236 BHEx Graw

How to Modernize Hermeneutics:
‘Readings of Rilke’s Late Poems’
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Tg address the question of hermeneuntics™ modernization, 1 propose to tead a
E of Rainer Maria Rilke's. My presentation’s composition—which followes
- the rhythm of reflection, reading, and reflection—effectively demonsirates
~ my central thesis, which is this: Hermeneuties, which—following Friedrich
Schleiermacher, and in line with the Kantan tradiden—has been undemsiood
as the art of wnderstanding written works, is linked closely with the practical act of
reading. Hermeneutics is to be modernized according to how it conceives of
ways Lo engage with praxis. Moreover, hermencutics benefits from a reading's
potential to grasp a (literary) work in its singularity. Hermeneutics thus reveals
itsell as an art, unfolding in its reflections on reading gie practice and not
according to any pre-established methodology. This areful epproach relies on
readings that proceed spontaneously and ungoverned by pre-eseablished rules.
Hermeneuties claims, however—despite the spontaneity of praxis—to havea
rational hasis for its art, It roots its artstry in the process of reflecting upon
praxis. The more frequently this oscillation berween reading and reflection is
carried out in contnually updated and ever-new works, the more fully this
type of mational hermeneutic craftsmanship assumes its mature form. The
question arises, in view of this, how this artisanship, for which no rules exist
and whose rationality lies in readings” insistent reflectiveness, can be thought
in harmonious relation to the rgorous scholarly principle of verifiability. How
can we conceive of the hermeneutic craft as modern in this sense without also
seeing it forfeit its great advantage, which is to rely on readings that attach
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a5 o : ; .MI themselves to individual, singelar works? Two forms of rgfedien stand at the
§ 2 i3 § § § § § § § = center of what follows, The first traces the work’s singular, unique imperative
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* I presenied this paper at Princeton University, 22 Apeil 2015, following an invitation by
Mikolaus Wegmann, The cssay was trnshied by Leigh Ane Smith-Crary (Chicago); an car-
lier versinn of parts of it was published in the series of “Selected Lectuzes” at the interna-
tional Consortium for Rescarch in the Humanises “Fate, Freedom and Prognostication”
(University of Lrlngen-Nimberg) in 2012 CL on the subject also Christoph K, (-
telbienee din decte: REr-Celan-IFitigesrstein (Lille: Presses. Univérsitaices du Seprentrion, 2006y,
and sdem, Piilalsare der Poesie Tan Goethe bir Pefer Sypona? (Bealing Boston: De Gruytes, 2004).

Figare 1: Changes in the frequency of wse of 100 frequiently adspted disyllabic words of
maderm Chinese i the Shenbac.
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lines that can be “read” with mantic intentions. This he regards as the meaning
of Cebrich as be continues to read the poem, content to assign the word the )
meaning of the human band’s unique structure of refractions and folds
Brechungen sind Falfunges|. He progresses this far on the basis of his personal
experience. o doing so, his dialogic model of A's and By unification, which
for him epitomizes hermeneatic experience, provides the necessary philo-
sophic security. In fact, however, Celan had borrowed the word from hunting
jargon, according to which Gebranl designates a forest floor rtted up and dis-
turbed by wild boars.!

A second example. You all know Rilke's self-chosen cpitaph: “Rose, oh
reiner Widersprach, Luost, / MNiemandes Sehlaf zu sein unter soviel Lidern.”
(Rose, oh pure contradiction, delight / Of being no one’s sleep under so many
lids.) In Raron, on the church’s outer wall, one can read the two lines and
observe those who come to pay their respects as they make their interpreta-
tiens. What do they comprehend? Do they understand how the sentence
transforms the meaning of the word “rose™? Inidally, one gers along wich eve-
ryday meanings, as Gadamer has. The rose is familiar as a contradicton be-
tween sweet aroma and thorny stem, as well as a symbol of (libidinous) love.
But one stumbles soon encugh over the word “pure” {min). The principle it
points w0 is unfolded subsequently, in the second line. The rose changes into
shegty indeed, becomes e owe'’r sleep. In other words, taken positively, it be-
comes the sleep of a person consigned to oblivion. Now the rose has be-
come—in an elision that sees death as the brother of sleep (From Bach’s can-
taea, 1 will gladly carry the cross”}—another name for death icsell. Such
transformations do not exhaust the lines, Eyelids (Asgenddes) are a homonym
with sung verses (Iivsler)—and the rose is one of their company. After pass-
ing through multiple ransformations (skgh, wo eme perer), the rose uldmartely
becomes a word for art—an art familiar with death, All this was proleptcally
present in the descriptor “pure’” {refd). We are no longer speaking of a garden-
variety rose. From this brief reading we can see that everyday usage is in some
sense a non-stacter; on the conteary, cur hermeneatic task lies in the recon-
struction of the opacity of the text, Preserving its opacity, its strangeness, is
only possible when one submits to the regolarty and consequentiality of the
text, or, a5 it were, the text’s imperative, which is determined by s syneax.®

in—and often cnough againsé—its interpretative reading. It.reconstructs, i
other words, the imperatives (Zwinge) inherent in the work that serve to suide
serious readings of the same. It tests to what extent its own interpretation iy
oriented to its object: The second form of reflection provides a variation on
this theme by testing to what extent the readings of athers are oriented to their
object. These two forms of reflection are intimately linked by way of persis-
tent debate with previous interpretations, which becomes one of the primary
vehicles by which self-evaluation is possible. This dual form of reﬂt:t:tioHs
will become increasingly clear—is sb-ujul:f}mlu'ﬂﬂreading and the ways in which
this insistence occurs. The second form of reflection, which concerns reflee.
tion on others readings, is carried out, in the best-case scenirio, ina histori-
cally informed revivification of past interpretative conflicts. Our historical
scholarship is familiar with the institational, social, and biographical condi-
tdonals placed on knowledge; it is often practiced today, however, merely to
understand the ways institations sustain and propagate themselves systemi-
cally. Its purpose is more rarely that of interdocution with ealier scholarly in-
sights. Engaging with histotical precedents presupposes a first-hand interest
in and an individually developed viewpoint on a given object. In other words,
it presupposes the first form of reflection, for the desire to penetrate the [out-
Jdated modes of thought and expression in which such insights have become
shrouded and to reveal and revitalize them initially arises from a snijecline point
of view, In other words, successful interlocution with earlier interpretations
cuts through cultural forms of textual comprehension that have been histori-
cally and topographically conditioned. These conditions are pierced with the
aim of arriving at some insight which can be entertained sericusly once more,
My aim is to envision and construct, by way of our disciplinary history, an
F.ttensivc discursive space of historical— and henceforth re-imagined—read-
ings.

Both forms of reflection bring to light the way in which a critical herme-
neutic understanding progresses.

[would like to concentrate fiest on two examples that 1 will take from
close to home. Secondly, 1 will continue by identifying the principles of a
praxis that is to be improwved.

Hans-Georg Gadamer was of the opinion that his own stores of interpre-
tations and experiences were a sufficient basis for comprehending poems. He
once settled himself on a Duteh beach with.a collection of Paul Celan’s po-
_ems, and as he read, he came upon the phrase “Wege im.Scharten-Gebréich [/
deiner Hand™ (“Paths in the rutted shadows / of your hand™). He looks at his
hand, bends his fingers, and sees the lines in the palm coming into profile,

1 CF Hans-Goeorg 'Gndamcf, B e Ty o arer st Dhne i Komameanicr ot Patard O Creeliedit-
o ttemleristall™ (Frankfurt am Main: Subekamp, 21986), 137-56.

2 “Rase, o reiner Widcrsprach, Lust S Micmandes Schlaf zu sein unter soviel Lidem™, in Rui-
ner Maria Rilke, Vawtfioke Fents, od. Brmst Finn [Wicshaden; Insel 1957), wval. 1, L85
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Friedrich Schiciermacher developed the thedretical basis by which one can
distinguish the two principle ways of making sense of texts which I've illus-
trated in these two examples, In his notes for his Berlin lecture on hermeney-
tics in 1805, he describes two ways in which we can understand texts.

Two opposing maxims guide understanding, (1) | underseand everything unil [
run up against 4 contradiction or nonsense. (2} 1 understand noching that 1 canneg
appreciate and construe as imperative (mamesay). Undesstanding according to the
second maxim is an infinite task.’™

In the first case, one assumes in advance that texts are basically comprehen-
sible and that the task is simply to clear up any problems in understanding

_that arise. In this case, the process turns on one’s own experences. Under-

standing is constrained hy the limits of one’s own life—limits that may not be
transparently apparent. They may not be consciously perceived by the
reader/interpreter, and thus pose problematic, for their conditioning presence
on the interpretation cannot then be fully comprehended or taken into ac-
count. One goes—like Gadamer on the Durch beach—as far as one can, This
kind of understanding is attested to by the current idea that everyone has a
right to their own interpretation. In the second case, one proceeds from an
assumption of the original incomprebensibility and strangeness of texts. One
speaks of “understanding™ not only when the strangeness of the text has been
sought, but when the philologist, from within the strange text, has also
grasped and begun to reconstruct its unique imperative, inner coherence, and
consequentiality (Lagi€). Schleiermacher votes in faver of the ext’s opaque
imperative intentionality (its fremder Zuwang). In doing so, he bestows the ap-
propriate sesoesness upon the philologic disciplines, which of course concern
themselves first and foremost with difficult texis.

Hermeneutics is at a disadvantage in 2 world of literary ceiticism which
does not abways prioritize sericusness, however, for it is dt base a praxis, albei
a sagacious praxis. Schleiermacher's hermencutics developed as a reflection
on classical philology as it came to exist at the end of the eighteenth century
in German universities. The question as to how the philologists” discipline
reflects on itsell without betraying itself—the praxis which is at its heart—
troubled philologists from the very beginning, A hermeneuntically grovnded
philology, however, maps out its own royal road: it seeks the answer 1o the

3 FPricdrich Schlcicomacher, Kritirele Germtanigate, eal. 1Lz | orlesmmzer gir Hermeneniidz swd Kri-

i, ed. Waolfgang Virmond (Berin, Boston: De Groyter, 2012), 6. “Zaei entgerenaescide
Magimen beim Versiehen, 1) Ich versiehe alles bis ich auf cinen Widerspruch oder Nan-
sens stolie 2) leh verstehe nichis was ich niche als nothwendig cinsche und construiren
kann,”
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. request for its own guiding theory in the reflexivity of its objects. Because

poetry #hinds, its interpreter is already and automatically on its teail in her con-
ceptual reconstructions. The interpreter strives to do justice to the poetic re-
flexivity of which Schleiermacher speaks, which emerges in the figure of the
poetic imperative. And she strives to command and examine her reading dis-
cursively, monitoring it in its historical depihs.

It is when we speak of practice, however, that we frst truly understand
the saying “The proof is in the pudding.” Let’s turn to Rilke’s poetry.

*Does it Really Exist, Time the Destroyer?”

Rainer Maria Rilke (1875-1926) is one of the great German poets. Worldwide,
in fact, he is the most well-known of German peets, more famous even than
Goethe, His collection of poems Dar Stdenbock brought him a hoge initial
readership. With his MNawe Gedichee and the novel Dée Asffmichnnmgen des Malte
Lasrids Bripge {1910), be laid the foundatons for 2 modern, reflectve kind of
poetry that reached its high point in" 1922, when he wrote, within three
weeks—a tempestuous flurry of inspiradon, after ten years of silence—the
Disigeser Flggien and De Sosette an Orprbess.

The popularity of Rilke's works is not immediacely comprehensible in con-
juncrion with the interpretative difficulties they present. The carnestness of
his concepual labor cerwinly plays a role. Such labor, while not abways Fully
comprehended, does not fail to fascinate and enraprore readers, Readers often
come to harbor, if T can put it this way, “conceptoal feelings™ (Gedianenasfibi)
for Rilke's texts. :

e Yanette awr Orpbens form a double cycle of fifty-five poems? The son-
nets” title and subtitle, taken together, supply two dedications, The sonnets
are addressed ‘to” Orpheus, the central figure of the orphic-mystic tradidon
of classical poetry, and the subtitle specifies that the sonnet collection is
“|written as an epitaph / for Wera Ouckama Knoop.” The Wera addressed
by Ritke was a dancer with whom he was friendly and whe had died at the age
of ninctéen. The connection between the two dedications says much about
the cycle’s purpose: Rilke's aim is to discover the foundations of his poetic

A CL Christoph Kénig, "0 fomur mnd ged s Sigwische Lebtiiren dor Somette an Orpbeser v Rilke
(Giuingren: Wallstein, 2014); see also wem, “The Intelligence of Philobogical Practice,” in
Pantd Phifwiage, ed. Sheldon Pollock, Benjamin A, Elman, and Ko-ming Kevin Chang (Came-
bridge, Mass.: Harvard University Press, 2015), 285-310,
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inspiration.and the origins of his creativity. He assames that he stands in the
tradition of the godlike poet-singer Orpheus, yet he realizes this god remaing
unknowable. He thus takes it upon himself to demonstrate the artistry neces-
sary to resurrect Orpheus. In the sonnerts, dance becomes the chosen art form
for rendering Orpheus present. The poems are not so much orphic, mytho-
poetic texti—a popular misinterpretadon—as they are a study in the neces-
sary preconditions for orphic poetry.

Rilke creates a self-contained linguistic world in which Orphens becomes
possible again. The sonnets” meaning resides in their creation of this world,
Only that space and' time exist which are created by the cycle itsell. Words,
terms, and their originary concepts aré the creative material of the poems. As
the poet grapples with often entirely ordinary language, he develops the pre-
conditions that must prevail in order for him to be able to speak “from within
the spirit of Orpheus” (i Ogpbeas™). Rilke resists any suppositions that trans-
cend that which has been created by man. The thorough-going skepticism
that infisses the cycle secks an answer—as does all skepticism—by way of an
analysis of poetry’s conditions of possibility. Orpheus is a condition that is
not given and does not obtmin—and must therefore be analyzed. Orpheus’
non-existence emerges as the cycle’s premise and as its “orphic insight” [t
forces the poct, who is the lyric subject, to create Orphens himself and o
substantiate him in a secalar, textual world. In a new, now linguistic, intracy-
clical reference, doubt of the object is suspended. This is an instance of what
T call ddrafect: the words change their reference and, in doing so, change their
meaning. It has ever less to do with the sort of reference one can look up in
a dictionary and ever more to do with the world (along with its idiosyncratic
meanings) that is being created within the cycle, Rilke has no truck, as T said
above, with garden-varicty roses,

Since Orpheus is god in a poetically constituted world, the lyric subject
frequently treats his address “to Orpheus™ as an inner dislogue with the poet
# Orpheus at the same time. Orpheus has become part of the poetic world
that has arisen in the poet. Finally, the conceptual work of the poems develops
a poetics of listening that claims that listening and creating are one and the
same. Hearing and listening (Hémw and Forber) are actively construed as
Erbiren—the act of answering a prayer. One creates (“zrddn’”) him to whom
one listens and him by whom one is answered: “Sehet, wir diirfen / jenen
erhorchen, der uns am Ende erhért™ (1124, V. 7F) (“And look, we may vet /
Come.to listen to Him who will Gnally answer us™). The lyric subject, accord-
ing to this poetics, s poet and philologist simultaneously, creating for itsell

5 Translaton is mine, C.I
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that which it subsequently interprets. This construal expresses itself as poetry,

 which is evident in its idiomatic style, its own pronominal system, the history

of the eycle, and its poetics. The skeptical stance the cycle adopts, posed as a
question—under what conditions is orphic knowledge possible?—leads o
these poctic solutions. 7

In what follows, I'd like to make three reading attempts that refer o one
another. 1 will take a5 my material the 27th soonet from the second part of
Die Sonette aw Orpheas, a chinese translation by Li Kuixian ZEREEE (Taiwan,
born 1937), and an exegesis of the poem by Hans-Georg Gadamer from 1961
In deing so, Ul coneresize my caddier explication of the two forms of reflection
that clarify praxis. I locate the object’s imperative in the development of the
poEIT’S idiclect, its idiomatic language. (In Sonnet IL2T, we'll consider most
closely words like “time™ and “fate.””) In order to hold my own reading ac-
countable, Ill consider Li’s and Gadamer’s reading (he is, at fiest glance, en-
tmapped within his philosophy} and then see how far one can follow him.

The poem 11.27 prepares us for the following sonnet about a dancer, “O
komm und geh,” insofar as dance is the consciously chosen means which al-
lows us o hear Orpheos singing again, Owverall, this indicates chat & new
‘time’'—thought in opposition to fate—is to be created. The moment macde
possible in dance is one capable of realizing this poetic temporalicy in the
necessary intensity. In Sonnet [1.27 itself, which brings that imescale inta be-
ing which allows for a dance in the service of orphic revelation, dance itself is
barely considered.
The poem reads as follows:

HEVI

Gichr es wirklich die Zeit, die zestdrende?

Wann, auf dem mihenden Berg, zecbriche sie dic Burg?
Dieses Here, das unendlich den Géttern gehérende,
wann verpewaltigts der Demiurg?

Sind wir wirklich so Gapstlich Zerbrechliche,
wie das Schicksal uns wahe machen will?

Ist die Kindheir, die tefe, versprechliche,

in den Wurzeln—spliter—sull?

Ach, das Gespense des Vergiinglichen,
durch den arglos Emplanglichen
geht es, als wiir es ein Rauch.
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Mls die, die wie sind, als die Treibenden,
gelten wir doch bei bleibenden
Krifien als gacicher Brauch,®

27

Does it really exist, tine the desteoyer?

When, on the mountain ax rest, will it crumble the castle?
This heart, thar belongs 1o the gods unendingly,

when will the demiurge overcome ic by force?

Are we really so apprehensively Fragile
as fate would have us believe?

Is childhood, so deep, so promiseful,
at the roots of i—lier—seilled?

Ah, the specter of transience,
through the simply receptive
it passes as though it were smoke.,

As those thar we are, with our driving,
we yet count among abiding
powers as 4 use of the gods.’?

Four rhetorical questions demarcate the two quatrains of the sonnet
(“Giebt es wirklich...,” “Wann zerbrechen sie...,” “Sind wir wirklich...,” “Ist
die Kindheit...”). The rhetorical quality of these questions is evident in the
repetition of the word winkdch (Il 1 and 5). A doubt, rhetorically arricalated,
concerns the legitimacy of tme and fate. Tt is resolved only in the second
quatrain, when explanations are given in the form of two questions that cor-
respond to the questions posed in the first quatrain. The insertion of “This
hearr, that belongs to the gods unendingly” in L 3 helps to build the necessary
couneerweight to the demiurge allied with time, The poec’s heart provides the
counterweight. Indeed, the word “heart” cardies a specific mé&u.ing within the
cycle after Sonnet 11.21, where it is used to refer to the poet’s creative power
{cf. Rilke's correspondence with Merline). b

Thus, rhetorical means cast doubt on the power of time. This does not

 denote time in general, however, but time in the specific sense delineated in

6 Rainer Mariz Rilke, “Dic Sonetee an Orpshens,” in Sdwtibe Werke, vol, 1, 727-71; 769,

T Rainer Maria Rilke, Sowmetr i Clepdens, wans, M. DL Herter Moron (Mew York: W.OW, Mor-
ton, 1942), 123,

. B CF also Rainer Masia Rilke and Medine, Gorespandance: 19201926, ed. Dicter Bassermann

(Zirich: Editions Max Michans, 1954).
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the poem. 1t is a goeaial Eind of fime which is called into question. The adjective
ag;sré'rrnd (the translation has “dme the destroyer™) is decisive here: there

 should be no ‘destructive’ time. Instead, the poem takes on the task of rede-

fining time in what follows from this instance. In the end, the Trbende (1. 12,

hose that we are, with our driving™) provide the solution. Those Treibende

hath float passively through time and actively drive time. The German allows

 for both readings.

The redefinition ef dme must begin with a more precise rendering of the

 pwo entites contained in the question-and-answer pairs of the two quatrains.

These entities are said to be exposed to the powers of time, and are the powes

3 of the world, represented by the “castle” (Bug), and the poet, whose “heart”

is his [:i:}t’.!.ical urgén. Newly defined time, as will become clear, 15 able towreak
havoc neither on the outer nor the inner entity (neither Barg nor Hegl The

new poetic time reigns both without and within.

The lyric subject speaks for a group, to whom it beloags by virtwe of the
power of the “heart.” Its questions (in the quateains) und assertions (in the
tercets) are addressed to a second-person ‘you’ whose identity remains ob-
scure. [s it Orpheus, or is it the singee himself, who is acting in the tradition
of Orpheus? In any case, Orpheus is his god, which is established in the son-
net that immediately precedes this one: “Ordne die Schreier, [/ singender
Gote!” (1126, 1L 12f, “Array the crers, / singing godl™).

The same applies to a conversation the poet has with himself, which
moves within an orphic system of argumentation {evident by way of the terms
“heart” and “still”). This system also includes the gods, who appear through-

- gut the poem. The lyric subject knows that ic stands in an acoustic, and there-

fore orphic, relation to the gods (ge-dimend, cf. 1. 3, in the double sense of be-

3 fonging #o and Searing). And towards the end the lyrdc subject sees its own

{poetic) activity in a godly light (as a “use™—or custom—"of the gods,” 1. 14).
The orphic opposition to the notion of jaé proves decisive for this particular
revelation. This is specified most closely in the second quatmin.

The appeal to Orpheus’ authority effectively excludes an answer from fare,
or (more precisely, perhaps, than Rillee put it), an answer from the orack of fate
il ewrerper fi the dwferpretation. Al depends on the line: “wie das Schicksal uns
wahr machen will?™ (L. 6, “as fate would have us believe?™). The Iyric subject
could have murmed to fate, which represents a potential speaker who could
have made the lyric subject believe, but who inevitably proves deceptive. This
is made manifest in the double meaning of mabr mackes in 1. 6, which emerges

“in the English translation as well: “to make believe™ is alsorélfisory, mrabe-befeve.

Wabr machen is a neologism of Rilke's, from “weismachen” {in the sense of
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“to dissemble truth™). 1t stands as a dismissive commient on all ptophe:j.r nnd
every prediction (German Wedsageng, of. mefsmrachen).

Fate has conspired with everyday tme, and with the demiurge (from ]_-4:“
who represents not “God in the highest position,” but rather those inferior

creators of the misguided marerial world, which gnostic tradition places in
opposition to the pure spirit. The poetic speculation of the preceding sonnets,
which is further developed here (keyword: intracyclical history), bas already

prepared the word “fate” (Sebiskral). In Sonner 1119, its meaning was sociolg.

dead, It referred toa social obligation, to which the hand of the begrar—andible
to the gods—stands in opposition. At is also opposed to fate (in IL21, art is
distinguished from haste and obligation by “excesses™ [Uberfiee, 1. 1). Con-

versely, the gods, whom man creates and who answer his prayers, are threar-

ened by fate in Sonnet 11.24, which is particularly programmatic: “Gétrer, wir
planen sie erst in erkilbnten Entwiicfen, / die uns das miirrische Schicksal

wieder zerstiirt” (Il 5F, “Gods, — we project them first in emboldened sketches

{ which erabbed fare destroys for us again™), The threat comes to naught, for
in Sonnet 11.24 hope rests on an adapdon of an Old Testament prophecy—

“the coming child” (V. 10, dew &infigen Kiwd), whose name is Orpheus. The

word “later” in . § of this sonnet may also point to Orpheus as the Messiah
{later, Orpheus will be still, but audible). Here fate appears ina reflective func-
tion. Its sociological and anti-artistic reflection of fragility due to transience
aims to confirm this very fragility.

The powers threatened by the worldly, destructive temporality associated
with sociery’s “fate,” that is, the “mountain,” “castle,” and “heart,” are then
elaborated in such a way that the poem does away with all common judge-
ments associated with these concepts. “Crumbling”—fragility—is connected
with the castle, but is lent its own specific meaning by the insertion of drgrifch
(“apprehensive™) in L 5 (“apprehensively fragile™). Poets are certainly fragile,
but in no way apprehensive—that is, in no way are they victims of an over-
powering, fatal force. The interpretation of the poet’s “heart” is also clabo-
rated further in Rilke's emphasis of the notion of childhood. The heart in
childhood is subject to violation, or at least threatened by it. The connection
is created b}r way of an acoustic vocabu!ar}r (Hrdeaing, speaibing, stlene), while a
threat exists as well—that the speaking heart will be “silled™ (V. 8). Silence
does not threaten, however, but constitutes the precondition for future
speech. The word serprechfiche (V. 7) significs an actual potential for speech
that is oriented toweards the future and functions as a Vergprecher (“promise™).
The orphic Verpreahen (understood as “promise”) also suggests a Sicdrer
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- gprechen (2 slip-of the tongue™). Perhaps this indicates that speech in child-
~ hood passes from one silence to another, later silence. To return once again

to the heart: it is defined by a poetic ability which 35 innate from childbhood

~ and oriented towards a purity (Refvbedd) that is fulfilled later. This s something
we've learned to read in the sonnets. Likewise, we've learned that poeticizing

means to be silent, indeed, to be silent in listening to an Orpheus who is o

 he created (see L1). And to retuen to the casde (die Burg), which is imperiled
 glong with the mountain and joined to the mountain and heart by this com-
- mon danger: the castle becomes the cieadel of the poets who write from within

childhood—i.e., from the fedrack of their childhood. They achieve the prom-
ise of childhood. That is the positive meaning of the rhetorical question.
Through the topos of transience, the sonnet resumes its reflection on the
question of knowledge (Erkenminis), introduced in the poem’s discussion of
the expression “malce believe” {(wabr mached) (1. 6). The tercets are about the

_relationship between the knowing and the known. First, the transient, that is

the destructed, is dismissed as a ghost, in the everyday sense of “seeing
ghosts.” The childishly “simple”™ (argls, 1. 3) seems to take its sense from such
a ghost. But the fact that Rilke goes through the subject can potentially also

- mean that he argues in favor of an agreement between ghosts and subject. Ts
| itabout & ghost which every poet has already made his own? An occult expe-

rience, of the kind which one does not expect in empideal temporality [cf)
Rilke's interest in cocultism)? An adopted oracle of fate? Now we can see the
reasom behind the rherorical questions of the beginning of the sonner. Tt was
llosory assumptions, oracular sayings in the form of “smele™ (1 11), like at
Delphi, which could give the temporal its true, higher meaning, The smoke is
more than it pretends to be. Perhaps even a breeze (Hawef), an inspiration,
only going by the wrong name. Pneumatological conceptions of modernity
invite this mixture of discourses {cf. Hofmannsthal: “nichts als ein Hauch™).
This is no lament. In fact, the “Al™ of L ¥ is an expression of relief. It is
the relief of the poets {one thinks of their heart, their speaking in promises,
their childhood as place of pure poetry and the ensuing silence). The “are™ of
1. 12 emphatically turns against [ragility, scheming, and gossip. Paradosically,
it is the very instability of his premises that lends stability to the existence of
poets: “As those that we are, with our driving™ (L 12). However (and this is
the reason most probably why Rilke chose to use the word fwien), instabilivy
connects productivity and understanding with one another. The poet makes |

9 Hugo von Hofmannsthal, *Das Gespriich iiber Gedichie,” in idem, Sawniohe Werbe Knitile
Alugpade, Vol 31 Hrfrdene Gegricde mwd Bregle, el Bllen Ritter (Frankfort am Main: 5. Fi-
scher, 19, T4-86; 5.
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~use of the two potential meanings of the verb freiben, to “drive” and to “drify
to place the active sense of the word next to the passive onc, which mighg

seem the more instinctive reading (Herter Norton in her translation of 1943
chooses “our driving” and thus prefers the active meaning of the word). W O
course, one sense of the word is to be related to the other. This is the very
purpose of Rilke’s characteistically idiomatic ambiguity. Thus, one word con-

tains the condition of meaning for another, identical-sounding word. The pag.

sive (the imposition of change, the drivenness of the drifting) becomes 2 pre-
condition for activity, The argument of the Iyric subject goes something like
- this: our own transience is actually accessible to us by poetic means, that is,
we can listen to our own drive/urge (to write), or “hear™ it in the orphic sense,
and find inspiration in it; and by doing so, we ke the initiadve.

The simultancously active and passive feder is poetical. The rituals, the

convention, what persists—that is godlike. Insofar as poets can muster the
power for continuous repetition (Rilke uses a colloquial expression: bef Kriffey
Bfeshen, “to keep your strength up™), then they can attain a higher, almost sacral
recognition. The usual order has been reversed. Poetry becomes the origin
from which religious practice is derived. The ordinary view, henceforth, al-
lows for religious custom as an expression of poetry. This is also the meaning
of the claim that poetical activity is “a use of the gods™ (I 14). In the sonnets,
refigion provides an opportunity for Orphens to manifest himself {the last
sonnet, IL29, conwmins an extended reflection on this very topic). Those pre-
viously “valid™ religious or godlike customs will now be understood in a dif-
ferent sense swb augpicis poefarnm. Poetry is the explicans of the religious. Also
mantic practices are defined by a fundamentally poetic rafsen o'stre. The use,
or—uwith reference to Fate (1. 6)—the ritual of 2 mantic activity is a mateer for
the poet.!! Thus Rilke connects Fate with the stars {1 will come back to this

later). Rituals display a doubling of creative power and its (subsequent) expli-

cation, Poets explicate what they have already done {or are doing). The objects
of analysis are their poetic productivity, rather ehan individual, created works.
Their “drifting”, their Tredber in the sense related to earthly transience, or, in
the words of the P;hilusnph}r of life of the age, their “becoming™ (Werde), is
an almost sacral explication of their own creative powers, or berter: of their
own creative drive. “Becoming™, as is clear here, presumes a dywamic creativity.

10 Rainer Maria Rilke, Soumes to Cipbens, 128,

11 See also Sophia Kaw's article abowt the poet and musician Shae Yong, "“Die Prophetic
wurde den Toren gegehen't cine konfuianistische Perspekiive anl Zigelosigheic und Hei-
ligghie,” jeute 2 January 2001} 7. Rilke is noc alone with his poetic kecwre of mantcs.
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There are few instances in the sonnets of generally recognized practices

- which combine both art and custom/use. Dance, itsell a form of becoming,

proves to be the form of the interpretation of the active drive—a ritnal proper

" and peculiar to creativity. In dance, poets in a sense write down and explain
~ their inspiratons. In this sense, Sonnet IL28 continues the story. These are

the first lines:

O komm und geh. D, fase noch Kind, erginze
fir cinen Augenblick dic Tanzfigur

zum reinen Sternbild einer jence Thnze,

darin wir die dumpf-ordnende Natr

verginglich ibertreffen. Denn sie regte
sich vllig hirend mur, da Orpheus sang.

£

O Come and go. You, stll half a child,
fill cut the dance-figure for 2 moment
to the pure constellation of one of those
dences in which we fleetingly transcend

Dumbly ordering Mature. For she roused
to full hearing only when Ormpheas sang. (1 1-6)

The orphic world ean only be grasped in sceular being. Poets explain their
drivenness, their own dynamic existence. They do that throogh dence and
connect the progress of the dance (Gang) with the dynamic of the orphic
world, in the words of the “eeting” (pergangfch) dance (cf. L 5). As a cransient
art (an art of progress), in this sense, dance can reach a degree of abstraction
which can approach Orpheus. The strong thesis of the poem is that Orpheos
could be grasped, in an abstraction. The relationship between dance and ab-

 straction brings us to the relationship between abstraction and Qrpheus, Stars

become part of the game, as Rilke reads their constellations as forms. The
wish is now to possess sidereal reladonships with the same dynamic quality as
dance, which aims to approach the constellations. Mobile constellations.
Diance creates an abstract-sidereal explanation of an orphic world, understood
in dynamic terms. -
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Three Forms of Reading

With this, we proceed a step further in my reading, to what 've called rh';
second form of reflection on our praxis. It is not in order to geta gTip on
what grips me (Emil Staiger’s formulation for what is immanent to the worlg) -
that the task of reconstructon is performed, but in order 1o understand oy

the work: develgps s wnderrtanding. In other words, we aim to comprehend th

rationality that guides the creative act in Rilke’s poems. For this I'd like o
distinguish three sores of understanding (and, accordingly, three different

forms of reflection on the act of apprehension [1emfeben] as well). The first is

{a) a spontaneous understanding which—as in the act ofapperception accord-
ing to [Kant—can be followed by the poetic rationality I spoke of at the be-
ginning, (One can call this spontaneous understanding practical or, if you pre- -
fex, non-discursive, in the traditdon of James Conant and John McDowell)
The second is (b) the theoretic-conceptual texrual analysis, which follows the
rules laid down by literary criticism’s methodology (and which does not in-
clude, methodologically, its own spontanecus understanding in its caloula- =
tions). The third is () exegesis, which is subject to the current interests of the :

reader and pays little attention to methodeological claims.

Reflection on the practice of interpretation (a)—beyond the checks placed
on one’s own subjectivity—can be deepened in conversation with others. In-
this, dieet methodological control (b)—which opposes the spontaneous char-
acter of reading—cannot take us further. For this reason, within readings that

follow pre-set methodological or contemporizing programs (respective key-

words: interpretation and exegesis), those tendencies should be followed
which give evidence of readings that trace the particularity or, to be precise,
the subjeciivily, of licerary works. The history of the discipline—more an archive

of interprecations than of exegeses—plays a crucial role in the critique of in-

terprerative readings, OF course, in each case one must choose the moment
ar which external methodological or cultural forces deflect from interpretative .
readings” possible insights. We aveoid the suspicion that reading is a static ca-
pacity by confronting other readings examined in this way. On the contrary,
in a practice that is continually honed by way of téﬂer;tion, these readings can -_i

orow intoa kind of sestisendalistc interpreration (in the sense of Schiller’s “sen-
timentalische Dichiung™).
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. Counter-Reading'>—Translation Between Interpretation and Exegesis

In no language are there more translations of Rilke than in Chinese. Thanks
o the fArst great mediator, Feng Zhi 238, the Sameir fo Orpless enjoy partic-
ular acclaim ! A counter-reading of the translation helps 1o distinguish be-
| pween aspects that testify of a well-considered reading in the above developed
 yense and aspects of excgetical adaptation to the new language and colture.
‘Thesc aspects do not necessatily contradict each other, as long as the transla-
tion discerns them, holds them apart and attempts to unite them. My reading
 of the translation will, in this respect, intertwine critique and interpretation, to

finally sharpen my carlier interpretation. I will place the translation by the

great poet Li Kuixian, who wrote the first complete translation of Sawsess o
Oipbens, taking into account English and French transiations, at the center of
 my analysis:**

gty

W T - ELREES 7
AT S AR S LT SR 2
R ot -

(AT S B A 5 7

PR T A

P R S 7
VR o WHREENTCE
TEHRE — — R — — TR 7

W o fE R TR
f— i

HE R EE AL SN e A -
TENFAEEEE - SR
TRz )
FRFHEFHUAT (R -

12 Thanks to Yang Zhiyi, Na Schidlich and Song Kiaokun for their Chinese ranskation and

their discusstons with me.
12 Cf the entry on Feng Ehi in lntematanaler Germansstentockon |00 7950, ad. Christoph Ké-
nig, 3 vols, and one CO-ROM {Berlin, New York: De Gruyer, 2003}, vol. 1, 484-6,

14 Cf. Marian Galik, “Preliminary Remarks on the Reception of Rilke’s Waorks in Chinese Lit-

eeatere and Criticism,” in Tronsbaleadl Regenition wva Kanstrnbbion: Festrebrift fiir Advion Haia,

- ed: Moaika Schmitz-Eimans (lcidelberg: Syachron, 2004), 145-52. :
15 "The Sonnets w0 Crpheus, The Duing Blegies,” wans. Li Kexian, in Rainer Magin Rilke
(Lierke HLFEE), Linke syt () B REHE (1), with an introduction by Li Kuixian 428
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iL2T ’ ! . . _— . s ;
 Seond geatrain; Fate is contrasted with time. A conditional clause determines-

the syntactical arrangement: if, the translaton asks, fate artests for s, are we
really so fragile—and, one mustadd, so exposed to time? (The Chinese trans-
lation takes the side ol the liverary and provokes the Chinese reader to inter-
pret in order 1o grasp the stmnge meaning). Fate belongs w o freer sphere
than the instance which creates the world (3539 Sabipfone the Chinese trans-
~ Jation takes on the Chestian conception directly, but it seems o know no
difference between god and demiurge), which are bound to {physical) time
 {and hence affect the physical; see below, on the relevant distinction made by
"Thomas of Aquinas and known to Rilke). This positive view of fite seems o
be decisive also in the translation of 11, 7 and 8: childhood is read 45 threatened
by time and destruction. Yet, it can still find peace. The translator seems o
have chosen the image of the waveless rest with reference to the “apprehen-
sive / worrted” (berwd) of L 6. A tetrasyllabic word, a stylstic device from
classical Chinese poetry, binds the characters for “flar” “still)” and “wave”
together. A practically Buddhist sen appears before the eves (bur not the ears)
of the reader. The word is not rendered acoustically.

Rilde, on the wontrary, saker fate squivalent to time. Tn bis poew fafe reflects the
fragiliiy of the frae swlyect when expased o fime. This refleciion, nhese fade appears ar the
owe reflecting, serves bo stvengthen the bied-ond, yef ingffective, ireat. 1 aimy fo waike i
bederalile. The covtvast with the weriveing, saving eildboad remadns fn place. Vhir eomdrart
©ds characerisgd by a meanr fysical of the arplic poetice af Me sowieds: the characterization
ir ingleedd aeoseriic
Firit tercet: Now exegesis r_'lv:a:]].- comes into play.!” The translator picks up on
the Buddhist notion of impermanence (Pali: apraa, Chin, sy fiE & ), which
5 said to be the reason behind all suffering, and pechaps the Chinese venera-
tion of ancestors also plays a part. The word “Totenseele” (“soul of the dead”
(wngiing T-RE), used to tanslate Gegranst [/ “ghost,” could refer to such cus-
toms. The “spirit / soul of the dead without permanence™ goes straight

Diie Zeit, diese Zerstdrern, existiert sie wirklich?

Wann wird sie die auf dem stillen Berg stehende Burg 'z:ethrcch{:n’
O dieses den Géttern [/ dem Gott fiie ewig gehirige Here,

wrann wird (ihm} die Vergewaltigung der Schopfung widerfahren?

Wiirde das Schicksal fir uns gem bezeugen wollen:

Sind wir wirklich so besorgt zerbrechlich?

Wird die tiefe, versprechungsvolle Kindheit

unter den Wurzeln—ein wenig spiter—uwellenlos-(he) ruhig(r)?

Ach, die unbestindige Totenseele
ist wie ein Rauch,
{fahrt) hindurch durch den den dblen Gedanken ginzlich fremd Empf'[rbdendem

Gerade wie wir sind, dic Umherschwebenden,
awischen den fortwiithrenden Kriften,
verdienen wir, von den Géttern [/ von Gott gebravcht o werden s

First gaatrain:' The threat of time is undeniable. [n contrast to the original’s
present tense, Li Kuixian writes in the future tense. This markedly diminishes.
the rhetorical aspect of the questions and sets them up against the “rm[[y’f’} :
(nérkfich) of 1. 1, This makes the opposition between time and the heart/
castle insurmountable, 1t is only a matter of time, before the violation will

ocour. -
(My exnirasting interpretation) The German presnt fense siguals i His poene o geveral
stafement, wivch can apply bodh o the past and fo wewe Vowr conld pect it fike thic when
daex the castle actwally crammibled 1# Kubaian thies excolides Rilkes transformation of the
pawers bostile fo the fyric .m'.@,?m‘ aned their mndation fnte-owe of fhe fyric saliject's pae.ﬂ'm’
farkes.

(Tatbes: Guiguan, 1994), CL Kénig 2004 O komm wnd geh”) for mere mfnnua.mu on
the Lnglish and French mediattons (see remark at the beginning). .

16 Translaed from the Chinese by BNa Schiidlich.

17 Here begins 2 fourth analysis of the poem, in the ferm of @ commentary on the poem 25
retranshated into German from the Chinese (in iself 2 thisd form of the poem), which is
followed by 2 fifth, in the form of my comments. This insisteace on the pom asks, inall
five analyses, for the conflicts cagendered, in ane way or another, by the meaning of Rilke'’s
pocrm. Thus, at the center stands not a philosophically-motivated acstheties, exploring the
possibility of translation, but rather translation as an cxplicative, philelogical activity. A phit
g’ acsthetics, |f]mu wish, This has also motivated Lhr:sclu:n::n of the Chinese tnmsh—
ticn.

18 In conmast o Li Kuixian, Li Yuan docs notuse the future wase, Cf Rainer Maria T-'.ilh:_-;—
{Lictke SUATRD), ke shienn HLIR ISR, wans. Li Yuan 520, ilustiaed edition based
o the frst edition of 1996) (Beijing: Benmin wenxue chubanshe, 2006),

1% L0 Yiken (see abowve) semders dis as “the ghose of the ephemenl,™ o the sense of shoetdy-
bknming fowers, In his case, wio, cultural appropaatgon sers o the weeers, The prage
matic conviction (bpical in Chinese communest idealogy) net to goe ap tvings oo grasp the
Aeceengly goed and Aecrngle beaatifd, devermines the logie of the raen Lt simeas This
praggmatic attioude s twrmed aganse dhe ard foial faetistc, Reteanstared oo Cerman (e S
Schidlich) the passage goes like chos:

e, day Gesgrenst doe Epbenseren. '

amsifrwand Laiehpiiindyp et wnn Sberavifitper Geffitle, gabv gleichsam et feichtor Ranal eeidiven sl sonser:
Wragft censzrer (wabvzn) Notser ot sserees Ausreiben. fegen wi fonwer muck | dewnocd et ol

die cwvesdeasermmiden Nrgifte dev giitefichen Vrandition.

L Wuan fashinns two sides it die ieecets, one ephemecal and one st (wndemed], amd
et For the larter.
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through; that is, it does not affect him who is himself free from uudmn.

thoughts. This refers to the renunciation of the right path implied by the Chi. :
nese word [or “evil” (e ). Is this meant in 2 Confucian or in a Buddhig,
sense (cf. the comment by Confucius, that the Book of Odes (Shijing F735) is

thinking free from any evil thoughts)? However that might be, the lyric subject
wis himself {ethically) to blame if he strays from his destiny and is exposed i
time. The tercet mkes the form of an admonition.

Rédiee's aove of eoerydary fanguege st pol be disdbained, althougl 10 i effectively by
the translutor dses. To "see ghosts" means doubitng the feniporal, bud, as @ realily, the ghost

fin the sense of sideral spivits, or of an idea) referr fo a femporality, wihich is transient.
Rilhe wstes i a poetic colloguial langrasge, which be reshaper aud redutegpreets. The word
“tnnzent " (verganglich) mntainr advo the progrecs of the daeing (and to thet exiend, of :
the creative) poel, This is prore thaw asywbere elie sade clear in Sowued 1128 T, the:
Sient dercet i a preparaiion, Hroagh the awalhgy between the purely acassibie aned the newly
Hhasgulit-onet and formnlated tonporality, I you wish Rilke demoniivates fow the admom-

dran, swhich the translator Li Knisdan things of, can be laken serionsfy.

Jecond fenets In the last stanza, a new world 1s constructed—a purer, higher,
world, elose 1o the gods, pechaps even ascrological. A world of constant, thar
1s continually renewed powers. As long as the speakers wravel in this world as
“wanderers” {prasbosbe BHEE [ Unbersduebende, the Chinese word contains:

etymologically the figure of Hoating above the water and corresponds to the

view of the ecean in the second quatrain), they deserve to be used or em-
ployed by God/the gods. Or even more directly: when they expose them-
selves to these powers, then they experience divine force.,

T Billee's dangseage pacsive drifting (Treiben) o piven an- avifoe meaning, and s in
a poctic world, Not becanse they abey the stars, bt rather bevanse they constoet them—

dihat i, they ereate the stars ar poetry, in order ta be able to follpne them—the antbors can

stakee meddiatory se of sacral rilsads. The divive wortd, swhich the tranclation only toucles

apag, i thosgult throwgl dows fo 55 very peetic prvindics i the sy

Rilke's Astrology

Poems such as Sonnet 1127, the sonnet of ume and fate, are usually read as
poetic {and thus, loftier) roads leading to that world wich which the poem is
concerned—that is, to time, to face, and evermally to the stars, However, the -

road taken by interpreters of the poem has often been o easy: they connect
its themes with extra-textual matters, in order to supply the themes of the

poem with a poetic structure. Rilke's involvement in the astronomy, astrology,

— " -
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and occultsm of his day stands out as a convenient explanation for our poem,

n this respect, an interpretative hierarchy of extra-poetic matters arises. Bi-
aaraphy™ ends up below the history of discourses, and that, in turn, below

ontology- Thus, Martina King rightly reconstructs Rilke’s sidereal inrerests by
?—,--Ibgkjng at how a discourse commaon around 1900 made astrology and astron-
amy,2! and occultism?? and science, identical, by positing one as the imitation
of the other. The most remarkable example was Baron Carl von du Prel, the
founder of German spiritism and occultism. Rilke read his works, and du Prel

was the pére sénitvel of the spiritist circle in Munich, in which Rilke partici-
pated. D Prel defined occuldsm as the “unknown natural science,"™ which

“could justifiably be spoken of in scientific terms. The patallels of discourse
~detected by King are as follows: just like astrology, poetry takes the science of
~astronomy for granted. These parallels are taken as evidence that Rilke was in

a better position to attain astrological goals by poetic means, “as only he [the

- poet] can burst the limits of perception—uwhether magically or cmpidcally
* commurticated,”2* This associative cxtension is governed by the indicative

mood. The indicative forms the basis for widespread notions in German Stud-

: ies about the deep-hermeneutic function of poetry. In this scholarly traditdon,

poetry becomes a privileged understanding of the deeper layers of humanity.
From Dilthey to Heidegger and Gadamer, this is the kind of understanding

- that protagonists can reach. The Rilke expert Manfred Engel, editor of the
~ annorated edition and the Rifée Campendinam, is also part of this traditon. Mar-

tina King’s astrological anabysis relies on him in one central aspect. Engel re-
lates Rilke’s sidereal efforts to anthropological objectives. Rilke’s poetic as-
trology, so Engel argues, would allow insights into the deeper, “mytho-
poetical” dimensions of man. “The signifying function of the ‘sidereal’,”

2 Rille's “Bricfe an cinen jungen Dichter™ (1%4) is often dited on this subjees: “We muost

embrace our existence as fully as we possibly cnn; everything, also the unheard-of, must be
posstble within it"” {*Wir mitssen unser Dasein sooweit, als es inpend geht, annehmen; alles;
auch das Unerhiree, muli darin maglich sein. Idem, Fenke Kaswmentierte A nxgabe fn vier Bein-
elew, wod. 4, 541} ) .

21 Rainer Marta Rilke and Lrocin von Arcon, Der Dishier s sein Asrmom: Der Brgivechsa)!
quiszhien Rewwer Marie Rl s Finvein vaw Alretin, ed. Kar Owmar von Arctin and Margna
King (Frankfuct am Main, Leipzg: Insel, 2005).

22 CF Raingr Maria Rilke and Waldemar von Wasiclewsld, “[in Brictwechsel, mit einer 1in-
beitungs won Michacl von Wasiclewski, Biiver der Rithe-Gereflschaft 24 (2002); 186-95,

23 “Unbekannte Nawrwissenschaft,” quoted from Martina King, “MNachwors Astronomic und
Dichtung,” in: Rilke and Areetin, Der Diedter wmd sein A strovons, 154-204; 175,

B Ibid., 204 “da ner er [der Dichter dic physiolegischen Grenzen der Wahrnehmung—set
sie magisch oder empirisch vermittell—sprenpen kana”
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writes Martina King, “is changeable, and reaches from the frame of prieng,.
 tion of the possible relations between the subject and space [discourse is trans.
ferred into poetry] beyond the application of ‘constellations’ as,” and here

King quotes Manfred Engel and Gadamer respectively, “archetypically valig = :

basic metaphors of the condition humaine”? So, poetry should have privileged -

access beyond the world, or beyond existence, or even both—you cannot got

deeper or higher. Poctry has been made serviceable 2

This way of applying ontological thought to Rilke’s sonnet can only work ]

when neglects the fact that the poetic argument conceives of itself as a critical

argument, that is tosay, s an argument confined to as radically shaped 4 po. 2

etic world as possible. In fact, three distinctions, current since Thomas of
Aquinas’s reatises D soria’ and “ De dsdiaiir astrora,” have influenced Son-
net IL27. This is a gradation between {a) fate exerted on the body; (b) the
freedom of the spirit in the face of fate {related to Prolemy’s dictum “sapiaps
bomg dominatur asfir”y; and c) angels and demons, who can only be sensed
through the stars, which they govern.® Thus, the celestial bodies function as -
higher, but still natural causes, and the constellations function not as forms,
but are instrumentalized by separate, demonic substances. This is, however,
radically transformed by Rilke in his sonnet. He turns this system into a poetic
system: within his poetry, all effects are natural—also by the standavds of
modern critical consciousness. The stars figure in Rilke’s poems as absaéact_.'
forms, which form the basis for art (be it dance or song), and which can ap-
proach those orphic powers (like demons or angels), which have been made
possible in the poetry. He claims no less, bur also no more. 5
Rilke's astrology flows into his poetry, and in that sense forms an analysis :

of the necessary conditions for astrology. Rilke was disappointed by the occule b :
experiments in which he partook at the Duino Castle of Marie von Thurnund

Taxis in 1912, Later he recalled the “fatal clumsiness, half measures and ...

25 Thid., 198: “Dic Zeichenfunkton des ‘sternischen’ ist wancdelbar wnd reicht vorm Orientic-
rungsrahmen der maglichen Bezichungen zwischen Subjekt und Weltesum iiber den Ein-
satz von Sternbildern’ als archetypisch giiliigen Bassmetaphern der condition i

26 On the relationship between excgpesis, interpretation, and reading, as well as insights which
can even be found in the gregesis cf. Chrstoph Konig, “Hinrgrredanken: Zo einer Wissen-

47 .
27 Cf. Lors Sturlese, " Thomas von Aquin wnd dic Manzik,” in idem, Mantib, Sabicéral nd Fre

Jeit s Mittelater (Foiili: Béshlau, 2001 97107, On this stroctare of befief in the stars in !

poetry, cf. Hellmuth Reit, “Sternenglaube in dee Dichoung,"” Bl owd Weet 7 {1952): 1-4,

schaftsgeschichie der Textlektiive," Gessbichte sbr Gersanistide Mitteilwngen 39040 (201 1): 38- -~ 2

=8
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 countless misunderstandings™ of the séances.® Rilke was less ordented. 1o-

wards the occult of his day, whose center was in Munich, than towards the
shiseorical tradition of astrological astronomy,” whose hero was Tycho Brahe,
and whose mediator the astronomer and astrologer Erwein von Arerin 2 He-
wein von Aretin and Rilke corresponded berween 1915 and 1922, Aretin had
written his doctoral thesis in 1912 at the University of Géttingen, concerning
his discovery of the “Lambda Tauri” star in the constellation Taurus, e then
worked at the Vienna observatory, and ended up abandoning astrology for
contemporary history and political journalism. He was one of the carly out-
spoken opponents of Hitler and adopted a monarchist position. In line with
the double-discourse pairng of astrology and astronomy, Aretin also prepared
horoscopes (in 1922 also for Rilke’s daughter Ruth).

Rilke analyses the necessary preconditions for astwology. He tests the ex-

. tent to which he can recognize astrology as a science, and, thus, as a basis for

his art. He would be able to recognize it as a science for his poerry, i the larer
were also scientific, that is'if it involves reading in the sense of reading & rexe
Aretin presented him with this reading, when he read the starry sky as 2 book.
In the middle of the First World War, of which he was beginning to despair,
Agetin wrote to Rilke:

when our ignorance of this oldest, gigantic book has closed as worthless, might an

attempt (o reopen it not seem inapproprate, now thar our wisdom has reached s

lirmies. ™
When the stars are legible, then Rilke can make use of the resuling lore of
interpretation. But to what extent is it a science?

Rilke's attempt to make astrology functional is predicated on the selation-
ship between astrology and poetry as the relationship between science and art,
He first set oot, with the help of Atetin, to acquire the necessary basic
knowledge in astronomy and mathematics. His textbook was to be the “Ac-
complishments of Modern Astronomy based on the Original Research of
Leading Scholars™ by Hans Hermann Kritzinger, both an astrologer and an
astronomer himself.

28 “famle Unbeholfenheiien, Halbheiten und ... wahllosen Milverstindaisse” Rilke o Mo
Purtscher-Wydenbruck, in idem, Bogh, ed. Rilke-Archiv in Weimar with Ruth Siebee-Ritke
and [Karl Alheim, 3 vols, (Frankfuers am Main: Insel, 1987, vol. 3, 872

Hilke and Aretin, Gter Dhicdter i sedn A riromae, 192, '

Tbid., 65: “wenn unsere Umaissenheit dicses esenhafie und diteste Buch cinmal als wertlos
sugeklappt hat, soomag cin Vemsuch o5 wieder zu 6ffnen wu ciner Zeit nicht unangemessen
erscheinen, wo unsere Weisheit an ihrem Eade sieh”
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Clearly I have gone tio far from diseiplingd understanding internally, so I will bave

to turn myself small and into a schoolboy for some time, and, frankly, I've beeq
thirsting for that. 1 would find it quite useful if T could find a student, capable of
reaching in some capacity, who might simply read through o bool such as Kre.-

inger’s with me, and not let me leave a single line which [ have only half under-

stood. 3

Yet, all too quickly, it seems, Rilke subjeces astrology to his poetic interests—
and tries to widen its scope of application for his own purposes. Two weeks
later be writes to Aretin, interpreting his scientific impulses: “No matter if this
leads to astronomy or not. Somehow (it seems to me) it is in play anyway, also
where we apparently leave it out (after all, it is properly an art of relations). "2
As a science of forms, astrology contains the promise of a—to use a term
from Schlegel—*totalisable’™ (fofafiserbar) science, and thereby of art (cf.
Rilke’s proposed experiment with the safira corosialir, the coronal suture),

Rilke tries to put natural sciences into use in a “philologizing™ activity, that
is, as textual scholarship (this helps tw explain the extraordinary explanatory
power of Schlegel’s project of 2 “philosophy of philology™). To “philologize”
means to conserue the object of study (in this case, the stars) from the points
of view of the whole, necessity, and self-reflection His “Reiter-Sonnct”
{“Beiter” refers to sagittmarius) is based on 2 reality, an astronomic-astrological
phenomenon, but takes its name as its starting-point. Thus, seeing becomes
reading. And both are productive in his view, to the extent that both express
an inner experience. This is how the “Reiter-Sonnet”™ begins:

Sieh den Himmel Heilit kein Stembild “Reiter™?

Denn dies ist uns seltsam eingeprigt:

dieser Stolz aus Erde, Und ein Eweiter,

der ihn treibt und hile und den er tagt.

Ist nicht so, gejagt und dann gebandiat,
diese schnige Natur des Seins? (11.37)

31 Thid., 14 March 1915, 3 “ich bin offenbar von disziplinicriem Ginsehen s weit abgekom-
men innedich, da muss ich mich schon Kein machen und Schitler werden Gir eine Zeit und,
offengestanden, ich bin ganz durstig danach. [ch stefle es mir schon gane nitedlich vor, wean
sich cowa ein cinigermallen unterrichteter Student @nide, der mit mir cin Buch wic das K-
singersche einfach prmcinsam Fse wnd mir keine Zeile durchgehen liefie, dic aur halb be-
griffen bleibe™ : -

32 Ibid., 1 Aprl 1915, 37 “Gleichvicl ob es hernach noch wur Astronomic kommen mag odee
nicht. lrgenduwie fwill mir scheinen) ist sic im Spicl, auch wo wir sie scheinbar daraus lassen
{ist sie doch rechs cipentlich die Kunst dor Verhiilinissc)."”

33 Cf Christoph Kanig, “Greneen der Cyklisation: Fricdoch Schlegels Motate »Zuor Philologic:
als Form des Romans Lucindes," in idem, Piligis dere Pasire, 3655,
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*
See the sky. Is there no constellation

called “Rider™? For this is strangely impressed
on us: this earthly pride. And a second,

whe drives and holds it and whom it bears,

1Is not the sinewy nature of our being
just like this, spareed on and then reined in?

What Rilke tries to grasp in his reading, is the meaning of the constellations.
This meaning, in his skies, is equivalent to the power which urges him to write,
It is an inner power (eggbrigd. This process becomes particularly clear in
times of crisis. On 7 August 1915 Rilke writes to Erwein von Asetin:

under the circumstances, T am free, idke, if you want to put it in harsh teems. The
reasons for my gloominess, which you're lovely encugh to care sbout, is surely
fundamentally to be attibuted to this seese of “being free”, in this leck of an inner
command or calling, to which cur hopeless kind is destined. Pathmos [the sland
of John the apocalyptic seer] is an arid island, and its aspect dreary, when one isa’t
streck wich that mest monserous dictate, and can take it down with both hands. .95

The lore of the stars was to open up that road. But “the atvempts at astronomy
surely came from an instinet for an antidote jagainst that sense of being free].
But we aimed too high, that drove us into the vague and limitless."* Rilke
could not achieve with astronomy what had seemed possible in aserology
without giving up astronomy.

Ewentually, -Rilke gave up studying astrology, He was no longer convinced
that it could be justified scientifically, that is astronomically. Instead, he sought
to legitimize it by other means, that, is in a poetic form, which is necessary to
man.?? Rilke writes on 19 August 1915 to Arctin:

Talkee, Sowmets fo Orplens, 37.

Rilke and Aretin, Der Diiiter nwe seir 1 stvaon, 47: “ich bin verhiilinismalig frei, unbeschif-

tigt, wenn man cs streng ausdricken will, Die Gritnde meiner Bedmickdeit, um die Sie sicl

so lichemwiirdipy besorgen, licgen wohl am Ticfsien in dicsem [Freiseine in dicsem Aushblei-

ben des inneren Befehls und Berods, auf dea unserciner hoffrungslos snpewicsen ist Path-

meas st eine diirre Insel, und es ist cin tibes Ansehen auf the, wenn einen nicht das unge-

heaersie Dikeat dberstiirzt, dass man thm mit beiden Handen nach- schreibe., ™

36 Ibad.: “Die Verseche nach der Astronomic hin mégen indessen witklich aus cineny antido-
tischen Instinkpe hervorgegangen sein, Wi haben e hoch angefangen, das trich uns dann
auch ins Vage und Grenzenbose.” Thus Rilke,

37 Rilke held Waldemar von Wasiclewski's ook Valathie s Helfseben: 1 ersnede wd Befroebi-

gent e awgewilanticke seelirche Fabipketen (Flalle: Card Marhold, 1922) in high regard, He ex-

prressed his admiration in 2 letier to the author from l:u:rwc_l:r! March and June 1922, ic.,

immediately after the compositon of the Neawets s Ophane. His reading of the book was

M
35
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For all that the ercors of man have always leen ende and even pretentious, when.
ever he took the acts and dreams of nature as a reason fiar terror or a5 4 warmi

these errors somehow corrected the aimlessness of our mind, and strengthened
those circumstances, to which we have been assigned, no matter how temporary

they might be.3

Thus, astrology serves to strengthen some of the formal constitution (ifona
different plane) of man, for all that its character is mutable, Itis mutable, Rillee
says, because our knowledge still stands in a process of acquiring knowledge, 3

For him, as a creator, astrology has no power of persuasion on a scientific ;

plane, but its underlying principle is important, because it is poetic. Rillee’s
analysis ends in two results: first, astrology can only be written poetically.
Given his condition, chat it should be a testual science, this is consistent. Sec-
ond, the principle behind a poetic astrology must be dynamic, as implied al-
ready by Rilke’s quest for moving constellations. '
A poetic astrology is no such thing anymore. Rilke has turned the referents

of fate and star inward. In the sonnet, the poet is deiven by an Orpheus who

forms stars. Orpheus is impossible to grasp, but this quality is not indicative
of a transcendent reality. Rather, it has a transcendental, eritical function. Iris
in this sense that Rilke makes use of astrological knowledge in the sonnets
and letters. Quite how radical this rransformation is, can only become clear to
the reader who follows closely the permutation of the meanings of words

directed towards a particular goal: he wished o integrate the inexplicable (dar Ulrentfinficd)
into his (poctic) world. This, in the end, had “obifged him w an artiste effor”™ (Rilke and

Wasiclowski, “Tin Bricfwechsel,” 191). He recognized three phases in the apprehension of

occult knowledge: ambiguity, inexplicability, and scientific illuminason. Wasiclewski had
succeeded in bringing necult phenomena from the plane of the ambiguous to the plane of
the inexplicable, Should scienee be wnreachable, Wasiclewski at least recognized that such
phenomena jiossessed potic meaning and coubd a least auain validity in poetry. Rillke was
particularly impressed by Wasiclewski's view that welepathy chirvoyance weee the “two greal
and beawtiful powers of the human soul” {bid., 188: “beiden grolien und schinen Krificn
der menschlichen Seele™). Aesthetics and meaning/reality ase characterized by the heavy
word “power” (K], “Philologizing” forms the basis also for the oceult, For a different
assessment, see Gisli Magnusson, “Rilke und der Okkultismus,” in Metapbpad swd Modeme
Vo Withedss Wasabe s Thonras Mo, Fentechrsft fir Bagge Kristiansen, ed. Andreas Blidoen and
Smren B Fauth (Wupperial: Arco, 2006), 14472, who counts Rilke as one of the occultists.

38 Rilke and Aresing Der Dichter wnd sein Axtrmvan, 65; “So grob und schlieBlich anmafend der
Fehler des Menschen scit jeher war, wenn er Erscheinungen der dber iha fort handelneden
und triumenden Natur sich zum Schrecken oder wur Wamung, nabm, irgendwic korrigiert
dieser Fehler dicse Zicllosigheit unseres Gemiiths und besiarke dic Zusmm::ﬂ-mngc, auf
die wic nen einmal hier angewicsen sind, so vorkiufig sic sonst auch sein mégen."”

3% CF the lines crical of the acyuisidon of knowledge in the “Reiter-Sonner™ “Doch frove
uns eine Weile aun,  der Figor sz glbea,” (IL1L, L 13-14) Herter Noron's wanslation:
“Bue let us now be glad a while / 1o befieve the Aguee”, Rilke, Soowets e Clghbens, 37.
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. throughout the poems. Commonly, however, interpreters impose their own

ppinions on the meaning of words to achieve clarity. They aggue as follows:
the poem opens a door to the depths of those notions which are contained in

* the words used by Rilke, Words are understood 2s coneepts, which the poem

explores in turn. This, however, can onlj.r oceuar at rhc cost of the linguistc
materdality of the works, that is, their syntax

! Critique of Interprerations: Or, How Gadamer Cures Rilke with a Comma

Gadamer’s view of Rilke can be studied from the vantage point of 2 single
eomma. He proposed the introduction of a comma into the poem in a place
where there is none. His sugpestion disregards the poem’s syntax and there-
fore acts contrary toa hermeneutic craft that is maferial insofar as ic relies upon
a praxis dictated by linguistic material. Gadamer’s considerations on the sub-
ject of “Poetry and Punctuation™ {1961)* bring to a head his hermeneatics’
implied provocation to the word-for-word Adelity of philological hermenen-
tics, We find the provocative suggestion in an exercise that illostrares his clas-
sic opus Touth and Mesbod, which had been published in the previous year
(1960},

In Trwih and Method, Gadamer developed the position that both rransmis-
sion and tradition are more important than the written word of the texes! By
“transmission” (Uberligfermang) Gadamer does not mean the text as transmitted
in material terms, but rather the inhericed sphere of meaning in which a word
acquires its true import and ideality. According to Gadamer, this sphere is
constitated by the “contnuity of memory.”#? The reality of 2 piven meaning,
freed from the “manuscript as a piece of the past,”™ is argued for within his
dialogic model of understanding. Thus, the “written transmission” which is
embedded in a wadiion of memory becomes assoctated with the spoken
word. Just like dialogue, a reading can cancel oot thar alienaton or reduction
which a written text adds to what is being said in it—translation is a case in

40 Hans-Georg Gadomer, “Poesic und Interpunktion,” in idem, Geramelie Penke; 1708 % <D
* tbesle weved Poeiik, Hevmementils im | aiigne [Tobingen: Mohr, 1993), 28245,

41 CL above all the chapter on “Sprache als Medivm der hermeneutischen Erfahrung,” in i
e, Clexmmelte \Ferke, 1ol 12 Hermementids I Wonlwbeit e Mesbode: Giramvagige cier fbifsaii-
scben Hermenentils (Tiibingen: Mohr, 1990), 387400, CL idem, “Language as the Mediom of
Hermeneutic Lxperience,” in T and Methed, trans, | Weinsheimer and 1. G Marshall,
2ol rev. ed. (Mew York and London: Continuem, 19943, 385406,

42 Gadamer, “Sprache abs Mediom der hermeneotischen Erfahrang,” 394,

43 fhid.
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point, a cautionary exﬁmplc: of this kind of rational “over-clarification™ ([

bedig). ™ Gadamer formulates his argument as follows:

Thus written texts present che real hermenentical task. Weiting (Febrfffehbe) js

self-alienation, Overeoming it, reading the text, is thus the highest task of under

standing, Even the pure signs of an inscription can be seen properly and articolated :

correctly oaly if the text can be transformed back into language. As we have said,

hewever, this cransformation always establishes a relationship to what is meant, to

the subject matter being discussed. Here the process of undesstanding moves en-
tirely in a sphere of meaning distinet from, and yet mediated by, the verbal teadi-
. tionds

Gadamer, with explicit reference to his boolk Trth awd Method, addresses the
second line of Rilke’s Sonnet 11.27 from the Soumets fo Oben:

Gicbt es wirklich die Zeit, dic zesstérende?
Wann, auf dem mihenden Berg, zerbricht sie die Burg? (1L 16

{Does it really exist, time the destroyer?
When, on the mountain at rest, will it crumble the castie?)

Gadamer proposes inserting a comma before the accusative object die Bug,
turning it into 2 nominative object and transforming, in turn, the transitive
wverb zerbrechen (whose object had been die Bayg) into an intransitive verb (with
di¢ Barrg as the new subject). In translation, the resulting line becomes: “When,
on the mountain at rest, will it crumble, the castle?” The proposed emenda-
tion is in line with Gadamer’s philosophy, which privileges speech and dia-
logue in understanding. For Gadamer, sonority and rhythm belong to the do-
main of dialogue, -which, in turn, contrbutes to the meaning of a text.
Gadamer takes his impression of the sonority and cadence of these lines as
his starting point. These he prioritizes over punctuation, which he counts

44 On the philosophical preconditions and the consequences for rexiual analysis of historical

distance. cf. Jean Bollack, Sive wider Vs Wis diest avaw? Gegreiche wit Patrick [ fored, trans,

Renate Schlesicr (Giaingen: Wallstein, 2003), 86-9.

45 Gadamer, “Lammumpe as the Medium of Hermeneotic Bxpericnce,” A2 Onginal in Gada-
mer, “Sprache als Medium der hermencatischen Erfahmeng,” 304: “Sa ise Oxieren Texten
segeniiber die cigentiche hermeneutische Aufgabe gestellt. Schrifitichkeit ist Selbstentfrem-
dung, Thre Uberwindung, das Lesen des Textes, ist also dic hichsie Aufgabe des Verste-
hiens. Selbse den reinen Zeichenbestand einer Tnschrift cowa vermag man nur richiig 7o
sehen vnd wu anikulicren, wenn man . den Text in Sprache surickzuverwandeln Vermag,.

Solche Rickverwandlung in Sprache .. stellt aber immer zugleich ein Vechilinis zum Ge-

meinten, e der Sache her, von der da die Rede ist. Hier bewegt sich des Vorpang des Ve
stehens ganz in der Sinnsphiire, die durch die sprachliche Dbedielerung veemitteft wicd.”
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among “the conventions of Sehrftfichéeit ™5 Punctuation is 2 reading aid pro-

~ vided by the author, no more. Gadamer perceives the second line to be

“chanted to the point of breathlessness,™7 and in need of 2 rhythmic break
before the phrase die Bag,

Thus, the capacity to perceive a rhythm is immediazely connected wo the
discovery of meaning—for Gadamer, they belong to the same sphere,
Through the insertion of a comma, Gadamer insists on maintaining two
equally weighted interpreative options, an equilibrinm that Rilke himself had
already unbalanced by weighting poetic time more heavily. By reasserting am
alternative reading for the phrase, Gadamer is insensitive o Rilke's choice,
What is crucial, therefore, is the word “tdme.” The frst alternative (2) treats
time as the agent of destruction (gerbresbhen), the crambling of L 2, whereas the
second alternative (b) casts serbreches as an intransitive verh (with no object).
Gadamer prefers the second alternative and claims to follow Rilke’s intention
in making his choice. He justifies doing so by arguing that time and transience
are not viclent and destrucrive, but rather signify the normality of the Aeeting
and of decay. This is also whar—according o Gadamer—is meant by the
word Tredbenden (1. 2, “the driving” / “the drifting™) in the last terces. For Gad-
amer—who adduces a general, not just a philosophical judgzment here—the
transience of man is not a violent act on the part of time (which would then
cause things 1o crumble), In fact, this violence does not exist if, as the final
tercet implies, transience is normal. Gadamer proposes to follow his experi-
ence:

Is our transience, in the end, of a quite differene kind: ot 2 destruction, which
occurs when an exhavsted resistance fnally succumbs, but rather a “regulas’ pro-
cess, more like a custom, that is something nourished and cultivated, in any case
something without a culprit or an originater, also not “time"?

The irony is that this argumentation annuls Gadamer’s earlier defense of
thythm’s privilege, along with the need for his imaginary comma in the first
place. Actually, Gadamer's account (his perception of the sound of the poer)
is based on a reading of the poem which follows the puncruation of the lines
1 discussed in conjunction with the whole poem. The rhetorical question
posed by the first line, which Gadamer recognized, also applies to the second,
and the question is continued in the next quatrain (“Are we really so appre-
hensively fragile / as fare would have us believe?”, Il 5f). Hven withour a
comma, the rhetorical question of 1. 2 still manages ro achieve the conditions

e Gadamer, Gesamancite Wenke, [0 9, 242,
47 Ibid., 285.
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for that comma when Gadamer's philosophy of time is applied. The castle.
does not crumble because time the destroyer does not really exist. The mildey

view of time proposed by Gadamer is rhetorically confirmed. The comma wag

supposed to demonstrate an understanding which already follows from the
thetorical question of L 1 {and 1. 2)—there was no need for Gadamer to insert
it

Be that as it may, by not including a comma, the poem itself denies this -
result. For all that Gadamer’s reading would have been better if he had re-
frained from the addition of a comma (which depends upon him recognizing
the Full scope of the rhetorical question), it still would not have elken his in-

terpretation far enough. Here is the point my investigation attempts to analyze
and identify: where do theoretical prejudices set in? Thus, my investigation is

conscious of and accommodates (as Gadamer’s may not) the point at which

diseursive, philosophic, or even theological perspectives may impinge on or
distort interpretations that seek to uncover the intentions or imperatives of
the text,

For the poem, in rejecting “des:mcuun * develops 4 new temporal sense
that Gadamer cannot reach by means of his argument’s general {philosophical)
presumption. Our early consideration of the coexistence of Rilke’s popularity

and his difficelty comes in uscful here. The mainseream material {Le., the usual |

deseriptions of Rilke’s poetry as esoteric, mythic, philosophical, everyday,
gnnstic., etc.) remains, but is now imbued by the form of poetic ratonality and,
in ooe way, impresses its genuine energy on the new form. Gadamer’s philo-
sophic (mainstream) presumption regarding time receives a new rationalt inso-

far as the poem unfolds a temporality which is meant 1o harmonize with the

poetc drive (Treibay). 1t is therefore “gentle,” not destructive. The methodo-

logical faffacies of Gadamer's dialogic model are revealed. 10 a work is preceded
" by an oral agreement with tradition (so the model goes), then the work itself
coneains a deficie. It is up to the interpreter to correct this deficit. Gadamer’s
theory does not account for the possibility that a work acquires its meaning by
taking up a position with respect o the traditions of time and fate—that is, by
virtue of the suthor’s decision to break with a commaon-sense position. This
productive ruptire also concerns other views the poem presents initially—
only, later, to overcome them. But this is exacily what my reading shows: Son-
net [1.27 brings the debate abour time and fate into a poctic sphere, which is,
in turn, opposed to fate and its “time,” and which oltimarely serves to over-

come them. The castle proves to be the writing poet's citadel, protecting him 2

from time (in its newly acquired sense), +8

48 Thid.
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But what purpose does the ideology of the reading based on sonorty
serve? What is the purpose of restricting one’s own (that is Gadamer’s SR
reading? Sonority and prosody are stations on the road to common sense,
which is the very foundation of Gadamer’s reading, They are in agreement
with the broader thesis about human connections (i inkiang, sit vemia verbs),
and open up the door twit. Sonority and prosody cnail 4 phsiumphica] depth-

structure. The psychological medium should be “feeling” {which Gadamer
takes as his starting point in the essay “Mythopoetische Umbkehrang in Rilkes
Duineser Blegien™). By this, Gadamer means a textual quality, which Rilke
purportedly aims for. The “sonority,” which is understood only in its tech-
nical, prosodic sense, embodies a kind of atmosphere of the wxt, which is
made possible by “feeling.” And this results in the decisive jump of thought:
fecling itself is the sum of judgments of perception. Such judgments can go
lilke this in Gadamer: “But everyone knows that pain strives inwards, and
theteby goes deeper.™” The seatence refers to the connection berween
“night” and “pain™ in the fourth eicgy.m Or “A child refuses to hand over
that which chokes it”*'—this is meant to explain the following lines from the
same elegy: “Who makes his death / from gray bread that grows haed,—or
leaves /it there inside his rounded mouth, jageed as the core / of a sweet
apple?”ﬂ Common experience, so Gadamer thinks, enters the feclings of the
poem, which are transformed, and expressed in sounds (and in poetic lan-
guage in general), The poet confirms that which he says in the depth of expe-
tience, immediately—by appealing to feelings. Experience confirmed in this
way turns into mythical experience, and because this confirmation takes po-
etic form, Gadamer speaks of “mythopoetics,” Mythupoiesie. By a sweeping
judgmene, certain of Rilke's stylistic mannerisms observed by Gadamer are
made to serve this function. But they basically remain unknown to him, and
he does not feel the need 1o po into detail. In the end, Gadamer bases himself
on a particular educational and coltural tradition, and to the pa.tr.tcula.r taste
developed within this tradition,
The purpose of a hermeneutic interprecation should therefore, according
to Gadamer, be a reversal of the mythopoictic ansformation by Rilke, as the
experience present in the feeling of the poetic object, a recovery of the now

49 Hans-Georg Gadamer, “Mythopoetische Umkehrong in Rilkes Duineser [egion,” in idem,
Ceesammelte [Ferke, 170l 9, 289305,

50 CF ibid., 261,

51 Thid., 288

32 Rainer Masia Rilke, Sebotd Pocws, trans. Albert Brnest Flesmming (Mew York: Methuen, 2nd
ed. 1985}, '
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. ennobled cultivated leanﬁng and experience. The concept of “presence” jg
central to this conception, because it provides 2 means of avoiding an analysiy
of the evidence by which the written purportedly expresses the fele. In orde

to explicate difficult passages, ref&&n;c should be made w colloquial gep.

tences, instead of trying to reconstruct the worlk in q historical sense. Aliverally
non-commirtal project.

Authority of Interpretatipn

Pd like to close with a coda on the Anthority of Interpresation. Reflexive praxis ig
the decisive authority for whether a work is revealed to us.in its rextual en.
tirety, whether [ have cortectly understood the meaning of the worls, whether
the work is in fact significant enough to be interpreted at all, given the diffi-
culties that entails, and, finally, whether the critique of other interpretations is

justified, Till now, T have spoken of hermeneutics’ modernization and have

underscored discursive checks within the philological discipline. In my inter-
pretation of Sonnet 11.27, I have referred 1o my reading and articulared its
principles: 1 broaden the poem’s reach to include the sonnet cycle as a whole,
I take its meaning to lie in a poetic, skeptical critique of the orphic tradition,
and I recognize Rilke's {material) strategy in the sonnets idiolect. What, how-
ever, is the fome of this reflective praxis, which itself cannot be tanght? What
is the fomw that lends teadings authority, or, to horrow Friedrich Schlegel’s
term, gives form to “philologizing™ (Phelslygisieren)? My answer is this: the
sought-after form is durirtence, and the practice of which I've spoken is insison
reading. Insistence is the key, for only insistence guarantees improvements in
interpretation. Tnsistence is not thought out straight-away bur ocecurs through
refraction: “If it is true that it is ar the price of an insistent search that one
transcends the immediacy of the fetter in order to achieve a certain depth, it
is not surprising that discussion is part of self-reflexive investigation.” (Jean
Bollack)®> Or in words we've had occasion to cite before: 1 am not interested
in grasping that which grips me (Emil Staiger), but in reconstructing the -

tionality which guides the creative act in Rilke’s: poem by unders tanding o if

ir it mirderstandr. The word “reading” as it is used here contains 4 telling double
meaning. It is the activity of reading itself as well as this activity’s result. Tt is
our task to link the two. A constant return to the reswis of interpretation that

53 L dectwre insictonte Antonr dle fean Bolfack: {Calloge de Cordsy), el Christoph F-i'ﬁnig and Heinz
Wesmnnn (Paris; Albin Michel, 201 1, 1.
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reflects on these principles—including the history of interpretation in con-
junction with works of literature—fosters, over a longer period of tdme, the
quality of the activity of reading itself, and thus its interpretative results, Merh-
odological and historically-minded critique hones one’s own intuitions in the
long run. Understood in this way, readings take the place of preconceived lit-
erary and cultural theories. And this reflection, which performs a theory of
interpretative praxis, itself becomes an element in insistent interpretation. 4nd
#his, fiwally, implies that insistence itself must not become the conceptual purpose
of a reading, -
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