1

MODULE 4 UNIT 3
JOHN DRYDEN: All for Love (Act One)
4.3.0: Introduction 

4.3.1: Heroic Tragedy and John Dryden
4.3.2: Dryden’s ‘Preface’, ‘Prologue’ and Shakespearean Adaptation
4.3.3: The Sub-Title of All for Love 

4.3.4: Synopsis of All for Love 

4.3.5: Detailed Summary of Act I 
4.3.6: Text of Act I of All for Love 

4.3.7: Glossary 

4.3.8: Critical Commentary on Act I 

4.3.9: Comparing Dryden and Shakespeare: Act 1
4.3.10: Summing Up: Act I as Exposition to All for Love 

4.3.11: Suggested Activity 

4.3.12: Comprehension Exercises 

4.3.13: Reading List 
4.3.0 INTRODUCTION
You have already come across John Dryden as a verse-satirist and a literary theorist of the Restoration Period in England. The very fact that you are now studying an excerpt from a play by him will give you a fair idea of Dryden’s multi-faceted genius. The Restoration, you must have realised by now, was not an age where heroism could be looked upon in the same vein that you could do in earlier periods. Hence it is natural that the tragic plays of the period, which were popularly known as Heroic Tragedies, would not be on the same wavelength as tragedies of the Renaissance or the Elizabethan period. The strain of artificiality is pervasive in this genre. You may recall Dryden’s own conception of a heroic play, that according to him, ought to be ‘an imitation of an heroic poem; and consequently that love and honour ought to be the subject of it’. 
This Unit introduces you to Dryden’s All for Love, which is sub-titled ‘The World Well Lost’. Your syllabised portion is the first Act of the play only, but we will be giving an overview of the entire play and related issues in a nutshell. To begin with, it is a heroic drama that first appeared in 1677. It is written in a free adaptation of Shakespeare and modelled upon the design of classical tragedy. It is considered to be an approved imitation of Shakespeare’s Antony and Cleopatra. In fact, re-workings of Shakespeare’s plays have been a common feature in subsequent ages, till our own times. In terms of thought and content, Shakespeare is so rich that he has always lent himself to adaptations in subsequent periods, albeit story lines have changed in keeping with temporal spatial frameworks.  
4.3.1 HEROIC TRAGEDY AND JOHN DRYDEN 
If you look back at the sub-section on ‘Restoration Tragedy’ in Module 4 Unit 1, you will remember that as a type, this form of drama had a rather short life span. Given the artificiality of the age and the kind of elements that such drama tried to depict, this was perhaps pre-destined. Yet, within this brief period, there were quite a handful of playwrights, just as there were a number of plays written; though not all attained equal popular acclaim. To repeat certain facts that you already know but would do good to recollect, heroic drama dealt with exalted spectacles and almost superhuman attributes and activities of a hero, and was modelled on the themes of heroism, courage, love and honour. This genre was primarily modelled after the French Neo-Classical tragedy and was normally written in rhyming pentameter couplets. Chronologically, Dryden’s All for Love is a Heroic Drama written in the final phases of the existence of this mode and with his genius, he naturally produced one that stands above most of the rest. This is however not to say that this play manages to completely elude the inherent limitations of the genre. One interesting variation in Dryden’s work is that he does not use the rhyming couplets, but writes in blank verse as Shakespeare did. 
Dryden however rigorously follows Aristotle’s idea of Unity of Action, mentioned in Poetics. According to Aristotle, a tragedy must have a single course of action without any subsidiary plot. Dryden strictly adheres to this, and the unity of place is also maintained as the scene of action never shifts from Alexandria. This is unlike Shakespeare who takes us across the world from Rome to Egypt in his play! In case of the unity of time, there exists in the play a case of illusion of reality. The acts do not have any scene division, and the unity of unbroken time is maintained by such an illusion separately in every act. Dryden’s play may thus be seen as having certain interesting experimentations by way of re-doing Shakespeare with classical precepts in mind. 
4.3.2    DRYDEN’S ‘PREFACE’, ‘PROLOGUE’ AND SHAKESPEAREAN 
 
ADAPTATION

· Preface: Dryden’s All for Love has a Preface that tries to introduce the audience with the intentions that the author had in imitating Shakespeare’s drama. He also says that in portraying the hero and the heroine he has not described them too moral (since it will be unjust to make them suffer). At the same time the lovers are not projected as unscrupulous villains as then they shall not be able to arouse the desired sympathy from the audience. He mentions that in the construction of the plot he has adhered to the Classical unities, and the story does not deal with any subplot outside the realm of the main action of the play. He also mentions that introducing Octavia is an error, since the character takes away a considerable amount of audience’s sympathy. He thinks that by imitating ‘divine’ Shakespeare he has transcended his earlier achievements. He also mentions that as practitioner of art he does not consider it morally right to arouse too much of sympathy for the lovers who are engaged in illicit and improper love. 
· Prologue: In the Prologue to All for Love Dryden wittily states that he is expecting adverse comments from the critics, and later on he also states what kind of heroes and heroines the audience should see and search for in dramas. However, finally Dryden submits himself and humbly says that the audience should not expect great mastery from him in the portrayal of the heroes and heroines since he is lower in standard when compared to great writers. 
4.3.3 THE SUBTITLE OF ALL FOR LOVE 
All for Love has a subtitle ---- ‘The World Well Lost’ ---- which makes it clear that the play does not deal with the high moral assumptions where heroism and honour depend primarily on virtue and responsible action on the part of the heroes and heroines by sacrificing their personal peace and pleasures. The subtitle rather shows that Dryden here is not interesting to portray the illicit love between Antony and Cleopatra as wrong and immoral. Though the outcome of such a love affair is bound to be tragic, Dryden does not dismiss the same, and appears to celebrate how Antony and Cleopatra lost everything that they possessed for the sake of their love. However, this very approach appears contradictory to the high moral claims made by Dryden in the Preface. This can also be seen as a deliberate way of ignoring morality on the part of the dramatist. 

4.3.4. SYNOPSIS OF ALL FOR LOVE
The play is set in Alexandria in Egypt, and deals with the last hours of Antony and Cleopatra. The play opens with Serapion describing mysterious happenings like storms and supernatural scenes which are omens for the future doom of Egypt. Alexas, Cleopatra’s eunuch, dismisses the claims and seems critical of Cleopatra’s affection towards Antony who is secretly hated by the Egyptians. Ventidius appears and knowing from another gentleman regarding Antony’s despondent state, blames Cleopatra for such a downfall. On the other hand he prepares to help Antony and manages to pull out Antony from his despondency when Antony appears first on stage. By the end of the first act Antony regains his warlike spirits and decides to leave Cleopatra. 
In the second act, Cleopatra appears mourning. Charmion, Cleopatra’s waiting woman, tries to arrange a meeting between Antony and Cleopatra in vain. Cleopatra tries to win back the love of Antony by gifts and jewels, including a bracelet. Alexas suggests that the Egyptian queen should tie the bracelet in Antony’s wrist herself. In a meeting between Antony and Cleopatra, Ventidius reappears to proclaim that Cleopatra is not the right partner of Antony as she can use guile and is going to abandon Antony to find her own safety. Cleopatra proves this argument wrong by showing a letter from the Roman authorities asking her to surrender Antony to them as a prisoner of war and lets Antony know that in spite of such an invitation she did not betray Antony. Antony is overjoyed and proclaims his love for Cleopatra. 
In the third act, Antony is seen returning from battle overwhelmed with love for Cleopatra. Ventidius appears to speak with Antony, who attempts to flee unsuccessfully. Antony shows signs of having no desire to resume the war but doesn't know how to stop it. He believes Dolabella can assist him and Ventidius brings Dolabella out. Dolabella, Antony's friend, appears after Antony succeeds in the battle. Dolabella was earlier banished since he loved Cleopatra, but he returns to a warm welcome from Antony. Dolabella appears with a solution by which Antony must reunite with his rightful wife Octavia (Octavius Caesar’s sister) by which there will be an end in the villainy shared between Antony and Octavius. Cleopatra learns how this turn of event has defeated her, and appears to be defeated by the political scenario.  Alexas advises Cleopatra to ignore the presence of Octavia. Cleopatra, however, faces Octavia in an argument as a rival in Antony’s love where it becomes clear that though Antony does not wholeheartedly love Octavia, it is she and not Cleopatra to whom Antony rightfully belongs. 
In Act Four, Antony appears to be convinced by Octavia’s persuasion that his rightful place is in Rome with his children. Even then Antony does not find the emotional courage to tell Cleopatra himself. Antony asks Dolabella to inform her. Ventidius overhears that Dolabella will be going to Cleopatra to bid her farewell. He also sees her working out a strategy with Alexas to make Antony jealous by way of Dolabella. Ventidius and Octavia see Dolabella taking Cleopatra's hand, but when the time comes to make a move romantically, both of them fall apart from the guilt of their betrayal. Ventidius tells Antony that Dolabella and Cleopatra have turned lovers and with this piece of information Antony turns infuriated. This makes Octavia leave Antony permanently since she is not believed by Antony. However, Antony even refuses to believe Cleopatra and Dolabella when they try to explain the actual strategy. 
In the final act, Antony is seen taking Cleopatra’s fleet and going to Caesar by whom he is greeted graciously. Then they come back to Alexandria. When Cleopatra is informed of this, Alexas advises her to flee and assures her that he will attempt to make amends with Caesar. Cleopatra considers this as a way in which he will look like a traitor and he must not go to Caesar.  Cleopatra escapes and Alexas is left behind. Antony and Ventidius get together and prepare to fight. Alexas informs Antony that Cleopatra is dead. Antony turns grief-stricken and tells Ventidus to end his life, but Ventidius refuses and kills himself. With Ventidius dead, Antony tries and fails to commit suicide. Cleopatra appears to see Antony living on the verge of death. Cleopatra commits suicide. Serapion conveys their tribute.
4.3.5. DETAILED SUMMARY OF ACT ONE
Dryden’s All for Love opens with choric documentation of the mysterious happenings in contemporary Egypt. Serapion, who is the priest of the temple of Isis, describes the world of nature in Egypt and the uncanny turn of events which are definitely against the climate and geological norms of the locale. According to him, River Nile has flooded quite suddenly ahead of usual time, leaving all creatures like seals, hippopotami, and dolphins to the land. He further notes in front of Myris (another priest) that previous night the domes were blown off the tombs of ancient Egyptian kings by a furious whirlwind, adding to the nerve raking tension caused by such a spectacle, he also announces that from the tomb came out the ghosts and started groaning. He reports that he has heard a grief-filled voice telling that Egypt has reached its extinction, and to Serapion, these are omens which seem to suggest the nemesis of the Egyptian order under Cleopatra and Mark Antony. 

Alexas, a eunuch and a courtier of Cleopatra, appears and ridicules Serapion’s narrative as superstitious, though later on as it comes out from his deliberations it is certainly a period of grave political unrest in Egypt. He says that Octavius Caeser’s troops are continually threatening Egypt, and to Serapion, if Antony is defeated Egypt will turn out to be a Roman colony. It is also certain that even if Antony is united with Octavius, the same would not lead Egypt to any greater prosperity, since even in that scenario Egypt will be kept as a part of the Roman province. Alexas wishes to see all these tyrants fight each other and get demolished. He also notes that all these would have not happened if Cleopatra would have agreed to his suggestion of making peace with Rome by surrendering Antony as a prisoner to Rome. 

Meanwhile, Ventidius, a noble and hardy Roman general and friend to Mark Antony arrives on the scene. Alexas mentions that Ventidius is a hardy general like Antony, and dissimilar to him as well, since unlike Antony Ventidius does not indulge in any of the sensual pleasures by refusing to follow his duties. The Egyptians remain behind as Ventidius continues to learn from an attendant gentleman the current position of Mark Antony and Egypt in general. He learns that Antony has grown despondent and neither sleeps nor eats and it appears to Ventidius that since Antony is by nature brave and hardy his introspection regarding his own misdeeds has made him despondent. Later when Alexas and the priests come forward, Alexas instructs the priests to carry out the orders of Cleopatra by arranging the celebrations of Antony’s birthday throughout Egypt. Ventidius argues that Cleopatra has been the instrument behind Antony’s downfall, and the Roman forefathers of Antony find it shameful to see a courageous Roman general to be led to seeking pleasures by forgetting his duties and doting on the Egyptian Queen. He also tells Alexas to tell Cleopatra that he has arrived to end all her charms and he also dismisses the Egyptians telling them to celebrate their cowards’ holiday in temples. 

Ventidius then meets Mark Antony even though Antony had previously declared that he is in no mood of meeting with any person. Ventidius is certainly aggrieved to see Antony in such a deplorable condition, and when he approaches Antony, instead of being happy to see a old friend of his, Antony turns irritated. Antony appears to have lost all his energies and warlike spirits and Ventidius is deeply hurt to see Antony’s degradation, and shedding tears he tries to move and inspire Antony to believe that he can still defeat Octavius. Antony is shameful for his cowardly act of fleeing from the battle of Actium. Ventidius manages to inspire the spirits of Antony and suggests that Antony should not grow despondent any further, and must thereby fight and regain the glory that he had previously acquired. He also informs Antony about the military assistance he has brought from Parthia for him though curtly mentions that the soldiers are willing to fight for Antony, and not for Cleopatra. He tries to arouse Antony’s temper against Cleopatra by announcing that the soldiers think that Antony might give away the spoils of victory to buy jewels for Cleopatra. Antony is deeply affected and enraged by such negative remarks about Cleopatra. Ventidius though finds it highly improper of Antony to have doted on such a worthless woman, and severely accuses her for his downfall. Antony warns Ventidius, but again understands that Ventidius has grown critical of Cleopatra because of the fact that he loves his emperor and friend. Ventidius is deeply hurt by Antony’s warnings and says that he could have gone and united with Octavius had he been not Antony’s true friend. He further accuses Cleopatra, and Antony appears to have understood the genuine nature of concern and loyalty in Ventidius. Later he embraces Ventidius and agrees to give up Cleopatra for the sake of regaining his supremacy and royal self. However, even though Antony has announced that he shall leave Cleopatra, he also asks Ventidius not to disparage her, since Antony is essentially in deep love and has great passionate intensity felt for Cleopatra. Ventidius agrees and says that by deciding to leave Cleopatra, Antony has already regained his spirits and grandeur, and like a true Roman, he has turned out to be a man of honour. Even though Antony finds it to be a political necessity to get rid of the despondent state of mind that he has been into he appears to be regretful of his decision of leaving Cleopatra since he has deep and genuine emotions of love felt for her. However, he also acknowledges Ventidius’s inspiring statements and says that it is he who has given him an impetus to transcend his despondent state and behave in a manner which is glorious. He feels stronger and is bent to fight and prove his mettle and defeat Octavius. He announces in a heroic manner that in company with Ventidius, he will lead the soldiers like Time and Death, and devour the enemies.
· Historical Persons Mentioned in the First Act:  
Mark Antony: Marcus Antonius, commonly known in English as Mark Antony, was a Roman politician and general who formed an official alliance between himself, Octavian, and Lepidus, which broke up in 33 BC. Antony was defeated by Octavian in the Battle of Actium (31 BC), and committed suicide with his beloved Cleopatra shortly after the defeat. 
Cleopatra: Cleopatra was the last Pharaoh of Ancient Egypt. After the defeat of Antony whom she supported against the legal heir of Caesar, Octavian, she committed suicide by means of an asp bite on August 12, 30 BC and thereafter Egypt became part of the Roman Empire. 
Octavius: More popularly known as Augustus, Octavius (Octavian) was the founder of the Roman Empire and its first Emperor, ruling from 27 BC until his death in 14 AD. 
4.3.6. TEXT – ALL FOR LOVE, ACT 1. 
(Preceded by part of the Preface and the Prologue)

· PREFACE(Part)
The death of Antony and Cleopatra is a subject which has been treated
by the greatest wits of our nation, after Shakespeare; and by all so
variously, that their example has given me the confidence to try
myself in this bow of Ulysses amongst the crowd of suitors, and,
withal, to take my own measures, in aiming at the mark  I doubt not
but the same motive has prevailed with all of us in this attempt;
I mean the excellency of the moral: For the chief persons
represented were famous patterns of unlawful love; and their end
accordingly was unfortunate. All reasonable men have long since
concluded, that the hero of the poem ought not to be a character of
perfect virtue, for then he could not, without injustice, be made
unhappy; nor yet altogether wicked, because he could not then be
pitied. I have therefore steered the middle course; and have drawn
the character of Antony as favourably as Plutarch, Appian, and Dion
Cassius would give me leave; the like I have observed in Cleopatra.
That which is wanting to work up the pity to a greater height, was
not afforded me by the story; for the crimes of love, which they both
committed, were not occasioned by any necessity, or fatal ignorance,
but were wholly voluntary; since our passions are, or ought to be,
within our power. The fabric of the play is regular enough, as to
the inferior parts of it; and the unities of time, place, and action,
more exactly observed, than perhaps the English theatre requires.
Particularly, the action is so much one, that it is the only one of
the kind without episode, or underplot; every scene in the tragedy
conducing to the main design, and every act concluding with a turn
of it. The greatest error in the contrivance seems to be in the
person of Octavia; for, though I might use the privilege of a poet,
to introduce her into Alexandria, yet I had not enough considered,
that the compassion she moved to herself and children was destructive
to that which I reserved for Antony and Cleopatra; whose mutual love
being founded upon vice, must lessen the favour of the audience to
them, when virtue and innocence were oppressed by it. And, though
I justified Antony in some measure, by making Octavia's departure to
proceed wholly from herself; yet the force of the first machine still
remained; and the dividing of pity, like the cutting of a river into
many channels, abated the strength of the natural stream. But this
is an objection which none of my critics have urged against me; and
therefore I might have let it pass, if I could have resolved to have
been partial to myself. The faults my enemies have found are rather
cavils concerning little and not essential decencies; which a master
of the ceremonies may decide betwixt us. The French poets,
I confess, are strict observers of these punctilios: They would not,
for example, have suffered Cleopatra and Octavia to have met; or,
if they had met, there must have only passed betwixt them some cold
civilities, but no eagerness of repartee, for fear of offending
against the greatness of their characters, and the modesty of their
sex. This objection I foresaw, and at the same time contemned; for
I judged it both natural and probable, that Octavia, proud of her
new-gained conquest, would search out Cleopatra to triumph over her;
and that Cleopatra, thus attacked, was not of a spirit to shun the
encounter: And it is not unlikely, that two exasperated rivals
should use such satire as I have put into their mouths; for, after
all, though the one were a Roman, and the other a queen, they were
both women. It is true, some actions, though natural, are not fit to
be represented; and broad obscenities in words ought in good manners
to be avoided: expressions therefore are a modest clothing of our
thoughts, as breeches and petticoats are of our bodies. If I have
kept myself within the bounds of modesty, all beyond, it is but
nicety and affectation; which is no more but modesty depraved into
a vice. They betray themselves who are too quick of apprehension in
such cases, and leave all reasonable men to imagine worse of them,
than of the poet. 

· Prologue 
What flocks of critics hover here to-day,
As vultures wait on armies for their prey,
All gaping for the carcase of a play!
With croaking notes they bode some dire event,
And follow dying poets by the scent.
Ours gives himself for gone; y' have watched your time:
He fights this day unarmed,--without his rhyme;--
And brings a tale which often has been told;
As sad as Dido's; and almost as old.
His hero, whom you wits his bully call,
Bates of his mettle, and scarce rants at all;
He's somewhat lewd; but a well-meaning mind;
Weeps much; fights little; but is wond'rous kind.
In short, a pattern, and companion fit,
For all the keeping Tonies of the pit.
I could name more: a wife, and mistress too;
Both (to be plain) too good for most of you:
The wife well-natured, and the mistress true.
Now, poets, if your fame has been his care,
Allow him all the candour you can spare.
A brave man scorns to quarrel once a day;
Like Hectors in at every petty fray.
Let those find fault whose wit's so very small, They've need to show that they can think at all;
Errors, like straws, upon the surface flow;
He who would search for pearls, must dive below.
Fops may have leave to level all they can;
As pigmies would be glad to lop a man.
Half-wits are fleas; so little and so light,
We scarce could know they live, but that they bite.
But, as the rich, when tired with daily feasts,
For change, become their next poor tenant's guests;
Drink hearty draughts of ale from plain brown bowls,
And snatch the homely rasher from the coals:
So you, retiring from much better cheer,
For once, may venture to do penance here.
And since that plenteous autumn now is past,
Whose grapes and peaches have indulged your taste,
Take in good part, from our poor poet's board,
Such rivelled fruits as winter can afford. 
ALL FOR LOVE
or
THE WORLD WELL LOST

A TRAGEDY


DRAMATIS PERSONAE

MARK ANTONY.
VENTIDIUS, his General.
DOLABELLA, his Friend.
ALEXAS, the Queen's Eunuch.
SERAPION, Priest of Isis.
MYRIS, another Priest.
Servants to Antony.

CLEOPATRA, Queen of Egypt.
OCTAVIA, Antony's Wife.
CHARMION, Cleopatra's Maid.
IRAS, Cleopatra's Maid.
Antony's two little Daughters.

SCENE.--Alexandria. 

Act I

Scene I.--The Temple of Isis

Enter SERAPION, MYRIS, Priests of Isis

SERAPION. Portents and prodigies have grown so frequent,
That they have lost their name. Our fruitful Nile
Flowed ere the wonted season, with a torrent
So unexpected, and so wondrous fierce,
That the wild deluge overtook the haste
Even of the hinds that watched it: Men and beasts
Were borne above the tops of trees, that grew
On the utmost margin of the water-mark.
Then, with so swift an ebb the flood drove backward,
It slipt from underneath the scaly herd:
Here monstrous phocae panted on the shore;
Forsaken dolphins there with their broad tails,
Lay lashing the departing waves: hard by them,
Sea horses floundering in the slimy mud,
Tossed up their heads, and dashed the ooze about them.

Enter ALEXAS behind them

MYRIS. Avert these omens, Heaven!

SERAPION. Last night, between the hours of twelve and one,
In a lone aisle of the temple while I walked,
A whirlwind rose, that, with a violent blast,
Shook all the dome: the doors around me clapt;
The iron wicket, that defends the vault,
Where the long race of Ptolemies is laid,
Burst open, and disclosed the mighty dead.
>From out each monument, in order placed,
An armed ghost starts up: the boy-king last
Reared his inglorious head. A peal of groans
Then followed, and a lamentable voice
Cried, Egypt is no more! My blood ran back,
My shaking knees against each other knocked;
On the cold pavement down I fell entranced,
And so unfinished left the horrid scene.

ALEXAS. And dreamed you this? or did invent the story,
[Showing himself.]
To frighten our Egyptian boys withal,
And train them up, betimes, in fear of priesthood?

SERAPION. My lord, I saw you not,
Nor meant my words should reach you ears; but what
I uttered was most true.

ALEXAS. A foolish dream,
Bred from the fumes of indigested feasts,
And holy luxury.

SERAPION. I know my duty:
This goes no further.

ALEXAS. 'Tis not fit it should;
Nor would the times now bear it, were it true.
All southern, from yon hills, the Roman camp
Hangs o'er us black and threatening like a storm
Just breaking on our heads.

SERAPION. Our faint Egyptians pray for Antony;
But in their servile hearts they own Octavius.

MYRIS. Why then does Antony dream out his hours,
And tempts not fortune for a noble day,
Which might redeem what Actium lost?

ALEXAS. He thinks 'tis past recovery.

SERAPION. Yet the foe
Seems not to press the siege.

ALEXAS. Oh, there's the wonder.
Maecenas and Agrippa, who can most
With Caesar, are his foes. His wife Octavia,
Driven from his house, solicits her revenge;
And Dolabella, who was once his friend,
Upon some private grudge, now seeks his ruin:
Yet still war seems on either side to sleep.

SERAPION. 'Tis strange that Antony, for some days past,
Has not beheld the face of Cleopatra;
But here, in Isis' temple, lives retired,
And makes his heart a prey to black despair.

ALEXAS. 'Tis true; and we much fear he hopes by absence
To cure his mind of love. 
SERAPION. If he be vanquished,
Or make his peace, Egypt is doomed to be
A Roman province; and our plenteous harvests
Must then redeem the scarceness of their soil.
While Antony stood firm, our Alexandria
Rivalled proud Rome (dominion's other seat),
And fortune striding, like a vast Colossus,
Could fix an equal foot of empire here.

ALEXAS. Had I my wish, these tyrants of all nature,
Who lord it o'er mankind, rhould perish,--perish,
Each by the other's sword; But, since our will
Is lamely followed by our power, we must
Depend on one; with him to rise or fall.

SERAPION. How stands the queen affected?

ALEXAS. Oh, she dotes,
She dotes, Serapion, on this vanquished man,
And winds herself about his mighty ruins;
Whom would she yet forsake, yet yield him up,
This hunted prey, to his pursuer's hands,
She might preserve us all: but 'tis in vain--
This changes my designs, this blasts my counsels,
And makes me use all means to keep him here.
Whom I could wish divided from her arms,
Far as the earth's deep centre. Well, you know
The state of things; no more of your ill omens
And black prognostics; labour to confirm
The people's hearts. 

Enter VENTIDIUS, talking aside with a Gentleman of ANTONY'S

SERAPION. These Romans will o'erhear us.
But who's that stranger? By his warlike port,
His fierce demeanour, and erected look,
He's of no vulgar note.

ALEXAS. Oh, 'tis Ventidius,
Our emperor's great lieutenant in the East,
Who first showed Rome that Parthia could be conquered.
When Antony returned from Syria last,
He left this man to guard the Roman frontiers.

SERAPION. You seem to know him well.

ALEXAS. Too well. I saw him at Cilicia first,
When Cleopatra there met Antony:
A mortal foe was to us, and Egypt.
But,--let me witness to the worth I hate,--
A braver Roman never drew a sword;
Firm to his prince, but as a friend, not slave,
He ne'er was of his pleasures; but presides
O'er all his cooler hours, and morning counsels:
In short the plainness, fierceness, rugged virtue,
Of an old true-stampt Roman lives in him.
His coming bodes I know not what of ill
To our affairs. Withdraw to mark him better;
And I'll acquaint you why I sought you here,
And what's our present work.
[They withdraw to a corner of the stage; and VENTIDIUS,
with the other, comes forward to the front.]

VENTIDIUS. Not see him; say you?
I say, I must, and will. 

GENTLEMAN. He has commanded,
On pain of death, none should approach his presence.

VENTIDIUS. I bring him news will raise his drooping spirits,
Give him new life.

GENTLEMAN. He sees not Cleopatra.

VENTIDIUS. Would he had never seen her!

GENTLEMAN. He eats not, drinks not, sleeps not, has no use
Of anything, but thought; or if he talks,
'Tis to himself, and then 'tis perfect raving:
Then he defies the world, and bids it pass,
Sometimes he gnaws his lips, and curses loud
The boy Octavius; then he draws his mouth
Into a scornful smile, and cries, "Take all,
The world's not worth my care."

VENTIDIUS. Just, just his nature.
Virtue's his path; but sometimes 'tis too narrow
For his vast soul; and then he starts out wide,
And bounds into a vice, that bears him far
>From his first course, and plunges him in ills:
But, when his danger makes him find his faults,
Quick to observe, and full of sharp remorse,
He censures eagerly his own misdeeds,
Judging himself with malice to himself,
And not forgiving what as man he did,
Because his other parts are more than man.--
He must not thus be lost.
[ALEXAS and the Priests come forward.]

ALEXAS. You have your full instructions, now advance,
Proclaim your orders loudly. 

SERAPION. Romans, Egyptians, hear the queen's command.
Thus Cleopatra bids: Let labour cease;
To pomp and triumphs give this happy day,
That gave the world a lord: 'tis Antony's.
Live, Antony; and Cleopatra live!
Be this the general voice sent up to heaven,
And every public place repeat this echo.

VENTIDIUS. Fine pageantry!
[Aside.]

SERAPION. Set out before your doors
The images of all your sleeping fathers,
With laurels crowned; with laurels wreath your posts,
And strew with flowers the pavement; let the priests
Do present sacrifice; pour out the wine,
And call the gods to join with you in gladness.

VENTIDIUS. Curse on the tongue that bids this general joy!
Can they be friends of Antony, who revel
When Antony's in danger? Hide, for shame,
You Romans, your great grandsires' images,
For fear their souls should animate their marbles,
To blush at their degenerate progeny.

ALEXAS. A love, which knows no bounds, to Antony,
Would mark the day with honours, when all heaven
Laboured for him, when each propitious star
Stood wakeful in his orb, to watch that hour
And shed his better influence. Her own birthday
Our queen neglected like a vulgar fate,
That passed obscurely by. 

VENTIDIUS. Would it had slept,
Divided far from his; till some remote
And future age had called it out, to ruin
Some other prince, not him!

ALEXAS. Your emperor,
Though grown unkind, would be more gentle, than
To upbraid my queen for loving him too well.

VENTIDIUS. Does the mute sacrifice upbraid the priest!
He knows him not his executioner.
Oh, she has decked his ruin with her love,
Led him in golden bands to gaudy slaughter,
And made perdition pleasing: She has left him
The blank of what he was.
I tell thee, eunuch, she has quite unmanned him.
Can any Roman see, and know him now,
Thus altered from the lord of half mankind,
Unbent, unsinewed, made a woman's toy,
Shrunk from the vast extent of all his honours,
And crampt within a corner of the world?
O Antony!
Thou bravest soldier, and thou best of friends!
Bounteous as nature; next to nature's God!
Couldst thou but make new worlds, so wouldst thou give them,
As bounty were thy being! rough in battle,
As the first Romans when they went to war;
Yet after victory more pitiful
Than all their praying virgins left at home!

ALEXAS. Would you could add, to those more shining virtues,
His truth to her who loves him. 

VENTIDIUS. Would I could not!
But wherefore waste I precious hours with thee!
Thou art her darling mischief, her chief engine,
Antony's other fate. Go, tell thy queen,
Ventidius is arrived, to end her charms.
Let your Egyptian timbrels play alone,
Nor mix effeminate sounds with Roman trumpets,
You dare not fight for Antony; go pray
And keep your cowards' holiday in temples.
[Exeunt ALEXAS, SERAPION.]

Re-enter the Gentleman of M. ANTONY

2 Gent. The emperor approaches, and commands,
On pain of death, that none presume to stay.

1 Gent. I dare not disobey him.
[Going out with the other.]

VENTIDIUS. Well, I dare.
But I'll observe him first unseen, and find
Which way his humour drives: The rest I'll venture.
[Withdraws.]

Enter ANTONY, walking with a disturbed motion before
he speaks

ANTONY. They tell me, 'tis my birthday, and I'll keep it
With double pomp of sadness.
'Tis what the day deserves, which gave me breath.
Why was I raised the meteor of the world,
Hung in the skies, and blazing as I travelled,
'Till all my fires were spent; and then cast downward,
To be trod out by Caesar? 

VENTIDIUS. [aside.] On my soul,
'Tis mournful, wondrous mournful!

ANTONY. Count thy gains.
Now, Antony, wouldst thou be born for this?
Glutton of fortune, thy devouring youth
Has starved thy wanting age.

VENTIDIUS. How sorrow shakes him!
[Aside.]
So, now the tempest tears him up by the roots,
And on the ground extends the noble ruin.
[ANTONY having thrown himself down.]
Lie there, thou shadow of an emperor;
The place thou pressest on thy mother earth
Is all thy empire now: now it contains thee;
Some few days hence, and then 'twill be too large,
When thou'rt contracted in thy narrow urn,
Shrunk to a few ashes; then Octavia
(For Cleopatra will not live to see it),
Octavia then will have thee all her own,
And bear thee in her widowed hand to Caesar;
Caesar will weep, the crocodile will weep,
To see his rival of the universe
Lie still and peaceful there. I'll think no more on't. 

ANTONY. Give me some music, look that it be sad.
I'll soothe my melancholy, till I swell,
And burst myself with sighing.--
[Soft music.]
'Tis somewhat to my humour; stay, I fancy
I'm now turned wild, a commoner of nature;
Of all forsaken, and forsaking all;
Live in a shady forest's sylvan scene,
Stretched at my length beneath some blasted oak,
I lean my head upon the mossy bark,
And look just of a piece as I grew from it;
My uncombed locks, matted like mistletoe,
Hang o'er my hoary face; a murm'ring brook
Runs at my foot.

VENTIDIUS. Methinks I fancy
Myself there too. 

ANTONY. The herd come jumping by me,
And fearless, quench their thirst, while I look on,
And take me for their fellow-citizen.
More of this image, more; it lulls my thoughts.
[Soft music again.]

VENTIDIUS. I must disturb him; I can hold no longer.
[Stands before him.]

ANTONY. [starting up]. Art thou Ventidius?

VENTIDIUS. Are you Antony?
I'm liker what I was, than you to him
I left you last.

ANTONY. I'm angry.

VENTIDIUS. So am I.

ANTONY. I would be private: leave me.

VENTIDIUS. Sir, I love you,
And therefore will not leave you.

ANTONY. Will not leave me!
Where have you learnt that answer? Who am I?

VENTIDIUS. My emperor; the man I love next Heaven:
If I said more, I think 'twere scare a sin:
You're all that's good, and god-like.

ANTONY. All that's wretched.
You will not leave me then? 
VENTIDIUS. 'Twas too presuming
To say I would not; but I dare not leave you:
And, 'tis unkind in you to chide me hence
So soon, when I so far have come to see you.

ANTONY. Now thou hast seen me, art thou satisfied?
For, if a friend, thou hast beheld enough;
And, if a foe, too much.

VENTIDIUS. Look, emperor, this is no common dew.
[Weeping.]
I have not wept this forty years; but now
My mother comes afresh into my eyes;
I cannot help her softness.

ANTONY. By heavens, he weeps! poor good old man, he weeps!
The big round drops course one another down
The furrows of his cheeks.--Stop them, Ventidius,
Or I shall blush to death, they set my shame,
That caused them, full before me.

VENTIDIUS. I'll do my best.

ANTONY. Sure there's contagion in the tears of friends:
See, I have caught it too. Believe me, 'tis not
For my own griefs, but thine.--Nay, father!

VENTIDIUS. Emperor.

ANTONY. Emperor! Why, that's the style of victory;
The conqu'ring soldier, red with unfelt wounds,
Salutes his general so; but never more
Shall that sound reach my ears. 

VENTIDIUS. I warrant you.

ANTONY. Actium, Actium! Oh!--

VENTIDIUS. It sits too near you.

ANTONY. Here, here it lies a lump of lead by day,
And, in my short, distracted, nightly slumbers,
The hag that rides my dreams.--

VENTIDIUS. Out with it; give it vent.

ANTONY. Urge not my shame.
I lost a battle,--

VENTIDIUS. So has Julius done.

ANTONY. Thou favour'st me, and speak'st not half thou think'st;
For Julius fought it out, and lost it fairly.
But Antony--

VENTIDIUS. Nay, stop not.

ANTONY. Antony--
Well, thou wilt have it,--like a coward, fled,
Fled while his soldiers fought; fled first, Ventidius.
Thou long'st to curse me, and I give thee leave.
I know thou cam'st prepared to rail.

VENTIDIUS. I did.

ANTONY. I'll help thee.--I have been a man, Ventidius. 

VENTIDIUS. Yes, and a brave one! but--

ANTONY. I know thy meaning.
But I have lost my reason, have disgraced
The name of soldier, with inglorious ease.
In the full vintage of my flowing honours,
Sat still, and saw it prest by other hands.
Fortune came smiling to my youth, and wooed it,
And purple greatness met my ripened years.
When first I came to empire, I was borne
On tides of people, crowding to my triumphs;
The wish of nations, and the willing world
Received me as its pledge of future peace;
I was so great, so happy, so beloved,
Fate could not ruin me; till I took pains,
And worked against my fortune, child her from me,
And returned her loose; yet still she came again.
My careless days, and my luxurious nights,
At length have wearied her, and now she's gone,
Gone, gone, divorced for ever. Help me, soldier,
To curse this madman, this industrious fool,
Who laboured to be wretched: Pr'ythee, curse me.

VENTIDIUS. No.

ANTONY. Why?

VENTIDIUS. You are too sensible already
Of what you've done, too conscious of your failings;
And, like a scorpion, whipt by others first
To fury, sting yourself in mad revenge.
I would bring balm, and pour it in your wounds,
Cure your distempered mind, and heal your fortunes. 

ANTONY. I know thou would'st.

VENTIDIUS. I will.

ANTONY. Ha, ha, ha, ha!

VENTIDIUS. You laugh.

ANTONY. I do, to see officious love.
Give cordials to the dead.

VENTIDIUS. You would be lost, then?

ANTONY. I am.

VENTIDIUS. I say you are not. Try your fortune.

ANTONY. I have, to the utmost. Dost thou think me desperate,
Without just cause? No, when I found all lost
Beyond repair, I hid me from the world,
And learnt to scorn it here; which now I do
So heartily, I think it is not worth
The cost of keeping.

VENTIDIUS. Caesar thinks not so;
He'll thank you for the gift he could not take.
You would be killed like Tully, would you? do,
Hold out your throat to Caesar, and die tamely.

ANTONY. No, I can kill myself; and so resolve.

VENTIDIUS. I can die with you too, when time shall serve;
But fortune calls upon us now to live,
To fight, to conquer. 

ANTONY. Sure thou dream'st, Ventidius.

VENTIDIUS. No; 'tis you dream; you sleep away your hours
In desperate sloth, miscalled philosophy.
Up, up, for honour's sake; twelve legions wait you,
And long to call you chief: By painful journeys
I led them, patient both of heat and hunger,
Down form the Parthian marches to the Nile.
'Twill do you good to see their sunburnt faces,
Their scarred cheeks, and chopt hands: there's virtue in them.
They'll sell those mangled limbs at dearer rates
Than yon trim bands can buy.

ANTONY. Where left you them?

VENTIDIUS. I said in Lower Syria.

ANTONY. Bring them hither;
There may be life in these.

VENTIDIUS. They will not come.

ANTONY. Why didst thou mock my hopes with promised aids,
To double my despair? They're mutinous.

VENTIDIUS. Most firm and loyal.

ANTONY. Yet they will not march
To succour me. O trifler!

VENTIDIUS. They petition
You would make haste to head them.

ANTONY. I'm besieged. 

VENTIDIUS. There's but one way shut up: How came I hither?

ANTONY. I will not stir.

VENTIDIUS. They would perhaps desire
A better reason.

ANTONY. I have never used
My soldiers to demand a reason of
My actions. Why did they refuse to march?

VENTIDIUS. They said they would not fight for Cleopatra.

ANTONY. What was't they said?

VENTIDIUS. They said they would not fight for Cleopatra.
Why should they fight indeed, to make her conquer,
And make you more a slave? to gain you kingdoms,
Which, for a kiss, at your next midnight feast,
You'll sell to her? Then she new-names her jewels,
And calls this diamond such or such a tax;
Each pendant in her ear shall be a province.

ANTONY. Ventidius, I allow your tongue free licence
On all my other faults; but, on your life,
No word of Cleopatra: she deserves
More worlds than I can lose. 

VENTIDIUS. Behold, you Powers,
To whom you have intrusted humankind!
See Europe, Afric, Asia, put in balance,
And all weighed down by one light, worthless woman!
I think the gods are Antonies, and give,
Like prodigals, this nether world away
To none but wasteful hands.

ANTONY. You grow presumptuous.

VENTIDIUS. I take the privilege of plain love to speak.

ANTONY. Plain love! plain arrogance, plain insolence!
Thy men are cowards; thou, an envious traitor;
Who, under seeming honesty, hast vented
The burden of thy rank, o'erflowing gall.
O that thou wert my equal; great in arms
As the first Caesar was, that I might kill thee
Without a stain to honour!

VENTIDIUS. You may kill me;
You have done more already,--called me traitor.

ANTONY. Art thou not one?

VENTIDIUS. For showing you yourself,
Which none else durst have done? but had I been
That name, which I disdain to speak again,
I needed not have sought your abject fortunes,
Come to partake your fate, to die with you.
What hindered me to have led my conquering eagles
To fill Octavius' bands? I could have been
A traitor then, a glorious, happy traitor,
And not have been so called. 

ANTONY. Forgive me, soldier;
I've been too passionate.

VENTIDIUS. You thought me false;
Thought my old age betrayed you: Kill me, sir,
Pray, kill me; yet you need not, your unkindness
Has left your sword no work.

ANTONY. I did not think so;
I said it in my rage: Pr'ythee, forgive me.
Why didst thou tempt my anger, by discovery
Of what I would not hear?

VENTIDIUS. No prince but you
Could merit that sincerity I used,
Nor durst another man have ventured it;
But you, ere love misled your wandering eyes,
Were sure the chief and best of human race,
Framed in the very pride and boast of nature;
So perfect, that the gods, who formed you, wondered
At their own skill, and cried--A lucky hit
Has mended our design. Their envy hindered,
Else you had been immortal, and a pattern,
When Heaven would work for ostentation's sake
To copy out again.

ANTONY. But Cleopatra--
Go on; for I can bear it now.

VENTIDIUS. No more.

ANTONY. Thou dar'st not trust my passion, but thou may'st;
VENTIDIUS. Heaven's blessing on your heart for that kind word!
May I believe you love me? Speak again.

ANTONY. Indeed I do. Speak this, and this, and this.
[Hugging him.]
Thy praises were unjust; but, I'll deserve them,
And yet mend all. Do with me what thou wilt;
Lead me to victory! thou know'st the way.

VENTIDIUS. And, will you leave this--

ANTONY. Pr'ythee, do not curse her,
And I will leave her; though, Heaven knows, I love
Beyond life, conquest, empire, all, but honour;
But I will leave her.

VENTIDIUS. That's my royal master;
And, shall we fight?

ANTONY. I warrant thee, old soldier.
Thou shalt behold me once again in iron;
And at the head of our old troops, that beat
The Parthians, cry aloud--Come, follow me!

VENTIDIUS. Oh, now I hear my emperor! in that word
Octavius fell. Gods, let me see that day,
And, if I have ten years behind, take all:
I'll thank you for the exchange. 

ANTONY. O Cleopatra!

VENTIDIUS. Again?
ANTONY. I've done: In that last sigh she went.
Caesar shall know what 'tis to force a lover
From all he holds most dear.
VENTIDIUS. Methinks, you breathe
Another soul: Your looks are more divine;
You speak a hero, and you move a god.
ANTONY. Oh, thou hast fired me; my soul's up in arms,
And mans each part about me: Once again,
That noble eagerness of fight has seized me;
That eagerness with which I darted upward
To Cassius' camp: In vain the steepy hill
Opposed my way; in vain a war of spears
Sung round my head, and planted on my shield;
I won the trenches, while my foremost men
Lagged on the plain below.
VENTIDIUS. Ye gods, ye gods,
For such another honour!
ANTONY. Come on, my soldier!
Our hearts and arms are still the same: I long
Once more to meet our foes; that thou and I,
Like Time and Death, marching before our troops,
May taste fate to them; mow them out a passage,
And, entering where the foremost squadrons yield,
Begin the noble harvest of the field.
[Exeunt.]

4.3.7. GLOSSARY 

· Portends: Omens.

· Prodigies: Strange uncanny happenings.

· Sea horses: Hippopotami 

· Long race of Ptolemies: The Greek Kings from Alexander’s times to Cleopatra’s son are known in history as Ptolemy. 

· Maecenas and Agrippa: Roman generals.

· Isis’ Temple: The Goddess of Moon, worshipped in Egypt. 

· Parthia: Ancient Persia.

· Cilicia: A district in Asia-minor. 

· Progeny: Descendant. 

· Perdition: Ruin.  

· Egyptian timbrels: One faced drum played with hand. 

· Roman trumpets: A wind instrument of powerful tone which was used by Roman army for signalling.

· Glutton: An over-eater. 

· Octavia: Octavius Caesar’s sister whom Antony married. 

· Sylvan: Something from the woods, or the woodlands.

· Mistletoe: A parasitic plant used in Christmas for decoration.

· Tully: Marcus Tullius Cicero. 

· Lictors: Officers who attend magistrates bearing fasces. 

· Minion: subordinate, favourite. 

· Hercules: An exclamation.

· Posterity: oncoming generation. 

· Blasphemer: One who engages in profane talk. 

· Gewgaw: showy and valueless.
4.3.8. CRITICAL COMMENTARY ON ACT 1
· Use of Supernaturalism, Imagery of Nature and Premonitions: 

Like in Shakespeare’s plays like Hamlet, Macbeth, King Lear, in Dryden’s play too, nature imagery plays a huge role in showing the effect of human deeds on the greater cosmos. These are definitely symbolic details. Dryden begins the play by Serapion’s address to Myris regarding mysterious happenings in Egypt which have a mysterious element of premonitions and foreboding. Dryden utilizes the images of whirlwinds, the sudden flood in Nile as symbolic premonitions which are supposed to be prophetically representing the terror that hangs in the political atmosphere of Egypt. Antony’s doting on Cleopatra, and Cleopatra’s affection towards him have doomed the future of Egypt which is about to face its nemesis by being defeated and taken as a province of Rome in the near future. The rise of the ghosts of late Egyptian emperors from their tombs is definitely a supernatural event which arouses the audience’s attention to the graver political chaos that Egypt has found itself surrounded by. The rise of these deceased souls by being aroused by the sudden whirlwind reflects the very unpatriotic nature of the Egyptian Queen who has not surrendered Antony as a prisoner to Rome simply because of her personal love and deeply felt affection for Antony. These chaotic events and their representations also hint at an omen, while at the same time this chaos in nature also reflects the despondent and chaotic psychological state of Mark Antony. Thus all these details with which the play opens have grave political and psychological implications in the context of the ensuing political crisis that Egypt is about to face, and the personal tragedy that the play’s hero and the heroine are about to experience. 

· Chorus and Its Role: 
The function of the first act of any drama is always to expose in front of the audience the main themes, ideas, issues, and the larger atmosphere involving the protagonists of the drama. There are various methods of such exposition, and Dryden here employs the choric characters and their dialogues to exhibit the main tenets of the action that is about to take place in Egypt. Thus, the political unrest that is already evident in the state due to Cleopatra’s neglect towards the state affairs, and Antony’s act of doting on the pleasures obtained from Cleopatra, is largely represented through the dialogue taking place among the choric characters right at the onset of the play. The play opens with Serapion describing before Myris the abnormalcy that he has witnessed in the nature surrounding Egypt, and as it turns out these are definitely signs of greater turmoil that is about to shape in the future of Egypt. These disturbing images with which the play opens are the omens hanging in the air of Egypt, and Dryden skilfully through choric utterances tries to elaborate on the unnatural behaviour of Antony and Cleopatra resulting into possibilities of a heavy crisis in the entire macrocosm:

Portents and prodigies have grown so frequent,
  That they have lost their name. Our fruitful Nile
  Flowed ere the wonted season, with a torrent
  So unexpected, and so wondrous fierce,
  That the wild deluge overtook the haste
  Even of the hinds that watched it: Men and beasts
  Were borne above the tops of trees, that grew
  On the utmost margin of the water-mark.
  Then, with so swift an ebb the flood drove backward,
  It slipt from underneath the scaly herd:
  Here monstrous phocae panted on the shore;
  Forsaken dolphins there with their broad tails,
  Lay lashing the departing waves: hard by them,
  Sea horses floundering in the slimy mud,
  Tossed up their heads, and dashed the ooze about them.

This method employed by Dryden is essentially a way of indirectly beginning with the main concerns of the play. The political unrest, its causes, commentaries on the nature of the two protagonists, the way the Egyptian folk is perceiving the entire scenario, all such details are been put forward by these descriptions given by these choric characters like Serapion, Myris, and Alexas. Alexas also comments on the inappropriate nature of Cleopatra when she refused to surrender Antony as a prisoner to the Roman authorities even when she was advised by Alexas. All these details brought forward right at the beginning of the play by the choric characters are employed for the expository function. And thus the role played by these choric voices are not merely informative, but these characters also comment on the turmoil that is taking place in the country due to the political infertility resulting out of the passionate love of Antony and Cleopatra. 

· Character of Alexas: 

Alexas is the eunuch and a courtier in Cleopatra’s court, and in the opening act he acts as a choric character serving in two specific directions. Dryden utilises him in informing the audience about the current political affairs of Egypt; at the same time he is used as a pragmatic political thinker who elaborately comments on the supposed brain-sickness of his queen. This helps us to characterise Cleopatra and Antony, and their bonds of love in the context of the political military crisis in Egypt. It is Alexas who functions as a medium for the audience to be aware of the fact that Roman military forces have actually surrounded Egypt and continuing to threaten it. Alexas is a prudent thinker and shows signs of rationality in dismissing Serapion’s elaborate description of the mysterious happenings in nature as a sign of omen. He appears to be politically wise as it is he who had earlier proposed before Cleopatra the idea of surrendering Antony as a prisoner to Rome. He is definitely a wise courtier, and imparts valuable and rational commentary on the issues involving the political instability in Egypt. However, though he is critical of his queen, he is also at the same time loyal and obedient. It is he who reacts sharply against Ventidius’s remark that Egypt is responsible for Antony’s downfall, and says that Rome must be thankful to Egyptians for loving Antony so well. Though he is definitely not in agreement with decisions made by Cleopatra, he understands prudently that as an official he must carry out all the instructions that he gets from the queen and therefore it is he who passes on Serapion Cleopatra’s instruction of celebrating Antony’s birthday with pomp and glory.

· Character of Ventidius: 
Ventidius is a Roman general, who appears in the opening act as a staunch critic of Cleopatra’s bewitching capabilities of enticing Antony and push him towards his downfall, and the un-heroic degradation of Mark Antony. Ventidius appears to be an exemplar of the old Roman virtue of heroism, dutifulness, and honour. Being unquestionably heroic in warfare and hardy, he is critical of Antony’s un-heroic practice of doting on pleasures in Egypt, and he is determined to drive away Antony’s despondent state by first assisting him with military support (as he has come to Antony with an army with which he has travelled from Parthia to Syria) and secondly, his aim is to make Antony firm enough to come to a decision of leaving Cleopatra. When he first appears before Antony he does not care much to announce his criticism of Cleopatra, and being a true friend of Antony and understanding the intensity of his sentiments he also does not extend his criticism of Cleopatra when Antony asks him to stop villainizing Cleopatra. He seems to have over Antony a friendly authority, and tactfully he manages to convince Antony that he can still defeat Octavius, and for the same he must find it necessary to come out of the nets created by Cleopatra. 

· Character of Mark Antony: 
Dryden’s art of characterization of Mark Antony in the opening act of the play is based on two devices employed. The first one is an indirect way of characterization where choric commentary develop in the audience a sense of the character of the male protagonist before he has appeared on the stage. The second one is of direct action of the character after Antony has appeared on stage. Serapion informs the audience that the Egyptians pray for Antony. However, they secretly respect Octavius. Commenting on the pleasure-seeking attribute of Antony, Myris adds that he is accustomed to ‘dream out his hours’. Alexas hints at Antony’s despondent state by stating that he has no friends. While all these portray Antony in a strictly negative light, Serapion also notes that if Antony is defeated then Egypt will turn out to be another province of the Roman Empire. One the other hand, Alexas places Antony as a tyrant who should perish and considers Cleopatra to be absolutely reckless in having such intense affection for this disreputable ‘vanquished man’. After Ventidius appears on the scene, we get an idea of the Roman perspective on Antony’s character. Ventidius considers Antony to be an honourable man with brave qualities and heroic achievements, and he thinks that the sole reason behind Antony’s despondent state is because of his attachment towards Cleopatra. Ventidius presents Antony in a more balanced manner, and considers him as a virtuous person who has indulged in vices because his soul is too large to be merely confined in virtues. 


Later, with the appearance of Antony on the scene, we get an idea of his sense of resignation and his sordid state of despondency. In his soliloquy, Antony appears to be a man who has found himself defeated, and hopelessly, he has succumbed to this scenario nonchalantly: 

They tell me, 'tis my birthday, and I'll keep it
  With double pomp of sadness.
  'Tis what the day deserves, which gave me breath.
  Why was I raised the meteor of the world,
  Hung in the skies, and blazing as I travelled,
  'Till all my fires were spent; and then cast downward,
  To be trod out by Caesar?

Ventidius has listened to this and he finds the state of Antony ‘mournful’. Antony appears to be from the beginning an introspective character, and when he faces Ventidius, he submits and says that he is unequivocally sorrowful and ashamed because of the un-heroic manner in which he escaped from the Battle of Actium. Antony is then suddenly aroused by Ventidius who disparages Cleopatra, while later on, though he does not completely blame Cleopatra for his downfall, he realizes that he must regain his warlike spirits and shed off this state of despondency. He thinks it is going to be emotionally and politically appropriate for him to distance himself from Cleopatra. Though he thinks so, he is also not in any position to blame and disparage Cleopatra. He never loses his emotional intensity and love towards his beloved. The very vacillating nature of Antony’s mind and actions which are part of his character in the following acts is retained by Dryden, and Antony from the beginning of the play is shown as a character struggling with dual responsibility, dual loyalty, and a struggle between love and honour. 

· The Turn of Events at the End of the First Act: 
Dryden fully utilized the dramatic method of suspension. He keeps the audience interested by ending the act on a note of severe dramatic suspense. The act ends with Antony’s announcement of his decision to leave Cleopatra, and the audience is kept in a nerve raking tension regarding the outcome of this supposed separation between the two protagonists of the play. 

4.3.9. COMPARING DRYDEN AND SHAKESPEARE: ACT 1 
(All for Love and Antony and Cleopatra)
In his Preface to All for Love Dryden writes: 

In my style, I have professed to imitate the divine Shakespeare; which that I might perform more freely, I have disencumbered myself from rhyme.

Dryden’s play is definitely a reworking of Shakespeare’s Antony and Cleopatra, and therefore a close analysis of how Dryden has managed to ‘imitate’ ‘divine Shakespeare’ is of necessary interest. There are points of similarity and dissimilarity between the two. Shakespeare’s play was an adaptation from the historical material available to him regarding the unlawful love between Antony and Cleopatra, and the tragic outcome of the same from Plutarch, Dion Cassius, and Appian. Dryden’s Antony, like Shakespeare’s, is a man of virtues and vices. Dryden draws Antony in the classical pattern where the tragic hero is neither absolutely saintly, nor is he devilish. However, in the portrayals of the characters there are some departures that can be found in Dryden’s manner of treatment. Dryden concentrates more on the last phase of Antony and Cleopatra’s lives, and does not deal with the expansive historical time frame that Shakespeare dealt with. In this way, Dryden, though not strictly following Aristotle’s idea of Unity of Time, appears at least closer to the classical norms. On the other hand, Dryden, following Shakespeare’s method, begins the play by choric commentary on the protagonists, and the theme of the oscillations between love and duty is highlighted. In Shakespeare’s play, the opening statements made by Philo, represent Ventidius’s disgust felt at the sight of Antony’s degradation in Dryden’s All for Love:

His Captain’s heart,
Which in the scuffles of great Fights hath burst
The Buckles on his breast, reneges all temper,
And is become the Bellows and the Fan
To cool a Gypsies Lust.

Dryden too shows the amount of contempt felt on the part of Romans at the sight of Antony’s dotage. Dryden also follows Shakespeare’s method of portraying Cleopatra from the Roman perspective as a reason behind Antony’s fall. However, Dryden departs from Shakespeare in another very significant way. Shakespeare’s Cleopatra appears to be at the opening of the play as a shrewd defender of her state. Shakespeare’s Cleopatra uses her body as a shield against Roman aggressors. The enticing and bewitching beauty of Shakespeare’s Cleopatra were means to defeat Antony and defend Egypt. However, as we gather from the conversations between Serapion, Alexas, and Myris in Dryden’s Cleopatra (though she remains absent in the opening act) there is from the beginning a projection of absolute unalterable intensity of love felt for Antony. It is mentioned that Cleopatra has instructed Alexas to declare Antony’s birthday as a day to be celebrated throughout Egypt with pomp and glory. These are definitely marks of Cleopatra’s genuine emotion felt for Antony. Dryden departs slightly from Shakespeare’s portrayal of Antony as well. In the opening act of Antony and Cleopatra, Antony appears to be absolutely ignoring his political duty as a Roman official. In Shakespeare, he is seen terribly unpatriotic, and completely bewitched by Cleopatra’s beauty. Shakespeare’s Antony famously declares:

Let Rome in Tiber melt, and the wide Arch
Of the rang'd Empire fall: Here is my space,
Kingdoms are clay

However, in Dryden, Antony is seen introspective from the beginning about his cowardice. He appears despondent and thereafter, unlike in Shakespeare, he is swiftly turned to understand his follies and even goes to the extent of deciding to leave Cleopatra. 


Dryden’s handling of Shakespeare is definitely not constrained by a blind imitation of Antony and Cleopatra. He freely imitates Shakespeare, and conforms and departs according to his needs. 

4.3.10. SUMMING UP: ACT 1 AS EXPOSITION 
Gustav Freytag analyzed the structure of Greek and Shakespearean drama (especially tragedy) by dividing the dramatic action in five parts: Exposition, followed by Rising Action, Climax or Crisis, Falling Action, and ending in Resolution or Denouement or Catastrophe. This structure is popularly known as Freytag’s Pyramid. An exposition of the dramatic action occurs right at the beginning of a drama, and the first act serves the expository function. Exposition must be both of the dramatic action that is about to be revealed before the audience, and also of the thematic core of the play. Dryden’s first act exposes the main characters and the action of the play along with the play’s atmosphere. The choric comments on the main characters serve the function of indirect narration of the events that have already taken place in Egypt, and they build the context of the dramatic action. Antony’s dotage, Cleopatra’s neglect towards state affairs, the Egyptians’ dissatisfaction at the turn of events, the lovers’ impending tragic end, all are hinted at. The reporting of the mysterious happenings in Egypt by Serapion serves the symbolic purpose of foreboding and premonition. On the other hand on the thematic level, the very struggle of love and honour is hinted at. The issues of love, loyalty, duty, honour, political responsibility, heroism, cowardice which run throughout the play, are all mentioned in detail and with great introspection. 

4.3.11. SUGGESTED ACTIVITY 
In order to have a comprehensive idea about the first act which is part of our syllabus, it is first necessary to read the full text of Dryden. Moreover, since it is a reworking of Shakespeare’s Antony and Cleopatra, Shakespeare’s play appears to be a must-read. We can also have a look at Plutarch and his historical documentation of the Roman figures to have an idea about the main characters of the text.  

4.3.12. COMPREHENSION EXERCISES 
Broad Questions: (20 marks) 
1. Comment on the themes of love and honour as you find in the first act of Dryden’s All for Love.

2. Describe the character of Antony as available from the first act of All for Love.

3. Do you think that the first act is an effective exposition? Justify your answers by giving suitable references to the text. 
Medium Answer-type Questions: (12 marks) 
1. Comment on the character of Ventidius. 

2. What dramatic function does the Chorus serve in the first act of All for Love? Elucidate with reference to the text.

3. Comment on the use of supernatural imagery in the beginning of the play? 

4. Delineate the character of Alexas as you find in the first act of All for Love. 
Short Answer-type Questions: (6 marks) 
1. What impression of Cleopatra do you gather from the portion of All for Love that you have read? 

2. Why didn’t Cleopatra surrender Antony to Roman authorities? 

3. Why did Antony decide to leave Cleopatra? 

4. What impression do you gather of Antony in the eyes of the Egyptians? 
4.3.13. SUGGESTED READING 
Garnett, Richard. The Age of Dryden 

King, Bruce. Dryden’s Major Plays.
King, Bruce (Ed.). Twentieth Century Interpretations of All for Love.

Winn, James Anderson: John Dryden and His World.
Activity for the Learner


With help from your counsellor, read the opening Act of Shakespeare’s Antony and Cleopatra and Dryden’s play. Find out for yourselves, the differences of orientation between the two playwrights, and match their dramatic output (with reference to their respective periods) with this text in focus. 








