bacoan Xmanvniyxi), Tak U1 MMEHA TEPOEB XYAOKECTBEHHBIX Npou3BeneHuit (Esa, Pamasa,
Jlenckis, I'apeanyioa).

Takum oOpa3zom, ynoTpeOieHre aHTPOIOHUMOB B aBToOMOrpaduueckoir mosectu Bia-
numupa KopoTkeBrua CTUIMCTHYECKH MOTUBUPOBAaHO. OHU CBSI3aHBI C 3aMbICIIaMH MTUCATENS,
C €ro MHUPOBO33pEHHUEM, C HJIEHHO-TEMAaTHYECKUM COJECpKAaHHUEM MPOU3BEICHUS, SIBISIIOTCS
Ba)KHBIM CPEJICTBOM HOMUHAIIUU, XapPAKTEPUCTUKU U OLICHKU MEPCOHAKEN U UX OTHOIICHUH.
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CUMBOJIMYECKUE 3HAYEHUSA B UMEHAX
KOME/IHUH B. HIEKCITMPA «COH B JIETHIOIO HOYb»

KiroueBsi€ cioBa: 3HaKu-uKkoHwl, 3HAKU-UHOEKCbl, 3HAKU-CUMBOIIbI, NPAMOLL pegdhepenm,
Henpamou peghepenm.

«Cou 6 nemuroro Houvy B. [llexcnupa pacckazvieaem 006 uCmMuHHOU 11008U U YOAUHOM
Opake Kax OCHO8E eCcmecmeeHH020 U COYUAIbHO20 nopsoka. Tpu nepeniemennvix crodcema y
Ilexcnupa ompasicarom mpu muna UCMOYHUKOS, KANCOBIU U3 KOMOPBIX UMeen accoyuamus-
Hble BO3MONCHOCMU, OMHOCAWUECS K OCHOBHbIM memam. OCHOBHOIU clodcem Komeouu — 06
AQUHCKUX 08OPAHAX, YbU UMEHA HeCYm CMbICAbl U3 epeyeckou mugonocuu. Cnayana on ¢go-
kycupyemcs na Tecee u Unnonume, yetl npuOaudcarowuiicss 6paxk cuM8oIu3upyem ypeayiupo-
8anue BHYMpPeHHe20 NOPAOKA, 8 MO Jice 8peMsi OpaMamuieckas Hanpsa’ceHHOCmsb 803HUKAEM
npu 8blO0pe napvl y uemvlpex Opyeux Moa00bix 6n00aeHHbIX. Bmopotl croocem — o pemeciien-
HUKAX, KOMopble pa3y4usaiom nvecy K c8adbbe 3Hamu U 4bll UMeHAa 0arom npedcmasieHue o
MPAOUYUAX UMEHOBAHUS, CBA3AHHBIX C MOP206ell U AH2TULCKOU JHcusHblo. Tpemui ctodcem —
0 BONULEOHOM MUPeE U O CTIOACHOCMAX OPAKA KOPOJIsl U KOPOJIesbl, Ubll UMEHA CUMBOIUSUPYIOM
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npeoob1adarowyro uepapxuro U NOps0oK 8 Npupooe — Mo 8 3HAYUMENbHOU CeneHu nepeoc-
MbICIeHUe MPaouyuoHHo20 Goavkiopa. B oannoti cmamve onucanvl paziuynvle accoyua-
MUBHble 803MONACHOCMU (UKOHUYECKUe, UHOeKcalbhble U cumeonudeckue) umern Teceti u HUn-
nOAUMA U npedcmaegieHvl NoOpobHble Kiaccugurayuu ecex umer. Onucanue npoucxooum Ha
OCHOBE CeMUOMUYECKO20 N00X00d, OMPaiCceHHo20 & 2nage «Teopemuueckue O0CHOBbI nume-
pamypnoi onomacmuxuy OKcghopocko2o cnpagoyHuKa no UMeHam U HaUMeHOBAHUSM.

Grant Smith
Eastern Washington University

SYMBOLIC MEANINGS IN THE NAMES
OF MIDSUMMER NIGHTS DREAM

Key words: iconic, indexical, and symbolic signs, immediate referent, secondary
referent.

Shakespeares MND is about true love and felicitous marriage as essentials of both nat-
ural and social order. With three interwoven plots, Shakespeares names and references
reflect three types of sources, each with associative possibilities relevant to the basic themes.
The main plot is about Athenian nobles whose names draw symbolic meaning from Greek
mythology. It focuses first on Theseus and Hippolyta, whose approaching marriage
symbolizes the settlement of domestic order, while dramatic tension emerges in the pairing of
four young lovers. A second plot is about the “mechanicals” preparing entertainment for the
noble wedding, whose names are figurative coinages associated with common trades and
English life. The third plot is about the fairy world and the troubled marriage of its king and
queen, whose names suggest an overriding hierarchy and order in nature — a significant
reinterpretation of traditional folklore. This paper will describe various associative
possibilities (iconic, indexical, and symbolic) of Theseus and Hippolyta, and will present a
detailed classification of all names and generic references. It will illustrate a semiotic
approach advocated in “Theoretical Foundations of Literary Onomastics” in The Oxford
Handbook of Names and Naming.

1 A brief sketch of symbolic meaning

The purpose of this paper-is to analyze principal names in Shakespeares Midsummer
Nights Dream (hereafter MND, with all references to The Riverside Shakespeare, 2" ed. [10])
to illustrate the potentiality of symbolic meaning in names. Names are commonly discussed as
fixed, indexical designations of individual referents. However, our use of language is
fundamentally symbolic, and the symbolic meanings of names are especially clear in
imaginative literature.

In terms of semiotic theory (ala C. S. Peirce [8]), symbolic meaning arises when a sign
evokes two or more indexical referents in the mind of an interpreter. For example, we may
hypothesize that the name Quince in this play refers to two things: 1) one of the characters on
stage, and 2) a carpenters device for holding things in place. When the name is used to refer to
the character, it also evokes a reference to the function of that device. Thus, the meaning is
symbolic insofar as the name as a sign evokes qualities or attributes that are presumably
shared by the characters role and the occupational device.

Of course, the symbolic sharing of qualities differs slightly, and is only partial, in the
mind of each individual interpreter, and it is the attributes of the secondary referent (the
carpenters device) that are partially carried over and associated with the character, the
immediate referent (much as M. Black has described meaning of the vehicle in a metaphor
being carried over to the tenor [1, 38-47]). Thus, whenever we discuss the presumed
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“meaning” of a name, it is in terms of the secondary referent. However, both referents, the
actor and the device, are made more meaningful than one thing referred to by the sign
interpreted as a single indexical reference, i.e., as a simple label. The association of attributes
and sharing of qualities may be illustrated in a simplistic diagram of symbolic discourse:

51 N2 53

Hypothetically, the signs, S1, S2, and S3, are linked syntactically, and each refers to
two or more referents. The circles represent a variable range of attributes (semantic domains)
of the referents R1, R2, R3, and R4. The referents are thereby understood in terms of one
another, and the meaning of the signs is relational, and thereby symbolic, rather than a chain
of single, indexical references (stemming from. initial “causes,” or dubbing, as S. Kripke has
argued [6]).

2 Thematic linkage

When names evoke secondary referents, attributes of those referents and their contexts are
partially transferred to the immediate referents, and the immediate referents may be developed
thematically. We need not pursue an authors personal intentions, but the study of names ties us
closely to the text at hand and to the pre-existing contexts (i.e., sources) to which the names may
refer. That is to say, we begin with a name, and by studying how this word is used as a specific
reference in different, pre-existing contexts (e.g., in the sources or culture of Shakespeares time),
we may infer its relationship to.the immediate context, understand its symbolic value, and gain
thereby a richer understanding of themes in the work at hand.

Of course, it may be that a name has a different kind of reference and context that
neither the author nor the audience could have known. For example, in Much Ado About
Nothing, the character Dogberry insists, “O that I had been writ down an ass!” (4.2.86-87).
Modern audiences laugh in part because the word ass now has an anatomical reference, and a
director in the twenty-first century certainly has the artistic freedom to take advantage of this
interpretation. However, an onomastic scholar is obligated to acknowledge that it is not an
interpretation clearly available to Shakespeare or his audience. To appreciate Shakespeares
achievement as an artist we need to focus on the texts of his plays and on the pre-existing
references that could, and probably, would be understood at that time.

3 Plots and themes

Themes are developed as stories are told, and MND has three distinct plot lines that
develop the general themes of marriage and true love. True love is based on personal choice,
and a good marriage is the foundation of domestic and natural order. Characters in the main
plot are nobles, and their names are all derived from classical literature, contextualizing the
nobles as the educated class. The characters of the second plot are commoners, the
“mechanicals,” and their names are all figurative references to specific English trades, placing
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the imaginative context of this play clearly in England, rather than ancient Athens. The third
plot is about the fairy world and the troubled marriage of its king and queen, and most of
these names refer to elements of nature or to characters in folklore and offer a surprisingly
beneficent vision of the natural order. Each of these plot lines illustrate the general themes in
different ways.

4 The main plot

MND appears to have been written intially to celebrate a specific wedding of mature
English nobles, and the main plot focuses on the approaching marriage of Theseus, often
referred to as the “Duke,” and Hippolyta. These names have unmistakable analogs in
Plutarchs Lives, one of Shakespeares most frequent sources [9]. “Theseus” is the first of
Plutarchs stories, and Plutarch describes him as the founder of civic/life in Athens, the
cultural crucible of Western Civilization. The name thereby confers civic importance on this
central character. His marriage to Hippolyta is described in a brief passage that Plutarch
himself says comes from a unique and unnamed source. Plutarch.notes that other stories tell
of Theseaus other marriages but that this story illustrates the settlement of domestic, as well
as civic, customs for Athenian society. Plutarch explains that Hippolyta was the leader of the
Amazons who initiated a peaceful end to the war with the Athenian men, a war that had been
fought to an exhausting draw. The North translation of Plutarch, which Shakespeare used,
emphasizes Hippolytas initiative with a sidebar note to the reader, “Peace concluded by
means of Hippolyta” (71). Thus, the name Hippolyta is obscure and unique but epitomizes the
settlement of the archetypal conflict of genders in classical literature. Shakespeares use of the
name thereby focuses on marriage as the basis of social order.

While Theseus and Hippolyta are the central pair in this play, their marriage is a settled
matter. For them there is no drama, just a celebration. The drama of the main plot lies in the
tribulations of four young nobles, bestirred by the fickleness of the two young men,
Demetrius and Lysander.

The fickleness is most clear in the character named Demetrius, and in Plutarchs story of
“Demetrius,” he is described as a Macedonian general who flourished in the footsteps of his
father, Antigonus, after the death of Alexander the Great (323 BCE). At the beginning of
MND, Demetrius appears to have abandoned Helena to pursue a more lucrative marriage with
Hermia. He is thereby the plays most wayward character. Likewise Plutarch describes the
greatest vice of the historical Demetrius as being “very free” in matters of love, “bearing, in
this respect, the worst character of all the princes of his time” (1080). Also, Plutarch describes
this Demetrius as following his fathers advice to marry for money, “Natural or not, / A man
must wed where profit will be got” (ibid). Plutarch emphasizes Demetrius many reversals in
both love and war. While Shakespeares Demetrius is not a warrior, his romantic interests are,
at first, opportunistic = i.e., until he is charmed by Oberon and returns to his first, and
therefore true love, Helena.

The name Lysander also refers to one of Plutarchs story titles. It is the name of the
Spartan general who defeated Athens in the Peloponnesian War (404 BCE). Plutarch
describes Lysander as growing up outside royal bloodlines but with obvious virtues that
overcame his background. Shakespeares Lysander “is comparable in that, despite his virtues,
Egeus does not consider him a suitable husband for his daughter” [4, 292].

The names of the young women, Helena and Hermia, are also borrowed from classical
literature. The name Helen or Helena is, of course, very common. It frequently appears in
MND as Helen, without the final —a, depending on metrical convenience, and alludes to the
exemplar of feminine beauty, Helen of Troy. Shakespeares use of her name displays his love
of irony. Demetrius has abandoned her to pursue a wealthier marriage with Hermia, even
though Helena is taller, blonde, and more beautiful. Unlike her namesake, Helena is constant
in her love for Demetrius and sadly concludes, “Love looks not with the eyes but with the
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mind” (1.1.234), confirming the subjective nature of true love and Hermias earlier words,
“O hell, to choose love by anothers eyes!” (1.1.140).

Unlike the name Helen, references to the name Hermia are rare in classical literature,
but Ovid, arguably Shakespeares favorite source, uses the variant Hermione to extol personal
choice as a condition of true love. The speaker in Ars Amatoria, playfully asks, “Would you
be able to prefer Hermione to Helena?” [5, n. 133]. The phrasing pairs the names of the young
women in MND, links them together in the theme of personal choice, and parallels the central
action of these young lovers. When Lysander is mistakenly charmed by the flower of passion,
he offers an answer, “Not Hermia, but Helena I love” (2.2.113), phrasing that links the names
to Ovids phrasing. Such references to Hermia and Helena thereby evoke the chaos of love
that reverberates throughout classical literature, but the tribulations of these young couples are
temporary and actually serve as dramatic foils to highlight the stability and order of Theseus
and Hippolyta.

5 The mechanicals

The names of the “rude mechanicals” (3.2.9) show the presumed importance of
hierarchy in the Elizabethan social order. They are, as Puck describes them, artisans who
“work for bread upon Athenian stalls” (3.2.10), the lowest of the three classes of Athenian
citizens as listed by Plutarch [2, 135]. Philostrate later describes them as “Hard-handed men
that work in Athens here, / Which never labord in their minds till now (5.1.72-73). Also, the
personal names of the mechanicals (Bottom, Flute, Quince, Snout, Snug, and Starveling)
associate them figuratively, usually synecdochically, with particular English trades.
G.B. Evans identifies the trades in a footnote as_listed at the beginning of 1.2. All of the
names are simple emblems of productive labor, and collectively they elicit an appreciation for
the heart of the English economy.

Despite the snarky comments of Puck and Philostrate, the “mechanicals” are all portrayed
sympathetically because their goal is to please the nobles with their play “Pyramus and Thisby” at
the wedding celebration. It is a story of true love that ends tragically — the lovers die. It comes
from Ovids Metamorphoses, was included in Chaucers The Legend of Good Women, appeared in
sonnet form in 1584, and was the title of at least one other Renaissance play [3, 374-375].
However, the production by the.“mechanicals” turns the tragedy into comedy because of their
unsophisticated exaggerations — they fear a realistic lion, they personify the wall, and Bottoms
rhetoric is pure bombast. Their actions and their names demonstrate the social gulf between them
and the educated audience (real and fictional), and yet their ingenuous efforts arouse genuine
endearment, “Beshrew my heart, but I pity the man” (5.1.290).

6 Symbols of the natural order

With all their well-intentioned bumbling, the mechanicals help establish England as the
cultural context of MND, not the theatrical setting of Athens, and this context is solidified by
the secondary references of Oberon and Titania, the king and queen of fairies roaming the
English countryside. As rulers they symbolize the order in nature, but while the marriage of
Theseus and Hippolyta brought brought peace to Athens, the contention between Oberon and
Titania disturbs nature, which begets temporary hardship for all (e.g., 2.1.88-117). They
squabble over “a little changeling boy” (2.1.120), but affections are then magically corrected,
and order is restored.

Of course, the hierarchy of the fairy world mimics the idealized order of Elizabethan
England. Subordinates refer to Oberon and Titania as “King” and “Queen,” and the pre-
existing meanings of these names also reflect their royal status. The name Oberon comes
from a fairy king in Lord Berners translation (c. 1533) of the 13™ century French epic poem
Huon of Bordeaux. The story of Huon describes Oberon as a diminutive fairy king who
controls the appearance (but not the reality) of nature. He allies himself with Christianity but
subordinates himself to the true author of creation [3, 393]. The turbulence of nature (the
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wind, rain, and raging rivers) that he conjures to terrify passersby turns out to be simple
fantasy. Thus, the name refers to a specific fairy king who offers much to the imagination but
no real harm. Shakespeare thereby ameliorates at least some of the fears lurking in the hearts
of his English audience, most of whom believed that accidents, minor or even fatal, were the
pranks of malicious fairies. We see instead a fairy world as part of a comic fantasy, a “weak
and idle theme,” as Puck explains, “No more yielding but a dream” (5.1.427-428). It is a
poetic vision in stark contrast to the polytheistic (and common) view of fairies ‘being the
causes of daily troubles.

The name Titania is the only name in the realm of fairies or mechanicals that has roots in
classical sources. However, Shakespeare creates a new meaning by changing.a generic meaning
of this word into a name subsuming disparate entities and bridging the imaginative expanse of
classical mythology and English folklore. Ovid follows Hesiod in using the word generically to
refer variously to Pyrrha, Tethys, Latona (Greek Leto), and Circe, or presumably to any goddess
descended from the previous generation of gods (the Titans). Goldings translation, on which
Shakespeare relied, describes these classical goddesses as if they were familiar creatures of the
fairy world in the English countryside, i.e., as “the Fairies which / Reported are the pleasant
woods and water springs to haunt” [7, 131], suggesting a synthesis of classical myth and English
folklore. However, Shakespeare takes this synthesis a significant step further. By using Titania as
a proper name, Shakespeare creates not only a queen, but also a linguistic sense of hierarchal
order embracing a vast and diverse collection of spiritual forces.

The names of the subordinate spirits give special emphasis to the beneficence of the natural
order and its rulers. Especially the name Robin Goodfellow illustrates Shakespeares
reinterpretation of the demon-haunted world of traditional folklore. A publication in 1628 entitled
Robin Goodfelleow, His Mad Pranks and Merry Jests “shows a figure with devils horns and a
phallus™ [5, 36]. Thus, the name commonly identified blame for serious mishaps. At the same
time, the terms Pucks and Hobgoblins referred to generic types of very pesky fairies. Shakespeare
uses Robin Goodfellow as a proper name but also uses the terms Puck and Hobgoblin to refer
exclusively to the same specific character. The words Puck and Robin alternate as synonymous
references in the stage directions and prefixes. Shakespeare often uses generic labels or titles as
his only reference to specific characters, but by using Puck and Hobgoblin to apply to a single
character, Robin Goodfellow, he narrows the focus of possible harm from within the fairy world to
a single source. The other fairies all refer to positive attributes.

This distinction is especially clear at the beginning of Act 2. Stage directions specify
two fairies entering at‘opposite ends of the stage, suggesting two contrasting types of fairies.
There is an unnamed, and apparently representative, fairy “at one door and Robin Goodfellow
at another.” The representative fairy recites a poem associating himself and presumably most
of the spirit world with the beauties of nature, its normal harmony, and benevolent intentions.
He is in a hurry to “seek some dewdrops here, / And hang a pearl in every cowslipss ear”
(2.1.14-15). He then contrasts himself with Robin Goodfelleow, describing that particular
fairy-as the “lob of spirits” (16) and as “that shrewd and knavish sprite” (33) responsible for
mischief and mishaps. Shakespeare diminishes the potential threats of the spirit world even
further by showing the most serious harm, juicing Lysanders eyes, to be a simple mistake.
Most of Robins mischief amounts to his limited competence in the business of love, not to
malice. He refers to himself as “an honest Puck” (5.1.431) and is certainly obedient to
Oberon, who strives to match the true lovers and bless their unions.

Finally, Titanias attendant spirits obviously refer to elements of nature that commonly
aid and sustain humankind. The meaning of Peasblossom, for example, augurs an abundant
food supply and names the first character to scratch Bottoms hairy head. All four names,
Cobweb, Peaseblossom, Mustardseed, and Moth, function as metaphorical endearments, and
Bottom repeatedly addresses them with honorifics, Master, Mounsier, and Cavalery, possibly
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because the roles were originally played by the noble children who attended the wedding for
which the play was originally written.

At the least, the secondary references of these attendant spirits are harmless elements,
and the actions of these characters, like the “mechanicals,” show their eagerness to please.
They symbolize a varied but hierarchical world that envelops the other plot lines and contrasts
sharply with the scary folklore published in Shakespeares own time. With these and all its
names, MND represents a distinctive reinterpretation of the spiritual world and the sinews of
love that bind the lives of nobles and commoners alike.

References

1. Black, M. Models and Metaphors: Studies in Language and Philasophy / M. Black. —
Ithaca, NY : Cornell UP, 1962.

2. Brooks, H. F., editor A Midsummer Nights Dream / H.Brooks. — New York :
Routledge, 1994.

3. Bullough, G., editor Narrative and Dramatic Sources of Shakespeare : in 8 vol. /
G. Bullough. — New York : Columbia UP, 1957. — Vol. 1.

4. Davis, J. M., Frankforter, A. D. The Shakespeare Name Dictionary / J. M. Davis,
A. D. Frankforter. — New York : Routledge, 2004.

5. Holland, P., editor A Midsummer Nights Dream / P. Holland. — Oxford : Oxford UP,
2008.

6. Kripke, S. Naming and Necessity / S. Kripke..= Cambridge, MA : Harvard UP, 1980.

7. Ovid. Shakespeares Ovid, Being Arthur Goldings Translation of the Metamorphoses
[Electronic resource] / ed. W. H. D. Rouse. — London : De La More Press, 1904. — 1996. —
Mode of access: http://lwww.archive.org/stream/shakespearesovid0Ooviduoft#
page/46/mode/2up. — Date of access: 12.02.2012.

8. Peirce, C.S. Logic as semiotic: The Theory of Signs / C.S.Peirce // The
Philosophical Writings of Peirce (1897, 1903)./-ed. J. Buchler. — New York : Dover Books,
1955. — P. 98-119.

9. Plutarchs Lives Englished by Sir Thomas North : in 10 vol. [Electronic resource] / ed.
W. H. D. Rouse. — London : J. M. Dent & Sons, 1910. — 2012. — Vol. 1. — Mode of access:
http://files.libertyfund.org/files/1803/0988-01_Bk.pdf. — Date of access: 12.02.2012.

10. Shakespeare, W. The Riverside Shakespeare / W. Shakespeare; ed. G. B. Evans. —
Second edition. — Boston : Houghton Mifflin, 1997.

H./. CtpesbHukoBa

Cankr-ITerepOyprckuit rocy1apcTBEHHBIHN 2JIEKTPOTEXHUUECKUN YHUBEPCUTET
«JIOTW» um. B.W. Ynpsauoa (Jlennna)

e-mail: tashastrel@mail.ru

VK 81:821:161.1
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KitoueBble croBa: awmpononumel, nemepOypeckuii mexcm, cumeon, [locmoescKull,
B0CKpeceHue, CKpunau.

Cmamus nocesiuena UmMeHam COOCMBEHHBIM 2]IABHBIX cepoes pomana E. Booonaskuna
((AGMCZWIOP)). Ocoboe snumanue ydeﬂeHO AHMPONOHUMAM, ABTAIOUWUMCH CUMB0IAMU, YMO XA-
PAKmMeEPHo onst «nemep6yp2€1<ozo mexkcmay, KaKoBblM A6JIAemcs pacemampueaemoe 6 cma-
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