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Abstract: This paper examines Sir Charles Sedley's adaptatfo8hakespeare’sntony and
Cleopatra (1607), showing the Restoration tolerance to tlastEand anxiety of Charles II's
transformation into absolutism. In Sedley®atony and Cleopatr§l677), Cleopatra is depicted
as a virtuous and faithful queen, defending sinmatausly Egypt against Octavius Caesar’'s
colonialism and preserving virtuous love of AntoiBedley’s adaptation lacks the Renaissance
stereotypical delineation of the East and demygstithe Renaissance glorification of the Roman
empire. Sedley’s play offers stages of moral refirom of Octavius Caesar from tyranny and
absolutism into wisdom and peace. Unlike Shakespededley empowers the Oriental and
Western women, represented by Cleopatra and Oc¢tagainst the Roman patriarchal and
colonial abuses. Moreover, Sedley’s play reshapes$hakespearean stereotypical delineation of
Antony, showing him as a rational and moral Romeadér. This study aims at enriching
modern scholarship on Sedley’'s adaptation of Slpmee’s play, providing a more detailed
textual analysis of Sedley’s play through Restoratens.
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|. Introduction

This paper analyzes the different dramatizatiothef Roman character in Sir Charles Sedley’s
Antony and Cleopatrél677), which adapts Shakespear&gony and Cleopatr@l607). Unlike
Shakespeare, Sedley demystifies the Renaissana#icglion of the Roman emperor,
represented by Octavius Caesar, showing him asaattyand despotic ruler. For Sedley,
Restoration England was looking for peace and lggabfter many years of civil war. Therefore,
his play shows the Restoration ambition of havingesv Caesar, who is powerful but not a
tyrant. According to Weinbrot (1978), there wereafmy parallels between Augustus and Rome
and post-Restoration English monarchs and civibratas in the restored Charles Il and the
London—'Augusta’'—he ruled” (p. 5). However, Restava England craved for having Charles
Il as a “better Augustus, bringing to England ¢aetl order and enlightened patronage of the
arts, a self-consciously Augustan age” (Monk & limk 1979, p. 1726). Sedley’s play, which
adapts heroic drama in Restoration age (Maller@019. 146), criticizes the tyranny of the
Roman model and warns implicitly against Charlés plossible transformation to absolutism
(Braverman, 1993; Webster, 2005, p. 143) or toBaasm” (Nyquist, 1994, p. 104). Braverman
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(1993) explains that Sedley’s play criticizes thes®ration politics when Charles I, behaving
like Antony, endangered the future of RestoratiowglBnd by allying with the French Louis
XIV, who represents the “modern Caesar,” while @htoa represents the French “Louise de
Kerouaille, the Duchess of Portsmouth,” who digedcthe English King from observing the
suspicious imperial plans of Louis XIV (p. 139)c&drding to Owen (2000), Sedleystony
and Cleopatra advocating “Whig tragedy,” presents a critiqueCioarles II's infatuation with
mistresses: “His Antony is a critical portrait oh&les II, blind to the way in which his foreign
mistress manipulates him, and inappropriately ni@reind severe at the wrong times” (p. 163).
For Webster (2005), Sedley's play dramatizes tlagidr consequences of “libertinism” of
combining “eroticism and politics” (p. 155). Cheing2011), tracing the early modern English
drama’s interest in reviving the Roman history bwiiting the story of Antony and Cleopatra,
explains briefly that Sedley’Antony and Cleopatras the only play that demystifies the glories
of the Roman leaders such as Octavius Caesar a@athyAn

Except for Sedley’soman a clefnone of these Cleopatra plays is in any way icetit
of traditional Roman values, even where they in@sbpatra with some degree of tragic
dignity. All these plays assume that reason shoulél over passion and that men should
rule over women. All treat Octavius Caesar’'s wvigt@as the triumph of Roman virtue over
Eastern licentiousness. (p. 146)

Building on Chernaik’s observation, this paper exp how Sedley’s play discontinues the
Renaissance idealization of Roman history. Howewes,paper reveals that the dramatization of
Cleopatra, in Sedley’'s play, goes beyond the negatrojection and allusions to suspicious
historical figures or morally corrupted models alifics, reflecting a new spirit of tolerance to
the East in Restoration England.

Sedley’sAntony and Cleopatrasympathizing with the Oriental queen of Egypteas
the Restoration tolerance to the East, which d#thRestoration England’s trade with the Turks
and Moors in the late seventeenth century. It Mals that Restoration literature, particularly
drama, was influenced by the change of politicR@storation England. To establish a powerful
empire, the policy of Charles Il was to make arggr@conomy and trade by making peace
agreements with the Muslim Turks (Goffman, 200225b). Smith (1967) refers to the toleration
of Islam in Restoration literature: “the Englisketiature of the Restoration period is free from
that note of anxiety over Turkish aggressions whitdrked the literature of the Renaissance
period” (p. 20). Similarly, Birchwood (2007) refeis the tolerant and complex dramatization of
Islam and Muslim characters during the Restorgbiemod, viewing Islam through different lens
of admiration and fear: “Herein lies the contraidict By mid-century, the idea of Islam was a
volatile mixture of longstanding anxieties centrgabn the Ottoman Empire as a spiritual and
military threat, combined with esteem for its cwluand imperial achievements” (p. 184).
Shakespeare’&Antony and Cleopatraeflects the Renaissance anxiety of the Orienthim
sixteenth and early seventeenth centuries whenvihglim Turks and Moors constituted a
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political and cultural threat to England (Matar,989 However, the English fear of the Orient
was no longer available in the Commonwealth andidRason politics due to the change of
power relations: “During the Commonwealth and thest@ration periods, the English navy
became powerful enough to force peace treatieherBarbary Corsairs” (Matar, 1998, p. 9).
Shakespeare’s dramatization of the defeat of Eggptipates the Renaissance fear of Islam and
the East and offers an imaginary Western victorgrahe Orient: “Egypt’s defeat in the play
thus enacts a reassuring prophecy of EuropeaniZatiBarbour, 2003, p. 57). Sedley’s
adaptation of Shakespeare’s play avoids the Remmaisdear of the Orient, showing the Oriental
characters in a tolerant mode.

Sedley’s adaptation of Shakespeare’s play shett$ g the Restoration ambition of
establishing a moderate and peaceful monarchytiggaineedom of worship and fostering trade.
Sanders (2006) offers several reasons for adaptatadaptation is frequently involved in
offering commentary on a sourcetext. This is actgemost often by offering a revised point of
view from the ‘original’, adding hypothetical moétion, or voicing the silenced and
marginalized” (pp. 18-19). Hutcheon (2006) expdaithat adaptation “involves both (re-
)interpretation and then (re-)creation,” formin{paocess of creation” (p. 8). Holderness (2005)
shows that Shakespeare’s works are of univerdalein€e of appropriation and adaptation: “The
secret of Shakespeare’s longevity and pluralitg lie the ‘malleability’ of the works” (p. 5).
Cartelli (1999) refers to Shakespeare’s functiofit@ttual exchange” in new plots and settings:
“Until then Shakespeare will continue to functios lae always has: as an unusually charged
medium of textual exchange” (p. 23). This paperjlevlusing theories of adaptation, gives
textual focus to Sedley’'s revisit to Shakespearkigony and Cleopatraby remoulding
Shakespeare’s play in a Restoration context. Tagepaims at enriching modern scholarship
about Sedley’'?Antony and Cleopatréy providing a more detailed textual analysistad play,
showing the new trope of tolerance to the Eastest®&ation literature. Even though much ink
has been shed on Shakespeadadony and Cleopatralittle has been written on Sedley’s
adaptation of Shakespeare’s play.

Il. Reshaping of Octavius Caesar and Mark Antony

The age of Shakespeare showed a political andraulidentification with the Romans, who
gave the British writers and politicians a modelvotue and power for imitation. Chernaik
(2011) explains that “To Shakespeare, Jonson, lagid contemporaries, Rome could never be
wholly Other, but was seen as parent or precur@ord). Kahn (1997) refers to the significance
of the Roman model to Renaissance England: “Ronsefamiliarized for the English by being
represented in terms of its past kinship with Britand as a model for England’s present and
future” (p. 4).England was seen as a continuity of the Roman Engficolonial expansion and
masculinity: “Englishness appears in Roman settirrggl Romanness is anglicize(Rahn,
1997, p. 4).The English monarchy in the seventeenth century fassinated with the Roman
virtues of leadership: “In the court of James & Roman analogy is standard currency for praise
of the monarch as ‘England’s Caesar™ (Chernaikl220p. 4). Shakespeare’s admiration of
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Octavius Caesar mirrored James I's Roman affilistidHowever, Restoration writers expressed
a different ambition of having a reformed versidrAagustus Caesar, who is moderate and just.
Sedley’s criticism of Octavius Caesar articulatee Restoration ideology of having a new

Octavius Caesar, who is not tyrant. Just as Octa@aesar was able to bring political stability to

the Roman Empire after many years of civil warg, Restoration writers wished that Charles 1l

would do the same mission through reformed and nadel@ower.

Sedley’'s play deconstructs Shakespeare’s celebraif the virtue and nobility of
Octavius Caesar. In Shakespeare’s play, Octaviesdaappearing for the first time on the
stage, looks as a noble leader, who is not motivayehatred: “It is not Caesar’s natural vice to
hate / Our great competitor.” (1.4.2-3). Caesarp whconsidered as the “universal landlord”
(3.13.72) and the maker of “universal peace” (9,6rtends to attack Egypt not for colonial
purposes but to rescue Antony from the Egyptianratmmorruption: “To give a kingdom for a
mirth, to sit / And keep the turn of tippling withslave, / To reel the streets at noon” (1.4.18-20)
For Caesar, Antony loses masculinity (Grams, 20d8)¢ch is a Roman virtue, and behaves as a
woman: “This is the news: he fishes, drinks, andtes/ The lamps of night in revel; is not more
manlike” (1.4.4-5). As an immature boy, Antony slonger perceived as an ideal Roman leader
because he sacrifices his Romanness for the sapteasures: “As we rate boys who, being
mature in knowledge, / Pawn their experience tar theesent pleasure, / And so rebel to
judgment” (1.4.31-33).

In Sedley’'s play, Caesar brags the colonial siwcadsthe Romans over his “Foe,”
Antony: “Our Arms an easie Victory have found /édwa Foe, in love and pleasure drown’d”
(1.1.1-2). Sedley deconstructs the ideal and virsuicnage of Caesar, transforming him from a
man of “universal peace,” as in Shakespeare’s |tag,colonial villain. Octavia, Caesar’s sister
and Antony’s wife, attacks the villainy and hypagriof her brother, showing his colonial
“Thirst”:

Your Love! your Pride and endless Thirst of sway.

To gain my friends, my Quarrel you pretend,

But universal Empire is your end.

Romeés once greaBenatenow is but a name;

While some with fear, and some with Bribes youdar(4.1.96-100)

For Octavia, Caesar has a tyrannical cause, wlschoihave a “universal Empire” by
intimidating the Senators with “fear” and “briberi Sedley’s play, Caesar is an opportunist
villain, who confesses that his colonialism of Egignot to serve the success of the marriage
between his sister and Antony but to expand higiem“Empire’s our real quarrel, but | must /
Her virtuous Mind with no such secret trust” (2273). For Octavia, Caesar is a colonial
opportunist, who hides colonizing ambitions of “Lu® rule: “The cover of your Pride and Lust
to reign” (2.2.77). Octavia threatens to exposes@gg falsehood to all Roman: “TRomel’ll

go, and all thy acts disown; / Make thy Ambitiondahy Falshood known / To eveRomanof

the Sword and Gown” (4.1.86-88). Caesar considesslatism as a means of political stability
and imperial success: “To set all right | must bedadute; / My least commands None daring to
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dispute: /Romés desp’rate state can never find redress” (3.X®8-Moreover, Caesar justifies
his cruelty and colonialism of Egypt by Providensiace his actions are guided by God:
“Heaven chooses me the fittest instrument, / Andtlet gloriousTask I'm wholly bent”
(4.1.118-119). For Caesar, colonialism is a holgsioin or “Task,” supported by Providence and
waged against enemies of Heaven.

Unlike Shakespeare, Sedley’s play dramatizes Anama rational hero, who is heroic
and brave. While Antony in Shakespeare’s play mwhed in lust with Cleopatra, he shows
heroic aspects of courage and chivalry in Sedlpldy. Sedley starts his play at the end of the
battle of Actium when Cleopatra flees from the leéittld, leaving Antony alone. Antony loses
the battle because the Egyptian queen and Egyatiag retreat. In Shakespeare’s play, Antony
blames Cleopatra as a traitor :

This foul Egyptian hath betrayed me.

My fleet hath yielded to the foe, and yonder

They cast their caps up, and carouse together

Like friends long lost. Triple-turned whore! 'Tisou. (4.13.10-13)

However, in Sedley’s play, Antony blames only hithéer the defeat at Actium. He looks as a
noble hero of forgiveness and toleration. He alwjngtifies and defends Cleopatra’s actions
even in moments of defeat and loss:

But yet her love is stronger than her fears,

Her country she has made the Seat of Warr,

'Tis just her safety be our early’st care:

| will her Guard within these Walls remain. (1.2-95)

Sedley’s Antony is a moderate leader and a truerlo¥ Cleopatra. He does not ignore his duties
and responsibilities to defend Egypt and its quéen.example, he defends Cleopatra when she
is accused of treason and promises to stand agulhed: “And 'gainst the angry Gods her Cause
maintain” (1.2.96). Also, when Agrippa captures dplatra at the wood, Antony shows chivalry
by rescuing the queen: “Byterculesshe’s tane! So have | seen the / Dove, / UndePthence

of eager Falcons move” (4.3.1-3). Antony, who espnts the Roman ideals of chivalry,
supports the weak nations against the monstrougsgipn of Caesar.

While Octavius Caesar is ready to die for the satkexpanding empire: “lle seize the
Empire, which lle die or hold” (3.1.111), Antonymains that great empire is founded by virtue
. “A Pageant pow’r and Empire but in show- / Trumiire only those great Souls enjoy”
(3.2.11-12). In Sedley’s play, Antony rejects Caassmodel of absolutism and despotism and
seeks a model of governorship, based on heroicvatubus deeds. Sedley’s play changes the
death scene of Antony from falling on the swordjraShakespeare’s play, to stabbing himself.
Unlike Shakespeare’s play, which shows Antony a®ward, who fears death, Sedley’s play
delineates him as a brave hero, who is ready tofisachis life for the sake of the Romans’
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stability. Antony plays the role of the saviourttee Romans when he decides to end his life,
ending the political chaos and civil wars: “Nevést Romansnow each other love, / Their
tedious quarrel | will soon remove. / 'Twice hasyrSword withRomanBlood been dy'd”
(5.1.158-160). Antony anticipates that his death bwing love and unity to the Romans.

Antony’s association with the East is differenttive two plays. In Shakespeare’s play,
Antony is corrupted by drinking, dancing, and agtohildishly because of his alignment with
the East. He becomes an embodiment of the amarathypted and degenerate East, following
pleasures like a slave to the wicked queen. Antanyes away from his Romanness, following
the dark and uncivilized side of his soul. Chern@R11) explains that in Shakespeare’s play
“the values of Rome and Egypt are sharply contddgie 139). Alhawamdeh (2011) comments
on Samuel Clark’s argument about Antony’s jourrefgypt and his loss of Roman virtues:

Samuel Clarke (1599-1682) maintained the racidl@rtural dichotomy between East
and West, as represented by the Roman Empire.iffor PAntony defamed the Roman morals
and values when converting to the  immorality of teast. Antony’s disgrace occurred when
he privileged Cleopatra over the chaste Octapia. 206-207)

On the contrary, Sedley’s play, which does not simagative or stereotypical connotations of
Antony’s incorporation in the East, does not seekucal values contrast between Rome and
Egypt. Octavius Caesar describes Antony asfamhPrince” (4.1.52). Egypt is celebrated as an
equal rival to Rome, showing resistance to Caesaslenialism. While Shakespeare’s play
marginalizes the Egyptians, showing them as suliveisdaves to the Roman masters, Sedley’s
play empowers the Egyptians to resist the Romaongl abuse of Egypt. Memnon and Chilax,
two Egyptian lords, blame Cleopatra’s love of Ant@ince it causes the Roman colonialism of
their country and distracts the queen from adnenisy the state’s affairs. Memnon suggests
that the death of Antony will end the queen’s distion and will defeat the Romans: “Which
nothing butAntoniusdeath can heal” (1.2.18). Chilax, who is loyathe Egyptian queen, seems
at the beginning hesitant to “rebel” against hétove my Queen, and to rebel am loth” (1.2.34).
Memnon, however, affirms his keenness to protexigieen and to save the Egyptians from the
Roman colonizers: “I would but free her frofntoniuspow’r” (1.2.35). Chilax then justifies the
act of rebel against Antony because he is a foegighhet us some plot against his life devise: /
He’s not our Prince; for publick good he dies, /dAior our Country falls a Sacrifice” (1.2.37-
39). However, love, in Sedley’s play, triumphs opefitics when both of Antony and Cleopatra
stand bravely to defend their pure love, facinguiameously many conspiracies from Romans
and Egyptians.

At the end of Sedley’s play, Caesar’s arrogancketgranny witness a reform. He regrets
the death of Cleopatra and her maids: “Am | solcand relentless held, / That Women dare not
to my mercy yield?” (5.2.152-153). Also, he ord#rs soldiers to punish Photinus, the Egyptian
villain character, who contrives the story of Clabp’s death to mislead Antony and to cause his
death. He also regrets the death of Antony, witbiwiine wishes to share his empire: “Oh! what
a God-like pleasure had it been / With thee t’ hstvar'd the Empire once agen?” (5.2.180-181).
He is not affected by Agrippa’s news that Cleopatia burned all of her treasures: “And has her
Treasure to vile Ashes burn’d. / Both ways defeatime proud hopes ddomé (5.2.189-190).
Caesar recognizes later that his despotic modgbeérnorship fails in defeating enemies and in
administering politics: “Great minds the Gods alcaa overcome- / Let no man with his present
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Fortune swell / The Fate of growing Empire who tali?” (5.2.191-193). For Caesar, Antony
and Cleopatra are “Great minds” his power failsdgfeat. Changing his old model of
absolutism, Caesar seems to be convinced of thertemge of mercy and wisdom as the basis of
great empire. The reform of Caesar, in Sedley'y,pladicates the Restoration writers hope to
have a reformed Caesar-like Charles Il.

lll. Sedley’s Empowerment of Oriental and Western Female Characters

Unlike Shakespeare, Sedleyatony and Cleopatraeshapes the image of the Oriental queen in
a virtuous and heroic mode. The Eastern Orientakgibelongs to the East, where Restoration
England had trade agreements with the Muslim Twakd Moors. Sedley’'s new positive
dramatization of Cleopatra reflects the shift irst®eation politics and power relations. Sedley’s
play justifies Cleopatra’s actions, describing lasr a virtuous woman, faithful to her love.
Sedley’s play eliminates the stereotypical dichotobetween the virtuous Western woman
(Octavia) and the sensual Oriental woman (Cleopallaconstructing Shakespeare’s portrayal
of Cleopatra as a foil character to Octavia, Sédlpjay empowers both of the Oriental and
Western women to refuse the tyranny of Caesar’setnafcabsolutisnt.

Sedley’s play, describing Egypt and Rome as twalsj avoids legitimizing the Roman
colonialism of Egypt. On the contrary, Sedley empmwvthe Egyptians to resist the Roman
domination over their country. Cleopatra, in Sedigfay, does not appear as a coward, but as a
strict leader, who punishes soldiers for cowardiéer example, she punishes the Egyptian
captain, who acts cowardly in the battle against Romans: “Cleopatra. The Captain of my
Gallies I have try’d, / And for his cowardice thdl&in di'd. / With him die all remembrance of
what's past” (1.2.170-172). Stevenson (2008) comsen the bravery of Cleopatra in Sedley’s
play: “From the first act onward, it is clear thde@patra is no household dove; in the aftermath
of Actium, she announces that she has tried theicapf her gallies and had him executed for
cowardice” (p. 296).

In Sedley’s play, Cleopatra is depicted as a maligueen, managing simultaneously the
state’s affairs and her love of Antony. Unlike Sésfeare’s play, Sedley’s adaptation lacks
confrontation between Octavia and Cleopatra. Béthe Oriental and Western women advocate
against the tyranny of Caesar's model. In Shakesfsealay, Cleopatra is obsessed with
Octavia’s beauty, which may outrival hers: “Is stsetall as me?” (3.3.11); “Is she shrill-tongued
or low?” (3.3.13); “Bear’st thou her face in mind? long or round?” (3.3.29); and “Her hair—
what colour?” (3.3.32). Sedley ignores Shakespsadeamatization of the rivalry between
Cleopatra and Octavia, recreating new spots of comatities and shared interests among them.

! Modern scholarship on Sedleystony and Cleopatraxamines the character of Cleopatra from different
perspectives. Nyquist (1994) illustrates that “véhehe [Cleopatra] fails as a queen],] she’s sagsedv@oman” (p.
107). For Nyquist, Cleopatra, who is condemned harbaric woman ruler, is tolerated as a womamjptging
with “European bourgeois ideals of femininity” (06) and never “challeng[ing] the set of bourgepériarchal
values” (p. 107). Analyzing the play from a stwredist point of view, Mallery (1990) argues thatd®ey's play
conforms to the rules of heroic drama of virtue &ne, in which “both Antony and Cleopatra eschéeitt roles as
rulers in favor of their great love” (p. 157). Beaman (1993) explains that Sedley’s play shows etas the
“political antidote to Cleopatra,” depicting herarfsympathetic light because she embodies the galues of
republic” (p. 150). This paper claims that tolemmand empowerment are granted to both of CleopatiOctavia,
showing a reconciliation between the former enerarebreflecting Restoration England’s friendshighvihe East,
as noted earlier.
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In Sedley’s play, Cleopatra trusts Antony’s passiohlove and loyalty to the East, standing as a
strong willed-woman against Caesar’s threat.

Sedley’s play avoids the negative and stereotypamusations of Cleopatra in
Shakespeare’s play. For example, in Shakespedey/sghe is described as a “slave” (1.4.19), a
“whore” (3.6.67), and a “witch” (4.13.47). Sedleytepresentation of Cleopatra is tolerant,
showing her as an equal political rival to Caesat as chaste and faithful as Octavia. Mallery
(1990) argues that “Sedley’s Antony and Cleopateacmmpletely faithful to one another” (p.
157). Cleopatra refuses to bargain with Caesarldw of Antony and determines to remain
faithful: “We shall in Love sincerer pleasures fi8.2.101). Cleopatra declines Caesar’s offer
of safety and continuous reign in case she surrentdeCaesar’s army: “His offers | have all
refus’d” (3.2.236). Thyreus, Caesar's messengegotietes Caesar’'s offer of peace with
Cleopatra, assuring her of Caesar’s lenience: “Ma@y: but doubt noCaesarsClemency; /
Your Crown and Person, tho provokt he’l spare” (B92-195). However, Cleopatra prefers to
die rather than to be enslaved by the Romans. @tepppears as a self-confident royal queen
with reputable dignity:

If I am Captive to th&omansnade;

Surpriz’'d in this weak place, or else betray’'d,;
Think not I'le live to be redeem’d again,

And like a Slave of my proud Lords complain.

At the first Dawn of my ill Fate I'le die. (1.2.23435)

In Sedley's play, Cleopatra finds two functions déath: firstly, release from Caesar’s
enslavement and secondly, eternal reunion with ¥ntdShe does not trust Caesar’s real
intentions of enslaving and humiliating her: “To 8espis’d, reproach’t, in triumph lead; / A
Queen and Slave! who wou'd not life renounce, hBathan bear those distant names at once”
(5.2.31-33). As a royal queen, Cleopatra eschewsetmme a weak slave to Caesar, opposing
subordination to Caesar’s political will. Cleopatears captivity by the Romans and humiliation
at the streets of Roman: “Till with our sharR®emesPride be surfeited: / Till every finger
Cleopatrafind / Pointing at her, who was their Queen desig(b.2.75-77). She is anxious of
the Romans’ mocking at her as a captive queen. dwere Cleopatra anticipates reunion with
Antony in life after death. For her, death doesearat our desires and feelings but moves them to
another realm of immortality: “Men say that we I dther World shall bear / The same Desires
and Thoughts, imploy'd as here” (5.2.98-99). Ddatids to eternity, where théléro shall in
shining Arms delight” (5.2.100), “Poets shall sirajd in soft Dances move” (5.2.102), and
“Lovers in Eternal Roses love” (5.2.103). She piari the soul of Antony of reunion and
resuming their love in eternity: “If s&ntonius we but change the Scene, / And there pursue
what we did here begin” (5.2.104-105).

Like Cleopatra, Octavia is a revolutionary femaimoice, exceeding the patriarchal
limitations set by Shakespeare’s play. Sedley's @athorizes Octavia to rebel against the
tyranny of her brother, Octavius Caesar. Accordm@raverman (1993), Octavia is represented
as a powerful advocate of the “republican Rome”1#7), an ideal form of governorship her
brother opposes. Even though she is obedient tohtsband, Antony, she rejects Caesar’s
exploitation of her marital challenges to colonEgypt. She accuses Mecoenas, Caesar's Roman
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councilor, of cruelty and colonial ambition by sopfing war against Antony and Egyptians:
“But thou art false, cruel, and bloody now” (2.2.4Q@ctavia, aware of Caesar’s colonial desire
and hypocrisy, refuses her brother’s justificatimiswvaging war against the Egyptian camp:
“Caes. Sister, your Husband | would but reclaimrAnd make him worthy of your virtuous
flame” (2.2.46-47). Octavia, reminding Caesar oftdghy’s past victories and achievements to
Rome, forgives her husband’s mistakes: “If he hesrgmuch, he conquer'd more: / His valour,
for his bounty, found the store” (2.2.56-57). Shiest to stab herself to end Caesar’s false
allegation of reforming Antony: “Tho | were deaduyanight your ends pursue, / But let me
vanish from the painful review” (2.2.77-78). Mecasnhinders all possibilities of peace with
Antony and Egyptians because he hides his loveatdva and wishes the death of Antony to
win her love and marriage. Octavia, as a virtuous fithful wife, rebukes the villain plan of
Mecoenas and prefers death over cheating on héahds“Let me then die for | have liv'd too
long, / And heard of Love in mgntoniuswrong” (2.2.128-129). Octavia no longer deals with
Caesar as a brother but as an enemy and decidagpport Antony’s “Cause”: “In the Foes
Camp no longer I'll remain. / The Arms | hate, nmggence shall not graceAhtoniusCause I'll
openly embrace” (4.1.83-85). She threatens to u@igesar's enemies, causing Caesar’s
immediate defeat: “And against Thee both partidsuiiite; / Amongst thy Foes | like a Spark
will fall, / And to a sudden Flame convert 'em a#.1.92-94).

Mecoenas, feeling pity for Octavia’s cause, feol€onvince Caesar of sparing the life of
Antony and of ending the war against Egyptians: ‘3ih your weeping Beautious Sister view; /
Then if you can, her Husbands life pursue” (4.1:14@). Mecoenas, intending to prove his true
love of Octavia, quits his previous counselingha significance of colonialism and absolutism.
Caesar, rebuking the sudden change of Mecoenasrates that he will continue his colonial
project against Egypt: “Where is that Soul bidsbeeAbsolute, / And the dissenting World with
Swords confute. / Move forwards still, and spreag @onqu’ring Arms” (4.1.146-148). For
Caesar, the power of “Swords” and absolutism asétisis of expansion and glory.

Even though Octavia fails to stop Caesar's warinsgjaEgypt and her husband, she
shakes the Roman soldiers’ loyalty to the tyrantehamf Caesar. For example, Mecoenas no
longer trusts colonialism and absolutism as workideaven. Feeling disappointed by Antony’s
death, Octavia decides to go back Rome, hidingagenies and possible revenge against Caesar.
Even though the play ends without mentioning whahg Octavia has against Caesar, it is clear
that she may provoke a revolution against Caesbslutism. One of the servants informs
Caesar of Octavia’s condition: “Yes, in her wayRome / Of grief and discontent, as we
presume” (5.1.295-296). Octavia does not witnessttbral transformation of Caesar at the end
of the play, but it is obvious that Octavia's opiios to Caesar's actions participates in
reforming him. Caesar laments his sister’s affiei: “I must on myOctaviadrop a tear. / She
was the best of Women, Gentlest Wife, / In eveny paw vertuous was her life!” (5.1.298-300).
Caesar, recognizing the importance of wisdom, artés soldiers to be prudent and merciful to
enemies: “True Wisdom will no Enemy despise: / Fiemmall beginnings mighty Flames arise”
(5.1.306-307). Agrippa announces Caesar's new refgpeace: “The World does no more
Enemies contain, / AndCaesar over peacefulRome may raign” (5.1.324-325). Octavia’s
opposition of Caesar’s colonialism of Egypt coress with Restoration England’s interest in
making peace and trade with the East.

www.ijee.org



International Journal of English and Educationgiet
ISSN: 2278-4012, Volume:8, Issue:1, JANUARY 2019

IV. Conclusion

Sedley’sAntony and Cleopatrawhich adapts Shakespear&atony and Cleopatraoffers a
“re-interpretation,” in Hutcheon’s terminology, tfe Restoration perception of Charles Il as a
reformed Octavius Caesar and of the East-Westior#dtip of tolerance. While Shakespeare’s
play glorifies the Roman empire and Octavius CaeSadley's play demystifies Caesar’s
Roman model of absolutism and colonialism. Cle@paine Egyptian queen, is depicted as a
virtuous and faithful woman, prioritizing her digyiover subordination to Caesar’s colonial will.
The East, represented by Egypt and Cleopatra, ceads the stereotypical and sensual
connotations and never brings amorality to AntoBlyakespeare’s play was examined through
Restoration lens of adaptation to criticize loaadl doreign issues such as Restoration anxiety of
Charles II's transformation to absolutism and Redton “esteem,” in Birchwood'’s term, of the
East in the late seventeenth century.
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