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Abstract. The novels of W. G. Sebald, Vladimir Vertlib, Alexei Makushinsky, and many other contemporary writers
around the world challenge both readers and researchers. These authors tend to have a (trans)migrant background
and establish their texts at the intersection of many cultural codes, languages, and sign systems. Literary trans-
lingualism and multimodality from particular stylistic techniques are becoming dominant writing strategies for
an entire corpus of outstanding fictional texts for which previous analytical approaches become irrelevant. This
is new literature that needs to be addressed and discussed in a new way. This article hypothesizes that in such no-
vels, a new — transitive — discursive practice is taking shape. The article presents the concept of transitive literary
discourse and reveals some of its common features based on the three translingual novels. These are “Austerlitz”
(2001) by W. G. Sebald (Germany — UK), “Way Stations” (1999) by Vladimir Vertlib (Russia — Austria), and “Steam-
ship to Argentina” (2014) by Alexei Makushinsky (Russia — Germany). The authors of the article combine the me-
thods of discourse analysis, historical and theoretical poetics. Mikhail Bakhtin's works on the aesthetics of verbal
creativity provide the methodological basis of the study. The intellectual toolkit of the transnational and visual
methodological turns is also engaged. The study reflects a set of topical issues of modern literary theory aimed at
understanding the language of literature and art at the turn of the 20" and 21* centuries (the era of globalization).
Transitive literary texts actualize the problem of the language of description, methodology and analysis technique
of a new literary discourse.
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AnHomayus. Pomansl B. I 3e6anbaa, Bragumupa Beprnnba, Anexces MakyIInHCKOIO U MHOTUX APYTUX COBpe-
MEeHHBIX ITHcaTeIeH [10 BCeMy MUPY OPOCaIOT BbI30B U UUTATENIM, U UCCIefoBaTe M. Takye aBTOPBI, KaK IIPaBUIIO,
HMEIOT (TPaHC)MUIPAHTCKUH O3KIPAyHZ U CO3LAIOT CBOM TEKCTHI Ha [lepecedeH NN PasHbIX KyIbTYPHBIX KOZOB,
S3bIKOB U 3HAKOBBHIX cUCTeM. JIuTepaTypHas TPAaHCAUHIBAJIBHOCTb U MyJIbTUMOJAIBHOCTD U3 YACTHBIX CTUIH-
CTUYECKUX IIPUEMOB CTAHOBATCS ZOMUHUPYIOIIMMU CTPATETUSIMU ITMCbMa IS 11eJI0r0 KOpIIyca BB UXCS
XyZ0XKECTBEHHBIX TEKCTOB, I10 OTHOLIEHMIO K KOTOPBIM IIPEABIAYLIMEe aHAIUTAYECKUE [T0AXO0Ab! yTPAUUBAIOT CBOXO
peJIeBaHTHOCTD. DTO HOBAsI TUTEPATYPA, KOTOPYIO HEOOXOAUMO PACCMaTPUBATh U 0BCY>KAATH [I0-HOBOMY. MBI BbI-
JBUraeM FMIIOTE3y O TOM, 4TO B TAKMX POMaHaX CKJIa/IbIBA€TCSl HOBasl — TPAH3UTUBHAS — JUCKYPCHBHAS [IPaKTUKA.
B HacTosIIIe cTaThe BBOAUTCS IOHATHE TPAH3UTUBHOTO IUTEPATypPHOIO AUCKYPCa U BBIAEISIOTCS er0 HEKOTOphIe
XapaKTepHble YePThl Ha MaTepUIE TPEX TPAHCIUHTBAIBHBIX POMaHOB. JTO «Aycrepnuil» (2001) B. I. 3ebanp-
za (Tepmanus-Bennkobpuranus), «[[poMexyTodHble CTAHIUM» (1999) Bragumupa Bepriuba (Poccus-ABcTpus)
u «[Tapoxoz B ApreHTHHY>» (2014) Anekces MakymuHckoro (Poccus-Tepmanus). B cBoem uccie0BaHUM aBTOPEI
CTaThU UCIIOIB3YIOT COU€TaHHE METOZOB JUCKYPC-aHaIN3a, MCTOPHUYECKOM U TeOPEeTHYECKOM MO3TUKU. MeToz0-
JIOTMYECKYI0 OCHOBY HCCIe0BAaHUS COCTABIAIOT paboThl Muxania BaxTuHa 110 3CTETHKe C/IOBECHOTO TBOPYECTBA.
Taxoke 3a/1eFiICTBOBaH UHTE/JIEKTYa/IbHbIM MHCTPYMEHTaPHUU TPAaHCHALMOHAIBHOT'O U BU3YaJIbHOT'O METO/0I0rYe-
CKUX IIOBOPOTOB. KccieoBaHMe OTpaXkaeT KOMIIZIEKC aKTyaIbHBIX BOIIPOCOB COBPEMEHHON TeOPUU TUTEPATYPHI,
HaIIpaBJIeHHBIX HA OCMBICJIEHHUE SI3bIKA TUTEPATYPhl U UCKyccTBa pyberxxa XX-XXI BB. (ar0xu raobanusanum).
B mepByto oyepeab 9TH BOIIPOCh! KacaroTcss OPMUPOBAHUS TOITUKU, OCHOBAHHOM Ha KPOCC-KYJIbTYPHON HHTe-
rpaliiy pa3HbIX A3bIKOB — KaK HaIllMOHAJIbHBIX, TAK U A3bIKOB KyAbTYPbl. TeKCThI, HOCALIIE TPAH3UTHUBHBIM XapaK-
Tep, CTABAT [lepel COBPEMEHHBIM TUTEPATYPOBeAeHUEM IPOOIeMy I3bIKa OIIUCAHNS, METOLOIOTUY U METOLUKHU
aHa/IM3a HOBOTO INTEPATypHOTO AUCKypCa.

Karwueenve crosa: nUTEpaTypOBEAEHUE; TEOPUS IUTEPATYPbI; TPAH3UTUBHBIN TUTEPATYPHBINA IUCKYPC; M-
TepaTypHas TPAHCIUHIBAIBHOCTD; MYJIbTUMOZILHOCTE; B. I. 3ebansx, Bi. Beptnn6; A. MakyIINHCKUHL.

Ona unTuposaHuna: JaHnamHa, I'. V. TpaH3UTUBHBIA NTepaTypHbI JUCKYPC B COBPEMEHHOM poMaHe /
I. V. DaHnnnHa, E. O. Xpomosa // ®nnonoruyecknii knacc. — 2021, — T. 26, Ne 4. — C. 9-18. — DOI:
10.51762/1FK-2021-26-04-01.

1. Introduction cerned here not only with an interesting literary

Both translingualism and multimodality are

among the dominant features of the contemporary
literary process and have been privately and inde-
pendently studied under different methodological
applications. Our research aims to propose a theo-
retical approach that allows considering these and
some other properties of contemporary literature
as a single phenomenon, resulting in different
manifestations in the aesthetics of verbal creati-
vity. This phenomenon can be understood as the
global search for a new literary language in the
era of post-information and deterritorialization.
Additionally, it can be assumed that we are con-
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phenomenon but also with the manifestation of
deep meaningful transformations of artistic con-
sciousness in the literary form.

We propose to introduce the category of tran-
sitive literary discourse into the theoretical appa-
ratus of literary studies. Literary translingualism
and multimodality in transitive discourse present
a change in the writing type, a transition of meta-
phoric and poetic language traits. Transitive lite-
rary discourse is often present in the works of
writers with a (trans)migrant background - this
will be demonstrated. However, it can also be
found in the texts of authors who biographi-
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cally seem to fit into the “national literature” of
their home country (e. g. Olga Tokarczuk, Rob-
ert Menasse, etc.). Their texts reflect the under-
standing of the global world, transforming con-
stantly and rapidly, and become their unique
artistic statement (text as a statement [Bakh-
tin 2012]). Therefore, literary translingualism is
the process of verbal formation of a non-static,
cross-border —transitive — picture of the
world. We will examine this and some other at-
tributes of transitive literary discourse based on
the translingual novels of three European (trans)
migrant writers: “Zwischenstationen” (1999) /
Way Stations by Vladimir Vertlib (Russia — Austria),
“Austerlitz” (2001) by Winfried Sebald (Germa-
ny - UK), and “Ilapoxop, B ApreHTuny” (2014) /
Steamship to Argentina by Alexei Makushinsky
(Russia — Germany).

2. Translingualism - Multimodality -

Transitivity

Translingual fictional text is frequently used as
research material in studies of various disciplinary
fields, and this might give the impression that the
phenomenon of translingual literature has already
been sufficiently investigated. However, since each
field (including inter-, multi-, and postdisciplinary
areas of knowledge) has its problems as well as re-
search objects, many projects involving translingual
literature explore the author’s linguistic personality,
didactic toolkit, linguistic processes, cultural reali-
ties, and so on, rather than consider the literary text
as such (that is, as an aesthetic statement). Mean-
while, the translingual fictional text is a matter of
formation of a new literary practice, which requires
a focused theoretical reflection.

The relatively new term translingualism has
significant interpretational differences in various
disciplines. This is especially important to consi-
der when it comes to related research areas, such
as linguistics and literary studies. From a linguis-
tic perspective, literary translingualism is prima-
rily related to the personality of authors (and not
to the text) who turn to more than one language
in their work or completely transition to a second
language [Killman 2019]. Conceived as a fact of
literature rather than language, the phenomenon
of translinguality has a different meaning. Accor-
ding to the definition in “Handbuch Literatur und
Transnationalitit” (2019), the concept of translin-
gualism describes and emphasizes the intersec-

tion, interweaving, and mutual penetration of lan-
guages (“die Kreuzung, Verflechtung und wechsel-
seitige Durchdringung von Sprachen”) [Bischoff &
Komfort-Hein 2019: 492]. Therefore, as a term for
literature studies, translingualism conveys, first,
a new kind of relationship between languages
(it is no longer the sum of L1, L2, L3 ..., but a con-
stant transition from one to another) and second,
a distinct linguistic hierarchy within the text (the
language prevailing quantitatively is no longer
dominant). This distinguishes translingual litera-
ture from multilingual, multicultural literature.
Multiculturalism is understood as a juxtaposition
of strictly separate cultures, in which the guiding
distinctions of “one’s own” and “alien” make cultu-
ral exchange (still) a special case. However, in the
era of globalization, culture constitutes different-
ly. It is “a kind of cultural hypertext” of multiple
de-limitation and de-location [Han 200s: 59]. This
axiological shift results both in new research op-
tics and in new aesthetic principles of creativity.

One of the key challenges in the investigating
of translingual texts is the search for a relevant
method of analysis that would allow the conside-
ration of the function of literary translingualism
in the implementation of the author’s architec-
tonic task [Bakhtin 2012]. Since the early 2000s,
Western literary scholars have already taken sig-
nificant steps in describing the aforementioned
phenomenon as a category of literary studies.
Summarizing the results of these efforts, Esther
Kilchmann lists the following concepts: Ex o -
phonie /‘exophony’ by Susan Arndt, Dirk Na-
guschewski, and Robert Stockhammer; Litera-
turen ohne festen Wohnsitz /litera-
tures without a permanent residence’ by Ottmar
Ette;and postmonolingual condition
by Yasemin Yildiz [Kilchmann 2019: 85]. However,
Kilchmann also notes that none of these concep-
tual approaches has been able to gain general and
wide acceptance: ,Aus Sicht von Autorinnen und
Autoren scheint der Reiz mehrsprachiger Schreib-
weisen allerdings auch gerade darin zu bestehen,
dass dadurch ein standiger Wechsel inszeniert wer-
den kann, der sich festen Zuschreibungen entzieht*
[Kilchmann 2019: 85].

In practical research, such a methodolo-
gical gap may result in a contextual reduction. It
occurs when the researcher considers translingua-
lity as a feature of the poetics of a particular author
without correlating it with the literary process and
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cultural context. Another problem is that studies of-
ten focus on interlingual insertions or cross-lingual
allusions as independent artistic techniques. This
perspective impedes the revelation of the differenc-
es between modern translingual practices on the
one hand and past forms of literary multilingualism
and bilingual creativity on the other. Consequently,
it might seem that we are dealing only with a re-
petition of well-known literary devices rather than
a new phenomenon in world literature.

In contrast, the situation with theoretical com-
prehension of multimodality in the modern no-
vel — another notable trend - is relatively better.
For instance, the formal distinction between mul-
timodality and the conceptually close technique
of intermediality is well established. In a literary
text such as a novel, intermediality implies the
“translation” of units of the non-verbal semiot-
ic system (architecture, music, painting, and so
on) into a verbal one. In contrast, the multimo-
dal component is non-verbal and easily “separable”
from the verbal fabric of the novel. These include
photographs, graphically highlighted text inclu-
sions, reproductions of printed texts from other
sources, various discursive modulations (e.g. the
transcript of a telephone conversation) that the au-
thor systematically introduces in the text. Further-
more, the principle of separation of multimodal
insertions and illustrations in the text is also clear.
The illustration is facultative and optional, but the
multimodal component is directly involved in the
process of meaning formation in the novel. There-
fore, compared to literary translingualism, mul-
timodal writing strategies are easier to capture,
and their connection precisely with the effects of
today’s globalizing world is evident.

Translingualism and multimodality are stri-
king, though not the only, features of transitive dis-
course. They ensure the “movement” between lan-
guages and sign systems, and thus the unsteadiness
and variability of the fabric of the text, which seems
to “avoid fixation”. The emergence of such writing
strategies and transitive imagery is associated with
a qualitative shift in artistic and generally cultu-
ral consciousness, which has been actively explored
over the past 20 years within the framework of the
so-called transnational methodological turn:

To think of literature from a transnational perspec-

tive is to put an emphasis on transit — on mobility,

! Hereafter, the English translation and bolding are ours.
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migration, travel, and exchange, forms of experi-

ence that create bonds between people that, while

fostering a sense of national unity, also connect
people and their cultural practices across, over, and
through geographic and human-made borders [Jay

2021:10].

The transnational turn is thus based on the
idea of a porous border as a space of dialogue,
and translingualism and multimodality are wri-
ting strategies that recreate this new cultural
“Selbstverstindnis” (‘self-understanding’) in the
literary text [Curtius 1975].

3. Alexei Makushinsky’s translingual poetics
Alexei Makushinsky (b. 1960, Moscow) is a fa-
mous Russian-speaking writer fluent in German,
English, and French, who has been living in Ger-
many since the late 1990s. The author of four no-
vels, one non-fiction book, and poetry and essay
collections, Makushinsky is regularly in the spot-
light of critics and has received various literary
awards including audience prizes. However, his
translingual texts are only just beginning to be-
come objects of directed scholarly interest.
Steamship to Argentina (2014) is the third
novel by Makushinsky, the most celebrated and
the most formally multilingual one: over 300
fragments in seven languages — French, German,
English, Spanish, Italian, Latin, and Latvian — are
consistently and evenly introduced into the main
text in Russian. These are individual words and
phrases that repeat the Russian fragments and
are separated from them by commas:
HIOTCI_U/IH, CKa3aJl IIPOBOAHUK MOEro CHa, OKOH-
YaTEJIbHO IIepeXoAda Ha JIaTbIHb, — BeIMYANIITUU
U IpeKpacHeHIInil Ha 3eMe ropog, Lutetia Pari-
siorum, CKa3aJl U IIOBTOPUJ IIPOBOAHUK, urbs
grandissima atque pulcherrima est / ‘Lutetia, said
the train conductor in my dream, switching com-
pletely to Latin, is the greatest and most beautiful
city on earth, Lutetia Parisiorum, said and repeat-
ed the conductor, urbs grandissima atque pulcher-
rima est’’;
Yero BBl MILETE B apXUTEKType? <..> Kax Mox-
HO OTBETHUTb Ha TaKoi Bompoc, such a question?
Kax 65l MBI Ha HEro HU OTBETUIIU, NI060I OTBET
6yzeT ToMbKO crnoBamu, Goree HUYeM, just words,
nothing more / ‘what are you looking for in archi-
tecture? <...> How can we answer such a question,
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such a question? No matter how we answer it, any

answer would be just words, nothing more, just

words, nothing more’;

Ipupoza Bered, la nature des choses, packpeiBa-

J1ach Tlepes ero BHyTPeHHUM B3ITILA0M, son regard

intérieur / ‘The nature of things, la nature des cho-

ses, unfolded before his inner gaze, son regard in-

térieur’ [Makushinsky 2018: 14, 128, 68].

Or in brackets:

U s BbIOpas Tako¥ 6eTOH, TAKOU Ipy6bIi, ¢ TAKUM

KPYIHbIM HAIIOJHUTENEM, TAaKUM GOMBIINM CO-

Zep>xanueM me6Hs (grobe und grofle Gesteinkor-

nung), 4To OH BBIISAUT KaK [IPUPOAHBLI MaTe-

puan / ‘and I chose such concrete, so coarse, with
so much filler, so much gravel (grobe und grofie

Gesteinkornung), that it looks like a natural ma-

terial’;

Msl 06peyeHsl, FOBOPUT OH, Ha IIOUCKU HEKOEro

cMmbicaa (a sort of sense). <...> Mbl He MOYKEM €ro

BBICKA3aTh, HO MOXKEM €r0 OCyLIeCcTBUTS (realise) /

‘we are condemned, he says, to search for a sort of

sense (a sort of sense). We cannot articulate it, but

we can realise (realise) it’;

dororpapuu Mysed COBpeMEHHOTO MCKYCCTBA

B Ocake, IOCTPOEHHOTO B BUAE ANLA, JEXKALLET0

Ha GOKY <..> — OZHA M3 CAMBIX CMEBIX, KaK CKa-

3aHO 6bIIO B KOMMEHTAPUAX K KAPTHHKE, U CAMBbIX

6e3yMHBIX €ro [IOCTPOEK, LIeAeBp CyMacluexei
apxutektyps! (architecture folle) / ‘the photos of
the Osaka Museum of Contemporary Art, built in
the shape of an egg lying on its side <...> — one of
his boldest, as it was said in the comments to the
picture, and his craziest constructions, a mas-
terpiece of crazy architecture (architecture folley

[Makushinsky 2018: 154-155, 130, 47].

In rare cases, foreign-language fragments
do not have equivalents in Russian in the text of
the novel. First, when the reader can “guess” the
meaning of the word from the context — «SI s
B ApreHTUHY II0 Jie/laM, disons, coeit d)HpMLI» /
‘[ was sailing to Argentina on business, disons, for
my firm’ [Makushinsky 2018: 38]. Second, when
it is a precedent text: «CamMo# BaXKHOM I HETO
LUTATOM, KOTrZa OH paboTai, 6pUI0 YyLecHOe CTH-
xorBopenue Ilonsg Bajepu o kOIOHHAX (douces
colonnes, 6 l'orchestre de fuseau... chacun immo-
le son silence a 'unisson...)» / ‘the most impor-
tant quote for him while he was working was Paul
Valéry’s wonderful poem about columns (douces
colonnes, 6 'orchestre de fuseau...chacun immo-
le son silence a I'unisson...) [Makushinsky 2018:

127]. Finally, if the Russian version of the fragment
is not quite “safe”, as it potentially leads to new
(unwanted) meanings — “So we just did it in the
car and then in the cabin, and I came three times
consequently (twice with the clitoris and at the
end with the uterus...it’s a sort of a poem, isn't it?),
screaming and biting him like a whore” [Maku-
shinsky 2018: 259].

Since the plot of “Steamship to Argentina” is
devoted to the fate of emigrant characters (the
first and second waves of Russian emigration) and
all the major shocks of the 20th century, there is
a temptation to explain the formal multilingua-
lism in the novel by the need to portray interlingual
interference in the speech of people who have long
lived outside their native language environment.
However, analysis of the text points to a different
function of literary multilingualism in “Steam-
ship to Argentina’. This novel ismeaning -
fully translingual: foreign-language inclusions
are stylistic dominants of the text through which
the author recreates certain images of the world,
character, and language. This world is dynamic
and escapes fixation by the boundaries of nation-
states: the characters walk down a German StrafSe,
French rue and find themselves on an Argentine
avenida. This character has a multiple identity to
which, as the plot develops, he adds new dimen-
sions, and his very name changes its “nationali-
ty” from time to time: Arekcandp Hukoraesuu
Bockoboninukos in Russia, Alex Vosco in France,
and Alejandro in Argentina. This language is the
intersection of languages, a continuous transition
from one to another.

Another crucial element of the translingual
poetics in this novel is the actualization of the
architectural code, which can be seen as an addi-
tional language. From a semiotic perspective, ar-
chitecture is a universal sign system that does not
require translation and prompts certain actions
(climbing stairs, looking out the window) [Eco
2006: 262]. Architect Voskoboynikov speaks this
language around the world, and the recognition
and demand he receives according to the plot in-
dicatethathisarchitectural statements
have been heard.

Voskoboynikov’s architectural constructions
appear as philosophical theses that rhyme with
both the plot and the semantic level of the novel,
and thus are available for translation into the ver-
bal sign system. Some of them literally correspond
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to the phrases from the architect’s diaries, articles
and interviews. For instance, the egg-shaped mu-
seum of contemporary art mentioned in the quote
above is one of the most important theses of the
novel: «Bce ycTpoeHO He Tak, Kak Mbl [yMaeM» /
‘Everything is not arranged the way we think it is’
[Makushinsky 2018:199]. Other architectural pro-
jects of the main character can be interpreted as
“Harmony of text and context”, “Fighting the for-
ces of anonymity”, “Rethinking the past as an al-
ternative to denying it”. At the same time, all of
them are characterized by the modality of mo-
tion: the bridge f1ie s over the bay; the universi-
tyslides down the slope; the new residential
areadescends inledges and, when viewed from
above, resembles the curves and loops of a river.

4.W. G. Sebald’s Photo Narrative

Of all the authors discussed in this article, it is
concerning Sebald’s work that researchers often
use the notion of ‘transitivity’ and in different con-
texts: poetics of transitive memory [Wollf 2009],
transitive identity [Clingman 2009], the transitive
activity of construction [Williams 2019]. Thus, by
proposing the concept of a transitive literary dis-
course, in a sense, we continue the already out-
lined research logic. The optic we propose makes it
possible to reveal the manifestation of transitional
poetics in their interrelation at all levels of the fic-
tion text: formal and stylistic, thematic, semantic,
figurative and metaphorical, and character level.

The German-British poet, novelist, essa-
yist, and literary historian Winfried Georg Max-
imilian Sebald (1944—-2001) is one of the most re-
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Tolol

vered authors of the late twentieth century. He
was born and spent his childhood in the Bava-
rian fairground community of Wertach. He stu-
died German philology at universities in Germany,
Switzerland, and UK, where he later moved per-
manently in 1970. In his fiction texts, which some
researchers prefer to call books rather than novels
[Zilcosky 2006], Sebald developed themes of me-
mory, forgetting, silence, and national trauma as-
sociated with the events of the Second World War
and the Holocaust. The main language of Sebald’s
work is German. His most recognizable tech-
niques are the documentary and, at times, ency-
clopedic factuality of the fiction, translingualism,
and the introduction of a visual element that we
will focus on in our article.

In his books (both in novels and nonfiction),
Sebald places images (indistinct black and white
photographs, drawings, newspaper clippings,
and other documents) the connection of which
to the text seems contingent. The writer works
hard to strip the image of its illustrative function
such that the picture becomes a supplement to
(and confirmation of) the written words. Thus,
for instance, visual insertions are placed in the
fabric of the text in seemingly inappropriate pla-
ces, not at the moment of an intonation pause but
often “in the middle” of a word. Simultaneously, as
the researchers of the photopoetics of Sebald have
pointed out, images have new functions: to unite
the stories in the novel; to discover a deeper connec-
tion between the stories than the narrator shows;
to fill in information that is missing in the text
[Zozulia 2018]:

Pic. 1. Fragment of the novel
“Austerlitz”, German edition
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The result is a photo narrative that tells a sepa-
rate story and thus the reader is in constant tran-
sition between two sign systems. By breaking the
narrative link between text and photographic
image, Sebald manages to achieve a dialogue of
two narratives. In this dialogue, images are given
a “voice” and we can speak of the presence of an in-
dependent language in the novels — photography.

In the novel “Austerlitz” (2001) there are 86 vi-
sual inclusions. Comparison of the German (origi-
nal), English (authorized), and Russian editions of
the novel [Sebald 2019; Sebald 2011; Zebald 2019]
showed that the size of the visual fragments and
their place in the text coincide as much as possi-
ble given the translation and the differences in the
“size” of graphic signs and semantic units in dif-
ferent languages.

Pic.1 shows the first elements of photopoetics
that the reader of “Austerlitz” sees (except for the
cover photo, which, however, at the beginning of
reading the novel is not yet perceived as part of the
narrative). ‘Austerlitz” opens with a description of
the storyteller’s visit to the pavilion of nocturnal
animals (Nocturama) in the Belgian city of Ant-
werp. And then goes on:

Von den in dem Nocturama behausten Tieren ist

mir sonst nur in Erinnerung geblieben, daf etli-

che von ihnen auffallend grofie Augen hatten und
jenen unverwandt

< photo of the eyes of “animals” >

forschenden Blick, wie man ihn findet bei be-

stimmten Malern und Philosophen, die vermittels

der reinen Anschauung und des rei-

< photo of human eyes>

nen Denkens versuchen, das Dunkel zu durchdrin-

gen, das uns umgibt’ [Sebald 2001: 7-8].

In Sebald’s novels there are no image captions
clarifying the content of the photograph, and
therefore researchers and commentators are en-
gaged in the “unraveling” of the photographs on
their own. In particular, it has been established
[Malikova 2008] that in the fragment in question
the eyes “belong” to 1) a lemur, 2) an owl, 3) a close
friend of the writer — the artist and photographer
Jan Peter Tripp, 4) the philosopher Ludwig Witt-
genstein (who “appears” again a few pages later —

this time in the verbal text — when portraying of
Austerlitz).
The appearance of all these “eyes” in the novel
(as well as other visual fragments in Sebald’s work)
does not seem justified through the verbal narra-
tive. It surprises readers and, in a sense, confuses
them [Hills 2012]. Examining instances of the “in-
vasion” of the visual in Sebald’s novels, Helen Hills
observes that through this kind of interaction be-
tween text and image, the writer makes visible “the
great difficulty and the responsibility of enuncia-
ting”. The researcher goes on to explain as follows:
His writing demonstrates the extremely problema-
tic relationship between writing and speaking,
images and memory, and the obliteration of other
stories or other versions of the same story that his
words necessarily and inevitably represent, even
in their arduous task of searching to remember
something and to restore something that has been
willfully obliterated [Hills 2012: 63].

The “hybrid” interplay of verbal and visual
codes in Sebald’s novels are suspended in a rela-
tionship of compromise, and this potentially re-
moves the problem Hills speaks of: any story told
necessarily and inevitably erases other stories. The
writer destroys the integrity and harmony of his
artistic statement, thereby depriving it of its abili-
ty to be termed/considered a story and to claim
truthfulness. In this manner, the destruction of
subjectivity through the image of “text-ruin” ac-
tualizes the architectural code in W. G. Sebald’s
novels [Schauss 2021; Ward 2006].

The same function is inherent in the translin-
gual component in the novel “Austerlitz”. Foreign-
language inclusions in six languages — French,
English, Czech, Dutch, Valais, and Latin - can be
seen as compromising literary discourse, refuting
of the sustained integrity and objectivity of the ar-
tistic statement; as an attempt to ruin the mytho-
logy of a monolithic national literatures based on
the idea of “national language”. This is the crucial
distinction between translingualism in “Steam-
ship to Argentina” and “Austerlitz”. Makushinsky’s
translingual narrative is a dynamic recreation of
a multilingual and transitive artistic world and
the image of man in it; national languages in their
transition from one to another is an image of the

t “Otherwise, all I remember of the denizens of the Nocturama is that several of them had strikingly large eyes, and the fixed,
<photo> inquiring gaze found in certain painters and philosophers who seek to penetrate the darkness <photo>which surrounds

us purely by means of looking and thinking” [Sebald 2001: 3].
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global language. Conversely, Sebald’s artistic world
disintegrates into multiple worlds, and this is also
a manifestation of transitivity.

5. ‘Zwischenbereich’ of Vladimir Vertlib

Vladimir Vertlib was born in Leningrad (now
St. Petersburg) in 1966. When he was five, his
family moved from the USSR to Israel. He sub-
sequently lived in Austria, the Netherlands, the
United States, Italy, and finally, in 1981, returned
to Austria. Vertlib currently holds Austrian citizen-
ship. The main language of his work is German.
According to Vertlib (the essay “Spiegel im frem-
den Wort”), for people who emigrated, the home-
land is a kind of fictitious “inter-world” since “emi-
gration is international” [Vertlib 2012: 15]. He fur-
ther adds, “It is an intensified form of experience
of another existence and of loss of identity, which
has become a sign of our time” and “making this
global aspect of emigration visible seems to me as
one of the most important tasks of contemporary
art”. This is the primary theme of Vertlib's creative
work, which we prescribe should determine the
way of studying his works. Vertlib insists, ,Sin-
cethereareno ‘pure nation-states, therearenomore
national literatures® (,..da es keine reinen Nation-
alstaaten gibt, gibt es auch keine Nationallitera-
turen mehr*) [Vertlib 2012: 37].

The writer highlights that in the works of mi-
grant writers, there is no semantic unambiguity;
they refer to a special area of culture which can
be termed interethnic (Zwischenbereich) [Vertlib
2012: 39]. This forms a border area where diffe-
rent languages of different cultures coexist and
converge: “Meine schriftstellerische Heimat ist der
Grenzbereich, die Gleichzeitigkeit und das Neben-
ein ander” (“My literary home is the border area,
the simultaneity, and the juxtaposition”) [Vertlib
2012: 59]. Therefore, migrant authors assume mul-
tiple identity (Mehrfachidentitit), which enables
them to create new forms of multilingualism. Ac-
cording to Vertlib, his narrative discourse has the
“German surface, under which — rather uncon-
sciously than consciously — there is an interaction
of the sentence structure, the melody and the id-
iomatic of the Russian language” (“eine deutsche
Oberfliche, unter der oft, eherunbewusstalsge-
wollt, Satzbau, Melodie und Idiomatik des Rus-
sischenmitschwingen”) [Vertlib 2005: 59]. Hence,
one can imagine the immense creative potential
of this writing concept, how brightly and creative-
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ly the poetics of a literary text can be outlined at
several levels.

In this regard, Vladimir Vertlib’s novel
“Zwischenstationen” (Intermediate Stations) is
representative. Different countries and cities are
depicted in the novel’s flickering pictures. There
is no single holistic image as there are no specific
landscape descriptions. There are only fragments
and shreds of countries and cities — a piece of
a street, a corridor in a block of flats, an eleva-
tor cab, a room, or part of a room, representing
a fragmentary space, however, simultaneously,
a strikingly whole one. The wholeness is created
by the novel’s language — by languages and by the
discordance of immigrants of different nationali-
ties whose paths intersect during their endless
movement.

The unique artistic transitivity penetrates the
level of characters as well. In the series of events,
the actions of the characters are only outlined and
not described in detail. They remain quite mono-
tonous and faceless. Their impulses and dreams
do not indicate their individuality either, contrary
to the traditional “monolingual” realistic prose.
Therefore, in Vertlib’s novel, life activity is ex-
pressed differently: each character is determined
by their relation to the language (in its mental and
existential frame). The characters are divided into
types — those who are locked in their native lan-
guage (and in once and for all a certain worldview)
and those who can adopt a different viewpoint on
things and thus become freer [Vertlib 2005].

6. Conclusions

According to Mikhail Bakhtin, the picture of
the world represented in the works of various
epochs is different. At the same time, Bakhtin looks
at the history of the novel not chronologically in
the narrow sense, but in the “great time” of poe-
tics [Bakhtin 2010: 10-59], and hence, the novelty
of each of the literary worlds appears clearly and
expressively in his conceptualization. Bakhtin
deploys the picture of the world in the work from
a dual perspective — as “the world depicted” and
“the world depicting”. “The world depicting” is the
writer’s creative principles related to the percep-
tion of time in their epoch. “The world depicted” is
“the time-space and the image of man in the no-
vel” [Bakhtin 2010: 19]. As is well known, Mikhail
Bakhtin has developed a detailed classification of
spatio-temporal novel structures, but the principle
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of transitivity was not involved in their organiza-
tion; the picture of the world was always framed
within the boundaries of one national and mental
language. Today, there is a new mobile chrono-
tope, and the form of representation of the new
literary worlds is translingualism and multimo-
dality.

The concept of transitive literary discourse
is a theoretical tool, sufficiently specific and yet
flexible. It allows the main trends of newer lite-
rature to be considered in their potential unity
from the point of view of the aesthetics of verbal

JIuTeparypa

creativity. Following this logic, literary translin-
gualism and multimodality appear as ideologi-
cally close forms of representing the transitive,
non-static picture of the world in the novel. To
see this in practice, we propose a three-part
analysis strategy for the transitive literary texts:
character—-world-narrative. This means that it
is necessary to identify the translingual and/or
multimodal component for designing the literary
characters, the surrounding artistic space, and
the choice of narrative strategy.
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