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NAMES AS ALLEGORIES AND SYMBOLS
IN WILLIAM SHAKESPEARE’S PLAY “CYMBELINE”

This paper studies W. Shakespeares play “Cymbeline” and offers a new perspective
for its interpretation. It focuses on the names of four main characters: Posthumus, Imogen,
Cymbeline, and the Queen which relate closely to the peculiarities of the narrative lines
and messages. The anthroponymical paradigm is intentionally restricted, yet, its efficiency is
well illustrated. As a result, on the one hand, the logic of Shakespeares drama in the first decade
of the seventeenth century is re-created. On the other, the names of the main dramatis personae
in the semiotic space of the performance are analysed and their transparency as allegories, well
understood by Shakespeare s contemporaries, is surveyed. From this perspective, it can be stated that
the names are well thought out. They embody fundamental psychological characteristics and internal
drives of their bearers. At the same time, certain consistent pattern in Shakespeare s naming strategy
is specified and the so-called ‘unevenness,’ ‘incongruity,” and ‘absurdity’ of the main narrative lines
are clarified. The constructive role of anthroponyms, charged with powerful allegoric and symbolic
messages, is outlined against the background of Apocalyptic Tragicomedy. It is noted that this fact
is important as genres set up a definite interpretative background, introducing special semiotic
parameters. Simultaneously, historical, cultural, aesthetic, and religious atmosphere in England
at the outset of the seventeenth century is outlined. It helped to study the names in “Cymbeline”
as integral components which have preserved without distortion the content created by the author
himself. Such devices of Literary onomastics as etymological, associative, and mimetic are applied
in the article. Besides, the investigation is carried out through the prism of historical, comparative,
and hermeneutic techniques. It is concluded that this multidisciplinary approach accentuated
modernity and topicality of the play which, after centuries of oblivion, found its target audience in
our turbulent times.
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Statement of the Problem. William Shakespeare’s
“Cymbeline” has often been criticized by different
men of letters, ranging from S. Johnson and D. Hume
to B. Shaw and H. Bloom. Meanwhile, attentive
reading of this dramatic text may give a clue to ideas
which still require interpretation. Any playwright, to
a greater degree than writers in general, creates texts
not for the generations to come, but for the people
belonging to the same cultural background, facing
the same problems, and sharing the same aspirations.
There is no doubt that Shakespeare’s literary heritage
has radically exceeded the borders of his historical
epoch, and each new generation of fans, admirers
and critics regard him as a contemporary, reflecting
the complexities and contradictions of their time.
Shakespeare’s works, notwithstanding their universal
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humanistic content, are inseparable from the epoch
of Renaissance, that specific milieu which became
fertile soil for his artistic imagination. The playwright
was “intimately bound up with his age” and “knew by
experience the manners of country, court, and town”
[19, p. 205]. In his plays Shakespeare “recorded
the world of Renaissance England, a society
that fastidiously investigated and questioned its
surrounding universe” [24, p. 2]. Maybe, that is why
‘Cymbeline’ was staged and “well-liked by the King
(Charles I) in 1634 and has been frequently revived
for performance” [16, p. 2978]. It is also a well-
known fact that “in the second half of the eighteenth
century its frequent performances placed it among the
top ten of Shakespeare’s plays, and it contributed to
the construction of Shakespeare as a national poet”
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[22, p. 2]. Despite the play’s lack of popularity in
the nineteenth and twentieth centuries, nowadays it
is staged more often as it is charged with powerful
content which finds its target audience in our stormy
times. The main goal of this paper is to connect this
content with the names of the main characters.
Theoretical framework and literature review.
Modern perception of Shakespeare’s works may differ
radically from those messages, which were addressed
to his historical audience. The sense of theatre, taken
for granted today, differs from the logic of presentation
in the age of Shakespeare. T. J. C. Bulman states that
“in any criticism of performance [...] we are bound by
the perspectives of our own time and place” [4, p. 3].
That is why the ideas, thoughts, and points of view,
expressed by the playwright, may seem obsolete, out
of date, and even archaic for modern audience. Yet,
such outdatedness may reveal new horizons for its
interpretation. The outlines of historical (W. Churchill,
D. Hume), cultural (H. Taine, D. Bergeron), aesthetic
(J. Le Goft, G. Gadamer), and religious (W. Knight,
D. Vernon) atmosphere at the outset of the seventeenth
century help to study the anthroponyms in Cymbeline
as integral components which have preserved without
distortion the content created by the author himself.
M. Sfeir claims that proper names in plays have been
“the subject of analysis from different perspectives.”
However, “their exploration in dramatic texts has
remained fragmented, and a systematic approach is
yet to be developed for their analysis. The connection
between proper names and key dramatic elements,
namely characterization, plot progression, and stage
directions, remains underexplored” [14, p. 15].
It is possible to encapsulate one more factor into
this system of interconnections — the genre of the
dramatic text. In the world of dramatic performance,
the names of the characters are intricately connected
with the peculiarities of genres which differ, among
other things, in dynamics of emotional states. In this
sense, the same name may have different connotations
depending on the context of its usage: historical drama,
tragedy, comedy, or farce. This fact is salient as genres
set up a definite interpretative background, introducing
special semiotic parameters. The works by H. Bloom,
G. Minton, G. Wickham, J. Schavrien focus on the play
Cymbeline, examining its genre from different points
of view. Thus, defining Cymbeline as Shakespeare’s
late romance, H. Bloom admits that “principal figures
in Shakespeare’s romances tend to be baroquely
wrought in ways we do not yet wholly understand”
[3, p. 614]. G. Minton puts forward his own approach
to the genre of this play. Though, according to him,
the apocalyptic elements in Shakespeare’s Jacobean

plays, including Cymbeline, seem far “removed from
the religious context of the previous century’s interest
in the apocalypse,” they “have long been noticed.”
The researcher points out that W. Shakespeare “found
use for apocalyptic elements that fit naturally with the
tragicomic structure and enhanced the imaginative
landscapes of the plays” [12, p. 130]. Surveying the
main components and characteristics of apocalyptic
tragicomedy, G. Minton highlights the mixing of
genres, “the mixing of character types,” involving
“allegorical figures, superhuman spirits, good and
bad, and historical personages” [12, p. 138]. All of
them “freely converse together and interact with no
sense of incongruity” with the purpose “to open up
all history into a fotalizing discourse” [12, p. 133]. In
this respect, Cymbeline, “unabashedly” combining
“the allegorical and the historical with no respect to
consistency” [12, p. 142] may be also included into
this domain of ‘apocalyptic tragicomic structure’.

To our mind, itis a bent for apocalyptic tragicomedy
that helps to reveal in full the constructive role of the
proper names in this play, deepening its analytical
perception. Anthroponyms in Cymbeline, like other
instruments of tragicomic genre, help us to probe
deep into this ‘totalizing discourse’ and understand
a definite logical scheme within its space, otherwise
chaotic and eclectic. Consequently, the names may
be regarded as medieval allegories which uncover
dominant features of the protagonists and shape
them as transparent, lucid characters. Besides,
the comparison of Cymbeline with apocalyptic
tragicomedy actualizes its key ideological message in
periods of mass cataclysms, as this genre is “focusing
upon moments of crisis” [12, p. 136]. In the same vein
Katrin Bauer, for example, emphasizes the grows of
interest in this “lesser-known and rarely performed”
play in 2016, just before the Referendum concerning
Brexit, when three major theatre companies in London
and Stratford were “putting on stage their productions
of William Shakespeare’s late romance Cymbeline”
[1, p. 20]. Attentive reading of this play may give a
clue to some ideas which still require interpretation.

At the same time, some other observations by
different researchers concerning character names
in Shakespeare’s dramatic heritage seem rather
valuable. In this sense, we share G. W. Smith’s point
of view, expressed in his book Names as Metaphors in
Shakespeare’s Comedies that “Shakespeare’s names
and references show his descriptive imagination, his
indebtedness to previous literature, and his immersion
in the culture of his time” [18, p. 24]. In the same
vein, J. Tanner’s article “The Power of Names
in Shakespeare’s Antony and Cleopatra” evokes



Bueni 3anucku THY imeni B. 1. Bepnaacbkoro. Cepis: ®@inonoris. Xypuanictuka

interesting ideas, as the author enlarges on the functions
of names, emphasizing that Shakespeare “uses names
to characterize, to reveal cultural attitudes, prejudices,
and superstitions, to show conflict or concord, to
enhance themes, and to add humorous and serious
dimensions to his dramatic narrative” [20, p. 164].
Tanner notes that “even though some devices of
onomastics may not be immediately apparent to the
modern reader or spectator, the use of names remains
one of Shakespeare’s more effective devices and
one of the literary critic’s most legitimate targets of
concern” [20, p. 173]. Yet, one cannot but agree with
F. Burelbach that “name study is one way of gaining
increased access to the overtones and undertones,
those elusive levels of meaning and emotional effect
that help to enrich our understanding of literature in
general and Shakespeare in particular [5, p. 137].

Task statement. Important work by Harold
Bloom examining “Cymbeline” became the starting
point for this article. The scholar’s productive idea
that the name Cymbeline is a “cipher” [3, p. 617]
predetermined our intention to study the names in
this perspective and to define their role in the semiotic
space of the performance. Thus, the semiotic approach
to the analysis of anthroponyms in this tragicomedy
seems quite relevant. We restricted our research to
four names: Cymbeline, Posthumous, Imogen, and
the Queen which relate closely to the peculiarities of
narrative lines and messages in this play. Such devices
of Literary onomastics, as etymological, associative,
and mimetic, complemented by historical, comparative,
and hermeneutic techniques seem productive for the
exploration of these names. Given all the considerations,
the methodological approach implemented by this article
interprets the names of the main dramatis personae in
the play as allegoric or symbolic formulae [25] fertile in
social, political, and religious messages.

Outline of the main material of the study.
Semiotic paradigm of the play: intellectual
standards and ‘downsizing’. Harold Bloom regards
Cymbeline as “a very uneven play, with much in it
that can seem hasty or even perfunctory” [3, p. 614].
Bloom cites Samuel Johnson, one of the first critics
of Shakespeare’s legacy, who states that “the play has
many just sentiments” but “they are obtained at the
expense of much incongruity”, “the absurdity of the
conduct” and “the confusion of the names” [3, p. 615].
Interestingly, D. Hume characterizes Shakespeare’s
dramatic texts nearly in the same words, regretting
that “many irregularities, and even absurdities,
should so frequently disfigure the animated and
passionate scenes, intermixed with them” [9, p. 99].
Johnson’s critical approach to the choice of the names
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probably ignites Bloom’s interest in this question,
and he creates a semiotic paradigm of this dramatic
text, interpreting the meanings of the names and
correlating them with the deeds of the characters.
For example, the scholar points out that the name
of Cloten, “the wicked Queen-stepmother’s nasty
son,” “admirably suggests his clottish nature” and
introduces him “as a noisome braggart” [3, p. 617].
While analysing the name of Posthumus, the critic
states that it “refers both to having been ripped from a
dying mother’s womb and to being the only survivor
of a family” [3, p. 621].

It is possible to enlarge on Bloom’s interpretation,
stating that Posthumus may be regarded as twice born.
The second birth occurs in the final act, the scene in
prison, when the deceased parents visit him in his
dream, and Jupiter himself is descending from the sky,
carried by a huge eagle. Bloom thinks that this scene is
redundant, and that is why he cannot agree with Wilson
Knight who was convinced that “not to appreciate the
ghosts and Jupiter was not to understand Shakespeare.”
The scholar, while praising Wilson Knight as “a
great critic, and a religious Shakespearean,” does not
share his attitude to this scene which he defines as a
“doggerel,” written “as bad as possible” [3, p. 633].
Bloom’s critical attitude to this episode resonates with
Bernard Shaw’s claim that this play “judged in point of
thought by modern intellectual standards,” is “vulgar,
foolish, offensive, indecent, and exasperating beyond
all tolerance” [17, p. 51].

Obviously, neither Bloom nor Shaw paid attention
to something what was evidently accentuated by
Wilson Knight. This play really cannot be judged in
‘point of thought by modern intellectual standards’
because these standards have changed and are in the
process of change ever since. According to D. Vernon,
“in Shakespeare’s day, religion was part of the
wider communications of people’s everyday lives,
a measurement of their involvement in structures
beyond both them and their lifetime.” The researcher
claims that “in this period religious concerns, power
politics, communal and individual life continually
intersected and overlapped, as Shakespeare observed
whether directly or not in his plays” [21, p. 11]. That is
why in case with the scene in prison we would rather
share W. Knight’s “religious” approach to Cymbeline,
since the events delineated here with the inclusion of
the device “deus ex machina”, used in Ancient Greek
dramas, may be compared with epiphany, revelation,
the second birth after spiritual darkness and blindness.
Here Shakespeare comes close to a scenic reflection
of redemption. As it is formulated by J. Schavrien,
“Cymbeline reflected Shakespeare’s late-in-life
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aspirations for a world redeemed” [13, p. 122]. The
episode in prison, criticized by H. Bloom and rewritten
by B. Shaw, turns out to be rather significant not only
for understanding the character’s behaviour, but the
idea ofthe whole play in general. The playwright, to our
mind, wants to reveal to his audience that overcoming
hardships and sufferings may help to overcome one’s
own depravity. The presence of the protagonist’s
parents at the time of his greatest spiritual discord,
when he is on the threshold of death, gives him the
chance to redeem his mistakes and to start a new lease
of life. Thus, this name becomes a code, carrying an
important message: the search for one’s real identity.
H. Bloom’s attitude to this personage is evident
when he states: “What Imogen finds in Posthumus we
are not shown, but if Cloten (rhyming with «rotten»)
is the alternative that tells us enough” [3, p. 621]. By
writing this, the scholar expresses his dissatisfaction
with this character, who is not good enough to be
called the protagonist. Obviously, his quite grounded
observation can be explained by “downsizing,” what
was “Shakespeare’s new way of viewing the characters”
who “are not just epistemologically, but in all ways,
considerably downsized from those huge creatures who
dominate the tragedies” [13, p. 126]. In other words,
Shakespeare’s late period is a sort of a farewell to the
epoch of tragic heroes. As Northrop Frye comments it,
“the scaling down of characters brings these plays (7he
Winter s Tale and Cymbeline) closerto the puppet shows”
[7, p. 155]. There is no doubt that the spirit of puppet
shows, addressed to common public, permeates this
play. Beginning with the first decade of the seventeenth
century one could observe gradual democratization
of theatre performances in England, inseparable from
substantial democratization of the theatre audience.
These two factors were closely intertwined and reflected
the rapid change in tastes, aesthetic perceptions, and
semiotic techniques. New performance canons were
being established and implicitly the old ideas of power
were desacralized. Shakespeare’s last plays, including
Cymbeline, mirrored all these transformations: mixings
in genre, characters, and style. On the one hand, it was
really a simplification, a scaling down of protagonists,
their reduction to allegoric figures as it happens
with Posthumus. On the other hand, it was the act of
narrowing the distance between the dramatis personae
and the audience and endowing them with a full set of
characteristic features, well recognised and understood.
The enchanting Imogen. Defining the play as a
self-parody, H. Bloom points out that “Imogen ought
to be in a play worthier of her aesthetic dignity, but
Shakespeare seems too troubled to give her the context
she deserves, at least in the first two acts.” At the same

time, the scholar accentuates an important aspect of
the heroine: “Grotesquery swirls about her, and yet
Imogen remains always the sublime, antithetical to
the grotesque” [3, p. 618]. In the same context Bloom
stresses that “the enchanting Imogen, with whom
Hazlitt and Tennyson fell in love, is not possible upon
our stages” [3, p. 618].

This observation is especially interesting for our
understanding of this name. Though in most editions
it is spelled as Imogen, in Modern Critical edition
of Shakespeare’s complete works it is Innogen [16].
Imogen is believed to be either accidental or deliberate
misspelling of “Innogen,” which comes from the
word “inghean” meaning “virgin” or “girl.” In this
sense, this name bears a powerful mythic/archetypal
potential of eternal Virgin, Kore/Cora who is searched
by her mother. In Shakespearean text she is searched
by her father, though not quite actively. As Carl
Kerenyi emphasizes in the Eleusinian Mysteries “the
yearning of Demeter for her own girl-child, the Kore,
must be characteristic of undivided human existence,
of men as well as women ... because men’s imitation
of the questing Goddess led to the same goal and
fulfillment” [10, p. 146]. Nobody abducts Imogen, but
a whole chain of events makes her leave her home.
First, her ardent love is overshadowed by the necessity
of parting with Posthumus; then, in his absence, she
is persecuted by Cloten; and, at last, she is betrayed
by her easily manipulated husband, ordering his
servant to kill her. That is why this princess, disguised
as a page, is fleeing away and begins her quest. She
chooses for herself a man’s name Fidel which only
enhances the image of eternal virginity, underlying
her faithfulness. Fidelity, her new name and essence,
shapes her as a full-fledged allegoric figure, and all
her deeds are motivated within this scheme. Feeling
deceived and forgotten, she undergoes the most tragic
period in her life which culminates in her death, though
not real, but evidently such not only for Belarius and
his adopted sons, but also for the spectators, kept
in suspense. She poignantly suffers the loss of her
lover when she sees the beheaded corpse of Cloten in
Leonatus’ attire. Notwithstanding all these calamities,
she possesses enough stamina to continue her quest
and finishes it successfully. Features of archetypal
Maiden do not prevent Imogen to be a representative
of her epoch. Nicole Williams is convinced that “the
fictional world of Cymbeline reflects the world of
Renaissance England and, as a result, the heroine of
the play is placed not only in the centre of the plot, but
also in the centre of the contemporary debate on the
nature of womankind” [24, p. 2]. The critic highlights
Imogen as a product of Renaissance society. She is

11
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“constructed in the context of this ideal woman, and,
through her characterization, Shakespeare stages the
‘reality’ of female experience” [24, p. 2-3]. Thus, we
may conclude that Imogen, a Renaissance woman in
archetypal decorations, by predestination of her name
demonstrates independence of her character and
overcomes all the misfortunes to confirm her status of
eternal Virgin on a new spiral of her existential quest.

What concerns Posthumus, he in his often primitive,
thoughtless, and even cruel behaviour is given a
chance of a new life, more motivated, mature, and
well deserved. In this respect, the names of the above
personages as ciphers fully justify the incongruities and
excessive twists of the plot. Notwithstanding the initial
moral differences between these two protagonists, there
is no doubt that moral and psychological development
of Posthumus relates to that of Imogen. As it is pointed
out by D. Bergeron, they “move in different directions,
she busily cutting herself off from her royal family and
he in search of his family” [2, p. 32]. But however ironic
it may seem, this movement in opposite directions
leads to their final unification.

Cymbeline as a symbol: dichotomy of the name
and character. One cannot but agree with H. Bloom
when he calls Cymbeline “a cipher throughout the
drama” [3, p. 617]. This character really becomes a
code to be decoded. This name, to our mind, may be
interpreted in two perspectives. The first is a historical
background, as it is a well-known fact that a real
king Cunobeline lived in Britain from about AD 9 to
about AD 42. Many coins featuring his image were
discovered, and he held authority over a significant
part of South-Eastern Britain. Cunobeline had good
relations and developed lucrative trade with the
Roman Empire. He always tried to expand his lands,
and his name may be translated as a “Strong dog.”
Other version of this name Cunobeline in translation
from Brythonic Celtic means “hound of Belenus,”
Belenus being the name of the god.

We may assume that despite existing variations in
spelling and translation, for Shakespeare this name
primarily related to historical content transferred from
Geoftrey of Monmouth’s work to Raphael Holinshed’s
Chronicles in 1577. This content, though substantially
transformed, fills the contours of this name, amplifying
its solidity and authority. The second perspective of
the name belongs to Shakespeare’s contemporaneity
when “modernized” meaning of this name became
widely known. And this altered spelling “Cymbeline”
is a homophone of the Greek word — eouflodov, which
means symbol.

In Ancient-Greek mysteries symbol defined both a
secret word, which meant a password, and an object,
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like a coin or a plate, divided into two parts. Hans-
Georg Gadamer writes that this word is “a technical
term in Greek for a token of remembrance. The
host presented his guest with the so-called fessera
hospitalis by breaking some object in two. He kept
one half for himself and gave the other half to his
guest. [...] In its original technical sense, the symbol
represented something like a sort of pass used in the
ancient world: something in and through which we
recognize someone already known to us” [8, p. 31].

According to Jacques Le Goff, “the Greek
word oopupoiov meant the sign of gratitude” which
consolidated an agreement or a commercial act and
thus acquired some general notion, was endowed with
abstract content which was already constantly present
in this symbol, “reminded about and appealed to
higher and hidden reality” [11, p. 330]. In this sense,
the name Cymbeline refers to a sign of respect and
agreement, which must be kept.

In Shakespeare’s play Cymbeline embodies two
personalities, two images, each of them playing
significant role. The first explains the fact of growing
national consciousness, shows the source of energy
of resistance and disobedience. The second reflects
a legal aspect, an attempt to fulfill Cymbeline’s
agreement with the Roman Empire. Shakespeare’s
nominative strategy is well thought out. The King’s
behaviour is motivated by the tension between the
two poles of his name: aggression and readiness to
fight at any moment (“Strong dog”) and allegiance to
the agreement (symbol). Such dichotomy, complexity
of this name completely justifies the collisions of
plot line, its “idiocy” and “incongruity,” which were
marked out by H. Bloom: “Shakespeare, seemingly
unable to cease from travesty [...] confounds us by
Cymbeline’s further gesture, which reduces much
of the play to sheer idiocy, confirming Dr Johnson’s
irritation. After bloodily defeating the Roman Empire,
in a war prompted by his refusal to continue paying
tribute, Cymbeline suddenly declares that he will pay
the tribute anyway!” [3, pp. 637-38].

As it is evident from this passage, it is ‘idiocy’ of
the king what is meant. In such a case it seems relevant
to refer to Hippolyte Taine’s vision of Shakespeare’s
dramatis personae. French philosopher regards
“man”, conceived by the playwright, as “naturally
unreasonable and deceived”. The parts of his inner
mechanism are “like the wheels of clockwork,
which go of themselves, blindly, carried away by
impulse and weight.” The real life of this man is
“the life of a lunatic, who now and then simulates
reason, but who is in reality such stuff as dreams
are made on” [19, pp. 203-5]. Human propensity to
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unreasonableness and splashes of emotions is only
one half of the King’s “‘unmotivated’ behaviour. His
second half, adherence to agreement, is revealed
in his law-abiding principles. Throughout the play
Shakespeare depicts him as if torn between opposing
impulses and drives but in the finale, he demonstrates
Cymbeline’s ability to act from the positions of
political and practical logic, the laws of real life, where
trade and lucrative business may be regarded more
desirable object than victorious war. Shakespeare, an
eyewitness of glorious victories over Spanish Armada,
could not but see that the struggle with Spain had long
absorbed the energies of Englishmen. It is a well-
known fact that in the last years of Queen Elizabeth
there were troubles in England. As it is stated by
a famous British historian W. Churchill, “people
reduced to beggary and vagabondage were many, and
new outlets were wanted for the nation’s energies and
resources. The steady rise in prices had caused much
hardship to wage earners. Industry was oppressed
by excessive Government regulation”. The scholar
emphasizes that “the march of enclosures drove many
English peasants off the land. The whole scheme of
life seemed to have contracted, and the framework of
social organization had hardened. There were many
without advantage, hope, or livelihood under the new
conditions” [6, pp. 164-5]. The tragic character of this
situation predetermined undisguised disappointment
and pessimism. That is why the reign of James I, his
policy of peace, unification and colonization was
perceived for a definite period, though not too long,
as a sort of panacea for the population of England.
That is why Shakespeare regards the first decade
of the seventeenth century from the vantage point
of historical events ascribed to king Cunobeline,
however improbably they were delineated. The fact
that the King after the victory over the Romans
decides to continue paying the tribute really seems
irrational. Nevertheless, there may be quite reasonable
explanations. For David Bergeron, for example, “the
essential political problem in Cymbeline is how to
guarantee future stability of the kingdom through
orderly familial succession and how to deal with the
immediate threat of the Roman invasion” [2, p. 34].
The critic claims that this play “captures the images
of rule that were the ruling images of James’s reign”
[2, p. 31] and completely justifies this illogical
deed: “As peacemaker, Cymbeline submits to Rome
from his position of strength and magnanimity:
Cymbeline as King now embodies the ‘peaceable
reign and good government’ of King Simonides in
Pericles” [2, p. 36]. The confirmation of the same
idea, but in terms of genre approach, may be found in

G. Wickham’s article, stating that the transition from
revenge tragedy to “regenerative tragic comedy in the
first decades of James’s reign” can be explained by
“political consciousness of the British peoples saved
from foreign invasion and civil war by the peaceful
accession of James I in 1603” [23, p. 36]. One more
aspect of the same point of view is accentuated by
G. Minton who underlines the fact that “in the first
instance, the play seeks to support a view of foreign
policy that combines Britain with the rest of the world
rather than isolating it” [12, p. 143].

Nameless Queen. Special contribution to the names
of the play is the Queen, who is deprived of a name,
and this fact seems significant from the point of view
of its anthroponymical interpretation. It immediately
reduces this character to the level of allegory. She is
an embodiment of numerous characteristic features
pertinent to royal persons. At the same time, B. Shaw
claims that “the Queen is nothing after Lady Macbeth”
[17, p. 52]. In this respect, the comparison with Lady
Macbeth deserves special attention. To our mind,
Cymbeline’s wife is much more authentic than
villainous Lady Macbeth, depicted only in black
colours. Besides being evil, Queen in “Cymbeline”
possesses the entire range of positive features: she
has a sense of humour, can look quite benevolent, and
has patriotic aspirations. In the scene with the Roman
Ambassador, for example, she pronounces the slogans
of national resistance to aggressors:

... A kind of conquest Caesar made here,

But made not here his brag

Of ‘Came, and saw, and overcame’. With shame —
The first that ever touched him — he was carried
From off our coast, twice beaten; and his shipping,
Poor ignorant baubles, on our terrible seas

Like eggshells moved upon their surges, cracked
As easily against our rocks (III. i, 21-28)

Being ardent defender of British national
identity, the Queen, nevertheless, fails to conquer the
hearts of readers and spectators because her innate
hypocrisy, revealed in numerous asides, undermines
her credibility. This context accentuates paradoxical
phenomenon: important societal problems are
heralded by persons with low moral background, like
the Queen and her son. In such a way the playwright
finds opportunity to pronounce topical historic ideas,
deliberately diminishing their pathos at the expense of
being declared by real scoundrels. No doubt that this
personage is reminiscent of other women characters
from history and literature. Thatis why Shakespeare left
her nameless — just to show that she is the embodiment
of other royal persons. Nevertheless, she fails to fulfill

13



Bueni 3anucku THY imeni B. 1. Bepnaacbkoro. Cepis: ®@inonoris. Xypuanictuka

her evil plans, maybe, because, she lacks intensity
of feelings. At the same time, when she intuitively
feels that her connection with her son is broken, she
dies in sufferings and torments, admitting her evil
actions without the least remorse. The dichotomy of
this character seems more realistic than all-embracing
wickedness of Lady Macbeth. Her death revokes one
of the obstacles for happy denouement.

Conclusions. Cymbeline reflected  gradual
democratization of theatre performances,
inseparable from substantial democratization of
theatre audience. These two factors were closely
intertwined and mirrored the rapid change in tastes,
aesthetic perceptions, and semiotic technique. New
performance canons were being established and
implicitly the old ideas of power were desacralized.
The study of the names of the main dramatis
personae within the semiotic space of Apocalyptic
tragicomedy reveals their transparency as allegories,
well understood by Shakespeare’s contemporaries.
They are well thought out and embody fundamental
psychological characteristics and internal drives of
their bearers. The name Posthumus, for example,
manifests the idea of a new lease of life, and this idea
is realized as one of the directions in the general plot
line; Imogen, as a personification of eternal Virgin,
is predestined by her name to search her love despite
all the misfortunes and predicaments; Cymbeline,

notwithstanding his victory, is going to stick to the
agreement, as it is presupposed by his name. That
is why these anthroponyms are logically embedded
into each twist of the plot and effectively support its
development and outcome. Thus, they turned into a
cross point of ontological and epistemological.

Yet, there exists one more important aspect — that
of phonetic perception. When pronounced from the
stage in conditions of meagre decorations and absence
of musical accompaniment, these three-syllable
anthroponyms In-no-gen, Post-hu-mus, Cym-be-
line imparted special sonority and melodiousness to
the performance, enhancing its emotional impact on
the audience and extending its aesthetic awareness.
In this sense, we may agree with F. Burelbach who
claims, “that reading Shakespeare is like hearing a
symphony in a good concert hall.” [5, p. 137].

We should admit that the names can only partly
explain definite incongruity and absurdity in certain
deeds of the characters, since the absence of general
logical scheme in collective and individual behaviour
is often a lamentable reality of human existence. Its
logic is hidden in the depths of human nature. The
interaction of psychological and physical, rational, and
irrational unpredictably manipulates the flow of human
emotions. Shakespeare’s unique talent lies in a specific
reproduction of their dynamics. It is the magic of artistic
truth, the insight of a genius into paradox of being.
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Topenxo O. I1. IMEHA SIK AJIETOPIi I CHMBOJIA ¥ II’€CI BLJIBSIMA ITEKCIIIPA
«OUMBEJITH>

Jlany po36ioky npucesueno manodociiodxceromy meopy Binvsama [llexcnipa. Bnpo0dogoic dexinbkox cmonims
n’eca «llumbeniny 6uKIUKANA SIK 3aXONJEHHS NYOAIKU, MAK [ 20CmMpy KpUMuKy 3 00Ky JTimepamypo3Hasyis,
NUCLMEHHUKIB MA HAYKOBYI8. Y cmammi po32ensanymo iMena 4omupbox 20106Hux oitouux ocio: Ilocmymyca,
Imoeenu, [{umbenina ma Koponeesu, siki micno nog ‘si3ami 3 0a306umu HAp AMuSHUMU TTHISAMU MA NPOOIeMAMUKOI0
Yb020 Opamamuunozo meopy. Xoua aHmponoHiMiyHa napaousma 00CIiONCeHHs CBIOOMO obMedceHd, MUM He
MeHW, B0HA BUABUILACH YLIKOM NPOOYKMUBHOIO. 3 00H020 DOKY, 8IOMBOPEHO JI02IKY WeKCNIpIBCbKoi Opamu Ha
NOYamKy nepuio2o 0ecAmuLimms CiMHaAOYsamo2o Cmoaimms. 3 iHul02eo, 8U3HAYEeHO POlb IMeH NepCoHAdICie
V CemMiomu4HOMY NPOCHOPI Meampanizo8ano2o Oitcmed il 0068e0eHo iXHIO MPAHCHAPEHMHICTG K A1e20pUYHUX/
cumeoniuHux icyp, 006pe 3po3yMinux 0I5l CY4ACHUKIG 2eHIaIbHO20 Opamamypead. 3a3HayeHo, ujo yi imena oynu
pemenbHo NPOOYMANI ABMOPOM, | came MOoMY 60HU SMITULU QYHOAMEHMATbHI NCUXOLO2IYHT XAPAKMEPUCMUKU
ma eHympiHi MOMUBAYIIHI HACMAHOB8U C80IX HOCII8. [Ipocmediceo nesHi 3aKOHOMIPHOCE ULEKCNIPIBCLKOT
HominamueHoi cmpameeii. Ile 003601UN0 noACHUMU MAK 384HY «HEPIGHICbY, «HEBION0BIOHICNbY
ma «abcyponicmvy Hapamugy n’ecu. llpoananizoeano KOHCMPYKMUBH)Y POLb AHMPONOHIMIE, 3aAPAOHCEHUX
NOMYACHUM ANE2OPUYHUM AOO CUMBOAIUHUM 3MicmoM, Ha mii Anokarinmuunoi mpazikomeoii. ITiokpecieno
BANCIUBICMb YbO20 (PAKMY, OCKIILKU CaMe HCaHpoea chneyuqhika UsHaA4ac iHmepnpemamuery napaoumy,
6600AYU cheyianbHi cemiomuyHi napamempu. Boonouac, okpecieHo icmopuumy, KyibmypHY, ecmemuyHy
ma penieitiny ammocpepy Awuenii na nouamky CIMHAOYAMO20 CMOPIYYs, WO OO0360IULO OCACHYMU
AHMPONOHIMU N €CU AK CMADINI3YIOUi KOMROHEeHMU, K 30epeaiu Oe3 CHOMBOPeHHsL 3MICM, BKAAOeHUL y HUX
camum B. Hlexcnipom. ¥ npoyeci 0ocniodicens imer 8UHAYEHO eqheKmusHicms maxux 3aco0is aimepamypHoi
OHOMACMUKY K eMmUMON02IYHUL, acoyiamuenuti ma mimemuunui. /{oeedeno nAiOHICMb 3ACMOCYBAHHSA
icmopuuHo20, KOMNApamugicmcbKo2o ma 2epmMeHesmuyHo20 nioxooié OJiA SUPIUEeHHA NOCMABLeHOI Memu.
YV sucnoerax naconoweno, wjo 3anyuents maxkoi MyrbmuouCYuniinapHoi cmpamezii 003601UN0 3aKYeHMYy8amu
cyvacHicms ma akmyaibHiCms n'ecl, KA nicis CMonims nepedy8ants Ha Mapeineci CyCnilbHoi yeazu, 3H08Y
BIOHAUIWAA CBOIO YUMAYBLKY U 2IA0AYbKY ABOUMOPIIO.

Kniouogi cnosa: nimepamypna onomacmuxa, B. Lllexcnip, L{umbenin, aumponouim, ane2opis, CUMBOI.
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