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FOREWORD

“ Words, words, words” replies Hamlet to Polonius when the elder statesman asks the young
prince what he is reading. In any given hour of any given day, somewhere in the world, an
actor playing Hamlet, typically holding a book, replies to Polonius's inquiry. However, in Paris
the actor’'s words ring out as: “Des mot, des mots, des mots;” in Manila, “Mga salita,
mga salita; in Rio De Janeiro, “Palavras, palavras, palavras”; in Bucharest, “Cuvinte,
cuvinte, Cuvinte”; and in Shanghai, [insert appropriate Chinese characters].

Words. There are some 30, 000 of them in Hamlet (or more; editions vary greatly). In
whatever version, Hamlet stands as the longest play in the Shakespeare canon. Overall, the
most reliable research shows that Shakespeare wrote thirty-seven other plays; the entire opus
contains 884,647 words. All of these words have been translated, or adapted, into numerous
languages; many of these plays are performed regularly throughout the world. it is estimated
that a new performance of Macbeth, currently the most produced of Shakespeare's plays,
starts up somewhere in the world every four minutes. Words, words, words.

972 Shakespeare characters speak these 884,647 words. Hamlet has the most to say in a
single play, some 7,350 words, uncut; the Second Pirate in Pericles is tied with a few others
for the least. four words. These 972 characters range from kings to cutpurses, princesses to
prostitutes, Jupiter to Jacques, the Friar to the Fool, Falstaff to the First Fairy. They hail from
all corners of what is now Europe: England, of course, Italy second, France after that, then
Greece but also Denmark, Norway, Poland, Russia, Bohemia, Croatia, Cyprus, Sicily, and
Spain; as well as Lebanon, Egypt, Morocco, and Algiers on the southern Mediterranean; and
as far reaching as India, Syria and Mesopotamia. These characters reference places as far
away as Mongolia, “the still-vexed Bermoothes” ( thought by some to be present-day
Bermuda), and the Antipodes, exactly the opposite side of the globe from where one is
standing now.

Thirty-eight plays with 972 characters set in 122 locations speaking 884, 867 words, all
written, best evidence suggests, in a twenty-six year time period, meaning an average of 1.5
plays a year. Beyond argument, these texts comprise the greatest collection of plays ever
written by a single author. Their global presence and impact, not only today, but since
Elizabethan times has been immeasurable, surely as great as the greatest religious, political,
and philosophical writings of all time. Some contend that he is “our greatest living author. ”
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The problem of how to gather, collate, and catalogue this profound and overwhelming artistic
output has been a concern of artists, scholars and the public since Shakespeare's time. While
quartos, including some “foul papers” (“bootleg” early drafts), of his plays existed in his
lifetime, a full anthology of Shakespeare's plays was not collected into one volume until 1623,
some seven years after his death. Theatres were banned by the Puritan government shortly
thereafter (1642), they tore down Shakespeare's Globe to the ground (1644 ), and most of
the theatre-going public were unable to own, or even read, the only complete, if often
questionable, records of the dramas. the rare First and the Second Folios.

Shakespeare's plays faded from public memory, and were not performed for five decades.
After the restoration of the theatres (1660) a younger generation (one of whom claimed to be
Shakespeare's illegitimate son) appeared and began flamboyantly “adapting” earlier plays,
Shakespeare’'s among them, to their own ends. For some two centuries and more, artist-
managers had their way with Shakespeare, freely mongreling, adapting, re-writing,
perverting, or excising as their commercial whims and actor’s vanity dictated. Shakespearean
texts became pretexts for all kinds of artistic license and vain mischief: none of these
“updates” are taken seriously today.

It was not until the early twentieth century that resolute stage practitioners in England began
the momentous task of returning to Shakespeare's “original” intentions and texts — always a
debated topic in the best of times, as no one knows exactly what he wrote or how he meant it
— and deciphering what may have been some original modes of production, again with much
speculation necessary. Thus began the modern Shakespeare movement, now developed to the
point of what is called by some “the Shakespeare industry. "

Crucial to this movement of “restoring Shakespeare” were several artists and scholars most
significantly William Poel (1852 - 1934 ) a British actor-manager who championed “open stage
Shakespeare” meaning a minimum of scenery, uncut texts, a unified acting ensemble, and a
unceasing but poetic delivery of the language. Poel's influence remains evident even today: a
post-war generation of British directors including John Barton, Peter Brook, Peter Hall, and
Trevor Nunn, and the great many directors around the world they in turn influenced, can trace
their lineage to Poel.

In his own era, Poel stood beside other like-minded stage luminaries, such as Harley
Granville-Barker, and scholars with similar interests in “restoring” Shakespeare to his rightful
place. Among the latter were two academicians whom Professor Dumitriu Corneliu, in his
introduction to this volume, cites as forerunners of his own work. Alexander Schmidt and
Francis Griffin Stokes.
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Schmidt's 1902 Shakespeare Lexicon remains today, a century and numerous editions later,
an essential masterwork. No serious English-language Shakespeare rehearsal hall or seminar
room would be without these weighty two-volume reference books, often dog-eared by use.
The volumes (A-M and N-Z) are mandatory possessions for actors, directors, teachers, and
students, and catalogue every word and virtually every character Shakespeare wrote. While
the character information is brief, every spoken word from “Abandon” to “Zounds” Is
exhaustively researched for its meaning, usage in scenes, and variant appearances in different
plays and scenes. While there are numerous and less daunting pocket volumes — C. T.
Onions's A Shakespeare Glossary, Eric Partridge’'s Shakespeare's Bawdy, and copious
footnotes in acting texts—Schmidt's Lexicon remains the mandatory “bible”.

Francis Griffin Stokes's 1924 A Dictionary Of The Characters And Proper Names In The Works
Of Shakespeare: With Notes On The Sources And Dates Of The Plays And Poems

is as comprehensive and lengthy as its title promises ( the most recent editions re-title it Who's
Who in Shakespeare ). This work picks up what Schmidt, whose real interest is in creating a
glossary, only suggests: a summary of each play as a background, setting up a detailed
study of each character in that play. Stokes's work has been imitated and even surpassed in
recent years—character-biography volumes abound—but Stokes' combination of play summary
and character description set an early standard by which all others can be gauged.

Among the many things that these and similar volumes demonstrate is how little most of the
English-speaking world actually knows or understands about Shakespeare. Shakespeare's
language, often archaic, can be as daunting and incomprehensible to a native ear as it might
be to a foreigner. What is one to do with Hamlet's

For who would bear the whips and scorns of time ,
The oppressor's wrong , the proud man'’s contumely

When he himself might his quietus make
With a bare bodkin? who would fardels bear ,
To grunt and sweat under a weary life . ..

Contumely? Bodkin? Fardels? These words are never spoken or written in modern English; only
those who have studied To be or not to be in some detail would know these, or many otner
equally obdurate words, or how to navigate the many syntactical snarls in the speech. This
explains the reliance on Schmidt and Onions in the rehearsal hall and the classroom: typically
not even the actor playing Hamlet knows what these, and numerous others of his words, mean
without looking them up.
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Consequently, an unfortunate by-product of the artistic and academic movement led by Poel
and others a century ago, is that Shakespeare in English-language countries is now too often
the property of the intellectual cognoscenti. This is a far cry from the audiences Shakespeare
actually wrote for. pickpockets, drunks, and whores cramming into the “wooden O” of the
Globe Theatre cheek by jow! with the elite and the effete (the latter then went upstairs to
private boxes). The aforementioned “Shakespeare industry” today rolls out two product lines.
academics writing books to one another, and productions on huge summer festival stages
where a great number of the audience attend because they think they should be there, not
because they want to be there.

Oh, but those stories! Unequalled, thrilling, complex, contradictory, mesmerizing,
dangerous stories! And the characters! Harold Bloom's shibboleth that “Shakespeare invented
the human” surely stretches credibility — perhaps humans invented the human; or maybe
God? — but nonetheless the human foibles, the aspirations and failures, rages and romances,
chicanery and purity, the stuff of being alive breathes on in these all too human characters,
whether we understand all the language or not.

The human urgency of the stories and this passionate vitality of the characters. this is why not
a single minute goes by on this planet without dozens, if not hundreds, of productions of
Shakespeare's plays being performed somewhere, and everywhere, all the time. This is why,
to paraphrase his madcap creation Puck, Shakespeare “puts a girdle around the earth. " This
is why, to quote his melancholy Jacques, for Shakespeare. “All the world's a stage. ”

And this is why, today, you hold this book in your hand: a bi-lingual Chinese-English
dictionary, put together by a scholar from Romania, prefaced by a director from the US, all
drawing in part from British artists and academics of a century past, all in search of meaning
and drama from a dramatist who died four centuries ago. All the world's a stage.

Shakespeare began his girdle around the earth, or at least journeyed into foreign lands and
languages, most likely in Germany, a country whose Saxon tongue donated many words to
Shakespeare's verse. king, queen, stone, town, tree — generally short, practical words.
Shakespeare's stories, raw, sprawling, political and passionate were perfect vehicles for a
German nationalist literary movement in the late 18" century, spearheaded by democratic
romanticists like Friedrich Schiller. By the early 19" century, Shakespeare had already made
his way to Poland, Bohemia, Romania and elsewhere in mitteleuropa, as well as Russia; or
rather those countries had had their way with Shakespeare. The language of the plays not
being native, or sacrosanct, was sometimes treated cavalierly and/or dismissed, which can
nonetheless lead to some exciting productions. What remains are the elemental stories and
their essential characters; these were often appropriated and launched on unintended artistic
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and political journeys of their own.

Another set of journeys, voyages on the colonial seas of the British Empire, retained the native
language of Shakespeare, but often as a tool of colonial dominance. Enslaved and subjugated
peoples were taught English, and at the higher levels, Shakespeare's English in India, Hong
Kong, Jamaica, Trinidad, and, in a more complicated manner, in South Africa. And, of
course, albeit in fits and starts, Shakespeare made his way to the English-settled colonies of
Australia, New Zealand, and North America, where the original language was retained, if not
re-accented.

In all these countries, whatever the language, Shakespeare emerges in two basic forms.
-conventional and appropriated, the former holding to western realist traditions, the latter
fused with or adapted to traditional native performance forms. Thus in India today one finds
both “straight” Shakespeare, conventionally embedded in modern realism, and Kathakali
Shakespeare, the stories and characters artistically fused into the traditional dance-drama form
from the Karala region. The same holds true in Japan and China as well, where Shakespeare
was both imported as part of a nationalistic “realist” westernization effort as well as fused, or
appropriated, into traditional forms such as Kabuki and Chinese opera.

The history of Shakespeare in China is recent. before the 20" century Shakespeare was
virtually unknown in China. Then, in a “new citizen” movement started around 1900,
intellectuals began advocating westernization through numerous translations of European
literature, including the renowned British prose condensations of Shakespeare, Tales from
Shakespeare , by Charles and Mary Lamb. This soon led to “civilized drama” productions,
westernized stagings of the Lamb's prose condensations of Shakespeare. Some years later, in
1922, the first full translations of tow full Shakespeare plays, Hamlet and Romeo and Juliet ,
appeared and were foundational to one of the two current strains of Chinese: the spoken
drama, huaju. The union of huaju and Shakespeare was forged even tighter after in the 1950s
when several Russian theatre masters came to China to teach western drama, Stanislavski,
and their revered playwright Shakespeare, whom they believed they understood better than the
British.

In the other strain of Chinese drama, xiqu, the traditional Chinese music-theatre, the artistic
hallmarks are dance, mime, combat, acrobatics, and the highly complex stylized singing of
arias. As these traditional tales center on warriors, lovers, battles and heightened passions,
Shakespeare naturally became a resource for xiqu troupes early in the 20" century. These
troupes flourished up to the Cultural Revolution, when, in 1966, all but the eight political
“model operas” were banned from Chinese stages. Alter the fall of The Gang of Four in 1976,
xiqu quickly re-emerged and recent years have seen many exciting fusions of this traditional
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form, contemporary theatre techniques, and Shakespeare.

Thus, between the huaju and the xiqu, Shakespeare is flourishing in China today as never
before. Hence the demand for this up-to-date, extensive Dictionary of Shakespeare — in
Chinese and English.

The Dictionary covers all thirty-eight plays, including the recently added Edward /I, and the
972 principal characters, in short, everyone you might listen to. In western alphabetical order
the Dictionary starts with A, specifically A Midsummer Night's Dream, followed by the
character of Aaron, and so on for some three hundred pages, ending with all five dukes of
York, from Henry V', Richard I, Richard Ill, and Henry VI.

The plays are broken down by cast, themes, and lively detailed descriptions of each act.
Each play synopsis is concluded with a thoughtful and insightful response to the play. Similar
detail and insight attend the character entries. After a recounting of the character’s “story” by
summarizing their scene-by-scene actions, many are followed by more subjective descriptions
and editorial interpretations of the role; for example this, following the account of Aaron's
onstage actions:

This seemingly unimportant character at the beginning of the play, proves to have a
monstrous capacity to cause suffering . . .

The Dictionary is replete with direct quotes from the texts, bringing life and accuracy to both
the play synopses and the character accounts. Therefore, while the task of this Dictionary is to
make a full and complete record of each play and every character, it also turns out to be quite
lively reading. One imagines discovering a play new to them by reading the entry describing
the play, and then looking up each character involved in the action for detailed descriptions.
This is an invaluable gift for students, newcomers to Shakespeare, seasoned hands, and
professional theatre practitioners throughout China. Or English speakers going to work there.

It is my personal observation, and contention, that the future of Shakespeare lies outside the
confines of the English-speaking world. The experiments with “foreign Shakespeare” past,
present, and future have more to tell us than any number of ordinary re-productions of the plays
in English. Recently, The Royal Shakespeare Company's Complete Works Festival featured
many productions by non-English speaking directors, several in foreign languages.

And in 2012, London's Globe theatre will present all 38 of Shakespeare's plays in 38 different
languages, by 38 troupes from around the world. Announcing that venture, Globe Artistic
Director Dominic Dromgoole said:
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Shakespeare , as well as a great playwright , has become an international language , and
has proved one of the most life-affirming and barrier-transcending ways that people can
speak to one another. His plays have been translated into every major living language
and there is a long tradition of Shakespeare performances around the world in people’s
own vernacular.

This remarkable bi-lingual Dictionary, English and Chinese, prepared by Professor Corneliu
Dumitriu of Bucarest, Romania is a living testimony to Londoner Dominic Dromgoole's words.

And all the words of Shakespeare, whatever language they may appear in.
Words, words, words.

David Chambers

Professor

Yale School of Drama
New Haven, CT, U.S. A
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