MULTIMODALITY OF ENGLISH VISUAL
AND GRAPHIC TEXT

Vasyl BIALYK
Chernivtsi Yuriy Fedkovych National University
v.bialyk@chnu.edu.ua

Marianna IVASYSHYN
i.marianna@gmail.com


The research is much stipulated by the general tendency of linguistic studies to reveal the connection between mental and speech activity of a person and an extra-lingual context, the necessity of thinking and considering lingual and extra-lingual phenomena in the anthropocentric paradigm where the visual and graphic texts of comics are able to interpret the mechanisms of the essential impact of mass culture on modern English-language community and its social and cultural dynamics due to their specific multimodality means. Multimodality is treated as a process of communication through the variety of modes which are represented by oral speech, writing, gestures, visual elements etc. (Kress, van Leeuwen 2001).
The English-language war and superhero comics considered as graphic and visual texts (29 comics all in all) with 15137 fragments as a result of overall selection from the Internet sources (Captain America, Superman, Batman, Spider-Man, Justice League International) for the period of 1992 up to 2018, have been used as the material for the present research.
The objective of the article is to reveal and analyze lingual and extra-lingual means of multimodality in the English-language comics as visual and graphic texts. This requires accomplishing a number of tasks, among them as follows: to find out the verbal and non-verbal constituents of the comics under consideration; to reveal the correlation between verbal, verbal-non-verbal, and extra-lingual mechanisms of expressing multimodality; to analyze the various levels of multimodality in a visual and graphic text, in a multimodal utterance.
Multimodal utterance may be viewed as a communicative functional unit. The problem of multimodal utterance has been in the focus of many a linguist’s research recently. The multimodal utterance reflects a number of social conditions, the major part of them forms the technical background of text formation and text reception, thus, creating a diverse organization of a written text. Nowadays both the design and image competences are required for the addresser and the addressee (Bücher 2007: 56-57). This is why, the multimodal elements are marked with the communicative value ensuring the message content integrity in comics.
All the fragments of comics are the result of multimodal communication between the author and the reader in terms of the use of verbal and non-verbal elements encoded into sign systems. The connection between the verbal and para-verbal elements of the text may be both implicit and explicit and its determination depends on the cultural knowledge of the addressee and is based on the profound analysis of the text components (Matveyeva 2006).
The communication, no doubt, is a complex process resulting from the interaction of various semiotic modes constituting its meaning. The meaning is formed by means of many methods, modes, and media which are interrelated and integrated in communication (Kress, van Leeuwen 2001: 111). Various modes emphasize and complement each other which is partially supported by new technologies (Bücher 2007: 53).
As it was mentioned earlier in our work (Bialyk 2014) the language worldview expresses the peculiarities of human existence and arouses in the process of contacting a human being with the world as well as in the acts of world perception, world assessment, and world vision. Extra-lingual knowledge showing how a human being “fits” the life space is correlated with certain information in the form of various mental representations.
In English-language comics on war and superhero the research of multimodal means (font typeface, color, phonosemantic channel, deictic marker, and graphic sign) enables to study its semantic and pragmatic peculiarities as those of a graphical and visual text.
The inscription over the image (the narrative block or caption) is of an informative character about time and space. The narrative block ensures the understanding and perception of the content as it contains the additional information (Saraceni 2003: 6). Part of that is the tendency of presenting the information by the narrative block from a retrospective perspective. Still, in majority of cases the inscriptions in the narrative blocks are fundamental as they present the generalized information about the events in the comics.
The multimodal interaction of the text and imagery may be of several types (Cohn 2013). The example of inseparable multimodal interaction may be a sign, a symbol (a visual element as, for instance, a pictorial signs of musical notes) which enhances the verbal content meaning in a textual space. The successive multimodal interaction of the elements of the comics fragment lies in complementing the imagery content with text balloons to create a coherent message. The key element of the successive multimodality is the changeability of the comics fragment blocks to develop the dialogue between heroes. The complementary multimodal interaction is represented by the narrative inscriptions to the text blocks of the comics. It should be noted that in the course of the research done, no instances of independent multimodality have been observed. This may be accounted for the fact that a comics as a multimodal text is characterized by the interaction of both verbal and non-verbal components performing rather a complementary function.
H. Jacobs (2014) asserts that a comics is a complex multimodal text which consists not only of verbal elements but also visual, audial (represented visually), gesture, and spatial elements. While reading comics we also practice and develop visual literacy taking into account the means available and using them to form the meaning of multimodal elements peculiar for the comics; we take also into account the combinations of words, images, spatial planning, intervals in the text, audio effects, block layout, body language, facial expression, and other elements of the comics (De Abreau et. al 2017: 278).
All comic texts under research are marked with partial or complete multimodality. The complete multimodality implies a close connection with both lingual and visual components of a text space. The verbal elements with this type of multimodality are inseparably connected with graphical elements; they have close semantic relationship: the lingual part has the visual one as a reference point and vice versa (Ryzhkova 2009).
The complete multimodality in the English-language comics functions at the information level where the verbal and the visual components complement each other creating the coherent content for the reader’s perception. The verbal and visual elements cannot exist independently at the information level as without their interaction a reader fails to get an exhaustive message about the comics fragment. The complete multimodality does not require the involvement of the reader’s knowledge because all the information is presented through fragments. One of the manifestations of the complete multimodality is a narrative block which is often of an accompanying character in the comics fragments providing all the information about location, time, heroes or events. With the complete modality the imagery is bound to the verbal message while the verbal content performs an accompanying function.
The partial multimodality of the text presupposes that a verbal constituent is relatively autonomous and independent on imagery, though, still, there is semantic relationship between the verbal and the graphical components. In this case the graphic element only accompanies the verbal part of the text and is not an obligatory part of the text organization. In the English-language comics the partial multimodality is observed in the fragments containing the graphic element the reader is already aware of. In this case the partial multimodality is presented at the symbolic level where the visual element specifies the knowledge about the events or heroes of the comics.
The partial multimodality may be manifested also at the value level representing the reader’s abilities to identify the multimodal means and the peculiarities of their perception. At this level the correlation between the text and the imagery is blurred as it is, as a rule, of an extra-lingual character. The reader uses the limited multimodal resources to focus on the comics fragments, its heroes, and events (Barthes 1978).
In contrast to the complete multimodality the partial multimodality requires only the reader’s visual decoding of the content to obtain the basic message about the heroes or the events. Though, obviously, the complete information and the coherent message about the fragment are possible only with the verbal content.
The verbal component of the English-language comics is represented at several levels: phonetic, lexical, syntactic, and textual.
The phonetic level is represented by peculiar graphics of sounding as in rendering an explosion “BOOM!” or laughter “HAHAHAHAHAHA”. The sound is differently presented in comics and performs different functions. The simplest way of it is the sound reproduction when the phonetic means render the cries of animals, sounds of machines, mechanisms, sounds of shots etc. in the text. All these phenomena are reproduced not in the words proper but sound complexes, for example: RRRREEEEEEE”, “BAM”, “CRAAACK”, “GAARGH”, “KRUSH”, “AAHHHH”, “CLAP”, “CLICK”, “SLAM” etc. The sound presentation may be rendered in terms of onomatopoeia where the phonemes resembling appropriate sounds of nature or the surrounding reality are reduplicated “SHSHSH” (noise of water), “ROWF Meowrr” (sounds of animals).
The lexical level is characterized by appropriate selection of lexemes, their combination, overall tone of narration, and expressive means as in the following examples:

“and the only man alive who could potentially clue ‘em in is the only one you let escape. – Just tell me already. Who the hell is he? – Frank Simpson. – Who the hell’s Frank Simpson? – Once upon a time, a guy a lot like you. A kid raised on apple pie who loved his country and wanted to do his part. – They put that poor kid through hell (Ultimate Captain America, 2011, #2: 5-6).
– They dumped him into a meat grinder and left him there (Ultimate Captain America, 2011, #2: 7) – Not until two days ago, when he kicked your ass on a rooftop in North Korea. – You will stay here in a lovely, scenic France. I hear the snails are quite scrumptious this time of year” (Ultimate Captain America, 2011, #2: 8),
“You suck, Haemosu” (Superman, 2011, #45: 15), “This ain’t over, pretty boy. Soon as we’re alone, I’ma make a bonfire outta your guts” (Superman, 2011, #45: 22).

In the abovementioned examples the emotional and expressive lexis acquires additional coloring, these words being devoid of meaning beyond the context. This may be accounted for the general objective to reach the emotional and expressive coloring of a word in the comics with dominating the words causing certain reader’s associations (either positive or negative). Hence, we observe the selection of appropriate words, slang words and jargon words in particular, for example: “hell” is used as an emotional and expressive unit to render anger; “apple pie” represents traditional cultural element of the USA; descriptive words “poor, lovely, scenic” are used for the evaluation of the events; “a meat grinder” is used to describe battle events; “you suck/kick your ass” are slang phrases with negative connotation and so on.
The syntactic level of the English-language comics is represented by simple, compound and complex sentences. The potential of a simple sentence as an independent communicative unit depends on a specific lexical content of its main and secondary parts, the character of their relationship, its structural type (one-member, two-member, or syntactically indivisible). The grammatical nature of a simple sentence may be illustrated by the following sentence “You’ve healed her eye!” The results of the research show that simple and compound sentences prevail in the comics under analysis. The indivisible sentences are typical for the material under research and contain various sounds like “BAM!”, “WHAM!” The following fragment represents a compound sentence: “I’ve built multiple businesses that are all doing super, with very few exceptions, and I myself am tremendously super” (Superman, 2011, #48: 4) while a complex sentence may be represented by the following example “I’m trying to remember that this flag I wear once stood for something” (Captain America, 2018, #4: 13). The types of the sentences may be combined: “We will restore your empire and make your enemies into the sands beneath your feet as you reach the end of your kingdom” (Captain America Steve Rogers 2016, #14: 13). Here we can observe the combination of the three parts of the sentence with the help of different types of relationship – coordination and subordination.
The textual level of the verbal component of the comics is represented by monologues and dialogues in the space of a text. The main peculiarity of a monologue in English-language comics is its spatial extension for several pictures of the fragment. Such a tendency is observed in monologue blocks highlighted with green color “My daughter. Heir to all I have amassed. A pupil to whom might pass down my lifetime’s knowledge. I built this city. I made it the economic and social power that it is” (Superman Villains Secret Files 2005: 6). Monologues and dialogues usually create separate text blocks in the pictures of the comics.
A dialogue is an indispensable element of the verbal communication in the comics. W. Foster-Harris (Foster-Harris 1962) underlines that a dialogue is an important element of the narration of almost every story. He believes that a dialogue should be considered not only as a means of verbal communication between the characters but also as a way of style and manner of the presentation of a story, the way of developing the plot, and disclosing the main characters. Evidently, the key function of a dialogue is to reveal the characters in full. It is through dialogues that a reader can obtain the exhaustive information about the characters. Such information is found in text balloons containing favorite phrases, manner of communication of the characters at specific moments of a story. It enables a reader to understand why a character laughs, cries, or complains. Silence in the dialogue is another important communication means as it also renders important information about the character (Jones 2014: 65).
The verbal information in the comics complements visual content or creates a new message giving exhaustive information about the events described. Though comics are considered to “frozen moments” their content is more varied that that of photos. In some cases blocks represent only one episode of the narration. This may be accounted for the fact that comics blocks predominantly contain dialogues between the characters or describes the events having a more extensive perspective than photos. The fragment of the comics may be treated as a part of the narration of different length as a narration has certain temporal limitations. The duration of a comics block is determined by the dialogues between the characters and the width of the rectangular framing.
The verbal component of multimodality also includes the language functions the message in the comics performs to make communication effective.
R. Jakobson, developing the ideas of K. Bühler, distinguishes six functions of effective verbal communication: referential, emotive, conative, phatic, metalinguistic or metalingual, and poetic ones (Jakobson 1960). These functions may also be traced in the comics under consideration.
Thus, referential (informative, cognitive, denotative) function focuses on the context and correlates with the referent in question, describes the situation, object, or state: “…for something really bad to happen. Peru. United Nations Research Team Three” (Justice League International, 2011, #1: 7). The referential function, as a rule, shows the relationship of the characters as well as the level of communication between the author and the reader (Pocheptsov 2001). For instance, the fragment describing a superhero Booster is negatively marked with some symbol of pressure on him, the emotion images are the additional key for understanding the meaning of the fragment.
The emotive function, being realized in the relation with an addresser, more than often is represented in the comics under analysis through interjections, exclamations of the characters or other sound manifestations which though do not change the context meaning still add some information about the inner state of the characters: “Oh. My. God.”(fear, shock) (Justice League International 2011, #2: 2).
The conative function related to the recipient and mostly realized through vocative form or imperative is observed in a text cloud (balloon) of the fragment “Booster! (a supehero Booster Gold – V.B., M.I.) what the hell is going on down there?” (Justice League International 2011, #2: 5).
The phatic function (continuation/discontinuation of communication) is associated with some contact or channel as in a verbal element huh’: “You thought we were goners too, huh? I coulda done that too, y’know” (Justice League International 2011, #5: 5) which enables to ensure the communication channel between the characters.
The metalinguistic function is not conspicuous for the fragments of the comics under research as the lack of the verbal content in the fragment is usually supplemented with visual aids, thus, excluding the need of explaining verbal elements in terms of linguistic means.
The same assertion may concern another linguistic function, the poetic one. Being closely associated with the referential function, the poetic function proper is of scarce use in the English-language comics as the former is more important in presenting the necessary information about the fragment.
Besides the aforementioned linguistic functions the comics under research are also characterized by the identifying and thought-forming functions. The identifying function aims at the analysis of linguo-cultural code of the message. This code involves social and culturally bound relations of the communicants. N. Andreychuk considers linguo-cultural codes as a part of convention system rooted in the life and the history of the society (Andreychuk 2011: 83). “BEWARE, NAZI SPIES! BEWARE, FIFTH COLUMNISTS! BEWARE, ALL THE ENEMIES OF THE U.S.A.! BEWARE THE WRATH OF UNCLE SAM’S GREATEST SECRET AGENT – THE MYTHICAL CAPTAIN AMERICA” (Captain America Golden Age Masterworks 2005, #40: 18). Here “Uncle Sam” is an example of the interpretation of the linguo-cultural code of America, actually the personification of the USA.
The thought-forming function is realized in the narrative blocks as the author’s thought and text balloons as the thoughts of the characters.
Summing up, the verbal means of expressing multimodality are also represented by such linguistic functions as referential, emotive, conative, metalinguistic, phatic, poetic, identifying, and thought-forming, though not always they are of equal importance for conveying and reception of the message of the comics fragment.
Deictic markers may be considered as another important verbal means of the comics. The category of deixis functions at every level of language being its universal (Humeniuk 1996; 2012). A deictic marker plays an important role in a visual and graphic text as it indicates to the characters of the text, their temporal and spatial location and is an integral part of constant action. It is with these markers that the author demonstrates the realization of a language personality. This is the way the author focuses the reader’s attention on characters and objects of the textual space “I will not kill the Red Skull! I represent a country – a people – that are not about killing. Not about destroying. America is about freedom! That is something none of you will ever have. Do what you want with me. If I die now, I die a free man, and a fighting American!” (Adventures of Captain America 1992, #4: 37).
The fragment shows that Captain is an epitome of the whole America and its people who are against violence, murder, and destruction. The formation of the image of a superhero is achieved by reiteration of the marker of personal deixis “I” which creates the focal point of the textual space “I am Captain America”. Apart from that, the marker “I” forms a perspective of connection of a superhero with American citizens “I am America and its citizens”. Besides the marker “I” the fragment contains one more personal deixis marker –“you” which creates the opposition of the superhero to his enemies “That is something none of you will ever have” meaning “I (America) is not like you”.
The fragment “We shall call you Captain America, son! Because, like you – America shall gain the strength and the will to safeguard our shores!” (Captain America Golden Age Masterworks, 2005, # 1: 6) presupposes extensive use of the deictic marker “we” and implies all the citizens of the country as the speaker thinks of himself/herself as a part of the population of the country combining “I” with the social community “We” (Ivasyshyn 2017: 110).
The perspective of the opposition “I + you = we; but “ I am not you or like you” is observed in the fragments of dialogue between Superman and Batman containing deictic markers of personal deixis ‘I’, ‘you’, ‘we’: “We’re opposites, you represent the light, while I represent the dark. You’re a product of love and order while I’m a product of violence and chaos” (Superman: Secret Files 1998, #1: 23).
In English-language comics demonstrative pronouns this – that may stand for not only physical but also psychological proximity or remoteness: This place...! It feels so familiar… yet for the life of me, I can’t name it. And I feel weirdly guilty for that” (Superman, 2011, # 50: 13). As we can see here the deictic spatial marker “this” is both of physical and psychological character as it indicates not only the location of the superhero Superman but also it looks familiar for the character and close in psychological reference. Basically, everything which is dear and close physically for a character is close psychologically too and vice versa. The message of the fragment is clear with visual content available.
Visual means, no doubt, perform the informative function in a visual and graphic text (the suit of Captain America in colors of the American flag, capital letter A on his helmet etc.).
The visual component of a visual and graphic text may represent also referential function and the verbal complementing function (Pocheptsov 2001). Obviously, the main peculiarity of a visual component is its interaction with the verbal component as it complements, duplicates, substitutes for the latter and enhances the expressive and emotional meaning of the verbal component. G. Pocheptsov (2011) emphasizes that the verbal complementary function facilitates the successful communication between the author, the character, and the reader as it is, for instance, in the fragment depicting the shadows of Justice League superheroes accompanied with the inscription “We can be heroes” (Justice League International 2011, #7: 6).
The research, as it has already been mentioned, has revealed another function of visual means, i.e. its ability to substitute for a verbal component. The function lies in introducing certain visual means instead of verbal elements which allows to render the message more correctly and to regulate the dynamics of the communication: “You’re two of the last honest cops around. I can stop the infection that’s taken over this city. I just need… ssslk… nghk! Damn it. Stupid knee hngh. Give a fellow cop a hand?” (Batman Eternal 2015, #37: 15). In the fragment the character asks for help. But in the next block there is no text balloon though we can see that the characters are leaving, i.e. they refuse to give a hand with no explanation. So negative answer is perceived only visually up to the next block where the explanation is provided: “I lent you a hand, Bard, back when you first got here. You didn’t deserve it. You didn’t deserve anything this city gave you” (Batman Eternal 2015, #37: 15).
The verbal element duplicating function enhances the meaning rendered by verbal elements while the function of increasing the emotional and expressive meaning of the verbal component attracts the reader’s attention focusing on the content of the message. Visual elements are usually the means of expressing characters’ emotions like joy, grief, anger, sadness, sufferings, etc.
The sound effects are usually rendered by verbal means through phonosemantic channel of non-verbal communication. The phonosemantic channel of information is used to render the sound of colliding objects or their state change (explosion sounds, breaking, ruining, crushing), voice sounds (cries) or those caused by other objects (noise, cracking). The voice sounds are rendered through multiplicity of letters in a word, like prolongation of “No” in a protest cry of Superman “NOOOOO!” (Superman/Batman 2006, #30: 24). “WHAMMM” (Superman/Batman 2006, #27: 18).
In a textual space of the comics is often highlighted with a different color and bold face type and is used to render the sound of bumping a character into an object. Joker, one of the characters of DC Comics is always depicted with sinister smile and his weird laughter is one of his characteristic features. Laughter in the comics under study is usually rendered by the phonosemantic means like “HA HA HA HA HA HEE HEE HEE” (Batman: I, Joker 1998, #40: 20).
Color is one of extra-lingual elements having connotative meaning for comics understanding and may manifest the peculiarities of certain national culture. As it has been already mentioned earlier, the proof of this statement may be the image of Captain America in a suit of the color of the American flag: “He stood for a moment, framed against the white of the tent, a resplendent figure in tight fitting suit of old glory, the nervous ripple of his tremendously powerful muscles plainly visible under their RED WHITE AND BLUE covering” (Captain America Golden Age Masterworks 2005, #40: 17-18). Thus, color is a multimodal pictographic means of the manifestation of certain culture.
Color also identifies the characters (for instance, the suit of Captain America is that in colors of the American flag, but Batman’s is black, while Hulk is associated with green color), emphasizes the verbal content (highlighting the narrative blocks, words, and text balloons with color attracts a reader’s attention), creates additional expression and renders feelings (anger, fear, pain). Thus, the comics fragments under the research contain the narrative blocks highlighted with yellow, orange, pink, and blue colors. So the use of color as a multimodal means is characterized practical (variety of colors) and pragmatic (metalingual emphasizing of the verbal content as a way of attracting a reader’s attention) functioning.
Color is also one of visual means of emphasizing fundamental verbal components in English-language comics. For instance, the use of red color in a verbal content enhances the expressivity of the characters’ remarks, especially when expressing anger or fear. So the use of certain color in text fragments helps the author to create additional expressivity to achieve specific textual and author’s purposes. The research shows that the characters’ words are depicted on the white background (except the cases when white color performs the function of presentation of the main character) and the narrative blocks are highlighted with color to add expressivity to verbal components.
The usage of paragraphemic means in English-language comics extends the gamut of functions and pragmatic content in textual space. The very functioning of paragraphemic means is another proof of the integrated character of the elements of modern comics (Anderson1998: 28). Paragraphemic means facilitate the expressivity of textual space, combine the sense with outer form, compensate the limit of extra-lingual and intonation means of rendering sense and text fragments formation, structure textual space and make it more attractive, ensure accessibility and understanding of the text.
Font typeface as a multimodal means functions to emphasize the verbal component (word, phrase, sentence) containing the informative content in a text balloon or a narrative block of the comics fragment. The key ideas of a fragment, the names of characters, the elements with specific emotional coloring, the signs of other alphabets, and handwritten messages may be highlighted with bold typeface or italics. Font typeface is of linguistic value in a multimodal text as it is an outer shell of verbal communication.
The informative words may be highlighted with bold typeface or other color by the author or he/she can use various fonts of typeface. The typographic means of typeface extension is a way of expressing emotions and key ideas. The oblique typefaces as well as bold font are used to highlight some words in a text balloon to perform, at least, two functions: attractive and emotion emphasis. The typographic means of curvature, i.e. roundness or angularity of typeface renders the peculiarities of characters’ speech or their nature. So, not natural speech of Robot, for instance, distinguishes from text balloons of other characters by the sharpness of the typeface resembling rather a digital format. The typographic means of uniformity shows how non-typical and chaotic the typeface is while the typographic means of effective demonstration is associated with typeface scrolls which may represent the peculiarities of manuscript verbal messages.
In the process of perceptive consideration of comics as a visual and graphic text a reader perceives the visible content first and then starts to decode the information necessary for overall understanding of the text. The visible content is presented in the text fragments through words and word combinations while the decoding of the information is in a way of perceptive analysis of graphic, visual. And extra-lingual means which complement the verbal content and create the holistic worldview (Hillner 2009: 56-57). It is this process of decoding of the textual space of English-language comics that that discloses the nature of its multimodality. The decoding process is performed after the receiving and selecting the information from textual fragments.
Another multimodal means used in English-language comics is paragraphemics. Traditionally, paragraphemics is considered to be a part of linguistics which studies concomitant properties of writing at the graphic level of language as well as non-verbal means to render the information in both hand-written and printed text (Kovalevska 2012). The paragraphemic means function together with graphic system of the language. The peculiarity of these means functioning is the violation of “transparency” of graphical substance of expression; they accompany speech and add connotations (Havryliuk 2018).
Some paragraphemic means may be self-sufficient and bear the information about the text independently (picture, chart, photo) while others are used as subsidiary elements (color, typeface, highlighting, etc.) (Vlokh 2013:112). They structure verbal signs as “the reflection of cognitive processes” (Tuchkova 2017: 125). The fragments of English-language comics contain symbols accumulating in them certain content and causing some associations. As an example of such a tendency may by the fragment where the graphic symbols of Superman and Batman are used which are attached to the text balloons of the characters.
Capitalization is one of the means of paragraphemics which is used in English-language comics. It is employed to highlight the words which are fundamental for the understanding of the fragment: “But while some masks are FIGURATIVE… some are NOT…”; “In public he appears as BRUCE WAYNE…”; “but in truth, the BATMAN is never far away” (Superman/Batman, 2006, #28: 3).
The use of non-alphabetical signs is much stipulated by the objective of avoiding obscene words: Ultimate Captain America “This turns into an international incident, don’t worry, there’ll be plenty of blame to go around. The only reason we aren’t neck deep in #*&$ already is that the North Koreans don’t know it was us” (The Amazing Spider-Man 2018, #16.HU: 4). We can clearly see that non-alphabetical signs in the above fragment stand for obscene words. Such instances are not rare in the material under investigation: The Amazing Spider-Man “My #$%& ex-boyfriend! The Spider. I used to be in a relationship with Spider-man, hapless do-gooder super hero extraordinaire. And if that sounds like a really terrible decision from the outside” (The Amazing Spider-Man 2018, #16.HU: 4).
So, we may conclude that the study of English-language comics as a multimodal visual and graphic text has allowed us to reveal the variety of both lingual and extra-lingual means introduced into a textual space by the author to achieve a certain goal in expression his/her attitude towards reality and intention of the utterance.
The fragments of English-language comics (narrative blocks, text balloons, and visual elements) are located in chain succession creating the holistic action picture and forming the reader’s idea about them. Despite the peculiarities of textual space organization and the forms of manifestation of lingual and non-lingual parts, the coherence of the context of English-language comics is its key issue. Comics are visual texts in which lingual and extra-lingual elements are selected by the author and the illustrator to realize the author’s intention.
The basic means of expressing multimodality of English-language comics constitute the inventory of multimodal means in language. This inventory is realized in verbal space with the help of the established language elements, deictic markers of time and space, and expressive means. The verbal-non-verbal toolkit is represented by verbal-visual and visual components, phonosemantic way of presentation of non-verbal channel of communication and verbal-pictographic forms of multimodality expression while the extra-lingual inventory involves font typeface, color, and a graphic sign.
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ABSTRACT

[bookmark: _GoBack]The article focuses on the issue of expressing multimodality in English-language comics. It has been established that multimodality is expressed at verbal, verbal-non-verbal, and non-verbal modes in English-language comics which are considered as visual and graphic texts. It was found out that all comic texts are represented by partial or complete multimodality. The complete multimodality implies a close connection with both lingual and visual components of a text space. The partial multimodality of the text presupposes constituent a relative autonomy of a verbal constituent and its independence on imagery. The verbal component of expressing modality is represented at phonetic, lexical, syntactic, textual levels of the language, as well as with deictic markers, and expressive means. The verbal-visual and visual proper multimodality means include phonosemantic channel, paragraphemics, font typeface, color.
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