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INTRODUCTION

The purpose of this paper is to suggest the theme of
Antony and Cleopatra, the historisal Roman play by ¥illiam
Shakespeare.

This study should give students of Shakespeare a better
understanding of the nature of this play’s herec and heroine,
There are differemces of opinion and some ambiguity sur-
rounding the play. Many orities view the play as a kind
of lyrieal poem, exalting love as the greatest value in life;
and this value is triumphant over death, These romantic
eritiecs hear and agcept what Anteny and Cleopatra say about
their love, for most of the time the two lovers exalt love
above all else in the world, imhdinsthnpmuorm!
Other oritics make realistic observations based on the actions
of the lovers and view the play as an exposure of human weakncns
and sorruption. The soldiers in Anteny’s own army condemm his
love of Cleopatra becsuse to them Antony's actions are
dotage and debaushery. Yet ve see the two lovers oall this
love divine, Which view 1s correst? A rational view is
expressed by Willard Farnhams

mm does not mze his tmeﬂ s
g of the m mw&ﬂm L“ s

or world mllslhi'p that takesn p‘.l.aoo aﬂu‘ he bas
Cleopatra,
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G. Wilson knighz sees the play as stressing the trans-
figuration of man under the intense ray of love and poetic
vision:

Ant and Cleopatra discloses a vision rather

veraaiisEIcis nature itself is here transfigured,
and our view is directed not to the material alone,

nor to the earth alone, but rather te the universal

elements of earth, vwater, air, fire, and musiec, and

beyond these to the all-transcending visionary
humanism which endows man with a supernatural glory.

The vision is eminently a life-vision and a lovew-visien:

and our love-theme ranges from purely sensuous delights

to the rarefleg heights. . .of intense spiritual
eontemplation.
This paper will oppose the view expressed by Knight and
support a rational view of the play.

A situation quickly develeps in the play where Antony
is caught in a oconfliot between his love of Cleopatra and
his duty as 2 Roman socldier. Cleopatra represents a sensual
power that is the driving foree in the deatructlon of Antony.
She will have her hero, and in having him she destroys him.
Standing opposite Cleopatra 1s the reason and power of Rome,
the other side of Antony's nature. Octavius and his sister
Octavia are symbolic in the drama of the Roman traditions
and virtues. Antony 1s faced with a cholce: he may not
have both Cleopatra and his stature as a noble Roman. This
unresolved confliect develops a dual nature in Antony that
leads to a loss of jJjudgment, which is the ultimate cause

of his tragedy.



CHAPTER ONE
VIEWS ON THE THEME

The mogt defensible hasis Tor the theme of Antony and

Cleopatre is the unresolved conflict of Antony. He is

attracted one way by his sensual nature, represented by
Cleopatra, and is influenced oppositely by Reman traditions,
ghown by aetions toward Rome and by ceontrast with Oetavlus
Caesar. His lack of unity causes the hero to vaeillate
between the choice of pleasure or reason, thereby causing his
Trustration, his loss of c¢clear Judgment, and his ultimate
destruetion.

At Actlum the force of his sensual nature entices him to
flee the battle and follow Cleopatra. Cleopsbtra winsg the
love of Antony but destroys him in the proecess, for Antony
dies in the arms of his lover while he wishes to be remembered
28 a noble soldisr of Reme. Cleopatrs, nov without her
protector, destroys herself rather than face publie display

in Caesar's triumph.
The Romantiec View

The strong demanding passion of these lovers causes meny
eritics to look upon that love as a purifyinz flame or as the
eternal dladenm of life: Antony and Cleopatra may lose the
world, but the vorld is well lost because their love is

infinite. 5
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Donald Stauffer takes 2 romantic view by seeing the play as
a dramatic romance:

He [/ Shakespesre /dares to reverse the classilc

tragic pattern, to suggest that the quality of

intensity of an emotlon ig superlor to the

countling-house reckonlng of a soc¢lal reason.

He / Shakespeare Jwagers all for love. . . .

the play 1s not the next-to-last of the troge

edies, but the firft‘and greatest of the

dramatic romances.
Stauffer thinks that Shakespeare makes passlion larger than
the world snd ". . . wagers all for love."® The love of
Antony and Cleopaztre becomes so boundless that death has
little meaning to them beeause ". . . these lovers, far
from fearing death, embrace it as a third lover,"? sccording
to Mark Van Doren. We have a2 simllar sentiment from G. Wilson
Inight, who states:

. « . nature ltself is here transfigured, and our

view 1g directed . . . to the all-transcending

vislonary huma%ism which endows man with a super-

natural glery.
To A. C. Bradley the lovers become ", . . vietims of passion;
but the passion that rulns Antony also exslte him, he touches
the infinite in it . . . ."5 This idea applies not only %o
Antony but to Clecpvatra. Thornas Melarland belleves that a
transformation of trandcending quality also changes her nature
into spirit itself:

We realize at last that Cleopatra's infinite variety
encompasses not only variety but infinity.

Dover Wilson adds that the lovers ". . . triumph over Caesar
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and every other politieal ‘ass unpelicied! who finds in 1ife

no purpose but an extension of his own tethered range upon

this 'dungy earth'."7 M. R. Ridley attempts an objestive

view of the play, but he calls it a love tragedy because

“The magnanimity of Anteny sets him above fate at last, and

the death of Cleopatra is her triumph. We see these lovers
hasten to reunion 'where soulg do couch on flowers'. . . "0

In an objective appraisal Franklin M, Dickey observes that

the romantic eritics de not admit that so rapturous a love

can be degenerative, so that if Antony and Cleopatra lose the
vorld, the vworld is well lest, Qom@arad to the passionate glory
of love, life itself 1as dross and the play is beyond geod and
evil, Conventional morality is therefore teo paltry a measure
by vhieh to judge the imperial lovers, Franklin M, Dickey says,
"At its extreme this eritiecism sees the play as an almost
mystieal exaltation of passion and Antony and Cleopatra as
canonized martyrs to love."

The Rational View

The romantie interpretation is answered by erities with
a rational appreagh. Willard Farnham explains this view:

Largely beeause Shakeapeare takes care to
give his here and hereine regal natures that demand
expression, Antony and Cleopatra is not a drama in
whieh the wor 8 Well lost for love, That is, it
does not show the world to be, to the losers, as
nothing when compared to their love, Ve sertainly
do not find Shakespeare implying that the world
vhich 1s fin&lly lost to Octavius weighs little
in the balanee against what Antony and Cleepatra
find in each othnib He lets us know that it weighs
‘very mush indeed.
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Some romantic interpreters also place this love above moral
Judgment; Franham says, however, that the Tinsl effect of

Antony and Cleopatra does not seem a romantic cleansing of

the lovers' faults:

Certainly the spirit in which he / Shakespeare 7

deals with thelr faults is not that of the prezching

moralist; bub nelther is it that of the preaching

romaentlieist who, becsuse of sympathy for Antouny and

Gleapatrai;would free them from the Judgment of the

moralist .+t
According to Willlam Rosen, we must gquestion the power of
paseion's nobility to absolve mon from all dutys

If we were to concentrate only on the imagery of

love, negleeting dramatie context, there would

be the danger of extracting Cleopatra's helghtened

vision of love, so magnificently phrased, to zrsue

that the playvuright presents it as 1life's highest

value, more real than soeclety or moraliﬁy.lE
Soclety cannot be diasmissed Jjust because Antony bends to his
sensual noture, for he wishes to regaln his herolc past and
his stature es = noble soldier. The rational view is also
supported by the traditional charaeterizatlon of the lovers,
for Franklin Dickey notes the following: "Traditionally Antony
and Cleopatra are examples of rulers who threw avay & kingdom
for lust, and thls 1s how, desgpite the pity and terror whieh
Shakespeare makes us feel, they sppear in hils play.'13 Willarag
Farnhan supports this view by showing how the Elizabethen
writers regarded the lovers:

Elizabethan vwriters who found cause to mention

Antony and Cleopatra in pasgsing vere apt to deal

harshly with them: Antony was "besotted" upon
Cleopatrs and lost fame, power, and 1life through



"blind lous" of her; Cleopatra, "Antonius Larlette,™
wag & woman who worked mischiefs "by subtill meanes,"
and 1%t was known that there were /"horrible murthers
she had dehne to manye Princes and noble men of 51l
countreyes vhere she came"; Antony and Cleovatra
got "that punishment which they both deserued,” a
punishment that was one of "Gods heauy judgements, 14

David Cecil places the love of Antony and Cloopetrs in second

place behind the politieal struggle between Antony and Octavius.

With him /" Shakespeare_7 the love-stroy is seen slways
in its relation to the rivelry betveen Octavius and
Antony. A large part of the play ls coneerned with
this only, and not with the lovs=story =2t a1l. . . .
Shakespeare conecelves his play as 2 _piece of hilstory;
1ts interest 1s largely political.ld

If love 1s the maln theme of Antony and Cleopatra, Cecll says,

"Shakespeare 1s shockingly careless about sticking to 1it.
A large part of the plot hasvnothing to do with the love=-
stary."16

The love of Antony and Cleopatre has a paradoxical nobility
that 1s capable of creating eyupathy and admiration, yet
the love 1s deeply flaved like the lovers themselves,., Farnhem
notes that sentiment was not the tendeney in Shokespeare's
age;17 g0 we may doubt that Shakespeare planned to wash
out the faults of Antony and Cleopatra. Althouzh Dolora
Cunningham thinks Cleopatra's actlons are comparable to those
of a penitent Ghristian,18 Dover Wilson says that "The religious
and ethical tone is in faet pagan. . . 19 Esgentially the
play ie a panorama of the Roman world in vhiech Antony is
faced with a struggle between the antithesis of passion or

political power, Antony tries to unite the two elements,



Jﬁbut he loses his pover at Actium and finally loses his

passionate happiness,g A ratlenal view of the play does

not exelt the love, b&t'views the aetion as a drama of

human weakneses. There ig no signifieant change or tramsfiguration
in Antony erzeleapatra, Cleopatra enjoys the physiecal passions
and love of 1llife in bringing the Roman to his end, but Antony K4
dles desiring an honorable reputatlon as a soldler and does

not seek to glorify his love. Cleopatra in her death seene

does try to glorify tﬁe love but fails to sustaein the vision

zand dies wilth her conslistent flaw of gsenguousness.



CHAPTER TWO
THE NATURE OF ANTONWY

Antony's great confliet 1s the capaeity of responding
not only to the itraditions of Rome but alse te the sensual nature
of Cleopatrs. But he ecannot keep his balance while trying to
bestride both natures.

Lawrence Bowling observes that every orgsnlism or orgone-
ization must maintain perfect unity if it 1ls to function
prcperly,1 Antony can have only one center; for if two
elements of his nature sttempt to function as dual centers,
the result is duality and disaster, not unity. As a seoldler -
of Rome, Antony hes been dominated by Romen tradition; but
at the opening of the play Cleopatra's seductiveness has
incressed the sensual in Antony. Hils passlon i1z becoming
stronger, For Antony shouts, "Let Rome in Tiber melt., . .M
(1.1.34).2 Yet Antony understands his dangevous positilon
because moments later he remarks, "These strong Egyptian
fetters I must break, / Or lose myself in dotage" (I.11.119-120).
The opposltes of Rome and Egypt merge, unite, and fall
apart within Antony, aeccording to Jobhn Danby, who says,

"They enable him /“Shakespeare_7 to handle the reslity he
is vriting about--the vast containing opposites of Rome and
Egypt, the World and the Flesh."? Thomas MeFarland sees

a love versus world pattern in Antony:

9
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Love and the Werld, striding forth almost

like personifications from an old mopality
play, contend in Antony's mind for domination.
With 2dded dimensions, tronsfigured intso the
love of Antony and Cleopatra, and the world
of Ogtavius, the struggle breaks from every
point in Shekespeare's pattern; and when this
vattern Imprints its form on the stuff of sur
oun experience, the struggle, ever reneved,
finds in each of us 1ts agonlized caunterpar%. .%o
The world is viewed as virtuea the love of
Antony and Cleopatra as lust.

Antony hes no method of expression except as Romen or
Egyptian, and he cannot maintein his balanee while he
walke the tight-wire of these twe opposites.
The unibty of the play is the structural pattern of
opposing velues, Rome and Egypt, revolving around and within
_ Antony. He desires fulfilment of his sensual manhood and
feﬁainmént of his kerolce Romen virtue, William Rosen
comments on the two Antonys, one of Rome and one of Egyph:
There are two Antonys: +the illustrious public figure
of the past and the detadent private Plgure of the
present, the Antony of Rome and the Antony of Ezypt. . «
Part of Antony endorses the soldier's idesl and urges
him to return to public life, reecapture his reputation
s peerless varyrior snd become the magnlificent man he
ugsed to be. The other part of Antony yields to private
smotion, the alluconsmming paseion for Cleopatra, and
urges him to love in the grand menner, to deny and
exclude the outslde world and ¢reate s romantie parmdise.5
Yot we moy not elassify the conflict as 2 completely external
one between Rome and Egypt. "It is o eonflict within Antony's
owmn being. o M6 sayes Alan Warner; and Dean Lyman calls
Arntony am.uﬂmeéiiaﬁivei'uﬁrefleaﬁive Hamlet.,! Antony is faced
v
with the two external forces, but he cannot mske the mental =

cholice for one over the other. The doctrine of duality
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is therefore asserted as the theme: Shakespeare portrays
v

Antony oe responsible for his own tragedy by Antony's v

failure to reconeclle the two opposing elements of his being.
¥ pextual Support For The Theme

First impressions of drama ave of prime importance; so
Shakespeare asserts the theme st once through the indignent,
hsrd-natured Roman soldiers. Phileo labels Antony ". . . the
triple pilllsr of the world transformed / Into a2 strumpet's
fool" {I.1.12-14). Philo heralds the characteristic attitude
of the Romen miné,g as he Introduces a world placed in per-
petual contrast: +the epposition of Romen and Egyptisn reflected
4n the conflict of Antony. Willisom Rosen comments on Phild's
role:

fPhile g words constitute a kind of prologue to the
¢fartheem1ng action, And since his speech 1s

addressed to soldiers and audience alike, ve, the

audience, are asked to view the ensuing performance

in 2 very particular way: to determine vhether

Antony and Cleopatrs, in their vwords snd actions,

elther confirm or éeny Philots Judgment.-

Throughout the play Antony alternately confirms and denies
the judgment of Phile. His first move is to confirm the
goldier's belittlement, Tor Anﬁony rejecks the messages fron
Romej but his dual nature is soon indicated by Cleopatra:

He was dispos'd to mirth, but on the sudden
A Remen thought hath struek him. {1.11.86-87)

Antony aecephs the messages, learns that Fulvia is dead and



that Poupey 1ls threatening the emplre-~Rome and reason c¢all.
He must lesve Cleopatra not only for Romzn business bul also
because he knows "These strong Egyptlan fetters I must break"
(I,11.119). Yet before Antony leaves Cleopatra his sensual
nature forces him to admit:

. Our separetlion so abldes, and flles,

- That thou, resifding here, goss yet with me,

And I, hence Tlestling, here remaln with thee.

Antony hurrles to Rome, and vwe see hlm as a Roman; vyet
underneath we stlll feel the sensuel nature ealling from Egypt.
Indeed, the Romans do not think Antony will leave Cleopatrs,
for Pompey remarks that "Mark Antony / In Eaypt sits at
dinner, and will make / Ne wars without-doors. . ." (II.1.11-13).
Caesar also has a derogatory view of Antony's actions:

It is not Coesar's natural vitce to hate

Cur great competitor. Fyrom Alexandyria

This is the news: he Tishes, drinks, and vastes

The lamps of nilght in revel; 1is not more man-llke

Than Cleopatrs; nor the gueen of Ptolemy

More womanly thanm he; hardly gave audlence, or _

Vouchsef'd to think he had pariners. {I.1v.2-8)
Octavius and Antony meet and seal thelir differences in a paet
ageingt Pompey. Wlllard Farnham thinks this implies a recog~
nition by Octavius that Antony is hic equal. It is a ". . .
willingness on the part of Octaviug to let him hold sway in
the Fast so long as the terms of an allliance are duly kept.
Thus Antony rises to undisputed eontrol of half the vorld . "10

The triumvirs form a temporary compact whieh only averts for
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the moment thelr own disputes due to Pompey's bid for power.

Pompey makes this judgment:

. » slesser enmitlies may glve way to greater.

Were't not that wve stand up against them all,

'T were preghnant they should square between themselves,
(II.1.43-45)

Antony and Octavius are reeonelled, and they seal the agree-
ment with the marriage of Antony to Caesar's sister. Ve
soon learn, however, that thils union will make confliet
inevitable between Antony and Qctavius. TFnobarbus says,
"But you shall f£ind the band that seems to tie thelr friend-
ship together will be the very strangler of their amity. . .M
(I7.vi.127-129). Antony will ruin the alliance because "He
will to his Egyptian dish agein" (II.vi.134).

In the barge scene the sensual Antony emerges: he
leads the drinking, singing, and dancing. Willard Farnham
says this scene is one of Shakespeare's masterstrokes, since
character revelation mekes it a cruelal seene in the play.

Antony 1s thoroughly in his element, all too

willing to put the ecares of the world eout of his

mind and exerecise his genius for revelry. Poor

Lepidus goes dovn and out, no more able to succeed

“in a drinking bout than in a bout for world ruler-

~rghip. Ponmpey shows himself incapable of wimning the

“ world by ruthlessness, which is the only way he ecan
possibly win it. At the end of the scene 1t is plain
that Antony has nothing to fear from Lepidus and

Pompey and everything to fear from Octavius. In the

course of the secene Octavius reveals an ominous

ablility to remain master of himsell and keep graver

business in mind. Antony dominat§? the revelry, but
Octavius dominates the gathering.

In Act ITITI we see the deeline and fall of Antony, and

o

the end is in sight. Octaviaz beocomes a wedge between Antony
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and Caesgar, as Caesar had warned; for Caesar had earlier
stated, "Let not the piece of virtue. . .be the ram to
batter / The fortress of it" (II1I.11.28-31). Vhen Caesar
and Antony again drift apart, Octaviaz goes to Rome as a
mediator. Without Octavia's kunoving, Antony returns to
Egypt, where he glves Cleopatra rule of several countries.
This betrayal of his Roman obligations slights QOectavia,
angers Caesar, and staris a war for the entlre Roman world.
Ponpey and Lepiﬁus, having been dlanosed of by Caesar, are
now out of the plcture.

As the Battle of Aetlum looms heavy over the lovars,
Intony determines to fight by ssa desplie warnings from
Enobarbus, Ganiéius, and a common soldler., He has no reason
for fighting by sea; bhis mind seems o blank. The sensual
nature is dominating hils nilitary logic. The fatal declsion
of Cleopatra to enter the battle 1s enlightened by the
exchange between Cleopatra and Enobarbus:

Cleo. T will be even with thee, doubi it not. . . .

Thou host forspoke my belng in these wars,
And say'st it 1s not fit.
Ino. Well, is it, is it%?7. . . .
Your presence needs must puzzle Antony;
Teke from his heart, take frowm his brain,
from 's time,
What should net then be spar'd, He is alresdy
Traduc'd for levity; eond 't is sald in Rome
That Photinus an sunueh and your malds
Wanage this war, {IIT.vi1.3-16)

The lines indicate the sebiing forldiaaster. Antony falls
to free himself from Cleopatra and turns from military customs

that have mede him grest. He takes Cleopatra into the Battle
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of Actium, and she causes his loss by fleeing when she knows
he will follow. Joln Munre points to this episode as the
turning peint in the play:

The turmning-point is the disaster at Actium,.

After that, Antony's ancestral guardian spirit,

Hereules, and his own genlus for command in war

and government in peace, desert h*g. The might

of Reme is then bound te prevail.
Antony's sensual nature eontinues to dominate his tradition-
oriented mind because this orisis sees Antony give himself
more completely to Cleopatra. Anteny says,

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

All that is won and lost: give me a kiss,

Even this repays me. {IX1.x1.69=T1)

Anteny is sliding rapldly downhill. His request for
gingle combat with Oetavius i1s ridieulous. "Caesar, theu
hast subdu'd / His judgement toe" (IXI,xi34.36), comments
Enobarbus, And Cleopatra provekes Anteny to anger at last
vhen she allovws Thyreus to kiss her hand,

You weré half blasted ere I knew you; hal

Heve I my pillew left unpress'd in Rome,

Fersborne the getting of a lawful race,

And by a gem of women, to be abus'd

By one that looks en feeders? (IX1X.x111.105-109)
Yet a few gentle words from Cleopatra, and Antony is ready
for a pariy.

Moving into Aet IV we know the power of Rome will prevail.
Caesay wisely refuses single combat with Anteny because he has
everything to lose and little to gain. The Roman soldiers

believe that Anteny's patron god and ancestral spirite-
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Hereules-~leaves him during the night, Anteny rises early
for battle, and realizes as he goes into this second confliet
that he should not have fought by sea at the Battle of Astium,
Antony regains temporary control; he becomes a Roman and wins
the battle, He then marches triumphantly intoe the city
anticipating another great victory on the morrow.

Repeating hies earlier error, Antony fights by sea in
the third battle and suffers his final defeat. The Egyptian
fleet surrenders to Caesar, and the Roman nzture within
Antony forees him to ery, "All is lest! / This foul Exyptian
hath betrayed me" (IV.x11.9-10). He seemingly believes at
this point that Cleopatra has made a paet with Czesar, for
he eculminates his remarks withs

The witeh shall die.

To t'.:;dyguzrlglgomm boy she hath sold me, ‘

Under this plot. She dles for 't. (IV.x11.47-49)
With his defeat and this disillusienment zbout Cleepatra,
Antony deeldes to follow Roman custom by plamming suicide
even before he learns the lie about Cleopatra's death, for
he tells Eros, ". . . there is left us / Ourselves to end
ocurselves" (IV.xiv.21-22).

When he hears the false story that Cleopatra has killed
herself, he falls on his sword after Eros has given the
example, but Antony bungles even this job., &. B. Harrison
says, "It is pathetieally right and proper, for in these last
days Antony has bungled everything."'5 Granville-Barker finds
this a fitting end for Antony:
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What more fitly tragic end for the brilliant
general and statesman, the great realist and paragon
of vworldly wisdom, than to be tricked into
emulating the herolsm of a Cleopatra, who is, we
know, even now safe in her Monument; than to be
outdone in quiet courage by his servant; than to
bungle his own death-stroke and have to lie

haggin%i in vain, te be put out of his misery? A?g
ags he lies there, he learns the ridiculous truth.
Antony learns that Cleopatra is alive and safe in her monu-
ment. His Roman valour led him to fall on his sword, but his
sensual nature now causes a desire to see his love, Before
being drawn up to Cleopatra, Antony says, "Not Caesar's valour
hath o'erthrown Antony, / But Antony's hath triumph'd on
itself" (IV.xv.14-15), There is no mention of love herej
and he asserts pride that not Caesar but he caused his own
destruction.

Once in her arms, hovever, Antony yet lingere between
love and reason.

I here importune death a while, until

Of many thousand kisses the poor last

I lay upon thy lips. (IV.xv.19-21)
He soon tells Cleopatra, "Of Caesar seek your honor, with your
safety” (IV.xv.45). She will not consider this, but he then
tells her, "None about Caesar trust but Proculeius" (IV.xv.48).
These lines bring controversy 1nta‘the interpretation of
Antony's death scene and his final attitude toward Cleopatra.
Willard Farnham, although not a romantic, gives the general
opinion of the majority of crities:

When he finds that he 1s dying because she has
practiced one of her artifices and that she is
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alive and free to deal with Octavius if she will,
he is beyond being able te feel resentment. With
true unselfishness he even urges her deal with
Octavius and gain safety if she ocan.

This view 1s questioned by David S. Berkeley, who vievws
Anteny by these lines as a possible would-be avenger,
elothed with some of Cleopatra's cumningness,
If Antony's last scene exhibits nothing of the mud
in his nature, nothing of his vow that "The witoh
shall die,” nothing of his conselousness.of Cleo-
patra's plet against him, nothing of bent toward
rudimentary Justice, we have here--let us resognize

ite~a transfigured Angony, an angeliec Antony, and
an unnatural Antony.'

The emphasis by Berkeley is toward the Roman view of Antony's
character, but Berkeley explains that the text points in both
direetions: the quintessence of Anteny's passion or revenge.
However, with Berkeley's reading of Anteny, ". . .the play
becomes a richer, more subtle, more dramatie, and more human
drama worthy of more eritical esteem than it has won."!9

It is interesting to note that the Romantic interpreters
of this play overlook Antony's final speesch:

The miserable change now at my end

Lament nor sorrovw at; but please your thoughts

In feeding them with those my former fortunes

Wherein I liv'd, the greatest prinece o' th' world,

The noblest; and do now not basely die,

Not eowardly put off my helmet to

My ¢ountryman,--a Roman by a Roman

Valiantly vanquish'd. Now my spirit is going;

I can no more. (IV.xv.51-58)
These are his last werds, and there is no express mention
of his love for Cleopatra. He desires to be remembered as

a soldier and a noble Roman., William Rosen says:
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+ «» « he dies with the oomforting thought that
"4in taking his own life he shows himself strong <

assosiated Vith My Fermer Tortuee.d0
In this last moment Antony's Roman nature is dominant, as
it should be, His words do not celebrate his love or
lighten his fall. In the same way William Rosen notes that
"Antony's death does not glorify his love nor make of it
the play's transcendent value.*?! For Antony an honorable
death and honorable reputation are the lmportant values
at this time, He dies in Cleopatra's arms with visions
of having been a noble Roman, but his dual nature gave him
a conflict whieh brought lack of deoision and jJjudgment,

vhish in turn prevented this last desire,
The Confliet Overthrows Antony's Judgment

As David Cecll points out, we have a play that might
vell have bauﬁ labeled "The Decline and Fall of Antony."22
There i1s really no rise in the hero's fortunes because we
meet him in Act I already under the spell of his sensual
nature struggling against the imbedded virtues eof Rome.
The drame is devoted to his fall,

In the first two aets the situation is expounded

to us, in the third and part of the feurth we

Tollow the preosess of decline, and still more its
effect on the actors., The last megtion exhibite in

detall the in®idents of that satastrophe which is

the logieal outeome of all that has gone before.23
The question now arises, what brought about the fall of Antonyw-
the influence of Cleopatra or Antony's disregard for Roman

values. One foree does not dominate Antony: he dies in
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Cleopatra‘'s arms but is thinking of his soldiership;
therefore neither foree causes complete defeat, Antony's
tragie flaw 1s a frustrating duality that overthrows his
Judgment. cleopafra is the enticement that ruins his power
to judge and reason. Seme argue that lust is the downfall of
Antony, but lust takes deeper meaning by seeing it bring Antony
into a state of self-destreying duality.

Ve alse must remember that to Shakespeare's centemporaries
the two lovers d4id not provide a2 beautiful picture, as Frank-
1lin Diekey shows:

Instead of seeing Antony and Cleopatra as patterns

of nobility and of a deathless love, the Elizabethan

reader must have seen them as patterns of lust, of

oruelty, of prodigality, of drunkenness, of vanity

and, in the end, despair. Nowhere does an suthor hint

that their love enriched their lives. Instead the

Elizabethans pointed to their love as destructive,

not only of their own happiness gut of that of their

followers and subjests as well.?

Dickey provides an excellent point in his study on preeedent
treatments of Antony and Cleopatra from ¢lassieal times to
the Elizabethan age. By trasing the sources about the lovers
from Horasce and Plutarch to the Renaissance, Diskey points to
an wnsentimental, pro-Roman view of Anteony's behavior, And
the influence of Plutareh, which is strong, must also be
considered.

Plutareh emphasizes the moral elements of the story and
plctures Anteny as a man ruined by vomen. Aecording te

Plutarch, the downfall of Anteny is his meeting of Clespatra.

Antonius being thus inelined, the last and
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extreamest mischiefe of all other (to wit,

the love of Cleopatra) lighted on him, whe

did vaken and stirre up many vices ysi hidden
in him, and were never seene to any: and 1if
any sparke of goodnesse or hope of rising vere
left him, Cleopatra quenched it straight, and
made it worse than before.25

But Shakespeare departs from this source material and

places more blame on Antony than Cleopatra, For example,
Shakespeare makes Anteny responsible for Cleopatra's presence
at Aetium and ultimately for the defeat of Asctium. Plutarsh,
on the other hand, stresses that Clecpatra's treacherous
actions lead the hero into fellowing her will. This shange
and others by Shakespeare give Antony more charaster, and
they better plecture the falilure of hls Roman reason, The
tragedy of the hero is due, not te Cleopatra's influenee, but
to Anteny's loss of will-power and jJudgment caused by the con-
flict between passion and Roman virtue, William Rosen empha-
eizes the importance of virtue to Antony:

The assoeiation of valer and virtue is to be

found in the opening section of Plutarch's

life of Coriolanus and has relevance to

Antony as well: "Now in those days, valiant-

nese was honoured in Rome above all other virtues:

vhich they eall V;;%un by the name of virtue

self, as including hat general name all other

speclal virtues besides. So that Virtus in the

Latin was as much as valiantness.'" 1In being

the greatest of soldiers Anteny fulfilled himself

ag man, bescame, indeed, the paragon of man.

This is vhat is stressed by those vho remember his

former days. In his own being Antony has no real

worthi he can have value, he o¢an be his true self,
n so far as he performs gzloruusly, for this

constitutes virtue, the ideal.

;" Roman virtue is of vital importanee to Antony: he wants to

be remembered as a noble Roman soldier. Perhaps this answers
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in part why the Anteny of Plutarch in the last year is more
amorous of Cleopatra than the Antony of Shakespeare, why
Shakespeare omits the destruction of Antony's statues men-
tioned in. Plutareh, why Anteony tells Cleopatra te trust
Proculeius, and why the past of Anteny is glorified by
Shakespeare while Plutarch goes to some lengths to show
Aﬁw had possessed or gherished a number of viees in his
youth,

Shakespeare not only ignores Antony's past but inserts
references to make the hero's past a great ideal. Antony's
past in Shakespeare is almost an image of perfection that
serves as 2 Gontrast to the present oconfusiocn and weakness
of Antony. The herco strives in the end te dle a Roman, not
a foolish lover. His past is an ideal to be regained and
the remembrance measures the fall.



CHAPTER THREE
THE SENSUAL NATURE OF CLEOPATRA

Cleopatra i responsible for some events that cause
Anteny's unresolved eenfliot, which leads to the hero's deter-
ioration in will-pewer and Judgment., The queen is endoved
with vitality and variety; but one aspeet of her gharacter
is eonspiouocus because it is emphasized throughout the play:
Cleopatra is a passionate, seduotive woman who delights in
entranaeing and gapturing men, Before meeting Cleepatra,
Antony is a soldier in the best tradition of the Roman army;
but once he is polsoned with leve, he becomes frustrated in
his attempt to control his passion and remain z noble Roman.
Cleopatra is so greedy in her love that{ she does not want to
share him with Rome; therefore she entites and perplexes
him until he loses judgment, flees from Aetium, and finally
takes his own life.

Cleopatra's past reveals that she has been the same
queen we observe in the play, for her mental and physisal
¢harm has infatuated Julius Caesar, Pempey the Great, and
now Antony. William Rosen sayst

Each time Cleopatra recalls her past 1t is te

exult in her pover to entrance men. For An

the past 1s an ideal manhood to be regained; its

remembrance messures his fall. Cleopatra's past is

a mirroring of her present sharacter. She is now

vhat she was before, passionate, seductive, a2 woman

who revels in her power to entrance men.'!

23
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She 1s an enchantress and remains so throughout the play

LS

because her nature inflames Antony and keeps his conflict I'n
boiling at feverous intensity. Shakespeare gives her all the
feminine wiles of which he sapable; and her immer greed
causes Shakespeare's disappreval, according to John Danby.

The profusion of rich énd heotic colour that

surrounds her is the eolour of the endless

eyele of growth end decay, new greenery on

old rottenness, the colour of the passions, the

wild flaring of 1life as it burns itself richly

away to death so that love of 1life and

for death becomes indistinguishable. . . .

She asserts an indulgence in personal appetites, appetites

that cannot be approved; therefore Cleopatra provides a
dynamic antithesis to the Roman tradition which Antony attempts
to retain while enamored of the flesh,

Cleopatra takes the center of the stage following Antony's
death, and some c¢rlties elevate Cleopatra to a major role by
asserting that a ¢hange then takes plaee in her nature. To
glorify claopairi. hovwever, by sayling her physisal love is
transfigured into spiritual love 1s essentially toc change the
minor role she plays of luxuriating in the flesh to prevent
Antony from regaining his virtue and honor. A careful reading
of the play shows that the drama really does not exalt love
or triumph over death: the drama is rather a play about
human weakness,

A Textual Analysis of Cleopatra

The text of Antony and Cleopatra supports the view that
Cleopatra is a driving, relentless force of sensuality. We
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eannot always forecast her aetions, except te know that her
variety will keep Antony in constant agitation. Early in the
play vwe get a taste of her tascties:

She where he is, who 's with him, what he does.

I 414 not send you. If you find him sad,

Say I am dancing; Af in mirth, report ‘

That I am sudden siek., Quick, and return. (I.111.3-5)
And her determined desire to dominate Anteny is indicated by
a oontinual stream of letters while he is Rome; for she is
resolved to keep Andony's sensual nature vibrating until he
breaks his Roman bonds and hurries back to Egypt. Enobarbus
describes the voluptuous Cleopatra with his pleture of her
arrival on the river Cydnus:

For her own person

It beggar'd all deseription: she did lie

In her pavilione-cloth-of-gold of tissuee-

0'er-pioturing that Venus vhere we see

The fanoy outwork nature. On each side her

Stood pretty dimpled boys, like smiling Cupids,

With divers-colour'd fans, whose wind did seem

To glow the delicate cheeks whieh they did eeol

And what they undid did. (11.11.202-210)
Who ean resist her? Certainly not Anteny, for desplte the
fact that Anteny agrees to marry Oetavia, Enobarbus divulges
the truth and the reason: Antony will not leave Cleopatra
begause

Age canmot wither her, nor custom stale

Her infinite varlety: other women oloy

The appetites they feed, but she makes hungry
Where most she satisfies. . . . (IX.41.2540-243)

Antony does not and sannot grow weary of her because she is
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forever entiecing him in some unusual, orginal way. She
eontinually adde to Antony's inner discord between his love
and allegianee to Roman conventions.

As a voman Clesopatra has no plage in the battle at Aotium,
yot she joins the fleet as Queen of her naﬁ. As soon as
serious battie gets underway; Cleopatyra flees; Antony follows,
deserting his forees in the midst of possible victory. Cleo-
patra, in causing the defeat at Actium, is novw vietorious
in winning Anteny; but with her vietory she loses the real
Antony, for nc longer is he a soldier, the man of men. He
must "To the young man send humble treaties, dodge / And
palter in the shifts of lowness. . ." (YIT.x1.62-63).

When Thyreus arrives with a message from the victorious
Caesar, Cleepatra's selfish nature leads her to a cumning,
political attitude toward Thyreus and thus prevokes her
lover to real angers

You were half blasted ere I knew you; hal

Have I my pillow left unpresa’d in Rome,

Forborne the getting of a lawful Faee,

And by a gem of woman, to be abus'ad

By one that laoks on feeders? (IIX.x111.105-109)
Antony realizes that he 1s fased with & fickle woman: her
past has shown this nature, psrhaps her future will also.
There ig no indiecation here that Cleopatra has made a
political agreement with Caesar. This question often arises,
but 1t can be ansvered by a e¢lose look at Act V. A careful
reading indicates that Cleopatra is trying for any eonsideration

from Caesar; this search would be umesessary had she earlier
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cooperated with him, This prineiple applies also to the third
battle in the play when Clecpatra's fleet surrenders to Caesar
and brings the final destruction of Antony's forses. The loss
of his army foreces Antony to another savage attack on his
queen, which gives indieation of the pessible betrayal on

her part:

All is lost!
This foul Egyptlan hath betrayed me.
fleet hath yielded to the foe, and yonder
ey ¢ast their eaps up and carouse together -
Like friende long lost. Triple-turn'd whore!
't is thou

Hast sold me to this noviece; and my heart

Makes no wars on thee. (IV.x11.9-15)
Since there seems to be no evidence for this acousation by
Antony, the reader does not know whether to believe it or
not. It does seem reasenable, however, that Cleopatra's
retreat from Actium reveals a strong interest in her own
safety at the peril of the fortunes of her lover., A truly
strong love would seemingly keep her with her lover through
the very ultimate dangers.

In fear of Anteny's raging and of Caesar, Cleopatra
lock herself within the monument. She then sends Mardian
with her fatal lie:

Mardian, go tell him I have slain myself;

Say, that the last I spoke was "Antony,"

And word it, prithee, pitecusly. (IV.x1i.7-9)
She thinks Anteony's ardor is weakening; so she resorts teo
another trick to bring him bask in line. The seriousness of

the situation also faills to deter her from the theairical
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touch that is se much 2 part of her charaeter, for the words
must be presented piteously. The dying Antony is soon brought
to the monument where he dles in her arms. Cleopatra rises
to the occasion:

« « « what 's brave, and what ‘s noble,

Lot 's do it after the high Roman fashion,

And make Death proud to take us. (IV.xv.86-87)
These lines have an intensity that begin to reveal 5rnaineas
in her charaeter, yet she soon weakena in her desire to die.
M, W. MaocCallum notes that she ", ., . sends submissive mes-
sages to Caessar; she delays her death so long that Proouleius
ean surprise her in her asylum; she agseepts her osonqueror's
condeseencsion; she stoeps to hold baek and eonceal the greater
part of her Jewels,"3 She continues to reveal her selfish
nature in Aect V.,

Viewing Cleopatra as a selfish gueen who loves life
heightens the tragedy of Anteny, prevented from regaining
hie virtue by a humen veakness exploited by the $reacherous
Egyptian. After Antony's death, Cleopatra almost immediately
shovws her selfish nature and her desire to live by sending a
messenger %o Caesar. She has hopss of remaining a tributary
queen under Caesar.

The Queen. . .

g5 Jov, Indonte Soplees Swbrintans

Te th' way she 's fera'd to. (V.1.52-56)

She hesitates in her death pursuit until she knows Caesar's
mind, Ootavius is her antagonist here, but the more vital
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issue is whether Cleopatra's love for Antony i1s so streng that
she cammot live without him. If the cause of her death 1is
love for Antony and a desire to jJoin him, then perhaps there
is a transfiguration in her character; but this supposition

- negates her delight in the flesh and love for life: she is
too engrossed in herself %o give complete love to any one

man, She enjoys Antany, but she does not truly love him,

Aet V shows her true nature by her delay of death and by the
suicide vwhieh comes only after she sees that her fate 1s sealed
by Caesar, who will disgrace her by the triumph.

She willingly listens to the message brought by Proeuleius;
and with theatriecal technique to determine whether the Romans
want her dead or alive she attemptes sulecide. Prosuleius stops
her and she knows thay want her allive, but for what-~to be
& queen under Caesar or to be led in triumph to Rome? Cleo~
patra, to learn the truth, makes her last sonquest: Delabella
bends to her will and reveals Caesar’s plan., It seems roasénable
that had Dolabella tolld Cleepatrz she would remain alive as
ruler of her people she would not have chosen the course that
she eventually takes. It is more consistent with her character
and the text eof the play te aesept a view that up to this point
she really wanted to live; and now her self-rnapcei; her desire
to be noble, and fear of the triumph seem stronger motives for
suicide than love of Antony. She has taken to heart Anteny's
advice, "Of Caesar seek your safety with your honour" (IV.xv.45).
She was ready to seek safety despite her brave words earlier;
therefore she clearly reveals the selflish nature that has
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afflioted Antony. Her great fear becomes reality: her real
determination to die fully aerystallizes with Delabella's
affirmation of her plage in Caesar's triumph. Shé mast
immediately meet with Caesar, who smoothly lies to her.

During the interview Seleucus reveals to Caesar that Cleopatra
has held back half her feortune, indleating two possible motives
oen the part of Cleopatra: she desires to llve and wants .her
treasure, or she is resolved to dle and uses this exposure

to decelive Caesar into thinking she wants to live, The more
reasonable view is %o believe that she really has desires of
continuing with life,

To viev Cleopatra's reason for death as pride and escape
from the triumph gives more structure to the play by strengthene
ing the antithesis she provides for the conventions of Rome,
Cleopatra indiocates a desire for a lover's bond with Antony
through death; but her essential being, her love for pleasure,
desires to continue with life, William Rosen says, "Clearly
she entertains the possibility of living on, though Antony
15 dead.**® This 1s true, according to E. E. Stoll, because
"Her decision was not quite fixed till she saw for sure that
she was to be led in triumph, . . ."2 If she is really imn
love and truly wants %o join Anteny, she should net be alive
to send a messenger to Caesar, to talk with Proeculeius until
saught, to possibly try to save some of her treasure in the
Seleucus episode, or to entrance Dolabella to learn the truth,
Only when assured by Delabella that the triumph awaits her does
her determination become set. _She is certain of disgrace;
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her only esscape is the peisonocus bite of the serpent.
Perry Westbrook says, "In Shakespeare 1t is royal pride
that bringes her to self-destruotion."6

The peasant brings the asps, and with theatrical gestures
of self-love she dons her royal robes and erown. To Willlam
Rosen these actions show ". . . her personality is such that
she always gives the impression of playing at life, of being
intensely avare of every stance, as if she cannot help but
live and die before a mirror.*’ J. I. M, Stewart finds con-
triving on Clecpatra's part in the death preparations:

. Does noz thetaaaenae of the %aat s;enetet

Antony and Cleopatra conaist partly at leas
TE'TE*E'Eﬁsarvaggan of the comtinuing grip of
'character': that for Clecpatra Antony's death after
the high Roman fashion would be indeed impessible

a plece of theatrieal psychology such as we rajeei in
a film, but that she yet centrives her own heroism,
exploiting an exotie and womanly ritual of robe and
erown to dredge up attitudes and potencies that
ordinarily lie sunk and obscured below her srasp?a

She is an actress with the corresponding desire for pomp
and eircumstance. With her resolution set her vision turns
to Anteny: "Methinks I hear / Antony eall. . . ." (V.11.287).
Yet even with this effort she cannot gain higher levels, for
Caesar slips into the vision, "I hear him mock / The luek of
Caesar. . ." (V.11.288-289).
Husband, I comel

Now to that name my courage prove my titlel

I am fire and air; my other elementis

I give to baser l1life. (V.11.290-293)
Now dying, Clecpatra turns her thoughts to her leve. These
lines give her a beauty and nobility that increase her stature
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through poetic utterance; but they do not last, for she
cannot sustain the vision. The bite of the asp becomes
", ¢ .a8 a lover's pineh, / Which hurts, and is desir'a"
(v.11.299-300). With Iras dead, Cleopatra wants to hurry death:

If she first meet the curled Antony,

He'll make demand of her, and spend that kise

Which is my heaven to have. (V.11.30%-305)
These lines indicate that heaven for Cleopatra is going to be
a pagan competition for sensual kisses, a rapid apostasy from
her emnobling vision a few lines earlier, She urges the asp
to action:

Be angry, and dispateh. O, couldst thou speak,

That I might hear thee eall great Caesar ass

Unpolieied! (V.11.309-311)
These lines are indicative, coming only seconds before her
death, of her resentment at the Roman triumphe-this is her
reason for urging the asp to action rather than a desire to
join Anteny. With great poetry her visicn returns te Antony
as she dles:

As sweet as balm, as soft as aly, as gentle,~-

0 Anteny! (V.11.314-315)
Her exit has a grace and dignity of imperial quality that
demands praise. She seeme to lose her prodigality and
treachery; no wonder eritics lose sight of her contimiing
essential sensucusness, The piscture with whisch we remember
Cleopatra 1s this:
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Peace, peacel

Does thou not see my baby e my breast,

That sueks the nurse asleep? (V.11.311=.313)
This is certainly poignant pathos, yet it also seems a sensual
gratifieation.

Cleopatra may profess great love for Antony, but her
ac¢tions and many speeches reveal that she loves herself mors.
She wants to live and enjoy life Jjust as she wanted to enjoy
Antony. She used Antony for her gratification and by this
action helped to inorease his confliect. Faced with such a
woman, the "noble Roman" sinks into the embrace of passion.

He cannot resolve his eonfliet and ends his 1life. Cleopatra
then searches for an escape from the corner into which she is
pushed by Caesar. Finding no_reruge she chooses death rather
than disgrase. The tragedy is cemplete: the hero has suceumbed
%o his weakness and the blight that afflicted him iz removed,

The Romantie View of Cleopatra

The basie rcle of Cleopatra in the play 1s to build and
sustain Antony's desire for sensual pleasure, Her actions
cause Antony's unresolved confliet and prevent him from
maintaining the values of the Roman tradition. Cleopatra's
charaocter is flawed until the end of her life, but she does
attain great poetie expression in her death scene. Some
commentators, however, are overwhelmed by the ending and read
the play backwards, aeeording to William Resen, who sa&l these
erities attahpt to reconstruct a consistent characterization
so that the final glory of Cleopatra may prevail.’ This type
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of reading maintains that Clesopatra is transfigured and gains
immooence at her death., This interpretation emphasizes the
exaltation of love and its viotery over death and thereby
dismisses the ldea that the play is about human weakness and
corruption,

John Munro belisves that great adversity emnobles Cleo-
patra: "It i1s olear in the latter part of the play that, Antony
dead, Cleopatra means to join him; and that the prospect of
figuring in Caesar's triumph gave her no option but death,*!©
This issue 18 a matter of opinion, certainly, but the text
strongly reveals that the threat of Caesar gave Cleepatra no
other eption than death, and after this decision she returned
her thoughts to Antony. Romantlc erities who do not attempt
to reconstruct a eonsistent characterization for Cleopatra
agree with Levin Sehiieking that Cleopatra shanges in the final
act: "It cammot well be doubted that this woman, who is now
inwvardly as well as outwardly a queen, has but little in
common with the harloet of the first part."!! Cleopatra appears
outwardly a2 queen in her lines of great poetie quality, but an
inwvard change can well be doubted in light of her wimning
of Dolabella, her fear of the triumph, and her Jealousy of Iras.

Clecpatra 1s said to attain infinity through her trans-
formation in her death scene; she beecomes boundless and
immeasurable according to Thomas MeFarland:

We realize at last that Clecopatra's infinite

The things ¥BAeh are Onesarie are rendered umto

Caesar; but Antony and Cleopatra, who love one
another, have overgeme the werld.'z
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MeFarland's Biblical allusions suggest that for him Antony
and Cleopatra have attalned the Christian Heaven, Her true
infinity, hovwever, is a lasting reputation as a sedustive
beauty in the traditien of Delilah., MeFarland has alse
reversed the basic propesition beeause the world in the
form of the Stole Ostavius has in truth overcome Anteny and
Cleopatra as & result of the here's divarication and her
earnality. William Hazlitt believes Cleopatra ", . .tastes a
luxury in death,”'> but she has rather a vieion of Ywxury:
she thinke of death as a lover's pineh and heaven as a plase
vhere she will retain her sex and be in sempetition for her
lover's kiss.

¢. Wilsen Khight.. a great upmm. of the Romantic view,
makes this stat.emmi:

fenlnine Sove and masowiine warritwebhp, are.

opposing values here, there is no strong dualism.

The final effect is a blending, a melting, with

a vietory for the finer, over the cruder, ideal.'?
Knight's view indicates a lack of conflict in the drams, but
Antony's unresolved confliet between passion and Roman values
is vital to the structure and meaning of the play. Anteny
lacks unity and ends in tragedy, while Caesar with his single
purpose srushes the lovers until they retreat in death.

The romantic oritics also olaim that Clespatra wins a
great vioctery over Caesar in the sonfliet of Act V, deseribed
by Jehn Munro:



At the one end was Octavius, iey-hearted, with

Stole prtnnlglen, end elear-sighted, who sold his

sister Oectavia for diplematie advnningo, disposed

of Lepidus and lied to Cleopatra; and at the other,

Cleepatra, endowed with all the luxury, prodigality,

complexity, charm, feline wilfulness, treachery and

tomparaman%al diversity which Shakespeare gave her, 15
Part of the confliet in Aot V, then, is Roman against Egyptian:
Rome cannot allovw a compromise and Cleopatra cannot submit to
a econtrary philesephy of life., These two elements are important
to thematic development because they are the two sides of
Antony's econfliot. Antony tries to balance the elements and
fails. The opponents must now resolve the discord, and the
Roman values prevail, Cleopatra may fool Caesar by thwarting
his plammed triumph, but Caesar applies pressure until Cleo-
patra knows she cannot es¢ape. Caesar is concerned with the
safety of the state, and Anteny's death does not completely
remove the damger., Octavius knows Cleopatra has saptured
Julius Caesar, Pompey, and Anftony; therefore the female
opponent of the Roman desire for order and reason must be
defeated. Yet A. C. Bradley insists that

The death of Gleopatrn, whish ocloses the play,

is greeted by the reader with sympathy and

admiration, even with exultation at the thought

that she has folled Oetavius; and these feelings

are heightened by the deaths of Charmian and Erna.

heroieslly faithful to their mistress. . . .|
There is eerteinly sympathy and admiration, but not bequusa

v/‘dleupatra has folled Caesar; it is because she has the
/‘rartitude to take her own life in beautiful, dramatic

fashion,
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In looking for a Cleopatra victory the romantie eritiecs
turn their attention eontinually to the faet that Cleopatra
decelives Ostavius. They avert their eyes from the faet that
the play eloses with Caesar in complete oontrel of the then-
known world. We know the enchanting power of Cleopatra i=
failing when Caesar can look her straight in the eye and lie
about his plans for her. The situation is eertainly a
contrast to Antony's submissieon to her eharms, but politigal
falilure is alse part of Antony's tragedy. Anteny had an -
opportunity to eontrol the Roman Empire, but his lack of
stability lest it at Actium. With Antony dead, Cleopatra ia
stripped of her povwer and proteection and, in the words of
Granville-Barker, she ". . .shows a very child beside Caesar,"17

Cleopatra Is Not Transfigured

Even Shakespeare seemed taken with the famous queen as
he vwrote the play, for he pours forth his art more sompletely
upon Cleopatra, love, and the attraetion Antony should renounce
than upen the military values of the political setting. It is
understandable then, accerding to William Resen, that ", , .
those who are dazzled by the incomparable language often
celebrate its paean of love and minimize or disregard the
unfolding events that chroniele a man's £all."'® The peet haa
an evenhandedness in develeoping the last seenes of the play;
for Cleopatra moves toward death at times with a vision of
love for Anteny and at other times with concern for her pride
and honor. But this treacherous queen has exploited the human
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weakness of Antony that causes his eonfliet and fall, Her
aharaeter is flawed in these olosing scenes by her love of
1ife as she is swayed altermately by thoughts eof Antony and
thoughts of Caesar's triumph, VWe may question her .love of
Antony because of the selfish question asked of Delabella,
"Know you what Caesar means to do with me?” (V.11.106). VWhy
should she worry about Caesar ifdphé 1s determined to leave
the dull world and seek her Antony?

A look at Shakespearc's departures from the source supports
the view of a self-centered Cleopatra. OClespatra is painted
even darker by Plutareh than by Shakespeare. By lessening
somewhat the dark side of Cleopatra, Shakespeare is able to
inorease the character of Anteny by shewing him ss a man of
inner turmoil. In Shakespeare he is destiroyed not so muech
by Cleopatra as he 1s by his own weaknesses, but Plutarch
casts blame upon Cleopatra feor ruining Anteny. In Plutarch
Cleopatra is responsible for leading Antony to the mistake
at Aotium, but Shakespeare heightens Anteny's role by making
the hero solely responsible. In Plutarch Cleopatra elearly _
betrays Antony by bribing Canlidius to suppert her argument for
fighting by sea and also to speed preparations for war te
avold s reccneciliation betvween Caesar and Antony. But the
betrayal in Shakespeare's version is doubtful: she seems more
likely to have fled in terror, for she dees apolézize, which
Plutarch's queen does not do., The loss at Actium thsreby
foouses more forsefully upon the loss of judgment by Anteny.

Herman Simpson, in a graduate theeis at Oklahoma State
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Univereity, describes the Cleopatra of Plutareh after the
death of Antony:

Plutarch's queen was in the sad position of having
betrayed Antony and now finding that she in turn
vas being betrayed by Octavius. Only at this point
did Antony's real vworth become apparent to her,

She di1d not lament over Antony's body immediately
after his death, She demanded the kingdom of Egypt
for her sons. Later, after burying Antony, Plutareh's
Cleopatra seemed to realize she was to be a slave
beoause she mentioned in her formal lament at
Anteny's tomb that when she Buried him she was free,
but later she became a prisoner. She tried to let
herself die from infeotion whieh resulted from the
self-inflicted wounds ghe had made while Antony was
dying ps to convince him thah that she had not
bean Paise,  Gaesnr Shreatemsd her Shildrem vith
ignomious death, and Cleopatra allowed herself to be
cured, Plutarch's Cleopatra was told by Delabella,
for some unknown reascn, of Caesar's plans for using
her and her children, and since she did not wish to
be led in triumph through Rome, she paid hom*go to
an i1dealized Antony and died a ritual death.

Shakespeare, however, puts more emphasis upon both the reason
for death and her delay in joining Antony. She resolves %o
die in the Roman fashion but then deviates from the purpose.
Shakeapeare departs from Plutarch by inserting the Egyptian
messenger, & change that darkens Cleopatra's charseter, for
it shows her looking for an sscape after having promised to
join her lover. Shakespeare's queen does not embrase the asp
until she fails to seduce Caesar and faces only the triumph.
This fact tends to show an agreement of Shakespeare with
Plutareh that the Egyptian vas more interested in herself
than she was in Antony. BSo the tragedy of the hero is
heightened by his weakness in loving a woman who was probably
unwerthy of his great devetion. Plutarch emphasizes the
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theory that Antony is & man ruined by women; and the downfall
of Antony 1s certainly assoclated with his love for Cleopatra,
but Shakespeare's departures from Plutareh make Antony more
responsible than Cleopatra.

Although Cleopatra's love feor Antony did not mateh his
devotion of her, she does achieve exalted peetiec expressien
through her vision of what such a love could be. She eannot
sustain the vision that leads her to eall Anteny "Husband,"
but William Resen says the play, after all, ". . .is a
chronisle of their lives and exposure of the illusiens they
would 1ive."20 (Clsepatra does not gain transfigupation in
her death scene, She is selfish to the end as evidenesd by
two aspeets of her charaster: she does not want to die, for
she delays her death until there is no essape frem the triumph;
and she wants to retain her throne because she negotiates with
Caesar, and it seems a reasonable assumption to think that she
would have remained alive had Dolabella reported a favorable
treatment by Caesar. The change in character presentation in
the last act gives her a prominense that is decelving, but she
supports the theme by remaining passionate and seduoctive to
indieate the source of frustiration for Anteny. Even in death
Cleopatra looks "As she would catch another Antony / In her
strong toll of grace” (V.11.350-351).



CHAPTER FOUR
THE ACCENTUATION OF DUALITY BY MINOR CHARACTERS

The minor sharacters in Antony and Cleopatra support
and develop the theme of duality in Antony by showing that
an attempt to have two eenters of interest leads to laok of
unity and disaster. Four miner sharasters--Ensbarbus,
Pompey, Oetavia, and Lepiduse—-~exhiblt binary interests or
purpeses that bring misfortune. Persons with wnity usually
sucgeed: Caesar and Cleopatra are sxamples of wholeness in
charaeter and pleture the two opposing sides of Anteny's
duality. Caesar pursues absolute leadership of the empire,
which he hepes will bring peace. Cleopatra's unity is a
selfish, sensual nature that demands the pleasures of 1life
and her domination of men.

Caesay, The Man of Single Purpose

The presence of Caesar in the play develops the confliet
between personsl love and duty to the state. Caesar is an
example of the rational Roman effieleney which eseapes Antony.
Anteny desires to be the herois soldier of his former days,
but Cleopatra heishf.enn his sensusal awareness to a peak of
frustration that ecauses indecisiveness in Antony. The presence
of Caesar also bullds a political theme of the lovers against

A
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the strength of Rome, Irving Ribner gives a summary of this
conflict by saying:

The sensual and wasteful opulence of the East

is oppesed to the sold, bare efficiensy of the

West., Egypt stands for passion and human weak-

ness, Rome for duty and self-denial: the world

of sense against the power of Octavius.
A retreat that ends in suieide is foreced upon the lovers by
political neeessity as well as by their own sins, Octavius
is not the greater of the two men because he is vietorious.
In faet, ordinary theatre audiences sympathize more with
Antheny. His succeess, according teo M. W, MaeCallum, comes
". « . bescause he concentrates a2ll his narrow nature on a
single issue, while Antony with his greater width of out-
look disperses his interest on many things at once,"?
John Danby looks on Caesar as a cold and universal force, a
perfect commissar, invulnerable as no man should be,’ Caesar
knows his wants and what must be done to gain his goal., He
wins the mastery of the Roman world; and we rescognize the
justice: Antony and Clecpatra are threats to Caesar's desire
for universal peace and must be destroyed. Caesar, then, is
a foil to Antony not only on the political front but also as
an opposite of the here to show that a man of unity and single
purpose is the one that sudceeds.

The Divided Loyalty #f Encbarbus

Enobarbus appears in Plutavah as merely a name, but

Shakespeare developed this character to serve as a sommentator,
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a reincarnation of the old chorus, to comment on events and
characters, Enobarbus, a eynie, uses logiec and practioal sense
te retain a firm grip on hislinaslnatiun, thereby supplying
eontrast to irrational Antony. But Antony's dualism sets off
a discord within Enobarbus, whe is ineapable of determining
vwhieh of Anteny's natures is the real Antony. Lawrence Bowling
explains this point:
During the time of Enobarbus® tragic struggle,

he is attempiing to find the correst answers to

two questions: Is Antony a fallen lord or a fool?

Sheuld he (Enobarbus) obey his feeling of loyalty

{(vhieh $ells him to remain with An ), or should

he follow his prastical goed ggnao (which tells him

to seek his safety elsevhere)
The attitude of Enobarbus following the defeat at Actium shows
that he prefers to think of Antony as a noble lord:

I'11l yet follow

The wounded chance of Anteny, though my reason

Sits in the wind against me. (III.x.36-37)
His reason 1s warning him, however, that the folly of Antony
may ruin them all., He ¢ontinues to analyze his varianee:

Mine henesty and I begin to square.

The loyalty well held to fools does make

Our falth mere folly; yet he that can endure

To follow with allegiance a fallen lord

Does conguer him that did his master senguer
And earms a plage 1' the story. (III.xi11.41-#6)

Encbarbus here indiecates the issues in his own cenfliet and
forecasts his tragedy at the same time. He soon fails in his
allegiance to Antony, deserts, and conquers only despair. His
declslon comes when Antony plans a birthday party for Clecpatra
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immediately after the Aestium defeat; Encbarbus cannot aceept
more:

A diminution in our ecaptain's brain

Restores his heart: vhem valour preys on reasen,

It eats the sword it fights with, I will seek

Seme way to leave him, (I1Y.x111.198-201)
We next see Enobarbus in Ceesar's samp, but his intermal
genfliet 1s still unsettled. His eonsecience exposes his
error, and he eries:

I have done 111;

Of whiech I do accuse myself so sorely

That I will jey no mere. (IV,.v1.18-20)
The magnanimeus spirit of Antony compounds the grief in
Encbarbus when the hero sends the traltor's treasure and
forgives Enobarbus for deserting to Caesar. This 1s all it
takee to break the heart of Enobarbus.

This blews my heart:
ITf swift thought break it not, a swifter mean
Shall outstrike thought; but thought will do 't I feel.
(IV.vi.34.36)

Thought manages the job, for Enobarbus is soon praying to the
moon, The generosity of Antony has rebuilt Enobarbus' ime
pression of the magnifisence of Antony, and this magnifies
his feeling of transgression against his now noble lord. His
only desire is that Antony might fergive. Crying “0 Antony!
0 Antony!" (IV.ix.23) Encobarbus dies of a broken heart, a
"+ « Jheart divided between practical judgment and persenal

loyalty,"> according to Lawrence Beiling. The enlargement by
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Shakespeare of the tragedy of Enobarbus reflects the tragedy
of Antony. Enobarbus develops a dual nature that ends in
tragedy because he, like Antony, cannot make a c¢lear cholge
although he is considered the rational man,

The Divided Heart of Oetavia

Ostavia, although given few lines in the play, is of
importance: she portrays the morality of Rome and 1s used
unsuecessfully to bridge the difference between her brother
and Antony. Octavia is first an antithesis of Clsopatra,
for her morality and chastity place a glaring light on the
vulgarity of Cleopatra. Cleopatra dominates and tries to
make the pelitieians bow to her, but Octavia is made a tool
of the Roman alliance without a whisper of complaint, When
Shakespeare presents Octavia after having given us two acts
in which %o become enraptured with Cleepatra, there is no
question whom Antoeny vwill choose, Shakespeare also akipﬁ over
the years spent by Antony and Octavia in Rome and Athens that
Plutareh develops fully., Octavia lacks the warmth and vitality
of Cleopatra, just as Caesar lacks the emotional impast of
Antony.

In order to maintain a middle pesition between Antony and
her brother, Octavia tries to love both equally. ?han dis=-
agreements face Caesar and Antony, she says:

A more unhappy lady,
If this division chance, ne'er stood btt!otn,
Praying fer both parts., . .
« o » Husband win, win hmthur,
Praye, and destroys the prayer; no midway
'Twixt these extremes at all. (III.4v.12=20)
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Ostavia cannot escape from the middle ground between the
opposites that threaten to split the world, She has been
used by Antony to appease Ostavius and by Oetavius to keep
Antony from Egypt. Both intuitively know, however, that the
marriage will be a failure besause Anteny cannot stay from
Cleopatra and because Caesar hopes to use such an insult to
Octavia to launch a battle for world supremaey. For a time
Oestavia manages to keep the rational side of Antony's duality
settled in Rome and Athens., Once she leaves his presence, how-
ever, he flies back to the arms of Cleopatra; and his sensual
nature smiles in triumph. As with Octavius Caesar, the
intellect approves the moral position of Ostavia; but the
lack of warmth in her nature adds emphasis to the stature of
Antony by showing cause for his conflict of cholice. Even
Octavia recognizes her own tragie dual nature:
Ay me, most wretehed,

Toat does atflies sach otherl o (ITL.v1.76-78)
She calle them both friends and indicates the equal division
of her heart. This division of love is her serious error.
She does not gain wholeness by love and support of one man
over the other but divides her love equally between Antony
and her brother, thereby destroying unity in herself and in
her marital relations.

The Duality Between Honor and Ambition in Pompey

Pompey 1s an ambitious Roman who desires to rule the
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Reman Empire. When he refuses the offer of Menas in the
barge scene to make him emperor by murdering the triumvirs,
a few lines reveal the sharacter of Pompey:

Men. These three vworld-sharers, these gompetitors,
Xre in thy vessel: 1let me cut the eable;

And, when ve are put off, fall %o their throats:
All there is thine.

Pom. Ah, this thou shouldst have done,

Ind not have spoke on 't! In me 't is villainy;
In thee 't had been good service. Thou must know,
'T 15 not n{ profit that does lead mine honour:
My honour, it. Repent that e'er thy tongue

Hath so beiray'd thine act. Being done wmknown,

I should have found it afterwarde well donej;
But mist oondemn it now. (IT.vi1.76-86)

Pompey decldes to retain the status queo, and his hestitation
brings ruin, VWhen Menas offers an opportunity feor world
domination, Pompey iz too ceneerned with his honor %o seize .
this practieal means of achleving his ambition. He i=s
afflicted with duality between honoer and pelitieal ambition,
M, W. MaeCallum makes the observation that Pompey is the
type vwho excites more eontempt than the reselute malefaetor

beeause he would not openly play false and yet would wrongly
win 0'6

He ‘;gnupox;7'wou1d have no objestion to reap the

rew of erime, and would even after a decorous
interval a e it; but he will not commit or
authorise it, because he wishes te pose in his own

eyes and the eyes of atgnra as the man of justice
prineiple and ehivalry. .

Menas loses respeet for Pampey and later leaves him to join
Caesar, The plan by Menas i1s the only way Pompey may achieve
his ambition. Pompey would like fate to give him honor and
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his ambition at the same time, but as Lawrence Bewling
peints out, ". . . Fortune dces not confer or permit dual
sqeecsa."s Pempey thinks his decisien is in faver of honor,
but he really just leaves things as they are and becomes
insignifiecant as a world power, With Ankcay Joining Caesar
in an alliance Pompey retreats from a war and gives in teo
the triumvirs, Later, Caesar, the man with a single purpese,
crushes Pompey of his power and his henor. Pompey will not
aet in a decisive way; he will not be a Masbeth, therefore
he iz not a streng character, In this respect Pompey reflects
and heightens the tragedy of Antony beecause Anteny, although

he so desires, also cammot aet in a direect, deeisive way.
Lepidus Falls As A Peagemaker

Lepidus, the veak third triumvir, invites destruction
by attempting an intermediate course between Antony and
Octavius. If he would choose one side he might save himself,
but instead he developes a dual nature by trying to treat his
partners in the triumvirate as equals., M, W, MasCallum sees
the efforts of Lepidus as ", . . proof of inecompetence rather
than nobility."? Evidence of wealmess in Lepidus comes in
the barge scene, where he cannot maintain balance in a
drinking bout and thereby indleates a probable incompetence
in other affairs, ineluding world evemts. He brings ridieule
upenr himself by trying to agree with everybedy, and Lavwrence
Bowling believes the peacemaking efforts of Lepidus create
a comic eﬂ‘eﬂt..m In the barge scene two servants laugh about
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Lepidus, As Caesar, Antony, and Pompey start to quarrel
Lepidus ¥, . , ories out, 'No more'; reeconciles them to his
entreaty, and himself to th' drink” (IX.vii1.8-9), The result
is a drunken Lepidus carried from the barge before the fes-
tivities are over. BoWling says that the comie effect is
heightened by the exchange a few scenes later between
Agrippe and Enobarbus:

« « o Enobarbus and Agrippa alsc enjoy a hearty

laugh about the extravagant phrases whieh Lepidus uses

in his attempt to lavish superlative praise equally

upon both Anteny and Caesar, Lepldus, they say, oalls

Caesar "the nonpareil” (that which has ne oquaﬂ

but then immediately salls Antony "thou Arabian bira"

(this 1s, the phoenix, whieh alsc had no equal,

since there was only one at any one time). In

short, Lepidus gets himeelf into the awkward and

ridieculous situation of ¢ to praise both m

equally by asserting that neither has an equal.
The equal praising by Lepidus shows e¢learly his character
flave-a lask of unity. His attempts to negotiate between
powerful men brings him to ruin: Lepidus jedns with Caesar
to destroy Pompey, but Caesar immediately turns on Lepidus,
accuses him ", . . of letters he had formerly wrote to
Pompey" (XIXI.v.t1), disposes of the weak triumvir, and takes
his revenue., Lepidus, desiroyed by a binary purpose in
attempting peace between oppesing forces, supports the faect
that one who is divided in allegiance and intention invites
armihilation, especially when faced with a single-purposed
man like Caesar.

The minor charaecters are therefers juxtapesed with

Anteny's dual nature. Caesar destroys Antony in politics
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and provides a contrast for Antony's duality by a unity of
purpose, vwhieh is to gain single control of the empire and
bring peace. The tragic dual nature of Enobarbus is a direct
result of his confusion in trying to determine the correct
nature of Antony. Oetavia divides her love between her
brother and husband, thereby ruining her marital happiness.
Pompey reflects indecision between honor and ambition and
extinguishes his strength in mush the same mammer as Antony.
Lepidus divides his support and praise equally between Antony
and Caesar and invites his own removal from the triumvirate.
With the exception of Cleopatra and Caesar the minor |
charasters attempt to pursue dual interests and fall beeause
of the duality, Jjust as Antony fails to find unity between
Roman virtue and Egyptian passion.



CHAPTER FIVE
IMAGERY SUGGESTIVE OF THE WEAKNESS OF ANTONY

With metaphoriscal language Shakespeare inoreases the
eminence of the early Antony by sketching him as a great
world figure vwhose reason commanded his aetions, but the
imagery also emphasizes the human weakness which has brought
him to lethargy. Additional figurative language expands
the ¢olor and warmth of Egypt and the enchantment of Cleo-
patra, factors which cause Antony's duslity by inflaming his

passions,
Imagery Suggests Antony's Former Stature

Antony 1s a triumvir who shares world domination; he
has attained his high pesition through the exercise of reason
and soldiership. The metaphors developing his greatness
provide contrast for the lman weakness of Antony, who loses
his world position through duality of desire and purpose.
Early in the play we receive the setting in which he moves
and aots, and we alsc recognize his changing attitude:

Of the Tang'd empire falll Here is my spacs. (I.1.33-34)
Antony's love 1s corrupting his Roman desire for world control:
his love has grown to such proportions that Cleopatra "needs

51
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find out new heaven, new earth" (I.1.17) if she wishes to
measure his love. The "wide arch" is therefore the setting
within whieh Antony and the other characters move and within
which the action strides boldly back and forth across half the
then known vworld. Margaret Webster has perhaps the best
deseription: "If ever Shakespeare's imagination vwore seven-
league boots, it is here."! Caroline Spurgeon notes that the
word "world" is used forty-two times in the play; she says
this usage

¢+ » Jinoreases the sense of grandeur, power and

space, and . . . fills the imagination with the

eonception of beings so great that physiecal size

is annihilated and the whole hab&tablo globe

shrinks in comparison with them,
The images of the world, the firmament, and the ocean all
enable us to see the solossal figure of Antony, who is "The
triple pillar of the world, . . ." (I.1.12), and "The demi-
Atlas of this earth, the arm / And burgonet of men" (I.v.23-24),
Caroline Spurgeocn says these images are ". . .built on so vast
a scale that the whole habitable globe is but a toy to him,
as 1t were a ball or apple which he quarters with his sword,
playing with 'half the bulk of it' as he pleases, ‘'making and
marring fortunes' (III.x1.64~65)."> Antony gives this same
image when he reealls his greatness late in the play:

I, that with my sword

Quarter'd the world, and o'er green Neptune's back
With ships made ecities. . . . (IV.xv.57=59)

‘§Antony was & soldier and statesman who attained his mastery
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of the world through his merits by proper exere¢ise of his
duties. His Roman nature brought him to power; now his
duality of purpose usurps all he has gained, This faot 1is
inereased by Shakespeare's departure from Plutarch where
Arteny's youth is pietured as a succession of vices, In
Shakespeare Antony's past 1s an ideal manhood to be regained
and the imagery strengthens and ermobles Antony's past,

After Antony's death he is remembered as a eolossus
by Cleopatra and Caesar, the two human forceas that exploit
and Ytilize Antony's weakness. Cleopatra says:

His legs bestrid the oeean; his rear'd am

Crested the worldy; his volee was propertied

As all the tuned spheres, and that to friends:

But when he meant te qna.h and shake the orb,

He was as rattling thunder. (V.11.82-86)
This former glant of the earth is the Anteny whe has now been
destroyed by e loss of unity through the influence of Cleo-
patra, who intensifies his passion until it oreates a numbing
effesct upon his $hinking and asting. Caesar, vho politiocally
ruins Antony at Aetium, recognizes in him the strength and
power of half the world.

The breaking of so great a t ehould make

A greater orack. The round wor

Should have shook lions into civil streets,

And eitizens to their dens, The death of Anteny

Is not a single doom; in the name lay

A moiety of the world. (Vi .18<19)
These lines give the former greatness of Anteny and bulld more
appreciation for Anteny's tragedy and for the single, obsessive

purpose of Octavius, Oetavius has unity beeause his one desire
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is world eontrel, Although he deplores the vice of the lovers,
he does not set out to destroy them because of their sing
Antony and Cleopatra just happen to be in the way of his
objective., The loss of the world at Actium thereby magnifies
Antony's flaw besause when a true Roman he is ebvisusly the
better soldier. ' Antony's semsual nature fiérces him to flee
from battle just whem his soldiership is leading him to =
great victory in thié vorld setting; so Antony becomes a
strong tragioc figure beeause his vir&uo brought him to worlq\
pover, but his duality oauﬁes the human weakness that brings
him ruin.

Imagery of the heavenly bodies and the universe also
elevates the stature of Antony by suggesting his relatienship
to the stars and his equality with the gods., Thus it seems

inevitable that sueh a man would gain great powerjy 1t is no
accident or turn of fate that puts Antony in the triumvirate.
Antony's confliet is desoribed at the very beginning of the
play in metaphorieal language by Phile, who compares the hereo
to the god Marst

Nay, but this dotage of our general's

O'erflows the measure: those his goodly eyes,

That o'er the files and musters of the war

Have glow'd like plated Mars, now bend, now turn,

The offlse and devotion of their view

Upon a tawny front. (I.1.1=6)
This triumvir is no ordinary man; he is a “Hersulean Roman"
(I.431.84) and "The god of Jupiter" (IIX.11.10), but his human

weakness has transformed him "Into a strumpet's feol® (I.4.14).
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Yet, aceording to Lepidus, even the defects of Antony seem to
glow with celestial light:
I must not think there are

Evils enow to darken all his goodness.

His faults in him seem as the spots of houlen

More fiery by night's blackness, . . . 17.10-13)
Ben jamin Spencer peints to these verses as glving great stature
to Anteny: "Lepidus would seem to be saying that out of the
vast darkness of Anteny's virtues his faults shine like stars-.
that his very defects involve a2 bright bcsuty."4

Not only does the nature of Antony take on the atmesphere
of light, but W, H, Clemen explains that his death appears as
a quenching of this light:

He is allied with the stars; hence they too grow

d44im at his death; hence the whole world darkens.D
A hint that Anteny's brillisnce might once fade is given by
the Soothsayer, who tells Anteny, "Thy lustre thiekens / When
he /“Caesar 7 shines by" (II.111,27-28), As the dual nature
wonkfnn the character of Antony the images of light change to
darkness., Antony refers to his loss of brilliance after the
Actium defeat, when he explains te Thyreus why it 1s easy for
Caesar to anger him:

He makes me angry:
And at this time most easy 't is te do 't,
When my good stars, that were by fosmes guildes,

Have an y left their orbs, and shot thpir fires
Into th' abyem of hell. {IIX.x811.143-147)

Antony aeknowledges his doom with similar imagery:
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Alagk, our terrene moon
R e I .
After hies final defeat Antony turms to the sky and ories,
"0 sun, thy uprise shall I see no more. . ." (IV.xiv.45-46).
Vhen he falls on his sword the éuaxda ory eut, "The star is
fallen, / And time 48 at his peried” (IV.xiv.107-108). With
his brilliant imagery, of course, Shakespeare goes beyond the
sourdge of Plutarch to develop the 1light and dark in Antony's
character.

Cleopatra, after seeing what her treashery has caused,
ealls on the sun to "Burn the great sphere thou movest inl
Darkling stand / The varying shore o' th' world" (IV.xv.10-11).
The greatness of Antony is obliterated and she ories, "Ah,
women, women, look, / Our lamp is spent, it 's out!" (IV.xv.84-85).
The nature of Antony cannot contaln the great somplexity of
spirit that pervades him. His nature becomes split asz he
strggles to regain the light that glowed brilliantly vwhile
he was a great soldier but darkened when he could no longer

control his balance between Roman virtue and desire for

Cleopatra.

Antony and Sword Imagery

The basis for the double nature of Antony is heightened
in Antony and Cleopatra by the relation of sword imagery to
the here's struggle with passien for Cleopatra and desire for
Roman soldiership. The sword is symbelis of the warrior,
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povwer, and “The royal cesupation!® (IV.iv.17); therefore
Antony exelaime, "I and my eword will earn our chrenisle"
(III.x411.175). We observe Antony in military dress in the
battle scenes, the conferences with Caesar and Pompey, and at
the opening of the play to enforse the words of Phile, who
speaks of “plated Mars" (I.1.34) and "buekles on his breast"
(I,1.8)., Antony reealls his past %o upaa;k contemptucusly of
Caesar, who 1s not manly because he did not unsheath his sword
and depended upon others teo fight for him,
« »« « he 2% Philippl kept

Hie sword e'en like a dancer, while I struck

The leen and wrinkled Cassius; and 't was I

That the mad Brutus ended; he alons

Dealt on lieutemantiry, and no practiee had

In the brave squares of war. . . « (IIXI.x1.35-40)
In the past Antony asserted himself as a man by the use of
his sword, but Caesar's swerd is more like an ornament. In an
attempt te regain pover Antemy resorts to his sword and
shallienges Caesar to single eombat:

I dare him therefore
Te lay his gay e¢omparisens apart,

And ansver me deolin'd, sword against sword,

Ourselves alone, (II7.x151.29.28)
Caesar refuses this request which Encbarbus reesgnizes as
futile. Enobarbus indicates Antony is now the one with an
ineffestual sword in the sontempucus referenge to the hereo
as a "aworder": '

Yes, like engugh highebattle'd Caesar will

Unstate his happiness, and be stag'd to th' show,
Against a sworder! (ITT,x111.29-31)
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And when he determines to leave Antony, Enobarbus again
mentions the wesk sword that Antony novw possesses:

It eata the eworé “wmmvzl:\;rth?n swgillr;:ggn,

Somes vway to leave him. (ITY.x3141.199-201)
The swerd imagery bullds the stature of Anteny and is then
used to show loss of judgmuit.

dlﬁpatra also has a stirong effect upon Antony thyough
her centrol of his swerd, whioh is rendered almost powerless
in Egypt. The asseciation of the sword with Cleopatra gives
sexual implieatiens to the image. Agrippa notes that

Ho ploaghia her, and she szoppide | (I1.i1.233-234)
The sword changes with this metaphor into an agent of sexual
plsasure besause of the _phaina suggestion, Cleopatra's
determination is shown by her taking of his sword and wearing
1t:

Jaugh'd him 332‘02’32{1:2QET“"’"zhag night

Ilm:gh'dhiminto patienge; and the next morn,
Er ninth hour, Iﬁmnkhimtehiabed:

Mputmyuraaandmﬂaa on him
I wore his sword Phi1lippan. a f:x v.16-23)

Even Antony refers to her effect on his actions following his
defeat:
You did know
How much you were my conqueror; and that

My sword, msde weak by my affegtion, weuld
Obey 1t on all cause. *(TIT x1.65-68)
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These verses are support of the theme besause he indioates that
his power to act, represented by the sword, has been weakened
by his equal capacity for passion.

As Antony nears his ultimate death by sulelde, the sword
imagery takes more signifiocant meaning by creating his loss
of manhood by his loss of the sword, Anteny tells Mardian
that Cleecpatra ". . .has robbed me of my sword" (IV.xiv.23),
thus implying that he has been rendered impotent, To Eros he

says:

Unarm, Eros; the long day's task is deme

And we must sleep. (iv.xiv.35-36)
Antony realizes he is "No more a soldier" (IV.xiv.42), yed
he canmot help but reecall the greatness of his sword before
he falle uwpon the sword in his sulcide attempt:

Quustarts Ui ValtE; S oF o Erese Seytuuale inek

With ships made cities. . . . (IV.x1v.57-59)
The memory of his accomplishments and the degiru to gd down
in history as a great soldler remain the unfulfilled images
he carries to his death., Even Antony's ability to use the
sword is too weak for the suleide and he must ask the guard
to "Draw fhy sword, and give me / Suffiacing strokes for death"
(IV.xiv.116-117). The ultimate symbol of Anteny's loss of
soldiership is shown by Dercetas' theft ef Anteny's sword,
which he takes to Caesar, knowing that "This swerd but shown
to Caesar with this tidings, / Shall enter me with hinm"
(IV.xiv.112-113). Caesar receives the sword of Antony and
asquires sole ownership of the world.
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Food Imagery

Mich of the play's imagery is aaaociaﬁad with food, whieh
suggests the indulgence of Antony in the sensual delights of
Egypt. Antony is the consumer in terms of appetite; and Cleo-
patra 1s the tempting, dellelous food:

. « <other vomen eloy

ihere nost che alisries. . . ToEo® TTI53L.200-243)
Heyr variety inereases her desirability each time Antony tastes
this sustenanee, for she is his "Egyptian dish" (II.vi.134) and
a "dish for the gods" (V.11.275). Cleopatra confirmes this idea
i:y saying, "I was / A morsel for a momarsh. . ." (I.v.30-31).
J. Leeds Barroll explains, ". . .The gluttony motif was so
Tirmly established in the tradition of the story that Shakes
peare has only to allude to 1%t lightly %o evoke the assoclation,"6
Barroll adds:

¥hen ve also consider his imagery which expressed
lechery in terms of appetite for food, ve nigm
y links

oonglude that an understandable consistens

Tust, and, therefore, sould symoiize iuet.l
Barroll's point is that the Elizabethans saw the cormection
between feasting and sexual indulgenée and would assoelate
these aotions with idleness and less of judgment. Antony
realizes his idleness is dangerous, “Ten thousand harms, more
than the ills I know, / My 1dlenese doth hateh" (Y.18.133-134),
He recegnizes that Cleopatra is the eause of his inaotive
statet
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But that your {alty
Holds idleness your subject, I should take you
For 1dleness itself (1.111.91-93)
The actual feasting of which Antony partakes is deseribed
by Enebarbus:
Eno. Ay, sirj we d1d sleep day out of countenance,
and made the night light with drinking.

Maeg. Eight wild boars roasted whole at a breakfast,
and but twelve persons there; 1is this true?

Eno., This was but as a fly by an eaglet we had mueh
more monstrous matter or feast, which uarthlég
deserved noting. {II1.11.181-188)

Pompey recognizes the dulling effect this feasting may have
upon the body, He desires that Antony stay in Egypt and net
Join Caesar; so he calls upon Cleopatra to

Tie up the libertine in a fleld of feasts,

Keep his brain fuming; Eplcurean cooks

Sharpen with cloyless aaune his appetite;
That sleep and feeding Frnrnsuo his hensur

Even t1ll a Lethe'd dulneas (11.1.23.27)

The imagery of food as lust shows not only Cleopatra's
dulling influence upon the man of asctlon but alse the cause
of Antony's inability to asct. As a tough soldier in his early
days Antony ate rough food, which shows his hardiness and
connects him to the early Roman heroes., Caesar deseribes
Anteny's hard dlet in a compaign:

Thou didst drink
The stale of horses, and gilded puddle

Whisch beasts would eough at; thy palate then did deign
The roughest berry on the rudest hedge. , . . (I.iv.61-64)
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This early Antony vwas the hard, traditional soldier; but his
gluttony has caused "laseivious wassalls® and idleness. Antony
therefore indulges too deeply in his emotionﬁl appetites,

loses the deslre for action, and falls through lack of

Judgment caused by the dual eonfliet.

Imagery of Cleopatra As a Serpent

Surrounding the Queen of Egypt is imagery that inereases
her reputation as the seductive mistress of sensual pleasure
to show that she 1s the temptress who entlces Antemy into her
arms and poisons him with her endless appetite for love. Imagery
of serpents and polson begins early in the play and fittingly
terminates with a Nile serpent extinquishing Cleopatra's 1life.
She ldentiflies herself with the serpents while Antenmy is in
Rome:

He 's speaking now,

TR LN, iy e

With most delicious peison, (1.v.24-27T)
Daniel Stempel believes that emphasis in these lines should
be placed on 'nwnclt*sx "The implieation of these lines in
Clecpatra’s reverie is that hitherto she has been feeding her
delicious poison to Anxony."g Allusion to this peoison ig made
by Anteny in Rome as he explaine to Camesar how ". . .poisoned
hours had bound me up / From mine own kmewledge® (II.11.90-91).
This statement is a ¢lsar indication of his loss of Jjudgment
through the poisonous influence of the queen. George Brandes
labels the play a poisoning story like that of Macbeth exeept
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that Macbeth's weakmness was ambition and Antony's is the poison
of sensuality administered by Glearpatra.'o

The queen's character is 1lluminated further by a series
of references %o the serpent when she learns of Antony's
marrisge to Oetavia, She tells the messenger, "Theu shouldst
come like a Fury crown'd with snakes, . ." (II.v,40). After
she learns the truth she ories: "Melt Egypt into Nile! and
kindly ereatures / Turn all to serpents!" (II.v,.78=79). The
messenger refuses to lie and Clecpatra snarle:

0, I weuld thou dldst,

?éﬁ:ﬁrmﬁ??m‘d R (IX.v.92-95)
Her quiek anger in this scene reveals her affinity with the
serpants of the Nile,

A touch of ireny is spplled to the poison motif, for
Clecpatra invekes death by polson if shse has been unfaithful
te her lover in the Thyreus episode.

Ah, dear, if I be so,

And polsan 14 in the Seurce, and the rirat stome

Dyep In my neek; as 1t dct;m-mines, 80

Dissolve my life! (IX.x31.158-162)
Her feelings are expressed, but the lines alse serve to fore-
cast her fate with the msp. 5She asks the rustie who brings
the basket: "Hast thou the pretty worm of Nilus there, /
That kills and pains nott?" (V.11.243-2844), The peasant adds
his own dramatic ireny in his discussien with her:



Look you, the worm is not to be trusted

but in the knging of wise peeple: for,

indeed, there is no goodness in the worm, (V.11.266-268)
The ignorant rustic is unaware of ironie implieations of his
vords, but we might assoclate this statement with the gueen,
who has shown so little goodness in her dominating, poisonous
influence of the hero.

The very height of the serpent imagery 1s reached just
before Cleopatra's death, as she whispers:

Peage, peagel

Dost thou not see my baby at my breast,

That sucks the nurse asleep? (V.11.311=-313)
Daniel Stempel gives an interpretation of these lines that
shows exastly how permanent the semsualily of Cleopatira remains:

What more fitting end for the serpent who has fed

Anteny with delicious peison than to die by her

ovn weapon? The asp 1s indeed her "baby," and she
is the proper nurse for an asp, The ourrent of ser

pent imagery reaches matic on-
elusio: fereneces, and
points

She makes no transfiguration besause the elementary basis
for her character is a sensuality thet polsons Anteny inte
love for passion and disregard for the state. Some crities,
however, such as Benjamin Spenscer, carry weight with the
argument that the metaphors of the play are paradoxieal and
there is no ¢lear resolution in behalf of any of the eharacters
in Anteny and Cleopatra.!?

The imagery of the werld, the stars, and the sword all
develop the magnifisence of Antony'’s past and point direectly
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to his loss efsjudgment, The gluttony imegery reveals his
appetite for'Cle@patra, the treacherous serpent who

deliberately pelsons hiwm with love for the flesh. He is a
truly great Romen who 13 weakened by duality helveen Roman
values and passion for his queen unitil reduced teo the fatal

suleide,



CONCLUSION

A study of Antony and Cleopatra reveals that the most
defensible basis for the theme of the play is Antony's un-
resolved conflict between passion fer Clecpatra and allegiance
to conventions he should maintain as a Roman, Antony indicates

his tragedy by saying:

« « o When we in our vieiousness grow hard--
0 misery on 'tl--the wise gods seel our eyes;
In our own filth drop our clear jJjudgements; make us ,
o S, T e SRS e st )
The 1ife of Rome and the life of Alexandria both vie for his
attention, and he does not wish to give up either way of life,
He becomes oconfused and loses his juldgment, for he fails %o
understand that the twe philesophies of life cannot be re-
eonciled, A cholee is open %o him early in the play, and a
deaision in faver of either Rome or Alexandria nust be made
if he is to gain unity; but he does not resolve his confliet
because he tries to maintain his Roman power while sleeping,
eating, and whoring in Egypt. His confusion and loss of
Jjudgment preopel him to flee the battle at Actium; <this
action induces his loss of manhood and paves the way for his
final destruetion. He hopes to regain his walor, but he
cannot force himself to leave Cleopatra; 4therefore the paradex

of his nature is complete when he fittingly dies in Cleepatra's

66
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arms d.nirﬁs remembrance as a valiant soldier.

Shakespeare departsfrom Plutareh te bulld the eharacter
of Anteny, for the historian piectured Anteny as a man ruined
by vwomen, Shakespeare gives Antony more sharacter by making
the hero respensible for insults to Caesar, the desertion of
Enobarbus, the loss at Aetium, and a final loss of judgment.
Shakespeare also pistures a glorious, ideal past for Antony
that Plutareh recorded as debaushed by military mistakes and
private viees., This departure by Shakespeare gives more
emphasis to Antony's dying desire for remembranse as a noble
Roman soldier, a faet whioh iuvql a doubt about some orities'
assertions of a final sommitment ef Antony's entire being to
Cleopatra.

. Oleopatra is an integral part of Antemy's internel turmoil.
Anteny has been a great soldier, but he is seduved by the queen
into the lethargy of indulgenee of sensual pleasures. He
reaiizes his dangert "These strong Egyptian fetters I must
break, / Or lose myself in dotage” (I.11,119-120); but he
neglecte to divorce himself from Egypt, and we witness the
tragedy of the destrustien of a mean whese nature is divided,
Cleopatra provides a direot antithesis of the mores and values
of the Roman Empire. She is used by Shakespeare to provoke
and intensify the sensual desires of Antemny. Cleopatra's
selfish nature prevents a true love of Amtony, but she gains
great expression by a visien eof sush a love. She attains no
transfiguration through love begause she delays her death
with optimistic expeetat$sns of retaining royal status. She
searches without suecess for a refuge from the disgraee of
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Caesar's plammed triumph; thereafter she takes her own life.

In developing the character of Cleopatra, Shakespeare
departs somewhat from Plutarch by lessening the dark side
ef her nature to thow better the inner turmoil ef the here,
Antony in Shakespeare is destreyed bv his own weaknessss, not
by the Egyptian quesn as in Plutareh's aceount, It is doubtful
in the drama that Cleopatra befrays Antony; so the less at
Actium makes Anteny's loss of judgment more forceful. Shake-
speare darkems and bullds Cleopatra's selfish nature by
inserting the Egyptian messenger and by her dramatie search
for an esgape frem the triumph that is so alearly pletured
for her by an angry Anteny before his death.

Cassar is a foll to Anteny, for the vietoriouc Roman
has a unity and singleness of purpose that enable him teo gain
mastery of the empire. He becomes the strength ef Rome by
removing the threat which Antony and Cleopatra pose, He is
than able to move a2 step ¢loser te his desire for universal
peaes,

Other minor eharacters are Juxtapesed with Anteny’s
unresclved eonfliet. Ensbarbus ends in tragedy beeause he
cammot decide the true nature of Antony. This eonfusion
causes an internal sonflict concerning the folly of loyalty
to a foolish lord or the wisdem of desertion; he deeides on
the latter course and dies of a broken heayrt, Octavia tries
. %o bridge the differences between her brother and Anteny, but
this divided love destroys her unity and marital happiness.
Pompey refuses to aagept Menas' offer to murder the triumvirs
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beocause his honor confliets with his ambition; therefore

he reflegts the tragedy of Antony, since both reveal an
insbility to act in a direst, unified way, Lepidus alse
reveals a lack of unity by attempting equal treatment of
opposing forcea, His actions, like those of Pompey, Octavia,
and Enobarbus, support the doctrine that a person divided in
allegiance and intention will be destroyed, especially when
faced with a man of unity like Caesar.

The imagery of the play also develops the portrait of
a great soldier weakened by a eonfliet between his passion and
virtue that he cannet resolve. Az a great soldier he is
aligned with worldly stature and the light of the stars, but
vhen faced with lack of judgment his celestial light slewly
dims and dies., His swomrd 18 an image of pover and greatness,
but his professional ability waﬁkm until he cannot even
make a clean stroke in his sulolide., Food imagery reveals his
gluttonous appetite for sexual pleasure. Cleopatra is treated
metaphorisally to develop her association with serpents and
to imply her polsonous effect upon Anteny.

Antony has a paradexical nobility that 1s oapable of
ereating sympathy and admiration, but his nature is deeply
flawed. He tries to retain both his rank as a great soldler
and his sexual relationship with Cleopatra, but the two elements
defy unification and he ends in tragedy,
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