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To	continue	to	enjoy	our	site,	we	ask	you	to	confirm	your	identity	as	a	human.	Many	thanks	for	his	cooperation.	William	Shakespeare	(1564	-	1616)	AntÃ	́nio	and	CleÃ³patra	Ã©	a	tragÃ©dia	of	William	Shakespeare,	is	believed	to	have	been	written	sometime	between	1603	and	1607.	It	was	first	printed	on	the	first	Folio	of	1623.	The	plot	is	©	based	on
Thomas	North's	translation	of	The	Life	of	Anti-Dio	de	Plutarco	and	follows	the	relationship	between	Cleã³patra	and	Marco	AntÃ:nio	from	the	time©	of	the	Parthian	War	until	©	the	suicide	of	Cleã³patra.	The	main	antagonist	is©	OtÃvio	CÃ©sar,	one	of	the	companions	of	AntÃ	́nio	TriÃºnviro	and	the	future	first	emperor	of	Rome.	The	tragÃ©dia	ã©	a
Roman	part	characterized	by	rapid	and	panorÃÃmica	sway	in	the	geographical	places	and	in	the	registers,	alternating	between	sensual,	imaginative	Alexandria	and	rome	more	pragmatic	and	austere.	(Wikipedia	Summing)	Cast	Narrator;	*John	FrickerAgripa,	friend	of	CÃ©sar:	Michael	IrskensAlexas,	participant	of	CleÃ³patra:	Tina	NuzziAntony
(Marco	Antonio);	Aegean;	Menecras,	friends	of	Pompey;	ProcÃºlio,	friend	of	©sar;	Taurus,	Lieutenant	General	of	CÃ©sar:	Algy	PugAttendant/First	Assistant;	First	Soldier/Soldier/All:	Marty	KrisCanidius,	Lieutenant	General	of	Anti-Nio;	Timothy	FergusonCaptain:	JeandelfrioCharmian,	attendant	in	CleÃ³patra:	Arielle	LipshawCleopatra,	Queen	of	Egypt;
Second	participant;	Silius,	an	officer	of©	ventidius's	army.	Third	Guard:	Amy	GramourClown:	Miriam	Esther	GoldmanDemetrius,	friend	of	Antiã	́nio;	Gallus,	friend	of	©.	Varrius,	friend	of	Pompey:	Christopher	SannerDercetas,	friend	of	Antiã	́nio:	DerekPDiomedes,	assistant	to	CleÃ³patra;	Dolabella,	friend	of	©:	Dianne	LanningDomitius	Enobarbus,
friend	of	Anti-Nio;	EufrÃ	́nio,	ambassador	of	Antiã	́nio	to	©	sar;	Philo,	friend	of	AntÃ	́nio:	Bishops	Eros,	friend	of	AntÃ	́nio:	Matthew	ReeceFirst	Guard/Guard/All:	Ted	GarvinFirst	Servant;	Octavius	(Octavius	Caesar):	Elizabeth	KlettFourth	Soldier;	Second	Guard:	JimOCRIras,	on	Cleopatra:	SweetlilbirdyLepidus,	(Marcus	Antonius	Lepidus):	Bill
MosleyMardian,	a	eunuch,	attendant	on	Cleopatra:	Martin	GeesonMecaenas,	friend	to	Caesar:	David	LawrenceMenas,	friend	to	Caesar:	Lars	RolanderMessenger:	BaggzOctavia,	sister	to	Caesar	and	wife	to	Antony:	AvaillePompey	(Sextus	Pompeius):	Ric	FScarus,	friend	to	Antony:	Chris	DonnellySecond	Messenger;	Second	Servant:	Linette
GeiselSecond	Soldier:	Tom	CrawfordSeleucus,	attendant	on	Cleopatra:	Legentis	Third	Soldier:	kingactorjonThyreus,	friend	to	Caesar:	NullifidianVentidius,	friend	to	Antony:	KancamagusSong	Ã¢Â​Â​	Act	2	Scene	7:	EzwaAudio	edited	by:	Linette	Geisel	Genre(s):	Tragedy	Language:	English	For	other	uses,	see	Antony	and	Cleopatra	(disambiguation).
PeÃ§a	de	William	Shakespeare	CleÃ³patra:	"Sooth,	la,	I	will	Help:	Thus	it	must	be"	-	Acto	IV,	Cena	IV,	AntÃ³nio	e	CleÃ³patra,	Edwin	Austin	Abbey	(1909)	Antony	and	CleÃ³patra	(Primeiro	tÃ​tulo	do	FÃ³lio:	A	TragÃ©dia	de	Anthonie,	e	CleÃ³patra)	Ã©	uma	tragÃ©dia	de	William	Shakespeare.	A	peÃ§a	foi	representada	pela	primeira	vez,	pelos	Homens	do
Rei,	no	Blackfriars	Theatre	ou	no	Globe	Theatre	por	volta	de	1607;[1][2]	a	sua	primeira	apariÃ§Ã£o	em	papel	foi	no	Folio	de	1623.	O	enredo	baseia-se	na	traduÃ§Ã£o	inglesa	de	Thomas	North,	de	1579,	de	Plutarco's	Lives	(em	grego	antigo)	e	segue	a	relaÃ§Ã£o	entre	CleÃ³patra	e	Marco	AntÃ³nio	desde	o	tempo	da	revolta	siciliana	atÃ©	ao	suicÃ​dio	de
CleÃ³patra	durante	a	Guerra	Final	da	RepÃºblica	Romana.	O	principal	antagonista	Ã©	Octavius	CÃ©sar,	um	dos	companheiros	de	AntÃ³nio	triunvirato	do	Segundo	Triunvirato	e	o	primeiro	imperador	do	ImpÃ©rio	Romano.	A	tragÃ©dia	ocorre	principalmente	na	RepÃºblica	Romana	e	no	Egipto	Ptolemaic	e	caracteriza-se	por	rÃ¡pidas	mudanÃ§as	na
localizaÃ§Ã£o	geogrÃ¡fica	e	no	registo	linguÃ​stico,	uma	vez	que	alterna	entre	a	sensual	e	imaginativa	Alexandria	e	uma	Roma	mais	pragmÃ¡tica	e	austera.	Muitos	consideram	a	CleÃ³patra	de	Shakespeare,	que	Enobarbus	descreve	como	tendo	"variedade	infinita",	como	uma	das	mais	complexas	e	developed	female	characters	in	the	It	is	often	vain	and
historical	enough	to	provoke	a	public	nearby;	At	the	same	time,	Shakespeare	invests	in	it	and	in	antique	with	trica	greatness.	These	contradictory	characteristics	led	to	famously	divided	chronic	answers	[4]	it	is	difficult	to	classify	Antonius	and	Cleopatra	as	belonging	to	a	single	GÃ	©	nero.	It	can	be	described	as	a	story	of	history	(although	it	does	not
completely	join	the	historical	reports),	like	a	tragedy	(although	not	completely	in	aristotth	terms),	as	a	coma	day,	as	a	romance,	and	according	to	some	chromic	ones,	such	as	McCarter	[5],	a	problemful	piece.	All	that	can	be	said	for	sure	is	that	it	is	a	Roman	piece,	and	perhaps	even	a	sequel	from	another	of	Shakespeare's	tragedy,	JuÃ	©	Sar.
Characters	Mark	Antony	Ã	¢	â	€	"Roman	General	and	One	of	the	Three	Joint	Leaders,	OR"	Triumvirs	",	Who	Rule	The	Roman	Republic	After	The	Assassination	of	Julius	Caesar	In	44	BC	Octavius	​​Caesar	Ã	¢	â	€"	Adopted	Son	of	Julius	Caesar	and	Future	Emperor	Augustus;	Another	Triumvir	Lepidus	â	€	"Another	Triumvir	Cleopatra	â	€"	Queen	of	Egypt
Sextus	Pompey	â	€	"Rebel	Against	The	Triumpvirate	and	Son	Of	The	Late	Pompey	Antony's	Party	Demetrius	Philo	Domitius	Enobarbus	Ventidius	Silius	Ã	¢	â	€	€	â	"Officer	in	Ventidius'	Army	Eros	Canidius	Ã	¢	â	€"	Antony's	Lieutenant-General	Scarus	Dercetus	Schoolmaster	â	€	"Antony's	Ambassador	to	Octavius	​​Rannius	(Non-Speaking)	Lucilius	(Non-
Speaking	Roll)	Lamprius	(non	-speaking	role)	Octavius	​​'Party	Octavia	â	€	"Octavius'	Sister	Maecenas	Agrippa	Ã	¢	â	€"	Admiral	of	the	Roman	Navy	Taurus	Ã	¢	â	€	"Octavius	​​'LieuTenant	General	Dolabella	Thidias	Gallus	Proculius	Sextus'	Party	Menecates	Â	€	â	€	¢	"One	of	Sextus'	Naval	Leaders	Varrius	Cleopatra's	Party	Charmian	Ã	¢	â	€"	Maid	of
Honour	Ira	of	the	Roman	republic,	together	with	Octavius	and	LepidusÃ¢ns,	neglected	his	duties	as	a	soldier	after	being	deceived	by	the	Queen	of	Egypt,	Cleã³patra.	He	ignores	Rome's	©	problems,	including	the	fact	that	his	third	wife	Fulvia	rebelled	against	Octavius	and	then	died.	Octavius	calls	Octavian	from	Alexandria	back	to	Rome	to	help	him
fight	Sextus	Pompey,	Menecrates	and	Menas,	three	pirate	notices	of	the	Mediterranean.	In	Alexandria,	Cleopatra	begs	Anti-Nius	not	to	go,	and	although	he	repeatedly	says	his	deep	love	of	her,	he	eventually	leaves.	The	triunvirs	are	in	Rome,	where	Octavian	and	Octavius	put	their	disagreements	for	now.	Octavius'	general,	Agrippa,	suggests	that
Octavius	should	marry	Octavius'	irman	Octavia	in	order	to	cement	the	friendly	connection	between	the	two	men.	Antonius	accepts.	The	lieutenant	of	AntÃ³nio	Enobarbus,	however,	knows	that	Octavia	will	never	be	able	to	satisfy	him	after	CleÃ³patra.	In	a	famous	passage,	he	describes	the	charms	of	CleÃ³patra:	"Age	cannot	wither,	nor	does	the	custom
age	/	Its	infinite	variety:	other	women	are	filled	with	charm	/	The	appetites	they	feed,	but	she	makes	her	hungry	/	Where	most	satisfies	her"	A	fortune	teller	warns	AntÃ³nio	that	he	will	surely	lose	if	he	ever	tries	to	fight	Octavius.	In	Egypt,	Cleopatra	learns	of	Octavian's	marriage	to	Octavian	and	angrily	avenges	the	messenger	who	brings	her	the	news.
It	only	grows	content	when	its	courtesies	assure	you	that	Octavia	Is	©	homemade:	short,	low-growth,	round-face	and	with	bad	hair.	Before	the	battle,	the	triumvirs	parley	with	Sextus	Pompey,	and	offer	you	a	©	water.	He	can	retain	Silian	and	Sardinia,	but	he	must	help	them	"get	rid	of	the	sea	of	pirates"	and	send	them	tributes.	After	some	hesitation,
Sextus	agrees.	They	participate	in	a	drunken	celebration	in	the©	of	Sextus,	although	the	austere	Octavius	leaves	early	and	only	from	the	party.	Menas	suggests	to	Sextus	that	Three	triunvirs	and	become	a	ruler	of	the	Roman	Republic,	but	refuses,	finding	it	dishonor.	After	antique	from	Rome	to	for	Octavius	â€"	Lepidus	breaks	his	©	with	Sextus	and
War	against	him.	That's	not	©	approved	by	Antony,	and	he's	furious.	Antony	returns	to	the	Hellenistic	Alexandria	and	crowns	CleÃ³patra	and	himself	as	rulers	of	Egypt	and	the	eastern	theme	of	the	Roman	Republic	(which	was	Antony's	participation	as	one	of	the	triumvirs).	He	accuses	Octavius	â£"de	not	giving	him	his	fair	share	of	Sextus	lands,	and	is



angry	that	Lepidus,	whom	octavius	â£"	imprisoned,	is	out	of	the	triumvirate.	Octavius	â€"	agrees	with	the	previous	demand,	but	is	otherwise	very	unhappy	with	what	Antony	did.	In	this	Baroque	vision,	Battle	of	Actium	by	Laureys	A	Castro	(1672),	CleÃ³patra	flees,	lower	left,	on	a	barge	with	a	figure	of	Fortuna.	Antony	prepares	for	the	Octavius	battle.
Enobarbus	propels	AntÃ:nio	to	fight	on	land,	where	he	has	the	advantage	rather	than	by	sea,	where	Octavius'	Navy	©	lighter,	more	mobile	and	better	manned.	Antony	refused,	since	Octavius,	challenged	him	to	fight	at	sea.	CleÃ³patra	promises	his	fleet	to	help	Antony.	However,	during	the	Battle	of	the	Actonium	off	the	west	coast	of	GrÃ©cia,
CleÃ³patra	flees	with	her	sixty	ships,	and	Antony	follows	her,	leaving	her	force	to	ruin.	Ashamed	of	what	he	did	for	CleÃ³patra's	love,	Antony	censured	him	for	making	him	a	coward,	but	also	establishes	this	true©	and	deep	love	above	all	else,	saying	"Give	me	a	kiss;	even	©	it	pays	me."	Octavius	sends	a	messenger	to	ask	CleÃ³patra	to	give	up	Anti-
Nius	and	come	©	his	side.	She	hesitates	and	flirts	with	the	messenger	when	Antony	enters	and	angrily	denounces	his	behavior.	He	sends	the	messenger	to	be	whipped.	Eventually,	he	forgives	CleÃ³patra	and	promises	to	fight	another	battle	for	her,	this	time	on	land.	In	the	©	of	battle,	Antony's	soldiers	hear	strange	portentous,	who	interpret	as	the
god	HÃ©rcules	abandoning	their	protection	of	Antimony.	Besides©,	Enobarbus,	the	lieutenant	of	Anti-Nio,	the	lieutenant,	and	passes	to	Octavius'	side.	Instead	of	confiscating	the	goods	of	enobarbus,	that	enobarbus	enobarbus	Don't	take	it	easy	on	him	when	he	ran	away,	Antony	orders	them	to	be	sent	to	Enobarbus.	The	enobarbus	is	©	overwhelmed
by	Antony's	generosity,	and	so	ashamed	of	his	own	disloyalty,	that	he	dies	of	a	broken	heart.	Antony	loses	the	battle	as	his	troops	desert	en	massas	and	he	denounces	CleÃ³patra:	"This	strong	Aegean	betrayed	me".	It	resolves	to	kill	it	for	image	betrayal.	CleÃ³patra	decides	that	the	only	way	to	regain	the	love	of	Antony	Ã©	send	her	the	word	that	she
killed	herself,	dying	with	her	name	in	her	breath.	She	locks	herself	into	her	monument	and	awaits	Antony's	return.	His	plans	refute:	instead	of	running	back	in	remorse	to	see	the	"dead"	CleÃ³patra,	Antony	decides	that	his	own	life	is	no	longer	worth	living.	He	raises	one	of	his	helps,	Eros,	to	execute	him	with	a	sword,	but	Eros	will	not	bear	to	do	so
and	kills	himself.	Antony	admires	Eros'	courage	and	tries	to	do	the	same,	but	only	manages	to	hurt	himself.	In	great	pain,	he	learns	that	Cleopatra	©	really	alive.	He	©	to	her	at	her	monument	and	dies	on	her	arms.	Cleã³patra	and	CamponÃªs,	Eug'ne	Delacroix	(1838)	Since	Egypt	was	defeated,	the	Cleã³patra	Captive	Ã©	placed	under	a	guard	of	the
Roman	soldiers.	She	tries	to	take	her	own	life	with	a	dagger,	but	Proculius	will	take	it	out.	Octavius	arrives,	assuring	him	that	she	will	be	treated	with	honor	and	dignity.	But	Dolabella	secretly	warns	her	that	Octavius	intends	to	parade	her	in	her	Roman	triumph.	Cleã³patra	bitterly	imagines	the	infinite	humiliating	scums	that	await	her	for	the	rest	of
her	life	as	a	Roman	conquest.	CleÃ³patra's	death	by	Reginald	ArthurÃ¢	[FR]	(1892)	CleÃ³patra	kills	herself	using	the	poisonous	bite	of	an	ASP,	wondering	how	she	will	find	Antony	again	in	life	after	death.	She	serving	maids	Iras	and	Charmian©	also	die,	Iras	of	disgust	and	Charmiano	of	one	of	the	two	ASPs	in	CleÃ³patra's	basket.	Octavius
â€"Discovers	the	dead	bodies	and	experiences	conflicting	emotions.	The	deaths	of	Antony	and	CleÃ³patra	free	to	become	the	first	Roman	Romano	But	also	feels	some	sympathy	for	them.	He	orders	a	public	military	funeral.	Roman	painting	of	the	house	of	Giuseppe	II,	Pompeii,	Before	I	DC,	most	likely	representing	Cleopatra	VII,	using	his	real	diadem,
consuming	poison	in	a	suicocty	act,	while	his	son	cesário,	also	using	A	real	diadem,	it	gets	behind	it	[6]	[7]	Cleopatra	and	antique	landmark	in	the	anverse	and	reverse,	respectively,	of	a	silver	tetradrache	struck	in	the	house	of	Antioquia	currency	at	36	BC	The	main	source	of	history	is	a	English	Translation	of	"Antique	Marco	Life",	of	Plutarch,	from	the
lives	of	the	Greek	and	Roman	nobles	compared	to	each	other.	This	Translation,	from	Sir	Thomas	North,	was	first	published	in	1579.	Many	phrases	from	Shakespeare's	piece	are	taken	directly	from	the	north,	including	the	famous	description	of	Cleopatra	enobarbus	and	Your	barge:	I'll	tell	you.	The	barge	in	which	she	sat	down,	like	a	burned	throne,
burned	in	the	water:	the	cocum	was	gold	beaten;	The	candles	were	purple,	and	so	perfumed	that	the	winds	were	of	love	with	them;	The	oars	were	silver,	which	to	the	sound	of	the	flutes	kept	the	blow,	and	made	the	water	that	beat	faster,	as	loving	of	his	blows.	For	his	owner	person,	she	described	everything:	she	lay	on	her	golden	pavilion	of	fabric	¢
o'er-painting	that	viad	where	we	see	the	extravagant	nature:	on	each	side,	his	boys	From	dimples,	like	smiling	cupids,	with	several	colors	fans,	whose	wind	seemed	to	shine	the	delicate	cheeks	that	they	made	cold,	and	what	they	did	not	do.	This	can	be	compared	to	the	Northern	text:	"Therefore,	when	it	was	sent	by	several	letters,	both	of	Antonius
Himself,	and	his	friends,	she	did	so	lightly	and	mocked	so	much	of	Antonius,	who	disdained	so	much	from	the	contrary,	But	to	take	his	barge	on	the	Cydnus	River,	the	golden	bar,	the	puff	candles	and	the	silver	Oares,	who	continued	to	row	after	the	sound	of	musicke	of	flutes,	Howboyes	Cithernes,	jars	and	such	Instruments	as	they	touched	on	the	boat.
And	now,	for	the	person	of	his	personality:	she	was	placed	under	a	pavilion	of	gold	fabric,	garnish	and	dressed	as	the	goddess	VÃªnus,	commonly	drawn	on	the	board:	And	for	her,	in	every	hand	of	her,	pretie	boys	dressed	As	painters	put	God	Cupid	Foorth,	with	small	fans	in	their	hands,	with	whom	they	spread	the	wind	on	it.	However,	Shakespeare
also	adds	scenes,	including	many	portraying	the	domestic	life	of	cycloon,	and	the	role	of	enobarbus	is	very	developed.	The	historical	facts	also	changed:	in	Plutarch,	the	final	defeat	of	Antão	was	many	weeks	after	the	battle	of	Actium,	and	Octavia	lived	with	Antão	for	several	years	and	generated	two	children:	Antonia	Greater,	paternal	grandmother
Emperor	Nero	and	maternal	grandmother	of	the	Imperatriz	Valeria	Messalina,	and	Minor	Antonia,	the	sister-in-law	of	the	Emperor	Tibéte,	his	emperor	Cláudio,	and	paternal	grandmother	of	the	emperor	Caligula	and	Empress	Agrippina,	the	young	woman.	Date	and	text	The	first	page	of	Antão	and	Cleopatra	of	the	first	leaf	of	the	S	of	Shakespeare,
published	in	1623.Victors	scholars	believe	that	Shakespeare's	piece	was	written	in	1606A.	(an	initial	form	of	copyright	for	printed	works)	in	May	1608,	but	it	does	not	seem	to	have	been	really	printed	to	the	publication	of	the	first	folio	in	1623.	The	folio	is,	therefore,	the	only	authoritative	text	today.	Some	scholars	speculate	that	he	derives	from	the
first	sketch	of	Shakespeare,	or	"dirty	documents"	once	they	contain	small	mistakes	in	speech	riots	and	stage	directions	that	are	thought	to	be	characteristic	of	the	author	in	the	composition	process	[19]	Modern	editions	divide	the	piece	into	a	conventional	structure	of	five	acts,	but,	as	in	most	of	their	previous	pieces,	Shakespeare	did	not	create	these
acts	His	piece	is	articulated	in	forty	separate	"scenes",	more	than	he	used	for	any	other	game.	Even	the	word	"scenes"	can	be	inadequate	as	a	description,	because	the	scene	changes	are	often	very	fluid,	almost	assembly.	The	large	number	of	scenes	is	necessary	because	the	action	frequently	changes	between	Alexandria,	Italy,	Messina	in	Sicily,	Syria,
Athens	and	other	parts	of	Egypt	and	the	Roman	Republic.	The	pieces	contained	thirty-four	speaking	characters,	quite	typical	for	a	Shakespeare	game	on	such	a	scale	is	pica.	Analysis	and	chronic	clinical	alusions	and	analogues:	Dido	and	Aeneas	of	Virgil	Aeneid	Many	criticists	have	noticed	the	strong	influence	of	the	Roman	poem	of	Virgil's	first
system,	Aenid,	in	Antony	and	Shakespeare	Cleepatra.	This	influence	must	be	expected,	given	the	prevalence	of	Alusions	to	Virgil	in	the	Renaissance	culture	in	which	Shakespeare	was	educated.	The	Antony	and	Cleopatra	historic	were	the	Prototypes	and	Antleans	for	the	Dido	and	Aeneas	of	Virgil:	Dido,	ruler	of	the	North	African	city	of	Carthage,
attempts	to	be	an	exemplary	legend	of	Roman	Pietas,	to	abandon	his	task	of	founding	Rome	after	Fall	of	Troy.	The	Fiction	Aeneas	resists	the	question	of	the	question	of	Dido	and	abandon	it	to	forge	to	italy,	placing	the	political	destination	before	the	romantic	love,	in	contrast	to	Antony,	who	puts	love	passionate	of	his	own	Queen	Egyptian,	Cleopatra,
before	the	duty	of	Rome.	[B]	Given	the	well-established	traditional	connections	between	the	Dido	and	Aeneas	and	Antony	and	Cleopatra	History,	it	is	not	surprising	that	Shakespeare	includes	numerous	allusions	for	the	pica	of	Virgil	in	his	tragedy	day.	As	Janet	Adelman	observes:	"Almost	all	central	elements	in	Antony	and	Cleopatra	should	be	found	in
the	Aenid:	the	opposite	values	​​of	Rome	and	a	foreign	paixion;	the	political	need	for	a	Roman	marriage	without	passion;	the	concept	of	a	life	After	death	in	which	passionate	lovers	meet.	"[20]	However,	as	Heather	James	argues,	The	Dido	and	Aeneas	of	Virgil	are	far	from	immitations	servis.	James	emphasizes	several	ways	in	which	Shakespeare's	sake
subverts	the	ideology	of	virgilian	tradition;	One	of	these	examples	of	this	subversion	is	the	dream	of	antagonal	cycle	in	act	5	("I	dreamed	that	there	was	an	emperor	antagonal"	[5.2.75]).	James	argues	that	in	his	extensive	description	of	this	dream,	Cleopatra	"rebuilt	Her	O's	masculinity	of	an	antagonal	whose	identity	was	fragmented	and	disseminated
by	the	Roman	opinion."	This	politically	loaded	dream	vision	is	just	an	example	of	the	way	Shakespeare's	history	destabilizes	and	potentially	criticizes	the	Roman	ideology	inherited	from	the	peak	of	Virgil	and	incorporated	into	the	Ancestral	Ancestral	Ancestral	Aeneas.	Chortic	History:	Vision	change	of	the	left	image	of	Cleopatra:	Cleopatra	VII	Bust	in
the	Altes	Museum,	Berlin,	Roman	Art,	BCRIGHT	image	of	the	Século	I:	more	likely	a	painted	peptum	Ptoloma	Postmail	portrait	Egypt	with	red	hair	and	its	distinct	facial	features,	wearing	a	real	diader	and	piled	piles,	Herculano,	Italy,	in	the	middle	of	the	Sést	I	DC	[22]	[23]	a	Roman	painting	of	the	second	style	Marcus	Fabius	Rufus's	house	in	Pompé,
Italy,	portraying	Cleopatra	as	VÃªnus	Genetrix	and	his	son	cesário	as	a	cupid,	in	the	midst	of	a	BC	CLEOPATRA,	being	the	complex	figure	that	she	is,	faced	a	Variety	of	character	interpretations	throughout	history.	Perhaps	the	most	famous	dichotomy	is	the	seductive	manipulative	against	qualified	leader.	Examining	the	chronic	history	of	the	Cleopatra
Character	reveals	that	the	XIX	and	the	beginning	of	the	XX	season	saw	them	only	as	an	object	of	sexuality	that	could	be	understood	and	decreased	by	the	invention	of	one	imposing	with	great	balance	and	leadership	capacity.	This	phenomenon	is	illustrated	by	the	famous	vision	of	the	poet	T.S.	Eliot	about	cyclatra.	He	saw	her	as	"no	power	groving,"
but	rather	as	"devouring	sexuality	...	decreases	your	Your	yours	And	the	writings	use	images	of	darkness,	desire,	beauty,	sensuality	and	carnality	to	portray	not	a	strong	and	powerful	woman,	but	a	temptress.	Throughout	his	writing	on	Antony	and	Cleopatra,	Eliot	referred	to	Cleopatra	as	material	instead.	©	It's	human.	He	often	calls	it	"the	thing."	T.S.
Eliot	conveys	the	insight	into	the	beginning	of	the	chronic	story	about	the	character	of	Cle	o	patra.	Other	scholars	also	©	discuss	the	opinions	of	early	Christians	on	Cle	o	patra	in	relation	to	a	snake	that	means	"original	sin."25	:Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left
Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	Left	left	left	left	left	left	left	left	left	left	left	left	left	left
left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	left	the	snake	because	it	represents	temptation,	female	sin	and
weakness,	©	used	by	Christians	of	the	©	19th	century	and	beginning	of	sugar	©	To	undermine	the	political	authority	of	Cleopatra	and	emphasize	the	image	of	Cleopatra	as	a	manipulative	temptress.	The	modern-day	view	of	Cle	o	patra	©	complex.	Doris	Adler	suggests	that	in	a	modern-day	philosophical	sense,	we	can't	begin	to	understand	the
character	of	Cle	o	patra	because,	"In	a	way,	we	can't	©	a	distance	consider	Cle	o	patra	at	any	time,	hello	©	W	all	the	cultural	milieu	that	creates	and	consumes	Ant	o	nio	and	Cle	o	patra	on	stage.	However,	the	isolation	and	microscopic	examination	of	a	single	allen	aspect	©	m	of	your	host	environment	©	an	effort	to	improve	understanding	of	the
wider	context.	Likewise,	the	isolation	and	examination	of	the	stage	image	of	Cle	o	patra	becomes	an	attempt	to	improve	the	understanding	of	the	theatrical	power	of	its	infinite	variety	and	the	cultural	treatment	of	that	power."[26]	Thus,	as	a	microcosm,	Cle	o	patra	can	be	understood	within	a	modern-day	context,	provided	it	is	understood	that	the
purpose	for	examining	this	microcosm	©	deepen	the	own	interpretation	of	the	work	as	a	whole.	Author	L.T.	Fitz	believes	that	it	is	not	©	can	derive	a	clear	and	modern	view	from	Cle	o	patra	due	to	the	sexism	that	The	characters	bring	with	them	when	they	take	their	intricate	character.	She	specifically	states:	"Almost	all	the	critical	approaches	to	this
piece	were	colored	by	the	sexist	suppositions	that	the	critical	brought	with	them	for	their	reading."	A	seemingly	anti-sexist	point	of	view	comes	from	Donald	C.	Freeman's	articulations	of	the	meaning	and	significance	of	the	deaths	of	Anti-Nius	and	CleÃ³patra	at	the	end	of	the	piece.	Freeman	states:	"We	understand	Anti-Nio	as	a	great	failure	because
the	container	of	his	Romance"dislimns":	he	can	no	longer	stow	it	and	set	it	up	for	himself.	Conversely,	we	understand	CleOpatra	in	her	death	as	the	transcendent	queen	of	"immortal	desires"	"because	the	vessel	of	her	mortality	can	no	longer	contain	it:	unlike	AntÃnio,	she	never	melts,	but	sublimates	from	her	very	earthly	flesh©	to	ethereal	fire	and
air."	These	constant	changes	in	CleÃ³patra's	perception	are	well	represented	in	a	review	of	Estelle	Parsons'	adaptation	of	Shakespeare's	AntÃ:nio	and	CleÃ³patra	at	the	Interart	Theatre	in	New	York.	Arthur	Holmberg	surmises,	"What	initially	seemed	like	a	desperate	attempt	to	be	chic	of	a	New	York	fashion	was,	in	fact,	an	ingenious	way	of
characterizing	the	differences	between	The	Rome	of	Antimnius	and	The	Egypt	of	CleÃ³patra.	Most	productions	are	based	on	stark	contrasts	when	fantasizing	to	imply	the	regid	discipline	of	the	former	and	the	instantindulity	of	the	second.	By	exploring	the	international	differences	©	speech,	gesture	and	movement,	Parsons	made	the	confrontation
between	two	opposing	cultures	not	only	contemporary,	but©	also	poignant.	In	this	setting,	the	white	Ethos	represented	a	graceful	and	ancient	aristocracy,	living	well-groomed,	elegantly	balanced	and	doomed.	The	Romans,	on	the	streets	of	the	West,	had	no	finesse	and	polishing.	But	by	brute	force,	they	would	keep	the	domon	over	principalities	and
kingdoms."[29]	This	assessment	of	the	change	in	the	way	Cleopatra	is	©	in	the	adaptations	of	Shakespeare	Shakespeare's	play	Shakespeare	Yet	another	example	of	how	the	modern	vision	and	modern-day	view	of	CleÃ³patra	is	constantly	evolving.	CleÃ³patra	©	a	difficult	character	to	define	because	there	are	various	aspects	of	his	personality	that	we
occasionally	get	a	glimpse	of.	However,	the	more	dominant	parts	of	his	character	seem	to	oscillate	between	a	powerful	ruler,	a	seducer	and	a	hero	of	types.	The	power	is	©	one	of	cleopatra's	most	dominant	car	traã¡ter	and	she	uses	it	as	a	means	of	control.	This	place	of	control	manifested	itself	through©	the	initial	seduction	of	CleÃ³patra	of	AntÃ:nio
in	which	she	was	dressed	as	Aphrodite,	the	Goddess	of	Love,	and	made	a	rather	calculated	entrance	to	capture	her	attention.	[30]	This	sexualized	act	extends	to	CleOpatra's	role	as	seducer,	because	it	was	her	courage	and	unapologetic	manner	that	leaves	people	remembering	her	as	a	"throw	of	liquids".	[31]	However,	despite	her	"insatiable	sexual
passion",	she	was	still	using	these	relationships	as	part	of	a	grand	political	scheme,	again	revealing	how	Cleã³patra's	dominant	desire	was	for	power.	[31]	Due	to	CleÃ³patra's	close	relationship	with	power,	she	seems	to	take	on	the	role	of	a	hero,	because	there	is	something	in	her	passion	and	intelligence	that	intrigues	others.	[32]	She	was	an	autÃ
́noma	and	confident	ruler,	sending	a	powerful	message	about	the	independence	and	force	of	women.	CleÃ³patra	had	a	great	influence,	and	still	continues	to	inspire,	making	her	a	hero	for	many.	Structure:	Egypt	and	Rome	A	drawing	of	Faulkner's	CleÃ³patra	Greeting	Antony	The	relationship	between	Egypt	and	Rome	in	Antony	and	CleÃ³patra	©
central	to	understand	the	plot,	since	the	dichotomy	allows	the	reader	to	gain	more	insights	into	the	characters,	their	relationships	and	the	relationships	events	that	occur	throughout	the	piece.	Shakespeare	emphasizes	the	differences	between	the	two	countries	with	their	use	of	language	and	literal	devices,	which©	also	highlight	the	different
characterizations	of	the	two	by	its	own	inhabitants	and	visitors.	The	literary	criticists	have	also	spent	many	years	to	develop	arguments	relating	to	"masculinity"	of	Rome	and	Romans	and	"femininity"	of	Egypt	and	Egyptians.	In	traditional	criticisms	Antique	and	Cleopatra,	"Rome	has	been	characterized	as	a	male	world,	presided	over	by	austere
austere,	and	Egypt	as	a	female	domain,	incarnated	by	a	clearance	that	is	seen	as	abundant,	void	and	mutible	as	The	Nile	"[33]	In	such	reading,	man	and	woman,	Rome	and	Egypt,	reasons	and	emotion,	and	austerity	and	leisure	are	treated	as	mutually	exclusive	binaries	that	are	interrelated	with	each	other	.	The	front	of	the	binarium	between	male
roma	and	the	female	Egypt	was	challenged	in	the	chronicles	of	the	end	of	the	century	XX	ÃÇA:	"In	the	treadmill	of	feminist	chronicles,	paps-structuralists	and	cultural-materialists	to	the	essentialism	of	the	GÃ	©	nero,	Most	of	Shakespeare's	modern	scholars	are	inclined	to	be	much	more	commonly	in	relation	to	the	affirmations	that	Shakespeare	had	a
unique	view	of	a	'timeless'	femininity	"[33]	as	a	result	,	the	criticisms	have	been	much	more	likely,	in	the	last	few	years,	to	describe	Cleopatra	as	a	character	that	confuses	or	disregards	the	breed	than	as	a	character	who	embodies	the	female	[34]	literary	devices	used	to	convey	the	differences	Between	Rome	and	Egypt	in	Antique	and	Cleopatra,
Shakespeare	uses	literary	techniques	to	convey	a	deeper	meaning	on	the	differences	between	Rome	and	Egypt.	An	example	of	this	is	your	container	scheme	as	suggested	by	Cristico	Donald	Freeman	in	your	article,	"The	Rack	Dyslimns"	in	your	article,	Freeman	suggests	that	the	container	is	representative	of	the	body	and	the	general	theme	of	the
theater	sake	"[28]	in	literary	terms,	a	scheme	refers	to	a	plan	throughout	the	work,	which	means	that	Shakespeare	had	a	path	defined	to	reveal	the	meaning	of	the"	container	"to	the	public	within	the	peb	§The.	One	of	the	body	referenced	to	the	container	can	be	seen	in	the	following	following	N	o,	but	this	age	of	our	General	O'erflows	the	measure...
The	heart	of	his	captain,	who	in	the	struggles	of	great	fights	broke	the	buckles	in	his	chest,	disowns	all	temperament	and	becomes	the	bellows	and	fan	to	cool	the	lust	of	a	gypsy.	(1.1.1A	1.1A2666a.10)	The	lack	of	tolerance	exercised	by	the	hardened	Roman	military	command	allocates	to	the	dalliance	of	a	general	©	metaphorical	as	a	vessel,	a
measuring	cup	that	cannot	keep	the	volume	of	Ant	o	nio's	great	passion.[28]	Later,	too.	©	m	we	see	the	container	of	Ant	o	nio's	heart	swell	again	because	"it	fulfills	the	measure".	The	container	of	the	Roman	world	©	confining	and	a	"measure",	while	the	container	of	Egypt-world	©	liberator,	a	vast	area	where	he	can	explore.[28]	The	contrast	between
the	two	is	©	expressed	in	two	famous	speeches	of	the	piece:	let	Rome	in	Tiber	melt,	and	the	broad	arch	of	empire	©	Divided	river	fall!	Here	is	my	space!	Kingdoms	are	clay!	To	Rome	"melt	away	©	lose	its	defined	form,	the	border	that	contains	©	their	civilian	and	military	dogs."	This	scheme	is	©	important	to	understand	the	great	failure	of	Antony,
because	the	Roman	vessel	can	no	longer	sketch	or	define	itself.	On	the	other	hand,	we	understand	Cle	o	patra	in	which	the	container	of	her	mortality	can	no	longer	contain	her.	Unlike	Antony	whose	container	melts,	she	gains	a	sublimity	by	being	released	into	the	air.	In	her	article	"Roman	World,	Egyptian	Land"	Mary	Thomas	Crane	introduces
another	symbol	along	the	pawn:	The	four	elements.	In	general,	the	characters	associated	with	Egypt	perceive	their	world	composed	of	the	Aristotle	elements.	©	which	are	earth,	wind,	fire	and	water.	Ming	death	when	she	proclaims,	I	am	fire	and	air;	My	other	elements/I	give	life	base.[35]	Romans,	on	the	other	hand,	seem	to	have	left	it	to	three	of	this
system,	replacing	it	with	another.	separated	from	the	natural	world	and	ignoring	the	natural	world	and	imagining	itself	able	to	control	it.	These	different	systems	of	thought	and	perception	result	in	very	different	versions	of	the	world	and	©.	Shakespeare's	relatively	positive	representation	of	Egypt	has	sometimes	been	read	as	nostalgia	for	a	heroic
past.	Because	aristotelian	©	were	a	theory	in	declÃnio	in	shakespeare©s	time,	also©	can	be	read	as	nostalgia	for	a	theory	in	declÃnio	of	the	material	world,	the	pre©s-culo©-seventeencosmos	of	elements	and	moods	that	have	made	the	subject	and	the	world	deeply	intertwined	and	saturated	with	meaning[35]	Thus,	this	reflects	the	difference	between
the	epoculums	that	are	interconnected	with	the	elementary	earth	and	the	Romans	in	the	your	rule	of	the	hard	and	impermeable	world.	The	authors	also	suggest	that©	the	political	attitudes	of	the	main	characters	are	an	allegory	to	the	political	atmosphere	of	Shakespeare©s	time.	According	to	Paul	Lawrence	Rose	in	his	article	"The	Politics	of	Anti-
Niconium	and	CleÃ³patra",	the	opinions	expressed	in	the	game	of	"national	solidarity,	social	order	and	strong	government"[36]	were	familiar	after	the	absolute	monarchies	of	Henry	VII	and	Henry	VIII	and	the	political	disaster	involving	Mary	Queen	of	Scots.	Essentially,	the	political	themes	throughout	the	piece	reflect	the	different	models	of
government	during	Shakespeare's	time.	The	political	attitudes	of	Anti©sar,	and	CleÃ³patra©	are	all	archesive	types	for	the	conflicting	opinions	of	son©ton-up	on	royalty[36]	CÃ©sar	Ã©	representative	of	the	ideal	king,	who	performs	the	Roman	Pax	similar	to	the	political	peace	established	under	the	Tudors.	Its	cold	behavior	is	©	representative	of
what	the	sixteenth	©	thought	to	be	a	second-degree	effect	of	the	political	gã©nio[36]	Conversely,	AntÃ³nio	focuses	on	bravery	and	chivalry,	and	AntÃ³nio	sees	the	political	power	of	the	war	as	a	byproduct	of	both.	CleÃ³patra's	power	has	been	described	as	"naked,	hereditary,	and	despotic"[36],	and	it	is	argued	that	she	Reminiscent	of	the	reign	of	Mary
Tudor	-	implying	that	it	is	not	coincidentally	that	she	brings	the	"Doom	from	Egypt."	This	is	partly	due	to	an	emotional	comparison	as	a	rule.	Cleopatra,	who	was	emotionally	invested	in	Antony,	brought	the	fall	of	Egypt	in	his	commitment	to	love,	while	Mary	Tudor's	emotional	attachment	to	Catholicism	highlights	her	rule.	The	political	implications
within	the	piece	reflect	on	Shakespeare	England	in	your	message	that	the	impact	is	not	a	match	for	reason.	[36]	The	characterization	of	christics	of	Rome	and	Egypt	often	uses	opposition	between	Rome	and	Egypt	in	Antony	and	Cleopatra	to	define	defining	characteristics	of	various	characters.	While	some	characters	are	distinctly	egyptous,	others	are
distinctly	Roman,	some	are	divided	between	the	two,	and	others	still	try	to	remain	neutral.	[37]	Cristic	James	Hirsh	stated	that	"as	a	result,	the	game	dramatizes	no	two,	but	four	major	figurative	sites:	Rome	as	it	is	perceived	from	a	Roman	point	of	view;	Rome	as	perceived	from	the	Egyptian	point	of	view;	Egypt	as	he	is	perceived	form	a	Roman	point
of	view;	and	Egypt,	as	he	is	perceived	from	an	Egyptian	point	of	view.	"[37]:	~	Hirsh,	Rome	defines	himself	largely	by	his	opposition	to	Egypt.	[37]:	Ã	¢	â	€	"77	ÃƒÂ	¢	Since	the	distinction	between	masculine	and	feminine	is	a	purely	Roman	idea	that	the	Egyptians	ignore	largely.	The	Romans	see	the	"world"	as	nothing	more	than	anything	for	them	to
conquer	and	control.	They	believe	that	they	are	The	"impermeable"	environmental	influence	"[35]	and	that	they	should	not	be	influenced	and	controlled	by	the	world,	but	vice	versa.	Rome	from	perspective	Egyptics	The	Egypties	are	the	Romans	as	boring,	oppressive	,	strict	and	no	paixion	and	creativity,	preferring	strict	rules	and	Egypt	in	the	Egyptian
perspective	The	Egyptian	world's	vision	reflects	what	Mary	Floyd-Wilson	called	geohumoralism,	or	the	belief	that	climate	and	other	environmental	factors	shape	racial	character[38]	Egyptians	se	e	themselves	as	deeply	entwined	with	the	"natural	land".	Egypt	is	not	©	a	place	for	them	to	rule,	but	an	impossible	part	of	them.	Cle	o	patra	considers
herself	as	the	incarnation	of	Egypt	because	it	was	nurtured	and	shaped	by	the	environment[35]	nourished	by	the	"manure",	by	the	nurse	of	the	beggar	and	of	the	dog	©	sar"(5.2.78).	See	life	as	more	fluid	and	less	structured,	allowing	creativity	and	passionate	search.	Egypt	from	the	Roman	perspective	The	Romans	consider	Egyptians	essentially
unwise.	Your	passion	for	life	©	continuously	seen	as	irresponsible,	indulgent,	excessively	sexualized	and	disorderly[37]:	p.17677	The	Romans	view	Egypt	as	a	distraction	that	can	deflect	even	from	Egypt	©	the	best	men	of	their	way.	This	is	©	demonstrated	in	the	following	passage	that	describes	Antonius.	Boys	who,	maturing	in	knowledge,	breastfeed
their	experience	to	their	present	pleasure,	and	thus	to	the	rebellious	trial.	(1.4.3133)	In	the	last	analysis,	the	dichotomy	between	Rome	and	Egypt	©	used	to	distinguish	two	sets	of	conflicting	values	between	two	different	locations.	However,	go	hello	©	m	this	division	to	show	the	conflicting	sets	of	values	not	only	between	two	cultures	but	also	©
inside	cultures,	even	within	individuals[37]:180th	As	John	Gillies	argued	"the'orientalism'of	the	court	of	Cle	o	patra	with	its	luxury,	decadence,	splendour,	sensuality,	appetite,	effeminence	and	eunuch	severs	a	systematic	inversion	of	the	Roman	values	of	temperance,	virility,	courage"[39]	While	some	characters	completely	fall	within	the	category	of
Roman	or	Egyptian	(Octavius	as	Roman,	Egyptian	Cle	o	patra)	others,	like	Antony,	cannot	choose	between	the	two	sites	and	cultures	in	conflict.	Instead,	he	between	the	two.	In	the	beginning	of	the	piece,	Cle	o	patra	calls	attention	to	this	saying	She	was	thrown	into	the	mud,	but	suddenly	a	Roman	thought	stroked	him.	This	shows	the	will	of	antagonus
to	embrace	the	pleasures	of	Egyptian	life,	but	his	tendency	still	be	dragged	back	to	the	Roman	thoughts	and	ideas.	Orientalism	plays	a	very	specific	role,	and	yet,	nuances	in	the	history	of	Antónia	and	Cleopatra.	A	more	specific	term	comes	to	mind,	from	Richmond	Barbour,	of	Proto-Orientalism,	which	is	Orientalism	before	the	era	of	imperialism	[40]
this	puts	antagonal	and	cleopatra	in	an	interesting	period	of	time,	one	that	existed	before	West	knew	a	lot	about	what	she	would	be	called	the	East,	but	still	one	is	a	time	when	she	was	knew	that	there	were	lands	in	Europe.	This	allowed	Shakespeare	to	use	widespread	assumptions	on	the	"exotic"	east	with	little	academic	resource.	It	can	be	said	that
António	and	Cleopatra	and	his	relationship	represent	the	first	encounter	of	the	two	cultures	in	a	literary	sense,	and	that	this	relationship	would	throw	the	base	for	the	ideal	of	Western	superiority	against	oriental	inferiority.	The	relationship	between	Antão	and	Cleopatra	was	the	first	exposure	of	some	people	to	an	interracial	relationship,	and	in
general.	This	fits	into	the	idea	that	Cleopatra	was	made	to	be	an	"other",	with	terms	used	to	describe	it	as	"gypsy".	[42]	And	is	this	alternization	that	is	in	the	heart	of	the	own	ceça,	the	idea	that	António,	a	man	of	Western	origin	and	education	has	coupled	with	Oriental	women,	the	"other"	stereotype.	[43]	Evolving	opinions	of	the	chromicts	on	the
characterizations	of	Nero	to	Decarius	Minted	in	32.	BC;	In	obverse	is	a	diademed	portrait	of	Cleopatra,	with	the	Latin	inscription	"Cleopatra	[and	Reginae	Reginae]	Filiorvm	Regvm",	and	the	contrary	a	portrait	of	Marco	Antão	with	the	reading	of	the	registration	"Antoni	Armenia	Devicta."	The	feminist	chroma	the	antagonal	and	cleopatra	provided	a
more	in-depth	reading	of	the	piece,	has	previous	standards	of	criticism,	and	opened	a	broader	discussion	on	the	characterisation	of	Egypt	and	Rome.	However,	as	Gayle	Greene	so	cleverly	recognizes,	it	must	be	said	that	"feminist	beliefs	[from	Shakespeare]	are	almost	so	concerned	with	the	prejudices	of	intuition	©	Shakespeare's	"sic"	naval	staff,
directors,	fearless	publishers	like	Shakespeare	himself."[44]	Feminist	scholars,	in	relation	to	Antony	and	Cle	o	patra,	often	examine	the	use	of	Shakespeare's	language	when	describing	Rome	and	Egypt.	Pass	©	Such	scholars	argue,	he	tends	to	characterize	Rome	a	s	"masculine"	and	Egypt	as	"feminine".	According	to	Gayle	Greene,	"the	female	world	of
love	and	personal	relationships	©	Second	to	the	male	world	of	war	and	politics,	[e]	prevented	us	from	realising	that	Cleopatra	©	the	protagonist	of	the	piece,	and	thus	distorted	our	perceptions	of	character,	theme	and	structure."[44]	The	highlight	of	these	striking	contrasting	qualities	of	the	two	origins	of	Antinio	and	Cleopatra,	both	in	Shakespeare's
language	and	in	the	words	of	the	crypts,	calls	attention	t	o	the	characterization	of	the	characters-title,	since	the	respective	countries	must	represent	and	emphasize	their	attributes.	The	female	categorization	of	Egypt,	and	later	Cle	o	patra,	was	negatively	portrayed	during	the	first	chronicles.	The	story	of	Antony	and	Cle	o	patra	was	often	summarized
as	"the	fall	of	a	great	general,	betrayed	in	his	old	age	by	a	treacherous	prostitute,	or	else	can	be	seen	as	a	celebration	of	transcendental	love."[27]	:ento.297A.	Egypt	and	Cle	o	patra	are	presented	a	s	the	destruction	of	the	masculinity	and	greatness	of	Antony	or	as	agents	in	a	love	story.	Since	the	Women's	Liberation	Movement	grew	between	the
1960s	and	1980s,	however,	the	critics	began	to	look	more	closely	at	both	the	characterization	of	Shakespeare	from	Egypt	and	Cle	o	patra	and	the	work	and	opinions	of	other	chronicles	on	the	same	subject.	©	Laugh.	Gil	Harris	claims	Egypt	against	Rome	Often	criticists	adopt	not	only	a	"gas	polarity",	but	also	a	"gesture	hierarchy."	Especially	a	reading
that	puts	roma	taller	in	the	hierarchy	than	Egypt.	The	first	chronicles	as	Georg	Brandes	presented	Egypt	as	a	minor	nation	because	of	his	lack	of	stiffness	and	structure	and	presented	Cleopatra,	negatively,	as	"the	women	of	the	women,	Eve	quintessenced."	[45]	Egypt	and	Cleopatra	They	are	both	represented	by	lawns	as	incontrollable	because	of
their	connection	to	the	Nile	and	Cleopatra	River.	"Infinite	variety"	(2.2.236)	In	the	last	years,	the	critics	analyzed	the	previous	readings	of	Antão	and	Cleopatra	and	found	several	neglected	aspects.	Egypt	was	previously	characterized	as	the	nation	of	women's	attributes	of	loss	and	desire	while	Rome	was	more	controlled.	However,	Harris	notes	that
Cés	and	António	have	an	uncontrollable	the	desire	of	Egypt	and	Cleopatra:	the	region	of	the	polic,	while	the	antagonal	is	personal.	Harris	still	implies	that	the	Romans	have	an	uncontrollable	loss	and	desire	for	"what	they	do	not	have	or	can	not	have."	Dead:	There's	a	big	spirit	if	it	was!	So	I	wished	it:	what	our	contempt	always	launches	us,	we	wish
ours	again;	the	present	pleasure,	lowering	the	revolution,	becomes	the	opposite	of	himself:	she	is	good,	since	she	was:	her	hand	could	tear	her	back	that	shine,	that	the	revolution	The	opposite	of	herself	became	the	opposite:	She	is	good:	She	is	good,	being	taken:	The	hand	could	tear	her	back	that	the	hand	that	drifted	this	way,	Harris	is	suggesting
That	Rome	is	not	greater	than	any	"Glessing	Hierarchy"	than	Egypt.	L.	T.	Fitz	externally	states	that	the	precocious	chroma	of	Antão	and	Cleopatra	is	"colored	by	the	sexist	assumptions	that	the	chromic	ones	have	brought	to	their	reading."	Fitz	that	the	previous	s	critical	put	a	strong	phase	in	the	"perverse	and	manipulative"	ways	of	Cleopatra,	which
are	further	emphasized	by	its	association	with	Cleopatra's	"Wicked	and	manipulative".	Cleopatra.	and	his	contrast	with	the	"Casta	and	Submissa"	Octavia	Romana.	[27]:	places	such	as,	finally,	Fitz	emphasizes	the	tendency	of	the	initial	chrots	to	affirm	that	António	is	the	only	protagonist	of	the	piece.	This	statement	is	apparent	in	Brandesva	Fixe	152;
argument:	"When	[António]	perishes,	a	prey	to	the	Voluptuosity	of	the	East,	it	seems	that	the	Roman	greatness	and	the	Roman	republic	expire	with	him."	[46]	However,	Fitz	points	out	that	António	dies	in	act	IV	as	a	(And	therefore,	Egypt)	is	present	throughout	the	act	v	at	is	that	she	commits	suicidal	in	the	end	and	"seems	to	fulfill	at	least	the	formal
demands	of	the	trico	hero."	[27]:	80,310th	interested	places]	These	Crystals	are	only	a	few	examples	of	how	the	chronic	opinions	of	"femininity"	of	Egypt	and	the	"masculinity"	of	Rome.	They	changed	over	time	and	how	the	development	of	feminist	theory	helped	to	expand	the	discussion.	Themes	and	motifs	Ambiguity	and	opposition	Relativity	and
ambiguity	are	prominent	ideas	in	the	piece,	and	the	public	is	challenged	to	come	to	conclusions	about	the	ambivalent	nature	of	many	of	the	characters.	The	relationship	between	António	and	Cleopatra	can	be	easily	dealing	as	one	of	love	or	lust;	His	passion	can	be	interpreted	as	being	totally	destructive,	but	also	showing	elements	of	transcendence.	It
can	be	said	that	Cleopatra	kills	himself	for	love	to	antagonal,	or	because	she	lost	the	political	power.	[3]:	The	guarantee	of	guarantees	(127a)	Octavius	​​can	be	seen	as	a	noble	and	good	ruler,	wanting	only	what	is	©	sure	to	Rome,	or	as	a	cruel	and	cruel	political.	One	of	the	main	themes	of	the	piece	is	the	opposition.	Along	the	piece,	the	oppositions
between	Rome	and	Egypt,	love	and	loss,	and	masculinity	and	femininity	are	emphasized,	subverted	and	commented.	One	of	Shakespeare's	most	famous	speeches,	almost	verbally	extracted	from	the	northern	translation	of	the	Plutarche	lives,	the	description	of	cyclatra	enazard	in	its	boat,	is	full	of	opposites	resolved	in	a	single	sense,	corresponding
with	broader	oppositions	that	characterize	the	rest	of	The	barge	on	which	she	sat,	like	a	throne	adorned,	burning	in	the	water...	She	lay	in	her	pavilion,	reflecting	on	the	Venus,	where	we	see	the	extravagant	outer	nature	on	each	side,	her	very	dark	boys,	like	smiling	Cupids,	with	fans	of	diverse	color,	whose	wind	seemed	to	illuminate	the	delicate
cheeks	that	made	it	cold,	and	what	they	did.	(Act	2,	Scene	2)	CleÃ³patra	vÃª	Ãª	Ãª	Ãño	as	both	The	Goofy	and	Mars	(Act	2	Scene	5,	lines	118a-A-119).	Theme	of	ambivalence	The	piece	is	structured	with	precision	with	paradox	and	ambivalence,	in	order	to	convey	the	antãthesis	that	makes	Shakespeare's	work	noteable.[47]	Ambivalence	in	this	©	the
contrasting	response	of	his	own	car.	It	can	be	perceived	as	an	oposion	between	word	and	abysm,	but	not	to	be	confused	with	"duality".	For	example,	after	AntÃ:nio	abandons	his	army©	during	the	martim	battle	to	follow	CleÃ³patra,	he	expresses	his	remorse	and	pain	in	his	famous	speech:	All	is	lost;	This	dupy	epocious	betrayed	me,	my	fleet
surrendered	to	the	enemy.	And	there,	they	lift	up	their	bonnets	and	sing	together,	like	friends	who	have	been	very	lost.	Three-lap	bitch!	You're	the	one	who	sold	me	to	this	rookie.	And	my	heart	just	makes	wars	against	you.	Tell	everyone	to	fly.	Because	when	I	get	back	to	my	charm,	I've	done	everything.	Tell	everyone	to	fly.	I	will	see	no	more	fortune
and	part	of	AntÃ:nio	here.	So	©	here	we	squeeze	our	hands.	Did	you	all	come	for	this?	The	heart	that	spaniel	gave	me	in	high	heels,	to	whom	I	gave	their	desires,	make	dia,	melt	their	sweets	when	they	©	CÃ©sar;	And	this	pine	tree	©,	which	overtook	them	all.	I	would	betray	myself:	the	false	soul	of	Egypt!	This	grave	charm,	Sera	Townsend,	whose	eye
awakened	my	wars,	and	called	them	home;	Whose	bounist	was	my	crown,	my	main	end,	Mrs.	Townsend,	like	a	right	gypsy,	led	me,	quickly	and	loosely,	to	the	heart	of	the	loss.	Eros,	Eros!	Oh,	you	spell	it!	Skirt!	However,	he	then	strangely	CLEOPATRA:	"All	that	is	gain	and	lost.	Give	me	a	kiss.	Antão's	speech	transmits	pain	and	anger,	but	he	acts	in
opposition	to	his	emotions	and	words,	all	for	the	love	of	Cleopatra.	The	literary	critic	Joyce	Carol	Oates	explains:	"The	agony	of	Antão	is	curiously	changes	to	someone	who	conquered	and	lost	so	much."	This	difference	of	irony	between	the	word	and	the	character	of	the	characters	results	in	an	ambivalence	theme.	Besides,	due	to	the	flow	of	emotions	in
constant	change	along	the	sake:	"The	characters	do	not	know	each	other,	nor	can	we	know	them,	more	clearly	than	us	ourselves."	49]	However,	it	is	believed	for	the	chromic	that	the	opposition	is	what	makes	good	fiction.	Another	example	of	ambivalence	in	Antão	and	Cleopatra	is	in	the	opening	act	of	the	piece	when	Cleopatra	asks	Anthony:	"Tell	me
how	much	you	love."	Tzachi	Zamir	emphasizes:	"The	persistence	of	the	diversity	is	in	tension	perpetion	with	the	opposite	need	for	sure."	and	refers	to	the	persistence	of	the	doubt	that	derives	from	the	contradiction	of	the	word	and	to	the	actions	in	the	characters.	[50]	Unfaired	betrayal	is	a	recurring	theme	along	the	piece.	At	a	time	or	another,	almost
every	character	betrays	his	country,	is	aician	or	a	companion.	However,	certain	characters	swing	between	betrayal	and	loyalty.	This	struggle	is	more	apparent	between	the	cleepatra,	enazard	and,	more	importantly,	antagonal.	AntÃ¡nico	repairs	loops	with	their	Roman	roots	and	alliance	with	herself	as	they	entered	a	wedding	with	Octavia,	however,	he
returns	to	cycloon.	Diana	Kleiner	points	out	that	"the	apparent	betrayal	of	Anthony	to	Rome	was	received	with	public	appeals	for	the	war	with	Egypt."	[51]	Although	he	swears	to	remain	loyal	in	his	marriage,	his	impulses	and	infidelity	with	his	Roman	roots	is	what	ends	up	leading	war.	It	is	two	times	Cleopatra	abandon	antagonal	during	battle	and,	for
fear	or	political	motifs,	she	deceived	António.	When	Tidias,	the	Messenger	of	CÃ	©	Sar,	says	Cleopatra	Bread	©	sar	will	show	you	mercy	if	you	want.	Yes.	Antão,	she	is	fast	in	replying:	"Meter	Messenger,	Tell	the	Great	Sar	This	in	Delight:	I	kiss	your	hand	Conquering.	Tell	him	I'm	ready	to	put	my	crown,	and	there	to	kneel	down.	"	[48]	​​(III.13.75	~
herself]".	[52]	However,	she	quickly	reconciles	with	Antony,	reaffirming	her	loyalty	to	him	and	never	really	undergoing	the	Cés.	Enobarbus,	most	dedicated	friend	of	Antony,	betrays	Antony	when	he	deserts	in	favor	of	CÃ	©	SAR.	He	exclaims:	"I	fight	against	you!	/	No:	I	will	seek	some	ditch	in	which	to	die"	[48]	(IV.	6.	38-39).	Although	he	abandoned
Antony,	christic	Kent	Cartwright	states	that	the	death	of	enobarbus	"reveals	his	greatest	love,"	considering	that	it	was	caused	by	guilt	of	what	he	had	made	to	his	friend,	adding	the	confusion	of	loyalty	and	the	betrayal	Of	the	characters	that	also	discovered	that	previous	chrots	also	discovered.	[53]	Even	if	loyalty	is	central	to	hold	alliances,
Shakespeare	is	doing	questions	with	the	topic	point	of	betrayal	exposing	how	people	in	power	can	not	be	trusted,	not	It	matters	how	honestly	your	word	may	seem.	The	loyalty	and	validity	of	the	characters	of	the	promises	are	constantly	questioned.	The	perpetal	balance	between	alianças	strengthens	ambiguity	and	uncertainty	amid	the	characters
"loyalty	and	disloyalty.	Dyce	of	power	A	Roman	bust	of	the	Cã'sul	and	Triumvir	Mark	Antony,	Vatican	Museums	as	a	A	on	the	relationship	between	two	impositions,	the	presence	of	a	power	dynamics	is	apparent	and	becomes	a	recurring	Heme	T.	Antony	and	Cleopatra	Battle	on	this	Dawks	as	Heads	of	State,	But	the	theme	of	power	also	resonates	in	his
romantic	relationship.	The	Roman	ideal	of	power	is	in	a	political	nature	by	taking	a	base	in	economic	control.	[54]	As	imperialist	power,	Rome	takes	its	power	in	the	ability	to	change	world.	[35]	As	a	Roman	man,	Antony	is	expected	to	comply	with	certain	certain	Belonging	to	his	Roman	male	power,	especially	in	the	war	arena	and	his	duty	as	a	soldier:
Those	their	good	eyes,	which	the	archives	and	mutants	of	war	shone	as	the	headquarters	of	Mars,	now	turn	the	office	and	devotion	of	his	Opinion	on	a	tawny	front.	The	heart	of	his	captain,	who	in	the	marvels	of	greatness	has	exploded	the	buckles	in	his	chest,	renegives	all	the	storms,	and	becomes	the	bellows	and	the	fan	to	cool	the	luxury	of	a	gypsy.
[55]	Cleopatra	character	is	slightly	capable	of	underwn,	for	the	identity	of	his	character	maintains	a	certain	aspect	of	the	mystery.	It	incorporates	the	mainstream,	exotic	and	dangerous	nature	of	Egypt	as	the	"serpent	of	the	old	Nile."	[35]	Christic	Lisa	Starks	says	"Cleopatra	[come]	to	mean	the	double	image	of"	TempStress	/	Goddess	".	[56]	She	is
continually	described	in	an	uncovered	nature	that	extends	to	her	description	as	the	goddess	VÃªnus.	...	For	her.	Person	former,	generated	all	description.	She	lied	on	her	pavilion	-	gold	cloth,	fabric	-	imagining	that	Venus,	where	we	see	the	nature	of	the	outwork.	[57]	mysterious	attached	with	the	supernatural	not	only	captures	the	public	and	antony,
but	also	attracts	all	the	focus	of	the	other	characters.	As	a	talk	center	when	it	is	not	present	in	the	scene,	Cleopatra	is	continually	a	central	point	,	requiring	the	control	of	the	stage.	[58]:	â	€	™	p.605	-	as	an	object	of	sexual	desire,	it	is	linked	to	the	Roman	need	to	conquer.	[56]	Her	mixture	of	sexual	feat	with	the	political	power	is	a	threat	to	the	Roman
politicians.	It	keeps	your	heavy	involvement	in	the	military	aspect	of	your	rule,	especially	when	it	states	as	"the	president	of	[her]	kingdom	/	will	appear	for	a	man."	[59]	Where	the	dominant	force	is	Above	the	interpretation,	but	there	are	several	mentions	of	power	exchange	in	your	relationship	in	the	text.	António	observes	about	the	power	of
Cleopatra	on	him	several	times	throughout	the	game,	the	most	obvious	being	attached	to	the	sexual	innuendo:	"You	knew	/	You	were	my	conqueror,	and	that/my	sword,	made	weak	by	my	affection,	would	obey	all	causes.	"[60]	The	use	of	language	in	the	manipulation	of	power	and	the	pursuit	of	power	are	very	prominent	themes	not	only	in	the	game
but	specifically	in	the	relationship	between	Antony	and	CleÃ³patra.	Both	use	language	to	undermine	the	power	of	the	other	and	increase	their	own	sense	of	power.	CleÃ³patra	uses	language	to	undermine	Antony's	assumed	authority	over	her.	CleÃ³patra's	"Roman"	command	language	works	to	undermine	the	authority	of	Anti-Nius.[61]	When	using	a
romantic	retÃ³rica,	Cleã³patra	commands	AntÃ	́nio	and	others	in	antony	style.	In	her	first	exchange	of	ACT	I,	Cleopatra	tells	Antony,	"I'll	put	a	Bourn	©	that	point	Be	loved.	[62]	In	this	case,	CleÃ³patra	speaks	in	an	authoritative	and	affirmative	sense	to	her	lover,	that	Shakespeare's	hearing	would	be	incharacteristic	for	a	female	lover.	Antony's
language	suggests	his	struggle	for	power	against	CleOpatra's	domain.	An	"obsessive	language	concerned	with	structure,	organization	and	maintenance	for	the	i©	and	the	imposition	in	repeated	references	to	"measure","	property	"and"	rule	"express	unconscious	anxieties	about	integrity	and	border	violations".	(Hooks	38)	[63]©	In	addition,	Antony
struggled	with	his	passion	with	CleÃ³patra	and	this	paired	with	CleOpatra's	desire	for	power	over	him	causes	his	eventual	fall.	He	states	that	I,	scene	2,	"these	strong	Aegean	shacks	that	I	must	break,	or	get	lost	in	the	dotagem".	[64]	Antony	feels	constrained	by	"Aegean	greys"	indicating	that	he	recognizes	CleOpatra's	control	over	him.	He	also©
mentions	getting	lost	on	the	point	-	"himself"	referring	to	Antony	as	Roman	ruler	and	authority	over	people,	including	CleÃ³patra.	CleÃ³patra	©	m	able	to	get	Antony	to	speak	in	a	more	theatrical	sense	and	therefore	harm	his	own	true	authority.	In	Act	I,	scene	1,	Antony	doesn't	just	speak	again	of	©,	but	a	theatrical	image:	"Leave	Rome	and	Tibre
Tibre	And	the	great	arch	of	Impécio	Caiu	...	The	nobility	of	life	/	is	to	do	so;	When	a	pair	of	songs	and	such	an	idiot	can	do	nothing	at	home	where	I	commit	to	myself	/	under	penalty	of	punishment	the	world	to	cry	/	we	rise	unique.	"[65]	Cleopatra	immediately	says:"	Excellent	falsehood!	"Side,	indicating	the	public	that	it	intends	to	adopt	this	retort.
Yachnin's	article	focuses	on	the	usurption	of	the	antagonal	authority	for	his	own	and	his	tongue,	while	Hooks	article	weighs	At	antagonal	attempts	to	affirm	your	authority	through	retort.	Both	articles	indicate	the	consciousness	of	the	lovers	of	each	of	them.	Despite	the	conscience	and	struggle	for	the	political	power	in	the	opinion,	Antón	and	Cleopatra
both	They	can	not	achieve	their	goals	for	the	conclusion	of	the	piece.	Performing	Gless	and	Crossdressing	the	Performance	of	Antão	and	Cleopatra	Glessing	is	essentially	a	man	dominated	by	the	man	in	which	the	character	of	Cleopatra	has	meaning	as	Oriana	Paluscci	says	in	her	article	"When	Boys	or	Women	Tell	Thir	Dreams:	Cleopatra	and	The	Boy
Actor",	"Cleopatra	constantly	occupies	the	center,	if	not	on	the	stage,	certainly	from	speech,	often	loaded	with	sexual	insinuations	and	speeches	depreciative,	what	is	said	about	C	Leopatra	is	not	always	what	would	be	normally	about	a	ruler;	The	image	that	is	created	does	the	public	to	wait	"to	see	on	stage	a	noble	sovereign,	but	a	dangerous,
dangerous,	bad,	this	dangerously	beautiful	woman	is	difficult	for	Shakespeare	to	create	because	all	the	characters,	masculine	or	female,	were	interpreted	By	men.	Phyllis	Rackin	highlights	that	one	of	the	most	descriptive	scenes	of	Cleopatra	is	spoken	by	enazard:	"The	most	descriptive	scenes	of	Cleopatra	are	spoken	by	enobarb.	In	his	famous	speech,
It	is	an	elaborate	description	that	could	never	be	portrayed	by	a	young	actor.	It	is	in	this	way	that	"before	the	boy	[playing	CleÃ³patra]	can	evoke	the	greatness	of	CleÃ³patra,	he	must	remind	us	that	he	can	not	really	represent	her".[66]	Rackin	points	out	that	"itis©	a	common	place	of	the	oldest	critical	that	Shakespeare	had	to	rely	on	his	poetry	and
imagination	of	his	public	to	evoke	cleopatra's	greatness	because	he	knew	that	the	actor	could	not	convincingly	portray".	The	constant	comments	of	the	Romans	on	CleÃ³patra	often	undermine	her,	representing	Roman	thought	about	the	alien	and	particularly	the	Aegeans.	From	the	perspective	of	the	Romans	motivated	by	reason,	the	"Egyptian	queen
repeatedly	violates	the	rules	of	decoro."[66]	It	is	because	of	this	heartbreak	that	CleÃ³patra	"embodies	political	power,	a	power	that	is©	continually	underlined,	denied,	annulled	by	the	Roman	contrapart".[58]:	this	is	©,.610Â	rogating	to	many	of	The	Crew	of	Antimo,	his	actions	seemed	extravagant	and	at	the	top:	"The	devotion	of	AntÃ:nio	Ã©	inordina
and	therefore	irrational".[66]	It	is	©	to	admire,	then,	that	she	is©	a	subordinate	queen,	and	yet	she©	is	also©shown	to	have	real	power	in	the	piece.	When	threatening	to	be	made	a	fool	and	totally	dominated	by	OtÃ¡vio,	she	takes	her	own	life:	"She	should	not	be	silenced	by	the	new	master,	She	is©	the	only	one	who	will	shut	up:	"My	resolution	and
my	hands	I	will	trust/	none	on	Dog	(IV.	15©.511A	Buy	52)".	From	this,	connections	can	be	made	between	the	power	and	the	performance	of	the	female	role	as	portrayed	by	CleÃ³patra.	Interpretations	of	crosses	within	the	piece	scholars	speculated	that	Shakespeare's	original	intention	was	that	Antilles	would	appear	in	Cleopatra's	clothes	and	vice
versa	in	the	beginning	of	the	piece.	This	possible	interpretation	To	perpetuate	the	connections	that	are	to	be	made	between	the	GÃ	©	nero	and	power.	Gordon	P.	Jones	develops	the	importance	of	this	detail:	such	a	saturnalian	exchange	of	costumes	in	the	opening	scene	would	have	opened	a	series	of	important	perspectives	for	the	original	PEACE
Public.	I	would	have	immediately	established	the	sportiness	of	the	lovers.	It	would	have	provided	a	specific	theatrical	context	for	the	subsequent	reminiscence	of	Cleopatra	on	another	occasion	when	she	"put	my	tires	and	robes	on	it,	while	/	I	wore	her	Philippan	sword"	(II.v.22Ã	¢	23).	He	would	have	prepared	the	land	for	the	subsequent	insistence	of
Cleopatra	in	appearing	"for	a	man"	(III.Vii.18)	to	withstand	an	accusation	in	the	war;	to	do	so,	would	also	have	prepared	the	audience	for	the	humiliating	antique	acquiescence	in	his	male	role	usurption	[67]	proof	that	such	fantasy	change	includes	the	false	identification	Cleopatra	enobarbus	as	antique:	Domitius	enobarbus:	Hush!	Here	it	comes
antique.	Charmian:	He	does	not;	the	Queen.	Enobarbus	could	have	committed	this	error	because	he	was	accustomed	to	seeing	Antonius	in	the	queen's	robes.	It	can	also	be	speculated	that	phylum	referred	to	antonius	in	transvestites	in	act	1,	scene	1:	Philo:	Lord,	sometimes,	when	it	is	not	antonius,	he	is	very	much	aim	from	that	great	property	that	he
should	still	go	with	Antonius.	In	the	context	of	the	cross	dress,	"No	Antonius"	could	mean,	"When	Antonius	dresses	as	a	cleopatra"	If	Shakespeare	had	intended	that	antique	crossed,	he	would	have	traced	even	more	similarities	between	antique	and	hospital,	a	comparison	that	many	scholars	have	already	noticed	many	times	before	[68]	[69]	[70]
hospital	(which	is	said	to	be	an	antique	ancestor)	was	forced	to	wear	the	clothes	of	the	queen	onfale	while	it	was	his	Individual	created.	The	Myth	of	Omphale	is	an	exploration	of	the	GÃ	©	nero	papers	in	Greek	society.	Shakespeare	could	have	rendered	homage	to	this	myth	as	a	way	to	explore	the	GÃ	©	nero	papers	in	your	own	However,	it	was	noted
that	while	women	women	As	men	(i.e.,	a	boy	actor	acting	like	a	man)	are	common	in	Shakespeare,	the	reverse	(i.e.,	an	adult	actor	wearing	them	and	as	a	woman)	is	©	All	but	non-existent,	leaving	aside	the	debated	case	of	Ant	o	nio.	The	interpretations	of	the	children's	crimes	depicting	female	characters	Antony	and	Cleopatra	as	well	©	m	Contain	©
to	crossdressing	as	it	would	have	been	historically	done	on	the	London	stage.	For	example,	in	Act	Five,	Scene	Two,	Cleopatra	exclaims:	"Antonio/	must	b	e	brought	forward	drunk,	and	I	will	see	some	boy	from	Cleopatra	wheezing	my	greatness/	I'th'posture	of	a	prostitute"	(II.	214E0th.	Many	scholars	interpret	these	lines	as	a	metatheatrical	referral	to
Shakespeare's	own	production,	and	thus	making	commentaries	on	their	own	stage.	Shakespeare's	critics,	such	as	Tracey	Sedinger,	interpret	this	as	Shakespeare's	criticism	of	the	London	scene,	which,	by	perpetuation	of	acting	boys	playing	the	role	of	women,	serves	to	establish	the	superiority	of	the	sexuality	of	the	male	viewer.[71]	The	male-male
relationship,	some	Christians	offered,	between	the	male	audience	and	the	boy	actor	who	performs	the	female	sexuality	of	the	pawn	would	have	been	less	threatening	than	if	the	role	had	been	played	by	a	woman.	This	is	how	the	London	phase	cultivated	in	its	audience	a	chaste	and	obedient	female	theme,	while	Shakespeare's	scholars	argue	that	the
metatheatrical	referrals	in	Antony	and	Cle	o	patra	seem	to	criticize	this	tendency	and	the	presentation	of	Cleopatra	as	a	sexually	skilled	individual	supports	his	argument	that	Shakespeare	seems	to	be	questioning	the	oppressive	Female	sexuality	in	London	society.[71]:	No	©	a	visible	object,	but	rather	a	structure	"that	decrees	the	failure	of	a	dominant
epistemology	in	which	knowledge	©	equal	to	visibility."[71]:	Elizabethan	society	that	associated	the	vision	for	knowledge.	Boy	actors	depicting	female	sexuality	on	the	London	stage	contradicted	such	a	simple	ontology.	Crystic	as	the	rackin	interpret	the	metathetic	references	of	Shakespeare	to	transvestism	on	stage	with	less	concern	for	the	elements
of	society	and	more	focus	on	dramatic	ramifications.	Rackin	argues	in	his	article	on	"Shakespeare's	Boy	Cleopatra"	that	Shakespeare	manipulates	the	transvestite	to	highlight	a	misconception	that	is	discussed	in	the	article	as	the	recurring	elements	of	the	action	without	properly	considering	the	consequences.	Rackin	quotes	the	same	quotation,
"Antonionius	/	Even	be	brought	babies,	and	I	will	see	/	some	boy	Cleopatra	shining	my	grandeur	/	prostitute	posture"	to	make	the	argument	that	here	the	public	is	remembered	the	same	treatment	What	a	Cleopatra	is	receiving	on	the	stage	of	Shakespeare	(since	it	is	being	portrayed	by	a	boy	actor)	(V.II.214Â	¢	217).	Shakespeare,	using	the	metathetic
reference	to	its	own	stage,	perpetuates	its	imprudence	reason	to	purpose	"the	acceptance	of	the	dramatic	illusion	by	the	public"	[66]:	Ã	¢	p.201ã	¢	Other	Critics	argue	that	the	transvestite,	as	it	occurs	in	the	piece,	is	less	a	mere	convention,	and	another	incarnation	of	dominant	power	structures.	Charcles	like	Charles	Faker	argue	that	the	boys	actors
were	the	result	of	what	"we	can	call	androginia"	[72]	Your	article	argues	that	"women	were	barred	from	the	stage	for	their	own	sexual	protection"	and	because	"the	Patriarchalally	acculturated	publicly	presumably	found	intolerable	to	see	English	women	-	those	who	would	represent	hands,	wives,	and	daughters	-	in	sexually	compromising	situations	"
[72]:	Ã	¢	p.10Â	¢	essentially,	the	transvestism	occurs	as	a	result	of	society	patriarchalally	structured.	Impectious	Sexuality	and	Impection	The	textual	motif	of	the	impact	within	Antonius	and	Cleopatra	has	strong	negative	currents	of	GÃ	©	nero	and	erectic.	the	Roman	soldier	For	a	certain	epheminate,	©	the	main	article	of	conquest,	falling	first	to
CleÃ³patra	and	then	to	CÃ©sar	(Octavius).	Cleã³patra's	triumph	over	her	lover	Ã©	attest	by	CÃ©sar,	that	Gibes	that	Antony	"is	©	man	/	than	CleÃ³patra;	nor	the	queen	of	Ptolomy	/	more	feminine	than	him"	(1.4.5	-	7).	That	Cleã³patra	assumes	the	role	of	the	male	aggressor	in	her	relationship	with	Antony	should	not	be	surprising;	After	all,	"a	culture
that	tries	to	dominate	another	culture	will	[often]	be	endorsed	with	the	male	qualities	and	culture	it	seeks	to	dominate	with	the	feminine"	[73]	-	Appropriately,	the	romantic	aggression	of	queen	Ã©	often	transmitted	in	a	political,	even	militar©istic	fashion.	Antony's	subsequent	loss	of	masculinity	apparently	"means	his	lost	romanness,	and	Act	3,	Scene
10,	Ã©	a	virtual	litany	of	his	lost	and	feminized	me,	his	"ferobescent	chance".	[73]	Throughout	the	piece,	Antony	Is©	gradually	bereaved	this	Roman	Quality	so	coveted	in	his	nostalgic	interliã§es	-	by	the	centremostes	scenes,	his	sword	(a	clearly	magical	image),	he	says	to	Cleopatra,	was	"weak	by	his	affection"	(3.11.67).	In	Act	4,	scene	14,	"	A
'Laments	of	Antony	not-Romaned","	O,	your	vile	lady!	/	she	has	me	robb	of	my	sword	"(22	ã¢â¬"	23)	ã¢â¬	"CrÃtico	Arthur	L.	Little	Jr.	writes	that	here"	he	seems	echo	closely	the	video	of	Raptus,	of	stealing	the	bride,	who	lost	the	sword	she	wishes	to	turn	against	herself.	The	moment	Antony	tries	to	use	his	sword	to	kill	himself,	it	amounts	to	little	more
than	a	stage	prop."	[73]	Antony	Ã©	reduced	to	a	political	object",	the	part	in	a	power	play	between	CÃ©sar	and	CleÃ³patra	".	[74]	Having	failed	to	realize	Roman	masculinity	and	virtue,	the	only	means	of	Antony	with	which	he	could	"hide	in	the	imperial	narrative	of	Rome	and	position	himself	at	the	birth	of	the	ImpÃ©rio"	Ã©	himself	to	launch	into	the
feminine	archeo©type	of	the	sacrificial	virgin;	"Once]	understands	his	failed	virtus,	his	failure	to	be	He	then	tries	to	imitate	Dido	".[73]	Antony	and	Cle	o	patra	Cleopatra	Be	read	as	a	rewriting	of	the	peak	of	Virgil,	with	the	inverted	sexual	papers	and	sometimes	inverted.	James	J	Greene	writes	on	the	subject:	"If	one	of	the	seminally	powerful	myths	of
the	cultural	memorism	of	our	past	is	the	rejection	of	his	African	queen	in	order	to	continue	and	find	the	Roman	imposition,	is	certainly	significant	That	Shakespeare	[SIC]	...	represents	precisely	and	deliberately	the	opposite	course	of	the	action	of	that	celebrated	by	Virgil.	By	Antony	...	turned	his	back	on	his	African	queen	in	that	same	Roman	state
established	by	Aeneas.	"	[73]	AntÃ¡nico	until	he	tries	to	commit	suicide	for	his	love,	falling	short	at	the	end.	He	is	unable	to	"occupying	the	politically	empowered	place"	of	the	female	sacrificial	vineyard.	[73]	Abundant	images	in	relation	to	your	person	-	penetration,	wounds,	blood,	marriage,	orgasm,	and	shame	""	informs	the	vision	of	some	chromantic
that	the	Roman	"figures	the	body	From	Antony	so	weird,	this	is,	as	an	open	body	...	[He]	no	longer	'bend'	in	devotion	',	but	...	leans.	"	[73]	In	a	reciprocal	contrast,	"in	Cleeps	and	Cleopatra	we	see	very	active	wishes	and	energetic	pursuit	of	objectives."	[75]	While	the	empathic	goal	of	CEAR	can	be	considered	strictly	politic,	however,	the	cycle	is
explicitly	erotic;	She	conquers	Carnallally	-	in	fact,	"she	made	a	great	hill	lay	her	sword	to	the	bed;	he	let	go,	and	she	appears"	(2.2.232	-	233).	His	domain	is	incompariable	when	it	comes	to	the	seduction	of	certain	powerful	individuals,	but	popular	criticisms	cling	the	notion	that	"with	respect	to	cycloon,	the	main	impetus	of	the	action	of	the	game	can
be	described	as	a	machine	specially	designed	to	fold	it	to	the	Roman	Will	...	and	without	doubt	the	Roman	order	is	sovereign	at	the	end	of	the	game.	But	instead	of	driving	it	for	ignomin,	the	Roman	power	forces	up	to	the	nobility.	"	[74]	CÃ	©	Sar	says	of	his	final	action	",	more	brave	in	the	last	one,	he	leveled	for	our	proposals,	and	being	real,	/	its	own
way	"(5.2.325	-	327).	Arthur	Arthur	Little,	in	an	agitated	way,	suggests	that	the	desire	to	win	the	queen	has	a	tangible	connotation:	"If	a	black,	trusting	black	man	foreigns	along	with	a	man	who	rapes	a	white	woman	encapsulates	an	iconographic	truth...	of	the	sexual,	racial,	national	and	imperial	fears	of	the	dominant	society,	a	white	man	who	rapes	a
black	woman	becomes	the	evidence	of	his	self-confident	and	fresh	mastery	over	these	foreign	representative	bodies.	Rome	forms	its	Egyptian	imperial	struggle	more	visually	around	the	contours	of	Cleopatra's	sexualized,	racist	black	body,	more	explicitly	its	"tawny	front",	its	"gypsy	lust",	and	its	licentious	clerical	genealogy,	"with	amorous	black-
boiling	phopinion".	Expert	David	Quint	states	that	"with	Cle	o	patra,	the	opposition	between	East	and	West	is	characterized	in	terms	of	gender:	the	alterity	of	the	Easterner	becomes	the	alterity	of	the	opposite	sex."[76]	Quint	argues	that	Cleopatra	(not	Antony)	fulfils	the	archery.	©	the	type	of	Virginian	Dido;	"the	woman	is	subordinate	as	is	©	usually
the	case	at	Aeneid,	Excluded	from	power	and	the	process	of	building	the	Imp	©	river:	this	exclusion	is	©	evident	in	the	fiction	of	the	poem	where	Creusa	disappears	and	Dido	©	abandoned...	woman's	place	or	displacement	©	therefore	in	the	East,	and	the	©	peak	presents	a	s	©	Series	of	Eastern	hero	es	whose	seductions	are	potentially	more
dangerous	than	the	eastern	arms,[76]	In	other	words,	Cle	o	patra.	©	Rio	Ant	o	nio	and	Cle	o	patra	have	been	invested	for	a	long	time	in	unraveling	t	h	e	web	of	political	implications	that	characterize	the	pawn.	Interpretations	of	the	work	often	depend	on	an	understanding	of	Egypt	and	Rome.	The	ideals	of	East	and	West,	contributing	to	a	long
conversation	on	the	representation	of	the	pawn	of	the	relationship	between	imperative	countries	and	colonised	Eastern	cultures.[54]	From	the	conclusion	of	great	CÃ	©	SAR	And	the	absorption	of	Egypt	in	Rome,	Antique	and	Cleopatra	resist	a	clear	alignment	with	Western	values.	In	fact,	the	suicide	of	cyclatra	has	been	interpreted	as	suggesting	an
indomitable	quality	in	Egypt,	and	reaffirming	the	eastern	culture	as	a	timeless	candidate	to	the	West	[28]	However,	particularly	in	the	previous	criticism,	the	narrative	trajectory	of	the	triumph	of	Rome	and	The	perception	of	Cleopatra's	weakness	as	ruler	allowed	readings	that	privilege	Shakespeare's	representation	of	a	Roman	Cosmovision.	Octavius	​​
Caesar	is	seen	as	the	portrait	of	Shakespeare	of	an	ideal	governor,	although	perhaps	a	friend	or	misfortunate,	and	Rome	is	the	emblematic	of	the	reasons	and	of	politic	excellence	[36]	According	to	this	reading,	Egypt	It	is	seen	as	destructive	and	vulgar;	The	christic	Paul	Lawrence	Rose	writes:	"Shakespeare	see	clearly	Egypt	as	a	political	hell	for	the
subject,	where	natural	rights	do	not	tell	at	all"	[36]	Through	the	lens	of	such	reading,	the	ascendency	of	Rome	on	the	Egypt	does	not	speak	so	much	about	the	construction	of	the	construct	of	impositions	and	suggests	the	inevitable	advantage	of	the	reasons	about	sensuality.	However,	a	more	contemporary	scholarship	on	the	piece,	has	typically
recognized	the	fascinium	of	Egypt	for	the	Public	of	António	and	Cleopatra.	Magnetism	and	the	apparent	cultural	primacy	of	Egypt	on	Rome	were	explained	by	the	efforts	to	contextualize	the	political	implications	of	the	piece	within	its	production	period.	The	various	styles	of	Government	of	the	protagonists	were	identified	with	contemporary	rulers	of
Shakespeare.	For	example,	there	seems	to	be	continuity	between	the	character	of	Cleopatra	and	the	historical	figure	of	Queen	Isabel	I	[77],	and	the	unfavorable	light	launched	over	Cés	Sar	was	explained	how	to	derive	from	the	affirmations	of	several	historians	of	the	the	most	recent	influence	of	new	historicism	and	post-colonial	studies	have
produced	Shakespeare	readings	that	typify	the	SOCA	as	subversive,	or	The	status	of	Western	imperialism.	Abigail	Abigail	Crypt	They	affirm	that	"the	Egypt	of	Shakespeare	is	a	world	of	fans"	[79]	recalls	the	chronicles	to	Egypt	made	by	previous	scholarships	and	dispute	them.	Scherer	and	the	chromic	ones	who	recognize	the	broad	appeal	of	Egypt
linked	the	spectator	and	the	glory	of	the	greatness	of	Cleopatra	to	the	spectator	and	the	glory	of	the	own	theater.	The	pieces,	such	as	local	reproduction	sites,	were	subject	to	attacks	of	all	authority	levels	in	the	1950s;	[80]	the	celebration	of	pleasure	and	the	pieces	of	pleasure	in	Egypt	Subjugated	makes	it	plausible	parallel	tracing	between	Egypt	and
heavily	censored	theatrical	culture	in	England.	In	the	context	of	the	Political	Atmosphere	of	England,	the	representation	of	Shakespeare	of	Egypt,	as	the	greatest	source	of	poetry	and	imagination,	resists	support	for	the	colonial	practitions	of	the	Século	XVI	[35]	It	is	important	to	note	that	the	sanction	of	King	James	of	the	Foundation	of	Jamestown
occurred	a	few	months	after	the	premiere	on	the	stage	of	Antique	and	Cleopatra.	England	during	the	Renaissance	was	seen	in	an	analogue	position	of	the	Roman	Republic	in	place.	Shakespeare's	Public	may	have	made	the	connection	between	England's	expansion	west	and	the	Convoluto	Framework	of	Antique	Roman	imperialism	and	Cleopatra.	In
support	of	the	reading	of	Shakespeare's	sake	as	a	subversive,	it	has	also	argued	that	the	public	XVI	public	would	have	interpreted	the	representation	of	antique	and	cleopatra	of	different	models	of	government	as	exposing	weaknesses	inherent	to	a	Absolutist,	imperial	state,	and	by	monilt,	politic	[81]	Impective	and	intertextuality	One	of	the	ways	to
read	the	imperialist	themes	of	the	piece	is	through	a	historical,	political	context	with	an	eye	for	Intertextuality.	Many	scholars	suggest	that	Shakespeare	had	a	vast	knowledge	of	the	historia	of	antique	and	cycle	through	the	historian	Plutarch,	and	used	the	report	of	Plutarch	as	a	project	for	his	own	sect.	An	more	attentive	analysis	of	this	intertextual
connection	reveals	that	Shakespeare	used,	for	example,	the	plutaring	affirmation	of	Antonius	claimed	a	genealogy	Back	in	the	morning	©	Circles,	and	built	a	parallel	with	Cle	o	patra	by	often	associating	Dionysius	in	her	pawn	[82]	The	implication	of	this	historical	mutability	©	that	Shakespeare	is	translating	no	Romans	into	his	Roman	characters,	and
so	his	piece	takes	on	a	political	agenda	rather	than	merely	committing	to	a	historical	recreation.	Shakespeare	deviates	from	a	strictly	obedient	observation	of	Plutarch,	however,	by	complicating	a	simple	dominant/dominated	dichotomy	with	formal	choices.	For	example,	the	quick	exchange	of	dykes	may	suggest	a	more	dynamic	political	conflict.	Hello.
©	In	addition,	certain	character	characteristics	of	the	characters,	such	a	s	Antony,	whose	"legs	bind	the	ocean"	(5.2.82)	point	to	a	constant	change	and	mutability[83]	Plutarch,	on	the	other	hand,	was	given	to	"tendencies	to	stereotype,	polarize,	and	exaggerate	that	are	inherent	in	propaganda	around	its	own	two	objectives"[84]	Alkale	©	m	of	this,	due
to	the	improbability	that	Shakespeare	had	direct	access	to	the	Greek	text	of	Parallel	Lives	of	Plutarch	and	probably	read	it	through	©	From	a	French	tradition	of	a	Latin	tradition,	his	pawn	builds	Romans	with	an	anachronic	Christian	sensibility	that	could	have	been	influenced	by	the	Confessions	of	Saint	Augustine,	among	others.	As	Miles	writes,	the
ancient	world	would	not	have	been	aware	of	the	interiority	and	the	contingency	of	the	rescue	on	the	unconscious.	©	Augustine[84]	For	the	Christian	world,	salvation	depended	on	and	belonged	to	the	individual,	while	the	Roman	world	saw	salvation	as	political.	Thus,	Shakespeare's	characters	in	Antony	and	Cle	o	patra,	particularly	Cleopatra	in	his
belief	that	his	own	suicide	©	an	agency	exercise	shows	a	Christian	understanding	of	salvation.	Another	example	of	deviation	from	the	source	material	©	as	Shakespeare	characterizes	the	rule	of	Antonius	and	Cleopatra.	While	Plutarch	highlights	the	"order	of	exclusive	society"	that	lovers	surround	themselves	with	a	society	with	a	specifically	defined
society	The	understanding	of	the	hierarchies	of	power,	determined	by	birth	and	steps	as	Shakespeare's	part	of	Joshua©	seems	more	concerned	with	the	dynamic	power	of	pleasure	as	the	main	theme	in	the	whole	piece.[85]	Since	pleasure	has	become	a	power	dynamic,	then	it	permeates	society	and	political.	Pleasure	serves	as	a	differential	factor
between	Cleã³patra	and	Anti-Nio,	between	Egypt	and	Rome,	and	can	be	read	as	the	fatal	failure	of	the	hero	if	AntÃ:nio	and	CleÃ³patra	ã©	a	tragÃ©dia.	For	Shakespeare's	AntÃ:nio	and	CleÃ³patra,	the	exclusivity	and	superiority	provided	by	pleasure	created	the	disconnect	between	the	ruler	and	the	seds.	The	authors	suggest	that	Shakespeare	did
similar	work	with	these	sources	in	Othello,	JÃºlio	CÃ©sar	and	Coriolano.	Fortune	and	opportunity:	political	and	nature	A	final	painting	of	the	19©th	century	of	Act	IV,	Scene	15:	CleÃ³patra	detÃ©m	AntÃ©nio	while	he	dies.	The	concept	of	luck,	or	fortune,	is	©	often	referenced	throughout	AntÃ:nio	and	CleÃ³patra,	portrayed	as	an	elaborate	"game"	in
which	the	characters	participate.	An	element	of	Fate	is	within	the	concept	of	Chance	of	the	piece,	since	the	theme	of	Fortune/Chance's	favor	at	any	particular	time	becomes	the	most	successful	character.	Shakespeare	represents	Fortune	through	elementary©	and	astronomical	images	that	recall	the	character's	awareness	of	the	"dependon	of	the
natural	world".[86]	This	questions	the	extent	to	which	the	actions	of	the	characters	influence	the	resulting	consequences,	and	whether	the	characters	are	subject	to	the	preferences	of	Luck	or	Chance.	Antony	finally	realizes	that	he,	like	other	characters,	is©	merely	"the	talent	of	fortune",	a	mere	card	in	chance's	game	to	©	player's	invÃs.	The	way	the
characters	deal	with	their	luck	is	©	of	great	importance,	therefore,	as	they	can	destroy	their	chances	of	luck	by	taking	advantage	of	their	fortune	to	excessive	distances	without	his	actions,	Antony	did.	[88]	Scholar	Marilyn	Williamson	notes	that	the	characters	can	spoil	their	fortune,	"walking	too	high",	as	Antony	did	ignoring	their	functions	in	Rome
and	spending	time	in	Egypt	with	CleÃ³patra.	While	fortune	plays	a	big	role	in	the	lives	of	the	characters,	they	have	the	ability	to	exercise	free	will,	however;	as	fortune	is	not	©	restrictive	as	fate.	Antony's	actions	suggest	this,	as	he	is	able©	to	use	his	free	agency	to	harness	his	luck	by	choosing	his	own	actions.	As	natural	images	used	to	describe
fortune,	the	scholar	Michael	Lloyd	characterizes	it	as	an	element	in	itself,	which	causes	occasional	natural	upheaval.	This	implies	that	fortune	is	©	a	power	of	nature	that	is	©	greater	than	humanity,	and	cannot	be	manipulated.	The	'chance	game'	that	fortune	puts	into	play	may	be	related	to	that	of	the	political,	expressing	the	fact	that	the	characters
must	touch	their	luck	in	fortune	and	political	to	identify	a	winner.	[87]	The	game	culminates,	however,	in	Antony's	perception	that	he	is	©	only	a	card,	not	a	player	in	this	game.	The	reason	for	"playing	the	card"	has	a	political	tone,	since	it	refers	to	the	nature	of	political	negotiations.	[89]©	and	Antony	act	with	each	other	as	if	playing	a	card	game;
Playing	by	the	rules	of	chance,	[89]	that	swings	in	its	preference	from	time	to	time.	Although	Caesar	and	Antony	may	play	political	cartoons	with	each	other,	their	successes	depend	somewhat	on	chance,	which	suggest	a	certain	limit	to	the	control	they	have	over	political	affairs.	In©	addition,	constant	references	to	astronomical	substances	and	images
of	"sublunar"	[88]	Connote	a	quality	similar	to	a	fortune-like	destination,	implying	a	lack	of	control	on	behalf	of	the	characters.	Although	the	characters	make	free	will	to	some	extent,	their	success	in	their	actions	depends,	in	last	anadditionalise,	on	the	luck	that	fortune	grants	them.	The	movement	of	the	"moon"	and	the	Frequently	mentioned	in	all	the
piece,	think,	When	Cleopatra	states	that,	in	Antony's	death,	there	is	no	importance	"under	the	moon."	The	elemental	and	astronã'mico	"sublunar"	[86]	the	frequently	referred	to	the	images	are	intertwined	with	the	policist	manipulation	that	each	character	incites,	but	the	winner	resulting	from	the	"game"	political	It	depends	on	the	part	of	the	chance,
which	has	a	supreme	quality	that	the	characters	can	not	maintain	control	and	therefore	should	submit.	Adaptions	and	Cultural	References	A	photograph	of	Lillie	Langtry	1891	as	Cleopatra	selected	1931	stage	production,	John	Gielgud	as	Antony	and	Richards	Richardson	as	enobarbus	at	Old	Vic.	1947,	Katharine	Cornell	won	a	Tony's	owner	for	his
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