Goethe’s Faust in
Four Chinese Translations

Adprian Hsia

According to Wolfgang Bauer’s bibliography of German Impact on
Modern Chinese Intellectual History,! Goethe’s Faust has 13 different
versions of Chinese translations up to 1982, the year when the bibliography
was published. Of these versions, four were published in Taipei and only one-
the revised version of Kuo Mo-jou — in Peking after 1950. To this list can be
added a bilingual edition of 1973 with the Chinese translation provided by
Stewart S. Mo, his Chinese name is not given. This is a curious bilingual trans-
lation because the other language printed in English, not German.? In the
same year as the publication of Bauer’s bibliography three other Chinese
translations appeared, one translated from English in Taipei,® the other two

« translated from German in Shanghai.® Thus Goethe’s Faust has at least 16
different Chinese versions.$ However, there is still another version to be
accounted for. Chou Hsueh-pu has a translation published in 1978 in
Taipei.® In the preface, Chou indicates that his translation has never been
published before, while not only does Bauer list a published translation of
Chou from the year 1935, but Kuo Mo-jou openly acknowledged his in-
debtedness to Chou’s translation, stating that he took over many expressions
directly from Chou.” It would be most interesting to compare Chou’s version
of 1935 and Kuo’s version of 1947. Since I do not have a copy of both
versions,® I can only compare the later versions of both translators, Chou’s
of 1978 and Kuo’s of 1959. I shall also check the two Shanghai translations
of 1982, since they are the first translations of Faust by Mainland scholars.

The two parts of Faust has 12,111 lines. It would take considerable
more space to examine and analyse their redition into Chinese in four different
translations, which is physically an impossible task here. Ishall, therefore, limit -
myself to check three sections dealing with different moods and originated
from different periods since the work was written over a span of 60 years.



468 TAMKANG REVIEW, Vol. XIX, Nos. 1, 2, 3, 4

Thereafter 1 shall briefly discuss the translators’ understanding of the drama.
Since all four versions were translated directly from the German original, I
shall use it as the basis of my comparison. For the non-German speaking
public, I shall quote from the English translation prepared by Stuart Atkins®
as occasions demand. I shall begin with an analysis of the translation of
“Zueignung,” i.e., “Dedication,” written in 1797. Goethe was then 48 years
old. The “Dedication” has four stanzas of eight lines of iambic pentameters
with a thyme scheme of ABABABCC. Of the translators, none followed the
thyme scheme, and none reproduced the same number of syllables per line.
Kuo Mo-jou managed to give his verses a regular length of 13 syllables or
characters and the Shanghai translator Ch’ien varied between 12 and 13
syllables. The lines of other two translators are irregular, especially Chou

Hstieh-pu’s. He sometimes has to count two printed lines of his rendition as a

verse line of the original. !°

The discussion begins with the translation of the title “Zueignung,”
ie., “Dedication.” Are these verses shih #F or tzu #l ? The solution is
entirely subjective, those translators — Kuo and Ch’ien — with regular lines
call it hsien shih 3% , and the other two with irregular line lengths translate
the title as hsien tzu. In the first line, the term schwankende Gestalten,
“clusive forms™ in Atkin’s translation, needs an interpretative rendition. The
attribute schwankend, meaning literally “moving unsteadily,” has, four
different renditions of which Chou’s pieo fu Z{ ¥ and Tung’s piao yao,
B ¥ are similar. It seems that Chou’s pigo fu 38 # and also Kuo’s fu ch'en
2 U, conjure up a water image, and Chien’s p iao-miao wu-ting 32 5E
is the most poetic, but not necessarily the most appropriate expression, as we
shall see later. For rendering Gestalt into Chinese, Kuo follows Chou in
choosing huan-ying ¥]% , meaning “imagined shadows,” which is appro-
priate, Tung translates as hsing-hsiang which means “image’” Ch’ien’s
tzu-ying K g , “graceful shadows,” is suddenly the most expressive, but too
lively. This we shall discuss below in more detail. In the second line, the key
expression is dem tritben Blick, meaning “dim sight,” along with the verb
gezeigt — meaning “shown.” This relative clause suggests a certain autonomy
of the “elusive forms™ as they showed themselves to the “clouded sight.” All
translators except Jung used the expression meng-lung [ g , or rather Chou
chose while Kuo and Ch’ien followed suit. Only Tung preferred the more
prosaic adjective mo-hukgiffl. For the verb “gezeigt,” Tung followed Chou in
rendering it as hsien-hsing B3JE , which reminds me too much of demons
and fox spirits who finally have to reveal their real terrible forms. Kuo wrote



GOETHE’S FAUST IN FOUR CHINESE TRANSLATIONS 469

hsien-hsien B, which practically has the same meaning without the nega-
tive connotation, while Ch’ien added a certain flavour with a modifying
adverb, his translations is fu-hsien 77 3] , meaning “floatingly appeared” which
agrees perfectly with the “graceful shadows.” This harmony of impression
Kuo tried to reach by repeating fuan-ying in the second line.

In the third line, only Ch’ien translated the verb versuch (attempt), the
others avoided this verb altogether, while the infinitive festzuhalten — to hold
fast -— is rendered in four different ways. To me, Kuo’s redition pa-ting
BE seems to be the least prosaic. The fourth line is rather difficult to
translate into Chinese since it has several words indicating an emotional state,
which it is easy to be rendered into English. Atkin’s translation reads simply:
“Do these illusions still attract my heart?” Ch’ien chooses the neutral term
hsin U, Kuo interprets it as hsin-ch’ing ;{2 % , while Tung follows Chou in
rendering it as hsin-erh ,{, 53 , a Wertherian expression, as Werther claimed
that he treated his heart like a child. The “Dedication” was written when
Goethe was forty-one years old and he was in a reflexive mood. In this
connection, hsin-erh would hardly seem to be appropriate, especially fuhl’
geneigt (feel attracted) is in the present tense. This verbal expression is
rendered into Chinese into four different ways: Chou and Kuo both agreed
on the word ch’ing {ff as the determinative element of the cluster, thus
making their translations similar, emphasizing the meaning of attraction. Al-
though Tung uses a different expression, it practically has the same emphasis;
only Ch’ien uses the term huai-nien{gi£ which puts Goethe in too much of a
passive mood. The verb zudringen ( to crowd closer ) is taken by Chou and
Tung at its face value/pi-chin &3 ), Kuo translates it figuratively by adding
the words hsiung-hsing FffJ bosom, while Ch’ien just says plaintively kuo-
lai-pa BT (come over). The next expression so mogt ihr walten is
difficult to translate. Stuart Atkins simply skipped it in his version, while
Bayard Taylor, a Faust-translator of the late nineteenth century, whom
both Chou and XKuo consulted, translated it as “be the reign assigned ye.” Of
the four Chinese versions, Chou has the most appropriate expression : wei-so
yu-wei FSFTEKES . Thus the characters of the drama who rise from Dunst
and Nebel are taking over. Atkins renders this expression as “mist and fog,”
while Chou and Tung take it to mean yen-wu 1 #& (smoke and fog), Kuo
and Tung, on the other hand, translate it as yun-wu Z % (cioud and fog).
Although “Dunst” can mean smoke when used separately, however, in this
fixed expression it does mean “mist and fog,” therefore, yun-wu is the more
appropriate expression, although yun is really too light and high. In this
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connection, we shall re-examine the “schwankende Gestaiten” of the first
line. Ch’ien translates it as p’izo-miao wu-ting te fzu-ying which is much too
airy for apparitions rising from vapour. Therefore, the verbs in line 6 of all
versions, except Chou’s, associated with flying — fei — are ignoring the light
heaviness of Faust.

The words of line 7 seem to pose no difficuity except the verb
erschuttert (shaken). Atkins translates it as “to stir” which is definitely too
weak. Our Chinese translators are more precise — all include the element
chen 32 , the third element in I Ching, the thunder — in their renditions.
Intriguing is the translation of Zauberhauch in the next line which Atkins
renders as “breath of magic.” Tung follows Kuo in choosing ling-feng %5 J& ,
Chou and Ch’ien translate Hauch literally as ch’i-hsi % & , but the former
prefers chi-yi A7 % (strange) and the latter mei-huo %% (enticing) for
Zauber which literally means magic, enchantment. What is preferable:
“supernatural wind or breeze,” “strange, extraordinary” or “enticing breath
or airs”? The last one seems to be most suitable for the German expression.
Along in this stanza of eight lines, we can find traces that Kuo occasionally
improves on the expressions of Chou such as changing from yen-wy, to
yun-wu and sometimes retains the same terms such as meng-ching in the 4th
line, and , of course, he at times also chooses a different rendition altogether
such as /ing-feng. Both Tung and Ch’ien as late comers are indebted to Kuo
and Chou, but Ch’ien attempts more often to find his own version of words.
In the four renditions of the second stanza, we find confirmation of these
provisional findings. For instance, in line 9, Chou translates Bilder froher
Tage (images of happy days) as & uai-le-te hsijih ying-hsiang i %8 g ¥ H

- 24 , Kuo uses huan-le #; s instead of k'uai-1¢; shih-fei & 7 instead of
hsi-jin. Chien writes huan-le shih-ch'en B %:%f & and Tung huan-lé shih-jih
# 4 ¥r B . For ying-hsiang which is associated with photography, Kuo uses
hsieh-sheng E/E which associated with drawing, while Ch’ien uses hsin-
hsiang % and Tung hsin-ching JE B . 1prefer hsien-hsiang asitis
the closest equivalent to Bilder, i.e., images. But these instances again
show how closely interlinked the different translated expressions are. In line
10 we have a similar example. Liebe Schatten (dear shadows) is rendered by
Chou and followed by Tung as K 'e-ai-te ying-erh  'R]3FJ# 5, Chlienre-
tains k'é-ai-te and then innovates with the expression yu-hun BUZR (de-
parted souls) which is certainly too spooky. The variations of the verb
aufsteigen (to emerge, to rise) is even more obvious of the interdependence:

Chou uses pigo-sheng Z 7 , Chlien varies it to p'iao-p iao shang-sheng
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IR LTt and Tung to  hsieng-shang piao-sheng T L3 FF . This is cer-
tainly more than a mere coincidence as the following example reconfirms. In
line 13, all four translators use the same words for rendering der Schmerz
wird neu (pain is renewed) : A 'u-tung kén-hsin EFEE 5. The Zueig-
nung is full of such examples. .

In line 28, there is an awkward term, Aolsharfe (acolian harp), to be trans-
lated into Chinese. It is interesting to note that both Chou and Kuo simply
transcribes the name phonetically into Chinese, using even exactly the same
characters. It is reminiscent of a period when China was eager to absorb any-
thing foreign, including the sounds of a word. During this period, picnic had
also become a Chinese word. The translators were certain that the readers
would put up with ZF/B% & , a fourcharacter name which conveys no
meaning to them. The Shanghai translations have to find another solution
because their readers are different. Ch’ien decides to describe the function of
Aeolus, calling him feng-shen J& i . The harp he renders as chin =
which is the generic name for any stringed instrument. In a footnote the
translator describes the shape of the aeolian harp and how sounds are
produced. In this, Ch’ien is more or less following the path of his two prede-
cessors who transcribed the Greek name into Chinese and explained it in a
footnote. Tung decides that Aeolus conveys nothing to the readers, he just
translates the word Harfe. As far as comprehension is concerned, Tung’s
rendition is probably the most effective, for Aeolus means nothing to the
Chinese, and nowadays not even to Europeans, and féng-shen might
conjure up a different connotation than desired. Shu-ch ‘in-shang te ai-yin
EE P T seems to be the most appropriate and economical way to
convey the meaning. If we were to sum up provisionally the four different
versions of translation, we would state that Chou has a very accurate trans-
lation. We can even say that accuracy is the most important principle of
Chou’s translation. Because his first translation was into prose, he had the
space to be as accurate as possible. Even though he later attempted to render
his translation into verse, it never did shed off the prose characteristics
completely. On the other hand, all the other three translators were using his
rendition as a foundation to build on and improve upon, evidence of which
we have seen in our analysis above. As far as the versification is concerned,

-Kuo’s is the most fluid. Ch’ien tried to reach this fluidity. His verses are also
very readable, although once or twice his lines are over-graceful. Tung
translates very safely. He never hesitates to take over expressions from Chou
and Kuo, but never blindly. When he disagrees, he uses his own words. We
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shall continue with our spot-checking at other places to see if the above
conclusion can be sustained.
We shall turn our attention to the first twelve lines (354 — 365) of the
first scene of part I The rendition of philosophy, medicine, law, and
theology into Chinese poses no problem, but how is leider translated into
Chinese when it is difficult to render into an Indo-European language. Chou
uses ke-tan-ti 8] #&Hb , Tung follows it up with k’e-hsi o # . It goes
without saying that both terms are correct. Kuo simply disregards it, while
Chien certainly produces the clearest and hence the most appropriate trans-
lation: yi-han Fif& . It is not the only word that Kuo skipped. As a
matter of fact, he merely reproduced eight of the twelve lines in the German
original. Moreover, he mistranslated quite a few expressions. Armer Tor
which literally means a “poor fool” was rendered by Kuo as ts’ou-ta TP
which means a “poor scholar.”'! It creates the false impression that the
purpose of Faust’s studies was to acquire social position and riches. Thisisa
rather significant mistake. The other three translators use yiijén & A or
sha-tzil BEF - Kuo also erred in translating an die zehn Jahr which means
“close to ten years” as shih-yu nien --gp4F meaning “over ten years.”
furthermore, he uses an inappropriate Chinese image to replace a German one.
For an der Nase herumzichen,” i.e., “to pull around by the nose,” Kuo uses
yi-chih [ 5 meaning “to indicate by using the cheek,” a literary tetm
hardly understood by the ordinary people. With his image, Kuo conveys the
meaning that students did what they were told, bu Faust is leading the
students on a wild chase, as Atkins puts it correctly: ““for nearly ten years I
have led/my young students a merry chase.” Last, but not least, Kuo also
makes a mistake without being too erudite. Faust says expressedly daf wir
nichts wissen konnen (that we can know nothing), but Kuo translated:
so-chih yu-hsian Fr#fR . ie., our knowledge is limited. This trans-
lation might correspond more to the fact, but Faust did not say this in his
mood of despair. It seems that Kuo not only reduced the number of lines,
but also changed the substance of the text. If Kuo had read Chou’s version
more carefully, he could have avoided these mistakes, for the latter’s trans-
lation was accurate. Seen in this light, it may be necessary to check the
complete translated works of Kuo to assess him as a translator adequately.
However, it is impossible for us to perform this task here. We shall continue
to examine another section of the same scene.

Faust has conjured up the Earth Spirit and is told in no uncertain terms
by the latter: Du gleichst dem Geist, den Du begreifst,/Nicht mir (*Your
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peer is the spirit you comprehend; mine you are not”, lines 512/3) and he
has exchanged a few words with Wagner who is enthusiastic about learning.
In the ensuing monologue Faust utters words of despair before his suicide
attempt. This monologue is one of the most difficult passages to translate
into a language which does not have the same religious background. What is
in Chinese the Ebenbild der Gottheit (the image of the Godhead)? Chou,
followed by Ch’ien, used shén i , Kuo coined shén-hsin i, using Asin to
correspond to heit, while Tung uses shén-ming which basically means shén. 12
Elsewhere Kuo used shén-ming i8] as one of five synonyms to translate the
word Gott.'®  Kuo seems to have chosen the most appropriate term for
Gottheit. He also has the most precise expression for Ebenbild, meaning the
“exact image,” using hsieh-chén ¥ . hsiao £ used by Ch’ien and Tung
lacks the same emphasis. Another challenging term is Erdensohn, the earthly
son, who presumes he is basking in heavenly light. Chou, Kuo, and Ch’ien all
chose the taoist-buddhist term fan F.in one variation or another. Kuo’s
coinage fan-ch’én N, may be a lame attempt to conjure up an association
with the Christian image that bodies are made of mud, but Ch’ien’s Jfan-tai
N.J& scems to carry the meaning best. The German term Erdensohn is
meant to contrast Himmelsglanz (celestial radiance). It seems that neither
vien-té kuang-ming K[¥g¥:H (Chuo), nor tien-kuang K3 (Kuo and
Tung) do not create an image concrete enough to contrast fan. Ch’ien selects
a Christian image tien-kuo té kuang-hui K 5 I35t ¥ to match the Erden-
sohn which he translates fully as shik-jén té fan-tai A KIS - To crown
this imagery, he also coins the expression cheng-ming tzu ching BB Z &
which connotes the supreme state of enlightenment attained by the adepts.
This is very efficient rendition.

The next hurdle is to render the angel Cherub into Chinese. Since the
Chinese mythology never produced a hierarchy of angels similar to that of the
Old Testament, Cherub has no equivalent in Chinese religious life. It is a
curious fact that none of the translators resorted to transcribing the sounds
with Chinese characters as Chou and Kuo did with the word Aolsharfe. Never-
theless, the older translations did have a common denominator. Both of the
older translations describe the appearance of Cherub by calling him a
“flaming angel” which may be readily understood by the elite readers.
However, the newer translations do not have such a group of readers to rely
on, since the Old Testament is nowadays as remote as the Greek mythology
over there. Cl’ien, therefore, paraphrases it as the “angel of knowledge,”
while Tung just calls it the “second class angel.” Both translations are less
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than ideal, probably Tung’s translation is more readily comprehensible to
present day Chinese than Ch’ien’s. After Cherub, there is another difficult
word to translate, namely Gotter. Atkins simply writes gods, thus in his
English translation Gottheit (godhead) in the genitive is “God’s” and the
genitive of Gorter is “gods’,” the difference is that the first, but not the
second, word is capitalized, and the apostrophe is shifted. These differences
tend to be obscure. - Of our Chinese translators, Chou distinguishes between
the two: he translated Gottheit as shen and Gotter as “shen-chih,” “‘chih’”
being the earth-gods. While Kuo also makes a distinction, it is not very effective.
He called Gottheit “shen-hsin” and Gotter “‘shen’” which practically equates
the Christian (or pantheistic) god with pagan gods. Moreover, the two
translated sentences connected with “gods™ are not accurate. Faust may be
presumptuous, but he does not think that he can re-create nature and live like
the supreme being, as Kuo’s translation of lines 619-20 suggest. In the last
line of the stanza, however, Kuo again has a cogent translation for the
expression ein Donnerwort (one thundered word):  yi-sheng pi-li —%f5E-
He also created a suitable image of being thrown into the abyss to accompany
this word. Of the other translators, Tung also has a strong image for the same
line invoking a sudden awakening associated with the Buddhists.

The analysis thus far confirms our opinion of Chou that his rendition is
accurate and that the language shows the prose origin of his translation.
Kuo’s language is more rhythmical with occasional cogent and powerful
images; however, his translation is not always faithful. So far we have only
examined some 50 odd lines and already found several serious mistakes. If
this occurs throughout the 12,111 lines with the same frequency, then we
may have a Chinese Faust co-created by Kuo. We can also confirm that both
Shanghai translations are generally faithful and highly readable. We shall now
continue with our examination. »

Shortly before Faust is blinded by Care in Act V, he briefly reviews his
life. This stanza of 20 lines (11,433 — 11,452) shall serve as our last analysis.
Even after a cursory reading, we find that Chou’s translation has the qualities
at the end of the drama as at the beginning. You can trust him for accuracy,
but his style is not the most fluid or elegant. The characteristics of Kuo’s
rendition have also basically remained the same. His verses are rythmic; the
lines are more or less regular, each having between 11 and 12 syliables. His
rendition is correct in a general way, but one cannot trust him for details.
Previously, we witnessed that he shortened one stanza, but this time, he
produced 21 lines instead of twenty. One also has the impression that he did
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the translation very fast, without checking the words carefully. Therefore,
despite his fluid language, his wording is not always the most appropriate.
Very often he seems just to be re-phrasing Chou’s translation, substituting
Chou’s expressions with more elegant, but not necessarily with more appro-
priate ones. Even though he does, sometimes, have more suitable wording.
The first line may serve as an example. Kuo is the only translator who uses a
verb to connote the fast speed of Faust’s life rushing from one lust to another
desire. However, he does not have an appropriate word for Geliist, meaning
lust or desire. His translation % uqi-lé Hr# is just a variation of Chou’s
huan-le # % which is much too lame to describe Faust’s rushing through
life and its various kind of pleasures. Of the translators, only Tung has
grasped the strong desire of Faust. He is the only one to shake off Auan-le or
“k’uai-le” and uses “yil-wang” #8k¥ . He seems to have acquired confidence
to choose his own words, instead of relying on the translations of Chou and Kuo
to which Ch’ien is still clinging the word cluster “pu-man wo-yi te” AR ERE
HJ , is certainly superior to Kuo’s “pu-neng man-yi te” ANEER BNy or
Chien’s variation of “pu-neng man-tsu te” ZREEHE B[], even though the
difference seems to be trivial, but the adding of “wo” emphasizes Faust’s indi-
vidualism. Also “p ao-cheng yi-p'ang” i 3 — 55 is certainly more expressive
than “tiu-tino” Ffs or “fang-ch’i” jgZE . His rendition of begehrt
(craved), vollbracht (accomplished), and durchgestiirmt (stormed through)
shows that he has understood what the Faustian spirit is about, namely wo

P'u-tuan chui-ch’iu pu-tuan ts’u-ch’i shih-hsien BABHER RET{EEEE,
since he is “always, in every moment, never satisfied.”

It is doubtful if the translators understood the precise meaning of line
11442 which runs in Atkins’ English translation thus : “and there’s no seeing
into the Beyond.” None of the translators rendered this verse directly. Faust
says that it is futile to project your experience into the Unknown through
imagination, thus creating an ahthropomorphic entity. If Faust could see a
way leading to the Beyond, he would not have hesitated to go there. All four
translators, led by Chou, think that because Faust is thoroughly familiar with
the earth, he either cannot or would not go to the Beyond. This idea is
wrong. Faust is recounting two different situations. Firstly, he knows the
world in and out; secondly, the Beyond cannot be perceived, but only
imagined. Only an imbecile would prefer being active on this earth where he
can accomplish things to projecting himself into the Beyond. Moreover, in
Faust’s opinion there is nothing inferior about this world and he has no
intention of leaving it, because it is not the “dusty world” for him as the
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translations suggest. He is a man of action, and speculation about the
eternity is futile for him.  This meaning is not clearly indicated. Because of
the Buddhist and/or Taoist terms used, the translations are entangled in a
earth versus heaven antagonism which is not present in the original.

Of the four translators, Chou was the pioneer. Kuo leaned on him
heavily. Chou stated in the preface of his translation that he used two
English translations, including the one by Bayard, Taylor, and four Japanese
translations, including the versions of Mori Ogai and Sakurai Masataka, of
Faust to check his translation.!* Kuo also used Taylor, Mori Ogai, and
Sakurai Masataka plus Chuo Hsueh-pu to collate his. He also claimed that the
illustrations by Franz Staffen in the the German Faust — edition of Ludwig
Schroeter were a major help for him to comprehend Faust. This statement
makes you wonder how solid such a comprehension can be. Kuo also said
that he translated the second part of the drama in less than a month’s time.!®
This is very impressive and could be considered a world record in translating
Fausr II. 1 suspect he relied heavily on editions other than German to make
this at all possible, such as the Japanese translations and Chou’s rendition. If
Kuo’s way of translation mainly means to re-phrase, and occasionally improve
Chou’s prose rendition, it would have been possible to complete the work in
less than four weeks. This really seems to have been Kuo’s way of transla-
tion for he stated clearly that he wrote his first version directly onto the blank
space of each page of Chou’s book.'® Even then it is still quite a feat to
rephrase Chou’s translation within four weeks. Kuo was always a fast worker.
It only took him 10 days to complete the first part of Faust. If he took the
translation more seriously, it might not have been necessary to have later
translations. The fact that two other translations were published in Shanghai
is evidence that the feeling was prevalent on the Mainland that there was a
necessity for a more reliable and more scholarly, rendition. i.e., with
elaborate footnotes. Tung acknowledged having consulted Kuo’s version, but
he did not mention Chou’s translation. Tung’s own translation shows that he
must have used Chou’s version. Ch’ien revealed nothing of this kind. It is not
very likely that he did not consult any previous renditions, since occasionally
all four translators used the same expressions. Therefore, Chou’s importance
in the reception of Faust in China must be affirmed, although stylistically his
version is surpassed by the later translations.

There is another hidden fact which should be discussed; i.e., the
translators’ knowledge of Faust scholarship is obviously dated and one-sided
which has a noticeable effect on their tranlations. In his preface, Chou cited
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Wilhelm Windelband, the co-founder of the southwestern wing of Neo-
Kantism, to prove the depth of Goethe. Windelband died in 1915. Then he
evoked Franz Mehring to corroborate the greatness of Goethe. Mehring, a
left-wing intellectual who founded the Spartakusbund with Rosa Luxemburg
and Karl Liebknecht, and contributed significantly to Lessing-scholarship,
died in 1919. The third German whom Chou quoted, the Swiss novelist
Gottiried Keller, died in 1890. The biography which he relied on was written
by Albert Bielshowsky published in 1896.17 The most recent book Chou
mentioned in the preface was published in 1923, a Faust edition prepared by
Georg Witkowski. Chuo is the resource person of Kuo. The latter, however,
translated the drama with a higher degree of subjectivity. It became a
substitute of his own writing, as he wrote in his “Afterword” of 1947 18 For
him, for instance, the personified “Care” is the remnant of feudalistic forces,
quite a singular interpretation. If the translator is openly subjective, then it
would be safer to regard the rendition as a modified version.

The later translators also only have very limited access to Faust-scholar-
ship. Ch’ien used a German edition of 1927 and consulted an East German
edition of 1958. Germanists from East Germany are no mean scholars, so the
consulted edition is quite respectable. Whence Ch’ien’s explanatory notes are
especially abundant and well done. His concern was the text and he made it
comprehensible to the readers by supplying the necessary background
information. He also refrained from abusing his “Translator’s Afterword” for
ideological lesson. However, Tung thought he had to exhibit some political
colors. So he insited on calling Faust a “capitalistic classical work” in his
preface. In his footnotes he also felt obliged to show that he had the correct
ideology. In the last stanza we analyzed, he was the only translator who felt
the necessity to comment. To the line “no good and able man finds this
world mute” he added the naive footnote: the progressive materialistic
thinking of the author still shines today with indestructible brilliance. Or on
the line “always, in every moment, never satisfied” he comments: This is
materialistic activism....

It is difficult to decide which of the Shanghai translations is better. Each
one has its own merits. Both translations are readable; both are on the whole,
faithful to the original. The footnotes of Ch’ien are more extensive and very
helpful for somebody who is not familiar with the classical and Biblical
tradition, and he does not preach. But on the other hand, Tung’s translation
is often more accurate. _

Of the 16 extant versions of Faust we have examined 4. Of the 12,111
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liﬁes of Faust we have collated about 100. A lot of basic research is still
required.

Notes.

1. Wolfgang Bauer, German Impact on Modern Chinese Intellectual History. A biblio-
graphy of Chinese Publications (Wiesbaden: Franz Steiner Verlag, 1982), pp. 134-35.

2. Taipei: Chi Ming Book Co. My copy is a reprint of 1973,

3. Translated by Hai Ming (Taipei: Yuan Ching Ch’u-pan kung-ssu), 1982.

4. Tung Wen-ch’iao and Ch’ien Ch’un-ch’i. The former is a retired professor of
German of Fudan University, the latter a free lance transiator. Tung’s translation
was published by the Fudan University Press and Ch’ien’s by the Yi-wen ch’u-pan-
she, both in 1982.

5. Kuo Mo-jou is counted three times. According to Bauer, Kuo first published the
first part of Faust in 1929, in 1949 the translation of both parts appeared and its

revised edition is then published in 1959. .

In the series “Hsin-ch’ao wen-ku” of Chih-wen ch’u-pan-she.

7. 1 have not seen a copy of this version. The information is provided in Milena Velin-
gerova’s essay “Kuo Mo-jos ubersetzungen von Goethes Werken”. in : Archiv
Orientalni 26, 1958, pp. 438-440.

8. Chou’s translation can be found, according to Bauer, in the city libraries of Tai-
chung and Tainan, while the library of Beijing University has the 1949 version of
Kuo Mo-jou.

9. Johann Wolfgang von Goethe, Faust I & II, Edited and translated by Stuart Atkins
(Cambridge: Suhrkamp/Insel Publishers Boston, Inc., 1984).

10. The text and its translations of “Zueignung” used here are appended and shall be

o

referred as Appendix.

11. Cf. Tzu-yuan, no place and year given, published by Shang-wu yin-shu kuan, p. 639.

12. Ibid., p. 1093.

13. Cf. Milena Vellingerova, op. cit., pp. 444-446.

14. Chou Hsiieh-p’u, op. cit., p. 42.

15. Cf. Milena Velingerova, op. cit., p. 439.

16. See Kuo’s translation, op.cit., vol. 2, p. 387.

17. Albert Bielschowsky, Gocethe. Sein Leben and seine Werke, (Munchen: C.H.
Bech’sche Verlagsbuchhandlung, 1896), 2 volumes.

18. Kuo, op. cit., vol. 2. p. 386.
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ZUEIGNUNG

Ihr naht euch wieder, schwankende Gestalten,
Dic friich sich einst dem triiben Blick gezeigt.
Versuch’ ich wohl, euch diesmal festzuhalten?
Fuhl ich mein Herz noch jenem Wahn geneigt ?
Ihr dréngt euch zu! nun gut, so magt ihr walten,
Wie ihr aus Dunst und Nebel um mich steigt;
Mein Busen fiihlt sich jugendlich eischiittert
Vom Zauberhauch, der euren Zug umwittert.

Inhr bringt mit euch die Bilder froher Tage,

Und manche liebe Schatten steigen auf;

Gleich einer alten, halbverklungnen Sage

Kommt erste Lieb’ und Freundschaft mit herauf;
Der Schmerz wird neu, es wiederholt die Klage
Des Lebens labyrinthisch irren Lauf,

Und nennt die Guten, die, um schéne Stunden

Vom Gliick getduscht, vor mir hinweggeschwunden.

Sie horen nicht die folgenden Gesénge,

Die Seelen, denen ich die ersten sang;
Zerstoben ist das freundliche Gedréiinge,
Verklungen, ach! der erste Widerklang.

Mein Leid ertont der unbekannten Menge,
Ihr Beifall selbst macht meinem Herzen bang,
Und was sich sonst an meinem Lied erfreuet,
Wenn es noch lebt, irrt in der Welt zerstreuet.

Und mich ergreift ein lingst entwdhntes Sehnen
Nach jenem stillen, ernsten Geisterreich,

Es schwebet nun in unbestimmten Ténen

Mein lispelnd Lied, der Aolsharfe gleich,

Ein Schauer fapt mich, Trine folgt den Trinen,
Das strenge Herz, es fiihlt sich mild und weich;
Was ich besitze, seh’ ich wie im Weiten,

Und was verschwand, wird mir zu Wirklichkeiten.
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A TRAGEDY

DEDICATION

Once more you hover close, elusive shapes
my eyes but dimly glimpsed when I was young.
Shali I now try to hold you captive?

Do these illusions still attract my heart?

Nearer yet you crowd! So be it! Do your will
as forth from mist and fog you rise about me—
the breath of magic that surrounds your train
stirs in my breast a youthful strength of feeling.

Images of happy days accompany you,
and many dear familiar shades emerge,
first loves and early friendships too,
like ancient tales whose words are half forgotten;
pain is renewed, lament reiterates
life’s perplexing labyrinth
and names kind friends, cheated of joy by fortune,
who have disappeared ahead of me.

The souls "for whom I sang my early songs
will never hear the songs that follow;
those many friends are all dispersed,
their first response, alas! is long since muted.

My tragic song will now be heard by strangers
whose very praise must cause my heart misgivings,
and whose to whom my song gave pleasure,

if still they live, roam scattered everywhere.

I feel the spell of long-forgotten yearning
for that serene and solemn spirit realm,
and like an aeolian harp my murmuring song
lets its uncertain tones float through the air. = -
I feel a sense of dread, tear after tear is falling,
my rigid heart is tenderly unmanned— '
what I possess seems something far away
and what had disappeared proves real.

10

15

20

25

30



GOETHE'S FAUST IN FOUR CHINESE TRANSLATIONS 497

NACHT

In einem hochgewdlbten, engen gotischen Zimmer
Faust unruhig auf seinem Sessel am Pulte.

FAUST. Habe nun, ach! Philosophie,

Juristerei und Medizin, 355
Und leider auch Theologie

Durchaus studiert, mit heifem Bemiihn.

Da steh’ ich nun, ich ormer Tor, 360
Und bin so klug als wie zuvor!

Heifle Magister, heife Doktor gar,

Und ziehe schon an die zehen Jahr’

Herauf, herab und quer und krumm

Meine Schiiler an der Nase herum —

Und sehe, daf wir nichts wissen kénnen!

Ich, Ebenbild der Gottheit, das sich schon

Ganz nah gediinkt dem Spiegel ew’ger Wahrheit, 615
Sein selbst‘gendﬁ in Himmelsglanz und Klarheit,

Und abgestreift den Erdensohn;

Ich, mehr als Cherub, dessen freie Kraft

Schon durch die Adern der Natur zu fliefen

Und, schaffend, Gotterleben zu geniefen 620
Sich ahnungsvoll vermaB, wie mug ich’s biifen!

Ein Donnerwort hat mich hinweggerafft.

FAUST. Ich bin nur durch die Welt gerrant;

Ein jed’ Geliist ergriff ich bei den Haaren,

Was nicht geniigte, lief ich fahren, 11435
Was mir entwischte, lief ich ziehn.

Ich habe nur begehrt und nur vollbracht

Und abermals gewiinscht und so mit Macht

Mein Leben durchgestiirmt; erst grof und méchtig, 11440
Nun aber geht es weise, geht bedichtig.

Der Erdenkreis ist mir genug bekannt,

Nach dritben ist die Aussicht uns verrannt;
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Tor, wer dorthin die Augen blinzelnd richtet,

Sich iiber Wolken seinesgleichen dichtet ! 11445
Er stehe fest und sehe hier sich um;

Dem Tiichtigen ist diese Welt nicht stumm.

Was braucht er in die Ewigkeit zu schweifen!

Was er erkennt, 148t sich ergreifen.

Er wandle so den Erdentag entlang;

Wenn Geister spuken, geh’er seinen Gang, 11450
Im Weiterschreiten find’er Qual und Glick,

Er, unbefriedigt jeden Augenblick!
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NIGHT

A high-vaulted, narrow Gothic room. FAUST, sitting
restless at a desk. FAUST. Tve studied now, to my regret.

Philosophy, Law, Medicine,

and—what is worst—Theology ’ 355

from end to end with diligence.

Yet here [ am, a wretched fool

and still no wiser than before,

I’'ve become Master, and Doctor as well,

and for nearly ten years I have led 360

my young students a merry chase,

up, down, and every which way—

and find we can’t have certitude

I, made in God’s image, who fancied

that I was close to truth’s eternal mirror, . 615
who, sloughing off mortality,

reveled in clear celestial radiance;

I, more than Cherub, whose presentient powers then

dared flow untrammeled through the veins of Nature

and share the gods’ creative life— 620
how I am punished!

One thundered word has been my death.

FAUST. I’ve never tarried anywhere;

I snatched from fortune what I wanted.

what did not please me I let go. 4 : 11,435
and disregarded what eluded me.

I’ve only had desires to fulfill them.

then wished anew, and so I've stormed amain

my way through life; once grand and vigorous,

my days are spent with prudent caution. 11,440
I know this mortal sphere sufficiently.

and there’s no seeing into the Beyond;

he is a fool who casts a sheep’s eye at i,

invents himself some peers above the clouds— .. 11,445
let him stand firm and look at what’s around him:
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no good and able man finds this world mute!
What need has he to float into eternity—
the things he knows are tangible!

- Let his path be this earth while he exists;
if spirits haunt him, let him not break stride
but, keeping on, find all life’s pains and joys,
always, in every moment, never satisfied!



