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Abstract ‘

" The greatest stylistic difference of Antony and Cleopatra® and All for Love® is in
the usage of the words and the syntax. The words and the syntax in Antony and
Cleopatra have organic connections with its theme and scenes, and some key words and
key expressions form a kind of chain reactions and function in response to each other.
They combine with other elements in the play to form an organic unity and they make

_the style Antony and Cleopatra highly vivid and dynamic.

On the other hand, Dryden chooses the words and the syntax SO elaborately to ﬁt
them to the mental state of the characters and to bring forth a dramatic effect. ~ The
direct and realistic descriptions make the style of A/ for Love plain’ ‘and siatie, but’on .
the contrary his exact and precise choice of the words and the syntax makes the ex-
pression too limited and abstract to convey the thought of the characters and.their tragic
state effectively.

I

William Shakespeare’s Antony and Cleozibah"a'is: 'as"wen' kriovyﬁ aRor"ﬁan tragedy
which has a historical fact as its theme and 1s adapted from North’s Plutarch®.
This work was written in the year of 1907 at the so called Ellzabethan age. About
a half century later, in 1677, just at the- Restoratlon per1ods, John Dryden accom-
plished his tragedy A for Love or the World Well Lost. His work has also Antony
and Cleopatra as the main character, but- when we compare these two works min-
utely, there comes out a great difference in the styles constructions and descrip-

tions of the characters of the play. : S .
In this thesis, we are going to study these two works with spe01al attention to
words and syntax in the similar scenes in the two plays.

I

Shakespeare describes the protagonist’s tragedy in their confrontation between
two worlds, Egypt and Rome, by contrasting the scene and characters in their
stylistic expressions.
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We find the tone of the play is devided into two parts — a comical tone before
the battle of Actium and a tragic tone after the battle of Actium. This contrast-
ing tone is described in Shakespeafe’s mixed way of writing in prose and verse.
The comical expressions especially produced in the prose style by the Egyptian
people show how the tragedy can underlie what proclaim itself to be a comedy as
Leech says.? Besides, a contrast of prose and verse serves for making a dramatic
style balanced and rhythmic. Shakespeare also expresses the contrast between the
Egyptian and Roman worlds by a symbolic contrast. Metaphors such as drinking,
eating, the Nile and its serpent function as symbols for Egyptian quality, above
all, Cleopatra’s vital energy and her vivid beauty. Though Roman quality has not
so abundant metaphors as an Egyptian one, we know its symbolic contrast to
Egypt — the coldness and barreness of the political world — by the opposite references
to Egypt.

Shakespeare’s contrastive way of writing can be seen in the usage of the
words and the syntax. ‘

111 ..
A comparison between Philo’s speech (1.1.1-13) and Serapion’s speech (1.1-31)

(Antony and Cleopatra)

Phi. Nay, but this dotage of our general’s

O’erflows the measure : those his goodly eyes,
That o’er the files and musters of the war
Have glow’d like plated Mars, now bend, now turn
The office and devotion of their view
Upon a tawny front: 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 gipsy’s lust. Look, where they come:
Take but good note, and you shall see in him

- The triple pillar of the world transform’d .
Into the strumpet’s fool: behold and see. (1.1.1-13)

From Philo’s point of view as the messenger of Rofne, the words in his speech
can be grouped as below.
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Antony in the past - Antony at the present
the files and musters of dotage
the war o’erflows the measure
have glow’d the office and devotion
like the plated Mars tawny front
his captain’s heart the bellows and the fan
hath burst gipsy’s lust
strumpet’s fool
The world of Rome The world of Egypt

In a few lines of Philo’s speech we know what is going to be acted on the
stage because the usage of the words is closely related with the theme of the play.
As classified above, Antony in the past is described with the expressions embodying
good meanings such as “have glow’d”, “like plated Mars”, and “hath burst”.
We also find the present Antony who has fallen in love with Cleopatra is described
with the expressions embodying ill meanings such as “the bellows and the fan”,
“o’erflows the measure”, “the dotage” and “strumpet’s fool”. This contrastive usage
of the words represents the theme of the play — the confrontation between two
worlds, Rome and Egypt.

(All for Love)

Serapion
Portents and prodigies are 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
Ev'n of the hinds that watched it.
Last night, between the hours of twelve and one,
In a lone aisle o’'th’ 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. (1.1-31)
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the theme of the play, -nor -can- “we ﬁnd ‘the-words- Wthh suggest Antony and
Cleopatra directly or by means of metaphorical expressions. ~ But the words, as
picked up below, make an effect of producing an ominous tone of the scene.
Through these adjectives and nouns of negative meanings, we believe an ill event
is going to happen in Egypt.

potentsand prodigies (1:.1) = =~ have lost their name (1:2)

violent blast (1.1).. . . ..flowed ere the wonted season (1.3)
_ the mighty dead (1.23) forsaken (1.12)
inglotions head (1.26) in a lone aisle (1.18)
_a peal of groans (1. 26) My blood ran back (1.28)
:"lamentable voice (1 27) B

o e V“'horr1d scene (. 31)

When we analyze the syntax of Phﬂos speech as below there can be found
out a s1m11ar syntax.pattern.,

(A) 1.1-2 (Presentation of the theme)

(B) 2-6 those his —— that o’er the files and —— now bend, now turn the office
goodly eyes, musters of the war and devotion of their view ’
have glow’d like upon a tawny front
plated Mars o .
(B) 6-10 hiscaptain’s=—which in the scuffles —— reneges all temper. and is
heart of great fights hath’ become the bellows and
burst the buckles ’ ~ the fan to cool a g1psys

on his breast - “lust
(C) 10 Look, where they come SR
© ) 1u Take but good note o o o
(B’) 11-13 You shall = the tr1ple p111ar of . =transformd 1ntoa .1
see in him the World ‘ ... strumpet’s fool
) 13 behold and see . v » ‘

The sentence with that-clause (1.3) and the sentence Wlth Whlch—clause a.n
belong to the mid-branching sentences 1n term of V1rg1n1a Tufte” and ‘these two
midbranching sentences are 1mportant because these relatives (that which) are
keywords for making the same pattern of syntax The sentences from line 11 to
13 are regarded as a variant of these two mid- branchmg sentenoes Setences on
line 10 to 11 and line 13 are the imperative sentences and they also ‘make a synt-
actic pattern. On the whole Philo’s speech consists of syntactical  patterns : (A)
(B) (B) (C) (© B (C) as we provisionally call the above - guoted  sentences.
This syntactic pattern like a musical one makes an effect ¢f composing-a balanced




A Stylistic Study of Shakespeare’s ‘Antony and Cleopatra 63

in Comparison with Dryden’s A/l for Love

syntax and producing & rhythmic effect:
_The syntax of Serapion’s speech is to be analyzed as follows.

1.1-13" right-branching sentence
14-15 mid-branching sentence
- 17-20 . . left-branching sentence + right-branching. sentence :
24-26 left-branching sentence
27-28 a sentence including direct narration
30 left-branching sentence !

This analysis shows that Serapion’s speech-is intended to give a variety to sen-
tences. Particularly, the sentence including a direct narration seen on the line
27-28, which is frequently used in another lines, is ‘considered as a syntactic
feature in All for Love in comparlson w1th that of Antony and - Cleopatra which
seldom includes it. On the Whole 1t may be sa1d Seraplons sentences do not show
their organic connections each other ' : '

Altogether : as for a comparison of the Words Shakespeare puts the figure of
Antony and Cleopatra into concrete forms by ,uslng: metaphorical words in which
not only one meaning but several are 'e‘mbodiedrtogether., : :_Bjut_hthe the- words in
All for Love have a single meaning and no organic connections with their words,
though they work out an ominous tone of the scene. As for the syntax, Shake-
speare’s sentences has a close relation with the theme, and makes a rythmic effect

with its balanced syntactic:composition.

’ v -
The tm - branchlng Sentences which are effectively used in Philo’s speech, are
seen in another lines, partlcularly in Antony’s speeches... We. quote. one . of the
examples and see how this mid-branching sentence has a styllstlc effect. - -~

Ant-ied v TRt The hearts
That spamel’d me. at heels, {0 whom I gave-
Their wishes, do discandy;-melt their sweets . - - .
On blossoming Caesar : and this pine is bark’d,
That overtopp'd them all. Betray’d I.am.,
O this false soul of Egypt! this grave charm,
;. Whose eye. beck’d fqrth my_ wars, and calld them .
) home,
Whose ‘bosom was my crownet, my ch1ef end
L1ke a rlght gipsy, that at fast and loose
- Begull’d me to the very heart of loss. (4 12, 20—28)

& o
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This speech of Antony’s is given on the scene after the defeat of the second sea
battle. Antony believes Cleopatra has betrayed him, and knows how Fortune and
Antony part here (4.12.19) explicitly. Two mid-branching sentenes (1.21, that-
clause) (1.26, whose-clause) are effectively used to contrast his state in the past

with his one at the present. v
Another example of mid-branching sentences shows a more complicated form.

Ant, Since Cleopatra died,
I have 1iv’d in such dishonour that the gods
Detest my baseness. I, that with my sword
Quarter’d the world, and o’er green Neptune’s back
With ships made cities, condemn myself, to lack
The courage of a woman, less noble mind

. Than she which by her death our Caesar tells

‘T am conqueror of myself.” Thou art sworn, Eros,
That when the exigent should come, which now
Is come indeed: when I should see behind me
The inevitable prosecution of
Disgrace and horror, that, on my command,
Thou 'then wouldst kill me.

(4.14.55-67)
(mid-branching sentence) (right-branching sentence)
(that—clause) (which-clause)
I, (quarter’d) —— condemn to lack the courage less
noble mind than
she
(made cities) (which) tells our Caesar
“I'm conqueror myself”
(right branching sentence)
Thou art shown (that-clause)
when the exigent ’ should come
(which—clause)

which now is come indeed.
when I should see-behind me the inevitable '
prosecution of disgrace and herror
(that-clause)
that then wouldst kill me on my command

Thus this speech of Antony’s is composed of a mid-branching sentence including a
right-branching sentence plus a right-branching sentence with the repeated that-
clause. This very complicated syntax produces an effect of expressing Antony’s
unsettled state of mind which is disturbed by the news of Cleopatra’s death.

In All for Love we find the similar lines in Antony who expresses himself
when he knows Cleopatra’s suicide.
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Antony
I will; but not by fighting. O Ventidius!
What should I fight for now? My queen is dead.
I was but great for her; my pow’r, my empire
Were but merchandise to buy her love,
And conquered kings, my factors. Now she’s dead.
Let Caesar take the world—
An empty circle, since the jewel’s gone
Which made it worth my strife; my being’s nauseous,
For all the bribes of life are gone away. (5.2684276)

We recognize at once that Dryden’s syntax is very simple, as corﬁpared with Shake-
speare’s one. It consists of one right-branching sentence and several short
sentences without any subordinate clauses. A short sentence, which is often used
without any subordinate clauses, and a right-branching sentence are two main
features in All for Love. However, as shown in Table 2 in the Appendix, a short
sentence is a feature not only for All for Love, but also for Antony and Cleopatra.
But in Antony and Cleopatra it is widely distributed as we see in Table 2, and the
combination of a short sentence and a long sentence or the combination of senten-
ces with or without a subordinate clause a syntactic variety. '

We are going to give an example of successfully combinated sentences in
Antony’s speech which proceeds the above quoted lines. ’

Ant. Unarm, Eros, the long day’s task is done,
And we must sleep. (To Mar.) That thou depart’st
hence safe.
Does pay thy labour richly; go.
Off, pluck off, .
The seven—fold shield of Ajax cannot keep
The battery from my heart. O, cleave, my sides!
Heart, once be stronger than thy continent,
Crack thy frail case! Apace, Eros, apace! .
No more a soldier: bruised pieces, go,
You have been nobly borne. From me awhile.
Eros!—I come, my queen :—Eros !—stay for me,
Where souls do couch on flowers, we'll hand in hand,
And with our sprightly port make ‘the ghosts gaze:
Dido, and her Aeneas, shall want troops,
And all the haunt be ours. Come, Eros, Eros! (4.14.35-54)

This remark of Antony’s Whic}:lh,consists of short sentences and some exclamation
sentences shows how Antony is shocked at Cleopatra’s suicide. These lines composed
of short sentences and the following lines with complicated sentence-structures make
a contrast each other, and this combination of contrasting unit of lines reveals
Shakespeare’s various ways of writing. '
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A comparison of two (Enobarbus’ and Antony s) descrlptlons of Cleopat1a on

the Cydnus River

(Antony and Cleopatra)

Eno. I will tell you.
The barge she sat in, like a burnish’d throne
Burn'd on the water: the poop was beaten gold;

APurple the sa1ls and so perfumed that
The wmds were love-sick with them the oars were

. silver,

"Which to the tune of flutes kept stroke, and made

" The water which they beat to follow faster,
As dmorous of their strokes. For her own person,
It beggar'd all desctiption: she did lie- Co
In her ‘pavilion—cloth of gold; of tissue—

.. O'er-picturing that Venus where we see
The fancy outwork nature.. -On-each- side her;

. Stood pretty dimpled: boys, like smiling Cupids, ..
With divers—colour’d_ fans, whose wind did seem-
To glow the delicate cheeks which they' did cooi, '
And what they undid did. (2.2.190-205)

(All for Love)

Antony To clear herself
For sending him no aid, she came from Egypt. '
Her galley down the silver Cydnos rowed,
The tackling silk, the streamers waved' Wlth gold
The gentle winds were lodged in purple salls "
Her nymphs, like Nereids round her couch were placed
Where she, another sea—born Venus Iay

She lay, and leant her cheek upon her hand
And cast a look so languishingly. sweet e » -
As if, secure of all beholders’ hearts, . - - =
Neglecting she’could takeé ’em. Boys, like' Cupids
Stood fanmng with their painted wings the wmds
That played about her face; but if she snnled '
A dartmg glory seemed to blaze abroad ’

“ That men’s desiring eyes never wearied,
‘But hung’upor:the object. To soft flutes
The silver oars kept time; and while they played,. -




A Stylistic Study of Shakespeare’s Antony and Cleopatra 67
in Comparison with Dryden’s A/l for Love

The hearing gave new pleasure to the sight,

And both to thought. ‘T'was heav’n, or somewhat more;
For she so charmed all hearts, that gazing crowds

Stood panting on the shore, and wanted breath

To give their welcome voice. (3.160-181)

Especially in the usage of words, two descriptions of Cleopatra on the river of
Cydnus resemble each other to a great extent. The words which are used in
Enobarbus’ and Antony’s description are to be classified into several groups as
below on the basis of their meanings. '

" Enobarbus “Antony
gold gold
chromatic ‘ purple purple
~ words silver silver
divers—color’d
Venus . o Venus
amorous love-sick Cupid
words amorous .~ desiring
.Cupid
thermal burnish’d fanning
words burn’d darting glory
glow blaze
accoustic tune of flutes soft flute
words kept stroke v
made they beat to follow the winds that played about
personification faster . _ her face
whose Wmd d1d seem to glow the silver oars kept t1me
the fancy outwork nature )

" As Dryden adapted his description of Cleopatra on the Gydnus River from
Shakespeare’s famous description of Cleopatra in the same scene 1ts natural “that
Dryden’s choice of words resembles Shakespeares to a great degree. In sp1te of
the resemblance in the choice of words there ex1sts some dlffeferences between the
two descnptlons )

It is noteworthy that Enobarbus’ Cleopatra is not descrlbed in a dlrect way,
but it is referred to in an abstract way. Most of the lines are occtipied with the
descr1pt1on not of Cleopatra herself but of thlngs and persons around her. Yet,
we can suppose how sensual or transcendant the beauty of Cleopatra is.  Why is
it so? Because all the things and persons around. Cleopatra expressed in meta-
phoric words and personifications are regarded as a reﬂectlon of Cleopatra’s beauty.
On the other hand, Dryden’s Cleopatra is descnbcd in a direct way. For instance,
“she ... cast a look so languishingly sweet... “4f she smiled” or “she so charmed
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that ... ” these realistic and direct ways of writing reveal nothing but ‘her sensual
charm.

The two descriptions are much alike in syntactic features, especially in the

length of sentences. Strictly speaking, each of Shakepeare’s sentences is longer
than that of Dryden’s if we define a sentence as a group of words beginning with
a capital letter, just after a terminal punctuation in the previous sentences and
ending with a terminal punctuation. But if we take the other punctuations such
as, ; :, Shakespeare’s long sentence is devided into a unit of short sentences or
paragraphs. When this unit of short sentences is combined with some right-bran-
ching sentences and metaphoric expressions, this combination elevates a dramatic
effect as if the surface of the Cydnus River were waving behind the barge she
sat in. o .
Dryen’s lines are also composed of a short unit of sentences or paragraphs, but
the dramatic effect of Cleopatra’s sensuality derives mainly'from its direct and realistic
expressions. There are not so many organic relations between the words and the
syntax as in Shakespeare. There are not so many organic relations between the
words and the syntax as in Shakespeare. The example of description at the
Cydnus River shows that the words and the syntax in Antony and Cleopatra make a
kind of geometric dramatic effect, while in A/ for Love they make a kind of addi-
tional dramatic effect. ’

VI

A comparison of Cleopatra’s speech on the last scerie of the two plays (Antony
and Cleopatra : 5.2.273-312) (AUl for Love : 5.432-500) '

Lastly we're going to make a comparison of the similar scenes in the last
scene of both plays. ’

First we’'re going to utilize statistics as a means to compare the two plays.
As shown in Table 2 and Table 3 there’s no great difference concerning the length
of sentences and the number of conjunctions and relatives. ~We can say that the
difference between two scenes does not come from the syntactical feature but from
the choice of words. When we examine the words in Antony and Cleopatra, we
have to bear it in mind to separate the words in this scene, because they have
some organic connections each other. For instance, an ‘asp in this scene which
has different meanings is embodied in it as the play goes on. In the word ‘serpent’
we’d like to see an example of the word string which develops and is charactrized
according to the change of its meaning in the play.

1) Much is breeding, which like the couser’s hair, hath yet
but life, and not @ serpent poison. (1.2.190-192) [poisonous serpent]]
2) He’s speaking now, or murmuring, “Where’s my serpent )
of old Nile? (1.5.24-2T) : [Cleopatra]
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3) Thou shouldst come like a Fury crown’d with snakes, not

like a formal one. (2.5.40-41) [furious serpent]
4) Some innocents ’scape not the thunderbolt: Melt Egypt into

Nile! and kindly creatures turn all to serpents! (2.5.77-79) [evil serpent]
5) O, I wouldst thou didst, so half my Egypt were submerg’d

and made a cistern for scal’d snakes! (2.5.93-95) [evil serpent]
6) Though he be painted one way like a Gorgon, (2.5.117) [horrid serpent]
7) Yhave strange serpent there! (2.7.24) [Cleopatra]
8) Be brooch’d with me, if knife, drugs, serpents, have edge,

sting, or operation. (4.15.25-26) [poisonous serpent]
9) What poor an instrument may do a noble deed! (5.2.235) [a means to die]
10) Hast thou the pretty worm of Nilus there, (5.2.242) [pretty serpent]
11) the worm’s an odd worm. (5.2.256-257) [odd serpent]
12) Have I the aspic in my lips? (5.2.292) [poisonous serpent]
13) Come, thou mortal wretch, (5.2.302) [conquer the death]
14) poor venomous fool, (5.2.304) [conquer the death]
15) Dost thou not see my baby at my breast, (5.2.308) [conquer the death]

In Antony and Cleopatra, a serpent often implies Cleopatra in relation with the
Nilus River, as seen in Cleopatra’s utterance. As the Nile has the opposite qualities,
the serpent which lives in the mud of the Nile gains bad nutriment as well as the
vital energy of the Nile. Antony decides to leave Egypt, saying that we must
break these strong Egyptian fetters because Cleopatra is poisonous just as the
serpent of the Nile. Thus the serpent is not only a symbol of fertility and vivid
energy of Egypt but also a dreadful symbol of evils.

But at the last scene of the play, a serpent has no longer an evil aspect to
Cleopatra when she becomes marbel-constant (5.2.239) and everlasting longings
for death in herself (5.2.280). Though the Clown call the serpent an odd worm,
Cleopatra calls it a pretty worm. This contrast of the words “pretty worm” and
“odd worm” shows the contrast between the figure of Cleopatra in the past and the
one at the present. At the last moment of her death when she calls it with a
metaphoric name “a baby”, saying “Dost thou not see my baby at my breast, that
sucks the nurse asleep?......“ an evil aspect of the serpent disapears so that she
can conquer horror to death. ' o

Judging from the changing designations of a serpent as listed above, we find
the serpent has an organic relation in the play and it is endowed with a function
to change every dreadful meaning of death into a peaceful and loving one.

In All for Love the serpent does not appear so often as Antony and Cleoﬁatm.
Before the last scene we find only two expressions which imply the serpent.' The
first occurence in Alexas’ speech. Alexas, who plays the same role as Enobarbus
in Antony and Cleopatra, explains Antony’s state of ruin by means of the imagery
which implies Cleopatra.
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Alexas. : SIS
Oh, she dotes, -

She dotes, Serapion, on this vangished man,

And winds herself about his mighty ruins; -

Whom would she yet forsake; yet yield him ‘up,
This hunted prey, to his putsuer’s hands,. (1.77-80)"

The second occurence is in Antony’s utterance to Dolabella.:-

"~ Antony.. ..
Draw near, you well-joined wicketness,: you serpents
- Whom I have in my kindly bosom warmed ®
“Till'] am‘stung to death. (4.468-80)

Though both serpents in Alexas’ and Antony’s speech 1mp1y Cleopatra, the meamng
1ncorporated in both cases is 1ngrat1tude and treachery, Wh1ch has 1ts source in
Aesop’s Fables.®

In the last scene of A/l for Love, the serpent has several names as listed below.

the cure of all our ills <(5.:440)
‘=~ the aspic- (5.472) - :
- kind deceiver- (5:473).
best- of thieves (5.474)
serpentfs fury (5.482)

Here the serpent also plays an 1mportant role in brmgmg death to- Cleopatra but
the meaning of the words does- not show Cleopatras change .of ‘mind but only shoW
an evil aspect of the serpent as in Antony’s.or Alexas remarks oo
_Other metaphoric expressions in Antony and Cleopatm also. glve a deep connee—iy
tron with the words .in the previous scene. = .For instance, “the ﬂeetlng ~moon, no
planet. of mine” reminds us of habitual coquetry and caprice of -Cleopatra.in the
first half of the play, and reveals her steady- state of mmd before her. death Her
calling “Husband, I come”. (5.2.286) is looked upon as-an echo to. Antony’s Word
“I will be a brldegroom in my death, and run unto’t as to a lovers bed. (4.4. 10(1
-101) “I'm fire, and air” (5.2.288) also indicates Cleopatra.s steadiness to - death.
“As lover’s pinch” (5.2.294) suggests that death, is ;ﬁolonger, dreadful and fearful.
“the curled Antony” may be looked - upon. as Antony’s Cleopatra who.is possessed
by. Antony: as if his hair curls her up.. Thus all these metaphoric expressmns have
organic connections with Cleopatra’s. death. and its embodied meaning. changes from
her infinite variety to her eternity. - : SR .
. As compared W1th metaphorical Words in Am‘ony and Cleopatm those in. All for,
Love for instance, “the dark abode of Death” (5.443) or “Deaths dreadful office”
(5.476) make an effect on describing Cleopatra’s notion of death, but they do not




A Stylistic Study of Shakespeare’s Antony and Cleopaira 71
in Comparison with Dryden’s A/l for Love

connote anything else. From the description of the scene we can understand for
what Cleopatra commits suicide, why she uses an asp to die, how we feel when an
asp bites her on the arm, but we cannot find her change of feeling, nor her
growing emotion due to the precise and descriptive way of expressions.

So far, the metaphorical words expressed by Dryden’s Cleopatra in the last
scene seem to have no relations with the words in the previous scenes. But
another word “love”, as shown in Table 5 in the Appendix, is the most reoccurent
word in A/l for Love and also an important word embodying the theme of the
play. The word “love” as seen in Cleopatra’s utterance as, “Hail, you dear relics
of my immortal love!” (5.466), “We’re now alone, in secrecy and silence, and is
not this like lovers?” (5.446-447) suggests that it is linked together with the words
in the previous scenes.

Dryden’s Cleopatra has been a woman devoting herself for Antony since the
beginning of the play, and declares,

Cleopatra . .. My love's a noble madness,
Which shows the cause deserved it. Moderate sorrow
Fits vulgar love, and for a vulgar man;
But I have loved with such transcendent passion,
I soared at first quite out of reason’s view
And now am lost above it. (2.17-22)

From beginning to end she is in unchangeable love with Antony. Antony is
described as a person who wavers from his love to Cleopatra to his duty as a Roman
general, but says to Octavia, “I can ne’er be conquered but by love, and you do
all for duty.” (3.315) Octavia, an honorable wife asserts, “My lord, my lord, love
will not ‘always last......”(4.416) Ventidius and Dolabella are also placed in this
circle with love on its center.

As we already mentioned, Dryden does not reveal the distinct contrast in the
constitution, characters, style or tone of the play. Dryden seems to manifest the
theme in a different kind of a contrast in the love-centered personal relations.
We'd like to consider how Dryden intends to describe the theme by examining the
coocurent words with love. The most coocurrent word with “love” in A/l for Love
are “judge”, “guilty”, “upbrade”, “crime”, ‘innocent”, “plead”, “true” and “truth”.
All these words belong to the group of words which means “judgement”. Some
words such as “honour”, “officious”, “duty”, “drown” and “ruin” belong to the group
of words which means “honour”, and some other words such as “jealousy”, “fury”,
“agony” and “envy” belong to the group of words which means “personal feeling”.
Deducing from this classification we see that Dryden manifests the personal love
relation in the conflict between “love” and “honor” or “duty”.  Not only the pro-
tagonists but also the other persons go forth and back between two pillars of

which one is love, the other honor. Judgement and some personal feelings are
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put between these two pillars. = Further, when Dryden describes the conflict be-
tween “love” and “honor”, he expresses not by suggestive descriptions but by using
the precise and plain words.

Altogethr : Shakespeare’s usage of words is complicated, suggestive but each
word has some organic connections each other. Dryden’s usage of words is plain
and precise but it does not function to connote anything else in itself.

viI

Up to now, we have compared Antony and Cleopatra with All for Love with
particular referernces to their stylistic expressions.

Shakespeare describes that protagonist’s tragedy in their confrontation between
two worlds, Egypt and Rome, by contrasting the stylistic expressions according to
the scenes and characters as apparently shown in the comparison of the usage of
words in the similar scenes. We can conclude that the words as well as the
syntax in Antony and Cleopatra are related with the theme of the play and each
scene, and some key words and key expressions which form a kind ef chain reac-
tions function in response to each other.

Dryden describes the same tragedy of Antony and Cleopatra in a different
way. He puts the confrontation of the play in order, following the Unities of
Time, Place and Action and presenting fewer persons in the play. He does not
elevate the striking contrast between Rome and Egypt not only by the composition
of the play but also by the stylistic descriptions. However, he describes a contrast
of personal relations between love and honor. For that purpose he chooses the
words and the syntax so elaborately to fit them to the mental state of the charac-
ters and to bring forth a dramatic effect.

To sum up, Shakespeare’s ambiguous and indirect way of writing takes a more
concrete form and gives us a real and actual impression of the characters and their
actions. The words and the syntax in Anfony and Cleopatra combine with other
elements in the play to form an organic unity and they make the style of Antony
and Cleopatra highly vivid and dynamic.

On the other hand, Dryden’s precise and descriptive usage of the words and
the syntax make the style of A/ for Love plain and static, but on the contrary
they make the expression too limited and abstract to convey the thought of the
characters and their tragic state effectively.
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Statics on Shakespeare’s Antony and Cleoﬁatra and-Dryden’é -A All for Lové

Table 1 The number of words and sentences

Antony. and Cleopatra All for Love
words 237420 20276
sentences 1817 1673

(1) A complete and systematic concordance to the works of Shakespeare,
A concordance to Antony and Cleopatra, 1968, p. 1137.

For this study, a sentence is defined as a group of words beginning with a

capital letter just after a terminal punctuation in the previous sentence and

ending with a terminal punctuation.

Table 2 The length of sentences

?#g’ﬁ:rsgét;ggds Antony and Cleopatra All for Love

80 2 (0.001) 0

79-70 4 (0.002) 0

69-60 7 (0.0038) 0

59-50 16 (0.0088) 7 (0.0041)
49-40 53 (0.029) 22 (0.013)
39-30 96 (0.052) 79 (€0.047)
29-20 208 (0.114) 208 (0.124)
19-10 473 (0.26) 498 (0.297)
9-1 958 (0.527) 859 -(0.513)

Table 3 The length of sentences of Cleopatra’s speech in the last scene

words
—70 60 50 40 30 | 20 10 9—
sentences
é};’;‘;’gr‘;”d 38 o of 1| of ol 6] 13] 18
All for Love 30 0 0 0 1 0 4 12 13

Table 4 The number of conjunctions and relatives in Cleopatra’s
speech in the last scene

words co—(g‘(g:?ate subgg?lljr.late relatives
Antony and Cleopatra 352 8 5 4
All for Love 491 21 10 4
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Table 5 The total number of the word “love” and other words bearing “love”

Abvitony and Cleopatra % Al for-Love
love (noun) | 25 o 81
love (verb) | ) 24 A - » 64
lover 7 ] ) 2 10
loving L 1 . 1
Cbelove - | o i 0
love-sick “ ' B : S ' 0
total , 54 156
Notes
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