CHAPTER SIX

SITING AND CITING HAMLET
IN ELSINORE, DENMARK

ALEXANDER C. Y. HUANG

Central to the debate about the nature of appropriation is not just cultural
difference, but the dynamic interactions between fictional and cultural
localities. The concept of locality will be the focus of discussion in this
chapter, because in the theatrical transculturation, Shakespeare’s currency
is developed through a combination of sights (visions of Shakespeare on
and off stage) and sites (allegorical and physical locations of the
production). The locality of performance is an integral part of the question
about the nature of Shakespeare’s afterlife. At stake is the interplay
between the locality where Shakespearean authenticity is derived and the
locality where global differences emerge. What happens when
Shakespearean adaptations capitalize on, and indeed rely upon, not just
historical fictions but reconfigured localities within and beyond
Shakespeare’s plays? How do twentieth and twenty-first century theatre
artists adapt Hamlet’s localities to enhance the perceived value of the
performance and its venue? What do these aesthetic manoeuvres tell us
about Shakespearean appropriation?

A case in point is Singaporean troupe TheatreWorks’s Search: Hamlet,
directed by Ong Keng Sen and staged at Kronborg Castle in Elsinore,
Denmark in 2002.! Rich and diverse in dramaturgical concerns, this
production showcases how Shakespearean localities, performance venue
and the cultural location of the performance interact with one another.
Search: Hamlet experimented with a multinational cast and intercultural
theatre, yet the play clung obstinately to the notion of site-specific
performance. Commissioned by the Hamlet Sommer festival, this
production highlighted the connections between its sites of origin — Asia,
Europe, America — and its performance venue, Kronborg, in order to
create an anti-essentialist discourse. Concentrating on selected aspects of
the production, especially the contestations of locality-derived authority
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and authenticity, this chapter establishes how these two national or
transnational appropriations negotiated and translated the currency of
locality through the site of performance, the perceived sites of origin of the
performance idioms, as well as the allegorical sites and settings of Hamlet
that erase or accentuate the presence of Shakespeare, Europe and Asia. In
cach of these cases, primacy was given to the performance venue and the
local habitation of the play. These elements were configured to participate
actively in the meaning-making processes.

Since the mid-twentieth century there have been more and more
productions that are locally conceived but globally marketed, that tour
widely and are far from site-specific. In fact, much of their viability hinges
upon their transportability and global accessibility. The Royal Shakespeare
Company’s touring performances are some of the most prominent
examples. In contrast to productions that tour to multiple locations, the
site-specific Hamlet play in Elsinore is defined by its local specificities
that will be lost on a different audience in a different performance venue or
context. When Shakespearean localities collide or merge with the localities
of the performance, new stories are created to meet the challenge or to
exploit the perceived connections and disjunctions. Site-specific
appropriations contrast with more readily transferable performances that
tour from city to city and with Hollywood Shakespearean appropriations.
Ong’s local-international Shakespeare in Elsinore allows us to see the
unique blessings and curses of interculturalism. The dynamics between the
geographical location and cultural location of a performance complicate
the locality of the play being performed. While certain meanings of the
production will be produced by the performance style and adapted story,
other meanings must be produced by the clash of these two localities.
Theatrical performances stage at once the fictional, cultural and actual
sites embedded within and beyond the plays themselves. Furthermore,
directorial choices have to be made in relation to the play’s and the
performance’s localities, suppressing or highlighting the differences, as the
case may be.

With the rapid development of cultural tourism and theatrical
interculturalism, for better or worse, twenty-first century artists capitalize
on reconfigured localities surrounding Shakespeare’s plays and the
performance venues, in order to enhance the value of the site-specific
production. Ong created a Hamlet-inspired performance in which the title
character is missing. Search: Hamlet was sponsored by a number of
private, government, and transnational funding agencies, including the
Asia-Europe Foundation, the Danish Centre for Culture and Development,
the Singapore National Arts Council, the Embassy of Japan, the Embassy
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of Indonesia, and the Danish Theatre and Music Council. Search: Hamlet
is the last part of Ong’s Shakespeare trilogy, preceded by a pan-Asian Lear
from 1997 and an avantgarde Desdemona from 2000, both of which were
§qually well supported by a myriad of transnational funding agencies,
including the Japan Foundation Asia Center. Established in 1972, the
Japan Foundation promotes overseas Japanese-language education. From
1995 to 2004, the Asia Center existed as a subsidiary organization to
promote “the co-existence of different ethnic groups” and “the harmonization
gf traditional and contemporary culture” (Japan Foundation 2). It had an
intra-Asian focus, believing that in order to tackle various social ills
brought forth by the rapid development and accumulation of wealth in
Asia, “efforts must be made to promote balanced mutual exchange [...]
through exposure to the best of Asian arts and cultures [...] and to
encourage a more comprehensive grasp of Asian languages, histories, and
societies” (Japan Foundation 2). Ong’s Lear, funded by the Japan
Foundation Asia Center, thus took an intra-Asian approach to intercultural
performance and to Shakespeare’s text.

: This intra-regional focus can also be seen, with revisions, in some of
his other work. Ong’s parents emigrated to multi-ethnic Singapore from
southern China, and Ong speaks English, Mandarin Chinese and a
southern Chinese dialect.> Ong’s multicultural background and Singapore’s
.cultgral policy to encourage border-crossing works contributed to his
inclination to fuse multiple performance traditions to create new
spectacles. Ong, the founder and director of TheatreWorks in Singapore,
received his training at the Tisch School of New York University. As a
result, he is versed in postcolonial and postmodern theories. According to
Ong, he wanted to gain further insight into Asian performing traditions
and intercultural possibilities, and that was why he chose to study at one of
the few institutions that would provide such an opportunity (Ong 1995).
This intra-Asian focus distinguishes Ong from most East Asian
intercultural directors with experiences of studying in America or Europe,
yvho seek to wed Western styles to local traditions. Curating and directing
in the USA, Germany, Japan, Australia, Denmark, among other places in
2002 alone, with only four weeks at home in Singapore, Ong is very
conscious of intercultural processes and cultural transmission.

Ong’s work has been described as “highly self-conscious, deeply
Asian, and undeniably marketable with its high gloss — even glib — post-
modernism” (quoted in Wee 781). However, Ong has maintained that
marketability should not take over art, because “it is important to expand
the meaning of ‘Asian’ rather than to limit it” (Ong 1995). He has
cautioned that
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We have to be careful not to stereotype what is meant by ‘Asian’ — that it
has to be traditional or that it has to be filled with history. These definitions
of Asian would immediately exclude you [referring to his interviewer Mok
Wai Yin] and I [sic] in the sense that we are English-speaking and
completely contemporary. (Ong 1995)

Search: Hamlet’s mode of fusing disparate cultural locations represented
by actors’ bodies and performance styles can be traced back to the first
play in Ong’s trilogy, the multilingual pan-Asian Lear. Ong’s Lear singled
out the theme of miscommunication in King Lear. The production featured
four languages (Chinese, Japanese, Thai and Indonesian), six nationalities,
and a variety of Asian performing styles (Peking opera, Noh, and Penkac
Silat, among others). Needless to say, the adaptation did not follow
Shakespeare’s script. Like Goethe’s Wilhelm Meister, who searches for a
national identity through the performance of Hamlet, Ong’s actors went in
search of a new Asian identity through this multilingual production. The
audience had to rely on the English subtitles to follow Ong’s play, but this
pan-Asian Lear played to full houses in Tokyo, Osaka, Fukuoka,
Singapore, other parts of Asia, and Europe.

Ong’s Lear can be considered a milestone in Asian theatre and in
Shakespeare performance, because it used multiple Asian languages and
performing styles to physically embody the key theme of identity
formation in King Lear, which would have been unthinkable until recently.
Ong also addressed the issue of globalization through the amalgamated
performance vocabulary. The king not only spoke Japanese, but acted in
the stately style of the traditional Noh theatre. The power-thirsty elder
daughter, who kills him and the sister, spoke Mandarin, and not just
colloquial Mandarin, but high-pitched Peking-opera Mandarin. The
younger sister spoke in Thai, though she seldom spoke. The assassins sent
by the elder daughter spoke Indonesian and crossed the stage in the style
of Penkac Silat martial art. Different languages and different performing
styles also symbolized the conflict between parent and child. The role of
the old man, a loose equivalent to Shakespeare’s Lear, played by Naohiko
Umewaka, involved walking in the style of Noh and speaking a stately
Japanese. The diversity of, and discrepancy between, languages and
performance styles physicalized on stage the confrontation between
localities and generations. Ong has pointed out that “in this production of
Lear, 1 have attempted to search for a new world, a new Asia. This new
Asia will continue to have a dialogue with the old, with traditions, with
history” (Ong 1997). He emphasized that “harmony is not what 1 seek but
discord. We can no longer hold onto simple visions of the outside world
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and the ‘other’ ” (Ong 1997). In this way, the play negotiated roots, identity
and tradition.

Search: Hamlet shares some features with Lear, but it also marks a
new beginning in Ong’s intercultural engagements. On the one hand,
keenly aware of the homogenizing effect of transnational patrons and
intercultural borrowings, Ong attempted an alternative approach to
theatrical cosmopolitanism: a presentational style that displayed cultures
yet recognized the beauty of difference. Search: Hamlet sought a style that
did not stereotypically align each culture with its perceived traditional
form of expression, the key to the perceived successes and alleged failures
of Ong’s controversial pan-Asian multilingual Lear. While the performance
space of Search: Hamlet is filled with Danish historical specificities and
fictional Shakespearean references, the premise of the performance is far
from site-specific. The wviability of this production hinges on the
interaction between site-specific presentations and an undefined titular
character.

On the other hand, Search: Hamlet continued the themes of identity
formation and identity crisis that Ong explored in Lear and Desdemona.
His attempt to reveal and solve a series of identity crises posed by the
plays Hamlet and Search: Hamlet and by the international cast led to even
more malleable boundaries between different sites of identity formation.
Some characters were played by performers of the opposite sex: Gertrude
was played by Pichet Kluchun, a cross-dressed classical Thai dancer, the
ghost by Carlotta Ikeda, a Japanese-French dancer, Laertes by Aida Redza
from Malaysia, and Polonius by Ann Crosset, a Danish-American actress.
With race-blind casting, Ong hoped to avoid “a simple substitution of an
Asian face for a European face” (Ong 2002, 18).

The scenes in Search: Hamlet were arranged into five books, following
the style of a Noh play. The first half of the performance began in different
spaces in the castle and moved gradually into the courtyard. Audience
members were invited to participate in interstitial tours. During the first
part of Search: Hamlet, one could choose one of the simultaneous guided
tours through the basement or different rooms of the castle, walking past
costumes and other actors in preparation. The second half was a four-de-
Jforce of the five books, including a prologue and an epilogue: Book of the
Ghost, Book of the Warrior (Laertes), Book of the Young Girl (Ophelia),
Book of the Mad Woman (Gertrude), and Book of the Demon (Claudius).
A short film made by the Chinese filmmaker Wu Wenguang was shown
during the interval, which reminded the audience of the home movie in
Michael Almereyda’s film Hamlet from 2000 that replaces the play-
within-a-play, and provided a self-reflexive moment. Pulling this diverse
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group of characters and actors together was a Noh-style storyteller played
by Charlotte Engelkes from Sweden. The performance was billed as an
indoor and open-air “dance-theatre event, a free interpretation of
Shakespeare’s play” in Ong’s words (Ong 2002). It was a performance
about Hamlet, in which Hamlet was missing yet omnipresent because of
his absence. Hamlet did not have a face or a body. The arrangement
invited the audience to posit the possibility that anyone can be Hamlet.
Ong’s conceptual questions — who is Hamlet in our time? can everyone be
Hamlet? and is Hamlet an Everyman? — can be perceived as universal,
relevant to contemporary audiences from all cultures, and not site-specific.
They beg the question of why Kronborg and why Hamlet.

When invited to participate in the 2002 Hamlet Sommer festival by
Peter Langdal and Henrik Hartmann, theatre directors of the Betty Nansen
Teatret, Ong insisted that he would only accept the invitation if he could
stage a “site-specific version [of Hamlet] at Kronborg, in its different
rooms” (Ong 2001). As a celebrated intercultural director, Ong has gone
through a number of different phases, from creating so-called New Asian
identities through a multilingual performance with a pan-Asian cast, to
battling his Western audiences’ tendency to box him and label him as an
Asian intercultural artist providing an “ethnic night out” (Ong 2001). He
named several reasons to stage the site-specific reworking of Hamlet. He
argued that Search: Hamlet was not about cultural categories but about
“personal idiosyncrasies” and “personal eccentricities” (Scavenius) in
relation to the particular site of Kronborg. The casting and flexible
combination of improvized scenes and scripted choreographed dances in
different parts of the castle demonstrated that each individual performer
and actor would have a different experience and relation to the site and the
production as a whole. Ong pointed out that while Kronborg might be
foreign to some Asian artists unaccustomed to performing in such a space,
the castle is not alien to Ann Crosset, an American performer who has
lived in Denmark for many years. What passes as local is not defined by
race, ethnicity or cultural heritage, but rather by lived experiences.

All of the reasons Ong named demonstrate his awareness of the perils
of rash eulogies of interculturalism, that can be easily associated with his
stature (a staple of apparently progressive yet quintessential Asia) and
Elsinore (the locus of fantasies of origin for Hamler). There have been
reasons for concern about the ethical implications of Ong’s intercultural
projects. Critics were not optimistic about the visions of interculturalism
found in Ong’s pan-Asian Lear (see Bharucha and Wee 782), but Ong — at
odds with his “own hybridity as a Chinese-Singaporean, who speaks
Chinese with his parents but ‘conceptualizes’ his productions in English”
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(quoted in Wee) — is constantly on the move. He has not been restricted to
a §peciﬁc vision or a specific locality in any work. Search: Hamlet
evidences some of the new directions he is exploring, in particular site-
specific production.

Ong rightly pointed out that “locating [Search: Hamlet] at Kronborg
would raise all sorts of cultural issues such as cultural authenticity and
possession” (Ong 2002, 18). He went on to argue that this positionality
would enable his audience to rethink a set of questions, such as “should
globalization develop specificities to take into account different localities
different contexts, different individual circumstances?” (Ong 2002, 18)?
Ong was less interested in mingling different iconic cultural symbols (as
he did in Lear) than in locating the meaning of Hamlet in our age and the

specificities of his Hamlet play custom-made for Kronborg. He stated in
an interview:

Audiences in Tokyo, Berlin, New York, Singapore and Denmark are not
Fhe same. You cannot produce one work and tour it to five cities with an
identical production. The fact that we are site specific at Kronborg forces
us to tailor it to Denmark, which I think is very important in this floating
space of international performance. Kronborg is an important root to make
us specific. (Ong 2002, 45)

What remains unanswered is whether Kronborg is seen by Ong and his
audience as a site of collective memories of flirting with historical
authenticity. Do the Hamlet-Sommer internationalism and the Hamlet
myth of Kronborg make the castle a convenient yet enticing point of
reference and a point of origin? The programme of Search: Hamlet
qualifies, in Danish and in English, that:

Shakespeare. [...] never visited Kronborg, or Denmark for that matter, but
severa? of his friends did and, besides, the story about the Danish prince
was widely known throughout Europe. (Ong 2002, 13)

The programme also elaborates motives for the collaborative project that
are decidedly local. Langdal and Hartmann of Betty Nansen Teatret, one
of the key organizing institutions, have written straightforwardly:

The project [Search: Hamlet] is born out of a political question: why do
75% of the Danish population vote for 3 major parties, whose goal is to
send the 2% that are of non-European heritage out of Denmark? What
makes us so afraid of foreigners that we do not want them to be in our
country? We want to use our theatre space to find the answer to this
question. (Ong 2002, 6)
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Search: Hamlet was an intercultural exercise in formulating an on‘follL;)glclalt
answer (everyone is Hamlet, as shown by Wu’s short film Sear;h. clztnl:I Zl
in China) to the political question above. The presence of the 03 I
locations of Denmark, Asia and China in the performance was accl eg a;
as evidenced by the epilogue. The sto'ryteller commented that S-hi was“ n}?
yet playing Hamlet”, and that she did not “know where hi is 1or kvg };
everybody is looking for him”. She concluded that. she was “not hoihl %re
But definitely existing” (Ong 2003, 8). Following the Danis ‘ ea d
tradition for commemorating a renowned performer, the storyteller dance t
with a spotlight, a “living space” in Ong’s words, that came to repr;:s;ltll
Hamlet (Ong 2002, 20). Ong was concgrned about the 1padequa(;:y % 2 t}(;
performer to play Hamlet in such a multicultural produc:uon. Hc? CCL et P
design the performance to revolve around Hamlet’s stories, bu g
climinate the role of Hamlet. However, -the absent Hamk?t wasd . s 1
represented by a spotlight in a style appropriated from the D“apl.sh tradi 10’{1
to honour a dead performer. As such, Hamle‘f begarrf a hvm(;gz sggce :
suggesting rather than confirming “a concrete situation (Ong 20 h, t). ,
Consistent with this configuration of cultural locations @oug  ac olrs
bodies (or the absence thereof), Wu’s ﬁlrp Search: Ha.mlet in Chm(ciz also
brings different localities into one theatpcal presentation. Shown during
the intermission, Wuw’s film about hunt}ng for Hamlet in cont;mporetl;y
China provided interesting meta-narratives. The ﬁlm drives d.ornf: e
message that being gay and Chinese at the same time can be Illsagtrops;;
especially in Beijing, the perceived core of Chinese political aut ct)lr11 ar};ll :
culture. Ong indicated that he intended to use the Wu film to turn

tables:

o], Hamlet organises a touring company of actors ,[to perform...]
1?1 ([)ilaeTiot]make the kingg reveal himself [...] hopefully [Wu’s film] hreveals
certain things to the audience about themselv.es. Maybe how open td ey atrhe.
Just like Hamlet held a mirror up to Claudius, Wenguang is holding the
mirror up to us, the audience. (Ong 2002, 46)

That mirror not only showed audiences the ' prospect of bgcommg a,n
outsider in a globalized world, by putting on dlspla}y a gay Chmesle r;gan z
journey in Beijing, but also residual images of Chlpa as a cultura d51 ffl :ir
did the presence of other Asian performe'rs. Their presence mg e s
bodies into sites of cultural memories on d}Sp}&y. Yet Ong const egg : e
film to be allegorical, a mid-point in the signifying process, not a display
of cultural difference:
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The film brings to the fore the whole question of whether to be or not to be
a gay man in a culture [China] where it is illegal to be gay. And you also
begin to realise that perhaps one part of Hamlet’s tension was that he could
never be right. (Ong 2002, 46)

Ultimately, sexuality is not the most important theme of this film, which
concentrates on a defamiliarization of cultural space through the
perspective of an outsider, who is cast as a loose equivalent to Hamlet, an
outsider in the castle. Wu’s film appeared to be a documentary, with street
shots and scenes shot on an underground train in China. We heard a gay
man speak about humiliations and an old Chinese woman comment, “I
don’t know much about Hamlet, but everyone should have offspring”. Ong
hoped the audience would see Hamlet’s problem, not China’s social ills.
Whether this self-conscious rootedness could cure the ills of under-
theorized eulogies of interculturalism remains problematic, but it is clear
that Search: Hamlet has articulated a vision of locality-inflected
cosmopolitanism through reconfigured localities, the multinational cast,
and a productive fusion of European and Asian performing traditions.

In Elsinore, the fictional inhabits the actual site of production. In turn,
the performance site and its cultural location reconfigure the fictional.
Ong’s work produces différence and fertile novelty to comment on the
ethics of cosmopolitanism. Search: Hamlet articulates forms of “rooted
cosmopolitanism”, to borrow Domna C. Stanton’s term from a different
context. Though one may wonder whether the multiple local origins in
Search: Hamlet, like the site of Kronborg itself, was used as a platform for
international attention, it is clear that Ong prioritizes the need to deny
cultural authenticity derivative of any single cultural location being
represented in the performance.

Furthermore, he insists on the significance of designing site-specific
productions that cannot and will not be toured to other locations, in the
hope that this will resist certain undesirable effects of globalization.
Reworking Hamlet in Elsinore showed that Shakespearean appropriation
can be inspired and complicated by the tensions between (self-)syndicated
authentic sites for the presence of Shakespeare and for the presence of
cultural otherness. What we call Shakespeare is manufactured and
consumed at the junctures where these localities meet. These projects not
only appropriated Shakespeare’s texts, but also the various sites of
representation.

This returns us to the dialectical relationship between locality and
authority. The concept of locality encompasses a number of related ideas,
including the setting of a drama, the city and venue of a performance, the
cultural coordinates of the audience, and all the meanings derived from
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these physical and allegorical sites. A great deal of creative energy has
been directed towards the instance when the locality from which perceived
authenticity is derived, such as Hamlet’s castle, and the locality of
performance converge. Festivals and artists work hard to bring their
patrons an authentic Shakespearean experience in venues openly known to
be fictional. These sites cannot properly be said to exist. Some of these
sites serve as the backdrop to Shakespeare’s plays and tourists flock to
experience the illusion for themselves. The locations then dress themselves
up to meet and generate the demands of cultural tourism, dressing
themselves as something they are not. This is evidenced by the following
statement from the Hamlet Sommer website, which explores Hamlet’s
Danish connection:

400 years ago Shakespeare wrote the drama about Hamlet, which takes
place at Kronborg Castle and has proved to be internationally very durable.
[...] Saxo Grammaticus tells the legend about Amled, a Prince of Jutland,
in his ‘Danish Chronicles’ that were written just before year 1200. Since
1816 there have been many performances of Hamlet at Kronborg Castle,
with great actors like Laurence Olivier, Vivian Leigh, John Gielgud,
Kenneth Branagh, Jacob Jacobi. [...] A Hamlet-cult commenced and
established the local link to Elsinore, which flourishes to this very day.

This extract preserves the oddity of the original text. It indicates that the
Danish Hamlet’s castle operates on similar principles to those found in the
promotion of cultural tourism to Harry Potter’s England, the Tokyo
Daikanyama neighborhood of Lost in Translation, the New Zealand of
Lord of the Rings, or the Da Vinci Code’s Europe (Louvre, Eglise Saint-
Sulpice, Rosslyn Chapel and more). Manufactured and consumed in cycles
of fictionalization, these locations now exist simultaneously in different
temporal and spatial dimensions in the fictional and real worlds. It is
important to note that authenticity in and by itself may not always be the
claim to fame of these sites, as evidenced by Disneyland’s “blatantly
inauthentic attractions” that attract many tourists (Cohen 292). Rather,
what often fascinates and solicits repeated visits is the site’s ability to
“point to a sedimented history and [...] a connected otherness [...] that
reach [...] to the land of the dead” (Kennedy 2000, 10-11)

A large part of this phenomenon is driven by the forces of the market
economy (Bennett 507), but it is important to recognize the intricate
interplay between self-syndicated authentic venues (for the presence of
Shakespeare or his characters) and theatrical spaces where Shakespeare is
produced and consumed. Two examples that readily come to mind are
Stratford-upon-Avon and the Globe Theatre, both representing historically
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authentic venues baptized by a Shakespearean presence that fuels what has
been called “fantasies of origin” (Hodgdon). The worldwide Shakespeare
1ndu§try has constructed venues competing for this authenticity, including
locajaons with apparently authentic local flavours that contrast with the
forelgnness of Shakespeare, and self-syndicated authentic sites for
1mpqrted spectacles such as the Tokyo Globe (see Takao). These site-
speglﬁc productions are as much readings of Shakespeare’s symbolic
capital as re-readings of globally articulated localities.

Notes

"I follow the East Asian convention and put family name first, followed by given
names. The production premiered at Kronborg Castle, Elsinore, Denmark, 16-23
August 2002. It ran for another three nights, 22-24 September 5002 at th’e Betty
g\lansen theatre in Edison, Copenhagen, Denmark. ’

E.thnic Chinese comprise 76.2 % of Singapore’s population, and Malays and
Indians 13.8 % and 8.3 % respectively. The four official languages are English
Malay, Mandarin Chinese, and Tamil. ’




The Hamlet Zone:
Reworking Hamlet for European Cultures,
Edited by Ruth J. Owen
This book first published 2012
Cambridge Scholars Publishing
12 Back Chapman Street, Newcastle upon Tyne, NE6 2XX, UK

British Library Cataloguing in Publication Data
A catalogue record for this book is available from the British Library

Copyright © 2012 by Ruth J. Owen and contributors

All rights for this book reserved. No part of this book may be reproduced, stored in a retrieval system,
or transmitted, in any form or by any means, electronic, mechanical, photocopying, recording or
otherwise, without the prior permission of the copyright owner.

ISBN (10): 1-4438-3974-4, ISBN (13): 978-1-4438-3974-7

CONTENTS

LSt OF TIUSTEATIONS ;. ciaveinsisnsss iousansmsnssnss sussesmaonss sosssoisss s sssass sanenyass sins ix
Notes on ContribUtorS. .. mwssmetemsisms situasilraribsisnnbiss i srestibes xi
ACkNOWIedZeMEnts’ «u.uommmmmuassssissmsssrmsmssssssssiiss XV
Note on Translations ....oossiiesvists sansisditiatonseosdsissdbagsmmssvsrst s xvii
T 06 o110 1 U . e ——— 1
The Hamlet Zone

Ruth J. Owen

CHapLer ONE st irsssnsmmmeesasre ol o 7
Performance as Ironic Supplement: Portuguese Hamlet

and One Hamlet too Many

Francesca Rayner

ChAPLEr TWO sivics ssssemssnissmsusssssssssssmemmmsessis siovsssiensssssssmisssssismsseasassssvsstses 17
Dramatic Leaps and Political Falls: Russian Hamlet Ballet in 1991
Nancy Isenberg

CRAPLET THVEE stvonsiomsrnemmisenssssmssss o5 sy s e oSS EeEssS8 s AEETaB s P oS 31
Tracing a Text of Identity: Hungarian Hamlet Poetry
Marta Minier

Chapter FOUT ......coviiriiieieiecier ettt e 45
Spectres of Hamlet in Spanish Republican Exile Writing
Helena Buffery

CHAPLET FIVE sueisusmssssssiversidinn stontsiushssasssssesnssnperssrsnessassavessasessssssssasioressaanss 61
Spectres of Hamlet in Walter Benjamin and the German Theory

of Tragedy

Joshua Billings




vi Contents

CLaPIely BN, .l tihaisonsi s e bt i 73
Siting and Citing Hamlet in Elsinore, Denmark

Alexander C. Y. Huang

Chapler Beveit. b iilmmeilticasmmmi it ot o DT Wy 20 0 85

Siting Hamlet for the Online Generation: The hamlet X Project
Conny Loder

Chapler Bight:....... oS8 e Sl Bt i 91
The Born-again Socialist Bard: Hamlet in Romania
Nicoleta Cinpoes

CIAPIET TRING., ...yt ciiisiiaruspssssaosssismsssessaomedms sk Ao emtsmtommsmnern 105
History Interrupted: Hamlet and 1956 in Hungary
Veronika Schandl

Chapter Tenndeeaad by ekl dnsmlibites o i St i ot | o 115
Janus-faced Hamlets of the German Stage: Fritz Kortner

and Gustaf Griindgens

Peter W. Marx

@10 1 2 1o ) EESRTR TR 1. Tl O YT 129
Hamlet as Mohamlet: Multiculturalism on the Swedish Stage
Ishrat Lindblad

Chapter Twelse a8 7 TTI L DEdiiis (lie 3 Suiielrl Dl 2668, 5 oty 137
The Imprint of France: French Hamlet and Spanish Neoclassicism
Keith Gregor

Chaptet THiTte 6ok SR Nafregatel riian) o danl 5 oo 151
Radical Quotation: Papa Hamlet and the Claims of Naturalism
Gijsbert Pols

Chapter Fourteen #1000, Sty WISas i sl fuai T Sadieaath b e 163
Death by Cultural Mobility: Ophelia in German
Ruth J. Owen

Chadpter Fiftcoil.... 2NN 20 0 pastminadt yatin AL ol vileinedd 1 agnics 177
Myth, Metadrama and Metabiography: Rosencrantz and Guildenstern

are Dead

Holger Siidkamp

The Hamlet Zone: Reworking Hamlet for European Cultures

Chapter SIXEERI .....cccevrvveviiiriririririririe ettt eas
Hamlet as Unmarked Intertext: The Imperative of Remembrance

in Horn'’s End

Robert Blankenship

ATBIWOTA ...t
Hamlet’ s Infinite Space

Ton Hoenselaars, President of the European Shakespeare

Research Association

WOTKS CIEEA ...ttt e e e e e ee e e s e e eeeeaaes

———

vii



xii Notes on Contributors

KEITH GREGOR is Profesor Titular de Universidad at the Universidad
de Murcia, in Spain. His research focuses on the reception of Shakespeare
in non-Anglophone countries, especially Spain. He is the author of
Shakespeare in the Spanish Theatre: 1772 to the Present, co-editor of
Hamlet en Espaiia: Las cuatro versiones neocldsicas and sole editor of
Teatro clasico en traduccion: Texto, representacion, recepcion.

TON HOENSELAARS is Professor of Early Modern English Literature
and Culture at Utrecht University, in the Netherlands. He is the founding
Chairman of the Shakespeare Society of the Low Countries and President
of the European Shakespeare Research Association. He is the author of
Images of Englishmen and Foreigners in the Drama of Shakespeare and
His Contemporaries. He has edited, alone or with others, Shakespeare’s
Italy, Reclamations of Shakespeare, Shakespeare and the Language of
Translation and Shakespeare’s History Plays.

ALEXANDER C. Y. HUANG is Director of the Dean’s Scholars in
Shakespeare Program and Associate Professor of English at George
Washington University in Washington, D.C., and Research Affiliate at
MIT, in the USA. He is the recipient of the MLA’s Aldo and Jeanne
Scaglione Prize, and currently serves as General Editor of the
Shakespearean International Yearbook.

NANCY ISENBERG is Associate Professor of English Literature at the
Universita degli Studi Roma Tre, in Italy. Her research on Shakespeare
focuses mainly but not exclusively on his dramatic works in relation to
dance and to early modern culture. Aside from numerous studies on ballet
appropriations of his works, she is co-editor of La posa eroica di Ofelia,
essays on female characters on the Elizabethan stage, and of Questioning
Bodies in Shakespeare’s Rome. Her other main area of research is Italian-
English connections in the eighteenth century.

ISHRAT LINDBLAD was Docent (now retired) at Stockholms Universitet,
in Sweden. Her areas of research specialism are Shakespeare, Anglophone
Indian fiction and twentieth-century drama. She is the author of Creative
Evolution and Shaw’s Dramatic Art.

CONNY LODER teaches English Literature at Ernst-Moritz-Arndt
Universitit Greifswald, in Germany. Her areas of specialism are English
Renaissance drama, English Renaissance pamphlets and the Victorian
novel.

. e ———

The Hamlet Zone: Reworking Hamlet for European Cultures xiii

PETER W. MARX is Professor of Theatre Studies at the Universitit Koln,
in Germany. His expertise lies in theatre history, Shakespeare on stage,
intercultural studies and cultural studies. He is the author of Theater und
kulturelle Erinnerung: Kultursemiotische Untersuchungen zu George
Tabori, Tadeusz Kantor und Rina Yerushalmi, Max Reinhardt: Vom
biirgerlichen Theater zur metropolitanen Kultur and Ein theatralisches
Zeitalter: Bijrgerliche Selbstinszenierungen um 1900. He is writing a
handbook to Hamlet and the monograph Hamlet’s Voyage to Germany.

MARTA MINIER is Lecturer in Drama at the University of Glamorgan, in
the UK. Her main research interests are in translation studies, adaptation
studies, Shakespeare studies and Central and Eastern European theatre and
literature. She has published widely on Shakespeare adaptation and is the
assistant editor of the Journal of Adaptation in Film and Performance.

RUTH J. OWEN is Senior Lecturer in German at Cardiff University, in
the UK. Her research interests focus on German-language poetry. She has
published widely on the poetry of the GDR, the German city in postwar
poetry, poetry of the body, and the figure of Ophelia in German literature.
She is the author of The Poet’s Role: Lyric Responses to German
Unification and co-ordinator of the Poetry Research Network.

GIJSBERT POLS is a junior researcher and PhD candidate at the Freie
Universitdt Berlin, in Germany. His research specialisms lie in Dutch fin-
de-siécle literature and German naturalism. His doctoral dissertation is
entitled Nach dem Naturalismus: Lodewijk van Deyssel und Arno Holz.

FRANCESCA RAYNER is Assistant Professor at the Universidade do
Minho, in Portugal. Her research interests lie in the cultural politics of
Shakespearean performance in Portugal, intersections between gender,
sexuality and performance, and theatres of science. She is the author of
‘Caught in the Act’: The Representation of Sexual Transgression in Three
Portuguese Productions of Shakespeare.

VERONIKA SCHANDL is Associate Professor at Pazmany Péter Katolikus
Egyetem, in Hungary. Her areas of research specialism are Shakespeare in
performance, Shakespeare under socialism, theatre history, and political
theatre. She is the author of Shakespeare’s Plays on the Stages of Late
Kdddarist Hungary — Shakespeare Behind the Iron Curtain and co-editor of
Faces of English.



Detached from Shakespeare’s English, Hamlet has been rewritten numerous times in
European languages, the various translations into any one language jostling with
each other for dominance and spawning new Hamlets that depart decisively from
Shakespeare as a source. This book focuses on the rich tradition of drawing from
Hamlet in European cultures to produce new, independent works, which include
Hamlet theatre, Hamlet ballet, Hamlet poetry, Hamlet fiction, Hamlet essays and
Hamlet films. It examines how the myth of Hamlet has crossed back and forth over
Europe’s linguistic borders for four hundred years, repeatedly reinvigorated by being
bent to specific geo-political and cultural locations. The enquiries in this book show
how, in the process of translation, adaptation and reinventing, Hamlet has become
‘the common cultural currency of Europe.

“A brilliantly lively volume which recontextualizes Hamlet from Portuguese theatre,
to Russian ballet, Hungarian poetry, Spanish exile writing, German philosophical
criticism, Swedish political drama and radical multimedia experiment. This
constantly surprising and inspiring volume demonstrates, if there were any doubt,
that Shakespeare is still a vital part of our global intellectual currency and Hamlet is

at the very centre of the modern European imagination.”
_ Prof. Karen Leeder, New College, University of Oxford
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the poetry of the German Democratic Republic, the German city in postwar poetry,
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author of The Poet’s Role: Lyric Responses to German Unification and co-ordinator of the
Poetry Research Network.

Cover image: S eare — Hamlet — Prince of Denmark, painted by
~ Henry Fuseli (1741-1825), engraved by Robert Thew (1758-1802).
Courtesy of the Library of Congress.
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