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The first chapter is devoled 10 an examination of these alierstions. The
of characters such as Encbarbus, Charmien and Irss.
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distingvished by what may be called its “spaciousness.” This quality
encompasses, but is not restricted to, Shalwspeare’s conecious expioitation of
his unlocalised stage by which he can shift his scene with the incomparable
ease of cinematographic technique from Egypt o Rome, 0 a battiefield in
Syria, 10 a Roman galley, and 30 on. R is a characteristic which pervades
idiom and bawdy talk.

tragic love-story of its hero and heroine.

Coleridge’s chesrvation.







indivic s, however, ,i’,";,,’hﬁﬂi&dlﬁmm:m
mmmummhhmﬂummmw
North into a tragedy of such magnitude that it has stirred the emotions of
audiences for centuries. To achieve this end the dramatist completely
light in which the protagonists are perceived. Ultimately, an understanding
changes and discovers what Shakespesre did © Plutarch and why he did

In the preface 10 his translation of the Liows, North claimed that his
intention was not (0 write histories, but rather lives. However, the fact that

sbove the level of historiographer. As Herbert Rothechild notes in his
with Special Reference hAﬁq” -nia-rq, 8," North

“ I- P>
:ﬁmﬂ&m
.:::f.....,...*—“:
um;ﬂ-mu&mdﬂm-u
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and Cleopatrs, then, is that the first is merely a good history while the
second is a great tragedy. As Alice Griffith notes in The Sowrces of Tem

fascinating alchemy of genius at work, trs
eternal” (Griffith 1).

other” (0 light upon the hero, his description of her journey down the river
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This passage is modified by Shakespeare in ILii His changes are subtie;

however, uymmwuwmum‘n
can most certainly ses the “Yascinating alchemy of ganius at work™:

hlha

u
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MWM“MOWMMIF&.
particularly the physical detail of the barge, Cleopatra’s apperel, her

her and the final account of Antony sitting alone in the market place. Yet -

in spite of their similarities, the two passages affect the reader very
differently. North’s version has a gossamer quality (0 it; the barge seems
not to float on the river Cydnus, but through mist encirding the pianacie of
Mount Olympus. Cleopatra is as Venus attended by sssming Cupids and
Nereides. She journsys mot ©©0 "aunswere unio such accusacions as were
of all Asia" Shakespesre sustains the atmosphere of other-woridliness that
he finds in the source, yet he carries Norti's metaphor a step fusther. As
Kenneth Muir notes in The Soxrces of Shehwpeawy's Plays, the post adds
“metaphysical’ hyperboles which diffuse a tone of ooy and sensucusness
The winds (are] love-sick with them,” and the cars stroke "0 the tume of
flutes” making “The water which they beat (0 follow faster,/ As amosews of
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trangform “the ephemeral into the eternal” because it has besn borrowed so
©0 his source on a much larger scale. Many of these he effects in the
process of tramsforming history into tragedy, and 0 achieve an

the nature of tragedy.




hﬁhhﬂﬂmﬂﬂm -gﬂ
m&:mw!‘Ihﬂm
mmamummwﬂhm&mnﬂ
among critics. Yet, briefly, it may be assumed here 10 refer 10 the cleansing
process which takes place when the sudience is released at the finale from
iﬁmmﬂﬂyhﬂﬂ"f ists’ predicament

According 10 Aristotie’s definition of tragedy, them, we discover that Norti's
unwittingly cause each other’s deaths. Yot in spite of this, North’s work is
not tragic; his meterial certainly hes tragic potential, but & s up © the
post, Shakespeare, 10 exploit this potential.

Hﬁﬁ—u_ﬁﬁdiﬁﬁllh Avkieilds Thowy of

2
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that the tragic hero or hercine must posssss certain qualities in order o be
00 called. Firstly, the characters mwust be intrinsically good and will be i
mut “sim at propriety.” (Aristotie suggests "a type of manly valour”).
Finally, the characters must be both “wue 1o life” and consistent or, failing
measures of tragic stature and apply them to North’s Antonius and
none of the standards save, parhaps, that they are true 10 Nife. For eample,
Aristotie’s first stipulation is that a tragic hero must be good. At various




Mhmhmmubhﬁﬁldby&m
intervals of valiancy are punctusted with stretches of eccess. seentially,
his life.

In the Life the Egyptian Quemn is clearly delinested as a Pandora-iike fodl o

endn, he hosse of e minds o

in e
Ghat s 90 herd of tyme 0 mesne e

I
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lﬁﬂq(baﬁ!—:lmm;ﬂm.bhﬁﬁ-
and griefe” (Bullough 321). North doss conoade, however, that at least the
capiain. This imitial description of the protagonist ssems famillar ©© those
has lost interest in his third of the Roman empire; instesd, lile a fool, he !
hes become complstely devoted 10 the bewitching Cleopatre. Philo’s speech

Talwe but good note, and you shall see in him
s
’ as101»
Hﬁhhhﬁ-ﬁ-iﬁ—u—_niﬁ“ﬂ
e problems he encounters in his sowce.  Pirstly, wilhe Nord's hero,
Astony bas sivendy mat Cloopatss by the tme the play bagins. The only
account we have of his former Mée is Philc’s spesch documenting Ms past



mhmhﬂmilﬁﬁhhm
mbﬁﬁ;ﬂq_ﬂﬁhﬂmm-—ﬁbh
“&bmﬁhﬁﬁﬂh:_ Rather,

Boptien Quesn.  Such a predicament sssms preposterous. Susely the
mﬂhﬁyﬂhqﬁbﬁhhﬂgm
asks her companion: ¥ it be love indesd, tall me how mudh,” 0 which he

ﬁﬁ.hh&ﬂ“ﬁhh*h*h
andisnce (o his purpose in Wi
Let Rome fn Ther mebt, and the wide arch




love for Clsopatra. Thus, in the first thirtynine lines of the toxt,
male prolagonist at least above the common level by giving him a higher
purpose in life—one which, 0 Antony, malus ruling the world seem like
child’s play. Alhough the sudience camnot be cwrtain at this moment of
besn establis ’j;ﬁiﬂﬂm:—_-ﬂm“hihﬂ
humg-ﬁyﬁm“qw
with their values Gwoughout the drame, they nonetheless adhere (0 them
untl desth. Moseover, by adhering 10 their valuss they ase being comsistent
and in this comsistency they ase trwe o e,

These remains one cloment relating 0 character which Aristotle
figwe xuut efiect the ‘proper purgation” of plty and fear. In order to
emotion; Guvefore, Shaksopone sofons Gam I an effost ©0 mebe them
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hero is distressed by his lossss, but rather thet in his impatience 0 see
Clecpatra again he “wist not what 10 doe, and therefore 0 weare it out, he
gave him selfe to quafing and fessting” (Bullough 287). It is no wonder
Cleopaten’s retresting ship. Hore, the audisncy’s attention is diverted from

H**ﬂn* I cam behold 2o longer.
-’f_ﬁ?.‘.,. i tuen o redder.
ﬁﬂﬁﬁﬁmm

ships s Scarws’s sesponse ©0 Bmobarbus’s sequest for an update on the




(IML.x.9-10).

ing theam t© depart, and 0 seske 10 save them




Have lost my way for ever. | have a ship
mﬂﬁi&ﬁ,mt&
Aﬁﬁmmwﬂni&_ d.1-6)
the spesch becomes more poignant in the drama because it is not undercut
byﬁyﬁrhmhhmu




Actium and it is he who later delivers the shatiering news that Cleopatra
service is in itself an indioation of his own excellence.

the drama he is loyal to Antony throughout this crisis even though several
of the allies have already defected and Canidius is prepering 10 “render/
(his] legions and [his] horse” t0 Cassar (ILx.32-33). His ultimate dessrtion
shall not hear thee, or from Cassar’s camp/ Say ‘1 am none of thine.”™
after biem 16 perhaps the bust testimony of Antony’s magnanisity:

O Astony,
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’!‘gmdﬂnmﬂﬂiﬁd} ’M)

omitius” (Bullough 245).

re, on the first of these

bhmmmhﬂhdﬁhm.ﬂﬂﬁﬁhm
hhﬁﬁh“-ﬂm@hﬂhhm“w
Antonius is opsaly committing adullery with Cleopatre:

she still in Antonius howse, as if he had bene thes
%mahﬁq‘mﬁéﬂ-ﬁ:



those onely she had by him, but the other which her
m&;m (ﬁmm

mmmmmbM‘bp&&w&

mhﬁhﬁnhymhﬂm“ﬂymﬁnﬁhnmr

mnnmmnmmnhm;
mmm&m:mw
and principle are passed over, and she is placed very much in the shade”
cCalium 338). In the play she doss not endear herself 10 the sudience.
mmmhwhhvﬁwmm
Octavia is insipid. To this end MacCallum notes that
B R T e i
ST RS R R
"Octavia is of a holy, cold, and/ Sl conversation” (Mvi1Z)123). Thes
andisnce. In fact, it sesms natural 10 us hat Antony would net honewr &




>

Cleopatra is that of enshrouding her in an aura of mystery. Throughout the

ﬁrmqmﬁﬁﬁhhﬁbp He manly paints a magnificent




mmnmuﬂﬁmmgh—-mmm
mortal.

Mhﬁﬁuﬂ%ﬁﬁbﬂﬂhhhﬂﬁmw“‘ﬁ
ah&.nﬂhﬁphhhwﬁhvﬁhyhb&m-ﬂyﬁ
wm&:m&:nﬂh“ﬁdyﬂ_m
further in our eyes. m_mhhmm.hﬁy

m‘ahﬂjlh :

Astony rebulies his lover, “Bgypt, thou knew’'st 100 well/ My heast was 0



Fall not a tear, I say, one of them rates

:.‘.‘a‘...‘;:,._“&;‘;ﬁ““‘
do little at this point in the drama but join Antony in his forgiveness of
mhmmmnhmhw
mmt—n#huﬁnhhmﬂﬁ
Antony even sbove her life, but part of her initial intrigue is the fact that
ﬁgmmﬂh—ﬁnﬂpﬂﬁh_ﬂﬂh&h
order 1o be with her lover. Her ambiguity is illkustrated in the A0k somne of
the first act when she is discussing her “Scneasursbie love for Antony
hmyn-hih“ 'Qghwc_"
Qvarn miﬁﬂﬁyﬂ-ﬁﬁ—wﬁ-
gbmh:hﬁ-nnﬂ-hhﬁhqﬁ




M
seductress full of feminine trickery” (Bullough 250). By portraying Cleopatra
in this manner Shakespesre achieves an air of uncertainty thet is lacking in
North. The audience is kept in suspense until the end of the drama for we
before she applies the asp 0 her breast: “Huwsbend I come,/ Now w0 that
Rame my courage prove my title” (fitalics mine] (V.11.287-208).

By skilfully remodelling the material left him in the source
Shakespesre has transformed North's relatively unremarkable h-tory into a
them in a near purfect balamce of Wemsion more sublime and vital tham
authors. North tells his tale from the point of view of a moralist; he
encourages his reader 10 be sepulsed by Antonius’s lewd altraction for an
audience 0 pass morel judgement on Antony and Cleopatra. Rather, he
means us 10 sse the dignity in their devotion 10 each other and (0 recognise
princess/ Descended of 0 many royal kings.”




divide the cheracters into two campe: hmq seented by
Eﬁﬂhmqmﬁb’m A et of values

w&@ph“ﬂﬂhhhmmhﬁﬂ
Egypt with the fiesh. X this interpretation is carried 10 its extreme, the
personification of love). Amiony, mesmwhile, functions as a type of

Hﬂﬁhmgﬁbﬂﬁhmqﬁn
recoguiss hat the play is a neturalistic drama. As Antony Caputl asserts in
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“Aniony and Clespatys: Tragedy Without Terror,” Shalwspeare is “"st least as
MMhth&mm-hb
abstract meaning” (Caputi 184). Aniony, then, is a realistic portrayal of a
mmhmmwmmummm
above the lampiation 0 make a simple choice betwesn them. Instead, he
holds fast 0 values which mean more 0 him than life itself and in his
death he is therefore victorious.
The polarities betwesn the Roman and Egyptisn worids are first

introduced in the besutifully enginssred opening sceme of the drama.
m&mhl.phah&ynhmw,ndnk
twough Romean eyes. Philo’s critical report of Antomy’s bshaviowr %o
Demetrius is the first indication that the two worlds are at odds:

muwmmumysm...emu
m'muuww.m...—.-a—n: In
Mmm“ﬂ”nﬂnw.ﬂw
e oqated with Rome and are sharply contrasted with vesbs idemtified
with Bgypt such a5 "Uerflows” and “eneges.” The overall effect s one of
continuing conflict Bome sss boundmies, Bgypt bessls hem. This
wbwbyWMnhﬁcﬂ“I-y-l



Cﬁ.!lhhﬂhﬁnﬂ.ﬂnlﬁvﬁ.

Ant. Thew's beggary in Ghe love that can be reckon’d.

mna.mm&anm&. ,

Ai1417)

The audience hes hardly had time 10 digest this discourse when a Romen
messenger inttudes upon the Egyptian some. R is not wnatural thet
m:hh*b&.hbhmgnﬁy
hig‘ﬂh_p:ﬂm*ﬁ-ﬁih ¥
A-yb“-h“htﬂi“-l-nhh
—*“ﬁmﬁﬂﬂﬁy-ﬁqﬁﬂ




‘hvanﬁ'shg_d-ﬁn&ﬂ s shame

m:w&w:wmhm:w

Lat Rome in Thher melt, and the wide arch

SERE oL

Eh%hﬁﬂ“ﬂhh;m her
mnmdhmﬂm'ﬂﬁiﬁbh—m
full circle. Y-tmﬂnﬂﬂiﬂﬁu—l:lﬂ-l_.nﬂﬂy
Mﬂh—.ﬁﬂﬂym

0 semind ws . ﬂhﬂ;ﬂmj-_!h



of Egypt and Cleopatra. (Danby 201)

The oppositions developed in the first sixty-two lines of the drama are
implicit throughout the entire play. As Granville-Barker obesrves in Prefaces
nmummmm....upm
sstting color against color, coarse thread by fine” (Granville-Barker 373).
hd.d.mhmmmhndumm&cmm
mmmummmuthu
philosophiss of the two worlds alive in the audience’s mind.

mmumummmnm
mumuu&qam-mwuu
mybn@hmwlblmbmm
concerned with this aspect of the play. K, for eample, Antony’s soldiership
bMMM“&MMMﬂM&
death may be undersiood in ome of two ways the hero rightly choosss
love and is victorious in desth or he wrongly choosss love and his end is
therefore well deserved.

m&ma&%mu&.pﬁyhmu
umsatisfactory (0 accapt either of thess two views. That the hero sess his
“uﬂsambhmu&.am”
Casser is indicated when he asis Byos ©0 dispatch him: "Do't, the tme s
come./ Thou strfi’st mot me, ‘ts Casser thou defeat’s (VE76E. X,
mnwhmMth'&Mtq
ad love with Clsopaten’s, then Antony’s consclous choice 10 defest Cassar
by following his lover into death must be understood as dishonoursbis.



k 1
death is well deserved. Indeed, this is the view that John Dryden adopts in
434). To condemn Antony in this menner, however, is 10 insinuate either
audience 10 view Antony’s attraction 10 Cleopatra as maere lust is indicated

trumpets, amidet a cowd of servants and, appropristely, talking of the
mndiessness of thelr love:
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Ant. There's beggary in the love that can be reckon’d.
Cleo. Hﬂihﬂﬂhﬁfiﬁhhﬂv‘i
11.14-17)

Aﬁlnw:mm:ﬂlﬂw-ﬁ: hﬂn&lt
heaven and the first earth were passed s ; and there
was no more sea. And I John saw the | , DEW

mmmmﬁ ,

Jerusalem,
prepared as a m&rhmﬂ.

wished her so):
Tﬁl’llﬁ# :ﬂldﬂ:ﬁ.
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him “give the gods a thankful sacrifice” and embarks upon a lengthy
discourse on the uncanny ability of the “tilors of the earth” 10 provide new
match is a weak attempt 0 hold Antony and Cassar in “perpetual amity”

o __ Twill o Egypt:
P it e my plsmure
50 many women in his past) he inevitably returns ©©0 his "serpant of old




Thus, 10 accept any analysis of the play which suggests that Antony
is lusting after Cleopatra and his end is therefore well deserved, is 0 render
wmwmuuMmE:ﬂhmthl
informs the audience that Antony has become "the bellows and the fan/ To
wam-m-uudummm Surely four
and why doss Shakespesre waste the entire fifth act locumenting the
artifice of Cleopatra, the personification of “lust” In his preface to0 Thwee
Mﬁmmwmwh&tl_ﬂhﬂh
M“~~b”nmﬂyﬁhm—i
of the whole business” (Shaw socvidi). “Woe ©© the post who stoops 10 such
folly,” he emphatically adds, and thus dismisses the drama with a Sowriech



mm—mﬁﬂmhumhsﬁmm
choilos; the best route, in both cases, is 10 attempt 10 keep the “two interests

Amﬁﬁnﬁhm&n@“nhﬂyhn
tendency 0 oversimplify the characters drastically. Aatony, Casesr,




k ]
side of Antony, yet by the end of the drama we are able 10 see his virtues
as well as his faults. We see that it is possible to be honourable in both

Nevertheless, at times throughout the drama it seems virtually
impossible not 0 become frustrated with Antony’s vacillation. At the
sshamed of his earlier negligence of Cassar’'s messenger and resolves to

SRty
My idiensss doth hatch. (11.130)
mmm kﬂmﬂ Aﬂyhﬁﬁ:

h“ndﬁ-ﬂh
_lﬂﬂh
(01.41.305-100

And | hence Sesth

myﬂwi—‘hhﬂﬁ—i—nhﬂﬁ
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ww-wuwnm

Liketoavw

dual roles of soidier and lover seemms not ®© be rooted merely in a

Cassar, far from epltomising honour, is primarily motivated b
almost anything (0 achieve this end As the drama wnfolds it becomes
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dominion at once, Cassar is patient, and gradually lays the ground-work for
his opponents’ respective falls.

He begins this enterprise by agresing t0 Agrippe’s suggestion that
Antony marry his sister. Cassar is utterly devious in his exploitstion of
Octavia. He bequeaths Antony "A sister . . . whom no brother/ Did ever
love 30 dearly” and later weeps when she departs with her new husband.
Yet, if Cassar is s0 fond of his sibling why doss he give her 10 2 man who,
in his own words, is “t'labstract] of all faults/ That all men follow,” who
tumbies “on the bed of Piolemy,” gives a "kingdom for a mirth,” keaps “the
turn of tippling with a slave” and resis in “the strests at noon" (Liv.9-20)?
Cassar is unquestionsbly aware that Antony will eventually retum 0
muuhumymuw.mh
order t0 secure a mandale 10 turn leter on his partner. Encbarbus astutely
m&wmthh&-m

(Antony] will o his dish agein. Then shall the
md:(khv:&n fie up in Cassarand . . . that

macite suchor of el vctamce. Tk iR Sor

Purthermore, Cosser is uwndehended in his deslings with both
Pompey and Lepidus. After Antony’s return 10 Rome in the second act, he
-nbmdhmowwbm:mu
Pompey. muwuuwmur-qu
huhdnm.ﬁuﬂu-lb“‘w.&b
attack Pompey asew following Antony’s departwse from Rome. Moseover,
mu—wuumhummaw As



MLv.6-12)

m-m?ﬁﬁmmhﬁﬂi_dbyhmqf

thhﬁﬁhhﬁmﬂhhn%u&
m.m&mm&mnhmﬁdﬁﬂh

© become ruler of the world, he displays similer wprightness when he



»
declines Menas’s offer on the grounds that such an action would be

"‘"».".:'Eﬁ‘i.?:&"‘.:‘.“"m.
Mine honos, it. mm‘%umm

Thus, it is iromic when, having just fresd Cassar from csrtain death,
Pompey’s quarry then turns on him and savagely falls 10 his throat. The
wﬂhm&mmmm“nﬂnﬂuh@q«md
mercy has in fact left him open 10 this attack because Menas, who is one of
his strongest allies, leaves him when his advice is not hesded: “For this,/
I'll never follow thy pall'd fortunes more” (ILvii.81-82).

mumac—mmmawsmu
th“hMbmmmMﬁwﬂh
safe in his custody. He twlls an Egyptian messenger 10 inform his mistress
how “honorable and how kindly we/ Determine for her; for Cassar cannot
(ive)/ To be ungemtle” (Vi38-60). The Egyptian hes barely lsft the stage,
m.thm“bm*htMM

Go and say
her no shame. Give her what coméorts

We

The dbmﬂr

Lest in her grestness, by some stroke

&ﬁdﬂ&bz&hh

Would be sternal in owr wlumph. (Vi61-66)
Msmqwmhhl—-“uhh
“bﬂﬁay.—hbnﬂ-uﬁq-. Ner from epliomising

h...&umbhaﬂ.“-iuh-“y

this thou shouldst have done,
not
had



L
unscrupulous.

Antony, on the other hand, is very much the opposite in that, like
Pompey, he puts honour before profit. In fact, if asked 10 single out which
mwm»mummm,ﬁnhu
which is most frequently at the oot of his vacilllation. Within the drama
two views of honour are exhibited. Cassar messures honour in terms of
wuwmmmmma
terms of noblensss of mind. As a result, Cassar is able 0 plow his way
companions’ actions.

Ymkhmnr&amm_h“mrs
mmmwwuh‘h:ﬁyﬂbﬁ
Unlike the staunch Cassar, the hero is 2 men who lives for the moment.

a,
i
i

i‘l}:
i

i
s
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Although Bradiey has captured the esssmce of Antomy's being in this
mhhmhqn:mﬂh&mhh

And for the most, become much move the bether
For being a letle bad. (MM, V.1439-441)




«@

hmuwdmh&mmm.m
hero views homour on two different levels: on the one hand he is
wmmumua.wuammm
Muh“bhmmwm«mmhbﬁ'
honourable in love. It is his honour as a soldier that is at stake in the first
two acts of the play. Mhmmwhbmhws
mhmhﬂhhuhw&dﬁ-a
husband, warrior and ruler. In the first some he is 50 caught up in his
m&mm&mwsw. His fesling of shame
M&Mbwsmhdhﬂnydhhm
some when he attentively lstens © the troubled news from Rome
my.umdmuwmuam
reminder 0 him of his recent neglect of his duty. Not only has Antony
ﬂdhmbhﬂd&dﬁhhuﬂm“hhﬂ
by slighting his wife he has besn the “ignorant motive” of these same wars.
Mw&hbbdm'mwd*hw
mmuwmaumm-m
Mbyhnddhm-ﬂummwy“&
Mduﬂmb“bhch“h“‘ As ¥
bwﬂd&hbﬂa“wmmd
Ws“mhﬂuh“dh“d”o
degradation is compiete. The fact that Pulvia diss befose he has had a
chance (0 sedeam his honowr somewhat is the blow thet rouses; the hero
calls out for Bncbarbus and arremges "Owr quick semove Som hence”



4
motive behind Antony’s decision:
Yﬁhmalkyunh:,
'ﬂ-ﬁ‘hﬂhm folly,
And all the gods go pu!l!pummd

Sit laurel victory, and smooth sucosss
h“dmmﬂ (L#i.95-101)

mmnmhp&hhmm Cassar has
of Antony o the public esr. As Bradiey asserts, the hero “will not pocket
in hs pasting words 0 Octavia: K I lose mine honor,/ I lose myself
point the hero is still very much comcerned with his reputation as a soldier.
!hﬂﬂh.nhmﬂﬁﬂhm“h

During this battle, Antony’s two parcaptions of honour come in disect
followers “Be gone.” iﬁ-m:ﬂmm““bnﬁn
Antony’s pein is more & resukt of his thinking thet Cleopatra hes besn
dishonourable in her love for him then & is & result of his having incurved




“
way of explanation for her behaviour; she merely asks Antony 1o “Forgive
because, 10 him, it is not important. What he wants from Cleopatra at this
time is an indication that she loves him in a way that is both sincere and
honest. ToAnm’,Cwsmuhﬁiﬂmp:ﬂﬁmﬂnibumd
bmsmﬂabmw:ﬁimyz

Fall not a wear, I say, one of them rates

Bven i repeys me. GILLB7) *
ilustrated again later in the drama when Cassar sends Thidias to Egypt 1o
attempt ©0 win over Cleopaira. Antony’s actions in this scene can, as in the
MM»MM-@M“MM&:
accepting “favors” from Cassar’s messenger, he is not furious 0 much at the
messenger's gesture, as at what it signifies. Antony hes just forgiven
m&&*%nﬁﬁ“hﬁiﬁ
paylng homage t©© Casser. As previously, he is hurt because he fears that
she is not honouring their relationship.
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B dIam
O this false soul of | h:;{mm
Wlmuq:hﬂt’d mymﬁaﬂ'dmm
Like a right gi .hlﬂtnhthun
. . - To the young Roman boy s

m&mmﬁqmmmmm‘m

Rhﬁ“ﬂﬁh“m’yﬁk
Lat me not name it o

Mhimyhnh_iﬂmhﬁpﬂﬂ:w&mh

,,,,,,,'wﬂhﬁnﬁhﬂ“h&&hmhﬂg
reciprocated. As he comments following the battle: “T made these wars for
aV.xdv.16-17).

When Mardian tells Antony of his mistress’s desth the hero falls
silant in the overpowering reslisstion that Cleopatra has indeed been true o




4%
him. He has misjudged her harshly and in doing 30 he feels that he has
been profoundly dishonourable. As he ccnfides %o Eros: “Since Cleopatra
dkd/lhnhfdhunhdm&uhpdslmumym'
AV xiv.55-57). WM“&MW:M,M
t00 has no resolution but to die: “Unarm, Ercs, the long day’s task is
done,/ And we must slesp” (IV.xiv.35-36). Thus, content in the realization
Maeopamhnbmmmwmmmuddeﬂunm
doubts he has had about her character. As Bowling observes:

Qmuumo&-mbmm»idpdu&whw.
WMMMI»MMQWWM&
tnger was unjustified. Thus, convinced thet she has not betrayed him, he
asks 0 be carried into her presence. With his dying words, Antomy
indicates that he doss not regret his death:

The miserable change now at my

end
Lament mor sorvow at: but
u [ please your thoughts

i
i
i
2
]



&

Valiantly 1 sh'd. Nwmymhm

Immm (IV.xv.51-59)

Granville-Barker obssrves, the hero had “won much from the world, so
he had much 0 lose” (G le-Barker 435); nevertheless, he dies contented
in the realization that he has, in life as in death, remained true 10 the
T could not love thes, dear, 30 much,/ Loved I not homor more.”

hﬂmghpﬁ(ﬂnﬁdlm;ﬂﬁhnﬂ:uﬁ



is consistent” (Stoll 153). G. Wilson Knight argues thet she is “typical of

“typical® of anything is certainly good advice.

indicated by the changes he malus ©0 Plutarck’s characterisation of the
horoine which are discussed in Chapier ome  (pp. 2130. The moot
important of thess, as mentionsd previowsly, is the dramatiers offort to




®
mm-mywwmumamm.
Hence, while Plutarch explaing the motives behind many of her actions,
Shakespesre either fails 0 put resson 10 action at all, as in the Actium
h&mubdmhwmmum
during HLxiii, when Cleopatra virtually sells herself to Caesar in one
wnddunﬂaoﬁaauh%&u“h“mn

Antony in the next:
Ant. Cold-hearted toward me?
Cleo. Al desr, if ] be g0,
From cold heart lst heaven
Andpz:-ithlhmnd first stone

MMﬂwmdhmvﬂyf Cassar, whose
hﬂd“m“hhd&mum“m
precaution in the last act © emsure that she doss not escape him, is
ultimately duped by the mystarious Quesn. The only characters in the
mm.—»mumoﬂ-uumm
mmuuu—-.wmamum They
“hh‘h““hqﬁhuﬁ.*bmh
merriment and consoling her in depression. Thair lives exactly mievor hers,
8 do their deaths. Yot, daspite their clossness 1 her, oven Chasmisn and



o lose Mm" (Lill.10). Aﬂ.ﬁiﬁhﬂﬂﬁm&ﬁhm

very much a play actress. She flits effortiessly from mood ®© mood,

ﬂh‘mh_p—hh_ﬁhﬁﬁ&Mhhh She
pessed her lips, resclving © play “Sillards” instead. This resclution,
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tidings in mine ears,/ That long time have besn barren” (Lv.23-25). Again,

bhﬁvhh-—phﬁiﬁmnﬂ.byhmh
m“h_ﬂyhi&yﬁmmhﬁnqﬂiHMﬁt
mﬁhﬂﬁ-hﬁlﬂﬂﬂw’ﬁcﬁ?h
hﬁh“dhﬂ:mmhbkh




2

Mess. Mh'i-nﬂﬂhm
Cleo. mumm n thee!

R down.
Mess. Good madam, patience.
Cleo. What say you? Serikes him. Hence,
Horrible villain, or 'l r-ﬂg
Like balls before me;
ﬁ&hqﬁdﬁ.
Thou shalt be whipt with wire, and stew’d in brine,

mhwmm (Lv.60-66)
wesk that she must be helped from the stage by her servamts; in one
assistance.
mistress a description of Antony’s new wife, he has become wise 0 the
is Wiling Cleopatra exactly what she wants 0 hear and the Quesn is
M“wdmhﬂmmnhmm
apast fom his slight blunder in gueming Octavia’s age at Ghisty, (which



3
wdoubledly would cause his mistress’s face 0 cloud over briefly), he
performs his past admirsbly. Cleopatra finds him “fit for business” and
“hm&mwﬂha“ﬂd'ﬁ

Cleopatra may play act, but she is not a superficial woman. Despite
asture. Mxmmuhhw»ggyp-thﬁﬁ

a-mbdaﬂym-dnmbm&hﬁﬂnbiﬁm
ﬁm’d&wmwym

P s

T i, ] i

murﬁnnd-h' aLi-20
mmbh“muwwhf,:,“ o
ﬁ.ﬁﬂm&dﬁubm&m By alming
hmmmyuw.muﬁhﬂ.hh&
© hear: “Lot Rome in Thher melt . . .° She further fortifies her steategy by




4
the stronger his resolution not 0 hesr them becomes, until finally he
dismisses them without even listening 10 “the sum” which he had initially

This scene is typical of her ability to pass trough a varisty of moods with
astistry 0 sarve her instinciive passion® (Knight 296). As the scme begins
hMiﬂhﬂﬁmﬂﬁh—wm
struck Antonty, sends Aleas 1o find him with the following instructions:

Ses whave he s, who's with him, what he doss.
I did not send you. ¥ you find him sad,

mask -

peint for action™




&mdﬂﬁ“h“ﬁhhhhﬂy
muamh%mbhhhﬁmuh
him in Bgypt When he first approaches she thresitens 0 faint, then she
m»wwnd:ﬂﬁ.cﬁg&ﬂhﬁdhym

WMMMHhiHWHﬁﬁ;hﬂMsM
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ﬁmﬂm,ﬂwﬁﬂli:ﬁnﬁ-mwb:h:ﬁtﬁm
ﬁmﬂlﬂm_ﬁnzl:?i

& yﬂﬂlhﬁ 'd, but there’s not it;
you know well. S_thh!wuﬂdﬁ
-{ﬂﬂﬁhnﬁ?_y
And am all forgotten. (Liii96-91)

hﬂ:-ﬂ_ﬂﬁ Unlihe Platarch, who contine
_nm-ﬂﬁ-i—pﬁﬂn-ﬂ_ﬁp&;
character 0 the andisnce. As & vt hese is a great deal of sspense
possent in he drama which is not evident in Nortl's vession of the stery,
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jeopardize their entire situation. Indeed, it is virtually impossible not to
ﬁﬂsuhmmﬂﬂhmhhhﬁﬂﬂh
mﬁhm&h!gﬁhbc‘m:wﬁmﬂhh
Antony’s final military downfall. Yot noticesbly, in none of these cases is

Cﬂhﬁhmnnhﬂhnﬂhm
h&nﬁﬁ@hnﬁﬂuﬁ“hﬁﬂ
eplanation. Yﬂ.ﬂﬁmmw Perhaps she was






»
but it fails t0 take into account the remainder of the drama which indicates
in no uncertain terms that Cleopatra would never sell herself 10 Cassar. To
Cassar” in the last. m:mmammn
m&uhcw:hlﬂ;ﬁmﬂﬂm&:wmﬂdnmﬂmh

Muhwumhﬁhmmﬂﬂh‘ﬂ
mMu&MthﬂyMHmmm

hwﬂhhmnﬁmhwﬂ-ﬂﬁhﬂ&



(Which shall be found) d‘d:‘:ulpou
never
?vnlud dw:h&mt,’:d&u el
'ould not be purg’ sent was dead
avm’.?'i:-

KMMMW&)QMW:MII:M
wuummuuwmumw
maumaummmw.m
In fact, he does neither. The audience is left wondering. Centuries of
criticiem have not rescived the question. The truth is that there simply is
0 explanation provided. |
mumm,uuhumuu-
mummuumamummnwu
umbmwwam. When she encounters
hm*hyﬂhdhﬂuﬁ”mamh&
mmamuuum-ﬂm.w
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dumbfounded. There is no time for play-acting. If she truly was frightened

The evidence that she does not intend 0 drive her lover 1o suicide by
with the infuristed Antony. Noticeably, it is not Cleopatra who
sterminds the fatal plan to flee 10 the monument. She is frightened,
bewildered. &ﬁhmbﬁﬂﬁgﬂmmhh
plece of advice that comes her way:

Cleo. H-biﬁ.nyw(_! Q,b’nmm

Char,

mn&mmh

ﬁnlhﬁﬂdﬁh“nqﬂhmﬁqd
ﬂhbﬁiﬂmhﬁhﬁ;
h”*hﬁhhﬁmhmhhﬂnh
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Osam,

The varying shase ot workd OV Sy 8 "2
Moreover, the elevation in mood is visually underlined by the physical
again. Cleopatra expresses her admiration for Antony in some of the finest

!g—ﬁg"uh;m Ehl-h.mv.svm
There can be o question as (0 the depth of Cleopetra’s sincerity here.
Without Antony the heroine is no longer a Quesn, she is "No more but
(Wen] a women™ (V.xv73). In her final spesch she is sober, determined.
grimly rescives not only 10 perform i, but 0 do 90 in the noblest of



It is loft, then, 0 wonder at Cleopatra’s hesitations
© commit suicide* ﬁnﬁﬁhmbhﬁqm
mmm’smmnm“mﬁm
ﬂ:ﬁﬁlhﬁtbhﬂhh@hhhﬂf.ﬂm
ﬁmﬁg“nhi—gm-ﬁ-ﬂm
hhﬁﬂhﬁﬂﬁhhhﬁnﬂhﬂﬂ
éﬁjﬁnﬁ-t‘:‘nﬁ'sh_-iim“bm& Indead, ¥




mmﬂmumc—:ﬁ—-&r
u toll him

!mbhﬂlzr:dl_iﬂn
The greatness he has got. | Joarn

A doctrine of obedience, and wa d gladly
Look him 'k’ face. (vsm -

then draws a dagger on herself in the next moment when she s
her statement of subservience is a ploy ©0 trick Cassar into thinking she will
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plan, she attempts t0 make a quick end of herself.
&hmmﬂhhmmhmcﬁm
the incident involving her tressurer, Seleucus (V.ii.111-190) Ironically, in
effort 0 fool each other. Cassar is attempting 0 convince Cleopatra that he
h_imﬁ&p_pﬁlrmﬂﬂﬂnumwj.lﬁ-m
mgm_‘ﬁhﬁ.kmhm@ﬁ

m“t:iﬁ'ih_:bpﬂhwm Yot this

hmﬁqﬁtﬁhlﬂiﬂnpﬂﬁﬂﬂuﬂdﬂm

~ﬂtnbﬁkmmhﬂ-bmh
Now, Iras, what thini’st thou?

Thow, an Bgyptian ﬂbﬁlﬂ
L;ﬁﬂgl e diaves




greasy aprons, rules, and hammers shall
us 10 the view. In their thick breaths,

(o3 1 drink thae vepew. ¥ 29921

Ultimately, Clesopatra’s hesitations in the final act can be attributed 1o three

her women 0 follow her, and the fact that the preferred agant of death,

which she has already arranged 10 be delivered 10 the monument, has yet

0 arrive in the Clown’s basket.

may even remain sceptical in the last, but all misgivings about ¢

bvqﬁcny&nm,.duwbﬁﬂ,hgﬁ

approaches death she is unwavering:
“’W":‘:muuﬁu
TS R

Now she is Antony’s bride; before she applies the asp she dresses in her

comel/ Now to that aame my courage prove my tide! (V.4L.207-200).°

EFEs

gy £ ol S R e r.-..,-"-?'a...""'.. XL X T
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Anhy’ _’”’ but not gﬂlﬂtwﬂﬂh
o "ﬁ=ghﬁ1 &-gl::

TR & T R e e
Ultimately, (0 recognize that Antony’s fascination for Cleopatra had its great
side we mamt also appreciate that it was based on a true instinct, that his
vindicates her love for him. The tragedy is thus perfectly balanced and in

hmmﬁg&p—u-hﬂmﬂhm——m
ﬁ-hkﬁ#lmhmﬁnmj;,

ﬂ_hh_&q-huchhd-m
‘peincess/ Descanded of 50 many voyal kings” (V.11.326-327).




Chapter Four

Happy Valiancy: The Style of Antony end Cleopatre.

wsmmwmwwmum.
by their imaginative aspirations and “immortal longings,” ome o
Mmmumm&rnym»wyb
MM»M&MM&NP&. That this
uwu—.mammma-um
mamwuwaum.w but thet it
umm,w«muwomuuuu
poculisr manmer in which the tragedy is presented. Samuel Taylor
Mw”md&ﬂhamﬁudcﬂh
characterized the style of the play thus:

What Coleridge is seally drawing attention 10 here is the fres and easy style,
the racy quality of mwch of the dislogus, siuations and characters which
together make Nght of those aspects of the drama which might otherwise be
fe © be seifcondemnatory and monlly repsshensibie. R is precissly to
Put the sudience In the proper frame of mind to appeeciate the wagady of
the lovers that Shaluspesse employs & mixtwe of cymicem and mechery



side of the story.

Throughout Antony and Cleopstra the quantity of d
mﬂﬂqﬂﬁﬁmhiMﬁ'MH
is a certain degree of “reckiessness”

Chmhy-yﬂ_lrEMﬁ:m
(VA.219.221), Rackin continuss: “That bey is a verb is no anomaly in a play
ﬁ“m“nw-htﬂh“ﬁ‘w
the damp of might upon Emcbarbus® (Rackin 201). I addition 0 such
eample, Casser, perhaps the most formal of all the characters, refers to
m:-ﬂﬂ-‘nh“ﬂhh&ﬂwmﬂ
mdhmmhmaxm In the final act, such
ﬁﬁlu&ﬂﬂh“mm




lms. Not in my husband’s nose. “(1L14.95-61)
Mmlyhﬁym“hlv.whnm_ﬁh
Clss. As well & women with an eunuch play’d ,

Mer. Aswell 281 can, madam. ~ 7 7




mmpcn—rhy‘:’hd:ﬂibm
I-k;imﬁdhﬂﬁaqp’d. (Lii.226-228)
MﬂhﬁfmmhMEﬂﬂhh
that the "wicked word is not mentioned—in ’mmmmm
mmmhwmmg-m
Colman asserts in The Dramstic Use of Bewdy in Shekesposre, 10 evoke "a
becomes difficult 1o criticise the protagonists even ¥ we do find them o be
In addition o0 the salacious atmosphere of the drama, there is an
overall cyniciem evident in Anteny and Clospaire which is not as apparent in
the other tragedies. This cymiclem Is eosded at different times by mamy of
the characters, but is particularly attributable 0 Enobarbus, who offers a
_Mh'ﬁ-&tﬁm-ﬂvun-hm-i




! iy near the center of a comic recon

dmhwyh“hﬁﬁﬁhhp“ﬁwﬂ
in the preceding some:
Ant. 1 am sorry ©0 give breatl 10 My purpose--
Cles. | e away, desr Charmian, I shall fall
™ & clomot be s T, e e ok
Wil not swstain it 15-18)
& convenient cccwrvencs:




This pessage is again typical of his spesches throughout the play in that it
for years, his wife has besn the chisf cause of the current wars against
dead: “There's a great splrit gone! Thus did I desire it” (111122). R is no
Shakespeare achieves through Encbarbus in both these instances, then, is to
(Clecpaira’s Wendency 10 overreact extravagantly to situstions and Antony’s
unjust trestment of his wife) and 0 make us join with him in laughing at
therefore significant that although he often draws the sudiency’s attention o
the protagonists’ shortcomings he is also frequently assigned spesches which
Swtete Goir grestness. Thus, whils he may ridiode Cleopatre’s




Hop ﬂuughtll:"h'

paces street;
And lost her breath, spoke, and panted,
That she make defect pes
And pow’rhud;z)m

correct.  As noted in the first chapter, it is Encbarbus who foressss the
mdwsmh'bm-ﬂhmm&mm
to fight by sea at Actium. In both cases his opinion is validated by the
mﬁh“nhhm“m&w
instead he says virtually nothing and quiety resoives 1 “yet follow/ The
wounded chance of Antony” (ILx.3¢-35). When his master displays
Maﬁqwmwsw“m
ddbbuhbhhubh&m“ﬂ*
&Mbckﬁ.“uﬁy“mh
Wh.ﬁhb‘ll.mhbnb'ml



75
is at this point, however, that Shakespeare tips the tragic scales; rather than
emphasizing Antony’s failings, Enoberbus’s desertion serves only to
illuminate the hero’'s generosity and heighten the lramatic impact of his
mistake. Cassar will offer him “entertainment but/ No hon e trust”
(V.vi.16-17). Yet it is the arrival of one of Octavius’s soldiers with the
bcusoahgplopdy;bmyh&nhghhbnﬂhﬂymmn
on the verge of losing the Roman empire, but in the words of Cassar’s own
the greatest testament 10 Antony’s excellence. As Duncan S. Harris observes

the seedy side of the drama and the individual who helps bring the



2
wmmmhmﬁthmthhm
frame of mind t0 appreciate the play. In particular, the dramatist creates a
really quite frivolous. kmm:mhﬂmma
councils or any impressive pageants. hﬁhaﬁhmwﬁ
mmm_ﬂw-mﬂmmmm
mﬂuﬂumwhmmﬂm/mmﬁmw

m:mhwﬂ:hhm_ymyhﬁﬂdh
wuﬁpmﬁﬁu—pdhllymhmrmvﬂ
dﬂﬂnhﬁﬁ:mﬂylﬁhmhkﬂpﬂynmﬁ
of the Bgyptan world; indesd, she sesms 10 have little else %0 do but




|

which the considerations and responsibilities of and
future do not exist. (Simmons 49¢-495) past

ruling spirit of it all.

Mnhymmm 7,,’]_"&,@&“‘"
Mwmmhwlﬂdmﬁﬁ
mmmmgmuum—pﬂ,m&qu
m«uwﬁq&m

mm—nﬁlhnhh ,
¥, you may, when you hear no more words of
pey, return i again.  You shall have time 0
in when you ha ‘alos o

12‘

mpﬁ: :‘hpi-:h

4
!f

i

m.hummmysmwnmumm
Mhmﬂyﬂﬂgﬁhhﬂ“bﬂhm
pressing matters.



7
mmhhwuﬂamhmmbhm
mﬁmmwmmm;kﬁpim:m

OLvii123-124). mmnmmuhﬂ&hmm

Even the most rigid of the Roman characters, Octavius Cassar, is not
immﬁhﬂunﬁd:ﬁntﬂﬁ“hdtm He may
mm;hmﬁﬂhhﬁ-ﬂmhﬁ‘ﬂv&ﬂhmy
kﬂnpﬂynhy&pﬂqmpﬂyhn-hqh
conferences. Eﬁh-pﬂymm.hihﬁﬂ-_p-n
caich Cleopatra for his victory procession in the final act. Indeed, a good
Gw:mﬁmhiﬂmhhmhhh
duped the quesn, as is indicated by his cond mding perting semarks o




her and the fact that he leaves her virtually unguarded:

. be cheer’d,
Make not your Mmpﬁmmd‘m

mm&b m\ulwl’cd.adchq.

Our care and is 50 much you,
That we your friend, 80 adieu.
(V.ii. 186-199)

Certainly Cleopatra is not fooled by this spesch, and she says as much as
s0on as Cassar and his train have departed: "He words me, girls, he words
me, that I should not/ Be noble 0 myself* (V.i191-192). The somewhat
Mhmhd&hhhﬁ“hmhdhmm
and all of his armiss ultimately fail in their sesmingly simple task of
preventing tiwee imprisoned, unarmed women from taking their own lives.
The comedy is heightened by the fact that, as J.L. Simmons observes, "a
clown appropristely brings on the means of death” (Simmons 493).
Nevertholess, Shalwspeare doss not let comedy have fres reign. Even

hmm&hWMa“mmw&l
hmwlﬂhu-dmhaﬂ-udmpmdﬂy. This
is evident when Charmisn and Iras are discussing their futures with the
Soothsayer in Lil. There is a definite sense of foreboding when the fortune
teller predics Charmian’s fate:

Sooth. You shall cutlive the whom you serve.

Char. O, encellent, [ love long life better then figs.

Sooth. You have seen and prov'd a fairer former fortune
Than that which is ©0 approach. (1.1.31-34)

Not only do the Soothsayer's predictions prove accurste, but even
w-mmuuwuauuum.uy



hn&-mhmmlﬁuﬁm pared conversation o

mm-ﬁhpﬁ---hhmﬂhm
R S
T

victorius from the wars against Pusthia. The effect is © bring the sill

chuckling sudience 10 earth with a resounding thud. Yot even this scane
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nmmm -ﬂhr'
Should my performance perish. mn!za

Thus, throughout the drama there is always an intermingling of the trivial
and the serious. Dy sinister suggestions and postic richness the comedy is
kept within bounds, yet it still serves the function of allowing the audience
0 view the play critically but with humorous detachment.
ﬁmmt-,h—-unm-na-pn Ris

mpﬁphm_mnqtﬁptﬂﬁnwtﬂme
m:qﬂmm&iﬁym”biﬁth
*ﬁ’llﬂlﬂﬂhp&fihﬂh“—ihhﬁﬂ




a2
astonishment at the powers which created it (Bradley 85).
us. mhmﬂmhhuﬂqauﬁmmﬂbmhmmt
the inherent greatness of something not in every way great, 10 reveal the
nobility buried underneath the dross. His purpose is 10 show the besuty
S eare’s object is not ©0 present ideal characters or 10 lay down rules
of conduct He recognises the complexity of human nature and merely
shows us what he admires and asks us 0 admire it also. Although the
love of Antony and Cleopatra doss not conform © the norm of moral
behaviour, it is genuine and has a truly heroic and seif-trans
it mghtmaghmmg-ym-mmyum
style, 50 his protagonists live their kves: with lighd
“mhm‘ﬂﬁﬂmﬂh‘mmhm
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