterated and the character
substitutes for him. (Genette 174, emphasis in the original)

Therefore, the maximum closeness between readers and characters exists in the
instances of “immediate speech” because of the fact that while readers are reading the
text, they tend to feel as if they were in the mind of the character that “obliterated” the
narrator in addition to the impression of the disappearance of the narrator. However,
in free indirect speech, the presence of both the narrator and the character is felt

concurrently.

The second main modality of narrative regulation is perspective. For Genette,
perspective deals with the question of “who sees?” (186, emphasis in original) and, it
is in relation to this question that he uses the term “focalization” (189) which is one of
his major contributions to the field. Instead of using the term “point of view” which,
Genette thinks, creates an ambiguity in narrative analysis, he coins the term
“focalization” in order to clarify the distinction between the one who sees and the one
who speaks. The one who tells the story may or may not be the one from whose point
of view the storyworld is seen. “Genette’s treatment has the great advantage of
dispelling the confusion between perspective and narration which often occurs when
‘point of view’ or similar terms are used” (Rimmon-Kenan Narrative Fiction 73). The
one who speaks is related to the category of the voice while the one who sees is related
to that of the mood. Genette adds onto what he means by his term as follow: “So, by

focalization I certainly mean a restriction of ‘field’ — actually, that is, a selection of
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narrative information with respect to what was traditionally called omniscience”
(Narrative Discourse Revisited, 74, emphasis in original). Therefore, the restriction of
the information imposed upon the audience is called focalization. When there is less
restriction in the narrative, the audience are given more information, which indicates
the cognitive aspect of focalization (de Jong 13). This technique is used in narratives
for the purposes of focusing on a specific subject or event as well as drawing attention

to the question of whose point of view adjusts the narrative information.

Genette identifies three types of focalization which are “zero focalization”,
“internal focalization”, and “external focalization”. The first type refers to situations
in which there are no restrictions regarding the narrator’s ability of seeing. This type
of focalization is commonly known as omniscient point of view. The second type of
focalization, which is the “narrative with internal focalization” (189), restricts readers
to the information that is present in the text and available solely for the characters to
see. Genette uses the term “focal character” to identify the specific character from
whose perspective readers see the storyworld. Thus, readers are restricted to the events,
situations, or characters that only the focal character witnesses. The internal
focalization is also divided into three subcategories, which are “fixed”, “variable”, and
“multiple”. The first subcategory refers to situations where there is only one focal
character. Thus, each and every occurrence in the text is processed by and reflected
through the consciousness of a single focal character. The second subcategory,
variable internal focalization, means having more than one focal character in a
narrative. So, different focal characters take turns at the restriction of the narrative
information. The third category is multiple internal focalization which means that “the
same event maybe evoked several times” (190) from the points of view of several focal

characters. Thus, this situation brings out multiple perspectives of the same event in a
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narrative. The third type of focalization, which is the “narrative with external
focalization” (190), restricts the narrator with the events or subjects that exist in the
outer space of the storyworld. The narrator of external focalization delivers less than
what characters know (Edmiston 731). Therefore, readers are limited with the external
world that is narrated by the narrator without any indication of the characters’ thinking

processes or emotions.

In a narrative text, it is possible to have more than one of these types of
focalization. As Genette puts it, “[a]ny single formula of focalization does not,
therefore, always bear on an entire work, but rather on a definite narrative section,
which can be very short” (191). Therefore, depending on the genre or the purpose of
the text, a combination of both internal and external focalization may or may not exist
in certain parts of the narrative. One of the exceptions to this situation is that “Internal
focalization is fully realized only in the narrative of ‘interior monologue’ or in that
borderline work, Ronne-Grillet’s La Jalousie, where the central character is limited
absolutely to — and strictly inferred from — his focal position alone” (193). Thus, in a
case when there is a narrative with an interior monologue, which has a strict internal
focalization, it requires the narrative to be limited only to the perspective of the focal
character and not to have any description of that focal character from the outside.
Another example for a focalization that might be strictly internal are the novels that
use the technique of stream of consciousness, which focuses on the way characters’
minds work instead of their actions, as in the literary works of James Joyce, Virginia
Woolf and Marcel Proust. That is one of the reasons why Genette and other theorists
consider “the novel of consciousness as the purest example of internal focalization”

(Fludernik 79).
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Genette recommends a technique that might be used to determine whether there
is internal focalization in a narrative text or not. He draws on from Roland Barthes,

who is also one of the eminent theorists in the field:

According to Barthes, this criterion is the possibility of rewriting the narrative section
under consideration into the first person (if it is not in that person already) without the
need for “any alteration of the discourse other than the change of grammatical
pronouns.” Thus, a sentence such as “[James Bond] saw a man in his fifties, still
young-looking...” can be translated into the first person (“I saw ...”) — and so for us
it belongs to internal focalization. (193)

In this example, despite the fact that the focal character is Bond, the narration is in the
third person. Thus, the one who sees is Bond while the narrator is not Bond himself
but someone who tells the story from the outside. Then, Genette continues with his
example for the external focalization in a text. “On the other hand, Barthes continues,
a sentence like ‘the tinkling of the ice cubes against the glass seemed to awaken in
Bond a sudden inspiration’ cannot be translated into the first person without obvious
semantic incongruity” (193, emphasis in original). Thus, this example displays a
sentence that creates some inconsistency with its meaning if it is written in the first
person. This means that it is the external focalization showing what is on the outside.
However, it should be taken into consideration that this technique of turning the
sentence into first person does not always work. Genette also draws attention to the
possible confusion between “the two instances of the focalizing and the narrating,
which remain distinct even in ‘first-person’ narrative, that is, even when the two
instances are taken up by the same person (except when the first-person narrative is a
present-tense interior monologue)” (194). Therefore, it should not directly be assumed
that each situation of first-person narration means that narrator is the focal character.
This narrator who is normally not capable of reaching the thoughts or emotions of
other characters at his/her own narrative level, may not be capable of having access to

those of his/her own.
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In order to indicate the variations in focalization, Genette introduces two key
terms which are “paralipsis” (195) or lateral omission and “paralepsis” (195). These
two infractions are defined as alterations (210). “The two conceivable types of
alteration consist either of giving less information than is necessary in principle, or of
giving more than that is authorized in principle in the code of focalization governing
the whole” (195). Thus, the difference between these two kinds of change in
focalization is that in the cases of paralipsis, there is restriction of the information that
is known by the narrator in that it is not shared with the readers while in the cases of
paralepsis, there is extra information that is not related to the focalized narrative in that
particular time of the storyworld. Therefore, these alterations regarding the

focalization types lead to polymodality in narratives.

The cases of polymodality are mostly seen in autobiographical narrations and
detective fiction narratives. The narratives with polymodality have one narrator who
is also the hero and the focalization in these kinds of narratives might be through a
hero or through a narrator who gives an account of his or her situation at a certain
moment in the story (Genette 198). For instance, in Jane Eyre, there are a lot of
moments in the novel where the older Jane (i.e. the narrator) limits herself to the
information the younger Jane knows at that moment of action in the past. Thus, in a
narrative the modality may be changeable according to the situation for the sake of
creating a sense of suspense and curiosity. The focalization in bildungsroman
conventions depends on whether the restriction of the information stems from the
present day of the storyworld or the past days of the younger selves of the focal
character. Therefore, in a narrative, depending on the extent and/or the type of

narrative information to be given to the reader, the modality changes.
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To summarize, Genette’s concept of mood is based on the relationship between
story and narrative discourse. This relationship is examined through two main
modalities that are used to regulate the narrative information. These two modalities are
distance and perspective. Under the category of perspective, Genette coins the term
“focalization”, which is one of his major contributions to the field of narratology. The
concept of focalization enables one to make a distinction between the one who speaks
and the one from whose perspective the narrated events are seen since these two

features of a story do not always correspond in the narrative discourse.

2.1.2. “Narration” as a Subcategory of “Voice”

Voice is related to the way narrating is involved in the narrative discourse as
well as the one who narrates the story. It deals with the relationship between the
narrating and the story. This relationship between the narrator and the story she/he tells
is explored by examining the narrative discourse because it is the only level that is

available for direct analysis.

Genette emphasizes the fact that the narrator in a narrative fiction does not
mean the author herself or himself. The narrator has the role of narrating, which is
another attribution within a narrative by the author (213). A narrator is just one of the
productions of that author like characters (de Jong 39). Therefore, it is important not
to directly associate the author with the narrator. Besides this distinction, it should be
added that the narratee in a narrative does not refer to the actual reader but the “receiver
of the narrative” in the text (Genette 215). Genette identifies three elements of voice

29 ¢

that function at the same time. These elements are “time of the narrating,” “narrative
level,” and “person”. The relationship between the story and the narrator is explored

through these three elements.
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The first element of voice is “the time of the narrating,” which focuses on the
temporal position of the story in relation to the act of narrating. In a narrative, there
must be certain time expressions that belong to “present, past, or future tense” in order
to indicate the time of a story that is told (Genette 215). Therefore, to express the time
of the narrating, there are four temporal locations of narrating which are subsequent,
prior, simultaneous, and interpolated. Firstly, subsequent narration is the classical
position of the past tense narrative. In this subsequent position, the gap between the
time of the narrating and the time of the story is not always indicated. “The use of a
past tense is enough to make a narrative subsequent, although without indicating the
temporal interval which separates the moment of the narrating from the moment of the
story” (Genette 220). Thus, since the events are told successively, the temporal gap
does not create a matter of question by readers. Also, when a story, especially in a
bildungsroman, reaches to its ending, the temporal distance between the narrator as
the hero and the narrator usually becomes smaller. The temporal position of the story
comes to the level of the narrator. “(...) the temporal (and spatial) interval that until
then separated the reported action from the narrating act becomes gradually smaller
until it is finally reduced to zero: the narrative has reached the here and the now, the
story has overtaken the narrating” (227). Thus, the temporal positions synchronize at
the end of the text. Secondly, the prior narration is the predictive narrative which is
mostly given in the future tense. The narrator sounds as if the events are being
anticipated. Thirdly, simultaneous narration is the narrative in which the time of the
narration and that of the action in the story take place at the same time. Usually, a
present tense narrative is used in this type of narrating. Lastly, interpolated narrative
is when the temporal position of narration is inserted between the moments of action
as in epistolary novels (Genette 217).

22



The second element of voice is the narrative level. Genette differentiates
between the level of a story told by a narrator and that of the narrator. It is important
to be aware of the level distinction between the act of narrating and the story that is
narrated. Genette defines the difference in narrative levels by claiming that “any event
a narrative recounts is at a diegetic level immediately higher than the level at which
the narrating act producing this narrative is placed” (Genette 228, emphasis in
original). “Narration is always at a higher narrative level than the story it narrates”
(Rimmon-Kenan Narrative Fiction 94). The events that are told in the first level of
narrative storyworld are called as diegetic or intradiegetic. The narrator that narrates
the first level, which is the diegetic level, is called an extradiegetic narrator. The
extradiegetic narrator does not indicate a character that is inside the story. When a
story is told by an extradiegetic narrator that is absent from the storyworld, that
narrator is at the first level of the story, which is the diegetic level. The narrative in the
second level is called metadiegetic, which indicates another story told within the main
story by one of the characters at the diegetic level. Thus, when a character in the story
of an extradiegetic narrator tells a story, that character’s story creates the second level
narrative, which might include stories within stories. The intradiegetic narrator’s story
is called a metadiegetic story. “The prefix meta- obviously connotes here, as in
“metalanguage,” the transition to the second degree: the metanarrative is a narrative
within the narrative, the metadiegesis is the universe of this second narrative, as the
diegesis (according to a now widespread usage) designates the universe of the first
narrative” (Genette 228, emphasis in original). Therefore, there is a hierarchical
relationship between the levels of the narrator and the storyworld constructed by that
narrator. For instance, when a character remembers an event from his or her childhood
and starts narrating that past memory in the story, she/he creates a metadiegetic level.
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When a narrator tells a story, the characters in that story are most of the time
unaware of their part as characters of a storyworld since there is a hierarchical
relationship between the separate narrative levels of the narrator and narrated events.
However, the hierarchy between two levels is sometimes violated by the narrator who
steps into the characters’ universe or by the character who intrudes into the narrator’s
universe (de Jong 33). Genette calls these violations of narrative levels metalepses
(234). The violation of narrative levels means “any intrusion by the extradiegetic
narrator or narratee into the diegetic universe or by diegetic characters into a
metadiegetic universe” (235). If the intrusion to the story is made by the author himself

or herself, it is called author’s metalepsis (234).

Lastly, the third element of voice is the person. Genette states “Readers may
have noticed that until now we have used the terms ‘first-person--or third-person-
narrative’ only when paired with quotation marks of protest” (243, emphasis in
original). The reason for his protest of these terms stems from their ambiguity. In order
to be able to distinguish whether a character in the storyworld or a narrator who is not
one of the characters tells the story, the usage of such terms first needs to be eliminated.
Moreover, the anthropocentric ideology that creates the illusion of a narrator’s identity
as just a human being is also eliminated with Genette’s terminology. Since the narrator
might be an animal or inanimate object, the usage of the “person” to define a narrator
is problematic (Genette 244). The assumption that a narrator is a human might cause
inaccurate reading of a text. Thus, the usage of the terms that are free from these kinds
of indications is essential for an accurate reading. Genette uses specific terms to
identify the narrator’s position in terms of its narrative level (“extradiegetic” or
“intradiegetic”) and its relation to the story (“heterodiegetic” or “homodiegetic’’). Two

types of narrative discourse are distinguished according to the relationship of the
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narrator with the story, indicating whether the narrator is in the story as one of the
characters or is not present in the story. If a narrator is absent from the story she/he
tells, that narrator is called “heterodiegetic” (245, emphasis in original). If a narrator
is present as a character in her/his story, the narrator is called “homodiegetic” (245,
emphasis in original). In other words, if the narrator is not a character in the narrated
story, she/he is a heterodiegetic narrator. If the narrator is a character in the story, then,
she/he is homodiegetic narrator. In heterodiegetic narrations, it is clear that the narrator
is absent from the storyline while in homodiegetic narrations, the presence of the
narrator differs from one text to another because “[a]bsence is absolute, but presence
has degrees” (Genette 245). The degrees of the presence of a narrator in a story might
be examined in texts that have homodiegetic narrators such as Nick Carraway in The
Great Gatsby (1925) or Dr. Watson in The Adventures of Sherlock Holmes (1892).
Thus, the difference related to the degrees of the presence of a narrator creates
additional two types of narrative, which indicates the position of that narrator
according to the level of the story. Then, according to the narrator’s position, four main
types of status are defined. If a narrator who is telling the story of the first level, i.e.
diegetic level, the narrator is called extradiegetic. When this extradiegetic narrator is
not one of the characters in the story of the diegetic level, it is called “extradiegetic-
heterodiegetic” (Genette 248). When the extradiegetic narrator is one of the characters
in the story at the diegetic level, as seen mostly in autobiographical narratives, it is
called extradiegetic-homodiegetic (248). On the other hand, if a narrator belongs to
the diegetic level as one of the characters in the story of that level, the narrator is called
intradiegetic. This means that the narrator and the story occupy different levels
because that character’s story creates the metadiegetic level. When an intradiegetic
narrator, who belongs to the diegetic level, does not take place in his/her story as a
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character, it is called “intradiegetic-heterodiegetic” (248). When an intradiegetic
narrator participates in the stories that she/he narrates, it is called as “intradiegetic-
homodiegetic” (248). Therefore, “[b]oth extradiegetic and intradiegetic narrators can
be either absent from or present in the story they narrate” (Rimmon-Kenan Narrative
Fiction 98). When the narrators are present, at least in some parts, in the story narrated,
they are called homodiegetic. However, when the narrators are not present in the story

narrated, they are called heterodiegetic.

To summarize, Genette’s concept of voice is a means of exploring the
relationship between story and narrative discourse. This relationship is studied through
three elements which are the time of the narrating, narrative level, and person. Each of
these elements consists of some sub-categories, which constitute the basis for a

thorough analysis of narrative texts in terms of what Genette calls voice.

2.2. Focalization and Narration Distinction in Graphic Narratives

The Narratology of Comic Art (2017) by Kai Mikkonen will be used as a
theoretical basis for the study of narrative discourse of the graphic narratives. Firstly,
in order to clarify the key concepts of the comics medium, the generic features of
comics will be explained. Then, Mikkonen’s discussion related to the narrative

analysis of comic art will be examined.

2.2.1. Generic Aspects of the Comics Medium

The popularity of comics and graphic novels has been steadily increasing for
the past five decades. Graphic novels emerged around the late 1970s, and since then
the genre has been flourishing. Karen Green, who is a librarian at Columbia
University, mentions the fact that “graphic novels are the most frequently requested

material in our Ivy League request system” (qtd. in Chute, Why Comics 10). Thanks
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to their multimodal nature, the works that were produced in the comics medium
include varied topics and that is why these works are addressed to a wide range of
people. With the rising recognition of the graphic novels, the scholarly interest in this
genre has also expanded and the analysis of the works produced under the category of

this medium has gained importance.

While comics was initially seen as a “humorous drawing”, the perspective
towards the medium began to change in England with John Leech’s “Substance and
Shadow: Cartoon, No:1”’ (1843), in which poor children and adults explore an exhibit
of cartoons for a contest for nationalistic paintings to be selected for the newly restored
New Palace of Westminster (Figure 2.2.1.1). The intended aim of the cartoon was to
emphasize that the government should have paid attention to the poverty of the citizens
instead of focusing on the decoration of the palace. The social message of this visual
medium was well received by various people. After this cartoon was published, many
cartoons that had the similar purpose were also published (Chute Why Comics 11). The
utilization of comics as a visual expression tool to address a considerable number of
issues raised public awareness. Thus, the revolution regarding the recognition of the
medium started especially when people realized that social issues could be addressed

as well as for the purposes of entertainment by means of comics.
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SUBSTANCE AND SHADOW.

Figure 2.2.1.1. John Leech. “Substance and Shadow: Cartoon No: 1”, England’s
Punch, July 15, 1843.

A medium is defined as a means of expression and communication. According
to Jensen, “A medium is constituted in three ways: (i) it is a mode of communication,
(i1) it relies on a particular set of technologies, and (iii) it is anchored in society through
a number of institutions” (qtd. in Kukkonen 4). Comics is a mode of communication
since it includes telling stories or jokes in a specific form that uses sequence, images,
and words. In addition, comics books depend on the current technology for the print
and the layout of the book. However, with the expanding digitalization of comics and
the increasing number of web pages for it, new type of technologies will be likely to
be introduced for the medium (Kukkonen 4). Thanks to the availability of
technological sources, the social and political events are released to the public faster
than before. “One reason for comics’s growing popularity in the years since 9/11 is
likely the fact that we exist in the most visually amplified era in recent memory,
through our regular interaction with countless different kinds of images, including

videos, GIFs, digital photographs, and myriad visual interfaces online, in addition to
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print” (Chute Why Comics 31). Over the last thirty years, the number of graphic novels
has consistently increased thanks to contemporary cartoonists who have been inspired
by their predecessors and have continued to produce enthusiastic long forms of comics
(Duncan and Smith 70). As people are able to interact with comics through different
types of media, the recognition of it as a medium has reached its peak and resulted in

the golden age of the comics medium.

Comics is an umbrella term that contains numerous types of ideas and visuals.
The content of these visuals and ideas depends on creators, who own various tastes
(McCloud 6). In Understanding Comics’, McCloud gives the definition of comics as
“Juxtaposed pictorial and other images in deliberate sequence, intended to convey
information and/or to produce an aesthetic response in the viewer” (9). There is a
special focus on the importance of the sequence in the medium of comics. Thus, the
definition by McCloud explains the main objective of the comics medium, which is to
express its message through visuals and words that are ordered in a certain way to
trigger a creative reaction on the part of the audience. Will Eisner, called as the father
of the graphic novel by numerous critics, is known with his euphemism “sequential
art” for the comics medium (7). In his description of the medium, Eisner emphasizes
the literary features of the comics medium (Chute Why Comics 18). He underlines the
importance of sequential expression because without a certain sequence, individual
images aiming to form a story would fail to have a meaningful narrative content. The
language of comics depends on a visual experience shared by both creator and reader

(Eisner 7). That is why, the unity of the visuals given in a comics has a crucial part

5 Scott McCloud’s Understanding Comics (1993), written in the medium of comics, explains the
features of the comics and the history of the comics medium.
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considering its story. Therefore, when more than one image is put in a sequence, they

are converted into the works of comics.

The comics medium creates and arranges the overall view of the page by
compiling various moments so that it manages to turn time into space as often
commented by Spiegelman® (Chute and Jagoda 4). Eisner is the one who used the term
“graphic novel” for the first time to define his work, A Contract with God and Other
Tenement Stories (1978), which includes four stories written in the medium of comics.
Subsequently, the term graphic novel has been used to define several comics book
stories that are compiled as in the form of a book-length comics in addition to being a
“label that could distinguish serious, adult work from comics for children” (Chute
“Comics as Literature” 462). Readers of a graphic novel perceive the message that is
given on each page through a mental process that requires them to connect the visuals
with written text through a specific syntax of the comics medium. The whole activity
of reading comics relies on various perceptual proceedings of examining the images
on a comics page, which are a consecutive sequence of panels as well as a single
composition (6). On each page, the medium includes panels (or frames) that contain
visuals, text boxes and speech or thought balloons in them, in addition to gutters, which
are spaces dividing the panels and generating the time between them. Comics is seen
as “a visual-verbal medium” (Chute and DeKoven 768). In other words, it is based on
the connection between image and word. Since it combines these two different means
of communication, the comics medium is regarded as “a hybrid medium” (Chute Why
Comics 31). A meaningful narrative emerges thanks to the carefully chosen visuals

and words in the medium of comics. If words and images are handled professionally,

6 Art Spiegelman is one of the most famous comic book writers. He won a special Pulitzer Prize in 1992
with his graphic novel Maus (1991).
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the graphic novel becomes a perfect form that integrates the best of both worlds, which
are “the power of the word and the power of art” (Beahm 22). Therefore, both verbal
and visual clues are required to be interpreted altogether in order to have an accurate

reading.

McCloud states that “Words, pictures and other icons are the vocabulary of the
language called comics” (McCloud 47). With its special language, the decoding of the
medium displays some exclusive features. Visuals are the “received information” that
do not require a level of literacy in a certain language in order to be understood while
words are the “perceived information” that require time and a level of literacy in the
language written to decipher the conceptual figures of that language (49). The visuals
on each panel represent “a pregnant moment” of an action, which refers to the crucial
part of the situation (Kukkonen 14). Thus, the visual on each panel is to be chosen
with a careful point of view so that it displays the critical point of the action. Eisner
states that “It 1s the ‘visual’ that functions as the purest form of sequential art because
it seeks to employ a mix of letters and images as a language in dealing with narration”

(128).

Besides its main purpose as a panel that is to have objects and events, the border
of a panel is also used as a piece of the written language of “sequential art” (Eisner
44). These borders of panels control the time in comics. Also, the shape or the size of
the panels might influence the readers’ experience as they are reading the graphic
novel. Thus, according to the requirements of the narrative of comics, the most
appropriate panels are chosen to be used among various types (Eisner 51). In addition,
the sequence of the panels is fundamental since it indicates the story line of the plot in

a certain order that is created by the writer. The sequence is mostly from the left side
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to the right and from the top to the bottom of the page unless some other related
indication is given on the page. Thus, when an artist wants to use a different
perspective between the panels, the sequence of reading may be changed. However,
these possible changes are to be marked on the comics page so that when readers look
at it, they perceive the necessary key icons or certain prompts on the page and keep

track of the precise sequence of the story.

In Graphic Storytelling and Visual Narrative (1996), Eisner states that “In
comics, no one really knows for certain whether the words are read before or after
viewing the picture. We have no real evidence that they are read simultaneously. There
is a different cognitive process between reading words and pictures” (59). Since each
element of the comics medium has an important function in the cognitive process of
reading comics, they all need to be considered as a whole for the sake of the unity in
the comprehension of the message given in each panel. Art Spiegelman clarifies that
“The compression of ideas into memorable icons gives cartoons their ability to burrow
deep into the brain” (qtd. in Chute, Why Comics 30). Therefore, each feature in the
comics medium aims to support the cognitive process of readers’ understanding of the

narrative.

Among these features that contribute to a meaningful narrative, facial
appearances of the characters play a significant role, too. They convey characters’
emotions, reactions, and ideas in the narrative. “Faces and emotions offer readers
access into the mental operations that go on as characters encounter each other and as
they evaluate events in relation to the stake they have in the situation” (Kukkonen 16).
This way, readers try to comprehend the story on each page while reading text boxes

and speech balloons with the aim of forming a valid association among them.
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Therefore, a narrative appears when the speech bubbles are read, and the entire page
is examined thoroughly. Since there are certain clues on each page, readers make
interpretations on the basis of each of these essential features (32). These features
prompt a better understanding of the story that is being narrated. “Chute assumes that
drawing things as well as describing them in words somehow makes them more real
and present to the reader” (qtd. in Amy J. Elias 580). Thus, readers of the comics
medium pay attention to the visuals as well as the words. The medium intrigues the
people who would like to read a story as they look at the visuals of it. Hillary Chute
calls this feature of the medium as “immediacy of comics” since the message aimed
to be given is more direct compared to texts produced solely in the verbal medium.
Cartoonist Joe Sacco states that “there is an inherent power in the immediacy of an
image” (qtd. in Chute Why Comics). In other words, the comics medium entails the
process of visualizing the narrative content. Therefore, visualizing the events
happening in a narrative is done in comics for readers and “[a]n image drawn becomes

a precise statement that brooks little or no further interpretation” (Eisner 122).

In addition to original works produced in the comics medium, there is a wide
range of adaptations especially from classical literary works. When these classical
works are adapted to a contemporary framework, they gain a new way of being
understood by a possible new set of readers. Furthermore, when a novel is converted
to another medium, the lexical choice is to be appropriate for the purpose of fidelity in
adaptation. This also means cutting off some of the passages for the sake of
appropriateness to the new medium. This situation inevitably leads to certain changes
in the text and the amount of loyalty to the source text depends on the adapters.
According to Kukkonen, a graphic novel transmits its message via images and

proportionately fewer vocabulary items compared to a novel. Thus, as the medium of
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a literary work changes, it brings about certain kinds of alterations between the source

work and the adapted work.

2.2.2. Focalization and Narration in Graphic Narratives

The comics medium has come to be recognized as a significant research field.
The number of the studies done regarding comics has also recently increased in
accordance with the importance given to this field. The focus of research has been
stated to shift from monomodal literary works to the notion of multimodal works. For
instance, a novel, without any illustrations, is considered a monomodal text, which
uses only words for expression while a graphic novel is considered a multimodal text
because it “combine[s] words and images, plus the panel arrangements that are used
to imply temporal sequence” (Kukkonen Contemporary Comics 35). Kress and van
Leeuwen define multimodality as “the use of several semantic modes in the design of
a semiotic product or event” (20). Comics is a type of multimodal storytelling because
it emerges out of the combination of multiple semiotic resources (Kukkonen
Contemporary Comics 36). In comics both images and words “come together to serve
the purpose of telling a story” (36). Thus, as comics presents us a story, the medium

actively utilizes all of its elements, which are sequences, images, and words.

Kai Mikkonen is one of the scholars who are interested in studying the
narratological aspects of graphic art. In Narratology of Comic Art (2017), he focuses
on building “a systematic theory of narrative comics” as well as revising
“narratological concepts and approaches through the study of narrative comic” (2). He
investigates narration and focalization as some of the key narratological concepts and

discusses Gérard Genette’s certain typologies of narrative elements which are
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specifically related to “the narrator, narrative level, focalisation (perspective), and

temporal order” with respect to comics (3).

According to Mikkonen the types of focalization which are identified by
Genette as internal, external, and zero-level are too strict to be used in the analysis of

graphic narratives (139). Mikkonen summarizes Genette’s typology as follows:

Internal focalisation, whether fixed, variable, or multiple in kind, involves a
perspective that is limited to some character’s mind. External focalisation, in contrast,
is spatially limited to the role of the witness, without direct access to characters’
psychology. Finally, zero focalisation, which Genette sometimes also calls
‘omniscient focalisation’ or ‘non-focalized narrative’, gives the illusion that the
narrative perspective is spatially unlimited. (Mikkonen 151)

In addition to Genette’s typology regarding focalization, Mikkonen claims that “the
relation between what the characters are presumed to be seeing and the image field as
awhole” needs to be added to the visual narratives (151, emphasis in original). In order
to specify the term focalization for its employment in graphic narratives, Mikkonen
states that he will utilize “a notion of focalisation that is restricted to the information
that the narrative conveys about the spatial and physical point of observation, the
sensory range of that position, and the spatio-temporal position of the focalised, that
thing which is perceived” (152). In comics, the actions of characters are literally shown
in comparison to the verbal narratives. Thus, this situation leads to a new category that

deals with “what is shown” in a narrative (152).

Mikkonen gives three reasons for the modification of Genette’s distinction
between narration and focalization within the multimodal status of comics. The first
reason is related to the question of who sees because in comics, narrative can be
regulated through words and images. Thus, two different modal levels are used at the
same time during the process of narration. Moreover, focalization is conveyed visually

by means of a series of changes in perspectives between the images from narrator’s
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gaze and the object of looking at different viewpoints (153). The second reason is
related to the question of who speaks because the narrator in the verbal narratives must
be adjusted to that of the visual narratives. Both verbal and visual clues indicate the
perspectival filtering in a narrative of comics. Therefore, the narrator might be present
both visually and verbally in graphic narratives. However, the comics that has no
verbal information is the exception for this case. This exception leads to the last reason
which is related to a new set of questions regarding what is shown in a narrative.
Showing is a crucial element in narration. Unlike in verbal narratives which do not
include any illustration, showing has a main role both literally and figuratively in
comics narratives because the illustrations in comics represent characters, their world,
and their actions (Mikkonen 77). Showing is directly present in comics narratives.
Therefore, the category of “what is shown” needs to be added because of the possible

narratives that has no words and visualized with the medium of comics.

In comics, therefore, the processing of narrative information involves paying attention
not just to the distinction between Who perceives? And Who narrates? but to the
interplay between a narrative voice, a verbal focaliser, a centre of visual perception
(the visual focaliser), a centre of attention (the visual focalized), and the image field
seen in the picture frame. (Mikkonen 154, emphasis in original)

Thus, the inclusion of a third category is necessary so that the typology is consistent
with multimodal nature of the comics medium. Comics medium requires readers to
combine perceptual information from various semiotic means in ways which are both
resemble and differ from other types of multimodal or visual narration. Numerous
visual techniques such as colouring style, lettering, and the shapes of speech/thought
balloons are employed as a means of focalization in multimodal and visual narratives.
These medium-specific features do not have precise equivalents in literary discourse
(154). “In comics, the reader may conceive propositions about the presented world

both in terms of verbal clues (or metaphors of visual perception) and graphically
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rendered (literal) visual perception” (155). Thus, the narration in comics differs from
that of written literary narratives. That is why these differences are to be taken into
consideration while analysing a visual narrative in terms of its narratological features.
“In comics storytelling, as in film, the point of view may always remain impersonal or
ambiguous in terms of its possible subjectivity, but the image necessarily reveals a
spatial point from which something (the focalised) is perceived” (156). As one of its
functions, graphic style shows “a particular character’s world view, perception, and

habit of thought” (119).

When a character in narrative fiction, irrespective of the medium, sees
something, the object that is seen is usually given and comprehended in the framework
of the ideas, feelings, and experience of that character (157). However, as each
medium has its own specific features, the description of perception in visual narratives
is understood differently from that of written narratives. The scale of visual
focalization is especially flexible in terms of the binaries in the categories of literary
narratives such as internal focalization/external, or the focal character/the narrator.
“Rather, it reflects varying degrees of congruence and divergence between a
character’s point of view and the reference world of the narrative, as well as the fact
that comics can use internal and external viewpoints at the same time” (165). Thus,
the perspective might change from one panel to the other one in accordance with the
changes in the degree of subjectivity. “The most common techniques of subjective
focus of perception, in comics as in film, comprise the various ways in which the
character’s positioning in a given image or sequence— in relation to the frame and

what is shown in the images—suggests a subjective narrative perspective” (165).
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Mikkonen uses “Manfred Jahn’s (2003) list of the five most important
subjectifying filmic devices” as the basis to formulate different types of focalization
in comics (166). However, the certain filmic terms need to be changed for medium-
specific features such as the usage of “panel” or “image” instead of “shot”. Among a
range of various possible options regarding focalization in comics, these five
categories are used as the most useful to “enable comics storytelling to fully exploit
the distance between a self who speaks, a self who sees, and a self who is seen, or the
split between a narrating and an experiencing self” (170). The first category is “the
point-of-view image (or sequence) (POV)” (166). When compared to other four
categories, POV is “the most internal, direct, and subjective perspective”. It adopts the
position of the viewer and this way, “the image frame functions as the representation
of someone’s gaze and a field of vision” (166). POV is effective when the focus of
attention of a character is given directly in a panel. However, this technique cannot be
used broadly because of its main difficulty, which is that the character whose
viewpoint is displayed in the frame could never be seen in any image other than from
a reflection or a mirror (167). The second one is “the gaze image,” which is “a picture
of a character looking at something” (167). It is mainly an image that employs an
external perspective, and it displays an object that cannot be seen in the same panel
with the character who looks at that certain object; thus, this technique draws the
attention to perception (167). In visual narratives, there are continuous indications of
characters’ glances in addition to facial expressions that enable readers to connect to
the subjectivity of characters. Also, the direct gaze of a character is another important
aspect of this category of gazing. The direct gaze means that the characters in a panel
look directly at the readers and it is claimed that this technique intensifies narrativity
by indicating a heightened level of participation from the readers (167). The third
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category is “the eyeline image/match cut” which is a combination of a POV image that
is preceded or followed by a gaze shot. “Thus, the gaze image cues the audience into
interpreting the preceding or the following image as a POV image” (167). The fourth
category is “the over-the-shoulder image” that is “a less direct and less internal means
of subjectification than the point-of-view image” (168). This technique displays the
viewpoint of the character through following the movements of that character.
Therefore, some parts of the character from whose perspective the object is seen is
also present in the frame. “In comics, the image may be shown, for instance, from
behind a character’s back, close to the character’s viewing position, or in conformity
to the character’s direction of looking” (168). Thus, the character’s fingers, shoulder,
or back might be drawn at the edge of the frame in order to indicate the subjective
perspective in addition to heightening the connection of the readers with the
characters’ perspectives (168). The last category is “the reaction image,” which shows
the way a character reacts to what has just been seen by him/her (168). It is very similar
to the gaze image since the reaction image draws attention to the viewpoint. However,
it is done, retrospectively, after the act of perception or viewing (168). A character’s
facial expressions provide readers with textual clues that express an important emotion
or thought as good as speech balloons. Therefore, the message that is aimed to be given

with words can also be conveyed through images.

“All these techniques and devices amount to an extremely complex scale of
intermediate positions between clearly subjective and clearly non-character-bound
perspectives” (168). This explains the predominance of “free indirect perception” in
comics in that most of the time the techniques used in comics “may allow the reader
to look deeply into the character’s field of vision, even limiting the view to the range

of perceptions available to some character, while at the same time retaining the sense
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of a hypothetical viewing position that does not belong to any character” (169).
Mikkonen also draws attention to the significance of the interplay between words and
images because, except for wordless comics, “the effects of all visual techniques of
subjectification are accentuated, complemented or contrasted by verbal narration”

(170).

Narration considering the graphic narratives consists of multimodal features
which is mostly based on the combination of words and images in sequenced panels.
Depending on the narrative content, the narrator may or may not be present in the
panels. According to Mikkonen, “while more sustained verbal narration is crucial in
many comics today, comics rarely show narrators in the images in their role of
narrating” (NCA 132). Therefore, even if the narrator is not physically displayed in the
frames, the verbal narration provided by that narrator is important for the story. The
speech of a narrator is given in word boxes which are different shapes from the speech
balloons of the characters. Mikkonen also states that “Certainly, dialogue in comics is
always mediated, for instance through layout, style of writing, or speech balloons,
perspectival choices (point of view images), or the narrator’s discourse that may filter
and interpret the speech” (NCA 133). The role of word boxes is to indicate that these
are the lines of the narrator even in the situations that the narrator is not shown in the
panels. In the comics medium, panels, speech balloons, and colouring of the pages also
have essential roles in the narration process because these inform the verbal content of

that story.

Furthermore, free indirect discourse can also be transferred into visual
narratives despite certain medium-specific challenges. Mikkonen states that “FID [free

indirect discourse] entails, without being clearly internal or external, both a reference
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to the perceiving subject (the character) and the narrating instance (the narrator)” (NCA
209). Therefore, the employment of free indirect speech can be found in speech boxes
along with the narrator’s comments or lines. The utilization of free indirect speech

supports focalization in subjectifying the narrative information.

To conclude, in the light of Mikkonen’s theoretical discussion it becomes clear
that the distinction Genette makes (in relation to verbal narratives) between the
questions of who speaks (narration) and who sees (focalization) needs adding a third
question of what is shown when it comes to the analysis of comics. Furthermore, since
comics is multimodal, we need to consider the interaction between words and images.
Therefore, in order to process how narrative information is regulated in comics, one
needs to pay attention to the interplay between the following: “narrative voice,”

2 <6

“verbal focalizer,” “centre of visual perception” (i.e. visual focalizer), “centre of

attention” (i.e. the visual focalised), and “the image field seen in the picture frame”

(154). The major visual techniques of suggesting a subjective/restricted perspective

29 ¢c. 2 ¢

are “the point of view image,” “the gaze image,” “the eyeline image/match cut,” “the

over-the-shoulder image,” and “the reaction image” (167).
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CHAPTER 3

FOCALIZATION IN JANE AUSTEN’S PRIDE AND PREJUDICE

“First Impressions” was the original title that Austen chose for Pride and
Prejudice (1813). “Cadell and Davies, respectable publishers, had refused George
Austen's’ offer on November 1, 1797 of the manuscript of First Impressions” (Fergus
19). This incident is just one of the many examples of how challenging it was for
women writers to find a publisher for their completed manuscripts in the time period
in which Austen lived. However, she was determined to achieve her life-long dream
to become a published author despite all the obstacles. Thus, she used a pseudonym,
which was “M. Ashton Dennis” (19) for her manuscripts so that her gender was
concealed. This pseudonym “allowed her to sign herself ‘M.A.D.””. These letters
indicated her dedication for publication (19). After several attempts, she managed to
agree with the publisher Thomas Egerton. Sense and Sensibility (1811) was her first
published novel. Thanks to the success of this novel, a second manuscript was
accepted. Then, she revised the manuscript of “First Impressions” and changed its title

to Pride and Prejudice®, which was published in 1813 as her second novel and it was

7 George Austen was Jane Austen’s father.

8 Harold Bloom claims that the title of Austen’s novel is inspired from the lines in Francis Burney’s
novel, Cecilia (1782), since it was known that Austen read Burney’s works (14). In the last chapter of
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even more successful than her first published novel. The popularity of this novel
caused her anonymity to end, and her authorship was well-received (22). Even after
two centuries, Pride and Prejudice remains as “the most popular of all Jane Austen’s
novels” (Littlewood, Introduction, v). Her novels include a wide range of social issues
of her times. In addition to the themes that reflect certain conventions of the Georgian
era such as marriage, family, and class issues in a witty manner, Austen’s writing style
has been attracting a wide range of readers, researchers, and critics to examine the
novels. As a result, her novels have been considered as eminent works of literature
since they contain cleverly designed plots and outstanding usages of literary
techniques such as irony, imagery, satire, characterization, and free indirect discourse.
Moreover, Langland claims that “Pride and Prejudice has provided hospitable analytic
ground for critics of most persuasions: historical, biographical, new Critical, neo-
Aristotelian, narratological, reader-response, psychological, Marxist, Foucauldian,
Bakhtinian, feminist, new historicist, materialist, postcolonial and cultural” (41). This
chapter will focus on the formal features of the novel; in particular, the contributions
of focalization to the conveyance of the novel’s major thematic concerns will be
explored. It will be argued that in Pride and Prejudice the way in which focalization
is employed contributes to the construction of the idea that the feelings of pride and

prejudice shape the way in which people see the world.

Pride and Prejudice (1813) centres on the tempestuous relationship between

Elizabeth Bennet, a country gentleman’s daughter, and Fitzwilliam Darcy, a wealthy

Burney’s novel, a character chants these sentences: “Yet this, however, remember; if to PRIDE AND
PREJUDICE you owe your miseries, so wonderfully is good and evil balanced, that to PRIDE AND
PREJUDICE you will also owe their termination” (930, capitalization in original). Thus, as pride and
prejudice are the feelings that cause the major conflict in Austen’s novel, clear emphasis is present in
Burney’s novel regarding these two feelings and their power over the balance of the concepts of good
and evil in one’s life.
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noble landowner. Mooneyham claims that “The secret of Pride and Prejudice's
popularity lies in the dynamics between its hero and heroine” (45). Elizabeth Bennet,
who is the second child of the Bennets, is the protagonist of the novel. Among all of
her sisters, Elizabeth, also called Lizzy, is the one that is depicted as intelligent and
sensible. In one of her letters to Cassandra, who is Austen’s elder sister, Austen
expresses her fondness for her character Elizabeth with these lines: “I must confess
that I think her as delightful a character as ever appeared in print, and how I shall be
able to tolerate those who do not like her at least, I do not know” (Gray, ed., 273). Mr.
Darcy is introduced through Mr. Bingley, a country gentleman who draws Mrs.
Bennet’s attention as a suitable man for one of her girls to be married to. Mr. Darcy
has the pride of being from an upper-class family and he is prejudiced against the
Bennets because of their mediocre social status. Although there are various types of
pride and prejudice among several characters, the most significant ones are those of
Mr. Darcy and Elizabeth since they are the main characters of the novel and the plot

revolves around them.

According to Mooneyham, “the spark” of the relationship between Mr. Darcy

and Elizabeth:

depends on their equality of intelligence and perception, for Elizabeth and Darcy are
more fully equal in this sense than any other of Austen's protagonists (...) The novel
presents a balance of power not only between two characters but between two
conflicting modes of judgment, and, by extension, between two conflicting systems
of language which both reflect and shape these judgments. (45)

These two main characters’ judgements of each other are shaped by being proud and
having prejudice against one another. After their prejudice against each other is
resolved and they overcome the feeling of pride, they end up happily married.
Mooneyham also states that “as Darcy and Elizabeth discard both pride and prejudice

in order to find each other; they rehabilitate their patterns of speech and thought, and
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grow to share a less selfish rhetoric” (47). For the plot and the theme of the novel, the
relationship between these two characters is essential. The fact that their love is not
solely based on physical attraction or that it does not emerge at first sight is an
important aspect of the novel’s main theme, which is conveyed not only by what

happens in the story but also through the formal regulation of narrative information.

In the novel, the narrator is present in each chapter as a source of the narrative
information. However, the narrator is not a member of the storyworld, which means
she/he is a heterodiegetic and extradiegetic narrator. “These narrators never take part
in the action, and only rarely come out of hiding to speak in the first person” (Morini
19). Although the novel employs this type of narrator, whose position allows her/him
omniscience regarding the regulation of narrative information, in many scenes,
characters emerge as focal characters through whose limited perspectives the
storyworld is perceived. As discussed preliminarily in the theoretical chapter,
focalization is a major tool employed in a narrative text to regulate its narrative
information. “The meanings that ‘pride’ and ‘prejudice’ acquire are related to the
central theme of all of Jane Austen’s novels — the limitations of human vision”
(Zimmerman 65). In this novel, this central theme is closely intertwined with the use
of focalization, which creates the effect of the restriction of human vision. Since both
pride and prejudice cause an extreme limitation of human perception and both qualities
are rooted in egoistic manner, people who possess either one of these qualities might
experience disconnection from others or confines the available information around
them (Zimmerman 66). This human condition of being affected by certain emotions is

reflected in the form of the novel mainly via focalization.
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Since Genette defines focalization as the restriction of information, this
limitation regarding the narrative information depends on the purpose of the narrating.
“Between the information of the hero and the omniscience of the novelist is the
information of the narrator, who disposes of it according to his own lights and holds
back only when he sees a precise reason for doing so” (Genette 206). Thus, in the case
of Pride and Prejudice, the reason for the narrator’s restriction of the information is to
produce and maintain the suspense in the relationship between Elizabeth and Mr.
Darcy. This tool serves the thematic purpose of the novel. Since the events are mainly
focalized through Elizabeth, her restricted information about Mr. Darcy prevails until
she figures out the truth behind Mr. Darcy’s personality traits. Elizabeth maintains her
prejudice against Mr. Darcy until the moment she discovers the fact that he is not a
disagreeable man. Because the third-person narrator does not give any clues related to
the true characteristics of Mr. Darcy readers also remain limited in that the information

we have about him is regulated solely through Elizabeth’s perspective.

Elizabeth occupies a major role in the novel since the narrative information
mainly conveyed through her. At first, Mr. Darcy looks disagreeable mainly because
Elizabeth as a focal character sees him so. For instance, Elizabeth overhears Mr.
Darcy’s comment about her when they attend a party at Meryton, and this leads to a
negative first impression related to him. He says to Mr. Bingley that “‘She [Elizabeth]
is tolerable; but not handsome enough to tempt me; and I am in no humour at present
to give consequence to young ladies who are slighted by other men. You had better
return to your partner and enjoy her smiles, for you are wasting your time with me.””
(P&P 13). Because of this comment, Elizabeth’s pride is hurt. “His reaction reflects
Darcy’s hauteur and bias against those of lower station than his” (Gorman, qtd. in

Bloom). The social class distinction among the Bennets, the Bingleys, and the Darcys
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leads to prejudice among the characters. Since the Bennet family has lower income
than others, they are considered as middle class while the Bingleys and the Darcys are
considered as upper-class. Hence, certain class differences are observed in the novel.
Especially, Mrs. Bennet’s behaviours in public makes Mr. Darcy think that this family
is not suitable for marriage. Thus, Mr. Darcy displays contemptuous behaviours when
he is in the presence of people who are not from his social status. As stated by Fergus,
“Even the most shocking demonstration of his pride, his insulting refusal to dance with
Elizabeth, provides opportunities for judgments, particularly in Chapter V, where for
the first time ‘pride’ as a theme receives consideration” (Jane Austen and Didactic
Novel 88). Therefore, Darcy’s proud comments on Elizabeth triggers the series of

misjudgement between them.

As she thinks that Mr. Darcy hurt her pride, her prejudice against Mr. Darcy is
strengthened by military officer Wickham’s comments on Darcy when Wickham, who
dislikes Mr. Darcy, tells her about their past. He claims that his father was a steward
of Mr. Darcy’s father and Mr. Darcy did not give Mr. Wickham the position as a
clergyman because of jealousy. “‘How strange!’ cried Elizabeth, ‘How abominable! -
I wonder that the very pride of this Mr. Darcy has not made him just to you! - If from
no better motive, that he should not have been too proud to be dishonest, - for

299

dishonesty I must call it’” (P&P 71). Therefore, Elizabeth’s growing resentment
against Mr. Darcy is intensified with external factors such as Wickham’s stories. He
also emphasizes that Mr. Darcy is treated differently among the rich while they all
despise others “‘His pride never deserts him; but with the rich, he is liberal-minded,
just, sincere, rational, honourable, and perhaps agreeable, - allowing something for
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fortune and figure’ (P&P 72). Hence, readers also perceive Mr. Darcy as an

unagreeable person with the focus on Elizabeth’s perspective. The events are focalized
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through her and that is why until the true characteristics of Mr. Darcy is revealed to

her, readers are also exposed to limited and prejudiced information.

Apart from her employment as a major focal character, the text reveals the
centrality of Elizabeth in the text through some other means as well. One example of
this situation is the representation of the following dialogue that takes place between

Mr. Darcy and Elizabeth when they are dancing at a ball at Netherfield:

“It is your turn to say something now, Mr. Darcy. — I talked about the dance, and you
ought to make some kind of remark on the size of the room, or the number of couples.”

He smiled, and assured her that whatever she wished him to say should be said.

“Very well. — That reply will do for the present. — Perhaps by and bye I may observe
that private balls are much pleasanter than public ones. — But now we may be silent.”

“Do you talk by rule then, while you are dancing?” (P&P 79)

Up until the last line of the given passage, Mr. Darcy’s words are simply summed up
while Elizabeth’s entire speech is reported directly in the dialogue. The utterances of
Mr. Darcy are summarized by the narrator while his actions and reactions are narrated.
It indicates that narration restricts Mr. Darcy’s speech, which contributes to keeping a
distance between this character and the reader, who is not allowed to have first-hand
information about his ideas and feelings. They are rather conveyed through other
characters. This scene is a remarkable instance that reinforces Elizabeth’s control over

the regulation of information in the narrative.

There are instances in the novel where characters other than Elizabeth emerge
as focal characters as well. For example, the narrator comments on Mr. Darcy from
the perspective of the Bennet family as follows: “His character was decided. He was
the proudest, most disagreeable man in the world, and everybody hoped that he would
never come there again” (P&P 12). These lines reflect mostly the reaction of the

Bennets towards Mr. Darcy at the ball in Netherfield. In other words, in this passage,
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the focal character is the Bennet family. In fact, up until a certain point in the novel,
the focal character is ambiguous because the third-person omniscient narrator
introduces the characters and the setting in the novel through externally described
passages. Elizabeth emerges as the major focal character especially after Chapter
Seven, in which Elizabeth decides to go to Netherfield to take care of her sister, Jane,
after receiving a letter from her indicating that she is sick. Thus, the setting in the novel
changes with Elizabeth’s departure, and we begin to see the Bingleys’ house in a
restricted manner; in other words, narrative information is given mainly through

Elizabeth’s perspective.

When Elizabeth arrives in Netherfield hall, she gets to learn more about Miss
Bingley and her elder sister, Mrs. Hurst. As Elizabeth takes care of her sister, Jane, she
also observes the people who are living there; Mr. Darcy, Mr Bingley, Miss Bingley,
and Mrs. Hurst. “When breakfast was over, they were joined by the sisters; and
Elizabeth began to like them herself, when she saw how much affection and solicitude
they showed for Jane” (P&P 30). After Elizabeth sees the way Jane is treated in
Netherfield Hall, she begins to be fond of Miss Bingley and Mrs. Hurst because of
their behaviour towards Jane. However, after Elizabeth is also offered to stay with her
sister, she realizes that her initial feeling of dislike upon seeing them at the ball in
Meryton was not groundless. As Fergus also states, “Darcy's initial rudeness assists
her [Elizabeth] to her unfavourable judgment of him and she is governed by similar
considerations in her judgment of the Bingley sisters” (Jane Austen and Didactic

Novel 97). The narrator reflects Elizabeth’s thoughts as follows:

The sisters, on hearing this, repeated three or four times how much they were grieved,
how shocking it was to have a bad cold, and how excessively they disliked being ill
themselves; and then thought no more of the matter: and their indifference towards
Jane when not immediately before them, restored Elizabeth to the enjoyment of all her
original dislike. (P&P 32)
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The focus on this passage is on Elizabeth because the narrator conveys her opinions
about Miss Bingley and Mrs. Hurst. Therefore, readers also experience that specific
scene through Elizabeth’s focalization. To put in Genette’s terms, the one “who sees”
here in this scene is Elizabeth, which makes her the focal character. This is an example
of fixed internal focalization, which means that there is only one focal character that
regulates the narrative information in the novel (Genette 189). However, the fixed
internal focalization of Elizabeth Bennet does not cover the whole narrative since there
are descriptions of the external world in the narrative. Therefore, in addition to the
focalization through Elizabeth, the narrator of the novel mentions other characters’
thoughts and characteristics in some parts of the narrative. Yet, Elizabeth’s
focalization dominates the text. Hence, through Elizabeth’s perspective, the narrative

information of the novel is regulated (Halliday 65).

Another indicator of the internal focalization is that despite the full attention
given to Mr. Bingley at the beginning of the novel, the change of focus from him to
Mr. Darcy as the story unfolds is an indication of the fact that Elizabeth is the focal
character since it is Mr. Darcy that has drawn her attention. For instance, in Chapter
Fifteen, there is a clear example of Elizabeth’s acting as a focal character when she
goes to Meryton with her sisters and Mr. Collins, who is Mr. Bennet’s cousin. In
Meryton, while Mr. Wickham is being introduced to the Bennets by Mr. Denny, who
is an officer and acquaintance of Lydia, Mr. Darcy and Mr. Bingley are seen riding
down the street. However, a strange exchange of gaze between the two gentlemen, Mr.

Darcy, and Mr. Wickham draws Elizabeth’s attention:

(...) Elizabeth happening to see the countenance of both as they looked at each other,
was all astonishment at the effect of the meeting. Both changed colour, one looked
white, the other red (...) What could be the meaning of it? — It was impossible to
imagine; it was impossible not to long to know. (P&P 63)
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In this passage, the narrator first describes the physical reaction of Mr. Wickham and
Mr. Darcy when they all encounter, and this occasion is depicted from Elizabeth’s
perspective. Especially, the use of the word “see” is a key point indicating that the one
who sees is Elizabeth. Then, the narrator puts into words the question of a possible
meaning of these men’s reactions. This is a kind of question that Elizabeth has in her
mind because she is the one who wonders about the relation between the two men.
Thus, the voice of the narrator and the vision of Elizabeth intermingle in this passage

of the novel.

Similarly, in Chapter Sixteen, when the Bennet girls and Mr. Collins go to
Meryton to have dinner with Mrs. Philips, who is Mrs. Bennet’s sister, Mr. Wickham
and a couple of officers are also in the house. This is the second time that Elizabeth
encounters Mr. Wickham. “The gentlemen did approach; and when Mr. Wickham
walked into the room, Elizabeth felt that she had neither been seeing him before, nor
thinking of him since, with the smallest degree of unreasonable admiration” (P&P 65).
As these lines from the novel indicate, the narrator discloses Elizabeth’s mind while
mentioning other characters’ physical actions. Then, Mr. Wickham tells what
happened between him and Mr. Darcy. Therefore, Elizabeth is astonished by all these
events, feels sorry for Mr. Wickham and resents Mr. Darcy. “Elizabeth honoured him
for such feelings and thought him handsomer than ever as he expressed them” (P&P
70). The narrator’s comments are shaped by Elizabeth’s opinion about Mr. Wickham
as is seen in the following passage that appears right after their conversation in
Meryton: “Whatever he said, was said well; and whatever he did, done gracefully.
Elizabeth went away with her head full of him. She could think of nothing but of Mr.
Wickham, and of what he had told her, all the way home;” (P&P 73). The way

Elizabeth sees Mr. Wickham is influenced by how she thinks of him. Now that she
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regards him as handsome and graceful, readers are also presented with such a positive
portrayal of this character. Therefore, how Mr. Wickham is presented in the narrative

is shaped by Elizabeth’s thoughts.

In the novel, characters’ letters emerge as important means of regulating the
narrative information as well. Starting from the first letter that is sent by Mr. Bingley’s
sister, Miss Bingley, to invite Jane for a dinner, the function of the letters is to clarify
the parts that are left unclear in the plot. Especially, Mr. Darcy’s letters help to unravel
the main conflict in the story. Thanks to his letter that he sends to Elizabeth after she
rejects his marriage proposal, he gains the chance to respond to the accusations that
led Elizabeth to feel prejudiced against Mr. Darcy. He starts one of his letters for

Elizabeth as follows:

‘Be not alarmed, Madam, on receiving this letter, by the apprehension of its containing
any repetition of those sentiments, or renewal of those offers, which were last night
so disgusting to you. [ write without any intention of paining you, or humbling myself,
by dwelling on wishes, which, for the happiness of both, cannot be too soon forgotten;
and the effort which the formation, and the perusal of this letter must occasion, should
have been spared, had not my character required it to be written and read. You must,
therefore, pardon the freedom with which I demand your attention; your feelings, 1
know, will bestow it unwillingly, but I demand it of your justice.” (P&P 168)

Then, he continues explaining his side of the events which are separating Mr. Bingley
from Jane and addresses the claim that he is unfair to Mr. Wickham. Through this
letter, he manages to respond to the accusations made by others against him. However,
readers are not shown Mr. Darcy’s explanations directly because Elizabeth, as the

addressee of the letter conveys the narrative information to readers indirectly.

After Elizabeth reads Mr. Darcy’s letter, she realizes the true characteristics of
Wickham and her change of thoughts are expressed by the narrator as follows: “How
differently did everything now appear in which he was concerned!” (P&P 176).

Actually, this sentence is an example of the novel’s use of free indirect speech in
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combination with focalization. The one who speaks is the narrator while that speech is
shaped through Elizabeth’s focalization in this sentence. The narrator continues to
comment on Elizabeth as: “She grew absolutely ashamed of herself. — Of neither Darcy
nor Wickham could she think, without feeling that she had been blind, partial,
prejudiced, absurd” (P&P 177). Now, Elizabeth’s misjudgement of both Darcy and
Wickham is revealed by the narrator and the fact that her prejudice affects her view of

the others around them is exemplified in this part.

The employment of free indirect speech enables focalization to blend into the
narration throughout the novel. When free indirect speech is employed in a narrative,
it enables a smooth transition between external focalization and internal focalization
because of a “confusion between the speech (uttered or inner) of the character and that
of the narrator” (Genette 172). The distinguishing feature of free indirect style from
other styles is that declarative verbs and quotation marks are not used when there is
free indirect speech. Therefore, the absence of a declarative statement causes an
ambiguity regarding whether the speech is character’s or narrator’s (Genette 172). An

instance of this feature from the novel is when Elizabeth is in the Pemberley Estate:

In the gallery there were many family portraits, but they could have little to fix the
attention of a stranger. Elizabeth walked on in quest of the only face whose features
would be known to her. At last it arrested her—and she beheld a striking resemblance
of Mr. Darcy, with such a smile over the face, as she remembered to have sometimes
seen, when he looked at her. (P&P 210)

Thus, in the first two lines of this paragraph, narrator talks about the physical entities
in the gallery of the house and Elizabeth’s appearance in that room. While the external
focalization is employed in these first lines, for the third line, there is a change of
focalization. In this line, the thoughts and memories of Elizabeth are narrated with the
internal focalization technique that is given through free indirect speech since focal

character’s thoughts are given as interwoven with narrator’s voice. Therefore, the
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usage of narration and focalization techniques in the novel bring us closer to the
characters and so, the way Elizabeth overcomes her prejudice of Mr. Darcy is

witnessed throughout the novel since she is the focal character.

Another example of focalization through Elizabeth appears when Elizabeth and
the Gardiners, who are Elizabeth’s uncle and aunt, are invited to Pemberley by Miss
Darcy and Mr. Darcy. Now that Elizabeth has a broader sense of what Miss Bingley

feels about her, she infers the way Miss Bingley behaves around Elizabeth:

Convinced as Elizabeth now was that Miss Bingley’s dislike of her had originated in
jealousy, she could not help feeling how very unwelcome her appearance at Pemberley
must be to her, and was curious to know with how much civility on that lady’s side,
the acquaintance would now be renewed. (P&P 223)

Thus, the narrator’s these lines also indicate what Elizabeth thinks and feels about Miss
Bingley while there is no apparent indicator of what Miss Bingley actually thinks about

Elizabeth in this specific passage.

The following passage depicts an event which is seen by Elizabeth Bennet in

Pemberley, which is Mr. Darcy’s country estate, as follows:

Elizabeth soon saw that she was herself closely watched by Miss Bingley, and that
she could not speak a word, especially to Miss Darcy, without calling her attention.
This observation would not have prevented her from trying to talk to the latter, had
they not been seated at an inconvenient distance; but she was not sorry to be spared
the necessity of saying much. Her own thoughts were employing her. She expected
every moment that some of the gentlemen would enter the room. She wished, she
feared that the master of the house might be amongst them; and whether she wished
or feared it most, she could scarcely determine. After sitting in this manner a quarter
of an hour, without hearing Miss Bingley’s voice, Elizabeth was roused by receiving
from her a cold enquiry after the health of her family. She answered with equal
indifference and brevity, and the other said no more. (P&P 223-224)

The speaker is the narrator while the focal character is Elizabeth as illustrated in this
passage above. Even though there are other characters such as Miss Bingley and Miss
Darcy, the narrator mentions Elizabeth’s mental actions and feelings as well as her

observations of the occasion. While there is no mention of what other characters think,
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what Elizabeth sees in the room, her expectations and wishes are given within the
passage as the narrator talks about this gathering. Therefore, the image of other
characters is drawn via Elizabeth’s thought process and this puts her into the position
of a focal character. As every element in a verbal narrative is expressed through words,
focalization, which is originally a non-verbal element, is also needed to be conveyed
by language (Rimmon-Kenan Narrative Fiction 85). Thus, the presence of a focal
character is one of the crucial elements of a narrative technique that is handled by the
writer in such a way that the narrative information is controlled accordingly. “The
overall language of a text is that of the narrator, but focalization can ‘colour’ it in a
way which makes it appear as a transposition of the perceptions of a separate agent”
(Rimmon-Kenan Narrative Fiction 85). Therefore, the transitions between the focal

character and the narrator enriches the narrative content.

Though not so prominent as in the case of Elizabeth, the novel includes
passages which reflect Mr. Darcy’s thoughts and feelings, as well. For instance, when
Jane and Elizabeth want to leave the house of the Bingleys at Netherfield, the narrator
gives information regarding what passes in Mr. Darcy’s mind about this situation: “To
Mr. Darcy it was welcome intelligence - Elizabeth had been at Netherfield long
enough. She attracted him more than he liked - and Miss Bingley was uncivil to her,
and more teasing than usual to himself” (P&P 53). The narrator represents what Mr.
Darcy thinks through free indirect speech. Although there are passages that directly
show readers what Darcy thinks, most of the time we learn about his side of the things
from other sources such as aforementioned letters and people who know him. For
instance, when Elizabeth visits her aunt and uncle, the Gardiners, in London, they also

visit Pemberly where Mr. Darcy’s house is. Contrary to previous negative comments

55



from the Bennets, Mrs. Reynolds, who works for Mr. Darcy in the Pemberly mansion,

talks about Mr. Darcy when Elizabeth visits the place:

“Yes, Sir, [ know [ am. If I was to go through the world, I could not meet with a better.
But I have always observed, that they who are good-natured when children, are good-
natured when they grow up; and he was always the sweetest tempered, most generous-
hearted, boy in the world.”

Elizabeth almost stared at her—"“Can this be Mr. Darcy!” thought she. (P&P 209)

Therefore, these comments from the people who know Mr. Darcy very-well start to
influence Elizabeth’s thoughts about him because she questions whether these nice
things about him can be the truth or not. “Elizabeth freezes Darcy off when he is proud
and pretentious; but she warms to him when she discovers how as master of Pemberley
he uses his extensive power for the good of those around him” (McMaster 118). Thus,
after Elizabeth visits Pemberley, her judgements of Mr. Darcy start to change
positively. After Elizabeth meets Mr. Darcy’s servant in Pemberley, the narrator

conveys Elizabeth’s thoughts as follows:

There was certainly at this moment, in Elizabeth’s mind, a more gentle sensation
towards the original, than she had ever felt in the height of their acquaintance. The
commendation bestowed on him by Mrs. Reynolds was of no trifling nature. What
praise is more valuable than the praise of an intelligent servant? (P&P 210)

The fact that Elizabeth hears good remarks from Mrs. Reynolds gives her a chance to
consider Mr. Darcy’s true characteristics. It is important for her to learn more about

Mr. Darcy from the people who know him well.

Furthermore, most of the time, his thoughts and feelings are not given directly
by himself. For instance, Elizabeth finds out from Mrs. Gardiner’s letter that it was
Mr. Darcy who helped her sister, Lydia, when Wickham seduced her to run away
together. Mr. Darcy gives the money to Wickham for his debts and saves the reputation
of both Lydia and her sisters. When Elizabeth realizes that Mr. Darcy is a really good

person, the narrator conveys her feelings and thoughts as follows:
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It was painful, exceedingly painful, to know that they were under obligations to a
person who could never receive a return. They owed the restoration of Lydia, her
character, everything to him [Mr. Darcy]. Oh! how heartily did she grieve over every
ungracious sensation she had ever encouraged, every saucy speech she had ever
directed towards him. For herself she was humbled; but she was proud of him. (P&P
271)

Therefore, by the time Elizabeth learns that Mr. Darcy is the one who helped Lydia,
the obscurity about him continues. However, right after the truth is revealed to
Elizabeth, readers are also informed that he has helped her family. Hence, the true
characteristics of Mr. Darcy and Mr. Wickham are displayed for readers. “The precise
articulation of each stage in her changing feelings for Darcy is crucial for Elizabeth's
emotional and linguistic maturation because it betokens her new respect for language
as a mode of judgment” (Mooneyham 47). Wickham is described as a dishonest man
as opposed to Elizabeth’s initial opinions about him and his portrayal as a decent man.
Thus, the important truth about Mr. Darcy’s help for Elizabeth’s sister, Lydia, and
Wickham is revealed without the presence of Mr. Darcy himself because the narrative

information is still conveyed through Elizabeth.

Now that Elizabeth knows Mr. Darcy is a noble and decent man, she feels
affection for him and wants to figure out whether she can give him another chance to
be together. When Mr. Bingley and Mr. Darcy come back to Netherfield, they also
visit Longbourn and see the Bennets. During this time, Elizabeth observes Mr. Darcy,
and her observations are displayed by the narrator: “Darcy had walked away to another
part of the room. She followed him with her eyes, envied everyone to whom he spoke,
had scarcely patience enough to help anybody to coffee; and then was enraged against
herself for being so silly!” (P&P 283). In this passage, what Elizabeth sees, and thinks
are reflected in order to give an insight to her mind. Then, she questions whether Mr.
Darcy still wants to marry her despite her earlier refusal of his marriage proposal. She

asks herself ““A man who has once been refused! How could I ever be foolish enough
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to expect a renewal of his love?’” (P&P 283). In this part, the narrative information is
conveyed mainly through Elizabeth and there are no indicators of what Mr. Darcy
thinks until the moment Mr. Darcy confesses his still-continuing love for her. Hence,
the fact that only Elizabeth’s thought process is firstly given indicates the restriction
of the information still continues from the sight of Elizabeth since all of the informants

pass through her perspective as the utilization of focalization.

A couple of days after the unpleasant visit from Lady Catherine’ and the letter
from Mr. Collins, Mr. Bingley, together with Mr. Darcy, comes back to Longbourn to
visit the Bennets. Mr. Bingley wants to see Jane while Mr. Darcy gets a chance to talk
to Elizabeth about everything that needs to be resolved. As they try to explain
themselves to each other, Mr. Darcy restates her love for Elizabeth. “Elizabeth was
too much embarrassed to say a word. After a short pause, her companion added, ‘You
are too generous to trifle with me. If your feelings are still what they were last April,
tell me so at once. My affections and wishes are unchanged, but one word from you
will silence me on this subject for ever’” (P&P 306). Then, Elizabeth accepts his

proposal gladly now that they have moved beyond their feelings of pride and prejudice.

Elizabeth informs Jane about her engagement to Mr. Darcy and when Jane is
surprised with this news, Elizabeth tells her ““You know nothing of the matter. That
is all to be forgot. Perhaps I did not always love him so well as I do now. But in such

cases as these, a good memory is unpardonable. This is the last time I shall ever

° Before Mr. Darcy proposes to Elizabeth for the second time, the rumour about their engagement
wanders around the town. After Lady Catherine De Bourgh, who is Mr. Darcy’s aunt, visits Longbourn
to threaten Elizabeth about her relationship with Mr. Darcy because of her wish for her daughter to get
married to him. Also, Mr. Bennet receives a letter from Mr. Collins stating Lady Catherine’s outrage
regarding the rumours about Elizabeth’s engagement to Mr. Darcy. All of these passages include
indirect information about Mr. Darcy’s intentions for his relationship with Elizabeth. Therefore, readers
are first informed about the possibility of their being together by other sources.
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remember it myself’” (P&P 312). She assures her sister that they will be “the happiest
couple in the world” (P&P 321). The resolution of the conflict between Elizabeth and

Mr. Darcy leads to their marriage and happiness.

In conclusion, when Pride and Prejudice is examined with a special focus on
the distinction between focalization and narration, Elizabeth Bennet emerges as the
major focal character in the narrative since the narrative information is mostly
regulated in terms of her perspective. The employment of focalization in the novel
contributes to the development and conveyance of the main theme, which is the
significant role that pride and prejudice play in shaping the ways in which we see the
world around us. Thus, focalization through Elizabeth assists the storyline of the novel
by reflecting the effects of the characters’ feelings of pride and prejudice as well as
maintaining the suspense in the relationship between the two main characters. The
focus on the perception of a character and restriction of access to information in a
narrative are defined by Genette as focalization. This tool allows readers to
differentiate the narration of the narrative content and the cognitive processing of a
character within that narrative. In addition to focalization, free indirect speech is
commonly used in the novel. Therefore, the vision of the focal character and the voice
of the narrator are interwoven in certain parts of the novel. These tools help maintain
the plausibility of the story and keep readers curious about and interested in especially

the relationship between Miss Elizabeth Bennet and Mr. Darcy.
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CHAPTER 4

FOCALIZATION IN THE GRAPHIC NOVEL PRIDE AND PREJUDICE

A graphic novel is a lengthy comics that utilizes images, words, and sequence
to tell a story. In this chapter, the Marvel Comics adaptation of Pride and Prejudice
(2009) by Nancy Butler'® and Hugo Petrus!! will be examined in terms of the
distinction between narration and focalization. The techniques that are used for
focalization in graphic narratives enable readers to understand characters’ fields of
vision (Mikkonen NCA 169). It will be argued that as in Jane Austen’s Pride and
Prejudice, the graphic novel version also makes use of the difference between
narration and focalization in order to foreground the role of the feelings of pride and

prejudice in shaping the characters’ view of the world around them.

The narrative content of Pride and Prejudice is adapted to the comics medium
by retaining the crucial points in the story such as the emphasis on the role of pride
and prejudice in shaping the relationship between the main characters. As it is the case
for each type of adapted work, there are certain changes regarding the storyline mainly

because of the medium-specific necessity for displaying the events in a limited number

19 The adapter of the graphic novel Pride and Prejudice from Austen’s novel.

! The Illustrator of the graphic novel Pride and Prejudice based on the novel.
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of panels. Also, despite the fact that certain verbal content is borrowed from the source
narrative of Pride and Prejudice, some verbal content is changed during the adaptation
process considering both the words of the narrator and characters’ speeches in order
for the story to fit better to its new medium. Hence, there have been some reductions
in the storyline so that only the major events can be given room in the graphic novel.
Nancy Butler, who is the adapter of the graphic novel version of Pride and Prejudice,

comments on her preparation for the adaptation process as follows:

The first thing I did was go back to the canon; I reread Pride and Prejudice for the
umpteenth time, but with new eyes. I needed to take this paragon of parlor talk, this
ode to witty banter and insightful prose, and reduce it to captions and dialogue
balloons. Without losing the flavor or texture. At first I tried modernizing the language
and softening the social commentary, but in the end, it was Austen’s own words and
sharp-eyed observations that won the day. You don’t update a classic; you give it free
rein. (qtd. in Martin 175)

In order for a novel to be adapted for a comics medium, the required changes were
made because the text from the novel needed to be suitable for text boxes and speech
balloons, which are the parts for conveying the verbal narrative in comics. However,
Butler tried to be loyal to the source text as much as possible during the process of
adaptation of the novel. She emphasizes the way that the wit of a novel can be
transmitted successfully to a graphic novel (Martin 175). Thus, the story of the novel

does not lose its unique way of narration.

In the graphic novel adaptation of Pride and Prejudice, the characters are
displayed from the outside since they are the ones that need to be seen on the pages.
This situation makes it difficult to distinguish between “what is shown” and “who
sees” in a narrative. Therefore, compared to the analysis of narratives in linguistic
medium such as the novel by Austen, the analysis of a graphic novel requires certain
changes in the exploration of narrative perspective. As discussed in the theoretical

chapter of this thesis, Mikkonen in Narratology of Comic Art focuses on these changes
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and the factors behind them. Therefore, this chapter will analyse focalization in the
selected graphic novel in the light of Mikkonen’s terms and distinctions. As in the
novel, the graphic novel also makes use of focalization in its narrative because it helps
create the suspense in the relation between Miss Bennet and Mr. Darcy, whose

perspectives of each other are coloured by the feelings of pride and prejudice.

The graphic novel of Pride and Prejudice by Marvel Illustrated has five
different cover pages that were created by Sonny Liew for each series. The cover pages
are reminiscent of the covers of contemporary popular women’s magazines such as
CosmoGirl and Marie Claire. These cover pages '? are related with the major points
in the story. Therefore, the lines that are written on each cover page highlight the
important events in each volume. The way that the cover is represented may attract the
contemporary audience, especially young women, and raise interest towards the
comics series. In addition, they briefly introduce the narrative content of the graphic

novel.

The famous opening line of Austen’s novel, “It is a truth universally
acknowledged, that a single man in possession of a good fortune must be in want of a
wife”, is given on the first page of the first volume as it is common for novel-based
graphic novels. The graphic novel adaptations of The Hobbit, City of Glass, and
Recherche start with the well-known first sentence of these novels (Vanderbeke 108).

In the opening panel of the Marvel Comics, readers encounter the house of the Bennets

12 For instance, the first one of the five comics series has the drawing of Elizabeth at the centre of the
cover page and on her both sides, there are lines such as “Who is Mr. Darcy”, “Bingley’s Bring Bling
to Britain”, “How to Cure Your Boy-Crazy Sisters!”, “17 Secrets about Summer Dresses” and “Lizzy
on Love, Loss and Living” while the third comics series has the drawings of five of the Bennet girls
and the lines given on this page are “London Loves Lost For Long?”, “An Officer vs. A Gentleman: A
Lizzy Bennet Investigation”, “Ho Ho Ho! Ring in the Yuletide the Austen Way!”, and “Peas and Prayer

in The Garden with Mr. Collins”.
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and in the speech box, the time and the place where the story is set, which is 19
century England, is given. In the second panel, the interior of the Bennet house is
shown, and we see each daughter attending their own business before their mother’s
arrival. This scene does not exist in the source text. In the novel, Mrs. Bennet directly
talks to Mr. Bennet while in the adaptation, she first talks to her daughters asking for
their father. In order to be able to set the scene and introduce the Bennet family, their
house and each member of the house are presented in the panels. As Kukkonen also
states “[c]omics employ images (rather than words) to represent the characters and
settings, and they therefore often have to be more specific than novels are about the
way an element looks in the storyworld” (Studying Comics 75). Therefore, these panels
may have been added for the purposes of adaptation since if the setting can be
displayed through visual images, the need for detailed verbal description can be

spared.

In the last two panels of the first page, Mrs Bennet’s speech and her facial
expression give a clue of her enthusiasm about the news that she has heard, and this
helps readers understand the character’s emotion with the juxtaposition of the visual
and verbal mode. Because of the multimodal features of the comics medium, the way
each character and the environment represented need to be examined besides the
verbal expressions given in the graphic novel. On the next page, the first panel (Figure
4.1.) introduces the daughters of the Bennets, Jane, Lizzy, Lydia, Kitty, and Mary, to
the readers. This panel including the introduction of the characters assists readers with
keeping track of the names easily. The facial expressions and the sentences in the
speech balloons of each character display their characteristic features in a way that
readers get a respective understanding of the characters. For instance, while Jane and

Elizabeth focus on Mrs. Bennet’s behaviour, Lydia and Kitty try to deduce whether
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their mother’s news is about the militia since they are interested in the military officers
in Meryton. On the other hand, Mary stays indifferent to Lydia and Kitty’s enthusiasm
regarding the military officers. Through the daughters’ comments on Mrs. Bennet’s
excitement, the readers are also informed about the presence of a militia in Meryton.

Therefore, this informative panel also helps the story in terms of setting the scene.
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Whatever We'll know scon’

could she have enough. Mama has P 1 doubt it.
"Evegé’ffc:ept 5 Chdear, I Remember, she
- hope she hasn't said delightful
learned that the news.
militia is leaving
mergton,

Figure 4.1. Panel from Marvel Comics adaptation of Pride and Prejudice by Nancy
Butler and illustrated by Hugo Petrus. MARVEL Illustrated Limited Series, 1 of 5.
April 01, 2009. Used with permission.

Because of the medium-specific features of a graphic novel, it is not possible
to show each event happening in a narrative (Duncan and Smith 131). Therefore,
visuals and words are to be chosen carefully by the writer or the artist so that the panels
have the crucial parts of a narrative. The selection of the most important points of the
action is called “encapsulation,” and this process includes choosing specific moments
of the main events in order to be able to convey the story properly through graphic
narratives. Therefore, encapsulation is considered as one of the most distinctive and
crucial steps while creating the content in a comics (Duncan and Smith 10). Thus, in

the graphic novel Pride and Prejudice, the plot is given with carefully designed visuals
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and words in the linear order of the events in the novel despite certain reductions of

the minor events.

The first time when Elizabeth and Mr. Darcy meet is at the ball in Meryton
town. This scene displays the first encounter of these two main characters, and it leads
to the first major misjudgement of each other. In the panel that shows a moment from
this ball (Figure 4.2.), Elizabeth is shown in the corner of the page and her position
indicates that Mr. Darcy and Mr. Bingley are in her sight. Therefore, this panel is an
example for “the over-the-shoulder image” because it shows us Elizabeth’s direction
of looking (Mikkonen NCA 168). In order to indicate the character’s field of vision,
the scenes are shown from the back of the character or by her or his side, and the
character is displayed as staring at something (Mikkonen NCA 217). “In comics and
graphic narratives, similarly, the image may be shown from behind a character's back,
or, as is the case in the process following, the image may follow a character's
movement closely, as if the point of view were tied to this movement” (Mikkonen
“Graphic Narratives as a Challenge to Transmedial Narratology” 644). As claimed by
Mikkonen, Elizabeth’s point of view in this panel is tied to the dialogue between the
two gentlemen. The dialogues are embodied in a graphic novel because of the presence

of facial expressions, signs, and gestures of characters.

In this panel, Mr. Darcy’s speech is broken up into two interwoven speech
balloons, which could be for the purpose of giving readers a sense of pause (Eisner
Comics and Sequential Art 113). From his initial comment about Elizabeth, Mr.
Darcy’s prejudice towards the status of her family can be observed. Since their
conversation is overheard by Elizabeth, her pride is hurt by his comments about her

and this panel has an important part regarding the origin of her prejudice against Mr.
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Darcy. She forms her judgements too quickly and her perspective limits the
information readers have about the storyworld. Therefore, in this panel (Figure 4.2.),
it is emphasized that the visual focalizer is Elizabeth and this is how she sees Mr.

Darcy and Mr. Bingley.

Return to

your partner and
enjoy her smiles,
for you are wasting
your time
with me.

Figure 4.2. Panel from Marvel Comics adaptation of Pride and Prejudice by Nancy
Butler and illustrated by Hugo Petrus. MARVEL Illustrated Limited Series, 1 of 5.
April 01, 2009. Used with permission.

The embedded (overlapping) panels create the impression of simultaneous
actions of the characters. Therefore, the embedded panel inside the larger panel brings
Elizabeth’s face closer for a better sight of her facial expressions for the readers (see
Figure 4.2.). It enables readers to perceive Elizabeth’s first impression of Mr. Darcy
after his criticism. Also, in this panel, Mr. Darcy’s facial expression can be seen and
“it is pride that leads Darcy to behave impolitely towards the Bennet sisters” (Morini

110). Thus, the readers are given visual cues about Mr. Darcy’s pride through his face
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and Elizabeth’s reaction to Mr. Darcy’s comments about her when she overhears him

since the focus is on what she sees in this panel.

As Ferstl states, “[t]lext used in speech balloons is usually derived from
dialogue in the original, from free indirect speech or context” (62) since it is the artist’s
responsibility to convey the narrative information in the novel in a way that it would
be suitable for the space provided in the comics medium (62). In the source text'3, this
scene is narrated through a dialogue between the two gentlemen and a later comment
regarding Elizabeth’s feeling are given by the narrator. “Mr. Bingley followed his
advice. Mr. Darcy walked off; and Elizabeth remained with no very cordial feelings
towards him” (P&P 13). Thus, in the panel, the way Mr. Darcy looks at Elizabeth for
a moment and the way Elizabeth overhears the dialogue between them is drawn with
the purpose of indicating how Elizabeth feels in this scene. The depiction of the

expression on her face corresponds to the narratorial commentary in the source text.

When Elizabeth and her sisters take a walk to Meryton, they encounter Mr.
Wickham and other officers. As they are introducing themselves, Mr. Darcy and Mr.
Bingley come riding down their horses. In this panel (Figure 4.3.), the smaller
embedded panels show the way Mr. Darcy and Mr. Wickham look at each other while
Elizabeth is watching them. This panel also displays one of the scenes'* examined in

the preceding chapter as one of the examples of focalization in Pride and Prejudice.

13 ““Which do you mean?’ and turning round, he looked for a moment at Elizabeth, till catching her eye,
he withdrew his own and coldly said, “She is tolerable; but not handsome enough to tempt me; and I
am in no humour at present to give consequence to young ladies who are slighted by other men” (P&P
13).

14 ¢(,..) Elizabeth happening to see the countenance of both as they looked at each other, was all
astonishment at the effect of the meeting” (P&P 63). As mentioned in the analysis of the novel, the
usage of “to see” is a key indicator of the fact that Elizabeth is the one who sees in this scene.
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According to Mikkonen, “in visual narratives such as comics, internal and external
focalisers can appear simultaneously, embedded in a literal sense, at different points
inside and outside the image frame” (NCA 171). Therefore, in the panel that shows the
tense encounter between Mr. Darcy and Mr. Wickham, both external and internal
focalization can be seen because it shows characters from the outside while focusing
on three characters in specific embedded panels. The tension between Mr. Wickham

and Mr. Darcy catches Elizabeth’s attention.

While the two spoke, Lizzy was
astenished by the effect the sight
of Mr. Wickham had on Darcy.

 /

| 4
ha
X | Darcy's face grew X
white, while Wickham's
turned quite red.

Figure 4.3. Panel from Marvel Comics adaptation of Pride and Prejudice by Nancy
Butler and illustrated by Hugo Petrus. MARVEL Illustrated Limited Series, 2 of 5.
May 13, 2009. Used with permission.

In the panel (Figure 4.3.), the focus of this scene is on the looks of these three
characters and the way the two gentlemen stare at each other. The narrator’s lines in
the speech boxes are shaped with Elizabeth’s thoughts. The curious facial expression
of Elizabeth and nervous looks on two men’s faces cue readers that this panel is
important regarding the plot of the story. This is an example for “the gaze image” in

which characters are shown as they are looking at something or someone.

The lines of the narrator are given in the text boxes of each panel. The purpose

of these text boxes is to distinguish the characters’ speech from that of the narrator.
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While most of the text boxes give explanations related to that panel or aim to complete
an information gap in the storyline, some text boxes reflect the thoughts or feelings of
certain characters in certain parts of the graphic novel. In the panel that comes right
after this panel (Figure 4.3.), the narrator says in the text box that “Lizzy could not
imagine what this meant, but it was impossible not to long to know”. This scene is
given through the usage of free indirect speech in the novel '° as it is the case in the
graphic novel version. In this panel, Elizabeth’s internal speech is voiced by the
narrator because it is Elizabeth who wants to learn about the meaning of the tension
between these two men. According to Mikkonen, “many common techniques of
embedded point of view in films, including ones that are also commonly used in
comics, have been likened to FID” (NCA 210). Therefore, the embedded panels are
used in order to emphasize certain characters’ perspective. In this specific panel, the
fact that the narrator’s comment is intermingled with Elizabeth’s thoughts is likened

to free indirect speech borrowed from the source text.

During one of her walks when she is in Kent visiting Charlotte and Mr. Collins,
Elizabeth comes across Colonel Fitzwilliam, who is Mr. Darcy’s cousin. She learns
from him that Mr. Darcy influenced Mr. Bingley’s judgement about marrying a girl
because of this girl’s family status and then Elizabeth realizes that Mr. Darcy is
responsible for Mr. Bingley’s change of mind about Jane. As a result, her resentment
and prejudice against Mr. Darcy grows because now she knows he is one of reasons
for her sister’s heartache. This information is given in the panels through Elizabeth,

and only when she learns about it, readers are also informed. Therefore, it is an

15 “Mr.Wickham, after a few moments, touched his hat — a salutation which Mr. Darcy just deigned to
return. What could be the meaning of it? — It was impossible to imagine; it was impossible not to long
to know” (P&P 63). As explained in the third chapter, the questions are presented by the narrator in
entanglement with Elizabeth’s internal speech. Therefore, it is an example of free indirect speech.
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example for Elizabeth’s role in the narrative to convey the narrative information since

readers are informed about this occasion only when Elizabeth finds it out.

When Elizabeth is still in Kent, Mr. Darcy visits her and confesses his love for
her and asks her to marry him. In this panel, the usage of Mr. Darcy’s exact lines from
the source narrative'® can be seen. As he finishes his sentence, the illustration of
Elizabeth’s facial expression is displayed with an emphasis of her reaction to Mr.
Darcy’s love confession. As a result of Darcy’s speech, Elizabeth’s surprise is
signalled through the focus on her eyes in a whole panel and the background effect of
zooming into someone fast (Figure 4.4.). In order to emphasize her reaction, “the
reaction image” is utilized as a subjectifying device (Mikkonen NCA 168). This
subjectifying device highlights the reaction of the character right after what is
perceived by that character. “In the comic strip, we can look at a character looking at
something (that we do not see), get gradually closer to his field of vision (as the
perspective alters in each panel), and also literally share part of what the protagonist
sees” (Mikkonen 7). Therefore, for the purpose of emphasizing the one who sees the
events, this certain panel displays the focus of the scene. Elizabeth’s reaction to Mr.
Darcy’s confession of love is important in terms of indicating her initial dislike that is
caused by her prejudice. Thus, her response is emphasized in this panel that consists
of a closer shot of her eyes. Mikkonen states that “the medium stimulates the viewer’s
engagement with the minds of characters by recourse to a wide range of verbal modes
of narration in a dynamic relation with images that show minds in action” (“Presenting

Minds” 302). Therefore, when a character is presented in a certain context, in addition

16 “In vain have I struggled. It will not do. My feelings will not be repressed. You must allow me to tell
you how ardently I admire and love you” (P&P 161).
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to the visual clues presented in a panel, the way that focalization technique is used

gives insight into the thinking process of that character.

Figure 4.4. Panel from Marvel Comics adaptation of Pride and Prejudice by Nancy
Butler and illustrated by Hugo Petrus. MARVEL Illustrated Limited Series, 4 of 5.
July 08, 2009. Used with permission.

The following panels reflect Elizabeth’s response to Mr. Darcy’s confession of
love for her. She harshly accuses him of ruining Jane’s happiness with Mr. Bingley
and being unjust to Mr. Wickham (Figure 4.5.). In this specific panel, “the over-the-
shoulder image” is shown from Mr. Darcy’s perspective because the perspective in
visual narratives may change from one panel to another with respect to the changes in
the degree of subjectivity of vision (Mikkonen 165). Also, it is important for
Elizabeth’s facial expression to be seen'” since both verbal and visual clues are needed
to be taken into consideration when examining the graphic narratives. However, Mr.
Darcy’s face is not shown in this panel since showing his facial expression may give
clues about his thoughts and feelings regarding Elizabeth’s accusations against him.
Against all these accusations, Mr. Darcy does not explain himself right away and

leaves, wishing happiness for her. Thus, readers are still provided with the limited

17 In the novel, the scene is narrated as follows: “But it is not merely this affair,” she continued, “on
which my dislike is founded. Long before it had taken place, my opinion of you was decided. Your
character was unfolded in the recital which I received many months ago from Mr. Wickham” (P&P
164).
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information that is only available to Elizabeth because of the restriction of narrative
information. Since Mr. Darcy’s explanations about what Elizabeth says will be given
through his letter, the way he reacts is not clearly presented at this stage of the
narrative. Thus, the focus is still on Elizabeth, which is emphasized by the image of
Mr. Darcy whose back is turned to the reader. This is another similarity between the

novel and its graphic novel adaptation with its medium-specific treatment of the issue.

1did everything in
my power to separate
my friend from your
sister. Towards him1
have been kinder
than towards

8ut that is not
i/ the only affair upon which
{ my dislike is founded. Your true
| character was unfolded to me long
\ \ months ago by Mr. Wickham.

Figure 4.5. Panel from Marvel Comics adaptation of Pride and Prejudice by Nancy
Butler and illustrated by Hugo Petrus. MARVEL Illustrated Limited Series, 4 of 5.
July 08, 2009. Used with permission.

Furthermore, as discussed in the previous chapter, the letters written by
characters have also essential roles in the resolution of some conflicts in the novel such
as Mr. Darcy’s chance to explain himself through his letter to Elizabeth and Mrs.
Gardiner’s letter explaining the events at Lydia’s wedding and Darcy’s role in it. In
the graphic novel, the letters are shown to readers directly as Elizabeth reads them in
the related panels. Therefore, the graphic novel maintains the importance given to the
letters in the narration and that these letters are read by Elizabeth suggests that the
focus is on her in the story. Hence, most of the critical points are enlightened when
Elizabeth is present, and also the missing parts or the unknown information related to
the main events are given to readers through Elizabeth. It is also the case in the graphic

novel adaptation. In the panel (Figure 4.6.), Elizabeth is represented as she is reading
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Mr. Darcy’s letter written after his confession of love and Elizabeth’s rejection. The
letter is also shown in the panel containing the exact lines in the novel. Therefore,
instead of being given as a summary or indirectly through a character, the letter is
displayed in the form of a letter for readers of the graphic novel. Thanks to his letter
Elizabeth finds out that she has misjudged Mr. Darcy because of distorted information
without his presence in the scene (Figure 4.6.). Therefore, the letter that explains his

side of the events are conveyed through Elizabeth’s reading experience of these letters.

The next I say, having no
doubt of your discretion.
About a year ago, my
sister, who is ten years
my junior, went to Ramsgate
with her companion. Mr.

Wickham followed her there i}
and so far recommended
himself to her that she
% | fancied herself in love and
agreed to an elopement.

Iam hapﬁq to say, she admitted

A | it to me herself when I joined her
there, only days before the
planned elopement. Mr. Wickham's
objective was unquestionably my
sister's fortune, though Iimagine -~
the thought of revending himself
on me was a strong inducement.

Figure 4.6. Panel from Marvel Comics adaptation of Pride and Prejudice by Nancy
Butler and illustrated by Hugo Petrus. MARVEL Illustrated Limited Series, 4 of 5.
July 08, 2009. Used with permission.

Elizabeth’s opinion on Mr. Darcy starts to change with his letter and it
continues to change with the comments of Mrs. Reynolds who works for Mr. Darcy
and whom she meets when she visits Pemberley with the Gardiners. However, the
most influential event that promotes Elizabeth’s fondness of Mr. Darcy is to learn from
Mrs. Gardiner’s letter about his help for her sister Lydia, who elopes with Mr.
Wickham. As Elizabeth finds out Mr. Darcy’s true personality and intentions, readers

witness her change of heart along with focalization in the narrative.
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At dinner that Tuesday,
Bingley placed himself, from Lizzy as the table would allow.
She hoped the evening would afford

J
as was his former habit, 3 D
beside Jane. ‘ i [ them some chance of being together.
i S i

o
Mr. Darcy, however, was as far

Py e i

Figure 4.7. Panel from Marvel Comics adaptation of Pride and Prejudice by Nancy
Butler and illustrated by Hugo Petrus. MARVEL Illustrated Limited Series, 5 of 5.
August 12, 2009. Used with permission.

After Mr. Bingley and Mr. Darcy returns to Netherfield from London, they visit
Longbourn to see the Bennets. In the panel which displays the dinner at the Bennets’
house (Figure 4.7.), the narrator describes the way Mr. Bingley, Jane and Mr. Darcy
sit, and Elizabeth’s thoughts are given in the text box: “She hoped the evening would
afford them some chance of being together”. This line reflects Elizabeth’s thoughts
about her wish to talk to Mr. Darcy. While there is no mention of what other characters
think, the line enables readers to access Elizabeth’s mind. As these lines are reduced
from the passage of this scene, '8 the gist of her thoughts is mainly conveyed. Although
this panel (Figure 4.7.) is displayed from an external perspective, the text box within
the panel reflects Elizabeth’s focalization. This panel well illustrates Mikkonen’s
observation that “Within a sequence of images, the panel frame can easily alternate
between indicating either external or internal vision, or narratorial or figural
(character-bound) focalisation” (NCA 218). Thus, the room is displayed from an

external vision as Elizabeth’s ideas are given via the narrator.

18 “She was in hopes that the evening would afford some opportunity of bringing them together; that
the whole of the visit would not pass away without enabling them to enter into something more of
conversation, than the mere ceremonious salutation attending his entrance” (P&P 282).
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Now that Elizabeth is aware of the righteousness of Mr. Darcy, she wonders
whether there can be a chance for them to be happily together. As it is examined in the
third chapter of this thesis, the way Elizabeth thinks'” is conveyed through the process
of her inner thoughts. In the graphic novel, her thoughts are given in a thought balloon,
which indicates her inner voice (Figure 4.8.). As McCloud states that there are various
balloon shapes that are specific for the message aimed to be given, a thought balloon
drawn with small circles instead of pointy lines reflects “the essence of thought” (134).
Thus, it hints that those sentences are not heard by other characters since they reflect

what a character thinks to herself/himself.

A man who l
has once been |
refused! How could
1 ever be foolish
enough to expect
arenewal of
his love.

Figure 4.8. Panel from Marvel Comics adaptation of Pride and Prejudice by Nancy
Butler and illustrated by Hugo Petrus. MARVEL Illustrated Limited Series, 5 of 5.
August 12, 2009. Used with permission.

In this panel (Figure 4.8.), the scene is shown from Elizabeth’s field of vision
in that Mr. Darcy and Mr. Bingley are displayed as the way Elizabeth sees them. This
panel expresses her concerns about Mr. Darcy. She is presumed to be seeing Mr. Darcy
as she thinks about him. Therefore, the narrative perspective is oriented through

Elizabeth in this panel and “the gaze image” is used as a subjectifying device so as to

19« A man who has once been refused! How could I ever be foolish enough to expect a renewal of his
love?”” (P&P 283).
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present the storyworld (Mikkonen 167). This creates a sense of a subjective perception

from Elizabeth.

As Elizabeth’s judgement about Mr. Darcy changes, readers are also kept up
to date regarding her feelings. However, it is still not clear from the narrative whether
Mr. Darcy still loves Elizabeth or not. Right after Mr. Bingley and Jane are engaged,
a rumour about an engagement between Elizabeth and Mr. Darcy is spread around the
town. As a result of this rumour, Lady Catherine comes to Longbourn in order to object
to their relationship because she wants her daughter to be married to Mr. Darcy.
However, Elizabeth resists Lady Catherine and does not give any promises about
staying away from Mr. Darcy. These scenes from the novel are also given within
panels and Elizabeth’s determination is presented to readers through visual clues such
as her facial expressions and the way that she stands up to Lady Catherine. When Mr.
Darcy hears of this incident, Elizabeth’s behaviour builds up his hopes concerning her
feelings for him. However, as it is also the case in the novel, readers are only informed
about Mr. Darcy’s thought when he comes back to the Bennets’ house. Then, Mr.

Darcy returns to Longbourn for Elizabeth and he proposes to her for the second time.

After Mr. Darcy’s second marriage proposal, Elizabeth’s happiness is shown
in the panel (Figure 4.9.) through “the reaction image” because it is the drawing of
Elizabeth looking at Jane while Jane cannot be seen in the image. Thus, the focus is
on Elizabeth and her facial expression in this panel. Since the visual clues are as
important as the written ones, readers are provided with a happy character whose lines

are taken from the novel?’. However, except the epilogue of the novel, this panel is not

20 “That is all to be forgot. Perhaps I did not always love him so well as I do now. But in such cases as
these, a good memory is unpardonable. This is the last time I shall ever remember it myself.” (...) “It is
settled between us already, that we are to be the happiest couple in the world” (P&P 312).
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followed by other scenes from the novel, including the scene in which Mr. Bennet’s
approval of the marriage between Mr. Darcy and Elizabeth takes place. The reason for
the reduction of the last scenes can be because of the focus on the major points in the
novel as they are adapted from the source narrative. Thus, some parts are removed

from the ending of the novel.

v That is all to
be forgot. Perhaps
y 1did not always love
him so well a5 Ido
now, but in such cases
as these a good memory
is unpardonable. This is
the last time T shall
remember it
mysel. It s settled
between us already...
we are to be the

happiest couple in =
™ hi Ic. 3

Figure 4.9. Panel from Marvel Comics adaptation of Pride and Prejudice by Nancy
Butler and illustrated by Hugo Petrus. MARVEL Illustrated Limited Series, 5 of 5.
August 12, 2009. Used with permission.

In conclusion, in the graphic novel adaptation of Austen’s novel, too, Elizabeth
emerges as the main character whose focus of attention primarily orients the narrative
information. The panels mostly reveal her field of vision in addition to the external
viewpoint that stems from medium-specific features of a graphic narrative. It is
observed that the graphic novel version of Pride and Prejudice also differentiates
narration and focalization in order to foreground the way in which the feelings of pride
and prejudice shape characters’ worldview as in Jane Austen’s novel Pride and
Prejudice. As in the novel’s employment of a narrator who is heterodiegetic and
extradiegetic, the text boxes given in the panels of the graphic novel have the role of

conveying the narrator’s lines. Because of medium-specific features of a graphic
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novel, there are different techniques of subjectification in order to make a distinction
between focalization and narration in a visual narrative. The crucial point is that while
the narrative perspective can be interpreted from verbal representations in written
narratives, the visual perception is presented through both verbal and graphical clues
in visual narratives (Mikkonen 155). Therefore, what is seen by a character is literally
shown inside of a panel in visual narratives. Considering the focalization in the graphic
novel adaptation of Pride and Prejudice, it is observed that “the gaze image”, “the
over-the-shoulder image” and “reaction image” are used among the means of
subjectification. These techniques are utilized in the graphic novel adaptation of Pride
and Prejudice for the purpose of conveying the predominance of the feelings of pride
and prejudice between the two main characters, Elizabeth Bennet and Mr. Darcy,

which shape their views of one another and the world around them.
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CHAPTER 5

CONCLUSION

This thesis has analysed Pride and Prejudice (1813) by Jane Austen and the
graphic novel version of Pride and Prejudice (2009) adapted by Marvel Illustrated in
relation to their employment of focalization. In addition to the narratological
examination of the selected works, this thesis aims to contribute to the flourishing field
of graphic narrative studies. The theoretical background of this thesis is mainly based
on the narratological studies of Gérard Genette and Kai Mikkonen. In this thesis, it has
been argued that focalization is employed in both Jane Austen’s Pride and Prejudice
and its graphic novel adaptation by Marvel Illustrated, and in both narratives, it
contributes to the construction of the idea that pride and prejudice have a crucial role
in shaping how characters perceive the world around them. It has been concluded that
the use of focalization enables the narrative information to be restricted for the
purposes of conveying these feelings of pride and prejudice among the characters

besides maintaining the suspense in the story.

Focalization is commonly studied in relation to verbal narratives while there
are limited examples of its exploration in visual narratives. Furthermore, there is no
comparative study focusing on a novel (or a verbal narrative in general) and its graphic

novel adaptation specifically with regard to the distinction between narration and
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focalization. Hence, the aim of this thesis is to contribute to the field by examining
Pride and Prejudice and its graphic novel version with respect to the question of how

focalization is employed.

Upon examination of focalization in Pride and Prejudice (1813) by Jane
Austen it has been found that although the narrator is heterodiegetic and extradiegetic,
it has access to each character’s mind and the events are mainly conveyed through
Elizabeth Bennet’s focalization. This means that Elizabeth is the main focal character
whose limited perspective regulates the narrative information. The main conflict in the
novel is caused by Elizabeth’s prejudice against Mr. Darcy because of his arrogant
behaviour resulting from his pride. Since most of the major events are seen through
Elizabeth’s perspective, readers are given the narrative information along with her.
The difference between “who sees” and “who speaks” plays an important role in
disclosing the limited and prejudiced perspective especially of the major character,

Elizabeth.

When the graphic novel adaptation of Pride and Prejudice has been analysed
from within the framework of visual narratology, it has been found that although the
tools of focalization in visual narratives are different than those of verbal narratives,
focalization is also employed in the adaptation and for the same purpose. Among these
tools of focalization, the gaze image, the over-the-shoulder image, and the reaction
image are employed in the graphic novel adaptation of Pride and Prejudice. The
relationship between Elizabeth and Mr. Darcy is presented in each panel through the
employment of the most suitable focalization tool for the story. Most of the verbal text
is borrowed directly from characters’ dialogues or free indirect speech in the novel;

yet there are some changes in the text that are necessitated by the medium. As Nancy
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Butler, the adapter of the graphic novel, mentions, the fidelity to the novel is aimed by
keeping the narrative in the adapted version as much as possible in accordance with
the new medium’s features. Furthermore, it has been found that there are certain panels
that do not correspond to the text of the novel and it is argued that these are added for
the purposes of clarification. Also, some scenes from the novel are not included in the
graphic novel adaptation since as a graphic novel, it reduces the storyline of the source

text.

This study has also revealed that it is important to consider the changes that
emerge in narrative tools in keeping with the changes in the medium. The graphic
novel adaptation of a novel forms its own medium-specific form of narrativity.
Examining a graphic novel in the light of narrative theory contributes to the theory
itself by drawing attention to the question of the medium. As this study underlines,

when the medium changes, so do the narratological tools of analysis.
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APPENDICES

A. TURKISH SUMMARY / TURKCE OZET

Bu c¢alismanin amaci Jane Austen’in Ask ve Gurur (1813) romani ve bu
romanin Marvel Illustrated tarafindan grafik roman olarak uyarlanan versiyonunun
ana temasi olan gurur ve Onyargi duygularmmin okuyucuya aktarmada odaklanma
(focalization) tekniginin katkilarin1 incelemektir. Fransiz anlatibilimci Gérard
Genette’in anlatibilimine 6nemli katkilarindan biri olan odaklanma teknigi Ask ve
Gururromaninin incelenmesi i¢in temel alinmistir. Ask ve Gurur’un Marvel Illustrated
(2009) tarafindan uyarlanan grafik roman versiyonu Kai Mikkonen’in Genette’in
anlatibilim alanindaki goriislerini ele aldig: tartigmalart ile iliskili olarak incelenmistir.
Yazili ve gorsel anlatilarda anlatim ve odaklanma teknikleri arasindaki farkliliklar ve
benzerlikler incelenerek bu tekniklerin ana temasinin okuyuculara aktarmasindaki
rolleri ele alinmustir.

Anlati, insanlik tarihinin baglangicindan beri hayatimizin en temel
elementlerinden biri olmustur. Anlatibilimi, anlat1 kavramini incelemektedir. Yazih
kanallara ek olarak, gorsel kanallar araciligi ile ¢izgi roman ve grafik roman gibi ¢esitli
anlatilar olusturulur. Bu anlatilar da anlatibilim kapsaminda incelenebilir. Jared
Gardner ve David Herman, gorsel kanallarin ve anlatibiliminin kesisim noktalarinin
incelenmesinin iki alan i¢in de faydali oldugunu belirtmistir (6). Anlatibilimi artik

sadece yazil1 anlatilarla sinirli olmayip gorsel anlatilar i¢in de bir arastirma alani olarak
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goriilmektedir. Gorsel kanallarin da anlatibilimi agisindan incelenmesi sonucunda
gorsel anlatilarin da anlat1 s6ylemi analizi yapilabilmektedir.

Bu tezin amacina uygun olarak oncelikle yazili kaynaklarda Genette’in 6ne
siirdiigli kavramlar, sonrasinda ise Kai Mikkonen’in bu alanda yapmis oldugu
calismalar bu tezin teori boliimii olan ikinci boliimde bahsedilmistir. Bu tezin ti¢lincii
boliimiinde Jane Austen’in Ask ve Gurur romani Genette’in odaklanma terimi
tizerinden incelenerek anlatim ile olan farklarma yogunlagirken bu tezin doérdiincii
boliimiinde ise Ask ve Gurur romanin grafik roman uyarlamasi Mikkonen’in
anlatibiliminin grafik romanlarla kurdugu baglantisi temelinde incelenmistir.

Gérard Genette Narrative Discourse: An Essay in Method (Anlatinin Soylemi:
Yontem Hakkinda Bir Deneme) adl1 kitabinda “Goren kim?” ve “Konusan kim?”* (186)
sorulari ile anlatida bakis agist ile anlati sesinin farkliliklarina deginir. Ancak, “bakis
acis1” ifadesinin ¢ok genel bir anlam ifade ettigi ve bir netlige sahip olmadigini
diisiinen Genette, bu ifade yerine anlatibilimine “odaklanma” terimini kazandirmistir.
Odaklanma kavrami “kip” (mood) baglig1 altinda incelenir. Anlat1 kipinin (mood) alt
bagliklar1 da mesafe ve perspektif kavramlaridir.

Bir anlatida odaklanma en 6nemli unsurlardan biridir ¢linkii olay Grgiisiiniin
anlatimi1 sirasinda karakterin disiindiikleri ve anlatict ses arasindaki baglantiy1
odaklanma teknigi belirler. “Goren kim?” sorusu odaklanma alt baslig1 ile incelenirken
“Konusan kim?” sorusu anlatim ile ilgilidir. Odaklanma ve anlatim arasindaki
farklarin belirlenmesi ve fark edilmesi bir romanin mesajinin dogru bir sekilde
anlasilmasia katki saglar. Genette odaklanma teknigini anlati i¢inde anlatici
tarafindan okuyucuya verilen bilginin kisitlanmasi olarak agiklar. Bu teknik, Ask ve
Gurur kitabiin ana temasi olan bu iki duygu agisindan da karakterlerin olay orgiisii
sirasinda okuyuculara sundugu kisith bilginin aktarilmasina uygun bir tekniktir.
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(194

Genette odaklanmay1 tiiriine ve derecesine gore “sifir odaklanma”, “i¢
odaklanma” ve “dig odaklanma” olmak {izere ii¢ baslik altinda incelemistir. Genette’in
kurdugu birinci baglik “sifir odaklanma” yani bir anlaticinin her seyi bildigi durumlar
icin kullanilan terimdir. Sifir odaklanma kullanildiginda anlatict biitiin karakterlerin
diisiincelerine ve eylemlerine hakimdir. Ikinci bashk ise “i¢ odaklanma” yani bir
karakterin bilinci ile kaynagmis bir halde sunulan bir anlatict bulunmasidir. Genette bu
odaklanma eyleminin temel alindigi yani karaktere ise “odak karakter” terimini
kullanir. Bu karakterin gordiigi ve dikkatini ¢eken nesne veya eylem okuyucuya
aktarilan durumlari olusturmaktadir. I¢ odaklanma, agirlikli olarak Modernizm
akimindan etkilenilerek “biling akis1” yontemi ile yazilan edebi eserlerde de goriiliir.
Diger bir 6rnegi ise “serbest dolayli sdylem” kullaniminda goriiliir. Serbest dolayl
sOylem, anlatici bilingle anlatilan bilincin ayn1 anda i¢ ige gecmis sekilde gorildigi
durumlar i¢in kullanilir. Bu teknikle beraber verilen duygu bildiren ifadelerin
anlaticiya mi yoksa karaktere mi ait olduguna dair bir belirsizlik vardir. Bu yontem,
karakterin diisiindiigii ya da soyledigi seyleri, bu karakterin bakis agisindan, ancak
karakter haricindeki bir anlatici tarafindan {iciincii kisi referansiyla aktarir. Son baglik
ise “dis odaklanma” yani anlaticinin sadece gozle goriiliir eylemleri ve sdylemleri
anlattig1 odaklanma teknigidir. Bu teknik karakterlerin igsel ve bilissel diinyalarini
aktarmaz ve sadece disaridan gézlemlenebilen olay ve durumlar1 paylagir.

Anlatic1 konusu ise Genette’in “ses” (voice) baslig1 altinda ele alinir. ilk olarak
anlat1 diizeylerinden bahsedilir. Bu diizeyler anlaticinin konumuna gore belirlenir.
Bunlar, birinci diizeyde olan dig-Oykiisel (ekstradiegetik) ve anlatinin iginde
gerceklesen olaylarin ve karakterlerin anlatimi olan oykiisel (diegetik) ya da ig-
Oykiisel (intradiegetik) olarak adlandirilir. Ayrica, i¢-Oykiisel yapi i¢inde olan bir
karakter anlatis1 var ise bu iist-Oykiisel (metadiegetik) olarak adlandirlir.

89



Bir anlatida yer alan anlaticiyr ifade etmek icin Genette birinci sahis anlatisi
yerine, ‘“homodiegetik” (i¢Oykiisel anlatici) ve romanda yer almayan yani
karakterlerden biri olmayan {igiincli sahis anlatist yerine ise ‘“heterodiegetik”
(disoykiisel anlatici) terimlerini kullanir. Bu terimler, yazili bir anlatida anlaticinin
anlat1 i¢indeki yerini ve roliinii ifade eder. Bu baglamda anlaticinin da 6zelliklerinin
bilinmesi anlatinin dogru anlasilmasi i¢in dnemli bir yere sahiptir.

Tezin ikinci bolimiinde gorsel anlatilar1 daha iyi inceleyebilmek icin bu
anlatilarin tiir Ozelliklerinden de bahsedilmektedir. Grafik romanlarin 6nemli
toplumsal konulara dikkat ¢ekerek daha genis bir kitleye hitap etmeye baslamasi bu
alana olan ilginin artmasina sebep olmustur. Bir¢ok alanda da odiiller kazanmaya
baslayan grafik romanlar sayesinde akademik arastirmalar da artmistir. Bu durum,
gelismeye devam eden gorsel anlati alanin ilerlemesine ve taninmasinda biiyiik rol
oynamaktadir. Onceleri, cogunlukla ¢ocuklara hitap ettigi diisiiniilen gorsel anlatilar,
artik her yastan okuyuculardan olusan bir kitleye sahiptir. Hitap edilen kitlenin de
cesitlenmesi ile gorsel anlatilarin da ¢izgi roman, karikatiir ve grafik roman gibi tiirleri
artmistir. Bu tezin amaci dahilinde gorsel anlatilarin tiir 6zelliklerine ek olarak
cogunlukla grafik romanlar iizerinde odaklanilmstir.

Grafik romanlarda gorselleri, yazi kutucuklari, konusma ve diisiince
balonlarin1 panellerin iginde gorebiliriz. Yazi kutucuklari, konugsma ve diislince
balonlari, paneller ve paneller aras1 bosluklar grafik romanin baslica elementleridir.
Grafik roman i¢indeki panellerin belli bir sirada verilmesi de anlatinin igerigi i¢in en
onemli faktdrlerden biridir. Panellerin okunma siras1 da ¢ogunlukla yazili anlatilarin
okunmasi gibi soldan saga ve sonrasinda asagiya dogrudur. Ancak bazi durumlarda
nasil bir sirada okunacagi da grafik roman yaraticisi tarafindan sayfa tizerinde verilen
imgelerle belirlenebilir. Kukkonen’in de belirttigi gibi grafik romanda gorseller ve
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yazilar bir hikaye aktarma amaci ile bir araya gelmektedirler (36). Bu elementlerin
anlatinin amacma uygun olarak olusturulmasi anlatinin igerdigi mesajin dogru
iletilmesini saglar. Ayrica, bu tarz anlatilarda gorsellerin ve yazilarin arasindaki
baglant1 okuyucular tarafindan da dogru kurulmalidir.

Bu tezin amact dogrultusunda anlatibilimi ile gorsel anlatilarin baglantisi
lizerine yapilan caligmalarda odaklanma ve anlatim iizerinde durulmustur. Kai
Mikkonen, Cizgi Sanatinin Anlatibilimi (Narratology of Comic Art) (2017) adh
kitabinda, anlatibiliminin gorsel anlatilara uyarlanabilecegi yontemler {izerine olan
caligmalarin1  derlemistir. Bu eserde, soOzlii bi¢cimde anlatilan metinlerin
incelenmesinden farkli olarak gorsel anlatilarin incelenmesinde bu tiiriin beraberinde
getirdigi yeniliklerin de g6z Oniinde bulundurulmasi gerektigi savunulmustur.
Mikkonen ¢izgi romanlarin anlatisinin sistematik bir teori haline getirilmesi
gerektigini de one siirmektedir. Tartigmalarinin temelini Gérard Genette’in de i¢inde
bulundugu bir¢ok 6nemli yazin kuramcisina deginir. Mikkonen, odaklanma teknigi
icin de Genette’in yazili anlatilar i¢in 6ne siirdiigii tekniklere vurgu yaparak baglar.

Grafik anlatilarin, anlatibilimi kapsaminda incelenebilmesi i¢in Genette
tarafindan yazili anlatilar icin kullanilan odaklanma tekniklerinin {izerine bazi
eklemeler ve degisiklikler yapilmistir. “Goéren kim?” ve “Konusan kim?” sorularina
“Gosterilen ne?” sorusu da eklenerek gorsel anlatilarin ¢ok modlu 6zelligi i¢in daha
uygun bir hale getirilmesi hedeflenmistir. Mikkonen Manfred Jahn’in film anlatisi
alaninda kullandig1 en 6nemli bes 6znellestirme teknigini gorsel anlatilarda odaklama
lizerine olan tartismasina temel olarak almistir. Bu 6znellestirme teknikleri ise grafik
anlatiya uygun olmasi i¢in uyarlanmis ve bes yeni kategori ortaya ¢ikartilmigtir. Gorsel

:9 13

bir anlatiyr 6znellestirme araglar1 “bakis agis1 resmi”, “bakis resmi”, “gdz seviyesi

b LI 19

resmi”, “omuz-iistii resmi” ve “tepki resmi” olarak bes baslik altinda ortaya atmistir.
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Gorsel anlatilarda odaklanmanin kullanimina ek olarak yazili anlatilarda
incelenen serbest dolayli sdylem teknigi de gorsel anlatilara aktarilabilmektedir. Bu
teknigin etkili kullanimi anlati i¢inde kisitlanan bilgi icin odaklanmay1 destekler.
Grafik romanlar géz Oniinde bulunduruldugunda serbest dolayli sdylem teknigi
anlaticinin  sOylemlerinin bulundugu yazi kutularinda yer alabilir. Bdylelikle, bu
teknigin kullanildig: karakterler anlati icinde daha kapsamli bir yer edinmis olur.

Tezin tUglincli boliimiinde de Ask ve Gurur (1813) romani anlatibilimi
cergevesinde odaklanma tekniginin kullanimi ve anlatim ile olan farkindan
bahsedilerek incelenir. Roman, Elizabeth Bennet ve Fitzwilliam Darcy arasindaki
calkantili iligkiyi temel alir. Mooneyham, romanin ana karakterlerinin aralarindaki
dinamigin Ask ve Gurur romaninin ¢ok sevilmesinin sebeplerinden biri oldugunu ileri
stirmistiir (45). Elizabeth ve Bay Darcy’nin ¢ok farkli karakter 6zelliklerine sahip
olmas1 ve farkli sosyoekonomik siiflardan gelmelerine ragmen bu farkliliklart asip
romanin sonunda mutluluga ulagmalar1 romanda verilen en 6nemli mesajlardan biri
olan ilk izlenimin ve gururun kisileri yaniltici etkileri ile alakalidir.

Romanin ana karakterleri olan Elizabeth ve Bay Darcy arasindaki iliski ilk
izlenimlerinden kaynaklanan bir yanlis anlasilma ile baglamistir. Meryton’daki baloda
Elizabeth ile dans etmek istemeyen Bay Darcy’nin Elizabeth hakkinda yapmis oldugu
Onyargi ve gurur barindiran elestirisi Elizabeth tarafindan duyulunca Elizabeth’in
gururu incinmis ve bu durum da onun Bay Darcy’ye kars1 olan Onyargisina sebep
olmustur. Bay Darcy ve Elizabeth arasindaki smif farki Bennet ailesinin
davraniglarinin gézlemlenmesiyle ortaya konmaktadir. Bu iki karakterin arasindaki
iliski romanin ana temas1 da olan gurur ve dnyargi duygulariyla sekillenmektedir.

Zimmerman, odaklanma tekniginin anlati i¢inde verilen bilgi kisitlamas1 amact
ile kullaniminin yarattig1 etki gibi gurur ve dnyargi duygularinin da bu teknige benzer
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sekilde insanlarin etrafindaki kisilere ve olaylara kars1 algilarinin da kisitlandigini
sOylemektedir (66). Bu agidan da diisiiniildiigiinde Ask ve Gurur romaninin odaklanma
tekniginin kullaniminin incelenmesi uygun gorilmiistiir.

Bu roman odaklanma agisindan incelendiginde anlatim icinde diger
karakterlerin de odak karakter olarak anlaticiyr etkiledigi kesitler olmasina ragmen
Elizabeth Bennet karakterinin agirlikli olarak anlaticiy1 diisiince ve duygulariyla
etkiledigi goriilmektedir. Romanda serbest dolayli sdylem orneklerine de oldukga sik
rastlanmaktadir. Bu teknigin etkili kullanimi sayesinde okuyucular karakterlerle daha
yakin bir bag kurabilir. Ozellikle Elizabeth Bennet’in duygu ve diisiincelerinin serbest
dolayli sdoylem ile verilmesi, romanda ¢ogunlukla bu karaktere gore kisitlanan bilgi
akisinin romanin ana temasi ile olan baglantisin1 destekler. Konusan kisinin anlatici
olmasma ragmen anlaticinin sozleri birgcok kisimda Elizabeth tarafindan
sekillendirilmistir. Bu durumun sonucu olarak ise anlati i¢inde verilmek istenen
mesajlar okuyuculara Elizabeth’in odaklanmasi sayesinde aktarilabilmektedir.

Ask ve Gurur (1813) romanindaki anlatict her bolimde varligimi
hissettirmektedir. Ancak anlatici romandaki karakterlerden biri olarak yer almadig
icin heterodiegetik anlatic1 olarak siniflandirilir. Buna ek olarak, anlatimin romanin
olay oOrgiisii disinda gerceklesmesi ise anlaticinin ekstradiegetik anlatici olarak
siiflandirir. Yani Ask ve Gurur romani heterodiegetik ve ekstradiegetik bir anlaticiya
sahiptir.

Romanda karakterlerin diyaloglari ve anlaticinin konugmalarina ek olarak
karakterlerin birbirlerine yazdiklar1 mektuplarin da anlat1 i¢in biiylik 6nemi vardir.
Karakterlerin kendilerini ifade edebilme araglarindan biri olan bu mektuplar aynm
zamanda olay Orgiisii icinde verilmesi gereken kritik bilgilerin de okuyucularla
paylasilmasini saglar. Anlatici ¢gogunlukla Bennet ailesi ilizerinden anlatiya devam

93



ederken, romanda Bay Darcy, Bayan Bingley ve Bayan Gardiner tarafindan gonderilen
mektuplar ¢ogunlukla Elizabeth tarafindan okunmustur. Bu durum da Elizabeth
lizerine olan odaklanmaya yardimci olan bir durumdur. Ozellikle Bay Darcy’nin
Elizabeth’e kars1 hislerini ifade ettikten sonra yazdigi mektup, ona hakkinda yapilan
suclamalara karst kendini agiklayabilme sanst vermistir. Anlatici, Darcy’nin
diistincelerini Elizabeth’in diislincelerini ifade ettigi sekilde odaklanma teknigi ile
vermemesine ragmen diyaloglar ve mektuplar anlatimi destekler.

Anlaticinin ¢ogunlukla Elizabeth iizerinden odaklanma teknigini kullanmasi
sonucunda okuyucular da anlat1 icinde Elizabeth ile birlikte bilgi sahibi olmaktadir.
Omegin, Elizabeth, Bay Wickham ile ilk tanistiginda onu yakisikli ve iyi bir insan
olarak diisiinmiistiir ve anlatict da bu sekilde ifade etmistir. Elizabeth, Bay Darcy ile
ilk tanistiginda ise onun kibirli ve diislincesiz bir insan oldugunu diisiindiiglinden
anlatici bu diisiinceyi okuyuculara bu sekilde aktarmistir. Ancak olay orgiisii gelistikce
ve Elizabeth de Bay Wickham ve Bay Darcy’nin gergek yiizlerini gormeye basladikca
bu diisiinceler tersine donmiistiir. Bay Wickham Elizabeth’in kardesi Lydia ile
evlenme vaadiyle kagtiktan sonra aslinda Bay Wickham’in iyi niyetlerle degil de
maddi ¢ikarlar amaciyla Lydia ile kactig1 6grenilir. Sonug olarak da Bay Wickham’in
cikarct ve kot biri oldugu anlasilmistir. Artik anlatici da Bay Darcy’nin aslinda iy1
bir kisi oldugunu, Elizabeth’e ve ailesine olan yardimlarindan sonra daha net bir
sekilde okuyuculara aktarmistir.

Bir anlatinin i¢inde birden fazla ve farkli sekillerde odaklanma kullanimlar1
goriilmektedir. Bunlara ayni paragraf iginde de drneklere rastlanmaktadir. Ornegin
Elizabeth, Bay Darcy’nin yasadigi yer olan Pemberley’e olan ziyareti sirasinda

Darcylerin evindeki galeriyi gezerken oOncelikle anlatici tarafindan galerinin dig
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odaklanma ile tasviri yapilmasindan sonra Elizabeth’in diislincelerinin i¢ odaklanma
ile anlatic1 tarafindan aktarildigi goriilmektedir.

Romanin sonunda, Elizabeth artik Bay Darcy’ye karst olumlu hisler
beslemektedir ve birlikte geleceklerinin olmasini ister. Bay Darcy’nin Elizabeth’e
kars1 olan sevgisinin ve evlenme isteginin degismemesi sonucunda ikinci kez evlenme
teklifi eder. Romanin sonunda gurur ve O6nyargi diisiincelerini agsmalarinin ardindan
birbirlerine kars1 olan gergek hislerini ifade ederek evlenme kararini verirler.

Bu tezin dordiincii bolimde Ask ve Gurur romaninin grafik roman uyarlamasi
gorsel anlatilarda Kai Mikkonen tarafindan bahsedilen anlatibilim kuramlarina gére
incelenmistir. Nancy Butler tarafindan uyarlanan ve Hugo Petrus tarafindan ¢izimleri
yapilan Ask ve Gurur’un grafik roman uyarlamasi Marvel Illustrated tarafindan
yaymlanmistir. Nancy Butler, Jane Austen’in en basarili romanlarindan biri olarak
diistiniilen bu klasik eseri grafik roman kanalina uyarlarken asil metne sadik kalmaya
calistigin1 belirtmistir. Romanin olay orgiisii, grafik roman uyarlamasinda da ayni
kalmistir. Ancak, gorsel anlatilarin karakteristik  ozellikleri g6z Oniinde
bulunduruldugunda uyarlama sirasinda yapilmasi1 gereken degisiklikler de
uygulanmustir.

Grafik roman bes kisimdan olusmaktadir ve bu kisimlarin her birine
CosmoGirl ve Marie Claire gibi giincel dergilerin kapaklarina benzer kapaklar Sonny
Liew tarafindan ¢izilmistir. Her kismin icerigindeki dnemli kesitlerden de birer climle
kapaklarda yer almaktadir. Bu ciimleler olay orgiisiiniin 6nemli kesitleri hakkinda da
okuyuculara ipucu verir. Romanda da oldugu gibi bu grafik roman da heterodiegetik
ve ekstradiegetik bir anlatictya sahiptir. Anlaticinin varligi panellerin icerisindeki yazi

kutularinda goriilmektedir.
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Grafik roman, romanin en taninmis ilk climlesi ile baglar. “Diinyaca kabul
edilmis bir gercektir, hali vakti yerinde olan her bekar erkegin mutlaka bir ese ihtiyaci
vardir”. Bu climle, romanin asil metnine sadik kalma amaciyla romandan direkt olarak
alinmistir. Nancy Butler’1in da belirttigi gibi romandaki asil metne sadik kalinarak ayni
sekilde alinan yazili metinler grafik roman i¢inde goriilmektedir. Bu kesitler de grafik
romanin analiz boliimii olan dordiincti boliimde dipnot olarak uyarlanan metinler ile
kargilastirma amaciyla verilmistir. Ancak, Austen’in romaninda olmayan bazi
kisimlar, grafik romanda gorsel anlat1 6zelliginden faydalanma amaci ile eklenmistir.
Ormegin Bennet kizlarinin tanitildig1 ve her bir karakterin kisisel dzelliklerinden izler
tagtyan ciimlelerinin konugma balonlarinin iglerinde verilmesi karakterlerin daha iyi
anlagilmasina ve olay orgiisii i¢in gerekli olan baglamin okuyuculara en etkili bir
sekilde aktarilmasina yardimci olmaktadir.

Grafik romanda karakterlerin diislinceleri ve duygulari, onlarin yiiz ifadeleri
veya duruslari tarafindan da okuyuculara aktarilmaktadir. Boylelikle yaziyla ifade
edilebilen bir¢ok betimleme yerine grafik roman bu durumlar1 gorsel olarak paneller
i¢inde verebilir. Bu durum ise asil metinden alinan kesitlerde belli bash degisikliklerin
yapilmasina sebep olur. Paneller i¢inde gosterilecek karenin segilmesi i¢in olaylari en
iyl ifade eden ve anlatida kilit nokta olarak diisiiniilen kesitler secilmektedir.
Boylelikle daha az yazi kullanilarak romanda yazi ile ifade edilen kesitler, grafik
romanda gorsel imgeler ve resimler ile ifade edilebilir.

Ask ve Gurur grafik romaninin panellerinde, karakterlerin goriis alanlarinin
belirtilebilmesi i¢in Mikkonen’in bahsettigi cesitli Oznellestirme teknikleri ile
odaklanma vurgulanmistir. Ornegin, Elizabeth’in Meryton’daki baloda Bay Darcy ve
Bay Bingley’in konugmasina sahit olmasi “omuz-iistii resim teknigi” ile ifade
edilmigtir. Panel i¢inde kenarda Elizabeth goriinmektedir ve onun bakis acisinda Bay
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Darcy ve Bay Bingley yer almaktadir. Ayni zamanda i¢ ice yer alan paneller sayesinde
de Elizabeth’in yiiz ifadesi gosterilmistir. Bu durum ise Elizabeth’in duydugu
konusmaya verdigi tepkiyi okuyuculara daha net bir sekilde aktarmaktir. Bu sayede,
yazili halde ifade edilmese bile gorseller araciliyla karakterlerin duygu ve
diistincelerine dair ipuclar1 verilir. Elizabeth ve Bay Darcy’nin ilk izlenimlerinin
olustugu yer Meryton’daki bu balodur. Bu anlamda hikdyenin 6nemli bir noktasini
olusturmaktadir.

Bu panelde Bay Darcy’nin sozlerinin biiylik tek bir konugsma balonu iginde
verilmek yerine birbiriyle baglantili iki konusma balonuna bdliinmesi anlati iginde bir
duraksamayi ifade eder. Yani birbiriyle baglantili iki konugma balonunun varligi o an
karakterin duraksadigini ifade eder. Bu durum, romandaki sahnenin grafik roman
uyarlamasina en uygun sekilde aktarilmasinin amaglanmasi sonucu olugsmustur. Grafik
roman uyarlamasinda anlaticinin yazi kutucuklari, karakterlerin konusma ve diistince
balonlarina ek olarak karakterlerin yazdiklar1 mektuplarin, karakterler bu mektuplari
okurken goriindiigii paneller icinde gosterilmeleri de onemli bir yere sahiptir. Bu
mektuplar sayesinde karakterlerin olay oOrgiisii i¢in gerekli olan anlati bilgisi
verilmektedir. Sonug olarak, mektuplarin da direkt olarak mektup seklinde ¢izilmis
olan yaz1 kutucuklar1 i¢inde goriinmeleri romanin asil metninde de mektup seklinde
gosterilen boliimlere sadik kalinmasi sonucunda olusmustur.

Odaklanmanin kullanildig bir diger panel ise Elizabeth ve kiz kardeslerinin
Meryton’a yiiriirlis i¢in gittikleri sirada Bay Wickham ile tanismalari ve bu sirada da
yoldan gecen Bay Darcy ve Bay Bingley ile karsilasmalaridir. Bu sahnenin énemi
romanda da oldugu gibi anlaticinin Elizabeth’in diisiinceleri ile anlatimi
sekillendirmesi ve Elizabeth’in bakis agisina odaklanmasinin en agik orneklerinden
biridir. Mikkonen’e gore gorsel anlatilarda da yazili anlatilarda oldugu gibi i¢
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odaklanma ve dis odaklanma ayni anda aynmi panel i¢inde i¢ i¢e ge¢mis paneller
yardimiyla veya panelin etrafindaki paneller ile gosterilebilir (171). Bay Darcy, Bay
Wickham ve Elizabeth’in karsilastig1 bu panelde de boyle bir durum s6z konusudur.
Yani, dis panelde bu karsilasma an1 dis odaklanma ile gosterilirken panelin i¢indeki
kiiciik paneller Bay Darcy, Elizabeth ve Bay Wickham’in yiiz ifadelerine ve
bakiglarina odaklanmistir. Bu panelde karakterlerin diisiincelerini aktaran diisiince
balonu veya sdzlerini ifade eden konugma balonu olmamasina ragmen i¢ i¢ce gegmis
paneller sayesinde Elizabeth, Bay Darcy ve Bay Wickham’in yliziine yapilan “tepki
resmi” odaklama teknigi sayesinde dis odaklanmada gosterilen karakterler arasinda
vurgunun bu U¢ karakter lizerine oldugu anlasilabilmektedir. Buna ek olarak,
anlaticinin sozlerinin yer aldigr yazi kutularinda da Elizabeth’in diisiincelerinden
parcalar goriilmektedir. Bu panelde anlaticinin yazi kutularinda serbest dolayli soylem
tekniginden Ornekler de goriilmektedir. Elizabeth’in diisiincesi oldugu anlasilan
climleler ona referans edilmeksizin direkt olarak anlatici tarafindan yazi kutularinda
verilmistir. Bu teknik, okuyucularin Elizabeth ile daha yakin bir bag kurmasina da yol
actig1 savunulmaktadir. Kapsamli bir inceleme sonucunda Ask ve Gurur grafik
romaninda Mikkonen tarafindan ifade edilen gorsel anlatilarda odaklanma teknikleri
arasindan ¢cogunlukla “bakis resmi”, “omuz-iistii resmi” ve “tepki resmi” kullanildig:
gOriilmiistiir.

Sonug olarak, bu tezde odaklanma tekniginin Ask ve Gurur romani ve bu
romanin grafik roman versiyonunda gurur ve 6nyargi duygularinin insanlarin diinya
goriislerini etkiledigi fikrinin okuyuculara aktarilmasina katki sagladig: tartigilmistir.
Odaklanma tekniginin kullanimi ile anlati i¢inde aktarilan bilgiyi kisitlayarak ana tema
olan gurur ve Onyargi duygularinin karakterlerin etraflarindaki olaylar1 ve kisileri
tarafl1 bir sekilde gérmesine sebep oldugu ifade edilmistir. Bu teknik sayesinde Ask ve
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Gurur romaninda bas karakter olarak karsimiza ¢ikan Elizabeth Bennet’in Bay Darcy
ile iliskisinde anlaticinin Elizabeth iizerinde odaklanmasi ile anlatimm da bu
karakterin duygu ve diisiincelerinden etkilendigi sonucuna varilmigtir. Romandaki bu
durum, grafik roman uyarlamasi i¢in de gecerlidir. Ayn1 zamanda bu teknik olay
Orgilisiiniin i¢indeki merak Ogesinin de canli tutulmasina katki saglamaktadir.
Boylelikle, anlat1 zenginlesmistir.

Bu tezin amacina yonelik olarak Ask ve Gurur roman ve grafik romanlarinin
odaklanma tekniginden anlati icinde yararlanilmasi ve bu teknigin ana temaya olan
katkis1 iizerinde durulmustur. Odaklanma teknigi incelendiginde iki tiiriin de bu
teknigi etkili bir sekilde kullandigi goriilmektedir. Ancak, bu tezin aragtirma
kapsamina girmemesine ragmen romandan grafik romana uyarlama siirecinde belli
baslt degisiklikler mevcuttur. Bu konuya dair yeni ¢alismalar i¢in romanlarin grafik
roman uyarlamalarinda goriilen hitap edilen kitlede goriilen degisiklikler gibi

degisimler daha detayli bir sekilde incelenebilir.
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