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1. Exegesis 
Hans Rothe (1894 1977) was a German scholar and dramatist known primarily for 
his mid-twentieth century translations of Shakespeare for the German stage. In this 
radio address, delivered in 1966, Rothe speaks generally about the influences that 
led him to undertake argues 
that his translations are intended to supersede the early-nineteenth century 
translations of Schlegel and Tieck, which had stood as authoritative in German 
culture through the intervening decades. In an essay written in 1948, Rothe iterates 
his distaste for these : he notes that Dr 
Goebbels, the Reich Minister for Propaganda, had in 1936 issued an edict 
prohibiting all translations other than Schlegel-Tieck from the German stage. At that 
time, new translations of Shakespeare were something of an innovation, and Rothe 
regards the Reich edict as being directed specifically at his own work (Rothe 1948: 
269). Moreover, he regards the prioritising of these Romantic  as a 

speculates that the edict was motivated 
 

both radical and immortal (269).  
At that time, Rothe had produced three volumes of Shakespeare translations; by 

1966 he had completed five. He views these as a single work-in-progress, and he 
argues that their greatest strength is that they are oriented towards the needs of the 
theatre. Rothe observes that Germany never produced a national dramatist on the 
scale of Shakespeare, and that the Romantic interest in Shakespeare ultimately 

d, as observed by 
. 

Rothe claims that the root of the problem is that the mindset of the Romantics was 
entirely unlike that of the Elizabethans. In contrast, he observes that the early-
twentieth-
work of Brecht, is much closer to the Elizabethan spirit. Brecht himself had 

                                                           
1 Translated by Christian Griffiths, Independent and Madeleine Bieg, University of Konstanz with an 
exegesis by Christian Griffiths 
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famously critiqued Shakespeare as the epitome of the bourgeois ninetheenth century 
theatre culture, but he had also worked to rehabilitate the plays for a modern German 
theatre. 

 
In pursuing his goal of fitting Shakespeare to the German theatre, Rothe is not 

afraid to question the authority of the Shakespearean text. He reminds the listener 

author himself, and that certain plays, such as Timon of Athens and Merry Wives of 
Windsor at all. 

allows that the translator may r example, 
Rothe argues that the Comedy of Errors is that 
it is inferior to English translation of Plautus
name, entered on the Stationers Register in 1594, which is the presumed source of 

Rothe does not fault Shakespeare for the alleged inferiority of 
the play, but rather claims that . In any 
case, Rothe argues that a translation of Shakespea  text would not produce a 
work fit for the stage; instead, by using  English translation of Plautus as 
his primary source text, he is able to blend 

. In this way, he maintains that his translation comes much 
. 

A reading of Rothe, and by extension the critical histories of Shakespeare 
translations, is primarily valuable for the way it calls into question the primacy of 
Anglophone Shakespeare and the seeming veneration for original text in 
performance. Shakespeare in English usually follows the rule that the original texts 
of the plays, even if they are significantly redacted for presentation on the stage, 
must be used. The critical study of Shakespeare in English is, likewise, preoccupied 
with the primacy of the texts. Yet, while no language outside of English has such 
access to the original language of the plays, multiple global cultures, beginning with 
the European first, and then extending to Africa and Asia by the twentieth century, 
have developed 
approach to Shakespeare exemplifies the global approach by proposing that it is (the 
admittedly abstract) notion 
expression, that is the primary legacy of the plays. His example suggests that a true 
Shakespearean resurgence in English may be possible if we dispense with our 
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obedience to the original texts, and instead take a liberal approach that is led, not by 
the weight of tradition, but rather by the spirit of our own times.  

radio address was completed in 2016 17 by Christian 
Griffiths and Madaleine Bieg, who met by video chat on a weekly basis, and 
collaboratively translated one page of the transcript 
in educational psychology, and had recently translated a series of research surveys 
into English through a collaborative process. Although Bieg had no background in 
literary studies, her command of German and English was sufficiently high to 
negotiate the vagaries of  text. Griffiths is a Shakespeare scholar who had 
undertaken multiple projects to translate Shakespeare scholarship from other 
languages into English. His knowledge of Shakespeare was sufficient to fact-check 
the original address, its transription, and its translation, and this became an 
important factor for verification in the translation process. Neither translator had 
any direct professional or academic experience of translation studies, but the radical 
approaches to translation that Rothe describes in the address itself provided a 
template for their collaborative process. Thus, Griffiths and Bieg determined that a 
meaningful 
documentary approach to the text. They chose this path more by necessity than 
choice, since the oral, and possibly extemporaneous, character of the radio address 
meant that the sequence of ideas was often disjointed, and sometimes chaotic. It was 
challenging to seek out the central argumentative threads of the address and re-edit 
them into a sequence that would provide the most value for an Anglophone 
Shakespeare scholar.  

In the final part of the address, Rothe compares his translation of a speech from 
Coriolanus (4.4.17 32) with the translation of the same speech in Tieck, to 
demonstrate the superiority of his own. The decision to back-translate these 
passages into English posed a unique challenge to the translators, since the purpose 

comparison is to illustrate how the same ideas may be expressed 
differently in the same language: if that language is removed, then the focus of the 
comparison may be lost. Moreover, the translators questioned whether or not they 
might be obligated to artificially reproduce the qualities that Rothe ascribes to the 
texts, for example, by casting  English 
syntax, and thereby make Rothe  case without applying their own judgement to it. 
Instead, the translators chose to retain the German speeches, and provide an 
approximate line-for-line translation for comparison. Yet, in so doing, they are 
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aware that the results might not 
German versions; for example, the translators found that the Tieck translation, 

, seemed to comminucate its meaning clearly, 
and was certainly not more difficult than the English original. In comparison, the 
back-translation of Rothe took some syntactical risks, synthesising multiple lines 
into straightforward sentences, which may indeed work better on the stage, but 
which appear blandly prosaic in English. The result seems to confirm the apparent 
futility of back-translating comparative translations for the English reader, and 
demonstrates that the very qualities that Rothe identifies as distinguishing his 

may be precisely those features of language that cannot be 
translated.  

 
2. German Shakespeare: Hans Rothe on his translations (1966)  
In 1916, exactly fifty years ago, we celebrated the three-hundredth anniversary of 

debate about 

1916  it was the third year of an already hopelessly lost war, which  as it seems 
today  had only been fought to paralyse a new and huge intellectual movement and 
curb its impact on the future once and for all. This movement, which had almost 

The 
same year during which we had, without conscience, already sacrificed Franz Marc, 
August Nacke, Georg Trakl, Ernst Stadler, and many others, on the field of glory.  

1916 was also Macbeth. I 
knew the play from the English, and I was surprised  aghast, in fact  to find in this 
German version a work so completely different to the one Shakespeare had 
apparently written. I was young back then, and I still held hope for a renewal of the 
German intellectual life. I started to reflect on why my understanding of 
Shakespeare was so different from the one that had emerged out of this time-
honoured translation, so uncritically accepted in the books of the professors. At that 
time, there was only limited interest in the translation of Shakespeare, and it would 
take me forty-eight years to resolve this question. However, in 1964, on the 400th 
anniversary of Shakespeare's birth, I had completed five, ever-more-perfected 
volumes of the plays, each building on the work of the preceding. Some pieces, such 
as the fateful Macbeth, was revised several times, and my 1964 translation is quite 
different from the one I had completed in 1922.  
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These days Shakespeare is translated frequently, and I am not talking about the 
editing work that involves stealing out of twenty existing translations a twenty-first 

I did not come to Shakespeare as an individual, but rather as an ensign 
of a generation that has not only borne a new art, but has also tried to reckon with 
every great figure of the past, seeking in Goethe, and in Shakespeare, their most 

was more on the essence of Shakespeare rather than his specific words. Suddenly, 
the heroes of Shakespeare no longer had the faces given to them by the nineteenth-
century artists; they now looked like portraits by Kokoschka.  

In the progress of these fifty years, I have had to speak, willingly or otherwise, 
about the intentions of my work on Shakespeare. I have written a detailed book 
about it (Shakespeare als Provokation), some passages of which you may find worth 
reading. It is only today that I admit that my Shakespeare translations do not owe 
their existence to the private inspiration of the writing table, but rather to the 
intellectual movement, the followers of which, those spared by the Great War, were 

took place in 1920; it is no coincidence that the play was the war-satire Troilus and 
Cressida, which was generally thought to be complicated, un-Homeric and anti-
heroic. The modern ideas that come from a reading of Shakespeare are not exactly 
prosaic, yet the performance of his works at that time rarely carried that message of 

needed. I followed up with translations of As You Like It, Macbeth and other 
evergreen plays. I could not produce the translations quickly enough to satisfy the 

 
lay person may first visualise a huge 

lexicon, perhaps in the form of a dictionary. And they may 

But the lexicon is the least important part of the tools that the translator carries: the 
little more precise: 

Shakespeare was a playwright. He expressed himself through the medium of the 

yle, 
and each epoch of theatre, as some believe it to be calculated, is 51% the creation 
of author and actors, and 49% of the audience.  



Christian Griffiths, Madeleine Bieg. - An English 
translation from the German of Hans Rothe 

So in the end, can we The mindset of the 
people who were addressed by Shakespeare, whose sympathy he hoped to win, and 
whose lack of sympathy he had to anticipate? This is altogether more difficult. Yet, 
there is enough testimony from the Elizabethan era to provide information on the 
nature and abilities of that audience. So, should Shakespeare be newly translated for 
the audiences of that time? No, he should be translated for the audiences of today in 
a way that is comparable to the way that the audiences of his time were able to 

 this is the key word  you cannot turn back the 

clues, for which the audience must be prepared. The topical references from the 
Elizabethan age are hopelessly lost; however, if a certain line of dialogue is activated 
by such a reference, one must translate it in such a way that the dialogue retains its 
dramatic impact, its aggression, and does not appear to be stale, empty or academic.  

The average theatregoer perhaps does not know that there is a body of 
Shakespeare research that has been growing for the last 250 years, and is now so 
large that no single library can pride itself on possessing all that has been written 
about Shakespeare in all the different languages on earth. Shakespeare research in 
the first third of this century  the greatest work coming solely from England and 
the US  was livelier and more exciting than it is today, and it generally appears that 
the interest and the understanding of Shakespeare has declined in the middle of our 
century. Academic grounding is not the most important thing in a Shakespeare 
translation. Firstly, it is impossible that any single individual can read every book 
that has been written about Shakespeare. The translator who has fifty years to 
complete his work can use more of this material than the one who must be finished 
in a short space of time: but one could demonstrate  if one had the time  that 
among the great number of Shakespeare translators of the nineteenth century, those 
who lacked this academic knowledge translated so much better than their modern 
academic colleagues.  

So what, then, is most essential in a Shakespeare translation? It is about one thing 
and one thing only, what Shakespeare himself considered to be most important: the 
effect of the word that reaches out from the stage to the audience. In Germany, one 
is used to the so-called Schlegel-Tieck translations of Shakespeare, to which 
Schlegel contributed seventeen plays, Tieck apparently none, his daughter Dorothea 
six, and the Earl of Baudissin thirteen. As happens with all Shakespeare translations 
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in Germany, the Schlegel-Tieck work was initially resisted. Goethe and Beethoven, 
who favoured the earlier, more agile, but regrettably unfinished, translations of 
Wieland, are counted among the greatest opponents. Since then, the fight between 
the Schlegel and Wieland partisans has not abated. Schlegel represents the 
doctrinaire, the incomprehensibly-serious, the hair-curling, and the impenetrable, 
because he felt these qualities were already present in Shakespeare.  

Wieland represents the opposite of Schlegel (even if Schlegel copied a great deal 
from him). H f his spirit, 
his uncompromising truths. Wieland did not finish his translation work: it was later 
inherited and completed by his disciple Eschenburg, who was, in comparison with 
Wieland, deeply unimaginative, a criticism that could unfortunately also be 
extended to his command of the German language

work of countless editors whose ranks have not yet died out. The German theatre of 
the nineteenth century did not perform Wieland, and only performed a few of 

Amidst this great confusion in the early twentieth century, I felt that it was worth 
attempting something completely new.  

So, what was the new thing in the world of Shakespeare that drove almost fifty 
years of my work? At first, there was the nomenclature: in 1916, I was close to the 
disreputable I refused to 

I was 
happy that Gerhart Hauptmann became an apostate, and had turned from The 
Weavers to the art nouveau of The Sunken Bell. The authority of Ibsen, who was 
correctly identified by Egon Friedell as second only to Shakespeare, was perceived 
as tedious: for the younger generation, the gap between the two biggest names was 
obvious.  

What was considered good theatre in the nineteenth century was critiqued and 
ridiculed in the twentieth. The staginess of Wilbrandt, Hoyse and Wildenbruch, had 
nothing to do with Shakespeare; it was rather the product of the so-
translations, and his name consequently became synonymous with them. As far back 
as 1847, Heinrich Laube, dramatist and later a Burgtheatre director, had written in 

all a good language for the German stage. We have it to thank for the senseless 
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declamation of the actors, who throw themselves head-first into the roaring and 
philistinic tone, because they feel, regardless of the effort they put into it, that they 
are unable to clearly declaim the pompous and overblown sentences; we have it to 

 
I only discovered this quote later, but I felt the same way when I started to 

register the differences between Schlegel-Tieck translations and the Shakespearean 
originals. The English version impressed me far more than the translations; they 
struck me as more modern, easier to follow, and touching us much more directly 

 excepting Kleist and Buchner. In the 
 

if one wants to decode the relations  make a stronger connection with Ibsen. Of 
course, things cannot be so neatly simplified  here Schiller, there Ibsen  but the 
example illustrates just how radical a rediscovery of Shakespeare could be.  

These rediscoveries had to be made visible in and through the spirit of 
Shakespeare, and only then to be expressed in the German language. The 
Elizabethan language and modern German are two very different idioms, but the 
secret of translation does not lie in the most accurate reproduction. If we compare a 
translation to a photograph, it may be technically flawless: perfectly exposed, and 
not blurry, but it can never be substituted for the real thing. The sounds patterns are 
 even in modern English  so fundamentally different that the translator can never 

and so a word with one 
syllable becomes a word with three syllables.  This does not even touch on the 
difficulty of placing a word with three syllables into a line, when in the English only 
one is used. It is sufficient to note 

nervous, sound-
example, the thousand difficulties facing the reconstruction of a work of literary art 
into another language become clear. The example also shows why what we call 

-  
The essence of translation is something very different. I learned very early that 

sound and concept are priorities that can only be expressed in a weaker form in 
another language, as compared with the original. However, there may also be 
episodes  mostly episodes of interiority  that in our own language may emerge 
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more clearly, more vividly and more beautifully. While we may lose value in certain 
respects, it can, indeed must, happen that we gain in others. If translation does not 
consist of copying, then, what could its essence be? Each translation is the result of 
an engagement with the original, and the best translations are those that engage most 
intensively, most productively, and most passionately with the original. Only then 
are they able to show a personal touch.  

The original Shakespeare plays stem from a great personality, and, since there 
are no such figures today, his thought cannot be revived, so even a good, smooth, 
gentle and correct translation still misses the personality in each written line. Yet, if 
the translator engages with the original text in the way I have just described, the 
personality comes into his work. Wieland was a greater personality than Schlegel 
(or even his colleagues), which is why his Shakespeare translation is more 
meaningful and more accurate, if one may use that word. Shakespeare has nothing 
to do with the German Romantics: it was only to claim him as a predecessor or 
validator of German romanticism that led Schlegel to translate him. (Moreover, 
Schlegel only enlisted the help of Shakespeare to win a battle in a literary war. 
Goethe ultimately 
considered the German Romantics as a threat to his elite circle).  

So now we have reached the heart of the whole question. Today there is barely 
a single Shakespeare translator, and there were none in the previous century, who 
does not, before starting work, doff his cap ceremoniously and affirm that he wants 
to continue in the path of Schlegel. Nothing could be more preposterous. The 
literature of German romanticism may interest or enthuse or affect us in the manner 
that it affected Heinrich Heine but it has nothing to do with the world of 
Shakespeare. For this reason, my translations have nothing to do with the German 
Romantics: it was clear from the beginning that this had to be my aim. This intention 
was instantly recognised by the public when my translations appeared on stage and 
in print.  

Today this type of recognition is much more difficult to achieve than fifty years 
ago. The general attitude towards the German Romantics, towards naturalism, 
towards Ibsen, towards the performance style of the Meininger, and last but not least 
towards Shakespeare himself, became less nuanced, less exact and less interested, 
mainly because of the unfortunate cultural development to which we were being 
exposed. What seemed to be a necessary struggle back then would, to some, seem 
quite trivial today. The weights that we would use to measure the eternal value of 
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great literature, or to explain exactly why we should fight a battle over the greatness 
of Wilhelm Heinse or Ernst Stadler, are gone. Our relationship to Shakespeare 
suffers from the absence of these weights. For example: when a modern translator 
seeks to demonstrate that he is the first to translate Shakespeare in a Marxist 
framework, he will not be able to do this by reference to his translations, or even 
adequately explain where the relationship between Shakespeare and Marxism is 
situated.  

When talking about Shakespeare translations, one should not forget one the thing 
that remained relatively unknown in Germany: the fact that there is not even one 
line in his huge body of works that is authorised by Shakespeare himself. In England 
and in the United States, several books have been published on the preservation or 
non-pre ust realise that there are many 

other hands. One must further realise that we do not know even one of his works in 
the form in which he had written it. The most purely transmitted works are King 
John and Troilus and Cressida. In other works, such as Timon of Athens or The 
Merry Wives of Windsor
the case of King Richard III, there are approximately ten thousand different 
versions, from which the translator must select the text he wishes to translate.  

First of all, if one plans to start a German translation of Shakespeare, even in the 
twentieth century, one must establish and locate the text to be translated. Even today, 
there is no consensus about what is definitely by Shakespeare in the text, and what 
is definitely not by him. In the future we will have computers, indeed they are 
currently in development, into which one may feed a text, and which will be able to 
detect authorial fingerprints in sentence structures. Even without such machines, the 

the principles of the theatre, and to examine the laws of the theatre, to understand 
how they are applied to Shakespeare, is, at least for theatre practitioners, not too 
difficult. The easiest to identify are the insertions that have been made to 

-explicit. Furthermore, few 
difficulties are encountered with the instances where the players have restored lines 
from previous versions of the same play, probably because they found the previous 
version more beautiful, or else had found success with it. To eliminate these 
personalised and disruptive insertions, the translator of the twentieth century is 
justified by the same principles that allowed their insertion in the first place.  
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Comedy of Errors, Two 
Gentlemen of Verona, Cymbeline, and Henry V that are preserved so poorly that 
their literal translation perhaps would be a great philological pleasure, but the final 
result would not be fit for performance. Shakespeare, whose plays were only 
published in pirated form during his lifetime, as a part-owner of his theatre, was not 
apparently interested in the publication of plays that he had written mainly for the 
stage. Whatever impact he wished to make, he aimed to make through the medium 
of the theatre. A play such as Two Gentlemen of Verona has, through the course of 
the centuries, been performed in England as well as in Germany as a literary 
curiosity. The actors have made huge efforts to enact what they felt was the content 
of their role, but which is not present in the text, as audiences gamely attempt to 
laugh at what they assume is in the play, but is not audible from the stage. Whatever 

on his desk for a few days because he had offered to do some minor retouching, is 
apparently equipped with a gift for stagecraft that is not felt to be present even in 
the most talented of his contemporaries. Instead of producing new translations that 
cannot be performed, I tried to peel back the surface of the poorly-conserved original 
texts.  

With The Comedy of Errors, we know that the play by Plautus on the same theme 
was familiar to Shakespeare and his contemporaries. Shakespeare usually processed 
the content of his sources in such a way that his plays would become the worl
crowning example of the scenario. (There are almost no plays by Shakespeare 
whose antecedents are not known to us, or cannot be verified.) However, in the case 
of The Comedy of Errors
distinction: rather, it is the English translation of Plautus, which was available to 
Shakespeare during his lifetime, that is now regarded as superior. It is clear that a 
defect in the textual tradition is responsible. 

My translation therefore aimed to mingle the spirit of Plautus with the spirit of 
the Elizabethan people. The result is a new version of The Comedy of Errors, that 
has, since its first performance in 1932, become the basis for nearly all subsequent 
German presentations of this play. It is exactly the same with Two Gentlemen of 
Verona, which has, at the present moment, been performed on approximately one 
hundred stages, and only because I have aimed to pursue the possibilities that its 
theme  so 
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works to find success worthy of their underlying themes. My amended versions 
prevent nobody from coming home from the theatre, opening the English original 

(Still, if 
intoxication by such means was so easy, the theatre directors would have already 
found a way to employ it in the theatre.) 

At that time, we were perhaps more closely related to the Elizabethans than we 
were to the Romantics. As was reported frequently, including by the British, there 
is much evidence of Elizabethan thought in Brecht, especially in the works of his 
youth. The amended versions of Shakespeare I produced were part of the challenge 
I had set for myself, and the new version of Comedy of Errors is more strongly 
connected to the spirit of Shakespeare than the bizarre constructs that textual 
scholarship has linked to his name. From the very beginning I had a guiding 

translate Shakespeare word-by-word. The flame of his genius dies under the hand 
- 

 
A German Anglicist and well-known University professor, who fulfils his duty 

by publicly denouncing the principles of my work, once told me in a private 
conversation that I had not gone far enough. I assume he is right, and because 
Germany apparently needs a comprehensive nationwide debate on Shakespeare 
every hundred years or so, we can - especially after the development of machine-
assisted stylistic analysis  expect some new surprises, so that one may eventually 
speak of the twentieth century as mild and tame. Originally, I had the intention to 
finish this account with some translation examples. However, in order to explain 
these examples simply, I have had to travel very far: I have had to talk about 
Elizabethan versification, about how far Schlegel-Tieck have strayed from it, and 
about the reasons we have come much closer to it today. By way of farewell, I prefer 
to offer a short comparison by reading aloud a speech from Coriolanus, as I 
discovered it fifty years ago in the hand of Dorothea Tieck. In this passage, 
Coriolanus has left Rome, and is defecting to the enemy: 

 
O Welt!  

Du rollend Rad! Geschworene Freunde, 

Die in zwei Busen nur ein Herz getragen, 

Die Zeit und Bett und Mahl und Arbeit 

teilten, 

O World!  

You rolling wheel! Sworn friends,  

Who in two breasts bear only one heart,  

Who share time and bed and meal and 

work,  
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Vereinigt stets, als wie ein Zwillingspaar, 

In ungetrennter Liebe, brechen aus 

Urplötzlich durch den Hader um ein 

Nichts 

In bittern Haß.  So auch erboste Feinde, 

 

Die Haß und Grimm nicht schlafen ließ 

vor Planen, 

Einander zu vertilgen, durch `nen Zufall, 

Ein Ding, kein Ei wert, werden 

Herzensfreund, 

Und Doppel-Gatten ihre Kinder. So auch 

ich, 

Ich hasse den Geburtsort, liebe hier 

Die Feindesstadt.  Hinein! Erschlägt er 

mich, 

so übt er gutes Recht, nimmt er mich auf, 

 

Who are united always, like twins,  

In undivided love, may break  

Suddenly, over nothing, 

 

Into bitter hatred - So too, enraged 

enemies,  

Who cannot sleep for hate and grief  

And planning to destroy each other, by an 

accident,  

A thing not worth an egg, may become 

heart-friends,  

And double-husband their children. So too, 

  

I hate the place of my birth, and love here  

The enemy city. Enter! If he strikes,  

He does his right. If he accepts me,  

I serve his country 

 
I assume that you have no better understanding of the meaning of this passage 

than I did. One has to read it several times; in the usual editions, it can be found at 
the end of scene two, act four. In my final edition, published by Langen-Müller, it 
can be found in the fourth volume, at the end of scene 14. Nothing has been changed. 

As it is presented in his language, there is not one passage that cannot be easily 
understood by the audience. One does not have to think about it; one is swept up in 
it. After having translated Coriolanus a total of five times, the passage now reads:  
 

Abschüssige Welt! 

Nirgends Bestand und Halt! Menschen, 

noch heute 

Fest aufeinander eingeschworen, 

Menschen 

Die Haus und Werk, die Bett und Tisch 

geteilt, 

zwei Leiber und ein Herz  so eng 

verflochten: 

Wenn er mich aufnimmt, gehöre ich dem 

Feind. 

Depraved world!  

Rolling and tumbling in nothingness! 

People, today 

firmly sworn to each other, people  

who share house and work, bed and table,  

two bodies in one heart  so closely 

intertwined;  
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sie können trotzdem in der nächsten 

Stunde 

durch einen Zwist von grauer Nichtigkeit 

zu bitteren Feinden werden. Und grimme 

Feinde, 

die nicht mehr schlafen konnten vor bösem 

Planen 

einander wehzutun, sie werden 

Freundedurch einen nichtswürdigen 

Sprung des Schicksals, 

ohne Trieb und ohne Sinn, und finden sich 

auf ewig. Diesen Sprung hat das Geschick 

mit mir getan: ich hasse meine Stadt, 

und will mich einer andern Welt verbinden 

- - 

wenn man mich totschlägt, gibt es 

Gerechtigkeit. 

 

nevertheless, they may, in the space of an 

hour 

through a dispute of gray vanity, 

become bitter enemies. And grim 

enemies,  

who could not sleep through evil planning  

to hurt each other, may become friends  

through a worthless leap of fate,  

without instinct without meaning, and find  

themselves forever. Chance has made this 

leap  

in me: I hate my city 

and I seek another world --  

If he kills me, it is justice.  

If he takes me in, I belong to the enemy 

 
Christian Griffiths, Independent (christian.griffiths@gmail.com) 

Madeleine Bieg, University of Konstanz (madeleine.bieg@uni-konstanz.de) 
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