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controlled, or mastered, by the mind. And the female body in particular
has been imagined as leaky and limp, and therefore especially in need of
taming, Not that men’s bodies haven’t been controlled too, as Foucault
shows us. But particularly as a woman reader I find your depicton of the
body as mobile and dynamic really hiberanng. Is 1t for you as a woman
important to stress bodily freedom, or 1s that not an issue for you?

Griinzweig: Maybe I'll get round to this matter of femininity soon. Your
questions are useful prompts...In any case, physical movement, the need
for physical movement, is for me a pressing concern. I have this urge to
run, jump, plunge in, as into a lake, however cold it may be. And then I
have a tendency towards tomfoolery, so that people think I’'m not all
there, and I like that! And — this is related — I like using inappropriate
words, ones which irritate other people. It’s like pulling faces or being
clumsy. There’s this desire to alienate through words — I find it amusing,
Here I think there’s a parallel with Hopkins who, as a Jesuit priest, had to

live within a regulatory linguistic system, and who also perhaps felt a need
to subvert this system. But as a woman...yes, maybe...

JEREMIAH: Yes, I mean, I find the fact that women travel itself no-
table and exciting, you know lLike Mary Wollstonecraft in the eighteenth
century, and now migrant literature by female wnters... That women are
moving and writing about it, and that the female body need not be justa
resource or 4 container or an object...

Griinzweig: Hmm. Yes, well there 1s this breadth...1 do conceive femi-
nine personalities as huge territonities in which I can reside, but of course
this terrain is always under threat of disruption or invasion. As far as
writing as a woman is concerned, I haven’t thought about it directly or
consciously, but there is this fusion and blurring which you mentioned.
When words rush at me, or when I gather impressions, I have a sensation

of being utterly open, like 2 sluice, or rather like a highly permeable mem-
brane.

JEREMIAH: How far do you exercise control over this process, and

how far — well, perhaps you can’t know —1s it the result of unconconscious
impulses?

o
o
o
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Griinzweig: | do have a feeling of control, but only when 1 go over the
poems. I have these notebooks in which 1 scribble quite wildly, 1n bursts,
but then comes a desire for order. A process of aestheticization has 0
involve an element of control. The subconscious for me is just the mine
on which one draws; constant ordering takes place. The less my con-
sciousness filters and censors, the more things are brought together which
in the conscious top layer would not be brought together. So for example
you have an encounter with a person, then you observe a natural phem_om-
enon, then you write about the latter. During this process the two thmgs
are linked together, so that both areas are fused; a complex of moufs_m
the poem reveals itself to be an image pertaining to the experiences with
the person. Such a weaving together of different strands presupposes the
state of weightlessness I was talking about, this being unencumber_cd l.J)?
expectations, appointments, preparation for work — so ina c.o_ndiuon n
which those things do not drag you down. In such a state, writing causes
subconscious forms to solidify, like when metal is cast into figures.

JEREMIAH: Of course the reader’s unconscious 1s mvolved, too. Ope
finds things interesting in a text because they appeal to one in perhaps quute
unconscious ways. ’'m interested in this relationship between reader and
writer, and was wondering if you also thought of writing as a relatonal
process?

Griinzweig: Yes, absolutely. The last words of Vo Eisgebreit, ”Aber_a.ls
Geistesgetreue zu denen/ ich rede zu denen ich denke/ kamt i.h: ja mit”,
sum up my attitude towards this relationship. There 15 this poem a
desire for continuous motion towards the unknown, the as-yet-unnamed,
and at the same time, the ”I”” of the poem is always speaking to address-
ces. These others are far away, but they will also be involved m the process
of naming in which the ”I” is engaged. The further away they are, the
better! But yes, poems are despatches to others.

JEREMIAH: But you have also said that you want to work quite inde-
pendently of everyone, and this tension is interesting, particularly for
women, of whom it is expected that they serve others, a pressure which
you yourself have felt. But you don’t serve others by writing?

Griinzweig: Oh, no! No. When writing, I don’t feel ’'m making the shghtest
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concession to anyone. [n other circumstances, in one’s personal relation-
ships, say, those feelings of duty and guilt are present, but not in writing,

1o,

JEREMIAH: Thinking more about the question of readmng as rela-
tional: it has been said that translation represents the most intimate form
of reading. I was wondering how you conceive the relationship between
translator and translatee, in your case, Sickka Turkka, Jorma Eronen, and
Hopkins, for example. Because it 1s an ethical question, and one which
involves power; you take the words of another and — well, it seems pre-
sumptuous, to take on such an important task.

Griinzweig: Yes, it is presumptuous. You certainly can’t justify it by claim-
ing that you are conjuring up the same creation in the new language. Po-
ems one translates are like prompts which lead you to recreate something
corresponding, or related, in the other language. This thought helps me to
get over this fundamental feeling of guilt I have about daring to work
with the poems of others. So I know what you mean when you talk about
the dubious ethics of translation. And regarding the relationship between
translator and translatee...I have in general a feeling of being completely
open to everything, of dissolving and of being inundated — in my work as
a teacher, for instance — and so [ take the words of others into me, too,
and they live not only in my heact and head, but also in my entrails and my
womb. Working with someone else’s poems triggers off a process of
rejection. It’s like having a skin graft, or someone else’s hand attached to
you, whereby you have the feeling sometimes that you can hardly bear it.
As far as power is concerned, when you enter into the kingdom of an-
other poet, you are forced into a position of humility, as you have the
feeling that you have your ewn realm of words, for which you live — and
this reconciliation is difficult. But of course, this only throws light on the
difficult aspects of translation. Translation can have the opposite effect as
well, being inspiring and educational. One has the opportunity to train
under a poet one reveres. As regards Hopkins, I somenimes have the feel-
ing that one has at some point just to give up. But then I can imagine that
having decaided to carry out a translation project, you can justify it in a
different way. Maybe by thinking that you are enabling 2 particular poet to
be received and understood in the other culture when s/he would other-
wise not have been encountered there.
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JEREMIAH: Does it help writers i general to know other ]mws?
And if so, how does this knowledge have an mfluence on one’s writing?

Griinzweig: Well, there’s this state of hovering I've talked about, which 1s
linked to physicality and which 1s a condition of inspiration. And 1 see the
linguistic sphere similarly. Physically, I imagine German to be werghmg me
down as if I were lying on the ground with stones on top D_f me. T'he
Finnish language, in its otherness, pulls this weight in the other direction, so
the pressure is suspended. One language pulls one way, the other the op:
posite way. And so this hovenng is permitted. AI]Othf_:l‘ thOught:. one’s
own language is a refuge in a foreign environment, but it 1s also relatvised.
You can find concepts, expressions, or patterns of sound funny, even
grotesque, when you hear them from the outside. That which is onc‘.s own
becomes strange, and that’s a good thing, And then this constant childlike
wonder which a foreign language provokes. 1 find that sense of mystery
amalogous to a kind of creative state in which the poet no longer entirely
knows what is happening to her, when the words gam the upper hand and
require humility. The foreign language is like air at high alutude; it refreshes,
and allows expansion.

Helsinki, February 7, 2002.
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POSITION LOSING

Here this country
which agrees with me
leaves me cold

My voice with which I once
spoke for everyone

1sshnnkm.g

Here I sit
force myself
through newspaper reports
get stuck in the entanglement of sounds
and after that T don’ breathe a word

Unmolested on the sidelines
I take note
of the disasters of the homeland
The thought that it might need me
crashes during the flight
over the Baltic sea

A chip off the old
Germany
1s what they say about me
since then I've covered the mirrors

Obituary

Responsive
to no country

Poem by Dorothea Grimnzweig, translated by Emily Jeremiah.

,»Das Ende der Illusionen ist noch lange nicht das
Ende des Glicks™:
oder

Der Wunderglaube von Mario Wirz

Mario Wirz ist im Jahre 1956 in Marburg a. d. Lahn geboren. Zu seinen
frithen Werken zihlen Theaterstiicke und Gedichtsbande, v.a. Und Tranm
zeryaust dein Haar. Nachigedichte (1982) und Ich rufe die Wilfe (Aufbau, 1983).
Nach seiner Ausbildung zum Schauspieler, zog er 1988 nach Berhn, wo er
seitdem als freier Schriftsteller arbeitet. Seine viel diskutierten und
umstrittenen Romane Es i5z spdt, ich kann nicht atmen. Ein néchtlicher Bericht
(Aufbau, 1992) und Biggraphie eines lebendigen Tages (Aufbau, 1994) stellen
nicht nur das Selbstbild des ,,emanzipierten” Schwulen, sondern auch das
Selbstbild des HIV-Infizierten in Frage — etwas, wofiir er Kntik inner-
und auBBerhalb der schwulen Community dulden musste. Neben kntischen
Reaktionen gab es auch hymnisches Lob. Wirz'literarische Arbeit wurde
mit dem Liechtensteiner PEN-Preis und dem Forderpreis des
Brandenburgischen Literaturpreises ausgezeichnet. In dem folgenden In-
terview mit David Prickett duBert er seine Memmung zu | Identitatshteranur®,
zeitgenossischer deutscher Literatur, Tennessee Williams und dem
lasterhaften ,,Handy®.

PRICKETT: Ich habe das Gliick gehabt, dich dieses Jahr kennenzulernen.

Wenn ich deine Werke lese, habe ich deine ,hysterischen™ Gesten — sprich

demne Korpersprache — im Kopf. Wie kann — oder sollte — man das

Autobiographische von Mario Wirz und das literanische Moment von
" Mario Wirz unterscheiden?

Wirz: Hysterische Gesten? Das Interview st fir mich beendet (lcht und

spielt den Beleidigten). Wahrnehmung ist immer Interpretation. Im Kopf eines

Lesers, der Wirz privat nicht kennt, entstehen natirlich andere Bilder. Andere
Interpretationen. Kein Leser liest das Buch, das ein Autor geschrieben hat.
Und meistens hat sogar den Autor kein exaktes Wissen aber semen Text.

Der Text ist oft ehrhicher und radikaler und kliiger als der Autor. Jedes



