Script/Bodies
Embodied Texts in Situations of Reading
(Cavafy, Karyotakis, Ritsos, Papacharalampos)

Benedikt Wolf

Na ™m Mapi\i{a Mntoou

In one minijature narration in his posthumously published monumental montage
novel Legende (Legend, 1999), Ronald M. Schernikau narrates a visit to a publiclibrary

»1

by his autofictional character “ulla’s nephew”:

[10| space and silence | and into the space and silence enters ulla’s nephew. tall
cabinets along the walls with books, from them paper and writing. and this writ-
ing, the meaning.

|11] the writing that says something. what the writing says, it says to you. what the
writing says, you change it yourself. what the writing reads is you. you read what
the writing is for you. the writing reads you.

|12| tall cabinets with books and silence. lots of carpet dark and worn, very silent
the people finally, and they read and search and find and read. inside the books
the meaning. (Schernikau 2019: 494f; author’s translation)

Framed by descriptions of the space and the activities catried out in it (in |10| and
|12]) a few sentences (in |11]) take up the interaction between a text and a reader.
Meaning (the writing says something) and address (it says to you) are first located in
the text. But the process of reading involves the reader with their own capability
of producing meaning and with their own intentionality (changing what the writing
says). This reciprocity of address in the reading process leads to a surprising inver-
sion of the positions of reading as we are used to thinking them in the formulation
“the writing reads you.” Schernikau’s attention to the spatial surroundings and bod-
ily presence of others in the framing of this short passage, but also to the concrete

1 | am very grateful to Heinke Deloch and Ivo Zender for critically reading earlier versions of
this paper. The research and writing of this paper were funded by a generous scholarship
from the Alexander von Humboldt Foundation.
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form in which text materializes—writing on paper—point to the reciprocal exchange
of reading being situated in a concrete situation of embodied co-presence.”

I want to take this meditation on reading as a starting point for thinking about
the bodily dimension in the reciprocity of reading. The question that sets the coordi-
nates for the following is: How do the bodies of the reader and the text interact in the
situation of reading? In this article, I want to account for the situation of reading by
starting from the interaction of the materialized form in which the text occurs and
my bodily experiencing. I argue that the text’s material form—I will call it the script
body—can be understood as an equivalent of a lived body (Leib), insofar as it is a body
oriented toward the reader’s lived body. After outlining the theoretical problem and
clarifying the theoretical framework of my argument, I turn to poems of four 20" to
21%° century Greek writers to explore the various ways in which these poems gesture
toward their script bodies. I end with a short conclusion.

This chapter seeks to set out some preliminary conceptual considerations for a
larger project of re-modelling reading as a situation. It therefore aims to think liter-
ary texts in a way that could be of use in the framework of such a project. I consider
this a necessary step in preparation for work that I wish to do in the future. In this
chapter, my experiencing in reading situations does not come into full view yet. My
aim is to establish the specificities of the script bodies I deal with in situations of
reading as a first step toward a theoretical model and a different reading practice
that account for the lived body and the experiencing inherent in any situation of
reading.

1. Reading as an Embodied Situation

Reader response and reception theory focus on the reader. Historically, the innova-
tive potential of these theories was precisely to shift the focus from the author and
their intention and from the text understood as a static and self-contained struc-
ture to the reader as an active and productive agent in the constitution of meaning
and the production of aesthetic experience (Eagleton 2008: 64; Willis 2018: 19). This
reader, however, is, in reception theory, widely reduced to their mind. As Ika Willis

2 The visitto the library in Legende is framed by remarks about the economic conditions of read-
ing: The section before space and silence talks about the tiny room in which ulla’s nephew lives
and in which he cannot have his books: “the smaller the room the cheaper”; in the section
following space and silence, philharmonic hall, the meeting of an association of house-owners
is interrupted by an activist carrying a banner with the slogan “rent control as a permanent
right” (Schernikau 2019: 494f; author’s translation). This dimension of economic conditions
and theirinterplay with the situation of reading does not come into view in this article, which
focuses on a different aspect, even if | am aware of the necessity of including it in a project of
modelling reading as a situation.
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notes, “the visual, haptic, imaginative, affective and bodily dimensions of reading
have tended to be sidelined in twentieth-century academic and theoretical models
of reading in favour of attention to cognitive processes of interpretation and mean-
ing-making” (Willis 2018: 129f).> Even if there have been attempts to account for the
affective, and, less frequently, bodily dimensions of reading in recent years,* literary
studies still have not found, as Robyn Warhol puts it, “a language for talking about
the reader’s body” (Warhol 2003: ix). And even in Embodied Cognition or Experi-
ential approaches to literary reading, the focus is very much on meaning and the

)«

readers’ “experiential backgrounds,” that is, experience readers bring into the read-
ing from elsewhere (Kutsch/Strasen 2019: 67f). How can we account theoretically for
the bodily dimensions of reading in terms of meaning and beyond?

In aesthetic experience, meaning is not necessarily the only aspect at play. Draw-
ing on ideas developed in the context of the Research Training Group Experiencing
Gender. Constitution and Transformation of Being in the World at Bielefeld University,” 1
posit that experiencing plays a key role in aesthetic experience—related to, but poten-
tially also diverging from or even contradicting meaning. Distinguishing experienc-
ing (Erleben) from experience (Erfahrung) aims to make it possible to focus on the as-
pect of the process of bodily sensing and feeling inherent in any practice rooted in a
specific situation (Konig/Erhart 2023; Kallenberg/Kénig/Erhart 2024b; K6nig 2024;
Konig/Wolf 2024). Instead of focusing on the experiential backgrounds that read-
ers bring into reading situations, I suggest attending to the experiential foreground
of the reading situation. Experiencing in this sense strives towards meaning and
the transformation of meaning (Konig 2024: 123f). Its phenomenal qualities, how-
ever, cannot be reduced to meaning. Embedded in processes of meaning-making,
they are not identical with these processes. As psychoanalytical negative hermeneu-
tics posits, in the psychoanalytical process, meaning is as important as its negation,
and understanding can even function as an “imaginary delusion” covering over what
resists assimilation by meaning-making (Storck 2012, citation at 24; author’s trans-
lation). I suggest that the same holds true for our encounters with literature’s script
bodies. I ask how we can account for the bodily dimension of experiencing in read-
ing literature, both in relation to meaning-making and to that which resists assimi-
lation, both on a theoretical level and in terms of individual readings. To account for
aesthetic experience, I would suggest it is useful to understand reading as a situation
in the sense elaborated by the philosopher and psychologist Eugene T. Gendlin.

3 As Willis reminds us, ancient through early modern traditions of thinking about reception
had in fact primarily “focussed on the bodily, affective and moral dimensions of reception”
(Willis 2018: 10), rather than on meaning and cognition.

4 For an overview see Willis (2018: 128ff).

5 See the Research Training Group’s website https://www.uni-bielefeld.de/zwe/izg/grk/

https://doi.org/10. inliby pen Access

201


https://www.uni-bielefeld.de/zwe/izg/grk/
https://doi.org/10.14361/9783839479742-199 
https://www.inlibra.com/de/page/agb
https://creativecommons.org/licenses/by-nd/4.0/

202

[l Erleben des Artikulierens/Lived Experiences of Articulations

With his concept of situation, Gendlin urges us to think of processes and events
not first and foremost in terms of their subjects and objects and the categories they
belong to, but as concrete, embodied situations that transgress their components:
“We must think the situations because an event is richer than the categories.”
(Gendlin 1991: 89) His theoretical claim is to focus on “interaction first” and to view
“body and environment as one event” (Gendlin 2018: 30; emphasis in original). When
I read a poem, I can regard the text as a system of signs and myself as the reader
and meditate on the qualities of this system of signs and the role the reader plays
in perceiving, processing and understanding it. From a perspective on reading as
a situation, however, I would describe a concrete situation of reading—in this case
of a poem from Konstantinos Papacharalampos’s 2018 volume tria. anthropon istoria
(three. people’s history)—like this:

| am reading the poem in the Rare Books and Manuscripts Reading Room of the
British Library, London, on a sunny day in June. The room is relatively quiet. There
are many other people working and reading. | am using noise-cancelling head-
phones to block sounds made by other readers, especially a teenage boy sitting
opposite me and hectically going through mathematical exercises, probably in
preparation for some sort of exam, from time to time looking at his phone, scrawl-
ing and typing. On my desk there are two electronic devices (the computer, | am
writing this on, and an iPad), and a stack of books (some of which are cited in the
essay on “Script Bodies” | am in the process of writing). Between my sitting body
and the computer, lies tria. anthropon istoria, not a library copy, but my own, with
Papacharalampos’s autograph on the cover page. The book is opened at pages 40
and 41. My lower arms hold the book in position, so | can read and type at the
same time. | can feel a tension in my upper body. My typing makes quiet sounds
that| cannot hear because of the headphones but which l assume are perceived by
other readers. There is no text printed on p. 40. | can see a few wood fibers, slightly
darker than the white of the paper, at various positions on the page. Between p.
40 and p. 41 | can discern the thread that binds the book together. The poem is
printed on p. 41. Shining through the white parts of the page, | can see a pattern
of darker squares printed on pages 42—43, as | discover turning the page for a mo-
ment. As | read the poem on page 41, my head is slightly turned right, while my
eyes follow the lines, occasionally pausing to take in the poem in its entirety.

This short description is, of course, a radical reduction of the situation I attempt to
grasp. There are uncountably many more things going on while I am reading the
poem (for instance the sound of the air conditioning system, the pain in my upper
back, and the short interaction I had with one of the librarians a few minutes ago).
Gendlin posits that a situation has not only many components (many more than one
can describe), but that a situation is always “more than any number of details” (Gendlin
1991: 89;italics in original). Thus, he understands a situation as a “pre-separated mul-

https://doi.org/10. inliby pen Access



https://doi.org/10.14361/9783839479742-199 
https://www.inlibra.com/de/page/agb
https://creativecommons.org/licenses/by-nd/4.0/

Benedikt Wolf: Script/Bodies

tiplicity” (ibid.: 91f). My description is, in fact, already an attempt at analyzing, that
is, etymologically, dissolving, the situation of reading. Language necessitates speak-
ing of the situation in terms of agents, actions, and relations of cause and effect
(Gendlin 2018: 31). From this perspective, my description is no more than an attempt
at approximating the description of a situation.

Itis not the place here to discuss the advantages and disadvantages of turning to
reading as a situation or as situated. These short remarks, coming from reflections in
the context of a larger project, are meant to contextualize the following argument.
It should have become clear that I consider the situation that my lived body and the
textin its concrete material form share to be crucial for understanding reading as an
aesthetic experience. In the following, I turn my attention first and foremost to the
(materialized) text, not to me, the situated reader (although I will argue thatitis not
possible to separate these two). In doing so, I hope to shed some light on the bodies
made of printer’s ink, paper, glue, and fabric that appear in situations of reading.

2. What Is a Script Body?

In literary scholarship, the material and/or spatial dimensions of texts are some-
times addressed by calling attention to the textual body, the body of text or Textkirper
(e.g. Lihnemann/Rupp 2006; Wolf 2018: 285, 404f; Dauven-van Knippenberg et al.
2019; Zender 2023). An important account of the text understood as a body is to be
found in Roland Barthes’s The Pleasure of the Text (1973):

Apparently Arab scholars, when speaking of the text, use this admirable expres-
sion: the certain body. What body? We have several of them; the body of anatomists
and physiologists, the one science sees or discusses: this is the text of grammari-
ans, critics, commentators, philologists (the pheno-text). But we also have a body
of bliss consisting solely of erotic relations, utterly distinct from the first body: it
is another contour, another nomination; thus with the text: it is no more than the
open list of fires of language [..]. Does the text have human form, is it a figure,
an anagram of the body? Yes, but of our erotic body. The pleasure of the text is
irreducible to physiological need. (Barthes 1990: 16f; italics in original)

In this passage, Barthes differentiates between two textual bodies: one body-as-ob-
ject, which can be scrutinized by scholars of all sorts, which can be talked about;
and one sensual body “of erotic relations.” Barthes goes on to compare these two
bodies—or rather: aspects of the body—with the human body, aligning the sensual
textual body with “our erotic body.” As Ottmar Ette explains, Barthes’s distinction of
textual bodies (which draws on Julia Kristeva’s notions of the pheno-text and the geno-
text) can be paralleled by the phenomenological distinction of body (Kérper) and lived

https://doi.org/10. inliby pen Access

203


https://doi.org/10.14361/9783839479742-199 
https://www.inlibra.com/de/page/agb
https://creativecommons.org/licenses/by-nd/4.0/

204

[l Erleben des Artikulierens/Lived Experiences of Articulations

body (Leib) (Ette 2019: 357f). However, Barthes does not seem to be referring here to
the material qualities of a concrete realization of a text, on an individual page of a
book. Talking about text here, he seems to have in mind a specific constellation of
signs. But he seems to understand signs as abstractable from their material realiza-
tions on the pages of books. When Barthes talks about the sensual qualities inherent
in the relations between signs, he seems to think of a text abstracted from its con-
crete realizations—at least he does not differentiate between a text and its material
realizations.

I want to take up Barthes’s differentiation between the body as an object and
the sensual body but connect it with more concrete understandings of the Textkir-
per as in Henrike Lihnemann and Michael Rupp with their emphasis on concrete
realizations of a text in a manuscript tradition (Lihnemann/Rupp 2006). To do so,
it is necessary to make a distinction: between text (abstract signs) and writing (ma-
terially realized signs).® Rainer Maria Rilke’s poem “Frither Apollo” (Early Apollo),
for instance, is materially realized in the copies of the first printing of Rilke’s Neue
Gedichte (New Poems, Rilke 1907: 1), in the copies of the first volume of the Kommen-
tierte Ausgabe in vier Binden (Annotated Edition in Four Volumes) of 1996 (Rilke 1996:
449), and in the copies of the 2006 volume Die Gedichte (The Poems, Rilke 2006: 431).
The mises-en-page differ between the editions, as do the individual copies’ physi-
cal conditions. When comparing the texts of the three editions, however, one would
rightly arrive at the conclusion that the text they each give is identical. The last state-
ment is true on the level of what I call abstract text and abstract signs (in the sense
of abstractable from individual materializations). The abstract text (made up of abstract
signs) cannot be grasped—therefore I call it abstract; only its material realizations
are palpable. But it is a logical necessity to suppose an abstract entity that organizes
those aspects of the material realization that make us speak of an identical text. In
the modern printing economy, an individual text materializes in different editions,
and an edition is made up by the entirety of its copies. In other words, the text is an
abstract set of signs that needs to go through a process of mise-en-page in order to
materialize in single copies. Text in this sense of an abstract set of signs does not and
cannot have a concrete corporeal form, no extension in space, no sensual qualities.

Included in the abstract set of signs that constitutes a text are data that deter-
mine its spatial realization in concrete bodies on paper, such as paragraph breaks,
verse breaks, titles, epigraphs, stanzas, and more. These data can only be recon-
structed from the entirety of the editions of a specific text. In this sense, the abstract
set of signs (text) includes spatial determinators. In the terminology proposed here
it does not make sense to speak of a textual body. What we actually have is the text’s

6 My distinction between text and writing is inspired by Roland Barthes’ meditation on écriture
in Barthes 2002, esp. 277ff, 293, 307. My remarks here refer to written literature in the age of
print. For pre-print literature, adjustments of terminology would be necessary.
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concrete materializations organized by the mises-en-page of its editions. As a con-
sequence of the distinction between text and writing, I suggest calling the concrete
bodies readers deal with in reading situations (that is, the bodies with the coffee
stains and dog ears) script bodies.

abstract text (including spatial determinations)

mises-en-page

concretely materialized script bodies

I want to briefly exemplify this distinction between text and script body using
the poem I was reading in the short vignette above: the poem from Papacharalam-
pos’s tria. anthropon istoria:” 1 can render this poen’s first three and a half verses
by simply putting its signs in a single line and adding information about how it
should be formatted (the spatial determinators)—a stand-in image for the abstract
text (of course, a single line is also a script body): “the girl walks. girl walks. ffADD
SPACE]alls // the boy walks. boy walks. fal]ADD SPACEI]lls // and I at the edge. i cry.
i-cry walks no t[ADD SPACE]e // ar falls.” I reconstructed this abstract text from
a specific mis-en-page, the one created by the poet himself and technically imple-
mented by the typesetter Ektoras Chatzibekiaris for the only published edition so

7 The necessity of translation complicates the example. For the sake of simplicity, my argument
here ignores the issue of translation.
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far, with the publisher koukounari® (but we can imagine future and slightly differ-
ing mises-en-page). This is the poern'’s text as embodied in a script body (in the mise-
en-page of my quotation)—and this script body is fundamental to the functioning

of this poem:
the girl walks. girl walks. f
the boy walks. boy walks. fa
and | at the edge. i cry. i-cry walks. no t
ar falls. but i cry. as | haven't cri

before. | always see. everything now | s

but nothing. nothing walks. on the screen.

(Papacharalampos 2018: 41; author’s translation)

alls

Ils

ed
ee

only-

see it.
and

| lose my
words.

and voiceless

(ilook)

It is the poem’s material embodiment—its use of blank space to separate “falling”
parts of words from those “remaining at the edge”—that brings forth this poem’s
characteristic visual rhythm and charges clusters of letters—alls, Ils, and, above all,

the tear-like e (d in the Greek original)—with a material quality, an intensity that
a text can only produce as a script body. The dynamic of falling over the edge—a

8 The poet’s original typescript and the rendering in the published book are virtually identical.
| am grateful to Konstantinos Papacharalampos for providing me with the original typescript.
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dynamic in the poem’s embodied dimension—is dramatically emphasized in view
of the whole of this script body.

In light of the passage from Barthes’s The Pleasure of the Text, we can now ask:
How can we account for Barthes’s two body aspects in the script body. Or, put in
other words, is the script body just an object (to be measured, commented, inter-
preted, compared to other script bodies etc.), or is there a sensual quality to the
script body—sensual not only in the sense that I, the concrete reader, am spatially
positioned towards it, that I can see, smell, touch it, but in the sense of a script body
that relates to my sensing body? In the following, I want to point out different ways in
which poems gesture to specific parts of their script bodies, thus producing areas of
intensified corporeality. In concluding, I will relate these examples to my argument
about script bodies in reading situations.

3. Script Bodies Pointing to Body Parts

My first example is Constantine P. Cavafy’s poem In the Month of Athyr (1917). This
poem evokes a reading situation; it is a poem about reading (Diamantopoulou 2016:
323). A reader—the poemn’s speaker—is positioned in front of a tombstone, and tries

to decipher it:

| can just read the inscription on this ancient stone.

“Lo[r]ld Jesus Christ.” | make out a “So[u]l”

“In the mon[th] of Athyr” “Lefkio[s] went to sleep.”

Where his age is mentioned— “lived to the age of"—

the Kappa Zeta shows that he went to sleep a young man.
In the corroded part | see “Hi[m] ... Alexandrian.”

Then there are three badly mutilated lines—

though | can pick out a few words, like “our teal[r]s,” “grief,”
then “tears” again, and “sorrow to [us] his [f]riends.”

I think Lefkios must have been greatly loved

In the month of Athyr Lefkios went to sleep.

(Cavafy 1992: 77; Greek text: Kavafis 2000: vol. 1: 82)°

After the introductory first verse in which the poem’s speaker speaks, from the sec-
ond verse on, the deciphered text is quoted—including editorial symbols ([J and . . .)

9 I modified the English translation insofar as | restored a feature of the Greek original which
is abandoned in the quoted translation: the division of each verse into two half-verses.
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asused in classical textual philology and epigraphy. The speaker—who reveals them-
selves as a writer—is careful to represent in the text an object outside of it. The
speaker is very precise in documenting the inscription’s lacunae and clearly indi-
cates in which instances they conjecture rather than decipher a certain letter. Thus,
the speaker’s speech or writing very attentively describes a script body (the fictitious
stone), while it does not explicitly refer to the poent’s own script body. The poem
does, however, implicitly draw an analogy between the qualities of its own script
body and those of the tombstone. Even if the division of verses into half-verses is a
technique that is not unique to this poem but reappears in Cavafy’s oeuvre, in this
case it mirrors qualities of the object described. As Lilia Diamantopoulou writes, the

typographic arrangement of its verses points to the fragmentary nature of the in-
scription. [..] [Tlhe verses are divided into two half-verses which are separated
from each other by several blank spaces. This creates a deep, text-free rupture run-
ning through the middle of the poem, suggesting that the poem as a whole can
be interpreted as a visually represented—broken because ancient—marble stele.
(Diamantopoulou 2016: 326; author’s translation)

The poem appears to draw an analogy between the tombstone and its own script
body. It does not, however, speak of or point to its own body in a pronounced way,
as the following poems do.

My first example of such a more pronounced instance of a script body pointing to
itself is Posthumous Fame, the opening poem of Elegeia kai satyres (Elegies and Satires,
1927), the second collection of poems published by Kostas Karyotakis—a younger
contemporary of Cavafy:

The infinite universe demands our death,

the crimson mouths of flowers require it too.

Though spring may come once more, it'll leave us again,
and then we won't even be hints of shadows.

The brilliant light of the sun awaits our death.

But we've yet to see that triumphal sunset,

and then from April evenings to take our leave,
heading for the dark kingdoms down there below.

Only our verses [stichoi] can live on after us

a mere ten verses might survive, like [kathos] pigeons

that shipwrecked and castaways release to chance [tychi]
but when they bring the message, it’s much too late [kairos].
(Karyotakis 2006: 73; Greek text: Karyotakis 2001: 61)
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This poem is divided into three stanzas of four cross-rhymed lines each. In the Greek
original, both the first and second stanzas begin with the phrase To thanato mas, “Our
death,” thus setting the tone for its pessimistic perspective on the ephemerality of
life. The interesting turn appears in the third stanza, when the poem speaks of the
possibility of resisting death. This stanza is the third quatrain starting with line 9, so
the verse that talks about “ten verses” is the poem’s tenth verse. In talking about ten
verses at the beginning (in the Greek original) of its tenth verse, the poem treats it-
self, on one level, as a pheno-text in the sense of the passage quoted from Barthes, as
a text that can be measured, whose verses can be counted. With this reference to the
pheno-text, a certain tension is introduced in the last stanza: The tenth verse states
that only ten verses can remain, but the stanza’s structure introduced by the firstand
affirmed by the second stanzas makes it necessary to transgress the boundary of ten
verses in order to complete the rhyming pattern (the last words of the stanza’s four
verses are, in the Greek original, stichoi ['stigil—kathos [ka'0ds]—tychi ['tigi]—kairos
[ce'rds]). By pointing to its tenth line and calling it the last that can remain, the poem
introduces a distinction between the first two and the last two verses of this stanza,
rendering the closing couplet as hopeless and futile as the pigeons it speaks of. The
last two lines speak, as it were, ghostlike, after the poem’s death. The final couplet
has a different quality from the poenr's first ten lines, and this quality is produced
via the pointing to a location in the text. In the situation of reading, this pointing
to a location in the text is materially realized as a pointing to a specific area of the
script body, a specific spot on the page that lies in front of me. Thus, in this poem, we
encounter a reference to a location in the text (via its measurable parameters) which
is, in the situation of reading, transformed into a pointing gesture, or deixis, to an
area of the script body. By means of this deixis, the script body is structured in a way
that does not make use of spatial devices (such as verse or stanza breaks) but mod-
ulates the intensity of different body areas. This intensified part of the script body
has the potential of becoming significant in an embodied situation of reading.

In my third example, Cavafy’s 1919 poem The Afternoon Sun, a similar deixis to
an area of the script body is at play, in this instance, however, not only by way of
reference to the measurable parameters of the text or to the script body but also by
referring to a kind of spatial relationality akin to the spatiality specific to the lived
body of phenomenological theory. In The Afternoon Sun, the speaker returns to a room
in which they long ago used to visit a lover.”® The poem is divided into six sections
of varying length: from just one to eight verses. The longest section is the third. In
describing the room’s space, this section connects the two layers of time, the here and
now of the speaker’s present visit to the room (which is now one of several rooms in
the building being rented out “as offices”) and the then of the erotic memory:

10 On the (non-)use of grammatical gender in this poem see Wolf 2024. The observations that
follow draw on this essay.
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Here, near the door, was the couch,

a Turkish carpet in front of it.

Close by, the shelf with two yellow vases.

On the right—no, opposite—a wardrobe with a mirror.
In the middle the table where he" wrote,

and the three big wicker chairs.

Beside the window was the bed

where we made love so many times.

(Cavafy 1992: 96; Greek text: Kavafis 2000, vol. 2: 13)

Of interest to my argument here is the verse that positions the imagined past table
where the lover wrote “[iln the middle” of the present room. Turning again to the
measurable parameters of the script body, I realize that this verse— “In the mid-
dle the table where he wrote’—is in the middle of the poem’s body: It is the tenth of
the poent's 19 verses. In this verse, the space the poem evokes on the thematic level
converges with its own spatial dimension, its script corporeality.

The technique is similar to that employed by Karyotakis, though admittedly
more implicit than Karyotakis’s explicit reference to an individual verse: Both po-
ems point to an area of their script bodies by referring to its measurable spatial
dimension. What distinguishes this deictic reference to an area of the script body
in The Afternoon Sun from that in Posthumous Fame, however, is its occurrence in the
context of a web of spatial relations on the thematic level. I am referring, here, to
Karl Bithler’s concept of the deictic function of language. Bithler considers certain
elements in language that do not point to shared symbolic meanings but are fun-
damentally dependent on the speaker’s situation. The words I and here change their
meaning depending on the situation they are uttered in (Bithler 1990: 91-166). The
deictic “here [edo]” in the sectiom’s first verse functions as a linguistic device to

» o«

spatially root all the following relational spatial components—*“near,” “in front of,”

”«

“[c]lose by,” “[o]n the right—no, opposite,” “[i]n the middle,” “[b]eside.” The system of
spatial relations in this section is contingent upon the “here” (edo) and thus upon the
speaker as the origin, the origo in Bithler’s terminology, of the deictic devices, that
is, the speaker’s position in space. This is the kind of spatiality specific to the lived
body, as Maurice Merleau-Ponty has analyzed it. “[M]y body,” he writes, “appears
to me as an attitude directed towards a certain existing or possible task.” Thus, the
lived body’s spatiality is a “spatiality of situation”: “The word ‘here applied to my body
does not refer to a determinate position in relation to other positions or to external
co-ordinates, but the laying down of the first co-ordinates, the anchoring of the

active body in an object, the situation of the body in face of its tasks.” (Merleau-

11 Aselaborated in Wolf 2024, the subject’s grammatical gender in this verse is not specified in
the Greek original. All the English and German translations | am aware of, however, specify
it as either male (in most cases) or female (in one case).
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Ponty 2005: 114f; italics in original) Seen from this angle, “In the middle” in the
poem’s central verse not only allows the thematic space and the spatial dimension
of the script body to converge but also connects the speaker’s deictic edo with the
poent’s implicit deixis to its own center. But whereas the speaker’s deixis is one
of their space—from my perspective an imagined one—the poenr’s deixis operates
within the space we—the poen's script body and my lived body—actually share in
the situation of reading. I can relate to the bodily area the poem points to in terms
of the spatiality of my lived body: The script body area is located in front of me,
slightly downwards, on my desk, between my lower arms, on the right-hand page of
the opened book, roughly in the middle of the page. I am lifting my right arm right
now, carry my hand towards the page and touch the word “péon” (mesi, middle) with
my index finger. I can feel the tender relief of the printed word on the paper.

Such a deictic gesture to the script body is more pronounced in a short poem by
Giannis Ritsos, the opening poem of his 1981 poetic cycle Small Suite in Red Major:

Words too

are veins

blood flows

within them

when words unite [smigoun]
the paper’s skin

lights up in red [kokkino]

as does

the skin of the man

and the woman.

in the moment of love.
(Ritsos 1982: 19; Greek text: Ritsos 2004: 11)

This poem talks about the contact between words in a text and identifies them with
veins filled with flowing blood."” It thus portrays the text as an organic, living body.
By speaking about the mixing of words—the Greek smigoun can address both en-
counter in general and sexual intercourse—this body is characterized as an erotic
body in the sense of Barthes’s body that consists “solely of erotic relations.” What
appeared as metaphoric speech first, in Ritsos’s poem, is then transformed into an
ambivalent reference that is at once metaphoric and not. We can read the paper’s
lighting up in red as a continuation of the metaphorical portrayal of the text as a
body. But the reference to the paper also alludes to the concrete situation of read-
ing and thus points to the script body, the material realization of text. In terms of
the script body, the inflammation is not just metaphorical anymore: the word “kdk-
kwo” (kokkino, red), as a symptom of linguistic intercourse, is actually to be found on

12 My reading draws on Wolf 2023: 210ff.
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the paper in front of me. In the mise-en-page of the Greek edition, this is taken up
by a typographical element in red on the page: The first letter of the book title, “Ta
¢PWTLKA” (Erotica, The Erotic Poems) is given in a bright red (Fig. 1).

Figure 1: Ritsos 2004: 11

. Lc'\wmc@"ccoq
& EPaTU6R

'ICMIKTO;» G¥ITa cé Kowktyo w%py

K oi a¢cerc

orépe eivar

uéaa tovs

aiua tpéxer

6tav auiyouy of Jécerc
%6 Sépua 700 xaprion
dvdper koKKivo

onwe

v Gpa 06 épwta

%6 Sépua woi dvipa

Kai Ti¢ yovaikag.

Abrva, 22.1.80

Abuiapiv v cé ik oy

This poem points to a very specific area of its script body, the word “red,” and con-
nects this deixis with a reference to the materiality of the script body. I am touching
the skin of the paper. It feels different.

My final example are poems from two of Papacharalampos’s books of poetry,
tria. anthropon istoria (2018), and Exchange (2020), the latter being the London-based
Greek poet’s first book in English. Since his debut volume K-On (2011), Papacha-
ralampos’s poetry has been characterized by a pronounced interest in the poem’s
spatial dimension, in its arrangement on the page. There is certainly a link to his
training and professional career as a surveyor (Diamantopoulou 2016: 415). Some
of these poems, in which visuality is fundamental to their functioning, are shaped
in accordance with the silhouette of the human body. For instance, the poems in the
first section of tria, titled WHO?, take on elongated forms that remind me of Cycladic
idols. The first of these poems has a gestural component:
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oh

there

behold

Father

Son

Holy Spirit
but after
so many gospels
how do you want now
to

make it

a poem?

(Papacharalampos 2018: 9; author’s translation)

The arrangement of the words Father, Son, and Holy Spirit enacts the gesture of cross-
ing oneself—also alluded to by the “+4”—and maps it onto the poent's script body. In
my reading of this poem, this is inevitably connected to my reading body and its
memories and experiences. It has led me to cross myself several times while reading
(this time in London’s National Poetry Library), even to turn the opened book from
facing my face to facing what is in front of me (a window looking at buildings of
the Southbank Center) to understand whether the poem crosses itself the Orthodox
way (tapping first the right, then the left shoulder while saying “Holy Spirit”) or the
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Catholic way (tapping first left, then right). Unsurprisingly, the poem conforms to
the Orthodox tradition.

Exchange, however, is Papacharalampos’s most radical book in its use of visual-
ity, spatiality, and interactive affordances. Not only does it, like almost all his col-
lections,” make use of typographic variations (different fonts and sizes), spatial ar-
rangement on the page, and graphic elements—sometimes in color—it also incor-
porates drawings by hand—probably created with a computer mouse—alongside
color photography and diagrams. In doing so, it explicitly involves the reader’s lived
body in its project. One of the first pages of Exchange bears the words “FACING THE
MIRROR” in bold black print at the top, beneath which readers find a structure of
two squares touching at one corner. Below this structure, I read the words

BUT | STILL STRUGGLE
TO RECOGNIZE
MYSELF

And at the bottom of the page, in white print on a black background: “OH WELL. I
CAN’'T UNDERSTAND LIFE. ONLY LIVE IT.” (Papacharalampos 2020: s.p.)

13 The only exception is the most recent book zesto soma (warm body, 2021), a collection of rel-
atively traditional (in comparison with Papacharalampos’s other books) poems in free verse.
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Figure 2: Papacharalampos 2020: s.p.

FACING THE MIRROR

BUT I STILL STRUGGLE
TO RECOGNIZE

MYSELF.

JOH WELL. | CAN'T UNDERSTAND LIFE. ONLY LIVE IT.

Who is facing the mirror here? In my encounter with the book, it is inevitably my
gaze that is directed toward the page, toward the two empty squares. At the same
time, words come to me from the page; the agent who says “I” speaks towards my
face. Thus, this page stages and brings about an encounter between its words and my
face. While I gaze into the empty squares, the “I” directs its speech toward my face
and states that it struggles to recognize itself in my face. The book page acquires
the quality of a contact zone of my lived body and the poem’s™ script (in this case

14 Itis questionable if Exchange contains poems. In light of the development of Papacharalam-
pos’s writing so far, | would argue that Exchange represents a liminal form of poetry—evolv-
ing through a progressive engagement with poetic forms but tending toward a dissolution
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partially graphical) body. This constellation is modelled after the constellation of the
body and its image in the mirror.

This constellation is radicalized later in the book in a series of three consecutive
pages. On one double page, there are two seemingly technical diagrams made up
of thin colored lines. Beneath the diagrams’ titles there is a short legend ascribing
number ranges to the colors (blue, for instance, is “0—5”). The first, two-dimensional
diagram, titled “What-Is-A-Better-Future,” appears to relate parameters of a posi-
tive future development to one another (“Balancing,” “Technology,” and “Environment”
on the horizontal axis, “Rights,” “Human,” and “Advancing” on the vertical). The second
diagram, “Meta-Human-God-Like-Love,” takes up this structure but turns it three-
dimensional. Now the two basic axes build a field from which the structure formed
by the colored lines rises (there is no specification for the third axis). Here, the words
on the horizontal and vertical axes form a syntagm: “My Hand Reaches Your Hand.”
Below the diagram there is a scrawly mouse drawing consisting of a curve and sev-
eral rather chaotic movements. This drawing guides my gaze to the words written
below it “Then dance dance dance” (Papacharalampos 2020: s.p.). The somewhat ironic
tension between the objectifying impetus of the technical diagram and the affec-
tive constellation it attempts to capture dissolves into the result of a gestural move-
ment—evidence of the hand that performed it—while the words tentatively identify
this movement as a dance. Turning the next page, I face a rectangular frame outlined
in a thin black line. The frame occupies the greater part of the page, leaving only a
narrow white space outside it. In the frame’s top left corner, I read the words: “Now
draw your own map” (Papacharalampos 2020: s.p.; emphasis in original).

into an art form whose format is the book rather than the poem. See, for an account of artists’
booksin general, Drucker (2004); on the significance of the Russian and Italian Futurist move-
ments (a central point of reference for Papacharalampos) in the history of the artist’s book
see Drucker (2004: 46—57); on the relation of poetry and artists’ books see Moeglin-Delcroix
(1997: 59-96).
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Figure 3: Papacharalampos 2020: s.p.

What-Is-A-Better-Future Meta-Human-God-Like-Love
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Figure 4: Papacharalampos 2020: s.p.

Now draw your own map|
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The sequence of these pages invites me to activate my own body, to draw a dia-
gram, or any kind of “map,” for myself. At the same time, the page can be interpreted
as a map in itself, insofar as it attempts to confine my possible drawing gestures to
a specific location on the page, mapping my gestures. The white space of the page
enclosed by the frame becomes a kind of material interface (itself a graphical script
body) that mediates between my lived body’s actions—even if I do not draw but just
look—and the books script bodies.” I did not draw anything. The white space made
me gasp.

4. Conclusion: Script Bodies as Oriented Toward Lived Bodies

The poems by Cavafy, Karyotakis, Ritsos, and Papacharalampos discussed here
point, in various degrees of explicitness and concreteness, and in various ways,
to specific areas of their script bodies. Thus, they display affordances not only of
sensing and perceiving, of meaning-attribution and understanding, but also of
embodied, gestural activity. In light of Roman Jakobson's analysis of the poetic
function as the “set (Einstellung) toward the MESSAGE as such” and his specification
of its effect as a “promoting” of the “palpability of signs” (Jakobson 1981: 25) it is nec-
essary to assume that all poetic texts bear an element of deixis toward their signs.
From the vantage point according to which texts are embodied in script bodies,
this deixis toward the signs always implies a deixis toward the script body. In other
words, I deliberately selected particularly striking examples in which certain traits
are expressed in an intensified form, which still occur in literary texts in general.
Since language is social, speaking and writing always imply an addressee, be it
God, the Big Other, an imagined audience or readership, a single empirical person,
or oneself. When texts perform deictic gestures that point to their script bodies,
however, this general address becomes specified as situated. In this aspect, texts im-
ply a shared situation in which only a deictic gesture can make sense, and thus, they
imply that their addressee is a lived body. In the context of the reading situation, the
texts’ address is specified as an orientation of the script body toward a lived body. In
the situation of reading, mylived body does not (only) encounter an objectified, mea-
surable body—the equivalent of the bodies of physics or geometry, Barthes’s pheno-
text—it encounters a script body oriented in concrete space toward something (me,
the reader’s lived body): an equivalent to the lived body and its specific kind of spa-
tiality.”® To take up the question asked at the outset of my discussion of examples:

15  Foratheoretical account of the interface see Wirth (2025: 72f).

16 | avoid speaking of the intentionality of the script body—even if the etymological connec-
tion to the Latin intentio, tension, seems quite adequate to denote the orientation towards
the reader’s lived body—since in phenomenological theory the concept of intentionality is so
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the script body, in its “erotic” aspect, cannot be understood as a sensing body—that
would be a mystification. But the script body can be seen as oriented toward my body,
and specifically to my sensing lived body.

Against this backdrop, the value of readers’ experiencing in the situation of read-
ing comes into light. My experiencing in the situation of reading is not merely sub-
jective or contingent. My experiencing interacts with various components of a rich
situation, including impulses coming from the oriented script body with which I
share a situation.” Gendlin writes that “what each is within an interaction is already
affected by the other” (Gendlin 2018: 31; emphasis in original). Focusing on my bodily
experiencing is a way to approach the situation of reading by which both the script
body and my lived body are transformed: they “cause each other by ‘original interaf-
fecting” (ibid.: 31). Thus, experiencing could serve as a methodological key to a mode
of reading that takes the embodied dimension of reading seriously. This includes
interactive modes of creating meaning. It also includes confrontation with those
aspects of aesthetic experience that resist meaning. I can try to make sense of my
experience of gasping when confronted with Papacharalampos’s white rectangle. I
can try to unfold a sense implied in my experiencing but not yet fit for verbalization
(Gendlin 1991). But in the white page’s provocation and my gasping, in my touching
the paper, or feeling the letters’ relief, there is also a component of irreducible ma-
teriality that exceeds meaning: that triggers processes of meaning-making but also
evades them.

closely connected to the notion of consciousness: “Conscious processes are also called inten-
tional; but then the word intentionality signifies nothing else than this universal fundamen-
tal property of consciousness: to be consciousness of something” (Husserl 1982: 33; emphasis
in original; Merleau-Ponty 2005: Xix-xxi).

17 Itis an open question how to methodologically model and control the employment of ex-
periencing in reading. | want to give only two clues here: First, in the context of the Research
Training Group Experiencing Gender. Constitution and Transformation of Being in the World, meth-
ods adapted from focusing have proven productive to slow down encounters with materials
of all kinds and to allow a concentration on experiencing (Deloch 2025). Second, my sugges-
tion that | understand my bodily experiencing as interacting with impulses coming from the
script body and use my experiencing as a way to grasp the latter draws on the dynamics of
transference and countertransference in psychoanalytical technique and theory. A method-
ology of reading in the sense suggested here can learn a great deal from psychoanalysis.

https://doi.org/10. inliby pen Access

219


https://doi.org/10.14361/9783839479742-199 
https://www.inlibra.com/de/page/agb
https://creativecommons.org/licenses/by-nd/4.0/

220

Il Erleben des Artikulierens/Lived Experiences of Articulations

Bibliography

Barthes, Roland (1990): The Pleasure of the Text, trans. by Richard Miller, Oxford:
Blackwell.

Barthes, Roland (2002): Variations sur I'écriture, in: Roland Barthes: (Euvres com-
plétes. Nouvelle édition, ed. by Eric Marty, vol. 4, Paris: Editions du Seuil,
267-316.

Biihler, Karl (1990): Theory of Language. The Representational Function of Language,
trans. by Donald Fraser Goodwin (Foundations of Semiotics, vol. 25), Amster-
dam/Philadelphia: John Benjamins Publishing Company. https://doi.org/10.107
5/fos.25

Cavafy, C.P. (1992): Collected Poems, ed. by George Savidis, trans. by Edmund Keeley
and Philip Sherrard, Princeton: Princeton University Press.

Dauven-van Knippenberg, Carla/Moser, Christian/Parr, Rolf/Wagner-Egelhaaf,
Martina (eds.) (2019): Text — Korper — Textkorper, Heidelberg: Synchron.

Deloch, Heinke (2025): Erlebensbezogen Denken im wissenschaftlichen Erkenntnis-
prozess — ein Widerspruch?, in: Konrad Reschke et al. (eds.), Focusing & Erle-
bensbezogene Psychologie, Bottrop: Adebar, 223-259.

Diamantopoulou, Lilia (2016): Griechische visuelle Poesie. Von der Antike bis zur Ge-
genwart (Studien zur Geschichte Stidosteuropas, vol. 18), Frankfurt a.M.: Peter
Lang Edition.

Drucker, Johanna (2004): The Century of Artists’ Books, New York: Granary Books.

Eagleton, Terry (2008): Literary Theory. An Introduction, Malden/Oxford/Carlton:
Blackwell.

Ette, Ottmar (2019): Kérper — Macht — Lust. Anmerkungen zu Figur 8 in Roland
Barthes’ Le Plaisir du texte, in: Jorg Diinne/Kurt Hahn/Lars Schneider (eds.), Lec-
tiones difficiliores — Vom Ethos der Lektiire, Tiibingen: Narr Francke Attempto,
353—-360.

Gendlin, Eugene T. (1991): Thinking Beyond Patterns: Body, Language, and Situa-
tions, in: Bernard den Ouden/Marcia Moen (eds.), The Presence of Feeling in
Thought, New York et al.: Peter Lang, 21-151. http://previous.focusing.org/gen
dlin/docs/gol_2159.html

Gendlin, Eugene T. (2018): A Process Model, Evanston, Il.: Northwestern University
Press. https://doi.org/10.2307/j.ctv47w48p

Husserl, Edmund (1982): Cartesian Meditations. An Introduction to Phenomenol-
ogy, trans. by Dorion Cairns, The Hague/Boston/London: Martinus Nijhoff Pub-
lishers.

Jakobson, Roman (1981): Linguistics and Poetics, in: Roman Jakobson: Selected Writ-
ings II1. Poetry of Grammar and Grammar of Poetry, ed. by Stephen Rudy, The
Hague/Paris/New York: Mouton Publishers, 18—51. https://doi.org/10.1515/97831
10802122..18

https://doi.org/10. inliby pen Access


https://doi.org/10.1075/fos.25
https://doi.org/10.1075/fos.25
http://previous.focusing.org/gendlin/docs/gol_2159.html
http://previous.focusing.org/gendlin/docs/gol_2159.html
https://doi.org/10.2307/j.ctv47w48p
https://doi.org/10.1515/9783110802122.18
https://doi.org/10.1515/9783110802122.18
https://doi.org/10.14361/9783839479742-199 
https://www.inlibra.com/de/page/agb
https://creativecommons.org/licenses/by-nd/4.0/

Benedikt Wolf: Script/Bodies

Kallenberg, Vera/Kénig, Tomke/Erhart, Walter (eds.) (2024a): Geschlecht als Erfah-
rung. Theorien, Empirie, politische Praxis, Bielefeld: transcript. https://doi.org
/10.1515/9783839468142

Kallenberg, Vera/Konig, Tomke/Erhart, Walter (2024b): The Necessity of Experience.
Introduction, in: Vera Kallenberg/Tomke Kénig/Walter Erhart (eds.), Geschlecht
als Erfahrung. Theorien, Empirie, politische Praxis, 25-39. https://doi.org/10.14
361/9783839468142-003

Karyotakis, K.G. (2001): Morjpata kai meda [Poems and Prose], ed. by Giorgos Savvi-
dis (Néa ‘ENAnvikh BiBAoBrikn, vol. 21), Athens: Vivliopoleion tis “Estias.”

Karyotakis, Kostas (2006): Battered Guitars. Poems and Prose, trans. by William W.
Reader/Keith Taylor, Birmingham: University of Birmingham.

Kavafis, Konstantinos P. (2000): Ta motuata [The Poems], ed. by G.P. Savvidis, 2
vols., Athens: Ikaros.

Konig, Tomke (2024): Experiential Gender Research. The Body as a Source of
Meaning and Change, in: Vera Kallenberg/Tomke K6nig/Walter Erhart (eds.),
Geschlecht als Erfahrung. Theorien, Empirie, politische Praxis, 111-129. https://
doi.org/10.14361/9783839468142-008

Konig, Tomke/Erhart, Walter (2023): Das Ich in Der Geschlechterforschung. Zur Be-
deutung von Erfahrung und Erleben fir die Kritik der Geschlechterordnung -
Soziologische und literaturwissenschaftliche Perspektiven, in: Internationales
Archiv fiir Sozialgeschichte der deutschen Literatur 48(2), 356—378. https://doi.
org/10.1515/iasl-2023-0017

Konig, Tomke/Wolf, Benedikt (2024): Die Leibsprache der Geschlechter. Eine Inter-
vention, in: GENDER. Zeitschrift fiir Geschlecht, Kultur und Gesellschaft 16(3),
231-247. https://doi.org/10.3224/gender.v16i3.16

Kutsch, Carolin/Strasen, Sven (2019): Models of Experientiality: Or, When Russian
Formalism Meets Embodied Cognition and Empirical Literary Studies, in: Sven
Strasen/Julia Vaef3en (eds.), Modelle in der Literatur- und Sprachwissenschaft
sowie ihrer Didaktik. Models in Literary Studies and Linguistics. Festschrift fiir
Peter Wenzel, Trier: Wissenschaftlicher Verlag Trier, 55-80.

Lihnemann, Henrike/Rupp, Michael (2006): Von der Leiblichkeit eines ‘gegiirte-
ten Textkorpers’. Die ‘Expositio in Cantica Canticorum’ Willirams von Ebers-
berg in ihrer Uberlieferung, in: Eckart Conrad Lutz (ed.), Text und Text in la-
teinischer und volkssprachiger Uberlieferung des Mittelalters. Freiburger Kol-
loquium 2004 (Wolfram-Studien, vol. 19), Berlin: Erich Schmidt, 95-116.

Merleau-Ponty, Maurice (2005): Phenomenology of Perception, trans. by Colin
Smith, London/New York: Routledge.

Moeglin-Delcroix, Anne (1997): Esthétique du livre d’artiste. 1960-1980, Paris: Jean-
Michel Place/Bibliotheque nationale de France.

Papacharalampos, Konstantinos (2018): tpia. avBpwrwv otopia. moinon [three.
people’s history. poetry], Athens: koukounari.

https://doi.org/10. inliby pen Access

22


https://doi.org/10.1515/9783839468142
https://doi.org/10.1515/9783839468142
https://doi.org/10.14361/9783839468142-003
https://doi.org/10.14361/9783839468142-003
https://doi.org/10.14361/9783839468142-008
https://doi.org/10.14361/9783839468142-008
https://doi.org/10.1515/iasl-2023-0017
https://doi.org/10.1515/iasl-2023-0017
https://doi.org/10.3224/gender.v16i3.16
https://doi.org/10.14361/9783839479742-199 
https://www.inlibra.com/de/page/agb
https://creativecommons.org/licenses/by-nd/4.0/

222

[l Erleben des Artikulierens/Lived Experiences of Articulations

Papacharalampos, Konstantinos (2020): Exchange, Bristol: Prote(s)xt.

Rilke, Rainer Maria (1907): Neue Gedichte, Leipzig: Insel.

Rilke, Rainer Maria (1996): Werke. Kommentierte Ausgabe in vier Binden, ed. by
Manfred Engel/Ulrich Fillleborn/Horst Nalewski/August Stahl, vol. 1, ed. by
Manfred Engel and Ulrich Fiilleborn, Frankfurt a.M./Leipzig: Insel.

Rilke, Rainer Maria (2006): Die Gedichte, Frankfurt a.M./Leipzig: Insel.

Ritsos, Yannis (1982): Erotica, trans. by Kimon Friar, Old Chatham: Sachem Press.

Ritsos, Giannis (2004): Ta ‘Epwtikd [The Erotic Poetryl, ed. by Dionysis Valasis,
Athens: Kedros.

Schernikau, Ronald M. (2019): Legende, ed. by Lucas Mielke/Helen Thein/Thomas
Keck, Berlin: Verbrecher.

Storck, Timo (2012): Warum Nein? Positionen zur Negation der psychoanalytischen
Hermeneutik, in: Timo Storck (ed.), Zur Negation der psychoanalytischen Her-
meneutik, Gieflen: Psychosozial, 9—40.

Warhol, Robyn R. (2003): Having a Good Cry. Effeminate Feelings and Pop-Culture
Forms, Columbus: The Ohio State University Press.

Willis, Ika (2018): Reception, London/New York: Routledge.

Wirth, Sabine (2025): Formierungen des Interface. Zur Mediengeschichte und
-theorie des Personal Computing, Bielefeld: transcript. https://doi.org/10.1436
1/9783839473818

Wolf, Benedikt (2018): Penetrierte Miannlichkeit. Sexualitit und Poetik in deutsch-
sprachigen Erzihltexten der literarischen Moderne (1905-1969), Koln/Weimar/
Wien: Bohlau. https://doi.org/10.7788/9783412512361

Wolf, Benedikt (2023): Sechs wenig brauchbare Thesen wider die Verharmlosung der
Lust am Text. Aus Anlass eines Gedichts von Giannis Ritsos, in: Dorit Funke/
Mona Kérte/Marius Littschwager/Joachim Michael/Nils Rottschifer (eds.), Auf-
ruhr verZeichnen. 26 literaturwissenschaftliche Einspriiche, Diisseldorf: C.-W.
Leske, 209-215.

Wolf, Benedikt (2024): “Where + Wrote.” Utopian Literary Experience in Constanti-
ne P. Cavafy’s The Afternoon Sun, in: Vera Kallenberg/Tomke Konig/Walter Erhart
(eds.), Geschlecht als Erfahrung. Theorien, Empirie, politische Praxis, 215-234.
https://doi.org/10.14361/9783839468142-015

Zender, Ivo (2023): Desire for Trans Ancestors. An Affective Reading of Jordy Rosen-
berg’s Confessions of the Fox, in: SQS - Suomen Queer-Tutkimuksen Seuran
Lehti 17(1-2), 50-68. https://doi.org/10.23980/sqs.137142

https://doi.org/10. inliby pen Access


https://doi.org/10.14361/9783839473818
https://doi.org/10.14361/9783839473818
https://doi.org/10.7788/9783412512361
https://doi.org/10.14361/9783839468142-015
https://doi.org/10.23980/sqs.137142
https://doi.org/10.14361/9783839479742-199 
https://www.inlibra.com/de/page/agb
https://creativecommons.org/licenses/by-nd/4.0/

