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1. Introduction



Two very different writers with very divergent backgrounds avail themselves of the use of pictures as narrative elements in their novels. Two very different writers who nevertheless have more in common than a stylistic extravagance: They are both directly or indirectly linked to the events of World War II and make the trauma experienced thus a major subject of their literary works. W.G. Sebald, German citizen, born in Bavaria in 1944 and deceased in 2001, grew up at the time when Germany was trying to come to terms with its atrocious past. His own father served the Nazis in the
Wehrmacht
and was a prisoner of war until 1947. Many of Sebald’s works thematize the trauma the victims have suffered and the necessity of individual and collective memory in this process (McCulloh XVI-XXII). Jonathan Safran Foer has a completely different background. Designated the shooting star of the New York literary scene, he published his second work
Extremely Loud and Incredibly Close
in 2004, three years after his award-winning debut
Everything Is Illuminated,
and was credited even more enthusiastically for it. Born in 1977 in Washington D.C./USA, he never was in direct contact with World War II or its immediate aftermath. However, he descends from Ukrainian emigrants who fled persecution from the Nazis, who had already claimed some of their family (Franke 9-10).



Both writers stem from a different background in cultural, historical and local terms. Whereas
Austerlitz
is the last work of Sebald, which he finished shortly before his unexpected death in a car crash at the age of 57,
Extremely Loud and Incredibly Close
is only Foer’s second novel, finished at the age of 27. However, they do not only both circle around the subjects of trauma through war, the loss of parents by the hand of the enemy and the impact of memory. They also both use graphic representations as an autonomous layer in their narratives, and are thus, according to Rippl to be subsumed under the genre of iconotexts (11).
1
These graphic representations - photographs, maps, drawings, flip-book collections, etc. - are generally used in various ways to visualize meaning. The



1
I will not employ the term “photo-text” which von Steinaecker proposes (Literarische
Foto-Texte
13) since although the emphasis will be on the analysis of photographs, it will not be limited to it, but include other material pictures such as drawings, etc.
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main protagonists, Austerlitz and Oskar, serve as both the collectors and creators of these representations within the narratives. Austerlitz and Oskar are as different as their inventors are. British citizen Austerlitz originally is of Czech origin and arrived in England in the course of a rescue mission that escorted mainly Jewish children out of Nazi Germany and the surrounding occupied areas prior to the outbreak of World War II. Austerlitz, a grown and, in the course of the novel, aging man, travels physically and mentally back to the city of his childhood. Oskar Schell, a nine-year old New Yorker, has recently lost his father in the 9/11 attacks and wanders through the boroughs of his city in the search of answers to his father’s death.



As different as they are, both Austerlitz and Oskar, as well as Oskar’s grandparents, have suffered traumatic experiences by war and the loss of loved ones. The pictures that have been integrated in the narratives execute various functions on different levels along the way of their stories. On the intrafictional level, they act as visualizations of pain and trauma, proofs of existence and identity, evidence of history, media of documentation and verification, surrogates of experience and means of expression. On the extrafictional level, they serve not only as a means to carry on with the narrative on a visual level, but also as a reminder that pictures are always open to numerous interpretations and do not necessarily contribute to authentication, realization and truth as they are often perceived to do in everyday life. Rather, they give way to fictionalization, and to the construction of one’s very own version of an explanation, which can be either a way of coming to terms with received trauma or of impeded recovery. The aim of this thesis is, on one hand, to closely examine and compare the functions of images in both narratives, whether material or verbal, although the emphasis will be on photographs, and the way they interact with the written text. On the other hand, the thesis tries to educe the statements Sebald and Foer endeavor to make by pursuing intermedial strategies.
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2. Theoretical Background



With regard to the fact that images in the sense of mental images induced by the texts are innumerable, a concluding examination of intermediality in the two novels is not realistic. At the same time, reducing the analysis to material pictures only would also reduce the depth and thoroughness of it. Thus, the target of this thesis will not be set on the completeness of the subject, but on the elaboration of its focal points. Moreover, as the majority of the material pictures are photographs, special emphasis shall be placed on these media. In the following, I am going to provide a short survey of the state of research concerning Sebald’s and Foer’s literary works, and then proceed with a theoretical and philosophical approach to, first, word and image in general, which leads to an approach to intermediality, and second, to photography in particular.



2.1 State of Research



Whereas Sebald’s works have been scrutinized very thoroughly, especially after his death in 2001, secondary literature published on Foer is scarce. Gradually, papers are being loosely released, but according to my knowledge, although his novels have been finding their way into schools and universities, no scholar has yet dealt with Foer’s literature in a book or has collected and edited respective essays. The essays that have been written mainly deal with the novel’s approach to the 9/11 attacks due to the fact that this was one of the first novels published on this subject, which include, for example, those by Jessica Franke (2005) or Benjamin Bird (2007). The use of photographs in
Extremely Loud and Incredibly Close
has been grazed by scholars who occupy themselves with the use of picture in fiction in general, such as Timothy Dow Adams (2008) or Julia Evergreen Keefer (2005). However, none of them has yet taken his or her time to closely examine Foer’s treatment of intermediality, but have merely made a reference to the novel.



Sebald’s case is very different. As Long observes, “W.G. Sebald has become one of the most written-about contemporary German authors”. Conferences are being held, interviews made and reviews written (11; compare Atze and Loquai
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9). However, as Long and Denham point out, scholars have only begun to intensely engage Sebald’s literature after his death in a car accident in 2001 (Denham 1; Long 11). Moreover, Denham claims that although Sebald was a German citizen, he was “better known and more celebrated in the English world of letters than in the German, at least between 1996 and 2003, when his œuvre, following his death, began to be read more in the German-speaking world” (1). According to Long, all of Sebald’s works, except his first work
Nach der Natur,
have been mainly analyzed under the aspects of the Holocaust (14), memory (16) and the ethics of representation (18), especially when it comes to photography (19), but also under the aspects of melancholy (21), home and homelessness (22) and intertextuality (24). As to the first, Sebald’s works as Holocaust literature, Denham is certain that the reason for Sebald’s early recognition in the Englishspeaking world lies here. He argues that Sebald has approached the subject of the Holocaust, a “specifically German catastrophe of modernity that is murder, exile, loss, and grief”, tactfully as well as with modesty and helplessness, but at the same time with relentlessness. He adds that Sebald is perceived to act contrary to the cliché about German “know-it-all” intellectuals who are either “guilt-laden or anti-fascist or moral-relativist and revisionist” (6). Apart from his rather harsh words concerning German writers who have been dealing with the Holocaust, Denham fails to explain why Sebald has long been ignored by German scholars. Neither do German scholars make allowance for this fact; Martin and Wintermeyer merely state that this again demonstrates how differently German literature is received internationally (10). However, German scholars also deal with the approaches that Long has listed and it is important to point out that they are by no means disjunctive. On the contrary, the notion of the Holocaust (and additionally 9/11 in Foer’s case) interferes with the question of intermediality as much as with the notions of memory, ethics of representation and homelessness. The question of how pictures, and photographs in particular, are used in the two novels shall be the thread that links these approaches.
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2.2 Word and Image



Modernity’s desire to “make visible” has found many outlets: photography, film, television, video, etc. (50). This “shift” away from scripture towards visualization has been called “the pictorial turn” by Mitchell (Picture
Theory
11-13). Pictures are used to clarify, illustrate, demonstrate, narrate, etc. This shift has raised various questions, not only concerning the nature of pictures, but also concerning the nature of their relation to language. In order to clarify my argumentation in the main part, I am going to provide an explanation of pictorial as well as textual representations, their specifications and the manner of their interaction.



2.2.1 Terminology



Austerlitz
and
Extremely Loud and Incredibly Close
both offer textual and pictorial representations as a subject of analysis. Therefore, a clear understanding of “text” and “image” and/or “picture” as well as their implications is required (the term “representation” will in the following be used to denote a visual or verbal reproduction of a concept, person or object). Metzler’s
Lexicon Literatur- und Kulturtheorie
defines “text” as an instrument of communication by means of language (650). This implies that it can be spoken as well as written. Analogical to Rippl (17), I am going to use the term “text” in reference to the written and printed text of
Austerlitz
and
Extremely Loud and Incredibly Close.
Pictures are not that easily defined. Rippl (17-19) refers to Mitchell and states that pictures must be examined individually according to their time, their discourseanalytical level and typological specification. Especially Mitchell’s image typology appears to be useful to specify the subjects of examination (Iconology 10; compare Rippl 18):
2



2
Rippl points out that due to the fact that this typology was made in 1984, it might have to be elaborated in order to do justice to electronic picture representations. Moreover, she criticizes the fact that both two-dimensional and three-dimensional representations fall under the same category although they evidently bear divergent characteristics (18-19). As three-dimensional representations are not the subject of this thesis, this fact does not affect my argumentation.
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Fig. 1 The Family of Images according to Mitchell



In the course of my argumentation, graphic and verbal pictures will be of the most interest (compare 2.4
Intermediality)
and I will use the term “material” synonymous with “graphic” at times. However, both of these categories are intertwined with the category of mental images. Through the use of graphic images as well as verbal images, they necessarily succeed in evoking mental images within the reader. Such can be ideas, associations, fantasmata which Mitchell defines as “the revived versions of those impressions called up by the imagination in the absence of the objects that originally stimulated them” (Iconology 10) and, most importantly in Sebald’s case, memories. Thus, images of the graphic and the verbal categories in fact serve in order to stimulate mental images, which will be a major subject in the main part.



At this stage, however, it seems to be important first to clarify the difference between “picture” and “image”, if there is one. Mitchell argues that the two terms are “often used interchangeably to designate visual representations on twodimensional surfaces.” However, he elaborates that there are distinctions: A picture is the representation of a “constructed, concrete object”, “a deliberate act of representation (to ‘picture’ or ‘depict’)” and “a specific kind of visual representation”. An image, meanwhile, is “a virtual, phenomenal appearance”, “a less voluntary, perhaps even passive or automatic act (‘to image or imagine’)” and
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a summary of “the whole realm of iconicity” (Picture
Theory
4). Thus, it seems advisable to use the term “picture” when it comes to the graphic representations in the two novels and the term “image” whenever verbal images are concerned. As image and picture seem to be more naturally defined by their dialectics, so are word and (graphic) picture”. Rippl argues that word and picture are two important complementary and causally linked modes of approaching the self and the world because pictures are framed by words and words evoke pictures’ mental equivalent, i.e. images (20). Moreover, she speaks of a “leitdifference” since in occidental cultural history words have always been compared to pictures and vice versa (32-33). She bases her assumption on Mitchell, who calls the relationship a “dialectic of word and image” (Iconology 43), which requires, in Rippl’s eyes, that the borders of both systems must be understood as open in order to allow an analysis of their interaction (33; compare 2.4
Intermediality).
The fact that in
Austerlitz
and
Extremely Loud and Incredibly Close,
mental images are the result of graphic and verbal representations complies very well with this understanding. Finally, a term is needed to designate the synthesis of text and images/pictures. Mitchell suggests the term “imagetext” to “designate[s] composite, synthetic works (or concepts) that combine image and text” (Picture
Theory
89). According to Mitchell’s own differentiation of the terms “image” and “picture”, however, the term “picturetext” would be more appropriate as Mitchell thereby alludes to texts including graphic pictures.
3
As Mitchell’s terminology appears to be slightly arbitrary, I will adapt Rippl’s suggestion of the term “iconotexts” which she defines as works that feature a co-existence of text and pictures as well as texts that evoke mental images or describe pictures that are not within the text (11).



[image: image b25594c504acf0608df05e57c5767eaf]




3
Strictly speaking, in Mitchell’s conception of the terms “image” and “picture”, the classification “imagetext” refers to all texts, as all of them evoke verbal and mental images, and is hence redundant. However, Mitchell is aware of this condition as he also states that “all arts are ‘composite arts (both text and image); all media are mixed media” (Picture
Theory
94-95).
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2.2.2 Mediality



According to Rippl, the sign systems of word and image/picture are different insofar as their carriers have different material properties. If these carriers, for example text and pictures, are understood as media, the way is paved for the comprehension of
intermediality
(42). Both Foer and Sebald structure their narratives with text and pictures, and thus apply an intermedial concept to their works. Whereas Foer integrates pictures into his narrative for the first time, Sebald had already worked with pictures in several of the novels preceding
Austerlitz
and they all share the same particular quality that will be discussed in the main part. In order to approach a definition of the concept of intermediality, it is necessary to clarify first of all what is meant by a “medium”. Müller defines a medium as a “carrier” or “mediator” of information, which transfers information from a producer to a recipient (127) and thus draws upon the classic model of sender and receiver. Whereas in a communicative situation between two people, the information flow is reciprocal and thus the roles of sender and recipient constantly change while the medium (written or spoken language) stays the same. However, in the case of literature, the roles remain steady and the communication one-way. The sender or, in Müller’s words, the producer is the author who determines the media, their presentation as well as the order in which they are presented. The recipient, the reader, receives the information the chosen media convey and interprets it according to his or her own standards. The above definition is rather general and does neither cater to what falls into the scope of media nor the nature of specific media. As mentioned at the beginning of this subchapter, Rippl also conceives media as “carriers” of signs and processes of signs in contrast to a more radical view that restricts media to a group of technical media. In Rippl’s conception, these carriers can be of a physical (dance, language), material (picture, scripture) or technical (photography, film) nature and are to be understood as different from the concept of sign systems in the sense of a medial extension of semiotics. If word and picture are regarded as divergent sign systems, specific “carriers” or “media” can be assigned to them (45):
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Fig. 2 The leitdifference between word and picture



The “leitdifference” of word and picture is sustained in their carriers or media as well as their forms of presentation. However, there are forms of representation in which a merging of text and picture occur, such as in pattern poetry. This is essential, as in
Extremely Loud and Incredibly Close
Foer creates pictures with scripture, and thus here, the “leitdifference” seems to soften. Nevertheless, exactly the attribution of the various media to their different sign systems allows the analysis of their interaction, the text-picture relation, and the mode in which they each offer an approach to the understanding of
Austerlitz
and
Extremely Loud and Incredibly Close.



2.2.3 The Nature of Text and Picture



Based on the fact that the media text and picture are divergent since they draw upon two different sign systems, they comprise different characteristics. In this section, I will discuss the properties of scripture and picture in general and not dwell on those of specific pictorial media such as the photograph, which will be discussed in 2.3. Therefore, the discussion does also exclude the various forms of representation the media can adopt.
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As Fassler points out in a illuminating synopsis of the valuation of text and picture in the occidental cultural history (42-46), the two media have generally not only been regarded as oppositional, but also as unequal in their value. He says that spoken and written language maintains an odd cultural headstart, which can hardly be caught up with. Text seems to be the indubitable storage unit to supply the mind with subjects whereas pictures obtain “a pathetic assistant role” (44). Mitchell alludes to the depreciation that pictures have come to experience, too, saying that text has been associated with elite culture whereas pictures have been allocated to the field of mass culture. However, he shares the opinion with Fassler and Rippl that both media are equivalent in order to offer access to the world or, as Mitchell puts it, that their specific “modes of representation and communication are altering the very structure of human experience” (Picture
Theory
3-4). Fassler’s appeal is unequivocal: “Visuality is an autonomous cognitive, medial and, by now, technical dimension of the self-organization of human society” (46). Therefore, it seems more appropriate to consider their peculiarities and interfaces than to perpetuate a conventional hierarchy. In his introduction to
Picture Theory,
Mitchell generally states that text and picture are “a commonplace distinction between types of representation and attributes each to the culture of reading or of spectatorship” (3). As mentioned in 2.2.1, Rippl bases the distinction on the fact that both media each belong to a different sign system. In contrast to pictures, the sign system of spoken or written language has a vocabulary, semantics, syntax and the capacity of being translatable. She quotes Langer, who claims that because of these features, the elements of text are linear, sequential, and discursive, and it arranges its elements one after the other whereas pictures present their elements simultaneously; they are co-existent.
4
Therefore, pictures do not depend on the reader to have understood and memorized everything in the course of the representation as text does (Rippl 38-39). However, Rippl points out that when it comes to written text, linearity is by no means a given from the reader’s perspective, who can re-read passages at will. She further demonstrates, with the example of pattern poetry, that written text is by all means able to suspend the pure discursiveness of spoken text (39-40). Moreover, one can also doubt if in the beholder’s perspective (analogical to the reader’s perspective in Rippl’s argument), simultaneity in a picture is still a given.
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4
Rippl summarizes Langer’s conceptions of text and image as “temporal art” (determined by linearity, etc.) and “spatial art” (determined by co-existence, simultaneity, etc.).
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Maffei and Fiorentini use Yarbus’ example of an experiment to illustrate that the beholder’s individual interests remarkably influence eye movement. Yarbus provided various participants with the same picture. Recordings of their eye movements prove that each beholder has a different approach to the picture, thus e.g. focuses on different elements than others (201-203). Although the various ways of contemplation can by no means be described as linear or sequential, and the courses of the eye movements are highly individualized, it is obvious that simultaneity of perception is by no means present. From the recipient’s perspective, whether reader or beholder, the conception of pure linearity of written text and pure co-existence of pictorial elements does not seem to work. Rather, both written text and picture integrate both conceptions. Rippl affirms this claim by calling the thesis of simultaneity in a picture a “myth”. Art requires extensive contemplation as well since it is based on a sign system as well that needs to be decoded first, hence works of art can only be made accessible bit by bit and, therefore, are discursive as well. She adds that due to the common understanding of simultaneity in pictures, they are nevertheless likely to be contemplated insufficiently, a fact that can be compensated by textual images that call for a more guided, or linear, course of reception and take more time to convey all information needed for the image, which prolongs the reception period (37). However, both Sebald and Foer also rely on the reader to slow down his or her reading and let the pictures take their effect (compare 3.2.4
Reader Involvement)



Another first-glance distinction is the supposed fleetingness of textual images, or rather, the mental representation we create in our minds. A picture, in contrast, is regarded to be material and, thus, stable. However, this implicitly means that each beholder would take pictures in identically, or objectively. As we perceive pictures subjectively and create differing mental representations of them, pictures share the subjective and fleeting qualities that textual images hold, although not to the same degree (Rippl 19).
5
The notion of subjectivity leads to another common understanding of text and pictures that is problematic: Due to the enhanced objectivity that pictures seem to offer their beholders, it is often claimed that they



5
In his definition of pictures, Fassler goes as far as to say that they are not the graphical material medium at all. A photograph or a painting is only a representation of desired expression and capacity, the actual picture (or rather image), is and remains mental. Material pictures are nothing but “phantoms of visibleness” (20).
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