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Abstract

The aim of the bachelor thesis is to explore the complexity of love pictured in Shakespeare’s comedy A Midsummer Night’s Dream. Main focus of the work is on Jiří Josek’s translation of the play “Sen Čarovné Noci” (Josek 2010). The introductory part provides general information concerning the consctruction of the thesis. Theoretical part of the work introduces Shakespeare’s play A Midsummer Night’s Dream, its period and context of creation, title, characters and plot. Also, lovers and different features of love and love modes are specified. The last section informs on scholarhip concerning the topic. The practical part of the thesis is deducted to seek answers to three set research questions: What are major features of love in the play?; Is autocratic approach to love visible in the play?; Is dream only a dream or does it play a conscious role in the play and for the lovers’ lives? The analysis provides evidence in the texts extracted from Josek’s translation of the play and it deals with academic sources including relevant information related to each of the theses. Evaluation of the coutcomes of the analyses is provided in the conclusion part of the work.
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Anotace

Cílem této bakalářské práce je prozkoumat složitosti lásky, které jsou vyobrazeny v Shakespearově komedii A Midsummer Night’s Dream. Hlavním zdrojem této práce je publikace zmíněné hry, vydaná v roce 2010, která nese název “Sen Čarovné Noci”, a jejímž autorem je překladatel Jiří Josek. V úvodní části, jsou poskytnuty informace o struktuře práce. Teoretická část obsahuje základní informace o Shakespearově hře A Midsummer Night’s Dream, zvláště pak o době a okolnostech jejího vzniku, o názvu hry, o jednotlivých postavách hry a ději hry. Následně jsou specifikovány jednotlivé milenecké páry, různé charakteristiky lásky, které lze ve hře zaznamenat, a módy lásky. Teoretická cast je uzavřena analýzou, která zkoumá akademické texty autorů, jež se obdobnou problematikou zabývají. Praktická část se věnuje výzkumu, jehož hlavním cílem je, nalézt odpovědi na následující otázky: Jaké jsou hlavní rysy lásky zaznamenatelné ve zmíněné Shakesparově hře?; Lze ve hře nalézt autokratickou koncepci lásky?; Je sen pouze snem, či hraje důležitou roli v této hře a pro životy milenců? Analýza dokládá důkazy v podobě citací, vyňatých z Joskova překladu hry, a souběžně pracuje s akademickými zdroji, které obsahují informace, týkající se jednotlivých zkoumaných otázek. Závěrečná část je zaměřena na vyhodnocení získaných výstupů analytické části.
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1
Introduction

This thesis proses to examine concept of love in one of the greatest Shakespeare’s comedies A Midsummer Night’s Dream. It concentrates on the complex meanings of love in the play. Selected citations examined are from Jiri Josek’s translation of the play called “Sen Čarovné Noci“ (Josek 2010). Three major research questions will be attended: What are major features of love in the play?; Is autocratic approach to love visible in the play?; Is dream only a dream or does it play a conscious role in the play and for the lovers’ lives? 

Theoretical part of the thesis is divided into three chapters. First chapter is an introduction to the William Shakespeare’s play A Midsummer Night’s Dream. It provides the basic information about the play, the period and the context of creation, the title, characters and the plot. Second chapter is mainly focused on lovers and different features and modes of love pictured in A Midsummer Night’s Dream. The third chapter discusses and informs on comprehensive scholarship concentrating on love and the play. The theoretical part is closed by a short summary.
Practical part of the thesis is divided into three chapters and each chapter analyses one of the three questions (theses). First chapter is dealing with the question: What are major features of love in the play? Second chapter deals with the question: Is autocratic approach to love visible in the play? Third chapter deals with the question: Is dream only a dream or does it play a conscious role in the play and for the lovers’ lives? The analysis provides evidence in the texts extracted from Josek translation of the play and it deals with academic sources including relevant information related to each topic. 

A conclusion on the analyzed subject is provided in the last section of the bachelor thesis.

2
Theoretical part

2.1
Introduction to A Midsummer Night’s Dream play

2.1.1
The Period and The Timely Context

The exact date of when the play was written is difficult to determine. According to Peter Holland “A Midsummer Night’s Dream was written and first performed in 1595 or 1596. The exact date is unknown and impossible to establish more precisely.” (110) A certain reference to Romeo and Juliet play is relevant to the content of the play and more specifically to the characters of Thisba and Pyramus due to their similarity of destiny. The specialists are introducing different opinions on this matter. Due to the fact of similarity, a question of whether it was written before or after the play Romeo and Juliet arises. Josek is certain, that “A Midsummer Night’s Dream’ was written shortly after the tragedy of Romeo and Juliet” (5). A different point of view is provided by Holland who claims that “Determining whether A Midsummer Night’s Dream preceded or followed Romeo and Juliet is difficult” (110). Moreover, Holland suggests that “the two plays were clearly being worked on at roughly the same moment” (111). An exact date remains unclear and the answers of the specialists differ. 

According to Josek, the title Midsummer is connected to the night of midsummer which takes place from the 23 June to 24 June and pagan customer and rituals play an important role here. There is a kind of inaccuracy in the act of the play which is dated end of April and beginning of May (5). 

Listing of characters is subsequently divided into subcategories according to characters‘ roles and placement in the play. Three categories are established: real life charaters, supernatural characters and characters of theatrical life.

Real Life Characters of High Social Class are Theseus, Duke of Athens, and Hippolyta, Queen of the Amazons, and they are awaiting their wedding day. They are the governors of law in Athens. Central characters within the love plots are: Egeus, father to Hermia; Lysander, in love with Hermia; Demetrius, in love with Hermia; Hermia, in love with Lysander and Lysander, in love with Hermia. All the preceding names, except Egeus, belong to young Athenian lovers. One more personage is included in this category, of whom role is subordinate, and that is Filostrates, Master of the revels to Theseus.  

Supernatural characters are Oberon, King of the Fairies and Titania, Queen of the Faries. The standing problems of their relationship influence the direction of the main plot, especcialy, it has a high impact on the lovers’ loves. Another important character belongs to the supernatural world and that is Puck, or Robin Goodfellow. He is a key personage causing entanglements in the story. Subordinate characters belonging to this catefory are: First Fairy, in Titania’s service; PeaseBlossom, fairy; Cobweb, fairy; Moth, fairy and Mastartseed, fairy.

Theatrical Life is represented by low social class workers and these are: Peter Quince, a carpenter; Nick Bottom, a weaver; Francis Flute, a bellows-mender; Tom Snout, a tinker; Robin Starvelling, a tailor and Snug, a joiner. The key character in this group is Nick Bottom whose personage is placed into the central story.

Main concentration of the thesis is on the characters connected with love plots and these are as follows; Theseus, Hyppolita, Egeus, Lysander, Demetrius, Hermia, Helena, Oberon, Titania, Puck and Nick Bottom, as these define the meaning of love in the play. Existing in love pairs, representing contradictions of love as well as becoming methaphors of love. 

2.1.2
Characters of Love
Theseus and Hippolyta 

The duke and his to-be wife respresent earthly and noble lovers. Their relationship is stable and problems are excluded from this love plot. They can be characterized as an ideal couple whose central event which they are both awaiting is their wedding ceremony. In the opening scene of the play, Hippolyta and Theseus are discussing their wedding day which is planned to take place in four days, on the midsummer’s night. Hippolyta comments on their planned wedding ceremony:


Čtyři dny za kratičko spolkne noc


a čtyři noci promění čas v sen, 


než nový měsíc jak stříbrný luk


se napne na nebi a přivítá


tu slavnou událost. (Shakespeare 13) 1
Hermia and Lysander

This couple represents unfortunate lovers, whom the social setting does not approve of their relationship. The couple embodies pure feelings for each other. Their overal situation is complicated. The true love is facing many difficulties. Firstly, Hermia’s father Egeus is against her love. Egeus prefers Hermia to marry Demetrius, but she refuses. Secondly, the law of Athens determines that father’s approval is neccessary for a marriage to take place. Hermia and Lysander decide to leave Athens to escape the rules of Athens and to fulfill their dream love. Hermia’s comment on the situation is that it is a fault of fortune and that they have to learn to be patient. According to Hermia, love is always followed by languor, tears and abortive dreams and other manifests of despair. Lysander agrees with Hermia and proposes an escape plan. He mentiones that he has an aunt, living twenty miles away of Athens, who loves him deeply and he suggests to go there and get married outside the Athen’s law. They agree on the meeting point for executing their plan and it is set to be in the wood outside Athens.

Helena and Demetrius

Love of these two Athenians is full of hatred, despair and tears. The situation is not in favour of Helena who posses deep feelings for Demetrius. Helena’s love is single-sided and she does not receive any amorous feelings back from Demetrius. Demetrius’ only reaction to Helena expressing love towards him is full of hatred and disrespect. The extract of the play verbalizes the humiliating situation of Helena. She is truly a victim of her love when examining her words:




Jsem jak tvůj pejsek, Demetrie. Bij mě,




a já se k tobě budu víc lísat.




Chci být tvým pejskem. Tluč mě, kopej do mě,




odhoď mě, přehlížej mě, ale dovol,




abych se mohla plazit za tebou. (Shakespeare 43) 2
Demetrius and Hermia

Egeus’will determines the creation of this couple. Love, in this case, is caused by autocracy and it can be described as supposititious and simulated. Demetrius is ordered by Egeus to become Hermia’s spouse. Hermia’s father favours Demetrius, instead of Lysander, to marry his daughter. Demetrius follows Egeus‘ intention and he finds and expresses feelings for Hermia.  Hermia’s reaction to her father plans is declinatory. 

Oberon and Titania

These supernatural characters are representatives of a mature married couple. Their relationship is not ideal and it is full of intrigues and unfaithfulness. The picture of their love has been disintegrated due to Oberon’s dishonesty. Their affairs have influenced the nature which is very unstable at the moment. Jealousy, arguments and revenge play an important role in their love. Their main argument is a dispute of the possession of a little orphan who is presently owned by Titania and whom Oberon wants to gain. The following extract pictures an unstable state of their relationship, in which Oberon is not happy to see Titania and she is not happy to see him either. Oberon claims that he is her husband and Titania underestimates his marital status due to the fact that he has been unfaithful.


OBERON
Tak moment, madam, nejsem snad tvůj manžel?


TITANIA
Bývávalo. Pak odešel jsi ale




ze země duchů za jakousi slečnou




a jako pastýř hráls jí na šalmaj




a skládal pro ni sonety.




Co tady děláš? A proč ses k nám vrátil




z druhého konce světa? Že to je




kvůli tvé milence, té Amazonce,




té tlusté vojandě v bagančatech? (Shakespeare 35) 3
Egeus and Hermia

The personages of Egeus and Hermia picture a relationship of father and daughter. Their relationship is of an autocratic character caused by Egeus acts which are drawn by the ownership of his daughter determined by the ancient law. Due to his selfish attitude towards his daughter’s life, he does not approve of Hermia’s love to Lysander. Egeus claims the ancient privilege of Athens to dispose of his own daughter and he claims his rights. In the following extract of the play Egeus forces Hermia to promise to marry Demetrius and he states that if she would not follow his will he wants her death:




Z té, která vždycky otce poslouchala



udělals paličatou štětku. Pane,




jestli před vámi neslíbí, že se 




vdá za Demetria, pak žádám, abych,




jak starý zákon Athén dovoluje,




o vlastní dceři směl sám rozhodnout.




Buďto si vezme tady toho pána,




nebo dle zákona ji čeká smrt,




což budiž bezodkladně vykonáno. (Shakespeare 15) 4
Hermia and Helena

Hermia and Helena have been friends since they were children. The situation between them is specific for its complications arisen due to adulthood. During their childhood they were in possession of an unseparable friendship. On the contrary adulthood placed them in new situations mainly connected to men and love. Their interests changed from playing games to meet men, fall in love and get married. Hermia falls in love with Lysander and Helena falls in love with Demetrius. Due to the fact that Demetrius is ordered by Egeus to marry Hermia, the women‘s life-long relationship is facing certain complications. It has a negative effect on Helena who underestimates her appearance and compares herself to Hermia even though she is today’s ideal portrayal of beauty, it is extinguished by Hermia. In the following text Helena compares her appearance to Hermia‘s and she provides information about what her attitude towards herself is:

Hermie, ať je kde je, šťastná je,




že ho tak nestydatě vzrušuje.




Oči jí září. Mé jsou kalné, ač




den co den omývá je slaný pláč.




Co nadělám, jsem prostě ošklivá,




vlk má strach, když se na mne podívá.




Není pak div, že přede mnou on prchá,




jako bych byla odpudivá moucha.




Lžu sama sobě do očí, když je




porovnávám s očima Hermie! (Shakespeare 51) 5
2.1.3
A Midsummuer Night’s Dream Plot and Love
The play composes of three stories of three different worlds which interfere together. According to Josek: ‘Shakespeare managed to inosculate apparetly abhorrent. He tells three stories in parallel, which would under normal no festive circumstances never intersect and whose common denominator is love in various forms“ (6). 

Firstly, there is a world of people of high social class living in Athens. This world contains the characters of Theseus, Hippolyta, Egeus, Hermia, Helena, Demetrius and Lysander. The story opens up with an act of Theseus and Hippolyta planning their marriage which is going to take place in four days on midsummer night. Egeus, Hermia’s father, comes to see Theseus and complains about his daughter not willing to follow his will to marry Demetrius. Hermia is in love with Lysander and does not want to accede to the marriage. Due to the fact that Athen’s ancient law justifies fathers to decide about their daughters‘ life, Hermia faces the choice of death or to abjure the society of men forever. Hermia and Lysander decide to leave Athens and get married somewhere else. 

Secondly, there is a supernatural world and its story. The setting of the supernatural world is in the wood. Titania, Oberon and Puck play the main roles in this plot. Titania and Oberon are married, but they have to cope with their unfaithfullness, jealousy and desire for a revenge. Oberon’s main intention is gaining back an orphan boy who is taken care of by Titania. He uses the power of cupid to jinx Titania into love with an ordinary creature. There is the point when the two worlds start to mingle. Hermia and Lysander escape Athens and run into the wood. Helena, Hermia’s best friend, tells Demetrius about their secret escape plan. Demetrius leaves Athens and hunts them with Helena following him. Oberon overhears their conversation in which Demetrius behave to Helena in a very inappropriate way full of hatred. Oberon’s intention is to help them, so he sends Puck to find an Athenian and use magical juice to awake love for Helena in him. An unexpected chance upsets the applecart and Lysander receives the juice instead. When he awakes, he falls in love with Helena and the situation of the real life characters gets even more complicated. 

Third world is a world of ordinary low social class workers who are interested in acting. Their aim is to rehearse a play for Theseus and Hyppolita’s wedding day. The theme of their play is unfulfilled love. The supernatural world intereferes with the human world when the lower social class human beings rehears in the wood. The aim of Oberon’s revenge to Titania is to make her fall in love with one of them. Puck makes it even more intersting when he jinx Bottom a donkey’s head.

Shakespeare managed to create a comprehensive end to a very complicated story. Order is arisen from chaos. 

2.2
Love/Lovers Modes

2.2.1
Theseus and Hyppolita – Conservative, Noble, Pure and Royal Love 

According to Holland, Shakespeare found his inspiration for these two characters in Chaucer’s Hyppolita. In Chaucer’s works, her role was clearly submissive. On the other hand in Shakespeare’s play, the character of Hippolyta is portreyed as equal to Theseus’s character. Hyppolita has couple of speeches in the play, one with Theseus at the beginning and one at the end of the play when she comments on the play acted on their wedding day. Holland says: “Where the others can only mock, she expresses something of the seriousness that the matter of “Pyramus and Thisbe” represents, a play of death, isolation and loss” (58). In Shakespeare’s play A Midsummer Night’s Dream, Theseus does not have any unfaithful picture to his character. Their wedding is the most important event in the play. It opens up the play and it closes it up. 

2.2.2
Oberon and Titania – Mature, Experienced and Unfaithful Love

The characters of Oberon and Titania belong to the supernatural world. Their role is to take care of the order of the world and nature. Due to their argument over the little orphan, the whole world is upsite down. Josek, in his Introduction to the play, sees Oberon and Titania to be the representatives of mature and experienced love observed with unfaithfulness on both sides. Grady’s view of the importance of the superntural world is: “The world of Oberon and Titania is disrupted by a lovers’quarrel of course links the fairy world with the human world-desire is disruptive in both realms, and an ideology of patriarchy rules in both as well“ (274).6 In a different part of his study, he pictures their role in a comparison to the human world and his conclusion is that “humanized Oberon and Titania control the forces of nature and live in a fairy paradise of rare beauty distinct from the human world and with its own poetic stylization“ (274). He also comments on the character of their argument and in his words “their disunion takes a specifically sexual form“ (274).

The key argument between Oberon and Titania is the ownership of an orphan. The primary situation at the beginning of the play is that Titania owns the little orphan. Oberon claims that he belongs to him and forces Titania to dispense the little boy to him. Titania is not willing to leave the boy in the hands of Oberon. As a result to the fact, Oberon decides to use supernatural powers to persuade Titania. Puck, a servant to Oberon, is ordered to bring a magic flower, of which drops according to Grady “induce a state of amorous madness“ (274). Titania is tricked by a magic and falls in love with Bottom a human being of a low intelligence, to whom Puck provides a head of a donkey to set Titania in a very comic and humiliating situation. Once she is in love with him and Oberon can accuse her of unfaithfulness, he will persuade her to render the little orpahn. 

Love under this circumstances functions as an unpredictable means of hatred aplication. Once Oberon have gained the little orphan he frees Titania from her enchantment. The following citation pictures the love in state of being under the power of amorous influence in the point when Oberon decides to revive Titania:

Taková buď, jakás byla,

hleď zas na svět, jaký je.

Končí Amorova síla, 

tento květ ji přebije. (Shakespeare 99) 7
This situation can be seen as an excuse to unfaithfulness which love, sometimes, causes.

2.2.3
Hermia and Lysander – Pure, Honest, Illegal and Forbidden Love

Hermia and Lysander are in deep love, which is not approved of by Hermia’s father Egeus. This couple posses love pure and honest, but on the contrary to the previous fact, their relationship is claimed to be illegal according to the ancient law of Athens, which states that the father of the bride is in charge of the selection of her future husband. As Egeus is not in favour of Lysander, a complicated situation occurs and it is recognisable in the former scene of the play where, in Grady’s words, “Egeus appears before Theseus demanding enforcement of the law against Hermia“ (274). Egeus‘ desire is Hermia getting married to Demetrius. Her father claims his rights and looks for reliance in Theseus‘ opinion on the matter. Due to the fact, that Egeus request is in accordance with his rights, Theseus conclusion to the arisen situation is disadvantagues for Hermia. She is facing a difficult decision which consists of two choices: to marry Demetrius or to abdicate men’s company forever. She does not follow either of the choices and she, along with Lysander, runs away into the wood beyond the borders of Athens were she will not be bound by the rules of the local government. Hermia’s close friendship to Helena causes that she tells her about her plan. Lysander and Hermia revealing their secret to Helena was a great opportunity for Shakespeare to produce a very complicated and entangled plot. The opening scene provides us with information that Demetrius is entitled to gain Hermia. Helena being in love with Demetrius wants him to become fond of her and that is the reason why she tells Demetrius about Hermia’s and Lysander’s escape. He starts to follow them along with Helena. 

Sudden plan of Oberon plan of deceiving Titania interferes with the lovers‘ destiny. Oberon witnesses Lysander’s degrading behaviour to Helena and he decides to help her. He orders Puck to use a drop of the magical flower on an Athenian and his target is to make Demetrius love Helena. Unexpected fortune plays an important role in the plot. Puck following his duty finds an Athenian in the wood not knowing that it is not Demetrius but Lysander he drops the juice of the magical flower on his eyelids. Lysander consciousness the next morning causes him being in love with Helena. 

Hermia’s confusion caused by the new and abrupt situation is interferring with Helena’s confusion. Hermia feels abandoned and Helena‘s attitude towards Lysander’s sudden feelings is rather negative and she accuses him of fooling her. Oberon corrects his unfortunate mistake in the end of the play and Lysander and Hermia are finally together and are getting married along with Theseus and Hippolyta. Theuses‘ reaction to the final situation of the four lovers can be described as positive and Egeus‘ rights, on the contrary to the opening scene, are seen as trivial.

Love in their situation is very pure at the beginning, but Shakespeare adds power of supernatural beings into their life and it changes their situation completely. Puck is being used as a mean of connection of the supernatural world to the human world in the place were these two worlds meet and this is in the wood. The forest is seen by Grady as “a heaven of beauty and sleeping and dreams“ (274), which in this case was neccessary for the possibility of a happy-ending to the comedy. 

2.2.4
Helena and Demetrius – Humiliating, Unfulfilled and Cruel Love

The relationship between Helena and Demetrius is a picture of love which is full of humuluation and cruelty. Helena loves Demetrius but he is not interested in her and rejects her constantly. Demetrius has been ordered by Egeus to become his son-in-law and he feels a duty to follow Egeus’decision. Demetrius‘ behaviour to Helena is of mean and rude character which causes that Helena’s love is pictured in a very humiliating way. Helena’s personality is specific for low self-confidence which is most probably caused by the unfulfilled love to Demetrius. The first citation extracted from the play is taken from the scene where Helena follows Demetrius in the woods and the second text pictures Demetrius‘ reaction to Helena’s appearance: 

HELENA
Jdu za tebou, můj kate nejdražší,

vždyť mě i smrt z tvé ruky potěší. (Shakespeare 45) 8
DEMETRIUS
Přestaň mě dráždit. Já tě nenávidím.

Kouknu se na tebe, a je mi špatně. (Shakespeare 43) 9
In the point, when Oberon finds out that he used the cast on a wrong person, he decides to set the situation right. He uses the drop of the magical flower on Demetrius and he as well as Lysander suddenly loves Helena too. Helena is facing a very new situation in which the two men are in love with her and she is full of disbelief. Oberon realizes the responsibitity for the arisen complications and he has to set the situation right. Oberon manages to correct his mistakes and in the end, Demetrius finally loves Helena.

2.2.5
Bottom and Titania – Redicilous, Ironic and Intriguing Love

Bottom and Titania represent love which can be seen as redicilous and ironic. Titania’s love for Bottom is caused by Oberon, who cast a spell on her. The outcome of the spell is that Titania finds herself loving a human being of a low level of intelligence who has a donkey’s head. Main Oberon’s aim is to proces a revenge to her and to become the possessor of the little orphan. Love of Bottom and Titania is a picture of redicilousness which evokates an idea of how can be an instrument causing love simply disused when placed in hands different than the cupid‘s. Shakespeare is undergraduating the meaning of love in this particular case. The following extract provides a comic picture of the unexpected relationship of Titania and Bottom:

TITANIA
Nebo si přeješ, drahý, něco pojíst?

BOTTOM
Kyblíkem obroku bych nepohrd. Nebo si tak zažvejkat




sušenýho ovsa. Ani taková kopice dobře uleželýho




sena by nebyla marná. Seno si dám, seno je nejlepší. (Shakespare 97) 10
Grady looks at the relationship from Bottom’s perspective and he claims that “Bottom is a prisoner of love“ (1-37). From Titania’s point of view, love was used as a tool for Oberon’s revenge, but according to her reaction when she wakes up from her “dream“ she is not aware of what Oberon did to her: 

TITANIA
Oberone! Já měla obludnou 



představu, že jsem milovala osla.

OBERON
Zde je tvůj milý.

TITANIA
Že bych takhle klesla?



Teď se mi pohled na to zvíře hnusí! (Shakespare 99) 11 


Oberon provide no explanation to the situation and neither provides he a confession.

2.2.6
Egeus and Hermia – Autocratic, Untrue and Profiting Love

Egeus and Hermia are conneted by father-daughter relationship. The love they represent is of an autocratic character. According to Athen’s rules Hermia is expected to follow all her father’s wishes. She is forced to marry Demetrius instead of her beloved Lysander, because her father is not in favour of him for no particular reason. The choice of her future husband is in his hands. He would prefer her to die if she does not obey his order. The love pictured here is very cold and there are no feelings visible in their relationship. Hermia’s position is exterminatory.

2.2.7
Helena and Hermia – Comrad, Life-long and Examinated love

A different type of love is provided by Helena and Hermia. In this case it is a life-long friendship full of trust and honesty. Their friendship is undergoing a change due to their adulthood and it influences their approach to one another. The main problem between these two women can be seen in Helena’s love for Demetrius, who is commanded to love Hermia instead of her. This can be condluded as another key situation in the play which evokes further development of the main story. A mistake in Oberon’s revenge makes it even more interesting, because when Demetrius suddenly finds himself loving Helena, she does not believe him being ingenuous. Due to her low self-confidence and due to the fact that Demetrius loves Hermia, she sees Hermia to be the precise picture of beauty. When examining the description of her appearance and the appearance of Hermia from a modern reader‘s point of view, a conclusion that Helena is a true picture of beauty is appealing. The supervened love situation has a bad influence on their comrad relationship and a possible end of their frienship can be assumed to come. Despite the standing complications they have to face, they remain friends until the end of the play.

2.2.8
Pyramus and Thisbe – True, Pure and Tragical Love

Pyramus and Thisbe depict pure love between a man and a woman. There is a visible similarity of their misfortune to the misfortune of Hermia and Lysander. Both are endangered by the disapproval of their wedding by their parents. A happy-ending is granted to Hermia and Lysander’s story. On the contrary, the story of Pyramus and Thisbe is a tragedy. Pyramus and Thisbe are not real characters in the play A Midsummer Night’s Dream, but they are characters of the worker’s play called “A tedious brief scene of young Pyramus And his love Thisbe; very tragical mirth.“  It pictures a possible ending to the primary situation of Hermia and Lysander and it can be condluded as an allusion to the story of Romeo and Juliet. 
2.3
Love Scholarship on Midsummer Night’s Dream
This chapter focuses on the selected scholarship discussing love in the Shakespeare’s play A Midsummer Night’s Dream. Reading of love by scholars as Peter Holland, Jane Donawerth, Lynda E. Boose, Charles R. Forker and Hugh Grady are discussed. It  also presents commentaries of translators as Jiri Josek. The main aim of this chapter is to characterize complexity of love pictured in A Midsummer Night’s Dream. 

2.3.1
Josek’s Understanding of  Love in A Midsummer’s Night’s Dream
In his translation Josek seems to be clear reader of the love modes within the play. His main division of the love plots is, by the age of the lovers. According to Josek, Oberon and Titania and Theseus and Hippolyta are representing mature love (6). He claims that their feelings are stable and are not changing throughout the story. The second group of lovers will be the young lovers Hermia and Lysander and Helena and Demetrius. The picture of their loves is full of unstability and undergoes many changes. Their feelings are in Josek words a game of recent passions influenced by magic powers (6). 

2.3.2
Love as Key to Stability According to Holland
Holland introduces even deeper division of the couples and looks at them from a different point of view. On one side, there is Helena and Hermia, and on the other side, there is Lysander and Demetrius. Women’s love in this case is stable and according to Holland, it is “clear which of the two men they love” (61). Men’s love in the case of these two young men changes during the story. Both men love both women at certain points in the play. 

There is another approach in Holland’s reference and this is to the relationship of Hermia and Helena. As suggested in one of the previous chapters, there is a long-life friendship between these two women. Holland, in his Introduction to the play, mentions marriage or “defining a couple” as a result arising from “two forms of behavior”. This definition is explained by Holland in complexity as follows:

 First came the homosocial world of peer-group friendship, of the kind that Hermia and had enjoyed. Rather than referring back to a childhood friendship, their relationship had begun early and would normally have continued until the development of particular heterosexual relationships disrupted it, as, from beginning of the play, Hermia’s friendship with Lysander takes her away from Helena. (62)

 An importance is assigned to the “kissing ritual” of midsummer night which takes place in the wood. The wood provides a solution to the complications between men and women. Holland sees the function of the wood and states, that: “The events of the wood finalize the distinctions between the men and women that the lovers must sort out for themselves” (63). He sees a clear distinction between the characters of Helena and Hermia, in their behavior connected with love and in their appearance, but there is not a recordable difference between the personages of Lysander and Demetrius and it cannot be easily established. Hermia’s and Helena’s loves are defined clearly. From the information provided in the play, the audience is sure which man each of them loves. The situation with Lysander and Demetrius is distinct as their feelings change in spite of the magic used by Oberon. Shakespeare’s use of another man being in charge of the changes in the lovers’ lives is not simply a circumstance. 

Holland claims that the love stories which are taking place in the play are only perceived by the audience. The point when the audience perceives their situation is during  their watching the story of Pyramus and Thisbe in the final scene (65).

 2.3.3
A Midsummer Night’s Dream and Feminist Theory

The main focus of the analyzed Jane Donawerth’s article is on viewing Shakespeare’s plays in the context of the feminist theory. Donawerth, in her article, does not provide any actual record or evidence of the application of the feminist theory on Shakespeare’s play A Midsummer Night’s Dream, but she lists it in the selection of Shakespeare’s plays which can be used for her students’ study. According to the preceding fact, it can be concluded that feminist theory is applicable on A Midsummer Night’s Dream. Some of the characters as Titania and Oberon, Egeus and Hermia or Theseus and Hippolyta can be analyzed from Donawerth’s point of view. There is a clear record of different roles of genres within the society and within the family in Shakespeare’s play A Midsummer Night’s Dream.

2.3.4
Marriage Ceremony as a Force of Love

Boose main concentration in his article is on the relationship between a father and daughter in A Midsummer Night’s Dream.  According to the information provided in the previous chapter, in this case, a father (Egeus) is in charge of his daughter’s (Hermia) marriage and his rights are gained by the ancient rules of Athens. There is evidence in the play, that it is not the future bride who is in charge of choosing her groom, but her father. Boose claims, that: “Marriage is a matter less for the partners than for the man who gives the woman away” (327). Without an approval of the father the woman is not entitled to get married. The father plays an important role in the wedding ceremony. Boose comments on the role of the father within the wedding ceremony: “By playing out his role in the wedding ceremony, the father implicitly gives the blessing that licenses the daughter’s deliverance from family bonds that might otherwise become a king of bondage” (327). The key situation of A Midsummer Night’s Dream play is built on father daughter relationship influencing marriage, in this case of Hermia and Demetrius, which is seen as not sufficient by Hermia. A space for further development of the plot is provided by Egeus’ disapproval. Boose sees the marriage problem to be a necessary part of the play’s plot. In his words: “A Midsummer Night’s Dream is a play centered on marriage, the intransigent father Egeus, supported by the king father figure, Theseus, poses a threat that must be converted to a blessing to ensure the comic solution” (327).

2.3.5
Marriage Uniting Spriritual and Physical Expressions of Love

A different approach to love in A Midsummer’s Night Dream introduces Forker and the main concentration of his work is on sex reference and sexuality. Forker describes sex and its perception in the play as follows: “Sex, tends to be negatively charged in Shakespeare only when it has been sundered from trust, generosity, commitment, and love of the total person” (11). Little evidence is provided by Forker for particular love cases. Only case which is dealt with in more detail is the marriage of Hermia and the approval of her father which is a necessity in this particular situation. Forker comments on the presented view of the importance of marriage and in his words: “we might call this view of sexuality incarnational, since it unites the physical with the spiritual, the temporal with the timeless, rather than driving a wedge between then as mere lust usually does” (11).

2.3.6
Love Interrelations in A Midsummer Night’s Dream

Grady concentrates his work on the fact that there are two main plots and this of the supernatural world and human world and proposes an innovative approach to love in A Midsummer Night’s Dream. He sets a distinction of love presented in the human world and in the supernatural world. The love plots of the human world especially the young-lovers plots represent “familiar world of human experience” which is presented in “an idealized form and languge, but clearly in a more realist mode than the fairy realm” (Grady 274). There is presence of Greek Gods in supernatural world, which are according to Grady “still subject to human emotions and weaknesses, desire and jealousy prominent among them” (274). 

 These two worlds interfere with each other and they influence each other. Grady’s vision of the connection between these two worlds is, that “the fairy realm mirroring the human world” (1-31). Fairy world and human world are dealt in more detail in Grady’s article. Grady concerns “the linkage of the fairy world, the natural world, sexuality and human attempts to govern sex as being important” (274). 

Aspect of marriage is also compared by Grady.There is a clear difference regarding the issue of marriage in the human world and in the natural world. Grady refers to the marriage of Oberon and Titania as “taken for granted”, even though it is not clearly stated in the play (274). Marriage in the natural world follows different rules than the applied rules in human world. Monogamy is not concerned an issue as it would be in the human world. According to Grady “gods marry but are not bound to marital fidelity” (274). On the contrary human world has to work under certain rules and has to follow a set pattern. Grady says, that “marriage is a necessity in the human world” (274). The ancient Athens’ humans are expected to obey the local law stating that father has to approve of his daughter’s future groom. No sexual intercourse is acceptable before the ceremony of marriage. Grady provides an aesthetic explanation to the Shakespeare’s aim of the play and it is “to distantiate us from the familiar human world, to lead us into imagining other modes of living and loving, to look critically into received ideologies of love and marriage” (274). Elizabethan ideology of love is another aspect of Grady’s study. Under the condition of the common knowledge that Shakespeare lived during the age of the Elizabethan patriarchal ideology, the play intimidates with this law, especially, in the natural world. Grady claims that “the Elizabethan ideologies of love as a prelude to patriarchal marriage” is implicated in the play, but Shakespeare managed to surpass them without “erasing them” (274). 

Last of Grady’s comment is on the love between Titania and Bottom. He analyzes it in the view of the influence of supernatural characters on the human beings. Bottom, a human being of a low intelligence, is described as “a prisoner of love” (274). Love, in this case, is pictured as something very irrational. Grady claims that “the roots of Bottom are in material world” (274). Shakespeare introduces a collision, an ironic interrelation, between the human and the natural world. 

2.3.7
Summary  

Firstly, Love is analyzed by Josek in the contrast of young lovers and mature lovers and he set certain characteristics. Another interesting view is Holland’s who looks at love from the perspective of stability expressed by the characters of the play. Donawerth proposes an idea of genre differences, which can be analyzed within the play. Boose’s work is looking at love in connection with marriage being a force of love. On the contrary, Forker sees marriage as an instrument to unite spiritual and physical needs of love. Finally, Grady’s article concentrating on aesthetics discusses the interrelations between the supernatural and human world in connection with love and its rules. Concerning the provided information in the scholarship articles including various approaches to love pictured in A Midsummer Night’s Dream, Shakespeare managed to create a very comprehensive story full of interesting aspects. 

3
Practical part

The practical part of the thesis analyzes the play more specificaly. The main point of the practical analysis part is to provide answers to the following three questions; What are major features of love in the play?; Is autocratic approach to love visible in the play?; Is dream only a dream or does it play a conscious role in the play and for the lovers’ lives? The practical part of the thesis is divided into three chapters and each chapter deals with one of the set questions. The last chapter is the author’s conclusion to the analytic part and it closes the practical part chapter.
3.1
Features of Love  in A Midsummer Night’s Dream
The teoretical part of the thesis provided information about what kind of loves are included in the play and information about each couple were dealt with in detail. The couples have been defined as follows: Theseus and Hyppolita, Oberon and Titania, Hermia and Lysander, Helena and Demetrius, Bottom and Titania, Egeus and Hermia, Helena and Hermia, Pyramus and Thisbe. Relationships of the provided couples differ. 

Theseus and Hyppolita represent love which is stable and invariable. Male supremacy is not occuring much and in general their roles appear equal. Oberon and Titania posses love of supernatural world. The situation is clearly different than in the preceding case. Oberon uses descreditable mean to gain his goal. Love is played with as it was something meaningless. Hermia and Lysander are in possession of a true love and they are capable of sureness in their feelings for each other. They are representatives of the human world. Helena and Demetrius and their relationship is pictured as a contrast to the one of Hermia and Lysander. Helena’s unreciprocated love to Demetrius bristle humiliation, in vain effort, nihility and servility. Demetrius approach to Helena is abound with hatred, vulgarity and meannes. Bottom and Titania exponent love which is ironic and which is a picture of absurdity and degradation. Egeus and Hermia introduce father-daughter “love“ of which main role is parental control over children’s lives and to depict the ancient autocratic rights. Helena and Hermia illustrate close lifelong friendship of two women. It is full of envy, jelaousy and valuation of beauty. Pyramus and Thisbe are noted for their position of being in a background of the main story due to the fact that they are not real characters. 

According to the provided information about the lovers and the states of their loves, there can be indentified the following aspects influencing love in the story: male supremacy, and the rules of marriage in human and supernatural world. The following subchapters analyse these two aspects in detail. 

3.1.1
Love and Male Supremacy

Shakespeare’s play can be viewed from the point of view of male supremacy which can be recorded in the play. The evidence is clear due to the fact that the role of females and males in the play differ. There has been written an academic article concentrating on feminist theory using Shakespeare’s plays as a practical text. Donawerth provides us with an approval viewing Shakespeare in the context of feminist theory (478). The reason for the choice of A Midsummer Night’s Dream as a work for her study is obvious providing the following citation from the play. The citation is from the opening scene in Athens where there are Theseus, Hippolyta, Egeus and Hermia present. Egeus does not approve of the love between Hermia and Lysander and he wants Theseus to persuade her to marry Demetrius as he orders. 


THESEUS
Hermie, tak co? Buďte rozumná.




Pro vás by měl váš otec být jak bůh.




On stvořil vaši krásu. Vy jste vosk,




jemuž on vtiskuje svou pečeť.




Je v jeho moci udělat vás někým,




anebo nikým, jak se rozhodnete.




Demetrius je ženich jaksepatří. (Shakespeare 15) 12
The citation clearly indicates that a male (in this case a father) is in charge of woman’s (daughter) future. Mothers did not play any part in the approval of their daughter’s future groom. Further indicator of male supremacy is that Egeus is asking Theseus for a resolution to his situation, he is not asking Hippolyta. Theseus is in charge of the law in Athens and according to Grady’s words “Egeus appears before Theseus demanding enforcement of the law against Hermia” (274). Another approach which is connected to modern critics and to modern world is visible in Grady’s statement in which he claims that “In the reconstituting the play for our own era, we can and should critique the ideology of male domination connected to the play’s idea of the natural” (274).


Another key fact providing the evidence of the male supremacy is the situation of all four women in the play. Also, Hippolyta’s character does not have many dialogues in the play. The main decisions in the play within the relationship of Hippolyta and Theseus are in charge of Theseus. The case of Hermia and Helena provides evidence of the male supremacy over love and relationships. Men’s love changes according to law and in spite of the supernatural power in this case. Women have to react to the circumstances. Grady claims that “From the twenty-first-century point of view, then, the aesthetic harmony achieved in such satisfying comedic knitting together of the plots at the end of Act 4 is tinged with the ideology of male supremacy” (274).

Hermia’s and Helena’s loves are stable and are not interchangeable. On the contrary to their attitude to love, Lysander’s and Demetrius’s love mutate according to the situation. Holland claims that “Neither Hermia nor  Helena comments on the other’s choice of loved one but there is no moment at which either of them could imagine exchanging their choice of men or making sense of the men’s willingness to do so” (63). Men are constantly playing with love and its destination in the play. Their only excuse for being so unstable in their feelings in the play is according to Holland “the drug” (66).

A different point of view on the situation between Theseus and Hippolyta is that it remains unclear whether she is in love with him and married him of her own will or whether she was forced to marry him. Holland, in his Introduction to the play, states that “Her ‘love’ may not be nothing more than enforced and constrained consent” (51). 

3.1.2
The Rules of Marriage in Human and Supernatural World

Marriage and sexuality are further aspects influencing love evident in the play and they can be analyzed from two perspectives. The first perspective is a classical one which embodies characters constrained by Elizabethan aristocratic rules of the time the play was written. The second perspective is from the supernatural world where marriage and sexuality is specific for its different rules then of the human beings. 

Human World

Human world of the play is conditioned by certain rules and social models. The picture of Elizabethan aristocratic rule is evident in the very first act of the play where Egeus opposes the love of his daughter Hermia and Lysander and persuades her to marry someone else of his choice. Father’s rights are put before the will of an individual person in this case a woman. There is no evidence of mothers being considered relevant for any comments on their daughter’s future. Boose in his study claims that “The mother of the bride is a wholly exlcluded figure-as indeed she is throughout almost the entire Shakespeare canon. Only the father must act out, must dramatize his loss before the audience of the community“ (327). 

The ceremony of marriage is a crucial condition for the lovers to be pronounced officialy “a couple“. Love and sexual relationship is determined by marriage in this human reality. According to Grady the lovers representing human world “live in an all-too human place where marriage is a necessity“ (274). Love being connected to marriage is also seen by Forker who claims that Shakespeare in A Midsummer Night’s Dream “confirms the creativity of sexual encounter as an aspect of marriage, and therefore of social cohesion and Christian sacreament“ (11). Marriage was seen as an important condition which neccessarily preceded any sexual contact. The relationship of Lysander and Hermia is seen as undergoing the standard sequence of lovers. Holland comments on their situation as follows: “They mark the transition from friendship to being defined, socially as well as privately, as lovers, as a couple moving slowly through the complex procedures that would lead to marriage” (62).

Shakespeare’s choice of the node for the main plot was marriage, an important love act connected to many complications which anticipated the final ceremony. Boose sees Midsummer Night’s Dream as “a play centered on marriage, the intransigent father Egeus, supported by the kingfather figure Theseus, poses a threat that must be converted to a blessing to ensure the comic solution“ (327). Egeus‘ role in the play is operative for the developement of the complicated story of the lovers‘ lives and it is based on the very first argument. In the following citation, Grady claims that the first argument is connected with desire: 

When we think about how desire is represented in this segment of A Midsummer Night’s Dream, we have to say that it is shown to be an urgent problem in need of solution, a menace unleashed into the world. We see it at work first in a purely realistic world, in the confines of the familiar space of Latin comedy when Egeus appears before Theseus demanding enforcement of the law against Hermia. (274)

Due to the fact that Egeus does not approve of the love of Lysander and Hermia and wants her to marry a different man of his choice, Demetrius, whose true love is, according to Holland, “Helena” (68), and who behaves in order with his request, Holland adjudge that “Lysander’s anger and surprise at Egeus’ actions would match comfortably with Elizabethan conventional behavior” (62).

An only option for earning freedom to their love is left for Lysander and Hermia and that is to run away to a place beyond the borders of the law of Athens. On their way, they go through the wood where the key acts take place. There is a recordable change in Lysander’s behaviour. Lysander wants to sleep next to Hermia, which can evoke hypothesis that Lysander aimed to have a sexual intercourse with Hermia. Holland elevates a question: “How could Lysander, a gentleman, be seen to be suggesting premarital sex and how could Hermia, a virtuous maid, understand what he had in mind?” (13). Shakespeare’s wood is a place of no conventional rules, partially, a place of a supernatural world. The wood provided a new experience for the lovers, practically experiencing a “dream” transforming the reality of their human world completely. Holland comments on the wood experience as follows: 

The experience of the woods can lead the lovers towards each other but it cannot necessarily transform them in the cold light of normal social practice in Theseus’ court, as they take their cue from their ruler. The law against lovers has been set aside but the dream and its potency have been too quickly forgotten. We would like the lovers to recognize how far ‘Pyramus and Thisbe’ mirrors the tragic potential of their experience. (68-69)
An ambiguity is evolved by the relationship of Theseus and Hippolyta, because there is no evidence of them being in love. From the citation from the Act I, Scene 1, it is clear that Theseus gained Hippolyta by sword. 

Hippolyto, mým námluvčím byl meč

a tvoji lásku jsem si vydobyl.

Náš sňatek ale bude provázet

zábava, radost, spokojenost, mít. (Shakespare 13) 13
Holland’s view of the situation is that “Hippolyta has been conquered, defeated into marriage” (51). He claims, that “Theseus is well aware that this courtship has been entirely military but his language leaves unclear whether she is now in love with him” (51). The choice of a future partner was left within the men and it has been proven in the case of Theseus who has won her in a fight. The evidence for the influence of the married state of the human world has been also provided. Different rules are applied to the supernatural world and the following chapter will concentrate on this matter. 

Supernatural World

The conditions of marriage and sexuality in the supernatural world differ from the known patterns of the human world. Marriage and sexual fertility is not as important here as in the human world. The relationship of Oberon and Titania are a model couple of the supernatural world. According to Grady Oberon and Titania “evoke human sexuality-its power of attraction, its fertility, its pleasures, its involvement in sexual difference displaced to the love drops released by Oberon’s orders on the unsuspecting young lovers” (274). What is prohibited in the human world is permitted in the supernatural world. The bound of Oberon and Titania’s marriage is of a distinct character. Grady provides a description of the two different worlds: 

Shakespeare makes a distinction between a utopian or aesthetic sexuality unrestrained by marriage and a social, “human” world where marriage is the only solution to desire in unconstrained circulation. The result is one of the fundamental possibilities of aesthetic representation: to distantiate us from the familiar human world, to lead us into imagining other modes of living and loving, to look critically into received ideologies of love and marriage   (274).

The supernatural world interferes with the human one and this in the main part of the plot which takes place in the wood. The world of human beings is influenced by the power of Oberon. These two worlds inosculate in the so-called “dream” which plays a key role in the progression of the lover’s relationships towards the end of the play when they return to the human world. Exemplary human relationships and their rules they follow are opposed by the relationship of Oberon and Titania. 

Supernatural world uses different means of achieving their goals. Oberon’s trickery on Titania, when he uses the drops to force her to love an animated human being of a low intelligence, is a model example of it. Oberon’s marriage to Titania is not an inhibition. Grady provides a clear distinction between the marital rules of supernatural world and the human world in the following text:

What occurs to Oberon as a punishment for his estranged beloved is to set her up in a sexual liaison with a plebeian mortal. We are meant to understand that in the fairy realm, there is no give and take in marriage. As nonhumans, the fairies are as exempt from traditional moral injunctions to marital fidelity as the animals of the woods-or, for that matter, the Greco-Roman gods. Or we could see fairyland as an Olympian world, where the gods marry but are not bound to marital fidelity. In either case, the fairy realm remains a sexually open, preternatural place-a quality which undermines that institutional keystone of the Elizabethan ideology of gender relations, marriage (274). 
A remarkable contrast of these two worlds is evident. What was Shakespeare’s purpose to set these two different approaches to love and marriage in one play? According to Grady Oberon and Titania “evoke human sexuality-its power of attraction, its fertility, its pleasures, its involvement in sexual difference displaced to the love drops released by Oberon’s order on the unsuspecting young lover” (274). There is evidence that the rules of the world of “Gods” are of an unequal character. Oberon’s action can be seen as degrading Titania’s position in their marriage. In this world, Sexual intercourse with a different party outside the marriage is taken as acceptable. Shakespeare’s purpose of the contrast was not to degrade the Elizabethan ideologies, but rather to present a different point of view on human world. Grady, in his study, claims that: “In the intensely imagined fairy-world, in the rich, lyric language of the play, in its complex dramatic interactions, A Midsummer Night’s Dream discloses that promesse de bonheur-an image of a life beyond our present constraints-that is a crucial function of the aesthetic. And it embodies an Adornoan mimesis of sexuality and desire that is far from being merely ideological” (30). The importance of observing the human idealistic realms is underestimated by this supernatural world of A Midsummer Night’s Dream.

3.2
Autocratic Approach to Love 
In general, a relationship has a specific criteria to be accredited as relationship. Firstly, at least two people are neccessary to be part of it. Secondly, each party of the relationship has certain qualities which influence their role in the actual relationship. Differences in behaviours and roles of the persons included in a relationship are highly common. The person can be either submisive or dominant, but most frequently, there are no extremes. Nevertheless, this chapter concentrate on an extreme situation which is, in this case, autocracy. Due to the fact that the main topic of the thesis is love, the focus of the analysis is to detect any evidence of an autocratic approach to love within Shakespeare’s play A Midsummer Night’s Dream. 

Autocracy is specific for an absolute suvereignity of one person. In this case, the autocratic approach to love means that one person is responsible for a situation in one of the love plots. According to the provided information in the theoretical part two characters of the play are in possession of characteristics which can be adjudged as “autocratic”. The referenced personages are of different worlds, Egeus from the human world, and Oberon from the supernatural world. Each case will be analyzed separately. 

3.2.1
Egeus 

The character of Egeus is a typical example of an autocratic parental leadership towards his daughter Hermia. The love which his autocratic approach influences is the one between Hermia and Lysander. Egeus being Hermia’s father does not approve of their relationship, which could have led into a happy longlife marriage, and he orders her to marry Demetrius instead. Egeus represents parental control over the marriage which was specific for the old times. To his excuse his will is supported by the Duke of Athens Theseus and his rule. The following citation provides evidence of his autocratic leadership applied Hermia’s life. The citation is taken from the introductory part of the Act 1, Scene 1, in which Egeus complaints about his daughter not willing to follow his command. 

Z té, která vždycky otce poslouchala,

udělals paličatou štětku. Pane, 

jestli před vámi neslíbí, že se 

vdá za Demetria, pak žádám, abych, 

jak starý zákon Athén dovoluje,

o vlastní dceři směl sám rozhodnout.

Buďto si vezme tady toho pána,

nebo dle zákona ji čeká smrt,

což budiž bezodkladně vykonáno. (Shakespeare 15) 14
The fact, that Egeus would prefer her to die, if she decides not to obey his will, is a valid proof of his autocratic approach to her love life, not only love life, but her life in total. Egeus taintless intention is semicovered by the alibi called the ancient law of Athens. Holland claims that Egeus is in possession of “legal rights to control his daughter” (51). Shakespeare used this typical situation as a dominant strand for the development of the main plot of the play. A happy-ending to be a conclusion of A Midsummer Night’s Dream play is scheduled by Shakespeare due to the fact that the play belongs to the category of comedies. The story of Pyramus and Thisbe mirrors the possible tragic consequences which could have the autocratic parental approach to love caused. 

3.2.2
Oberon 

The coverage of Oberon’s autocratic influence on the lovers in the play is of a wider range. Firstly, he manipulates Titania into a fake love with an animate creature to attain his aim to obtain the ownership of the little orphan who is in her care. Secondly, he is in charge of the human lover’s love destination and the main action of his intentions takes place in the wood beyond the borders of Athens. 

Oberon’s autocracy pictured in his relationship with Titania

Oberon’s approach to his love with Titania and of the Athenians is purely autocratic. A record of Oberon’s planned intrigues on Titania is evident in the following citation:

Až budu kvítek mít,

vyčíhám si, kdy Titanie usne,

a do očí jí nakapu ten mok.

Až procitne, hned první tvor, jejž spatří,

ať je to lev, vlk, medvěd nebo býk,

všetečný pavián či orangutan,

se stane zosobněním její lásky.

Než to kouzlo zase z očí sejmu,

na což se hodí jiná bylina,

donutím ji mi toho kluka dát. (Shakespeare 41) 15
The preceding text is taken from the Act II, Scene I, which takes place in the wood where Oberon meets Titania and tries to persuade her to abdicate the little boy. After receiving her denial, he conceives unmerciful plan to reach his target. Oberon’s behavior towards Titania is full of disrespect and abhorrence. His main aim is to achieve his goal and he is prepared to use any necessary assets. Despite the fact Oberon’s contrivance has a humiliating effect on Titania in the reader’s perspective, Titania follows his proposal for reconciliation and her submissivity is pictured in the citation from the Act IV, Scene I towards the end of the play:


A při tom letu, pane můj,


mi, prosím tebe, vypravuj,


jak se mi tohle mohlo stát,


na zemi s lidmi nocovat. (Shakespeare 99) 16
Oberon’s autocracy towards the Athenian lovers

Oberon’s primary intention to take possession of the little orphan interferes with Oberon’s exploits towards the Athenian lovers and this is due to their sudden appearance in the wood. In the Act II, Scene I, Oberon overhears a conversation between Demetrius and Helena. According to the information provided in the theoretical part of the thesis where their relationship was analyzed in detail, the main problem of the situation is Demetrius’ misbehaviour towards Helena which intimidates Oberon to take an action against his manners. The following citation is taken from the scene in the wood where Helena follows Demetrius and his reaction to her presence is very negative, Act II, Scene 1 which is witnessed by Oberon. Demetrius position to Helena’s feelings is evident:


Přestaň mě dráždit. Já tě nenávidím.


Kouknu na se na tebe, a je mi špatně. (Shakespeare 43) 17
A decision to use the “drug” on Demetrius to make him love Helena is set by Oberon and he orders Puck to accomplish the operation. An unpredictable coincidence being the presence of another Athenian couple in the woods discomfits Oberon’s plan and it leads into an antagonistic result. 

The mentioned couple is Hermia and Lysander whose aim is to deliver comfort to their ingenuous love. Instead of correcting Demetrius behavior towards Helena Oberon’s action produces complications. The coincidence that Puck finds Lysander the first causes that the “drug” is used on Lysander instead of Demetrius. Another aspect plays an important role in this misunderstanding and that is the fact that Hermia obeys her fidelity when she declines Lysander’s indirect offer for having a sexual intercourse. The following citation is taken from the Act II, Scene 2, which takes place in the wood and Hermia reacts to Lysander’s offer:


Moc hezky umíš hrát si se slovíčky.


Já vím, že nelžeš. To bych byla zlá,


kdybych si to o tobě myslela.


Však z lásky ke mně lež dál ode mě,


teď musíme se chovat rozumně.


Jsi ještě panic a já dosud panna,


a tak se patří, aby zachována


tu byla jistá mez. Dobrou noc, milý.


Až do smrti ať naše láska sílí! (Shakespare 49) 18
Therefore, when Lysander awakes, the first person he sees is not Hermia but Helena. An evidence of his feelings towards Helena can be registered in the text abstracted from the same Act and Scene as the preceding text.


Nemám rád Hermii! Dřív možná. Snad.


Těch ztracených chvil lze jen litovat.


Ne, Hermii, Helenu nosím v srdci.


Za vránu vyměním holubici.


Pudy je třeba zvládat rozumem.


Mně rozum říká: “Helenu si vem!”


Dřív za mě mluvilo mé hloupé mládí.


Než člověk dozraje, leccos ho svádí


k hloupostem, ale nyní už jsem zralý,


hloupost je z hlavy pryč a mně to pálí.


Rozum mi moudře ukazuje cestu


a tebe vyvolil mi za nevěstu. (Shakespeare 53) 19
In the text, Lysander provides a clear explanation to Helena about what happened. His principal idea of the change is that his mind grew a sudden wisdom. He sees the former feelings for Hermia as an error caused by youth. When Oberon realizes what are the catastrophic outcomes of his operation he decides to set things right again. He orders Puck to act another conjuration on Lysander. Another chance takes place in the wood and in the conclusion both the male Athenians are in love with Helena. At this point of the play, the impact of Oberon’s possession of the power over the Athenians is very high. Even the purely comrad friendship of Helena and Hermia is endangered. Helena is not able to cope with the situation in which there are two men in love with her and she reacts negatively. The provided abstract is from the Act III, Scene 2:


Ona se s nimi spikla proti mně!


A všichni tři teď zkouší dělat si


ze mě, nešťastné, podlou legraci.


Jsi zlá, Hermie! Zlá a nevděčná!


S nimi ses domluvila, a teď se mi


společně posmíváte? Zapomnělas


na všechno, co jsme spolu prožily?


Co jsme si jako sestry přísahaly?

Jak zoufalé jsme byly, kdykoli

přišel čas rozloučit se? Zapomnělas

na školní dny, na dívčí nevinnost? (Shakespeare 77) 20
Oberon’s autocratic approach to love of human beings is clearly evident in the play. Oberon acquired possession of the cupid’s magic spell and it has been proved that it can cause fatal errors when used by an unauthorized person. The human beings are not aware that there is a supernatural element responsible for the entanglements. All the human beings involved in the consequences of Oberon’s autocratic actions are in all cases presenting logical excuses to their sudden changes to their feelings in all cases. 

3.3
The Role of Dream in A Midsummer Night’s Dream

Dream in its true meaning is a state of mind when being asleep. Brain produces pictures mainly connected to reality and one finds oneself in pseudo reality. Body is in an unconscious state. The pseudo reality in the Shakespeare’s play A Midsummer Night’s Dream certainly gathers an alternative frame. The heading of the play suggests that “dream” is a central theme of the play. This chapter analyses dream in terms of its role in the play and in the lives of the lovers. The output of this part of the analyses will include an approval or a disapproval of the statement declaring that there is a considerable connotation between love and the “dream”. 

The play A Midsummer Night’s Dream is, according to Josek, connected to “pagan celebration of the spring embrace, the celebration of love and fertility” (6). Main turning points in love relationships in the play take place in the wood, which can be apprehended as the so-called “dream”. Holland, in his Introduction introduces an opinion on the importance of the sleep within the plot of the play and in his words he states that “A Midsummer Night’s Dream also makes of sleep the mark of a series of crucial transitions in the play” (108). Two characters of the play have been investigated within the plot and they have been concluded to be the main agents of the dream upon whose actions the events in the “dream” are created. The mentioned personages are Oberon and Puck, the so-called ‘Robin’. The “dream” is perceived differently by the rest of the play’s characters. Holland, in his Introduction to the play, comments on the role of Oberon and Robin in the “dream” as follows:

Oberon and Robin make it possible for the other characters-and the audience-to see the play as a dream, not, that is, like a dream but as a dream itself, a true dream experience not a similitude. This extraordinary ability to transform experience into dream needs to be placed against an understanding of what dream was, where it came from and what it signified. (5) 

Holland highlights the importance of understanding the meaning. The meaning to the dream can be observed in various ways which are subject to the percipients. Four characters’ viewpoints of the events taking place in the wood are researched: Oberon and Puck’s view; Athenian lover’s view; Theseus and Hippolyta’s view; and the audience’s or the readers’ view. Each case will be analyzed in detail. 

3.3.1
Athenian Lovers’ Perception of  The Dream – Solution

When the Athenians enter the woods there are at a definable stage of their relationships and their attitudes towards particular love. Love between Lysander and Hermia pictured in Athens can be described as high-powered, static, long-lasting, indefeasible and inextinguishable. There is definite evidence of their inseparable state when they decide to plan an escape from Athens. On their way to their destination they go through the wood which is under the domination of the supernatural world and that is where the dream is centered. Their “dream” experience produces a sudden metamorphosis to the state of their attitudes towards each other. By the virtue of Oberon’s order and Puck’s misunderstanding Lysander abruptly discontinues loving Hermia and he develops unexpected feelings for Helena. Hermia is left broken-hearted and in a great confusion. The following conversation is extracted from the Act III, Scene 2 pictures her state of mind:

HERMIA
Jak jsi mě mohl jen tak opustit?

LYSANDER
Od tebe odvedl mě mocný cit.

HERMIA
Jaký moh tě odvést ode mě?

LYSANDER
Ten nejsilnější! Láska k Heleně.



Helena prozáří noc krásou jasnou,



že hvězdy na nebi vedle ní hasnou.



Proč jsi šla za mnou? Nedošlo ti snad,



že když jsem zmizel, už tě nemám rád?

HERMIA
Tohle nemůžeš myslet upřímně. (Shakespeare 77) 21
The stability to their love suddenly disappears and their relationship changes. In this particular case, dream influences their stable relationship primarily in a negative way. The intentions of the supernatural power differ from the consequent outcome. Oberon realizes Puck’s error and accuses him of doing it on purpose. Puck denies the accusation and swears that a chance played the key role in his solecism. The following text is from Oberon’s conversation with Puck from the Act III, Scene 2 in which Puck defends his actions:

OBERON
Co jsi to proved? Ty jsi omylem

vyvolal kouzlo lásky na jiném.

Ztracenou lásku měl jsi vrátit zrádci,

tys ale lásku vzal věrnému srdci.


PUCK

Zasáhl osud. Tak to často je,




že muž nesplní to, co slibuje. (Shakespeare 71-73) 22
Puck is ordered to correct his mistake but another chance takes place and it entangles the already complicated situation even further. Puck plays the main role in the dream and he is the only character who handles the determination of what happens to the lovers during their “dreaming”. At the end of the dream experience, Lysander and Hermia are left at the same state as at the beginning with the only difference of a sudden freedom to their love which is caused by the unexpected change in Demetrius heart now longing for Helena. 

Love between Helena and Demetrius is of a distant character when they are entering the wood. The influence of the wood on their relationship is rather positive and produces an abrupt conversion to their love. Oberon, again, plays an important role in the unpredictable turnover. 

Dream functions as a solution to the complicated situation of the Athenian lovers. At first, it entangles their loves but in the end they find a comprehensive enravelment to their unsolvable situations. 

3.3.2
Theseus and Hippolyta’s Perception of The Dream – Nature

Theseus and Hippolyta’s perception of the dream is of a distant character. They are not directly included in the “dream experience”. Their only apprehension of the events happening in the wood is the effect it has on the two Athenian couples. In the final stage, Demetrius admits his love to Helena and Egeus’ opposition to his daughter’s relationship loses its seriousness. Egeus’ reaction to the realization of, to his eyes, an inappropriate exploit of the escape of Lysander and Hermia is fierce. 


EGEUS
To stačí, stačí pane. Řekls dost.




Chci spravedlnost. Žádám jeho hlavu.




Chtěli nám utéct. Slyšíš Demetrie?




Oklamat mě i tebe, příteli.




Tebe o ženu a mě o můj slib.




co jsem ti dal, že si ji můžeš vzít. (Shakespeare 103) 23
Demetrius provides an explanation revealing a true state of his feelings and he admits that from the starting point his only love was Helena and the dream made him realise the fact. Theseus reaction to the sudden change is of a positive character and Egeus’ will loses its importance. The following extract of the play pictures Theseus reaction to the arisen situation:




Tak jste se oba šťastně našli.




Později chceme o tom slyšet víc.




Egee, tvoji prosbu zamítám




a vez, že v chrámu budou spolu s námi




tyto dva páry navždy sezdány. (Shakespeare 103-105) 24
Theseus embraces the effects of the dream on the general situation as a matter of course. Egeus’ rights issued by the ancient law are, at this point, speculative. Theseus resolution to the upstarted pairing is staggering due to the fact that he agrees with their new state. Egeus is informed that his request is cancelled and that the couples will get married along with them. The matter of the influence of the “dream” is perceived by Theseus and Hippolyta naturally. Questioning of the new state caused by the events of the “dream” is in this case excluded.


3.3.3
Oberon and Puck’s Perception of The Dream - Reality

According to the provided information events of the dream are taking place in the wood where there is a record of the rule of Oberon. Puck obeys Oberon’s orders of which the main instrument is liquid of a flower on which cupid’s arrow landed. Cupid’s arrow is specific for its enchantment power which evokes love in human and supernatural beings. Puck is responsible for the use of the liquid which causes, when dropped on an eyelid of a person, an evolution of love feelings towards the first person the creature sees. Puck’s service to Oberon is evident in the following text:

PUCK

Žádný strach pane, jsem váš věrný sluha. (Shakespeare 45) 25
Puck is a mysterious personage upon whose actions the story evolves. He is in charge of the main turning points within the Acts of the play taking place in the wood. It is not clear whether his errors are happening on purpose or not but he claims that it is just a play of a misfortune. 

OBERON
Co jsi to proved? Ty jsi omylem



vyvolal kouzlo lásky na jiném.



Ztracenou měl jsi vrátit zrádci,



tys ale lásku vzal věrnému srdci.

PUCK
 
Zasáhl osud. Tak to často je,



že muž nesplní to, co slibuje. (71-73) 26
Oberon and Puck are the main governors of the dream’s destination. When Oberon instructs Puck to set things right and he is on his way to accomplish his order, there is an evidence of a black side to his personality. Puck clearly enjoys the complicated situation he is responsible for and he is hoping for more intrigues to develop. His words are a proof of the preceding statements.


PUCK

Zažijeme velkou švandu,




ti dva budou chtít tu jednu.




Kotrmelce, vzlet a pád




ze všeho mám nejvíc rád. (Shakespeare 73) 27

The observation of Puck’s second accomplishment can be apprehended as a deliberate fault. The state of the situation in the Athenians’ loves is that both men are in love with Helena and Hermia is left aside their focus. 
Oberon admonishes Puck for not accomplishing his mandate for the second time and for causing more frustration over their love lives. Puck claims that it was not his fault, but there is a joy of the arisen situation in his words.


PUCK

Věřte mi, králi stínů. Byl to omyl.




Řek jste, ať očaruji oči muži,




jenž bude oblečen jak Athéňan.




Což udělal jsem. Vaše pokyny




jsem přesně vyplnil. Jsem bez viny.




Ale jak se pak hádali ti dva,




byla, přiznávám, bezva zábava. (Shakespeare 85-87) 28

The perception of the dream of these two characters is real. They are aware of the dream being a mean of changes especially in the lovers’ lives. Oberon and Puck are in charge of the dream’s destination.

3.3.4
Bottom’s Perception of The Dream - Abashment

Bottom belongs to the group of the lower social class actors who are rehearsing for the play about Pyramus and Thisbe which is supposed to be acted at the wedding ceremony of Theseus and Hippolyta. Bottom reaches a greater meaning to his role in the play when Titania falls in love with him as a result of Oberon’s plan of gaining the little orphan. The primitivity to his character is even intensified when Puck conjures ears of a donkey to him. 


The situation of Titania loving an animate creature have a comic effect to the events of the dream. Bottom tries to convince Titania that she must be mistaken that he is not a suitable partner for her. The following text is extracted from the Act III, Scene 1 when and it provides Bottom‘s reaction to the unexpected love of Titania:


BOTTOM
Paní, vemte rozum do hrsti. Já se k vám nehodím.




I když pravda je, že rozum a láska nechoděj často




ruku v ruce, a bohužel znám několik jinak poctivejch




sousedů a sousedek, o kterých to teda fakt platí.




Já bych vám moh lodacos vyprávět. (Shakespeare 65) 29
Titania uder the influence of love does not listen to him and insists on her love to him. In the following scene there is a picture of Titania’s love towards Bottom. Bottom’s perception of the new situation is of positive character and he actually exploits her caring manners:


TITANIA
Jedna má chrabrá víla přinese ti




pár oříšků ze spíže veverky.


BOTTOM
Kdybych si moh vybrat, tak to já radši pořádnou hrst




nebo dvě sušenýho hrachu. Ale teď ať mě nikdo neruší,




zdá se mi, že na mě jde spaní. (Shakespeare 97) 30

When Bottom awakes from his dream he is the only one who remembers the events of the dream experience. There is one remaining question and that is: why is Bottom the only one to remember the dream? A possible explanation to this fact is that there is no evidence of a direct impact of the dream experience on the character’s life.The following text taken from the play illustrates that he clearly remembers the events of his dream:


BOTTOM
Já měl ale opravdu děsivej




sen. Já měl sen, že se to ani vypovědět nedá, co se




mi zdálo. Jenom úplnej osel by dokázal vylíčit




takovou fantasmagónii. Zdálo se mi, že jsem – 




něco, o čem bych radši nemluvil. Zdálo se mi,




že jsem – a zdálo se mi, že mám – jen úplný trdlo




by vyprávělo, co se mi zdálo, že mám. Lidský




oči neslyšely, lidský uši neviděly, lidská ruka




neochutnala, lidský jazyk nenahmatal a lidský srdce




nevypovědělo, co se mi to zdálo. (Shakespeare 105) 31

Shakespeare‘s reason for only Bottom‘s rememberance of the dream can possibly be that it was so absurd that noone would believe him even if he told someone. Bottom’s perception of the whole dream experience is full of abashment. 

3.3.5
Audience’s or reader’s Perception of The Dream - Resolution

The play A Midusmmer Night’s Dream can be perceived by the audience or readers as a key instrument to the developement of the story. The main breakpoints take place during the so-called “dream“. What was the main reason for the use of the dream? Josek claims that the contrast of life and theatre, and reality and dream are favourite aspects in which Shakespeare is interested in (7). The play can be characterised as an escape from the ideologies of the actual human reality. Grady, in his work says that the play contains a “mixture of ideology and something that escapes ideology“ (274). His opinion on Shakespeare’s use of the dream is that “the play uses the motif of the dream as its surrogate for the unnamed concept of the aesthetic“ (274). 

Concerning the analyses of the the events which took place during the dream, “dream“ can be considered as a positive aspect to the play. Possible absence of the “dream experience“ means no happy-ending to the play. The importance of the sleep act in the play is noticeable in Holland’s approach to the dream and he states that: “A Midsummer Night’s Dream also makes of sleep the mark of series of crucial transitions in the play“ (108). There is a close attachment between the sleep act and the dream. The connection between dreams and sleep is charachterised by Holland as folows: “Sleep in A Midsummer Night’s Dream is the embodiment for unknowing metamorphosis, dream the most complete state of transformed exiestence that we ever, let alone nightly, undergo“ (110). 

When looking at the dream from a different point of view which is of a wider character, the “dream in Shakespeare’s play A Midsummer Night’s Dream can be perceived as the missing resolving part to a different Shakespeare’s play Romeo and Juliet in which a similar key problem of an unapproved marriage is evident. The audience or the readers are provided with the most information to the dream. 

3.4
Conclusion

The objective of the analysis was to seek answers to the following three sets of questions: What are major features of love in the play?; Is autocratic approach to love visible in the play?; Is dream only a dream or does it play a conscious role in the play and for the lovers’ lives? Firstly, major features of love within the play have been upon the conceived information from the theoretical part. The examination of each love feature followed and evidence for its relevance has been looked for in the texts of the play and in the scholar’s works. Secondly, the focus of the thesis concentrated on the autocratic approach to love within the relationships of the personages of the play. The proof of autocracy has been provided concerning the learnt facts. Thirdly, “dream experience” of the play has been introduced and its role has been set. Summarising the analytic part, it located the answers to the three set questions in the play with the aid of relevant academic texts of scholar authors Holland, Josek, Grady, Donawerth, Boose and Forker. 
The first chapter focused on the following question: What are major features of love in the play? According to the provided information in the theoretical part of the thesis, which focused on love, lovers and relationships in Shakespeare’s A Midsummer Night’s Dream, two aspects of influence on love were pronounced: Male supremacy and Marriage. Each of this feature was analyzed in a separate subchapter. It has been proved that there is an evidence of male supremacy in the play especially in the father-daughter relationship of Egeus and Hermia. Egeus is in total charge of her love future and her live future. His rights are conditioned by the ancient law of Athens belonging to the rule of Theseus, the Duke of Athens. Women in the play are of a stable state of their attitude to their lovers. On the contrary, men and their feelings interchange. Marriage was concerned to bet he second aspect influencing love. An evidence of distinct parameters to marriage in supernatural world and in human world has been bestowed by several abstracts of academic works concentrating on this matter. It has been proved that marriage plays an important role in the destination of the love lives of the main characters. 

The main aim of the second chapter was to provide evidence of autocratic approach to love. The primary challenge of the chapter was to search for characters with specific register for their autocratic actions within the plot of the play. Egeus and Oberon were determined as autocratic. Each character has been examinated separately and evidence of autocratic approach to love has been inquired. It has been proved that Egeus approach to love is clearly autocratic in the case of his daughter’s love relationship. His autocratic attitude towards their relationship plays an important role the initial development of the main story. According to the text research the character of Oberon is in possession of more expressive autocracy than Egeus. Oberon with the help of his servant Puck is in charge of all the events taking place in the wood which influences all the love lives of the Athenians. The state of their loves is totally different when they proceed out of the wood (out of the rule of Oberon). An answer to the query has been provided by the evidence of two autocratic characters researched in this section. 

In the third chapter, the role of the dream for the lovers has been analyzed. Primarily, a general explanation to the meaning of the “dream“ was provided. Evidence for Shakespeare’s aim of using the dream has been searched for and academic texts were analyzed. The outputs of the former analytic part claimed that “dream“ is seen as a key factor neccessary for the resolution of love. Secondly, dream was analyzed from the point of different perceptions of the characters and also the audiance. It has been claimed that the Athenians absorbed the dream in an unconscious way. Dream plays a crucial role in the solution to the situation of their loves, but none of them remember the actual events of the dream. The dream experience, in this case, has a positive effect on their relationships. The research approved a different apprehension of the dream by the characters of Oberon and Puck. They have been anounced to be the main creators of the events happening in the wood. They control the overal situation in a conscious way. The last section of the chapter concentrated on the audience‘s and readers‘ absortion of the dream. Evidence has been mainly searched for in the academic texts and the output of the section is that dream plays the main role in the plot of the play. There is neccesity to its presence due to the fact that it provides metamorphosis to the reality which alternates according to it and with its absence a happy-ending to the play would not be possible. 
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Notes
1 Transl.: Four days will quickly steep themselves in night; / Four nights will quickly dream away the time; / And then the moon, like to a sulver bow / New bent in heaven, shall behold the night / Of our solemnities. (Shakespeare 12)


2 Transl.: I am your spaniel; and, Demetrius, / The more you beat me, I will fawn on you. / Use me but yout spaniel, spurn me, strike me, / Neglect me, lose me; only give me leave, / Unworthy as I am, to follow you. (Shakespeare 42)


3 Transl.: OBERON Tarry, rash wanton; an not I thy lord? / TITANIA Then I must be thy lady; but I know / And in the shape of Corin sat all day, / Playing on pipes of corn and versing love / To amorous Phillida. Why art thou here, / Come from the farthest step of India? / But that, forsooth, the bouncing Amazon, / Your buskined mistress and your warrior love, (Shakespeare 34)


4 Transl.: Turned her obedience, which is due to me, / To stubborn harshness. And, my gracious Duke, / Bei t so she will not here before your Grace / Consent to marry with Demetrius, / I beg the ancient privilage of Athens, / As she is mine, I may dispose of her; / Which shall be either to this gentleman, / Or to her death, according to our law / Immediately provided in that case. (Shakespeare 14)


5 Transl.: Happy is Hermia, wheresoe’er she lies; / For she hath blessed and attractive eyes. / How came her eyes so bright? Not with salt tears; / If so, my eyes are oftener washed than hers. / No, no, I am as ugly as a bear; / For beasts that meet me run away for fear: / Therefore no marvel though Demetrius / Do, as a monster fly my presence thus. / What wicked and dissembling glass of mine / Made me compare with Hermia’s sphery eyne? (Shakespeare 50)


6 Electronic source to Grady’s article is of the following reference: Grady, Hugh. “Shakespeare and Impure Aesthetics: The Case of A Midsummer Night’s Dream.” Shakespeare Quarterly, Vol. 59.3 (2008): 274. Fall. Web. 15 April 2011. The article contained many pages, but numbers of pages were not provided. According to the standing source information, citations within this work will be reference to (274) only.


7 Transl.: Be as thouwast wont to be; / See as thou wast wont to see. / Dian’s bud o’er Cupid’s flower / Hath such force and blessed power. (Shakespeare 98)


8 Transl.: I’ll follow thee and make a heaven of hell, / To die upon the hand I love so well. (Shakespare 44)


9 Transl.: Tempt not too much the hatred of my spirit; / For I am sick when I do look on thee. (Shakespeare 42)


10 Transl.: TITANIA Or say, sweet love, what thou desirest to eat? / BOTTOM Truly, a peck of provender. I could munch yout good / dry oats. Methinks I have a great desire to a bottle / of hay: good hay, sweet hay, hath no fellow. (Shakespeare 96)


11 Transl.: TITANIA My Oberon! What visions have I seen! / Methought I was enamoured of an ass. / OBERON There lies your love. / TITANIA How came these things to pass? / O how mine eyes do loathe his visage now! (Shakespare 98)


12 Transl.: What say you, Hermia? Be adviced, fair maid. / To you your father should be as a god; / One that composed your beauties, yea, and one / To whom you are but as a form in wax / By him imprinted and within his power / To leave the figure or disfigure it. / Demetrius is a worthy gentleman. (Shakespeare 14)


13 Transl.: Hippolyta, I wooed thee with my sword, / And won thy love, doing thee injuries; / But I will wed thee in another key, / With pomp, with triumph and with revelling. (Shakespeare 12)


14 Transl.: Turned her obedience, which is due to me, / To stubborn harshness. And, my gracious Duke, / Be it so she will not here before your Grace / Consent to marry with Demetrius, / I beg the ancient privilege of Athens, / As she is mine, I may dispose of her; / Which shall be either to this gentleman, / Or to her death, according to our law / Immediately provided in that case. (Shakespeare 14)


15 Transl.: Having once this juice, / I’ll watch Titania when she is asleep, / And drop the liquor of it in her eyes. / The next thing then she waking looks upon, / Be it on lion, bear, or wolf, or bull, / On meddling monkey, or on busy ape, / She shall pursue it with the soul of love. / And ere I take this charm from off her sight, / As I can take it with another herb, / I’ll make her render up her page to me. (Shakespeare 40)


16 Transl.: Come, my lord, and in our flight / Tell me how it came this night / That I sleeping here was found / With these mortals on the ground. (Shakespeare 98)


17 Transl.: Tempt not too much the hatred of my spirit; / For I am sick when I do look on thee. (Shakespare 42)


18 Transl.: Lysander riddles very prettily. / Now much beshrew my manners and my pride, / If Hermia meant to say Lysander lied. / But, gentle friend, for love and courtesy / Lie further off; in human modesty, / Such separation as may well be said / Becomes a virtuous bachelor and a maid, / So far be distant; and, good night, sweet friend: / Thy love ne’er alter till thy sweet life end! (Shakespeare 48)


19 Transl.: Content with Hermia! No; I do repent / The tedious minutes I with her have spent. / Not hermia but Helena I love: / Who will not change a raven for a dove? / The will of man is by his reason swayed; / And reason says you are the worthier maid. / Things growing are not ripe until their season; / So I, being young, till now ripe not to reason; / And touching now the point of human skill, / Reason becomes the marshal to my will / And leads me to your eyes, where I o’erlook / Love’s stories written in love’s richest book. (Shakespeare 52)


20 Transl.: Lo, she is one of this confederacy! / Now I perceive they have conjoined all three / To fashion this false sport, in spite of me. / Injurious Hermia! Most ungrateful maid! / Have you conspired, have you with these contrived / To bait me with this foul derision? / Is all the counsel that we two have shared, / The sister’s vows, the hours that we have spent, / When we have chid the hasty-footed time / For parting us – O, is it all forgot? / All school-day’s friendship, childhood innocence? (Shakespeare 76)


21 Transl.: HERMIA But why unkindly didst thou leave me so? / LYSANDER Why should he stay, whom love doth press to go? / HERMIA What love could press Lysander from my side? / LYSANDER Lysander’s loe, that would not let him bide,  / Fair Helena, who more engilds the night / Than all you fiery oes and eyes of light. / Why seek’st thou me? Could not this make thee know, / The hate I bear thee made me leave thee so? (Shakespeare 76)


22 Transl.: OBERON What hast thou done? Thou hast mistaken quite / And laid the love-juice on some true love’s sight. / Of thy misprision must perforce ensue / Some true love turned and not a false turned true. / PUCK Then fate o’er-rules, that, one man holding troth, / A million fail, confounding oath on oath. (Shakespeare 70-72)


23 Transl.: EGEUS Enough, enough, my lord; you have enough. / I beg the law, the law, upon his head! / They would have stolen away; they would, Demetrius, / Thereby to have defeated you and me, / You of your wife and me of my consent, / Of my consent that she should be your wife. (Shakespare 102)	


24 Transl.: Fair lovers, you are fortunately met. / Of this discourse we more will hear anon. / Egeus, I will overbear your will; / For in the temple by and by with us / These couples shall eternally bek nit. (Shakespeare 102-104)


25 Transl.: PUCK Fear not, my lord, your servant shall do so. (Shakespare 44)


26 Transl.: OBERON What hast thou done? Thou has mistaken quite / And lait the love-juice on some true love’s sight. / Of thy misprision must perforce ensue / Some true love turned and not a false turned true. / PUCK Then fate o’er-rules, that, one man holding troth, / A million fail, confounding oath on oath. (Shakespare 70-72)


27 Transl.: PUCK Then will two at once woo one; / That must needs be sport alone; / And those things do best please me / That befall preposterously. (Shakespeare 72)


28 Transl.: PUCK Believe me, king of shadows, I mistook. / Did not you tell me I should know the man / By the Athenian garment be had on? / And so far blameless proves my enterprise, / That I have ‘nointed an Athenian’s eyes; / And so far am I glad it so did sort / As this their jangling I esteem a sport. (Shakespeare 84-86)


29 Transl.: BOTTOM Methinks, mistress, you should have little reason / fot that. And yet, to say the truth, reason and / love keep little company together nowadays; the / more the pity that some honest neighbours will not / make them friends. Nay, I can gleek upon occasion. (Shakespeare 64)


30 Transl.: TITANIA I have a venturous fairy that shall seek / The squirrel’s hoard, and fetch thee thence new nuts. / BOTTOM I had rather have a handful or two of dried peas. / But, I pray you, let none of your people stir me. / I have an exposition of sleep come upon me. (Shakespeare 96)


31 Transl.: BOTTOM I have had a dream, past the wit of man to / say what dream it was. Man is but an ass, if he go / about to expound this dream. Methought I was – there / is no man can tel what. Methought I was – and / methought I had / but man is but a patched fool, if / he will offer to say	what methought I had. The eye / of man hath not heard, the ear of man hath not / seen, man’s hand is not able to taste, his tongue / to conceive, nor his heart to report, what my dream / was. (Shakespeare 104-106)








