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ABSTRACT OF THE DISSERTATION

The Motif of Fate in Homeric Epics af@edipus Tyrannus

by

Chun Liu

Doctor of Philosophy, Graduate Program in Comparative Literature
University of California, Riverside, August 2010
Dr. Lisa Raphals, Chairperson

This dissertation examines the concept of fate in Greek antiquity froerayit
perspective, looking into how and why a literary text uses fate in a certaiff @ynain
texts of this study are the two Homeric epics and Sophdgkdipus TyrannusThe chief
method of this study is literary analysis, which includes close readimgtsf attention
to semantic fields, the analysis of story plot, and the comparison of a seagts aver
time and across genre. | also pay attention to the problem of formulaic caorpasi
borrow from the methods of folklore studies.

This combination of methods helps to understand Sophocles’ innovation in the



Oedipus Tyrannuand the figure of Oedipus. The Homeric epics present heroes and their
fates in the context of oral composition and transmission. As songs that laud tee hero’
KA€og in immortal memory, Homeric epics do not problematize free will or portray
conflicts between the heroes and their fates. This Homeric systemrailit
representation of hero and his fate, together with its social role, lost cante&tfifth
century Athens. When traditional beliefs were challenged and new concepts araf ways
thinking arose, the old values and solutions for the hero and fate, which the Homeric
epics presented, were no longer valid. In@eglipus TyrannysSophocles’ portrayal of
Oedipus shows his thinking on a different kind of hero and a new relation between the
hero and his predicted fate. In tBedipus Tyrannu®edipus is a hero who outlived his
good reputation and saw its dissipation. In a sense, the play demonstratesan what
extent a person is able to face the truth of one’s fate, however terrible it ihatever
responsibility it incurs. Oedipus may not be a laudable hero, but his sufferingsand hi
confrontation with fate deserves respect. It is through such a hero that Soghades

meaning to the life of his day.
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Introduction

The concept of fate is an important and intriguing one in classical Graakylite
works. Most studies of fate in Greek antiquity approach the subject from the
viewpoints of philosophy (especially ethics), religion or theology. For example,
William Chase GreeneBloira: Fate, Good, and Evil in Early Greek Poe(ty944)
examinesuwolpa in major Greek works in antiquity, yet focuses on the discussion of
theology and ethics.

My dissertation takes a different approach. | examine the idea of dateaf
literary perspective. By literary perspective | include lexussges, plot structure,
characterization, the choice and arrangement of myth and legends, and so on. How
and why a literary text uses fate in a certain way is important in undersiahdi
work in its time and genre, but it has been a less discussed topic. Fate in legends and
literary works may include a broad spectrum of events. The most important afspec
fate is a person’s life span and the time and manner of one’s death. A exttaisnt
also focus on one specific aspect of a hero’s life which is of the greatesttimtéehes
story-telling. In this sense, fate can be one or several events in atetisulde

instead of the general outcome of it. In addition to the fate of a person, literky

! Other important works include: W. Krause, “Die Ausdrucke fur das Schicksal”,
Glotta 25 (1936), 142-52; E. G. Berifhe History and Development of the Concept
of Oera popo andbera royn down to and Including Plat@Chicago, 1940); D. Amand,
Fatalism et Liberte Dans I'Antiquite Grecq(leouvain, 1945); U. BianchDios Aisa
(Rome, 1953); B.C. DietrichBeath, Fate and the Goq%965); Jules BrodyFate”

in Oedipus TyrannudA Textual Approackl985).



also describe the fate of a city, such as Troy irllihe.

| focus on two particularly important texts. TO®edipus Tyrannuand the
Homeric epics are of different genres (both in antiquity and in the present)elput
share several important characteristics that suggest them for compahiswn. T
authors drew on the same stock of myths and legends, yet skillfully selected and
arranged them by focusing on particular characters and events, and gave ttiain spe
force and vitality. In comparison with the epic cycle, Homeric epics focusaer fe
characters and events, use less magic, and as a result are more drafoati@ver,
in antiquity the genre distance was not so great. Aristotle distinguishe®tigm
variation of length, the use of meter and the accompaniment of music; otheewise
discusses the two almost indiscriminatéPpétics1449b).

| begin with the Homeric poems because they are the first texts in Greghitgint
to introduce the motif of fate, and because fate is central to both works. In these
poems fate and the Olympian gods, especially the will of Zeus, togethetite plot.
My second text is Sophocleg®edipus Tyrannyswhich takes up over half the
dissertation. Although the Oedipus story and Theban legend have a long history
before the fifth century BCE, Sophocles’ Oedipus is highly influential and toe larg
extent shapes the modern impression of Oedipus’ image. Sopl@etipus
Tyrannusalso forms the key text of discussion in such modern theories as

psychoanalysis and structuralism (discussed below). Moreover, the problem of fate

2 See also Griffin (1977) and Scodel in Bushnell (ed. 2005: 181) for more discussion
of the dramatic aspects of Homeric epics.



and free will in this play remains an area of heated discussion. My purposees to s
how and to what an exte®edipus Tyrannumherits and innovates the idea of fate
when applying it to the play.

The Problem of Fate in ti@edipus Tyrannus

Different scholars have approached the issue of fate @e¢kgus Tyrannus
differently. Some interpretations suppress or totally ignore the elerheraabes and
fate. Sigmund Freud, in his psychoanalytical interpretation of the play, stieatethe
play’s powerful and universal appeal to the audience, ancient and modern, lies not in the
contrast between destiny and human will, but in the fact that all men sharsttkeXiral
impulse to their mother and the first hatred to their fath@r.Levi Strauss’ structural
reading neglects the element of fate and the intervention of Apollo, and farlges
the story pattern and the arrangement of “mytherfiesinong classicists, the discussion
mostly hinges upon the interaction of fate and free will: whetheD#uipus Tyrannuis
a play in which the force of fate is so predominant that it excludes the protegteist’
will, or a play that emphasizes free will and gives full play of individual @dwiBernard
Knox attaches more importance to free will, and argues that Oedipus’s fnekt iand he
is responsibl&. Knox’s argument is in line with his studies of the “heroic temper” of

Sophoclean tragedies, which gives preeminence to the characters in th&pRy.

% Freud, 1953. vol. 4. pp. 260-264, esp. p. 262.
* Levi-Strauss, 1963. pp. 213-218.

® Knox, 1957, . Ed. 1966. p. 5.



Dodds rejects both extremes either of the tragedy of guilt or the tragéatg-efthat

Oedipus suffers because of his own personality or as a puppet of his destiny, suggesting
that fate and free will may not be mutually exclusiv/alter Burkert agrees with Dodds

and argues that the persons involved are free and Oedipus can do otherwise in many
case$. Charles Segal, however, in acknowledging the free will of Oedipus, emphasizes
the futility of the hero’s efforts, and believes that, on one reading, the pltadeisd “a
tragedy of a destiny that the hero cannot evade, despite his best attempts b Ho so0.”
seems to me that by pointing out Oedipus’ “best attempts” Segal also shows his
awareness of the free will, and admits that fate is not an all-determiniey pefore
which man is completely helpless. | especially applaud his understanding tratedy

of fate”, that

What we mean by callin@edipus Tyrannua tragedy of fate might be more
accurately phrased as Sophocles’ sense of the existence of powers workeng in t
world in ways alien to and hidden from human understanding.

And for Segal, one needs to recognize the importance of this power in the working of
tragedy. There are also voices among classicists against the kindmfetatgon that

centers upon fate and character or free will. Federick Ahl argues thauékgan posed

® See Knox’s other discussions on Sophoclean characters such as Antigone and Ajax
in The Heroic TempeMy 3rd chapter will discuss about fate and character in the
Oedipus Tyrannus

" Dodds, 1966, p. 37.

8 Burkert, 1991. p. 17.

® Segal, 2001. p. 4.

19 bid., p. 54-55.



by traditional interpreters of whether the play is a tragedy of fabé foee-will is wrong
headed and irrelevant® For Ahl, the question of fate does not exist, because he sees the
words of Apollo in theDedipus Tyrannuas a fraud which is fabricated by Creon.

The issue of fate is obviously not the focus in the reading of the Oedipus myth as
reflective of the scapegoat ritual. A human scapegbat;makosis expelled to purify
the cities during Thargelia and also during adverse periods such as plague aed fami
Based on this historical ritual, Girard went further to elaborate it into a sgial
theory that attempts to be all-comprehensive, which sees the expulsion of stapegoa
necessary when a society responds to its crisis in an attempt to return tdtpdfmal
Girard retells the Oedipus story as one reflective of the historigaégoat rituat> and
in his account the element of divine intervention is totally absent. Jean-aemamnt
also sees the reflection of scapegoat ritual in the Oedipus story and suggests an
anthropological reading of the pl&y.Vernant understands the ambiguity in the character
of Oedipus as resulting from two ends in the polar structure: the quasi-divine,
superhuman one, and the scapegoat, subhuman one. According to Vernant, although
neither of these two aspects is an innovation, Sophocles is quite ingenious in combining

these two features into one hero who represents the model of the human condition. The

1 Federick Ahl1991. p. 95.

12 For earlier discussions of such rituals, see Jane E. Harrison, 1921, p 20 on the
puppet kings; F. Fergussofhe Idea of a Theati@rinceton 1949, repr. Garden City,
NY, 1953), p. 39; and R. Parkédjasma(1983), 257-280.

13 Girard, 1986. p. 29-30.

14 J-P Vernant, 1988, pp. 113-141. (first published 1978.)



applicability of the scapegoat theory in interpreting@wsalipus Tyrannusiill be further
discussed in Chapter 2.
Methodology

The chief method of this study is literary analysis, which includes obaskng of
texts, attention to semantic fields, the analysis of story plot, and the coompairis
series of texts over time and across genre.

In addition, | adopt methods used in the discussion of folklores. Folklorists offer
some interesting reading of the Oedipus story. Vladimir Propp, a Russdamrigbiwho,
according to Lowell Edmunds and Alan Dundes, wrote “the first major folkloassay
on the Oedipus story”® lists other folklores which involves patricide, the trial of the
hero, and bride-winning, and sees the original Oedipus story in the folklorenptter
throne-winning through murder and marriage. Propp also noted the use of foreknowledge
in the Oedipus story. He admits the special importance of prediction in Sophocles’
Oedipus Tyrannyshere “the foreknowledge is organically linked with the entire plot,
while in the folklore material the prophecy is only loosely connectedPropp thinks
that the reason why oracles, forewarnings and prophecies are comgstiy \ahen
power passes from the king to the son-in-law from another lineage is that these tal
reflect a historical situation. Prophecy is also absent in the early statpesoafcurrence

of the patricide motif, before the establishment of patrilineal sotieByopp’s reading of

5 Propp, in Edmunds and Dundes (eds. 1983). p. 76.

16 :
Ibid., p. 83.
7 Ibid., p. 87. Propp’s samples are mostly legends other than classical Greek ones.



the Oedipus story aims to reinforce his idea of pre-historical social sTdgses
argument, as | quote Edmunds, “stands or falls on the truth of the historical development
he assumes* However, albeit his emphasis on the history of social stages, Propp points
out that theDedipus Tyrannuss treated as a story of fate because of the air of fatality
created in the play, although in essence and in historical terms it'is hotvell
Edmunds also sees fate in the narrative oftedipus Tyrannysand thinks that “the
tale’s air of fatality derives, not from its content, but from what might decc&tality of
narrative.® Propp and Edmunds’ attention to fate from folklorists’ perspective specially
calls our attention to Sophocles’ handling in a literary masterpiece. Inuahy; st
especially in Chapter 2, | pay special attention to how Sophocles shapes higenancht
works up the sense of fate.

Especially illuminating is the study of Lowell Edmunds of the role of the Sphinx
in the Oedipus legend. Edmunds examines a variety of medieval and modern folklore
versions of the Oedipus story. Following the method of Aarne and Thompson,
Edmunds also adopts the simple method of “segmenting the narrative into motifs”

which greatly facilitates comparison of different folktale versfdnEdmunds’

He is also aware of exceptions like the prophecy to Oenomaus, though he sees these
few exceptions as proof that “our hypothetical oracle is not a fiction, but ratieer g

in the nature of things”.

18 Edmunds, 1985. p. 23.

9 Propp, in Edmunds and Dundes (eds., 1983). p. 111.

20 Edmunds, 1985. p. 38.
2L Edmunds, 2006. p. 5.



method is helpful in that, instead of viewing the various elements in the Oedipus
story as self-contained, he demonstrates the importance of tracing the ofrigaah
element, sometimes even beyond the Greek context. Like stories of many Greek
mythological and legendary figures, there is no fixed, authoritative text for the
Oedipus story. For example, Oedipus’ self-exile, on which depends the scapegoat
reading of the Oedipus story, is seen in Sophocles; but there is no standard version of
it as such. The self-exile is not only absent in Homer, but also not seen in Euripides
One should not equate the tragedian’s literary representation with histacicador
view the text as something inherited from earlier versions and kept indaicipt the
method of motif segmentation in my discussion of the function of fate in the structure
and characterization of ti@edipus Tyrannus.
Plan of the Book

Chapter 1 examines groups of words and phrases used to express the idea of fate
in thelliad and theDdyssey!l first analyze the Homeric diction and phrasing
concerning the idea of fate. | specially address the formulaic langgagden
Homeric epics, and the relationship between fate and Zeus. Next | discusétitng shi
ways in which “fate” is represented in the Theban plays, especidllgdipus
Tyrannus The concept ofoyn, “chance”, is introduced as the opposite aspect of fate.
Oracular consultation, or advice from mantic figures, to a large extentttekpkace
of omen-reading in Homer and becomes the major means by which mortals learn the

will of gods. In tragedy, oracles become an important representation.dfdide



examine the mantic figure, Teiresias, and his role in the Theban plays ionré&bat
the prediction of fate.

Chapter 2 discusses how fate functions as a structuring devdelipus
Tyrannus | begin with a discussion of fate and its function in plot in literary works. |
also talk about the role of the Delphic oracle as a later addition to the originpL®edi
legend. In this chapter, | follow the method of Lowell Edmunds and break down the
Oedipus story into its constituent motifs. | trace the development of each motif i
literary works before or contemporary to Sophocles. In doing so, | wish to
demonstrate Sophocles’ inheritance and innovation in the different elements of the
original Oedipus legend.

Chapter 3 discusses the interaction between fate and character. Litetkesy wo
from Homer till Sophocles give different representations of Oedipus’ imageel t
the change of Oedipus’ image and demonstrate how the image of Oedipus hinges on
the shifting role of the Sphinx, especially how the riddle-solving episodessriet
myth of Oedipus’ intelligence. | proceed to examine the character of Sophocles’
Oedipus in comparison with that of Odysseus inQdgsseyThe comparisons focus
on the following episodes: first, Odysseus’ consultation of Teiresias in thenortte
and Oedipus’ consultation at Delphi as well as his confrontation with Teiresias;
second, Odysseus’ encounter with the goatherd in book 17 Gidysseyand
Oedipus’ encounter with Laius at the crossroad; third, Odysseus’ defeat of

Polyphemus and Oedipus’ defeat over the Sphinx. The comparisons aim to analyze



the nature of Oedipus’ intelligence, the other traits in his personalityglaasshow
his character interacts with destiny.

Chapter 4 examines the significance of fate inQledipus Tyrannum a larger
context of the fifth century social and historical situation. | first azeatie
fulfillment of fate in theOedipus Tyrannuas an inevitable force. On the one hand,
Jocasta’s skepticism does not constitute a serious doubt to the belief in Delphi,
because Greek divination always involves the active participation of humananitiati
The skepticism of messengers or interpreters of a divine prediction does ridhequa
skepticism of the god. On the other hand, unlike Aeschylus or Euripides, Sophocles
minimizes the family context, and represents Laius as innocent. Picking up the topi
of innocent victims of fate, | also discuss the description of sufferings in extraart
Attic tragedies, and the possible social background of it. | then proceed to the
changing values of heroism from Homeric epics to tragedies. | end the chdbtar
discussion of Oedipus as a domesticated civil hero who gives significanceino life

face of the inexplicable sufferings of mankind.
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Chapter One: Fate in Homer and Attic Tragedy—Semantic Represestation

The present chapter addresses the semantic representations concerdee dhe i
fate in Attic tragedies, especially in tBeedipus Tyrannysn comparison with
Homer’slliad and theOdysseyThe difficulty of the chapter lies in the fact that it is
an attempt to analyze the semantic terminologies used in literary wankeerknd
the tragedians are poets, not theologians or philosophers. It is not their concern to
keep a consistent system for the idea of fate; and they might tailor thesssions
for poetic and dramatic concerns. Still, though it is not the poets’ primary concern t
maintain a vocabulary of fate faithfully reflective of a systematioltdwy, what they
use to represent fate does have important significance in our understanding of the

concept.

1. The Representation of Fate in thad and theOdyssey

I begin with words and phrases which denote the idea of fate in Homer. It is a

topic that has been heavily discuséedhus my attempt is less to repeat what is

22 According to B. C. Dietrich (1965), E. Leitzke is the first to examinentiels and
expressions in Homer that signify fatelqira und Gottheit im alten Griechischen
Epos: Sprachliche Untersuchungediss., Gottingen, 1930). For a summary of
Leitzke’s grouping, see p. 184 of Dietrich (1965). Dietrich hiindescusses the
Homeric expressions for fate on pp. 249-83, examining each relatedseachately
and believes it necessary “in an examination of the Homeric viordate to separate
the two epics” (194) due to their different subject matter. Gitlgmificant discussions
include: E. G. BerryThe History and Development of the Concepisaf nopa and
Osia oyn Down to and Including PlatqChicago, 1940), which specially focuses

11



generally agreed upon than to offer some new perspectives and to raise proldems les
talked about. In thdiad and theOdysseythe concept of fate as we later understand is
represented by the following groups of expressions. First, words that oigiresin

“a share, a portion”. While they have not totally deviated from their origneaning,

they also gradually gain the meaning of “fate”. These words, togettretheir

derivatives and related phrases, are as follows:
poipa < peipopat
derivativesuopnyevic, éc;* poipa €oti(v)
pnopog <ueipoplon
derivatives£ppopog, ov; Aupopog, ov; WKLLOPOG, OV; SUGAUIOPOG, OV; KALLILOPOG,
oV; HOPGIOC, OV; UTEPLOPOC, o, OV; HOPOC EGTL
aloa < isdodo, icog, originally used to denote a share of sacrificial meat
derivatives:aicoc, ov; &vaicwuoc, ov; €Eaiclog, ov; aicviog, ov; UnEp aicav; kat’
aloav

In Homer these group of words have never totally lost their original meahing
‘part’ or ‘share’®® The majority of these words are used in their original sense, as
share or portion. The most common usages include the division of materialassuc
food or bootie€? the dividing of time, such as a portion of the nidhad 10. 253),

the dividing of space, such as the lalidd 16. 68), or even the division of power

between Zeus, Poseidon and Hadkesd. 15. 195)a7<sa andpoipo are also used in

on¥sia nopa andbeio royn but has a longer time scope, and William Chase Greene’s
Moira: Fate, Good, and Evil in Greek Thougtil944), which arranges the study of
moira according to each author and work.

2 e.g.lliad. 3. 182.
24 Berry, 1940. p. 1.
%> Examples of foodtliad 1. 468, 6020dysseyt.97, 5.40, 8. 470, 11. 534, 14. 448,

15. 140, 17 258, 335, 19. 423, etc. Examples of bodlied:18. 327,0dysseyil.
534.

12



the sense of “due measure”, to indicate the idea of order, regularity, and prpriety
Thus phrases likeata poipav andkat’ aicav indicates a speech and action that is
done “duly” or “properly”?’ while Unép poipav anduntp aicav has the opposite
meaning of something done unfittingly, improperly or unduly. Many of their uses are
formulaic; phrases likeata poipav andkart’ aicav are used interchangeably,
probably for variation. Occasionally, variations of such phrasesvasfpn” (lliad
19. 186) or £v aion” (lliad 9. 378), are also used. Althougbpoc is not used in the
sense of “due measure” or “share” in Homer, there is indeed the derivative of
Umeppopog to indicate something beyond fate.

It is worth noting that these words are often used in connection with death. James
Duffy points out that “Moira when used impersonally refers to death iHidldé, and
that the combinatiofidvaroc kai poipa occurs frequently in both poems of Horfer.
The same applies {®poc andaica as well. Examples of this kind of expressions

includes Héavatog kol poipa”,? “pévoc kai poipa”, > “Oavatov te popov”, 3t

“aiowov Apap”,*2 and so off° poipa andaica can even denote death or doom

26 See also Winnington-Ingram, 1980. p. 155.

2" Forkota poipav, seelliad 9. 59, 15. 2060dyssey. 251, 3. 331, 4. 266, 7. 227,
and so on. Fokat’ aicov, sedliad 3. 59, 10. 445, 17. 716 and so on.

28 Duffy, 1947. p. 478.
29 e.g.lliad 5.83, 17. 478.
%0 e. g.Odyssey1.24.

31 e. g.Odyssey. 61, 11.409, 16. 421, 20. 241.
32 e. g.lliad 8.72, 21.100, 22.212.

13



independentlyl{iad 4. 517). Some of the expressions used in this meaning are
clearly formulaic, applied with little or no variation to similar situatiossinasuch
phrases astopevpeoc OGvartog kai poipa kpator”,** or “poip” dGion”. >

But why do these words come to be connected with death, and how do they relate
to the notion of fate? B. C. Dietrich believes that there is “the early populasfidea
fate= death”. He examines the chthonic relation of the deities of fate tdénd t
“elementary aspect” of moira which has been obscured by liter&tunehis
discussion ofwipa, he argues for the traces of popular belief in and after Homer, and
claims that Moira might well originally have meant ‘the share of deaffi”Dietrich
studies the personified goddesses of fate, the Moirai, and thinks that they were not
well-established goddesses of destiny from scratch, but used to have influence only i
limited aspects of life. Gradually, they extended their offices, beginnitgtixe
giving of death, until they decided the important moments within the life offnen.

And by the time of Hesiod, they had secured their place as the “comprehensive

goddesses of fate in the Olympian genealogy, ascending from the chthonic geddesse

3 For more examples, see alsad 21. 133, 22. 13, 24, 428, and so on.

3 |t appears iliad. 5. 83, 16. 334, 20. 477; 16. 853, 21. 110 and 24. 132, without
“moppvpeoc”.

% |t appears ifDdyssey.100, 3.238, 24. 29, 135.
% Dietrich, 1965. p. 90.
3 Ibid.

% |bid., p. 87.

14



to the new system of the Heavenly deiffesThe logic of Dietrich’s judgment,
however, is not completely convincing, since his sources are mostly grave
inscriptions, which naturally have a primary connection with d&athalso find this
explanation hardly applicable tdoo anduopog, which are not a personified deity in
popular culture, but used almost indiscriminately witipa to denote death.

Thus there is no solid proof as to which comes first—whether these words
acquire the meaning of fate because they have been associated with death, or the other
way round. Still, it is hard to deny that death is the most important share of man’s
universal faté! Walter Burkert, talking abounhoira andaisa also points out that
their meaning of “portion” proclaims “that the world is apportioned, that boundaries
are drawn in space and time,” and that for man, “the most important and most painful
boundary is death: this is his limited portidA”Thus it is not surprising that the most
frequently used words for fate is often used in the sense of death.

Second, there is a phrase that does not literally mean fate but convey sieh an i
in the context of epics: thedg PovAr|. To understand this phrase demands a

discussion about the relationship between gods and fate in Homer. In Homer fate

% |bid., p. 82.

0" Atkins (1968: 195) also points out that most of the inscriptions are grave
inscriptions: it is hardly surprising to find Moira concerned with death here—and me
do not set up inscriptions to commemorate other aspects of their life in which Moira
might be concerned.

1 See also Price and Kearns, 2003. p. 589.

2 Burkert, 1977. p. 129-130.
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seems to be a power independent from the gods. At times there are things out of the
control of gods: Athena, disguised as Mentor, says that not even gods can fend off
death which comes to everyone alike, onegiy’ 0ion” fastens it upon him (3.

236-8). Death, as an important aspect of fate, seems to be out of the control of
Olympian gods. At times gods and fate seem to be one power, or that gods$ycan ful
determine the course of fate. A mortal can be overcome by the doom of the gods
(“noipo 0e®v”, OdysseyB. 269); and gods’ decision can determine or change the fate
of a man or a cit§® Some critics attribute the irreconcilability of the inconsistencies
in this power relationship to the poetic nature of Homeric epics, and that “express
statements about the relationship of fate and the gods are often actuated ot by an
theory of the poet but by the dramatic needs of the morfitr8ame other critics see
the distinction as between a vague destiny and an operative god, with the gods
approachable and touchable by prayers and sacrifice, and destiny inexorable and
immovable®® Still, no immortal seriously contradict or change the course ofAate.
sometime gods’ interference is said to guarantee the fulfillment oFfaseidon

rescued Aeneas from the battlefield because it was not Aeneas’ tidetherel{iad

20. 302)%°

43 e.g. about a matijad 16. 431ff and 20. 310-2; about citiéiiad 4. 37-67.
* Berry, 1940. p. 1

> See Winnington-Ingram, 1980. p. 152; Bushnell, 1988. pp. 59-60.

% However, this example could also be explained pesafactaattribution

(Redfield, 1994. p. 271) of an event to the interference of gods. More discussion on
this will follow in the next chapter.
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Moreover, Gods might disagree with each other, take different sides in human
affairs, but they submit and concede to the rule of Zeus. As the lord of all inenorta
(lliad 4. 61), Zeus has the power to do things even when the other Olympians do not
approve of themlifad 4. 29, 5. 30) and no other god has the power to contradict him
(lliad 4. 55-6). Among the immortals Zeus gives the mightiest toketyitov
tékpop”, lliad 1. 525-6); once Zeus nods his consent nothing will be revocabile,
illusory or unfulfilled*” When Odysseus finally arrived at his homeland, Poseidon’s
anger is less because Odysseus achieved his nostos than with the fadhaldedrme
easy and comfortable sail, well attended by the Phaea@atysgeyl 3. 131ff).

Poseidon does not intend to take away the homecoming once Zeus has nodded his
accent. Gods may interfere “beyond fatéiafl 20. 336) according to their likes and
dislikes, but they do know and accept the fate of a character or an event; one might as
well see the gods’ function as a means to add dramatic effect in the soAfict

James Redfield points out, “Zeus of ordinary belief is a figure parallated’f The

gods’ will as unified by the will of Zeus, thaoc BovAn, is thus a variation of the

many Homeric expressions for fafe.

Awog Bovin appears in the opening lines of thad, laying down the whole

470U yap &udv nalwvéypetov 008’ dmotnAOv

o038’ Arehevnrov O i kev keolf) katovedow. (lliad 1. 526-7)

8 Redfield, 1994. p. 271.

9 The phrase could also be used in a more specified context. When Ares and other
gods are refrained from participating in the battle of mortals, theyare Ai0c

BovAfictv €glpévoc”, held fast by command of Zeukigd. 13. 524). This is a usage

not in the sense of fate.
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framework of the epic and the events as predetermined. It is used twice in the
Odysseyone in Odysseus’ false story to Eumaios (14. 328-331), the other in his lie to

Penelope (19. 297):

0V &’ €¢ Awdwvnv ¢ato PAuevarl, Oppa Oeolo

€k 8pvo¢ UykOpoto Ad¢ BovAny Ernaxolsat,

Onnwg vootiost 10aknc & miova Sfpov

(0nmwg vootioete pilny & matpida yoiav in Book 19)

Ao SRV Ancwv, A Aueaddv Ae kpuendov.

But he said Odysseus had gone to Dodona, to listen

to the will of Zeus, out of the holy deep-leaved oak tree,

for how he could come back to the rich countryside of Ithaka,

in secret or openly, having been by now long absent. (trans. Lattimore)

The two passages are almost identical except for the variation of one line, and the
contexts involved are similar. Odysseus, telling false information aboutlhimse
reports a story of Odysseus going to Dodona “to listen to the will of Zeus” for
information about his homecoming. The subject matter under concern here, the
homecoming, does not equal Odysseus’ fate, though it constitutes an important part of
it. But the way the epic describes this practice suggests that othesasfate could
also be consulted by seeking thec fovin in this manner.

Third, there are images and metaphors which represent the workings of fate.
Three images are used in Homer: the jar of Zeus, Zeus’ golden scales, and the
spinning of fate. Zeus’ jars occur only once, when Achilles speaks to Priam about how

gods distribute sorrows to mortals in book 24 ofltiael:

dotol yAp te mibor kartokeiotor £v AtOc 0Udet

SWpwv olo, Sidwot kaxdv, Etepoc 5& Edwv:

® pév « dupitoc 5wn ZeUc tepmucéponvoc,

aMote pév te kox® O ye kUpetar, GAhote & EcONMD:

There are two urns that stand on the door-sill of Zeus. They are unlike
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for the gifts they bestow: an urn of evils, and urn of blessings.
If Zeus who delights in thunder mingles these and bestows them
on man, he shifts, and moves now in evil, again in good fortune.
(527-30, trans. Lattimore)

The arbitrariness of fate is greatly emphasized by these jars frorm s
gives good or evil. Again, despite the much debated question as to whether Zeus is the
ultimate dispenser of fate, or merely the executioner, Zeus is closaiyd ¢b the
working of fate. In other places of both epics, the wadbdc is extensively used as
the wine jar, a daily, common utensil; only the jars of Zeus can distribute good and
evil, and constitute an image of fate.

And this is not the only case Homer adopts images from daily life to describe the
intangible notion of fate. The same is true with the golden scales of Zeus. The word
tdAavtov refers to a definite amount of gold, and this meaning is applied to various
situations in both epic¥. Taravtov can also mean balance, and in plural form it
means a pair of scales or a balaffc&@he use irlliad 12. 433, a metaphor describing
a widow’s careful balancing of the wool, suggests that it is also a common, daily
image. Again, its connotation of fate requires the connection with Zeus; it is only
when it refers to the scales of Zeus—which is also always described as golde

(“ypvoewa”), that this homely image becomes the looming image of fate. Though

*0 Cuncliffe (1977: 372) gives examples of these usaghigih9. 122-264, 14. 507,
23. 269, 614, 24. 23D dyssewt. 129, 526, 8. 393, 9. 202, 24. 274.

51 1LSJ, 1940 (9 Edition). p. 1753. For examples, dtad 9. 122, 264, 18. 507, 23.
269, 24. 2320dyssewt. 129, 8. 393, 9. 202, 24. 274. In post Homer writers, the
tdAavtov was both a commercial weight (differing in different systems), and also the
sum of money represented by the corresponding weight of gold or silver.
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absent from th@©dysseyit occurs four times in thiéiad,>* one of which figuratively

in the perception of Hector (16. 658). The familiarity of the image enhdmees t
vividness of the situation and brings images to the audience’ mind. Dietrich thinks
that it also helps “introduce the idea of balancing a decision, important inubissr

of the poem™? In addition, the golden scales are also viewed as a “poetic device”.
They raise the tension at a critical moment in the narrative by appéaigneate a
momentary doubt, while in fact the outcome of an event firmly remains in the control
of Zeus® Thus the golden scales of Zeus, together with Zeus' jars, well work out the

randomness of fate as executed by Zeus:

atdp 0e0g AAhote AAAW

ZgUg Ayad0v te kaxOv te S1d0l: SUvator yap dravta

Yet divine Zeus sometimes

gives out good, or sometimes evil; he can do anythiddy$sey. 236-7)

Furthermore, the image of spinning is also used to describe the working of fate.
Despite the later personification of fate as three female spinneremerthere is no
such connection between spinning and the personification of fate. According to
Dietrich, there did not exist in popular belief a fully developed concept of a divine
figure as a spinner of general fate which the Homeric poets might have takén ove
Spinning in Homer is not associated with any one god, nor does it particularhyerequir

a female agent. The one who does the spinning could be @dyssey. 207-8), or it

52 Seelliad 8. 69= 22. 209, 16. 658, 19. 223.
>3 Dietrich, 1965. p. 295.

>4 Price and Kearn, 2003. p. 589.
% Dietrich, 1962. p. 93.
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could also be the gods in general, weaving misery for men:

g yap EnsxAoavto Ogoi dsthoiot Bpotoict

{wetv Ayvopévorc: altol 8€ t Axndéeg sioi.

Such is the way the gods spun life for unfortunate mortals,

that we live in unhappiness, but the gods themselves have no sorrows.
(lliad. 24. 525-6. trans. Richomond Lattimore)

aaa Osol SvOwao1 ToATAAYKTOVS AVOPWTOLC,

onnote kol Pactrelow Enucdwomvion OilUv.

Yet it is true; the homeless men are those whom the gods hold

in despite, when they spin misery even for princes.

(Odyssey20. 195-6. trans. Richomond Lattimore)

And in Book 7 of theDdysseythe “heavy spinners” together spin destiny at birth
(“oi dica ... KADOES T Popeior”, 197-8). Considering the vast amount of vocabulary of
the craftsmanship in Homer, spinning as an everyday, familiar image among the
ancient Greeks might have been applied to the concept of fate first as a convenient
metaphor, and then gradually became a fixed image.

It is interesting to note that there are a lot of concrete ideas and imageddily
life in representing fate, or the workings of fate, either a portion, or al@aand
the scales. Interestingly, these images are not commonly used irrdgady.

Perhaps this is because epic allows more room for the imagination of the atdience
do not need those images to be actually performed out. Still, tragedies could as well
refer to these images in dialogue without actually putting them on staged@amgi

the fact that moira is not yet personified into a concrete deity in Homgpatsible

that these quotidian images are used as various attempts to supply concreiigsd im
for an abstract concept.

Fourth, in Homer some words for fate reflect its negative aspects, digpecia
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deathxnp is the goddess of death, hence also means ruin and fate. Its usage is often

connected with death and the underworld, a®évdrov kai kfipa péravav”,* and

“xnpi dapelg Aidocde PePrker”.>” oitog possibly comes from the verb “to conté”,
thus to mean what comes to or befalls dhepoc, with the stemrer-, refers to what
is “appointed or falls to one® thus used to mean the lot that falls to one. Its
derivatives includeavdmotuoc andanotpog. Fornotpog, we might as well say that
death is the most important and most painful thing that falls to one. | have discussed
the connection of fate and death in the first group’s discussion. Words in the fourth
group are used almost exclusively in the sense of death and doom. More loosely,
téhog, a word of boundary or limit, is often used in the sense of death, thus considered
in connection with faté°

The etymological source demonstrates some important Homeric concegits. of f
These begin with the inevitability of fate, as suggestegolpo andaioca: everyone
has a share of fortune, a portion coming to all humans. Next is the super-human nature

of this power of fate: it is something imposed upon mortals from an outward force, a

power which falls on us all, to which mortals are merely the passive object, as

*¢ “death and black doom”; s€&dyssey. 283, 3. 242, 15. 275, and 24. 127.
>" “hy doom has gone to the house of Hades GegsseB. 410 and 6. 11.
*8 For a fuller discussion of the word, see Dietrich (1965: 338).

> Price and Kearns, 2003. p. 589.

%0 Examples includeliad 3. 309, 5. 553, 9. 411, 416, 11, 451, 13, 602, 16. 502, 22.
361 andOdyssew. 326, 17. 476, 24. 124.
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suggested byotuog and the phrases and images connected with Zeus.

Two aspects are worth noting in Homeric expressions for fate:

First, Homeric expressions for fate have clear features of oral caroppand
could be formulaic. However, | believe it incorrect to over emphasize thieamiec
aspect of formulae or to argue that all formulae are perfunctorysiloe application
of formulaic phrases solely concerned with meter but with no regard faoteaor
occasion. Formulaic language about fate also fits the identity of eachteharac
example, in Book 7 of th@dysseyAlkinoos tells his fellow Phaeacians that

Odysseus should be safe on his way home with their convoy, but:

.. .&v00 & Emertal

neioetan, oca of oo kord KADOES Te Papeion

Yyvou€v Vi cavto Avw, Ote pv té€ke pmp.

... but there in the future

he shall endure all that his destiny and the heavy Spinners

spun for him with the thread at his birth, when his mother bore him. (196-8)

This speech is very similar in structure and vocabulary to a speech obHera t
Poseidon and Athena in tHead 20, saying that Achilles should be kept from harm

from the Trojans on that day, though

.. .Uotepov alite 10 neioeton Good ol dica
Yryvou€ve Enévnoe Mvw Ote pv téxe pATnp.
.. . Afterwards he shall suffer such things as Destiny
wove with the strand of his birth that day he was born to his mother. (127-8)

The identical structure of the two passages shows a similar tone: thentutilco
of the present situation and certain knowledge of something to happen. As many have
noticed, the Phaeacians are close to the gods; and this is the only case in the two

Homeric epics that mortals speak in the same formula as the gods do. Time way i
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which Alkinoos talks betrays the divine aspect of the Phaeacians.
There are also formulae applied only to Hector and Patrocles. The phedsef us
Patrocles’ death in 16.855-8 are the identical to the terms used to describesAchi

slaying of Hector in 22. 361-%:

¢ Apo. v eindvta Téhoc BavaTolo KAADWE:

yoyn & €k Pebéwv mrapévn Aidog 6 PePrixet

Ov otpoV Yodwoa Mmols Avdpotiita ol APnv.

70V kol tefvn@rto Tpoonvda paidipog Extop (in 16. 858)

(tOv kai te0vn@ta Tpoonvda dlog Ayiddeng in 22. 364)

He spoke, and as he spoke the end of death closed in upon him,

and the soul fluttering free of his limbs went down into Hades’ house
mourning her destiny, leaving youth and manhood behind her.

Now though he was a dead man glorious Hektor spoke to him: (in 16. 858)
Now though he was a dead man brilliant Achilleus spoke to him: (in 22. 364)
(trans. Lattimore)

Many warriors die in battlefield in tHéad, but only the deaths of Patrocles and
Hector are described with such words. Their fall in battle, one triggeriratibe
foreshadows and leads up to the death of Achilles which is not explicitly depicted but
has been looming large throughout the epic. These formulae are used not only to
project the special significance of Patrocles’ and Hector’s death, but dist & the
fate of Achilles, the main hero of the book.

On the other hand, formulaic language about fate is indeed many times used in its
general sense. Mortals do talk a lot about their own or other people’s fates, but with
few exceptions their language is normally unspecific. They talk about féteawi

tentative tone, giving perfunctory laments or making vague comments both about

51 The phraseviiv all 04vorog kai poipa kyéver” describing Patrocles and Hector at
lliad 17. 478, 672 and 22. 436 is another example, though less obvious.
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themselves and about othé&fsln theOdysseyespecially, many people talk about
Odysseus in a general, speculative way, using such words and phraseftesi"ibr
“evil destiny”:®® yet they do not really know about his fate.

However, this kind of vague and unspecific language about fate does not occur in
the language of those who have true knowledge of fate. The immortals talk about fa
in a more specific, assertive way. Thetis laments to her son that hiadifistshort
but not long: YU tot dica pivovod mep ol T pdia 8Av” (lliad 1. 416); Apollo warns
Patroclos of his fate (?). Gods’ language in talking about fate is detafadteland
clear—either of a man or of a family or of a city. This puts them higher than the
mortals whose knowledge is just as confined as their life span. As Bernard Knox
rightly comments, “real knowledge is what distinguishes god from fifan.”

Such knowledge of fate may not be confined to gods, and is also held by beings
who are favored or inspired by the divine. So Hera put a voice to Achilles’ horse,
Xanthus, who even predicts Achilles’ death with accuracyu@ssipov €t 0e® te
xal Gvépt” (19. 417ff). Moreover, the narrator also talks about fate in an assertive,
unambiguous way, making comments on specific situations. In many cases, the

narrator clearly indicates the outcome of a future event or the destingéanc

character. The narrator, or the poet, has full knowledge of fate in the context of the

%2 e.g.lliad 5. 209, 6. 487, 9. 245, 19, 315, 22. 60, etc.
%3 e.g.0dysseyl. 166, 2. 351, 7. 270, 11. 216, 20. 194, 24. 290, 24. 311, etc.

% Knox, 1979. p. 107.
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epics. Thus in attributing a certain event to the gods, the poet commonly names the
particular deity concerned, while the a particular character speaking tiane
usually gives the nantizég, bcoi, Zeus, obainwv to the deity which he felt
responsible for a certain welcome or unpleasant occurrence in his life anéplans
The narrator, with full knowledge of characters’ fate, use less formutajadae than
the average mortal character.

Second, it is important to note that in Homer not all predictions are about fate, nor
do they always reveal the gods’ true intentions. Homeric charactergerereens
about the future through signs (often the flying of birds), through soundslyusual
thunder), through dreams, or even from gods directly who appear to mortals
themselves either in disguise or directly. These signs, sounds, dreams and divine
epiphanies could be no more than instructions for the immediate action, a revelation
of some hidden or unknown fact, or a token of Iffckt may apply only to the
immediate future but does not have long term valffitfhese temporary omens may
reflect part of Zeus’ grand plan; they could be false and sent to misleadsnastal
Zeus' dream to Agamemnon in Book 2 of thad (786ff).

Apart from a few exceptions, most such omens come at their own accord; the

% Jorgensen’s original study is dtiermesxxxix (1904), 357ff.E. Heden, in his
Homerische Gotterstydilso made distinction between the poet’s narrative and direct

speech of the characters in Homer. gtd. Dietrich (1965) 181.
% See also Nock, 1942. p. 477.

®7 See Bushnell (1988: 11) for a discussion of the “problematic temporality” of
Homeric omens.
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gods send them without being asked. However, in Homer people also learn about
their fate through another means, by deliberate questioning. This is the \o$iéing
person or a special place that has prophetic powers. Ddeseyil. 90-151,

Odysseus went into Hades, “to consult with the soul of Teiresias the Thelpag (“
ypnoouévoug OnPaiov Tepesioo”, Odysseyl0. 492). Menelaus also made efforts to
catch Proteus and consulted him about his homecoming (4. 384-569). In Odysseus’
false story to the swineherd and Penelope, he described the hero’s journey to Dodona
to inquire about his return from the oak tree of Zeus. In all three examples above, the
journey to a special location is required for the inquiry, and the information is
conveyed through a special medium, either a person or an object. These feature
remind us of the practices in the consultation of an oracle, a topic which will be

subsequently elaborated.

2. Fate’s Representation in the Theban Plays

I now turn to the semantic representation of fate in Attic tragediesheOone
hand, words such asoao, noipa, popog, and their derivatives, are extensively used.
The notion of an allotted share or portion still exists, though it is not as extensively
applied to all spheres of life as in HonfiHt is several times applied to the share of

burial. InAjax 1327, Teucer would not leave Ajax’s corpg@éipov”, and in this

® For examples, see AeschylBsven against Theb@47,Libation Bearere®238,
Eumenide$52 “anopoipoc”, 476, Prometheus Boun@31; Sophoclesjax 927;
Euripideslphigenia in Taurisl491,Phoenician Wome610, and so on.
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context, to leave a dead body without its share is to leave it unBried.

These words are still often used in connection with death, either together with
words about death, in a derivative, or to describe death and doom by therffselves.
Aeschylus’ Prometheus claims he should not fear since death is not hiéﬁv)fabezz'f\z
oU popoipov” (Prometheus Bound33). In theDedipus Tyrannys aAeéipopog” (164)
is used to describe deities who are “warding off death”. Oedipus curses Laius
murderer to easily wear out higdiOv... Auopov... Piov” (Oedipus Tyrannug48),
and a life without filling out its share is a doomed one. Tecmessa talksiafjauas
a force bringing the death of her parentsii‘untép’ GAAn poipa OV dcavtd
te/xadeirev Adov Bavacipovg oikiropac” (Ajax 516). And in théDedipus at Colonys
noipa is used together with Hades, the fate of HadA®{¢ ... poip(a)”, 1221).

xotd poipav andkart’ aicav are no longer used in the sense of due measure to
describe the propriety in speeChThere is one case @éit@l poipav used to indicate
the allotted orderRhesu$45=564). Formulaic usages involving words and phrases
of fate, though frequent in Homer, are rare in tragedy, although there are sospe case
especially in the lamentation of fategven against Theb8%5-986).

In Attic tragedyuoipo needs to be distinguished from the weign, which is not

% See also EuripideSuppliants309, Sophoclentigone1071.

0 For examples, see AeschyRersaed17,Agamemnori266, 1314, 1365, 1462;
EuripidesMedea987, 1281Hecubal96, and so on.

"L In tragedy the propriety of speech is often expressed through thétwgre.g.,
Eumenides 787-&u0 dixog nlv Enog /Elaxov.
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seen in Homer but frequently used in tragedyn is fromtoyydavew, “to hit the

mark, attain something”. It could mean the act of a god; it is also “regarded as an
agent or cause beyond human contf6lThe word could either be fate or

providence, or the impersonal force of chance. It could also independently indicate the
either end of fortune, the mischance and destruction or luck and good fdrtEae.

this reason, its derivatives often have prefixes indicating good or bad fortune, as i
gUtuyia, Svotuyia, Suotuyelv, eltuyelv and others; and it is also combined with
adjectives to indicate the quality of one’s fate or fortune (&/agnen of Trachi827).

This suggests that the word has, or used to have, a neutral sense which could turn into
both directions. Berry also argues that the meaning of pure chance is an independent
development among the pre-Socratic philosophers, and in manywagasneans

fortune in the neutral meaning, either good or bad depending on its combination with
adjectives. According to Berry, the word was, in the earlier usages, moretshne
with the result of an action than with chance in caus#liffhe sense of result instead

of active causality is still seen in Attic tragedy; for example, iesagAjax 1028, or
Philoctetesl418, the word is used to indicate accomplished facts.

In Aeschylus, the differentiation betwegsipa andtoyn is not obvious (e.g.

2 1.SJ, 1940 (9 Edition). p. 1839. For example, Sophodkisloctetes1 326;
EuripidesMedea671.

3 For examples of destruction, $8edipus at Colonu$404,Electra48. For
examples of good fortune, s@edipus at Colonu$506,0edpis Tyrannu§2,
Philoctetes1418, 1069, OT 80, 1036, 773, 68¢ax 1028,Antigonel158, 387.
4 Berry, 1940. pp. 8-9.
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Sept. 505-6). In Sophocles, as noted by Berry, there is a distinction betwe&mthe
alone andsio toyn, and an almost complete disappearandzwfuoipa but the
increasing evidence oftaio toyn.”> We see it irPhiloctetes1 326, when
Neoptolemus explains the source of Philoctetes’ sickffe€ambined wittpeia, the
phrase represents the divinely planned order of the world as explicitly distinct f
random luckTboyn in Sophocles, on the other hand, is used to indicate pure chance or
accident. Jocasta talks about this chance as opposite to any predicable knowledge
(Oedipus Tyrannu877), and Oedipus proclaims himself as the child of fortune,
“nalida thg Toyng” (1080). When used as chance, it stands in opposition to fate which
represents the fixed order of the world. In Euripides, examples showothatand
toyn seem to be less distinguished Siappliant608-9, the chorus wishes fate to
bring low the one victorious in his luck. In this casigy is the random luck while
noipa represents a higher order. Yetam 153, uoipa in the phrasedyodd poipq”
may well be substituted hyyn to mean fortune or luck.

In tragedy, in addition to the singulasipa which indicates fate and acts as an
agent, the plural Moirai have become personified deities as the goddesstes’of f

They are not yet the Moirai as mentioned by Plato, who spins and sings the past, the

> Ibid., p. 25.
70«50 y@p vooeic 165" Ahyog €x Oeiag Toync”: “You are sick and the pain of the
sickness is of God’s sending” (trans. David Grene).

" e. g. AeschyluPrometheus Boun8l16, 8951 ibation Bearers306; Eumenides
724; Sophoclegntigone987, Euripidesphigenia in Tauri207 (where Fates attend
at the child’s birth)Bacchae99.
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present and the futur®é¢public617c). Fates in tragedy are not necessarily connected
with spinning, and the weaving image can be used to describe the sjndgjpdar
(Eumenide835). In the process of this personification, Hesiod seems to have an
important role, who according to Berry has a tendency “to create persohiidjares
and deifications of the old” and who subordinates Moirai to the all powerful Zeus as
his daughters and agerifsindeed, in tragedy, although there are personified
goddesses of fate, it is hard to say that fate is a power independent of theveill of t
gods. This point becomes clear by comparison with Homer. As we have deneohstrat
above, fate remains a power outside and independent of the gods although Homeric
gods have divine knowledge about fate and even have control and substantial
influence on it. In Homer it is nowhere directly stated that fate or destingstbove
the gods”® nor is fate subsidiary to the Olympians. Fate in Homer is often described
to make something happen independefitly.

However, the relationship between gods and mortals changed in post-Homer
literary works. As Berry argues, from the time of Homer on, the powieich control
human destiny have been attributed in an increasing degree to the godgyeantd

noipa, once to a great extent independent inlliad and theDdysseynow show a

8 Berry, 1940. p. 7.
9 Duffy, 1947. p. 478.

8 For example, iliad 24. 209 ff, Hecuba laments the destiny that fate spun for
Hector at his birth.
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tendency to be placed in subjection to the OlymptariEhings ordained by Fate are
also given by the god&(menideg892-3).The changing relationship between fate and
the Olympian gods has been reflected in the double lineage of the Moirai in Hesiod a
either the daughters of NyXlieogony214), or the daughters of Zedheogony
900): the daughters of Night, deities of natural elements, are synthesizdwinto t
Olympian system and are subjugated to its highest representative Zeus.

In tragedy, on the other hand, there are still traces of this shift. Aascthe
earliest of the three tragedians, did once mention Zeus’ subjectivity to dweifrat

Prometheus Bound

Xopdc: tic olv avaykng £otiv olakosTpOPoC;

IIpounOeUc: Moipou tpipoppot pvipovée T Eptvlsc

XopOc: ToUtwv Apa ZeUc €ty Ao0evEstepog;

[TpounBeUc: oUkovv Av €kpUyot e TV TEmpmUEVNV.

Chorus: Who then is the steersman of necessity?

Prometheus: The three-formed Fates and the remembering Furies.
Chorus: And is Zeus, then, weaker than these?

Prometheus:Yes, for he too cannot escape what is fated.

(515-20, trans. David Grene)

It is a rare example. Among the extant tragedies, this is the only plece Eeus
submits to the power of fate. Other than this one, fate seems to have merged into the
will of gods, and what is fated to happen equals what is planned by the gods,

especially Zeus and Apollo. As the chorus chants at the eadnoénides

ZgU¢ <0> mavonTag

oUtm Molpd te cvykatéfa.

Zeus the all seeing

met with Destiny to confirm it. (1045-6, trans. Richmond Lattimore)

81 Berry, 1940. p. 14.
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Literally, Zeus the lord of immortals walks together wiloipé. The will of the
Olympians, represented by Zeus, converges with the power of fate. In Esiripide
Electra, poipa and Zeus together decree doom (12¢8ipa is also described as
working together with Apollo (EuripideSlectra1301-2). Bushnell, when comparing
thelliad and theAntigone sharply points out their difference in depiction of fate and
the power of the gods. Thiead depicts a world in which the gods are inconsistent
and placable, while theoipa of mortals is forever fixed. IAntigone however, the
gods and fate are fused together into one implacable ¥ortke comment, though
focused on specific works, also reveals a difference between Homertemitaitedy
in general.

While the gods’ will and fate become one and the same power in tragedy, the
ways gods communicate to mortals are also different. In Homer godsteaealy
engaged in human affairs. They care about the welfare of their descendgmizkeéhe
sides with their gain or loss involved; they care about morals’ affairsgukeg care
about their own honor and pride. It is true that in Homer the immortals keep certain
distance from common mortals. It is occasionally hinted that the immddalst use
human speech just as animals carfffoA deity is specially marked out when
adopting human speech. Ino is said to have once been using human speée8y “

&nv Bpotoc aldnesca’, but now she holds degree of a godd€dyEseys. 334).

82 Bushnell, 1988. pp. 59-60.
8 In thelliad 19. 404, Achille’s horse Xanthus speaks only because Hera put human
voice in him.
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Circe and Calypso are specially tagged as goddesses who talk in humarfspeech.
Homer the gods do not dine with mortals; even with the Phaeacians and the Cyclopes,
who are close to gods, it is in time pastil'yap 10 ndpoc”) that the immortals used
to show themselves with no concealment and sit down to feast (7. 199-206). Still,
Homeric gods do reveal themselves to those they favor. Achilles and Odysseus
heroes of the two Homeric epics, are mortals who enjoy such privilege. In Book 16,
Athena’s presence is seen only by Odysseus but not even by Telemachubgsince
gods do not show themselves to everyons,ytip no ndviecot Oeol aivovrar
Evapyeic” (161). In Book 20, when Athena shows up under the disguise of Mentor, the
suitors were deceived, but Odysseus does recognize the goddess.

In Attic tragedy, however, gods become even more distant. Less involved in
human affairs, they look down on mortals with cool detachment, untouched by their
sufferings. Among the extant Attic tragedies, gods tends more andanoedar off
from the human world. Bushnell notices that “the Olympian gods appear less
frequently in Attic tragedy, and speak differently from the Homeric g&tddhe

® in early tragedy, as those Bumenidesvho walk the stage as

“participatory gods®
the chorus and main characters, are reminiscent of Homeric gods in tkieeyay

meddle with human affairs, yet are not seen in later tragedies. In Sophadses

8 Odysseyl0. 136, 11. 8, 12. 150, 449.
% Bushnell, 1988. p. 12.

8 Griffin, 1999. p. 12.
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already became less personal than Homeric §od@$ie intimate manner in which
immortals talk with human heroes in Homer is not to be seen. For example, in
descriptions of gods and the Trojan war heroes, Athena @diisseyeprovingly

praises Odysseus’ cunning (13. 291-3), claims that she cannot abandon him (330) and
even compares his mortal intelligence with her divine wit (296-9). Howevajain

Athena the goddess appears on a high platform, out of gigbitoc” (15) for

Odysseus. Indeed, Odysseus at first welcomes the goddess, whose voiceasetie de

to him of all gods ($1rt@tng €noi 0@V, 14), but the goddess’ treatment of Ajax

leaves him lamenting the shared yoke of runif‘cvyxatélevkron kaxf)”, 123) both

for Ajax and equally for every mortal. Here, Athena’s appearance ésntiirce the
unbridgeable barrier between men and gods. It is true that in Homer gods would als
punish those who made threats against the Olympian gods. For example, Apollo killed
the son of Iphimedeia and Poseidon, half divine as theyoahgséeyl 2. 305-320).

Yet in Ajax’s case, he constitutes no real threat to the divine as the twidieand
Ephialtes do. Athena only suggests the reason for punishment as pride in word and
action (127-8). She insists that Odysseus see Ajax’s madness so as to ptdé#h it
Greeks as a warningditm 8¢ kai col tvde meprpavii vosov/ wg nloty Apyeiototy

elodwv Opofic” (66-7). Athena’s warning in Ajax serves as a good example of the

emphasized distinction and distance between gods and men. In Euripides, e most

87 Bushnell, 1988. p. 13.

35



see the “framing god&® as the Athena iRlelenwho descends from high up to settle
the conflicts at the end of the play, or as the Aphroditéippolytuswho appears only
in the beginning, laying out her divine intention to the audience, while keeping the
characters involved in the dark.

The change of human-god relationship is revealed also in the use of certain
words. The epithet “god-like” is applied to many Homeric heroes, and forcaletri
variation a group of words and phrases are employedd<oc” (lliad 7. 136,
Odysseyl.324), vtifsov” (lliad 8. 275, 13. 791)&meikedoc Adavatoswy” (lliad 1.

265, 4. 394)Peosixerog (lliad 19. 155) andsiog (lliad 16. 798). It is applied
extensively to various men, highlighting any hero of importance at the moment.
However, such words are either absent in extant tragedy, as in the éaséceifog
@bavartowsty anddsosicerog, or used to describe a matt&rgchiniae1162), an object
(Philoctetesl40), or the divine (Euripide@restes420) instead of mortals. There are
exceptions. Jocasta, having committed suicide, is describédias Toxdotmc”
(Persael235); the chorus usedbsoc to describe Darius and Xerxes, dead or
completely defeated; and the word is also used to describe Antigone who h&s gone
her fate like a god,toic ico0éo1c cuyKAnpo hayeiv” (Antigone837), at a point when

she was led away and determined to die. In the above exceptions, mortals #ve descr
as “godlike” only in death, or in Xerxes’ situation, the word gains a sarcaetit ef

compared to his total defeat. One mortal who is positively described dkegod-

8 Griffin, 1999. p. 12.
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seems to be Teiresias, the godlike manti@y 9ciov idn pavry” (Oedipus Tyrannos
298). As will be discussed later, this is a fitting exception, since Tedreambecome
the symbolized figure representing divine will. Apart from these ekaeptno living
mortal is granted such epithets as the heroes in Homer enjoy. To Oediphgthe
priest in supplication cautiously clarifies that they do not judge him equal to gods
“@coiot pév vov oUk icovpevov” (31) but only exalt him as the first among men
“Avdp@v 3& mplrov” (33) and best of mortalPpot®dv dpiot’(g)” (46). Thus when
the dying Heracles recalls the prophecy from his father Zéusi ¥p v mpOpaviov
€k matpOg mAlay/ Qv Eumvedvimv undevog Oavelv Uno” (Trachiniae1159-60) he is
recounting a rare example in Attic tragedies of the way gods commurieate t
knowledge to men. After all, Heracles is half-divine, and in another play byrtree sa
author he shows up dgus ex machin@hiloctetesl408ff). Gods in Attic tragedies
are not only more impersonal, they are harsher and more distant, less approachable t
men; mortals are compared to gods in a much more cautious manner.

In many cases, especially in the Theban plays which will be the focus of this
study, the will of gods are more often stated through oracles. Oraclesgnise
represent the mortals’ attempt to communicate with immortals. Jear-RP&nant’s
discussion about a fifth century Greek attitude, though focused on speech and sound,

is telling about the function of oracles between men and gods:

The Greeks valorized oral divination; rather than techniques of interpreting
signs or aleatory procedures like the throw of the dice, considered by them to be
minor forms, they preferred what Crahay calls the oracular dialogue, ih tac
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deity’s word replies directly to the questions of the consuffant.

Bird signs, thunder sounds, and dream omens all require the professional skill of
interpretation. Except for a few exceptions, such omens come at their at¢bed, a
will of gods instead of humans. The oracular dialogue is different in these twaisaspe
Men actively pose questions to gods through oracles, to which they get answers which
address these questions. In this sense, oracles both offer a more direct way of
communication between gods and men and betray gods’ actual distance from mortals
Since gods seldom reveal themselves to men and less often explain their intentions t
mortals, there is the need to consciously seek their advice.

Now | proceed to discuss the specific god concerning fate in Attic trafyedy.
discussed above, in Homer a lot of the words and phrases of fate are in connection
with Zeus. Compared with his predominant power on fate in Homeric poems, Zeus is
portrayed with “greater stature and remoteness” in tragéti¥st Zeus is still
referred to as the source of sufferings on the stbgelfiniae1278); mortals pray to
him (Agamemno®73ff) as the one causing all and all effectihggmemnori486).
However, Zeus is never portrayed on stage, nor does Zeus directly relate with human
affairs. The daily images in the Homeric epics, which becamesamions of fate
when connected with Zeus, are not seen in Attic tragedies. Zeus’ primargtonne
with the expressions of fate in Homeric epics is replaced by Apollo’s primar

connection with fate in the Attic tragedies.

8 Vernant, in Zeitlin (ed., 1991). p. 311.

% Roberts, 1984. p. 86.
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This is in close connection with the worship of Apollo. Apollo, a main god
among the twelve Olympians, enjoys a large number of sanctuaries throughout the
Hellenic world, at Delphi, Delos, Didyma, Clarus, Daphni and so on. Of the many
sanctuaries of Apollo, the oracle at Delphi receives the most attention amshteh
in Attic tragedies. Despite the large number of oracles in Greece, the ior@Iphi
gets predominant importance, and is repeatedly referred to in Attic trag€dere
are indeed a few references to other oracles. The oracle of Zeus at Doddeaes
to several times! and in theDedipus Tyrannuthe chorus mentions the temple at
Abai (900) and the oracle of Zeus at Olympia (901). Considering the large number of
oracles extant in Greece, the oracle of Delphi does receive a disproportioned
prominence in Attic tragedies. The reason why Delphi gains such a predominantly
important place in tragedy is not cléaryet the rising influence of Delphi is
explicitly reflected in Attic tragedies. There is debate about ghestions people
asked and whether Delphi “declined” after the Peloponnesian Wars, but there is no
debate of its importance as a pan-Hellenic site.

Although the literary representation of Delphic oracles in Attic tragkifiers

%1 AeschylusPrometheus Boun669, 831; SophocléErachiniae1168; Euripides
Andromache386.

92 parker argues about the issue of objectivity, and thinks that the most influential
shrine lay outside the territory of the great classical city-statdsemaiise these had
no use for it, but because the most convincing prophecy comes from afar. (in
Cartledge and Harvey (eds., 1985). p. 300)
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from the historical practic®, | think it is necessary to further discuss a little more
about the worship of Apollo at Delphi. Apollo is believed to have multiple origins and
to have arrived at Delphi from somewhere else, and very likely a place outside
Greece’® Functions of Apollo’s sanctuaries include a larger variety than modern
people might imagine, and there was always no distinct line between religobus a
civic ones. The sanctuary of Apollo Aleos, north of South-Italian Croton, issaid t
have marked the northern frontier of the city and so also marked sovereigné&l as w
as to have been one of the main centers of regular public c&hfBise Lykeion in
Athenian suburbs was a cult-place for Apollo Lykeios, a gymnasium fotedtdad

an exercise area for troopss.

The oracle at Delphi had its role in inter-state gatherings and iretisdfi it also

% This will be elaborated later in this chapter and in fHeRapter.

% Plutarch records the practices at Septerion, one of three festivalplit Dhe
escorting of the boy and the journeying away and then back to Delphi was then, in
Plutarch’s days, interpreted in correlation with the dragon-slaying mytktiie boy

in the festival represents Apollo, and the journey to and back from the Vale of Tempe
represents the god’s wandering and purification. Some other scholars, angtiing t
Apollo originates from somewhere in the north, see the rituals as a reflectlmn of
god’s original arrival from the “Hyperboreans” —beyond the north winds, though in
the actual ritual the procession went no further than Tempe, that is, Th&sthigig

80). Apollo’s many sanctuaries in Asia Minor constitute a strong proof forigin or
outside Greece. The festival of the Hyakinthia at Amyklai in Lakonia was gkpollo

as an agriculture god (Guthrie 86), while the ancient epithet “Lykios"—the wol
god—implies an origin as the shepherd god (Guthrie 82). He was also worshipped as
a protector on the sea; according toktmneric Hymn to Apollathe god “first came

to Delphi in the shape of a dolphin, carrying Cretan priests on his back”, a legend
which echoes Apollo’s epithet as “the Dolphinian”.

% See Bremmer (1994: 29); Polignac in Alcock (ed., 1994). p. 16.

% Sourvinou-Inwood, in Marinatos and Hagg (eds., 1993). p. 13.

7 Morgan, in Marinatos and Hagg (eds., 1993). p. 18.
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had influence on colonizatiofi. However, the most famous function of Delphi was
to give oracles, a function which survives the change of déitiesiesthoods of a
certain god were always held by the gender corresponding to that of thEHgiy,

the priest of Apollo at Delphi, the Pythia, was always a woman. This might biaee s
connection with the name of Delphi, for the wobdX(po6c” meaning the “womb”,
which might indicate an archaic veneration of an Earth Goddess. It might be more
appropriate to have a priestess in the “womb” of worship. Furthermore, Simen Pric
suggests an association of female priesthood with the way oracles weeeedel
According to Plato, there are two kinds of prophecy, one is “through observation of
birds and by other signsPhaedrus244c); and the other is sent “through madness”
(Phaedrus244a), in fits of frenzy** The divine possession of the Pythia by Apollo
befits the common conception of the female gender as less rational and more easily
susceptible to frenzy.

It is exactly the prophetic function of Apollo and Delphi that receives the most

attention and delineation in Attic tragedy. Although Delphi as the oracle ofcApol

% Guthrie, 1968. p. 188.

% Apollo was not the first to deliver oracles at Delphi. Some legends say that Ga

was the first (e.g. see Aeschylusinienidestff; Euripideslon); others hold that it

was a sibyl named Herophile, who received her predictions from Gaia. Then the
oracle was succeeded by Themis, the goddess who later gave her gediptatAs

also said that between Themis and Apollo Phoebe, the Titaness, took post for a period
of time.

190 price, 1999. p. 68.
191 Bacchae298ff also mentions the connection between madness and mantic powers.
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may be ultimately giving the will of Zed§? fate in Attic tragedies has an immediate
conection with Delphic oracles and Apollo. Oracular consultation only hathkss
handful of marginal examples in Homer. According to Demodokos’ song,
Agamemnon consulted Apollo at Pytho at the beginning of the @dysse8.75-82),

but it is for this reason that critics tend to consider this episode as a latevraddd
“cannot have been composed before the eighth cenffiingince it is very unlikely

that “Bronze Age Pytho had any such institution, or even a cult of ApSficApart

from this example, although there are practices which resemble oraculatatomsul
there is no explicit mention of oracles or their visitation.

However, oracles and oracular consultations are prevalent in tragedies. Bushnell

describes prophecy as “the language of fate” in early histories ancf Plagsd

oracles, especially the Delphic oracle, are the major means of prophdsigrigie
that a distinction should be made between the literary representation of anadle
the historical one. Joseph Fontenrose’s study on Delphic oracles shed much insight on
this issue. He discussed the characteristics of historical oracles and tggereta In
contrast to those historical oracles which are most likely to be authentitji®el

oracles in Attic tragedies are mostly about domestic and profane niasteisd of

192 gpecially, for Zeus' role in th®@edipus Tyrannysee Segal (1995) chapter 8.
193 Fontenrose, 1978. p. 91.
194 bid., p. 4.

195 Bushnell, 1988. p. x
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religious or public affairs, and their mode of representation is more likely to be
ambiguous, even evasive in meaning, and not to be immediately understood by the
person concerneld® Delphic oracles in th®edipus Tyrannyss in other Attic
tragedies, are very much different from evidence we have now about the actual ones
in antiquity. The fact that tragedians use them so often in their works, yet tgsmn
as something different from reality, suggests that they have an important poet
function. We might cautiously draw the conclusion that oracles in tragedies, though
based on common practice, are less a faithful reflection of reality thambmkc
dramatic device. Oracle in Attic tragedies, especially in the Thebgs, glanstitutes
a major literary representation of fate.

Lastly, in the Theban plays in particular, the mantic figure Teirésias special
role in the prophecy and representation of fate. Teiresias seems to be onewf the fe
named professional manteis in extant Attic tragedies. There aralseferences to
other seers and diviners, but they are more often nameless and mentionedain gener
terms’®’ Figures like Cassandra and Prometheus also foresee future evetisy yet t
are not professional manteis, but exceptionally endowed with the skill of prophecy by
the divine, or a deity himself. Teiresia alone is described as a mtidahas divine

knowledge. In tragedy he seems to have become a symbol of prophecy, and every

19 Fontenrose, 1978. pp. 26-7 and 21-4.

197 philoctetes1 338 mentions dpiotépavtic named Helenus, who predicted the fall
of Troy. In addition, there are other nameless seers and diviners, likesthéuavtic

in Libation Bearers33 and therpoenng in Agamemnod09.
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Theban play has his role. The old mantis appears on stage over an amazingly large
extent of time. He is already an old man in the early days of Thebes, \alderu€,

the founder of the city is still alive (EuripidBacchag. He also advises Eteocles,
descendent of Cadmus five generations down (AescB®gusn against TheheShe
portrayal of Teiresias as participating in Theban affairs overaucimusually long

span of time makes him almost a symbolic figure.

Teiresias in th®edipus Tyrannuseems to be especially different in his source of
knowledge. InPAntigoneTeiresias is described to practice his skill just as other
diviners, following the bird omeng\ftigonel000). In theDedipus Tyrannys
however, although the angry Oedipus thinks that the old mantis gets knowledge either
from birds or gods @n’ olov®v” or “€x 0s®v”, 395-6), the chorus describes him as a
godlike mantis (Beloc pavric”, 298), in whom truth is naturally inborntin0gg
Eumépukev AvOpdnmv uovw”, 299). Thus unlike other diviners who only find
explanation from outward signs, Teiresias is naturally endowed with divine
knowledge'® The inborn knowledge is superior to that gained from outward signs
and sources. Thus in tiedipus Tyrannyghe image of Teiresias is even more
symbolized as the representing the inexplicable power of fate. In additide, w

Teiresias’ physical blindness forms a contrast to his divine insight, his biis dmey

198 |nterestingly, John Dillery (in Johnston and Struck, eds., 2005) points out that the
termmantisis seen, though rarely, to be applied to gods. See the Harwmio to
Hermes533-38 and Plathg. 686a, and so on. And the very term Pythia is referred to,
promantis(HerodotudHistories6. 66. 2-3, 7. 141.2), implies that Apollo was thought
of as the mantis there. See Dillery (2005: 169).

44



also be the embodiment of the stark aspect of fate. Talking about the convergence of
the power of fate and that of Zeus, Winnington-Ingram argues that Moira|laesw

the Moirai as the daughters of Night, are used to stand for the primitive, thehaggid, t
intractable, the violent, the blind and the dark aspect of divine operation; and that
Moira joined force with Zeus the all-seeirfumenide<046)!%° The power of fate

is rigid, intractable, and fixed, before which all mortals are reduced to equals
regardless of their worldly rank, age, appearance or what else. Th&diliesias

seems to embody this characteristic of fate.

199 Winnington-Ingram, 1980. p. 158.
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Chapter Two: the Plot Function of Fate in ®edipus Tyrannus

Having discussed the semantic representations of fate, | now move to the plot
function of fate in th®edipus TyrannusThe focus of this chapter is internal, examining
only the text of the play. And my discussion centers on fate as a rhetoricad déwch

helps structure the plot of the play.

1, Fate as a Rhetorical Device in tbedipus Tyrannus

Fate is used as a structuring device in a range of literary works logimetragedy,
and various scholars have discussed the function of fate in the compositiortofra te
Homeric epics, just as the characters frequently attribute events they eaplain to
Zeuspost factgin the first few lines of th#diad, the poet is attributing his plan of the
whole plot to Zeugre facto The grand plan revealed in the beginning ofllild is, in a
sense, also the grand plan of the text. P. Engelbert Eberhard argues ihahtate
Homeric poems was the means by which the poet made his poem progress within the
limits of a preconceived plan; and when the action of the poem clashed withltbe wil
gods, fate is the excuse to ensure that the plot advanced according to the pogfs plan.
James Redfield sees fate as plot in the sense that there is “a fatatyl qutie

“aesthetic unity of a well-made story”, which joins separate actiomthtegand gives

110 EperhardPas Schicksal als poetische Idee bei Hommaderborn 1923. qtd
from Dietrich, 1965. p. 183. According to Dietrich, Eberhard was the first to propose
such a theory.
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them implicit meaning™* The perspective of fate gives significance to the individual
incidents that seems irrelevant and insignificant when viewed separnateigtdry
settings, fate and the telling of fate may also function importantly in tteihiss
composition. Julia Kindt talks about how Herodotus uses oracles to establish the
authority of his history writing as a new genre, and “the authoritative wbioeacles,
seers, and omens in many ways corresponds to the authoritative voice of thenhistoria
his roles as the researcher and narrafgr.”

While fate is a fact in human life, in tii@edipus Tyrannufate is also used as a
literary device. Attic tragedians, who composed and competed as individuals, could use
the mythic past while reshaping it to a certain extent. As Alan Sominegpsiats out,
one way to avoid or evade the limitation of an existing framework and existing
personages is to create a story that reached an existing destinaioeityrely novel
route™® In arranging the diverse details and incidents, fate could be a literansrie
thread the parts into a coherent, meaningful whole. Sophocles, in composing his
tragedies, may have chosen from and manipulated previous traditions, or even invented
new ones. In this process, he may have used fate as an active literary device tesshape hi
narrative and create the intended artistic effect. Richmond Lattinswelsicusses the

way a poet makes his plot with stories whose general outline is fixed yes desgilvary.

111 Redfield, 1994. p. 134.
112 Kindt, 2006. p. 35.

113 Sommerstein, “Tragedy and Myth.” Ed. Bushnell, 2005. 163-180. p. 165. Also see
M. 1. Finley, 1980. p. 10-11for discussion on the dramatists creativity and originalit
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He uses the Oedipus story as an example to examine what stories poets hiad at the
disposal and what the legend required, permitted, or fordadergue that fate
functions as a literary device in structure and characterization, and tlesieage of fate

in theOedipus Tyrannuis, to a great extent, the result of Sophocles’ poetic hantifing.

In this and the next chapter, | adopt Edmunds’ method to address the issue of fate in

SophoclesOedipus TyrannudBy analyzing the origins and developments of each

element in the play, | aim at a better understanding of Sophocles’ inventions and
emphases on the issue of fate. This method will supplement the interpretation based

primarily on close reading and gives insights through the context of Soghecteng.

2, Structural Comparison with Earlier Versions of the Oedipus story

My first step is to compare Sophoclé€gdipus Tyrannuwith other versions of the
Oedipus story. | limit my comparisons to other versions of myths, tales and podtsc wor
earlier or roughly contemporary to SophocsUsing the same legendary figures, these

works exhibit differences drastic or subtle.

1141 attimore, 1964. p. 3.

115 This is not to repeat the third category of “misunderstanding” rejectBmtigs
(1966), that Sophocles was a pure artist and the gods are simply part of theenyachi
of the plot. What Dodds rejects is the notion that fate functions merely agylitera
machinery. My discussion of fate’s literary function in this chapter will deviad

up by a discussion of the historical and social contexts behind it in Chapter 4.

118 Folklorists like Vladimir Propp and Lowell Edmunds (Edmunds and Dundes,
1984) offer a wider range of examples in discussing the Oedipus legend, which are
crucial in determining folklore types but may not all apply to the discussion of
SophoclesOedipus Tyrannus
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Homer

| begin with thdliad, which contains only a brief mentioning of Oedipus

dc mote ORBac &’ AABe Sedovmdtog OidOdao

€c 1dgov...

who came once to Thebes and the tomb of Oedipous after
his downfall, ..(23. 679-80. trans. Richmond Lattimore)

Instead of being forever expelled from Thebes, Oedipus was buried in Theees. T
word dovném deserves some attention. It means “sound heavy or dead” and in Homer it
refers to the heavy thud of a corpse as opposed to the clashing of th&*arfie.
distinction between the sound of a dead body and that of armor suggests battlefield.
Moreover, according to Chantrainkad 4. 504 is an example édvréwm which “dit du
fracas de la chute d’'un guerrier en armes”. In another cotitedt,13. 426, the word is
“de la formule decrivant la mort d’un heros au comB&t"Although Cunliffe thinks that
the word in 23. 679 means only “to di¢®, the use of this word in the other contexts in
thelliad, with the strong connection of warriors and armory, brings the indication of
Oedipus’ death in battle. This indication, though weak, is noteworthy.

The Odysseyoffers a concise account of Oedipus’ life:

untEpa v Oidumddao idov, kol Emkdotv,

33

N u€ya Epyov Epelev Mdpeinot vooto

ynuapévn @ it 0 8 Ov matép’ Ecevapitag

yAuev: Gpap & AvAmvota Ogol B€sav AvOpWTOIGY.
am’ o pev &v Onpn moivnpdtw Aiyso tdoymv
Koadpeiov Avacce Bs@v 0Lodg $1a Bovldc:

N & €Pn eic Aidao mAdptao kpatepolo,

11771 8J, 1940. Ninth Edition. p. 447.
118 Chantraine, 1968, p. 295.

119 Cunliffe, 1977. p. 99.
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Qyoapévn PpOyov ainlv Ae’  UymAioio perddpov,

® Gyt oyopévn: @ & Ehyea k@A Onicow

7oA ndd’, Ooca te untpoOg Epvlsg Exteléovay.

| saw the beautiful Epikaste, Oedipus’ mother,

who in the ignorance of her mind had done a monstrous

thing when she married her own son. He killed his father

and married her, but the gods soon made it all known to mortals.
But he, for all his sorrows, in beloved Thebes continued

to be lord over the Kadmeians, all through the bitter designing
of the gods; while she went down to Hades of the gates, the strong one,
knotting a nose and hanging sheer from the high ceiling,

in the constraint of her sorrow, but left to him who survived her
all the sorrows that are brought to pass by a mother’s furies.

(11. 271-80, trans. RichmondLattimore)

This account, with no self-blinding or self-exile, is drastically differeminfthe
modern common conception of the Oedipus story. It is first important to note that there is
again the semantic hint of battlefield. The wogdsVopilw”, which Cunliffe thinks to
mean “killing in general” irDdysseyi1. 273%° is more often used in Homer (especially
in thelliad) as to “strip or spoil a foe slain in fight®! In lliad 6. 30 it describes a killing
with spear in the battlefield. Thus echoing the use&obtiw” in the lliad, the image of
Oedipus as a warrior is again suggested. Second, Homer does not mention any children
from the incestuous union. This has been explained by the fact that Homer’s “epic
grandeur tends to shun such ugly detdf$”Still, the immediacy that gods make the
incest known starkly contrasts to the rendering imMdbdipus Tyrannysand it seems that

the temporal adverkipap” eliminates the possibility of any issue from a marriage so

120 Cunliffe, 1977. p. 136.

1211 53, 590. Examples includiiad 6. 20, 6. 417, 7. 146, 7. 151, 11. 246, 11. 368,
13. 619, 17. 37, 22, 376)dysseyR2. 264.

122 Charles Segal, 2001. p. 25.

50



short-lived*?® It seems that Homer’s Oedipus story, instead of omitting the children of
this marriage, allows no possibility of producing children. Third, the inteioreof gods
is explicit, though Apollo is not specified and there are no prophecies mentidreed. T
revelation of Oedipus’ dreadful deeds has different results from the version in Bsphoc
Although Homer does mention Epicaste’s furies (280), and there is the indication that
Oedipus is partly responsible for Epicaste’s death, the Erinyes here do m&t purs
Oedipus for revenge as they do to Orestes iftthreenidesOedipus is sorrowed by
Epicaste’s suicide, and hi8yea, “woes”, are repeated in lines 275 and #/9However,
these sorrows do not weigh on Oedipus so that they in any way affect his reigactThe f
that Oedipus continues to rule Thebes demonstrates that he is not struck down in spirit,
nor is he considered an outcast by the Theban people.

The Oedipodeia

No more than two fragments survive from edipodeiaThe first fragment

concerns Sphinx’s activity before Oedipus’ arrival at Thebes. The secgnaking

123 There have been disputes among scholars as to the meaning of tewo(see
Baldry 25, Robert 108 and Il 37 (n. 91), Hofer 728. 56, Legras 56, etc.). Some gave
the word not its literal meaning of “immediately, soon, straightwafc(og ), but the
meaning ok&apvng, “suddenly”. Still others stick to the literary meaning. Kirchihoff
57 contends that all heroines in the Nekyia catalogue who had children have their
children explicitly mentioned. Deubner 37 points out that this does not always apply.
De Kock believes that Oedipus has no children, or at least has no time for four of
them from this marriage (p. 12). | also take the literal meanidig@$ and thinks that

in theOdysseyersion Oedipus does not have all four children by Epicaste. Further
discussion follows in the discussion of the epic cycles.

124 Edmunds specially notices the watdyea, and thinks that the word “clearly

signals the theme that would continue to shape it were it expanded to the length of an
epic.” See Edmunds, 2006. pp. 14-15.
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preserved in Pausanias 9.5.10, talks about Oedipus’ marriage to Eur{jaaethhis
offspring by her. Pausanias considered Euryganeia as a different womanddipn<D
mother; nor does he believe that Oedipus has any children by his mother, quoting

Odyssey 11. 271 as his proof:

n@dc olv noinoav Avémvoto eap, & 8N téocape [yevea] &x tiic
Emkdotg €yévovto maideg 1@ Oidimody;

How could they “have made it known forthwith,” if Epicaste had borne
four children to Oedipus? (trans. W.H.S. Jones)

Pausanias’ interpretation both explains the existence of Oedipus’ childremcéisl a
the awkwardness of incestuous offspring. Pausanias’ reading has received two kinds of
criticism. Some scholars argue that Euryganeia is just another na@edipus’ wife
and mother in th©edipodeiajust as it is Epicaste in tli@dysseyand Jocasta in the
Oedipus Tyrannu¥’ Still others, like de Kock, agree with Pausanias and argue for the
second marriage of Oedipus after the death of his mtthaihe issue of a second
marriage could be important. If Oedipus could enter into a second marriage, the
revelation of his patricide and incestOrdipodeiashould not have a destructive effect
on his life. Oedipus probably remained on the throne as the caseddyhkseyand his

self-blinding and self-exile, which became now the well-known version of the Oedipus

125 Eurygania is said to be the daughter of Hyperphas and wife of Oedipus according
to Apollodorus 1. 1. 14 and Pausanias 9. 5. 11.

126 pausaniad)escription of Greece9.5.11.
127 Such scholars include Robert, Rzach, Daly and Davies.

128 De Kock, 1961. pp. 15-6.
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story, is probably lacking in this epit,

Pindar

Pindar’s version emphasizes both fate and Delphic prophecy, though there are no

details:

oUtw 8€ Moip’, A 1€ moTpWiov

@WV8 Exel 1OV eUppova mOTpOoV, 0e0pTW cUV OABW

éni 1 kol i’ Gyer modvtpanedov AW ypOVW:

&€ oUmep Exteve Adiov pOpipoc vidg

ovvavtOpevog, &v 8€ Tuodv ypncOey

nalaipotov TEAEGOEY.

idoica & &&el” Epvvlc

EncpveE ol cUv AMalogovig yEvoc Aphiov: (Olymp. 2. 35-42)
and so it is that Fate, which controls the benevolent destiny
that this family has enjoyed, can bring some suffering

even into their heaven-sent prosperity,

which in time when Laius’ son met his father

and, as had been foretold, killed him,

so fulfilling the oracle delivered long before at Pytho.

The sharp-eyed Erinys saw this act,

and slew his warlike sons, who died at each other’s hands. (trans Anthony
Verity)

In this version are the many elements repeatedly used by the tragedoawsoid

about the Oedipus story: the element of fate, the Delphic oracle, and son slaughéering

father, and the mutual slaughter of last generation of the family. Ithapefor this

reason that de Kock comments that in Pindar there is an almost full-fleddgui©ef

the tragedy>° Oedipus’ story is attributed to both the predominance of fate and the

family destiny. Oedipus is described a®goc”, and since there are no details, and

there is no room for Oedipus’ character, Pindar’s narration gives the sense ihat

129 |bid.

130 |bid.

, p- 16.

, p- 18.
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purely the victim of fate. Pytho is explicitly mentioned, thus Delphic oraddobaome
a key element in Pindar. Moreover, in Pindar’s version, the Erinys executed thed mut
destruction of Oedipus’ sons on account of Oedipus’ killing of Laius. It seems to sugges
that the sons’ death are incurred not by the family curse as 8ethen Against Thehes
nor by Oedipus’ curse as @edipus Colonusr Phoenician Womerbut as the retribution
of Oedipus’ patricide.
Aeschylus
There are only summaries of Aeschylus’ I@gdipus and only the last one of the

trilogy survives. InSeven Against Theb@&42-56 we read:

naharyevi] yap A€ym

napPosciov wkUowov:

ai®@va 8’ €¢ tpitov pévet:

Andrhovog eUte Adiog

Bia, tpic eimdvtog £v

pecopgdiorg IMuoducoig

ypnotnpiolg Ovackovta YEV-

vag Arep oWlev mOMy,

kpatnOeic 8" €k pilov ABovlidy

Eyeivato pév popov alt,

natpoktOvov Oidimdsay,

Oote potpOc Ayvav

oneipag Gpovpav, iv' €xpaen,

piCav aipatdecoav

ET\o

Old is the tale of sin I tell/ but swift in retribution: / to the third generation i
abides. / Thrice in Pythian prophecies/ given at Navel-of-Earth/ Apollo had
directed/ King Laius all issueless to die/ and save his city so...

but/ he was mastered by loving folly/ and begot for himself a doom,/
father-murdering Oedipus, / who sowed his mother’s sacred womb, / whence he
had sprung himself, / with bloody root, to his heartbreak. (trans. David Grene)

Aeschylus’ version offers many more details. The Delphic oracleaslglan

element in the story. The inherited family curse is emphasized, sine® gailt is
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carried on to the third generation. More importantly, the triple warning by Apolle cam
with a choice, that Laius could save or destroy the city by this choice. Fliddawt
mention any possible free will of Oedipus or Laius except for the fact thatahke

about the patricide was realized. Neither was there any choice for Laiusmedrin
Sophocles. However, in Aeschylus’ version, Laius could have saved his city by
restraining his desires. Thus Aeschylus emphasized the guilt of kdioss responsible
for the “nopPosiav wxUmowvov” which passes down over three generations.

Euripides

Euripides enjoys the dramatist’s freedom in supplying details in the Oedipys s
which his predecessors omit. In Euripides’ version, Laius, as in Aeschylus, neglects
Apollo’s forewarning in his drunken pleasufRhpenician Womeri8-22). Jocasta,
however, did not commit suicide, and with Oedipus they remained in the palace for many
years. Euripides’ version shows that the self-exile is not an establisheaoftative
motif in the fifth-century Athens.

From the comparisons we learn that: first, many details and plot arrangeéments
Sophocles have no existing evidence for his borrowing from any predecessors. Second,
there is no authoritative version on the many details of the Oedipus story, such as how
and to what extent divine intervention is realized, when, where and in what manner
Oedipus encountered the Sphinx, or how Oedipus took the realization of his horrible

deeds. It is thus important to examine how Sophocles chose from different versions and

131 For a fuller list of these details, see Charles Segal, 2001. p. 31.
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even invented new details.

3, Fate in Structure in t@edipus Tyrannus

I now discuss the important function of fate in @edipus Tyrannuby analyzing
the different elements in the story. | trace the origins of these regpel@ments in an
attempt to demonstrate Sophocles’ special handling of each. | start webkpiicst
elements of fate, then proceed to elements less directly connected &ith fat

Oracular Consultations and Prophecies

As we have discussed in the first chapter, fate in fifth century Astgetlies,
especially in the Theban plays, is very often represented through oratlethankinds
of predictions. Oracles and prophecies have a key function especially in tierstaic
the Oedipus TyrannusAs Charles Segal says, “Although the oracles are important both in
Aeschylus and in the lyric poet Pindar, Aeschylus’ contemporary, Sophoclesirstthe f
make them a leitmotif of the plot* The play is framed by two Delphic oracles: the one
in the beginning sets off the whole search for Laius’ murder, the other suggetted i
end seems to be part of the attempt to appease the intense emotions aroused towards the
end of the play. If one reconstructs the Oedipus story in its chronological sequence
obvious that all major steps in the life of Oedipus are somewhat driven bgtjmesli In
the actual sequence of events, Apollo’s oracle to Laius spurred him to gdlhah

Oedipus who, unbeknown to Laius, was taken to Corinth. Another oracular utterance

132 gegal, 2001. p. 27.
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spurred Oedipus to leave his foster parents when, shocked by what he heard at Delphi,

he traveled to Thebes, in reality his native city. Moreover, Oedipus set oarch $ar

Laius’ murderer at the direction of a new Delphic response, which led to the fatal

discovery of terrible truth. Thus, structurally speaking, oracles are ihteddaphocles’

play, and create the coherence of the whole plot. None of Sophocles’ predekessors

to us today used oracles and predictions to structure the plotline in this way.
Moreover, what is unique in the Oedipus story is that the narrative is not set up in

the sequence of its actual events. The story line does not start with a prediction,

proceed with the process of its realization, and end with its fulfillment. &grity

most Attic tragedies which culminate with the perpetration of the molenii

acts—for example, Agamemnon’s death at his wife’s hand right afteaiss

terrible prediction, Orestes’ killing his mother, Medea’s murdering her own

children—theOedipus Tyrannustarts at a point when what the oracle predicted about

the dreadful facts of Oedipus’ life are alreadgiaaccompli As P. H. Vellacot

comments, there is no other extant Greek tragedy which contains a comparable

proportion of lines devoted to circumstantial narrative of past evénihe Oedipus

Tyrannusis thus a play in the perfect tense, and the key events are alreadydrealiz

and cannot be undone. Of all existing and extant Attic tragedies treatingi@adre

divine myth!3* this temporal structure is unique. In other tragedies, prophecies point

133 Vellacot, 1971. p. 107.

134 The only exception might be Aeschyl@grsianswhich deals with an event of the
tragedian’s own life. Here, Xerxes’ defeat has been realized beforeathegans, and
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to the near or remote future, to something to be realized within the play. In the
Oedipus Tyrannyon the other hand, two of the three major oracles concern a past
event, an irretrievable fact for characters in the play. This unique amanggreatly
adds to the sense of helplessness of mortal man before the power of fate.

Delphi

Among the oracles mentioned in @edipus TyrannuBelphi is not the only one.
Naming a list of oracles, the chorus mentioned the oracle of Apollo in Abae and the
oracle of Zeus at Olympia (899-900) in addition to Delphi. Yet it is the ora€lelphi
that enjoys the preeminent role in this play. Consultation at Delphi takes ipkhee i
beginning of the play, and is again suggested by Creon towards the end. Ithg also t
oracle of Delphi that Oedipus consults about his birth and where he received irdormati
about his terrible fate. However, despite the special emphasis received iayh3ghphi
is not integral but a later addition to the original Oedipus legend. It is onl\tladter
Oedipus story took shape and circulated in several versions that the Delphigteleme
entered.

The Delphic oracles described in Bedipus Tyrannuare different in form from
those that are more likely to be authentic oracular utterances. Joseph Fontemtsse poi
out that the historical and the legendary responses differ in the modes csexpethe

topics, the question formulae and the occasions of their consuft&tidmong the

during the play the cause of that catastrophic defeat is revealed.

135 Fontenrose]978. 13-44.
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occasions of consultation he mentioned, plague and famine are more often thensccasi
for legendary oracles, but rarely the occasions for historical ones. Thdtatios in the
beginning of théDedipus Tyrannuis obviously occasioned by a plague. For the modes
of oracular responses, typical oracles in reality usually chose betweeted inamber

of options instead of giving specific directions or statements for future evéatistiSs
shows that clear future statements among legendary responsesa@reatmber those in
historical ones. The oracles in ®edipus Tyrannuare obviously not chosen from a few
options; instead, they states specifically about Oedipus’ future or geasditections
for a certain situation. Thus there is little doubt that the Delphic orac{®sdipus story
are typical fictional ones.

However, the problem of authenticity could be viewed differently from the

perspective of oral transmission. Lisa Maurizio examines Delphic oliadlespect to

oral performance. Maurizio believes that the audience of oracles are indeeg the t
performers or composers of oracles insofar as they confer authority on an

oracle-performer by accepting the oracle, or even rewordiiy 8he concludes that

... the oracles attributed to Delphi were considered authentic by theisteller
Thus all the oracles attributed to Delphi are canonized by the traditionhas@at
and thereafter become part of the appropriating force of the tratfifion.

Predictions attributed to Delphi in Sophocl@gdipus Tyrannumay have existed in

the early development of the story, before the Delphic element entered.tBetlong

136 | jsa Maurizio, 1997. p. 315.

137 bid., p. 322.
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process of a story’s oral transmission, Delphic oracle was possibly adoprteiohoaf
narrative or to enforce authority. Fontenrose called our attention to phenomenon of the

attribution of oracles to Delphi:

Numerous were the legends and folktales that floated about Greek lands in
the eighth century B. C. when the Delphic Oracle was probably established; and
in many of them prophecies and other revelations of divine purpose were
favorite motives. It was likely then that as Delphi’s fame increased, and
especially after Delphi had surpassed other Oracles in prestige, somdlstsryte
would say that Apollo at Delphi had made the revelation in question. So some
versions of a tale acquired a Delphic response; others did°not.

The process of attribution and manipulation of legendary oracles continued in texts
such as th®edipus Tyrannuwhich are not orally composed. Of the two oracles
Sophocles used to predict Oedipus’ fate, the oracle to Laius might serve as a good
example of the process of this attribution. Tedipus Tyrannumentioned Apollo as the
source of the prediction to Laius, and despite the strong suggestion by thPelfirec
oracles in the play, did not explicitly describe it as from Delphi. Nor did Euripjuksfyg
the warning to Laius as from Delphi except for mentioning Apollo as the speaker
(Phoenician Womeh5-17). From the textual evidence we have, Pindar and Aeschylus
first attributed it to Delphi, though the prophesying to Laius in the Oedipus story might
have been part of the original legend, since otherwise it would be hard to explain the
parents’ motive to kill the baby. The prophecy spoken to Laius, then, probably belongs to
the original Oedipus story predicted by some agent other than the Delphé ora

The oracle to Oedipus, however, is probably not a feature of the original fgend.

138 Fontenrosel978. p. 93-4.
%9 bid., 110.
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There is no explicit oracle in any other existing versions of the Oedipus €tatie

have no evidence that Sophocles took it from some earlier version, and it is quiteepossibl
that he invented the episotfé. In comparison with other Oedipus stories in the folklore
tradition, the oracular response given to Oedipus is unusual. Propp points out that
normally in other folklore only the parents know of the prophecy; the child does not. By
making Oedipus himself aware of his future patricide and incest, and spurring him to vain
efforts to escape fate, “Sophocles gives the whole story tragic meafauitient of fate
makes traged}** Propp’s samples include folklores from all peoples of Europe, as well
as Zulu legends from African, and Mongol legends from Asia. Decades latenFas,

a Hellenist, uses the evidence of modern Greek tales to point out that in the folklore
tradition, “it was the Moirai who appeared on the day when the child was born or a few
days later and predicted his destiny to the paréfitsThus Oedipus consulting Delphi

about his own fate would be, if not unique, still an innovative episode in a Greek context.
In employing Delphi as the literary device of prediction, Sophocles chose, @0 |

likely, invented an episode which greatly adds to the artistic effect ofaipedy.

Teiresias

140 Euripides’Phoenician Womedoes mention an implicit one, that Oedipus went to
Phoebus’ house to learn about his parents (34ff).

141 See also Edmunds (2006: 47): “Sophocles is the earliest source for, and perhaps
the originator for, such an oracle.”

142 propp, in Edmunds and Dundes (eds., 1983). p. 82.

143 Edmunds, 1983. p. 97.
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Though it is not certain to what an extent it functioned in the plot, the element of
prophecy is probably ingrained in the original legend. The absence of prediction in
Homer'’s brief account of the Oedipus story does not eliminates such a possibiigy in t
original tale. Fontenrose thinks that the early legend already contairgtepires and
oracles, which are either anonymous, from dreams, or ascribed to a mantitKeure
Tereisias:** Indeed, Teiresias is probably an older element than Delphi in the Oedipus
story. On the one hand, the reputation of Teiresias as a Theban mantis was
well-established, at least by the time of Hont@dysseyl0). On the other, the story
demands a prophesying agent to give prediction to Laius about his future son. In the
Oedipus Tyrannyshowever, the two key predictions to Laius and to Oedipus are not
made by Teiresias. Edmunds compares Teiresias’ role in Hyginus’ verigiohiswole in
the Oedipus Tyrannu200-462, and finds that in Sophocles’ version “Teiresias is
ineffectual’!*® For Edmunds, the reason why Teiresias appears at all is that he “had such
importance in Theban legend that he was bound to appear somewhere in the legend of
Oedipus™“*® For me, Teiresias’ appearance in @edipus Tyrannuwithout an
important prophesying role suggests that he was the vehicle of prophecy imgithal ori
story, but his roles as such are greatly taken over and overshadowed by thelpdier De

element. If prophecy has an integral place in the original story, Taingsiaably was the

144 Fontenrosel978. p. 95.
145 Edmunds, 1985. p. 14.

14 bid., p. 15.
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vehicle of it, either immediately as the tale took shape, or at some point ofuiston,
before the element of Delphi entered. Since there is probably no prophesying to Oedipus
himself and Teiresias’ prediction should be the only time that Oedipus’ fatelistptk it
is likely to be in a more straightforward way compared with the riddliagrar in the
Oedipus Tyrannus

Since théDedipus Tyrannukas the Delphic oracle doing most of the prophesying,
Teiresias needs to be assigned some new function other than repeating what is
pronounced at Delphi, if he is to be preserved in the play as an older element. Sophocles
solves the need in a marvelous way, taking advantage of the special clsiestEra
mantis. It should be noted that oracle and mantis are two distinct types of prophesy
Manteis are independent and came into conflict with kings in both legend and History.
In Sophocles, Teiresias made his appearance on stage only once, for a breatiharn les
150 lines, which is much less than Creon. Yet the old mantis holds an important role in
the plot. On the one hand, it is during the encounter with Teiresias that the eader sea
set off by Oedipus takes a fatal turn: the hunt for the murderer turns into the hunt for the
origin of his birth. Teiresias’ angry words “you do not know who you are” may bring

back to memory the original question which drove Oedipus to D&YpHi.is also in an

147 paul Roth discusses the speech irBhechaebetween Pentheus and Tereisias,

and shows how it in form and etymology resembles the actual sophist argument. The
article also discusses several real figure sophist-diviners such apathy show

that there is actually no unbridgeable gap between these two roles. See Roth, 1984.

148 justina Gregory argues that “Oedipus never forgot the original question whi

drove him to Delphi; that it was not heedlessness, but the assumption that all danger
was limited to Corinth that led him unwittingly to fulfill the Delphic prophe&ge
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attempt to appease the king who is angered by the unhappy encounter with Tibiagsias
Jocasta brings up the oracle to Laius, which is in turn followed up by a recount of what
Oedipus received at Delphi. Structurally speaking, the encounter witlsidsire the

dividing line in the play. After it, Oedipus is no longer the over-confident, all-canpet

king of the prologue. It dissolves his self-composure as the one in control of thiersitua

and results in some subsequent events that completely turned Oedipus from the hunter to
the hunted.

On the other hand, it is during the encounter with Teiresias that divine willaains
touch of enigma. Teiresias’ conflict with Oedipus is essentially diffdrent other
representations of encounters between the mantis and the king. In both the confrontation
of Agamemnon and Calchas in tiied, and the encounter of Creon and Teiresias in the
Antigone the conflict arises from the mantis’ eagerness to guide the king and the king’s
stubborn refusal to listen. In tii@edipus Tyrannyshowever, the conflict arises not from
a failed persuasion, but from Teiresias’ unwillingness to reveal. In coturtms oracles
to Laius and Oedipus, which take the form of simple, clear statement, deirekises to
explain Apollo’s will to Oedipus. He speaks in language that is enigmatic to the
characters in the play, though clear to the audience. This aspect explaifssciega
that Sophocles brings the mysterious power of the oracles onstage in the person of
Teiresias:*® Moreover, the Sphinx episode is recounted (391ff). During this encounter,

the Sphinx’s obscure origins and fatal riddles add to the mysterious atmosphere of the

Gregory, 1995. p. 146.
149 Segal, 2001. p. 26.
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play. Thus in th&®edipus Tyrannu$eiresias further enigmatizes the oracle received in
the beginning of the play, and helps to hold upihegvmpiog till later. Teiresias also
has an important function in characterization, which will be discussed in the following
chapter.

The plague

The source of the plague is never clarified by Sophocles. Apollo might besthe fi
possible agent. In a similar situation at the beginning offisey Homer specifies Apollo
as the cause of the plague, in answer to the eager prayers of his priestcAsidamiliar
with the Homeric tradition would naturally wonder whether Apollo is also the saiirc
plague in théedipus Tyrannudn addition to the strong inter-textual implication from
thelliad, there is, as Deborah Roberts points out, a tension between the god’s traditional
aspects and what has actually happened under his ausSBideis. not unusual that gods
inflict afflictions that are contradictory to the qualities that theyvaorshipped for.
Apollo, as the god of healing and medicine, also brings the plague. So it is no surprise
that the chorus in th@edipus Tyrannupray to him for to release from the plague (162).
It seems that here Apollo is the god who both heals and inflicts. The god excluded from
the chorus’ prayer is Ares; what is more, the chorus calls for the retfeagioig Ares”
(190-196). In this way, there is an indirect connection between the plague an&Aog
thinks it unusual that the Theban chorus should blame Ares. He compares this with the

Theban women chorus who begged for help from Ares iS#ven against Thebes

150 Roberts, 1984. p. 85.
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(104-7, 135-6), and says that this connection of the plague with Ares has no pr&tedent.
However, the historical situation of Athens, with a war going on, may suggest this
connection. On this basis, one has reason to argue that Sophocles possibly meant Ares
be responsible for the plague.

Whether sent by Apollo or Ares, within the Oedipus story it is accepted that the
plague is god-sent. Segal argues that Sophocles’ audience would natstathe dlsat the
plague was sent by the gods, which is confirmed by Apollo’'s command that Cpeots re
from Delphi in the first scen€? Moreover, theDdysseyexplicitly stated that it is the
gods who made Oedipus’ crimes known. This inter-textual implication mayrelke
people inclined to believe that the plague in@weelipus Tyrannyswhich triggers the
series of actions that reveals Oedipus’ patricide and incest, is of a supsErsaurce,
purposely designed by the gods. Still, the plague, viewed outside the story, [dyerba
invention by Sophocles® The plague is not a usual motif in the folklore tales of the
Oedipus story. We have no evidence for something similar in the previous Oedipus myt
from which Sophocles can borrow. Edmunds thinks there is an implied plague in the
Odysseyeven if it does not explicitly mention a plague in Thebes, on account that
comparison with théiad thematically suggests that a plague could already be implicit in

the ‘woes’ which he mentiort8* This inference seems to me a little far-fetched, and,

151 Knox, 1956. p. 138.
152 gegal, 2001. p. 58.

153 See also Rober®idipus(1916) 1: 292; Knox, 1956; and Segal, 2001. p. 27.
154 Edmunds, 2006. p. 15.
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even if there is one, it should be more similar to the plague iidde(1. 47ff) than to

what we see in Sophocles. Indeed, as Knox notices, while Sophocles’ plague hasf marks
traditional threefold blight which is typical to plague literature, none of theagas

about the traditional blight is depicted together with a disease whichsattectvhole
population™ It seems that Sophocles added the plague to the blight and gives this
plague some new featurt.

Why is Sophocles inventing a plague in the beginning of the play? It seems to me
that there are three possible reasons. Each of them might alone account for this new
invention, but it is more likely that Sophocles had more than one in mind. First, the
plague could be used for inter-textual reference. Audiences with knowled genafrH
would easily be reminded of the plague in the beginning dfilte The allusion should
arouse an immediate sense of familiarity among the audience. The secoblg peason
could be a historical one. This is advocated by Knox, who understands the raging Ares
which the chorus tries to expel as in connection with war, not merely with fire. Knox’s
interpretation of the plague fits into his larger scheme of the allegorizifsthens into
the character of Oedipus. Although | agree with E. R. Dodds that “allegdmgtaddrt is
alien to Greek tragedy®’ and take Knox’s interpretation as a little stretched, | believe

that Sophocles could very well have the actual plague of Athens in mind while

155 Knox, 1956. p. 135.

156 bid., p. 1 36.
157 Dodds, 1966. p. 47.
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composing th®edipus TyrannudMoreover, the actual description of Thebes seems to
suggest an ongoing war in addition to the plague. Those supplicating Oedipus at the
beginning of the play are either old men or youth (18-9), and around altars are wives and
old women (182). Jacqueline Duchemin noticed the parallel in Thucydides about the
situation for Athens when there is the war on the outside and the plaguéeifiside.
Sophocles’ description of the plague and its possible connection with Ares maewell
based on this historical situation in Athens. The third possible reason may bésthat it
invention convenient for the arrangement of the plot. Sophocles might have been touched
by the contemporary plague, or he might be consciously invoking the audience’arfamili
memory of Homer. But at the same time he needs an event to trigger theore\afla
Oedipus. As previously mentioned, Bedipus Tyrannudiffers from most other
tragedies in that it does not culminate with the fulfillment of a prophecy, but beégins a
point when that prediction has already been realized. After unwittinglilifgfthe
oracles, Oedipus ruled Thebes as king for many years, and apparently inngkace a
esteem. The sudden outbreak of a plague, and the oracular response promptediby it, offe
the chance for thperipetiaof his dreadful deeds which are hitherto unknown.

The plague in th®edipus Tyrannuss often interpreted in connection with pollution
and punishmenit® Segal thinks that the plague attaches a strong feeling of horror and

pollution to Oedipus’ deed§’ The scapegoat theory advocated by Girard and accepted

158 ThucydidesPeloponnesian Watl. 54. Also see Duchemin, 1949. p. 112.
159 see Parker, 1983.
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by J-P Vernant all emphasized the connection between the plague and Oedipus’
self-exile. In their reading, the expulsion of the culprit addresses the probkbe

plague and alleviates the pestilence. However, one needs to use caution in correecting t
plague and self-expulsion in tedipus Tyrannuwith the historical scapegoat rituals.
Burkert thinks that the scapegoat theory does not explain the entire play as &Wwhole.
Segal points out that even on the level of ritual action, Oedipus’ expulsion as a
pharmakoss “ambiguous and problematical”, because in Sophocles’ ending it is not
clear whether Oedipus was exiled; he remains suspended between expulsion and
enclosuré® As discussed above, the plague might probably be Sophocles’ invention,
and in many other versions of the Oedipus story—for example, in Homer and
Euripides—there are neither the plague nor the exile of Oedipus to end the plague.
plague, as it seems, provides an opportunity for the god to set forth the searchsor La
murderer; it may not be the divine punishment for the patricide. More recently R. D.
Griffith also argues against the connection of plague and Apollo’'s command tdlexpe
murderer. Griffith calls our attention to the pattern of the other two oraclks Batne

play. Just as Oedipus himself complains,d ®@oiBoc Mv pév ikOunv dtipov EEnepyey”

(I. 788-9), the oracular response does not address his original question. Nor does Apollo

directly answer Laius’ inquiry in predicting the future child’s page % If the third

180 5egal2001. p. 27.
161
Burkert, 1991. pp. 20-21.

162 gegal, 1981. p. 208.
163 Both Griffith and Fontenrose assume that Laius’ question was “what should | do
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oracle confirms to this pattern, that Apollo’s instruction to expel the merdé Laius
does not address the question about the plague, there will be no implied causal link
between the expulsion of the polluted individual and the end of the pigue.

In addition, | argue that the plague is not sent as a punishment of the patricide on
account of the delay of the plague. In Sophodleslipus Tyrannyshe plague, probably
a new element, came many years after Oedipus unwittingly fulfilledrtiaes. If the
gods intend to make known the fulfillment of Oedipus’ fate and punish his paricide, why
should they wait so many years? The silence oObadipus Tyrannuas to the delay, in
my view, suggests traces of the tale’s many versions and the tragéatevation. In
such variations as tiedysseythe exposure came almost immediately, yet Oedipus
continues to rule. Unpleasant as they are, the patricide and the incest do not disgualify hi
reign. Oedipus as the king of Thebes is thus an established tradition. However,
SophoclesOedipus Tyrannueequires the king be dethroned immediately after the
exposure. It is in such an attempt to reconcile the need of an immediate exkle and t
tradition of Oedipus as Theban king that the story ends in a long delay of the search f
Laius’ murderer and of the final revelation.

The Sphinx

Before the plague there is another national affliction, the Sphinx, which, far from

raising the demand to avenge Laius’ murder, has the opposite effect of preventing a

to have children?” (hypoth. 2, Aeschyl8ept p. 110) See also Fontenrose (1978: 96ff
and L17 in the catalogue) for more discussion on this oracle.

164 Griffith, 1993. p. 110.
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investigation and even leads up to the fatal marriage between mother and son.

In the Oedipus Tyrannuthe source of the Sphinx is undefined, and the question
seems to have perplexed a number of writers and commentators from thelcgssfca
Some folklorists, who see the Oedipus legend as originated from the folktalenhefohe
who wins a bride by slaying a monster, views the Sphinx as one variation of the sionster
in the trial of these heroes. It may be applied to the other versions of the Oedipus stor
But, in Sophocles’ version, the Sphinx has a more crucial role in plot. As Lowell
Edmunds shrewdly points out, since the arrangement of the patricide at DelpHi shoul
postdate the importance of Delphi as an oracular center in Greece, thertodagghh
earlier form of patricidé® In the earlier form, the mother-son marriage probably takes
place not long after Laius’ death near Thebes. With this changed localepaitticele,
the plot needs an episode to join the killing with the marriage, and to bind Oedipus, who
killed Laius near Delphi, with Thebes. It is under such circumstanceSdpabcles
arranged Oedipus’ encounter with the Sphinx outside Thebes, after Killing) thuati
before his marriage to Jocasta. In arranging the time and locale of timx Splsode,
Sophocles probably made these innovations.

Furthermore, that the Sphinx element is a later addition to the Oedipussitsy
suggested by the fact that Teiresias has no role in the expulsion of the nedigus’

accusation of the old mantis, that Teiresias did not help when the city is thdelayethe

185 various sources of the Sphinx are suggested by different ancient authorssfor a li
of theses, see Edmunds and Dundes (eds., 1984). p. 155.

%8 Edmunds and Dundes, eds, 1983. p. 158-9.
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monster (391-2) is never explained in the play. Why Teiresias did not use hikorac

power to help in the Sphinx crisis? Apparently, Teiresias’ refusal toegilieect answer

seems to bring out the contrast between the human knowledge of Oedipus and the divine
knowledge of the old mantis. Another glance at the origins of each elembatstoty

could shed more light on the issue. Teiresias is probably a figure whoiextsts

original form of the tale, or at least before the Delphi and the Sphinxetswere

added. The episode that the Sphinx inflicted the Theban people is probably added to give
a preeminent position to Oedipus and to make possible his marriage with the queen of
Thebes. It is no wonder that there is no encounter or dealing between the old mantis and
the new monster.

The Sphinx constitutes, among others, another coincidence which leads Oedipus to

his prophesized destiny. The temporal triumph incited in this event forms agneatst
to the eventual downfall, and the mortal knowledge in solving the riddles contrasts
weakly with the divine knowledge. By the end of the play, one has good reason to think
the apparently incidental appearance of the Sphinx is a link in the grand plan of Oedipus’
fate. Just as Teiresias’ oracles are riddling (439), the Sphinx is charaalgsor

(“ypmouwodv”’ 1200), and her riddles requires the prophetic powers to interpret

(“navreiog £8er” 1200) 7 The image of Sphinx, connected with riddling oracles and
demanding prophesy, is strongly suggestive of the power of fate. Though Sophocles

never made this connection explicit, the time and location of the Sphinx’s appearance,

167 See also Segal, 1981. p. 238. Segal also mentions the tradition that the Sphinx is
not a beast but a propounder of oracles (Eurigrtesenician Womeh760).
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and its crucial role in the fulfillment of Oedipus’ fate all add to the atmosphere of
destiny. More functions of Sphinx in characterization will be discussed imettte
chapter.

The Messenger

If the Sphinx is an element which helps bring out the fulfillment of Oedipus’ fee, t
messenger from Corinth, like the plague in the beginning of the play, is what helps to
expose this fulfillment. And it is a crucial link. This character, aseitrsge embodies the
greatest coincidence in the play. He comes at an opportune time, when Oediipsiscbeg
suspect himself as the murderer of Laius and the dire facts of old oraclesalted. The
unexpected arrival of the messenger brings a temporary triumph to Jottesiaysabout
the unreliability of the oracles, or of any mortal’s prophetic skill (708#j.it is not long
before this short-lived triumph vaporizes. As the plot unfolds, the messenger turns out to
be the same person who received the infant Oedipus from the Theban shepherd. His
presence thus conveniently proves the loathed identity of Oedipus, and also the horrible
fact of the oracles.

Contrary to Teiresias or the shepherd of Laius, who are summoned by Oedipus, the
messenger comes on his own accord. The timely arrival of a character sbtortinga
identification of Oedipus reminds us of a similar situation—the surprise aofidageus
to the distressed Medea in Euripidedea Aegeus’ appearance conveniently solves the
problem of a safe shelter both for Medea the character and for the development of the

plot. Yet this plot does not seem very natural and probable, but more of an artificial
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arrangement by the tragedian. Indeed, inRbeticsAristotle seems to suggest “the
improbability in the appearance of Aegeuddeded (1461b) as an example of the bad
plot when there is neither probability nor necessity in the sequence of its episodes
(1451b). The opportune arrival of the messenger iOé@ipus Tyrannubas aroused
similar discussions. Drew Griffith believes that the fortuitous arrivéhefCorinthian
stranger should be seen either as a flaw in the composition of the play, an improbability,
or as another intervention of Apoft8® How should one take these coincidences? Some
modern scholars argue against the view that they are flaws in the plot.\koKDaacs,
the chance appearance of Aegeus precisely at the time of need “are estithefr
Euripides’ carelessness or of a desire for effects at any price bligiiole parts of a
coherent theological desigh® Kovacs argues that Zeus works in mysterious ways, and
the apparent implausible coincidence is the proof of divine intention. Kovac’s
understanding of the Aegeus episode is insightful for our reading of the Corinthian
messenger. His timely arrival, together with some other coincidendess jptaty which
together brings the revelation, could be viewed as divine intervention within the play.
Such an arrangement by the tragedian is just another example of the dhthiay
narrative.

Indeed, both the fulfillment and the publication of Oedipus’ fate are brought out

through a sequence of coincidences. Within the play, the convergence of so many

188 Griffith, 1993. pp. 111-112.

189 Kovacs, 1993. p. 45.
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incidents is viewed as a confirmation of the power of fate. Teiresias in poeccid

Oedipus in retrospect both see what happened as the working of Apollo (376-77,
1329-30). Though the original Oedipus story contains prophecies and predictions, it is
Sophocles who supplies these detailed chance events which brings out the sense of fate
Thus structurally speaking, Sophocles’ creation gives greater weightwwmtkieg of

fate.
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Chapter Three: the Interplay of Fate and Personality iQ#dwBpus Tyrannus

In the previous chapter we examined the function of fate through Sophocles’
innovation in the structure of the Oedipus story. Taking the basic forms of theabrigin
tale, Sophocles adds in new elements as well as recreates the old el¢menis)ds
out a story more loaded with the sense of fate than earlier versions. Laiusdece
oracle that he would be killed by his own son, so he got rid of the baby (711-714). Yet
the child survived and, when grown up, he also received the prediction about his fate
that he would kill his father and marry his mother (790-793). Despite his attempts to
avoid this fate, the oracle was fulfilled without his knowledge. The plot raises
complex questions on the relation of a person’s fate and his free will. By fiek wil
mean the ability a person has to make choices, and the possibility that his chdices a
actions have effects on the future. Does Oedipus have alternatives in most of his
actions? To what extent is Oedipus’ personality responsible for his actions? The
present chapter intends to address these issues.

Characterization has been claimed as one of the distinctive traits of Sophoclea

tragedies.’® It is for this reason that many critics emphasize this aspect in the play

70 1n our discussion of th@edipus Tyrannuyd do not intend words like
“characterization”, “personality” or “character” to mean what they néynda in the
modern sense. Modern literature in general lays more emphasis on charamterizat
and explores the character’s subjectivity and inner complexity. Greeklyrdges not
treat characters in this way. Aristotle says inRoeticsthat it is only for the sake of
action that Greek tragedy includes characters (1450a). M. 1. Finley thatk4r a
fundamental sense, the personality of Oedipus or Antigone or Lysistrata did not
matter, did not even exist. The problems, the morality, the actions mattered,\and the
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over fate. Bernard Knox points out that Sophocles prevents the impression that his
tragic hero is a puppet of fate through the greatness of the hero and the dramatic
independence of his actidft. E. R. Dodds believes that tBedipus Tyrannus a

play “about human greatness” in which Oedipus is great “in virtue of his human
strength™’? Lowell Edmunds thinks the notion that fate is the meaning of the myth
and of theDedipus Tyrannus arguably reductive and trivializing, since “Apollo is
not the agent but the prophet of Oedipus’ downfdil. These discussions rightly

point out the importance of Oedipus’ character and his decisions. But they fail to
address the fact that, in tRedipus Tyrannyedipus, despite his strength and
excellence, in the end proves to be powerless before the working of fate. Toe will
the divine is ultimately triumphant, despite all the earlier incidents whicreappe

prove the failure of its realization. As Oedipus cries out in the end (1329-1330):
Andrhov 1a8 v, AtdAkev, gilot,
0 koK kakd teAdv Eua Tad” €pd nadso.
It was Apollo, my friends, Apollo
who fulfilled my evil, these my evil sufferings. (trans. Ruby Blondell)

How much does the character’s personality have influence on the course of his

alone.” (Finley, 1980. p. 6.) Charles Segal points out that “character” in the modern
sense is not to be expected from Greek tragedy. Moreover, “the individuality of the
Sophoclean hero appears not in small personal details but, as in Homer, in a few large
essential gestures.” (Segal, 1981. p. 8.) | think there is still room for a discussion of
Sophoclean characterization, while keeping in mind how characterizationdn Att
tragedy is different from that in modern works.

171 Knox, 1966. p. 50.
172 Dodds, 1966. p. 48.

173 Edmunds, 2006. p. 49.
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fate? And how does the intangible, uncontrollable force of fate strike thélianal
despite the human strength? In my discussion in this chapter, | try to approach the
problem of fate in th€®edipus Tyrannuthrough the interaction between fate and

character.

1. The Sphinx and the Image of Oedipus

The different versions of the Oedipus legend compared in the last chapter show
that extant literary representations vary in the description of the protadaomagtall
adhere to a consistent account of the main events of Oedipus’ life—his killing of his
own father Laius and his marriage to his mother Jocasta. But these literary
representations present, or imply, different images of Oedipus. Among tfesendi
versions, Sophocle®edipus Tyrannudescribes Oedipus as someone who saved the
city and won the throne through solving the riddle of the Sphinx. Sophocles’ version
exerts an abiding influence on our modern perception of Oedipus as an intelligent
person. Commenting on Sophocles’ version of Oedipus, Knox sees “the working of a
great intelligence” in Oedipug? Dodds praises Sophocles’ Oedipus as the “symbol
of human intelligence which cannot rest until it has solved all the ridte<Charles

Segal thinks that in th@edipus Tyrannu¥Oedipus sums up all that man can attain by

174 Knox, 1966, 2 Edition. p. 18.

175 Dodds, p. 48.
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mind alone.*”® Claims for Oedipus’ intelligence based on Sophocles’ version date
back to the nineteenth century. Hegel views Oedipus as the symbol of Greek
consciousness. Hegel does not specify the textual source of the “Greek legend”
that he discusses. But in his discussion, Oedipus is primarily the solver of the
Sphinx’s riddle, and he quotes the Sphinx’s riddle in full. In doing so Hegel probably
had in mind Sophocles’ Oedipus, or a version similar to Sophocles’. Nietzsche
comments on Sophocles’ Oedipus story, and thinks the riddle of the Sphinx, the
patricide and the incestuous marriage form a mysterious triad of fated deeds
Nietzsche believes that Oedipus’ wisdom is a kind that turns against the wi$€man.
While not all reading of the Oedipus story emphasizes the motif of
riddle-solving'”® discussions of Oedipus as an intelligent individual always refer to
the Sphinx and the riddle-solving motif. In the previous chapter we discussed the
riddle-solving as a secondary addition to the Oedipus legend, nor was the Sphinx in
the original Oedipus story. The Sphinx had been predominantly a decoratireeifig
Greek art and literature, and was not connected with riddles. Relief decoration on a
series of Middle Minoan pots features the wingless Sphinx, which suggestnagflu

from Egypt. The Sphinx in the Mycenaean times was already a winged eraatla

176 segal, 1981. p. 207.
177 Hegel (£'ed. 1837), trans. 1956. pp. 220-221.
178 Nietzsche (first publishd 1872), trans. 1999. p. 48.

179 For example, in Sigmund Freud’s psychological analysis and Levi-Strauss
structural reading, the Sphinx and the riddle-solving have minor importance.

79



hybrid with a human female head. It appeared on wall paintfigss well as coffins

as a death angel and as a guardian of the house and th&tohhie. name of the
Sphinx, etymologically speaking, may be connected with the wpitgo, a verb
which means to bind or hold fa§¢. Literary sources suggest that the name may come
from a monster of Theban legend. Accordind beogony326, the woman-dragon
monster Echidna bore two children to her own son Orthos: the deadly Phix and the
Nemean lion. The Phix is believed to have later changed into the Sphinx, the
strangler'®® It is only in Hesiod that the Sphinx became connected with the Theban
royal house. Hesiod callséf.on, death to the Cadmeati. It should be noted that in
the Theogonythe (S)phinx is listed along with other monsters slaughtered by various
heroes. Heracles and lolaus destroyed the Hydra of Lerna (313-317); Pegasus and
Bellerophon slew Chimaera (319-325); and Heracles also killed the Nemean lion
(327-332). These heroes are all famous for their military power and do not mé&cessa

have a claim to superior mental power, and killing monsters is part of theic heroi

180 For the wingless Sphinx, see Immerwahr, 1990. p. 35 and 37. For Sphinx in the
Mycenaean times, see pp. 137-138, and for images on wall paintings, see p. 133.

181 Vermeule, 1979. For Sphinx’s connection with kieeof death, see p. 69; for her
image as a muscular and erotic winged lover of death, see p. 171ff.

182 See Chantraine, 1968. p. 1077.

183 De Kock, 1961. p. 10.
184 «“Kodueiowow Bredpov”. Theogonyd26. De Kock thinks that the name of Phix is
connected withlbwcov or dikelov opog close by Thebes. For him, Hesiod’s figure of

the Sphinx as connected with Thebes was to become the prototype of all later Sphinx
figures in Greece. See de Kock, 1961, p. 10.
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ordeal. At this stage, the (S)phinx was not yet connected with riddle salvilhgvas
in the fifth century tragedies. In Sophocles, the Sphinx was both winged
(“ntepdeoc’(a)”, Oedipus Tyrannu§08) and sewing riddlesgiywsog”, 391;
“aiviyn’(0)”, 393). Euripides also described it as a winged maideup@&viov
ntepov”, Phoenician Wome806) with hoofed claws £tpapaumv yolalc”, 808) and
unmusical songs @liovcotdrtoiot ... WSoic”, 807).

This raises several questions: when the Sphinx first entered the Oedipus story,
was she from the beginning a poser of riddles as i@dukpus Tyrannuslif not,
what was her earlier image? Is Oedipus always described as havingdid¢iea
Sphinx through his mental power, as Sophocles’ Oedipus himself asserts?
Furthermore, are there any words or epithets associated with intefligemésdom
that have been constantly applied to Oedipus by ancient authors? These questions are
very important in comparing Sophocles’ characterization of Oedipus with other
variants.

The earliest extent accounts attest only to the physical prowess of Oedipus
without explicitly or implicitly praising his mental excellence. IorAer there is no
Sphinx; Homer’s vocabulary for Oedipus suggests the military traits of tbelhe
the last chapter | discussed the semantic connotations of two verbasids” in lliad
23. 679 and &evapilo” in Odysseyil. 273. These two verbs may imply a warlike
image of Oedipus as a warrior. The fragmer®etlipodeianentions the Sphinx,

though we are not sure if there is the riddling. However, the fact that Oedipes is
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protagonist of this epic would typically guarantee a depiction of his physical
strength. Superior intelligence is not a prerequisite for epic heroes, thougihthey
always be capable warriors. For example, inQdgsseyOdysseus, the hero pfjtic,

is above all a warrior. It is more likely that Oedipus defeated the Sphinxnigeveay
that Theseus defeated the Minotaur and Heracles the centaur. Even if the
riddle-solving and the element of intelligence are involved, Oedipus’ prowess would
be a prerequisite to qualify him as the protagonist of this epic.

Euripides mentions that after killing Laius Oedipus took his chariot and gave it to
Polybus Phoenissad4-5)*¥° Killing an opponent in battle and taking the spoil is the
typical practice for combat among warriors. In this sense, Euripidesamgeiunt of
Oedipus also suggests a martial image. Apollodorus reports that Oedipus, when grown
up, excelled in strength&oae€panv 1@y NAikov poun”, Library 3.5.7). Except for
this, he gives no other description of Oedipus’ personality. He relates the
riddle-solving episode in a brief, matter-of-fact mannéisitovc §€ drolcag
&woev” (“Having heard this, Oedipus solved the riddleihrary 3.5.8), and there is
no emphasis on his mental excellence. Thus although Apollodorus includes the
element of riddle-solving, he did not emphasize Oedipus’ intelligence, at least not
more than his bodily strength.

Another testimony concerns Oedipus’ confrontation with the Sphinx as a martial

figure. Korinna, the Boeotian woman lyric poet, mentions that Oedipus killed not only

185 See also Peisander Schol. Rlioenician Womeri 760.
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the Sphinx but also the Teumessian fox:

avekeiv 8€ alTtOv oU pdvov v Teiyya AAAA kai thv Tevpmoiov GAOTEKA,
wc Koprvva.

According to Korinna, he killed not only the Sphinx but also the Teumessian

fox.1%®

Korinna’s poems have as chief subject matter her local myth and legends. The
Sphinx mentioned along with the fox is probably one variant of the monsters killed b
powerful men. This may in a sense confirm my earlier judgment about the th&e of
Sphinx in theDidipodeia In both cases, the Sphinx seems to pose as a physical, but
not mental, challenge to attest Oedipus’ martial ability.

The element of intelligence first appeared in Pindar. Pindar uses the word
“wisdom”, cooia, to describe Oedipus: “Learn now the wisdom of Oedipug/i{d.

viv 1av Oidm8a copiav”, Pyth 4.263)'%” Pindar mentions Oedipus before his
appeal to Arcesilas to recall Damophilus. R.W.B. Burton, commenting on this
sentence, thinks that thiegia is “the special skill in solving riddles for which
Oedipus was famous® Anthony Verity also thinks that Oedipus is mentioned
because he is wise enough to solve the Sphinx’ riddlelowever, neither in here nor
in the more extent account of Oedipu©ilympian2 did Pindar explicitly mention

the riddle or the Sphinx.

186 672PMG= Schol. EurPhoen 26. See Page, ed., 1962, p. 340. For the dates of
Korinna, see Snyder, 1989. p. 41-44. This translation is mine.

187 Trans. Anthony Verity.
188 Burton, 1962. p. 168-9.

189 Pindar, trans. Verity, 2007. p. 161, note on line 263.
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In the Oedipus Tyrannughe mental superiority is an important part of Oedipus’
personality, and Sophocles explicitly connects it with the riddle-solvingpriést, in
supplication of Oedipus, calls him “the first of men&&p®v 5€ npidrov”, 33),

“most powerful of all” (‘kpdtictov nlow”, 40), and “best of mortals” Bpotidv
apwot’”, 46). The priest gives his proof for this judgment of their king: Oedipus’ past
achievement in prevailing over the Sphinx. The episode is only briefly referred to by

the chief priest:

Oc vy’ €Eéhcag Gotv Kadpegiov oAy

oknpdc Aodol dacpodv Ov mapsiyopey.

For you

came to the town of Kadmos and released it from

the tribute we were paying the harsh singer (35-6, trans. Ruby Blondell).

The chorus also confirmed this: Oedipus is clevarpbc”, in the eyes of the

people by defeating the Sphinx:
povepd yap &n’ alt®
mepdecs’ NAOE Kdpa
70T€, Kol 6opOg Meon
Bacavw 0 adHmoMg.
For this much was clearly revealed:
the winged maiden came at him,
and he was seen openly as clever,
and sweet for the city by that touchstone. (507-510, trans. Ruby Blondell)

Sophocles does not directly allude to the contents of the Sphinx’s riddle, nor does
the audience receive any more than some retrospective recounting of évétpoilie
Sphinx is described as giving riddles. The riddle-solving is essential to the
characterization of Oedipus. It secures the foundation for our present image of
Oedipus as a man superior and famous for his mind. Oedipus himself claims to have

saved the city by hisyvoun” (398):
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yvoun kupicag oUd” an’ olov®dv padov.
succeeding by the power of thought, not taught by birds. (trans. Blondell).

In contrast to the list of heroes in theeogonysuch as Heracles, lolaus, Pegasus
and Bellerophon (313ff) who fight savage beasts or wild monsters with swond, arro
or spear, Sophocles’ Oedipus is relying on his mental ability and defeats the Bphin
an unwarlike manner. The martial image of Oedipus from earlieatlibers
diminished, giving place to a perfectly civil king who boasts the power of his mind.
Although it is not clear exactly when riddle-solving became connectedtveith t
Sphinx motif'®® in SophoclesDedipus Tyrannughe riddling Sphinx seems to have
become an established image. The achievements of Oedipus, and furthermore the
presentation of his image, hinge on this episode: the confrontation with the riddling

Sphinx. As notes Edmunds,

... in the history of the legend, the intelligence of the hero reacted upon the
motif of riddle-solving and caused this motif to assume greater and greater
importance, as the character-trait of intelligence came to be felt asutioe f
Oedipus’ achievement!

Thus the myth of Oedipus’ intelligence seems to build on the riddling of the

Sphinx. Is the development of the Sphinx motif parallel to the evolution of Oedipus’

19 1t seems to be an unsolved problem among critics. Lowell Edmunds says that
“although it is relatively unclear why the Sphinx herself enters the legaadat

clear why the motif of monster-slaying is thus over-determined by theaddft
riddle-solving” (Edmunds, 1984. p. 159). In another book he suggests that the
appropriateness for Oedipus to become a riddle-solver lies in that this conatitutes
display of the mental superiority that the hero of this type of folklore ofteragispls

a child (Edmunds, 1985. p. 34). But there is no strongly claimed answer to the
problem.

191 Edmunds and Dundes, 1983. p. 167.
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image? Does the intelligent Oedipus replace an earlier martial one@rkrer
scholars like E. L. de Kock, the evolvement of the Sphinx’s image is pdoatiet of
Oedipus. According to him, the Sphinx probably enters the Oedipus saga first as a
creature of brute force and only later becomes the poser of riddllel finds proof

in the appearance of the Sphinx: a monster with the body of a lion is a figure of
strength and force but less suggestive of such intellectual prowess &s. fadlde
Kock, the transformation of the Sphinx particularly contributed to the change of
Oedipus. De Kock’s method is mainly to trace descriptions about Oedipus in such
works as the Homer epics, tNekyig the epic cycle, th®idipodeig theThebaidand
Pindar’s poetry. Arguing that the riddle-solving episode was added laDadagus’
image shifted from a warrior to a civil king, de Kock draws the conclusion that the
Sphinx, as a secondary addition, made Oedipus a wisé’fhémdoing so, de Kock
seems to suggest a linear development of the Oedipus image over time.

Lowell Edmunds is more cautious in reviewing the chronological sequence of the
Sphinx materials and is reluctant to accept such a convenient development of the
character of Oedipus. Edmunds receives De Kock’s idea as the “diachratieidn
a kind of thinking which presupposes that the history of the legend culminates in fifth
century tragedy (especially in Sophoclegdipus Tyrannysand that the tradition of

an Oedipus in th©dysseexists earlier to the one in Sophocles. Edmunds takes the

192 de Kock, 1961. pp. 10 and 11.

193 bid., p. 22.
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diachronic view with a pinch of salt, and advocates a synchronic reading, which
simply identifies variants as background to a comparative analysis of tlogaesibf

the Oedipus legend? For him, the monster-slaying Oedipus and the riddle-solving
Oedipus are two distinct motifs, and different authors may employ one or tie othe
The monster-slaying motif does not necessarily precede the riddle-sohangn

other words, Edmunds thinks that the Oedipus legend did not “develop” into the form
in which we find it in theDedipus Tyrannughrough time. Although the tragedy
postdates Homer by several hundred years, there may be motifs in it whesergpr
variants of the legend earlier than Horter.

Edmunds’ diachronic method is especially necessary since his study on the
Oedipus legend has a larger scope both in time, in region, and in motif. Still, I think
that among the limited texts | compare, the diachronic view and the synchronic one
may not be mutually exclusive. Although there is the martial image of Oedipicy w
we find in the epics, also exists long after the tragic era (as attegipdllodorus
and Korinna), we do not have records in earlier literary works of any riddlexgplvi
civic image of Oedipus as seen in edipus TyrannudVhile one should be
cautious not to take for granted a linear development of the various motifs in the
Oedipus legend within a limited number of texts, some motifs may be detelas

later than others with confidence. From what evidence we have, one may cautiously

194 Edmunds, 1985. p. 34.

19 1bid., p. 7.
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draw the conclusion that there was, through time, a development from the epic,
martial image of Oedipus to the more intelligent, civic one as in Sophocles, and the
riddling of the Sphinx is a motif added to the Oedipus story during this development.
These changes may not be all linear; the earlier martial imageaonéinue to exist

side by side with the new one, perhaps with diminishing influence, but was preserved
in works later than the fifth century, as seen in Apollodorus and Korinna. Still,
Oedipus’ killing of the Sphinx, which used to be a variation of the motif of heroes
killing savage beasts, was later used as the marker of intelligence foria tiee

civil context!%

2. Fate versus Individual Responsibility

The following chapter will discuss why Sophocles might choose to present such
an image of Oedipus in his day, and the possible contemporary influence on this
portrayal. In the present chapter, | focus on the character’s perso&iphocles’
Oedipus has the reputation to be endowed with a superior mental force, what kind of
ability is it? To what extent does it contribute to the realization of his fate?

To answer these questions one easily goes back to the issues which have been
long discussed among critics about the responsibility of the charactetheare

outcomes due to the characters’ actions, or resulted from fate? The issue could go

19 Segal, 1981. p. 232: “the solving of the riddle of the Sphinx ... like Heracles’
defeat of monsters, is a basic civilizing act, a defense of the city atjaeaening,
half-bestial monsters from the “raw” world outside.”
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back to the discussion of Homeric characters and whether their actions avesb choi
influence the outcome of their fates. Homeric gods—the main agents of fate in
Homer—are not solely responsible for the action of Homeric characters; on the
contrary, there is individual responsibility in each action. In various situatiorsasuc
Achilles’ deliberation as to whether he should kill Agamemnload( 1. 188-222),
removing the divine intervention may not seriously change the human dédision.
In Attic tragedy, especially th@edipus Tyrannydate is unknown to mortals, but

it may be revealed through oracles or omens such as dreams. E. G. Berry dadieves t
while the powers which control human destiny have been attributed in an increasing
degree to the gods, there is also an increasing growth in the feeling af huma
responsibility for at least a part of man’s destiny, first of all throbghdevelopment

of the conceptsidog andrnpopabeia, later in the development dpeti.t?® G. M.
Kirkwood believes that the fulfilment of most Sophoclean oracles requires both the

force of human character and divine Wifi. W. C. Greene thinks that although in

197 See also Lloyd-Jones (1983: 24 and 10) on Achilles’ anger: “the divinely
motivated act can also be fully motivated in human terms; the part playeddnydthe
can always be subtracted without making nonsense of the action.”

198 Berry, 1940. p. 14. Critics like John A. Moore, J. C. Opstelten, and Cedric
Whitman also use the ter@pery, yet they rejected the notion of the tragic hero’s
responsibility altogether and find the basis of Sophoclean tragedy in the conflict
between heroidpet and the world of gods or man; the sufferings springs not from
faults of the hero but from the incompatibility of his excellence with the world about
him; the fault lies in other men, or in the gods, or in the “irrational evil” of
circumstances. See John A, Modsephocles and Aret&938; Opstelterophocles

and Greek Pessimisri952; WhitmanSophocles, A Study in Heroic Humanism

1951.

199 Kirkwood, 1958. p. 73. Also see p. 74 on his analysis ofAfag in which
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Greek tragedy the action more or less proceeds with causes inteltmilortals and
beyond the control of human characters, any sweeping statement assexékg Gr
tragedy to be fatalistic is fallaciod® R. Drew Griffith thinks that the predestination
does not exonerate Oedipus from his responsibility in his actions, since preestinat
does not constitute a compulsion, and Oedipus could have fulfilled his fate in total
innocence—that is, Laius could have died at Oedipus’ hands in other ways instead of
the direct, fierce confrontaticfi® In a more recent study, Lowell Edmunds also
acknowledges the function of individual choice. Oedipus plunges into an investigation
that carries him far beyond the political responsibility entailed in thdesrac
instruction concerning the plague, as Edmunds argues, and Oedipus is “the kind of
person who might have committed these crimes even if they had not beerf¥ated”.

Both fate and character contribute to the evolution of events, and they work
together to bring about the action of the play. It is hard to imagine how a Greek
tragedy would totally neglect the force of fate, nor is it likely thatlaesary work of
such quality should present characters as mere puppets of its destiny. The strong
contribution of the character to the realization of an action does not necessarily
diminish, but may reinforce the importance of fate; on the other hand, what is

ordained as fate might point to the same direction of what the characters might

“Calchas’ announcement does not in the least make Ajax’s suicide inevitable”
20 Greene, 1963. p. 91.
201 Griffith, 1996. p. 53-54.

202 Edmunds, 2006. p. 49.
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naturally do. The key to understand fate in@eslipus Tyrannysas it seems to me,
lies in the interaction between a strong character and the unexplainablefftiree
necessity>® To better illustrate this interaction in tBedipus Tyrannyd compare
the issue of fate and character of Oedipus irQdipus Tyrannusith that of
Odysseus in Homer®dyssey

1, Oedipus and Odysseus: the Necessity of a Comparison

In discussing the characterization in Sophocles, it is helpful to ask whether
Sophocles is influenced by Homer. Sophocles has the claim to be “the most Homeric”
of Attic poets. This judgment goes back to Aristotle who thinks Sophocles is akin to
Homer in portraying good méfi? Aristotle’s argument calls attention to the
comparison between the characterization in Homer and in Sophocles. A. C. Pearson
thinks Sophocles wins this claim chiefly in respect of his diction, but also
acknowledges that Sophocles is considered a follower of Homer not only in the
structure of plot but also in the delineation of character and in the artisticgxpre

of his thought® The claim is also reiterated by contemporary critics like E. R.

Dodds and John Heringtdf® both agree that like Homer Sophocles has more

203 Also see Charles Segal, 1981. p. 8: “Tragic character in Soph®dks in the
tension between the isolation imposed by heroic individuality and terldesign
which that destiny fulfills.”

204 w8 qtde Gv e ppneic Opipw ZoporAfic, ppolvon yap Eueo orovdaiove.”
Aristotle, Poetics1448a 26.

203 pearson, 1917. For Sophocles’ diction, see p. xxiv. For Sophocles’

characterization, see p. xxiii.
208 Dodds, 1951. p. 43; Herington, 1985. p. 137.
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emphasis on character and is good at taking old story patterns and remolding them,
shaping anew traditional characters.

The comparisons between Bedipus Tyrannuand theDdysseyor between
Oedipus and Odysseus, are not unprecedented, yet nor are they conventional. Previous
comparisons tend to focus on issues other than characterization or the problem of fat
and character. Propp compares the two heroes in the context of social and historical
development. He thinks that the story of Odysseus shows a transition from
matriarchal society to a patriarchal one, and that the marriage isdth i€ of the
older order while that with Penelope is monogamous of the new33fdépmparing
Homer with Sophocles, Propp finds that the old and new orders co-exist in the
Odysseybut in the Oedipus story the new order has triumpffed. Ahl gives a
comparison of the two figures by relating Oedipus’ lament to the chorus in 1329-31
with the cries of the blinded Polyphemugdysseo. 403-12. Ahl sees a verbal
parallel or the echoing of the two passages, though it is a little far-fietochene. For
Ahl, on hearing Oedipus, Sophocles means his audience to think of Odysseus, whose
legend with Telegonus constitutes an interesting variant of the Oedipatf kalleng
one’s father and marrying one’s moth%r.Charles Segal compares the Oedipus’ story

with that of Odysseus mainly from the perspective of narrative, that

207 propp, in Edmunds and Dundes (eds., 1983). p. 99 and 100.
2% bid,

209 Ahl, 1991. p. 229.
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The continuity of life-movement in tH@dysseyorresponds to the clarity and
forward movement of narrative in the epic form, in contrast to the halting,
unpredictable, blocked movements of narrative in trag&dy.

The hero’s movement in ti@dysseys forward, though it uses retrospective
narrative; however, for Oedipus, the past is always returning to the wrong place

My reasons for a comparison of the two are more related to the issue of fate and
the characterization of each hero. First, both literary works concern thetjgedif a
hero’s fate and how that hero reacts to this prediction and brings out his ifateudt
that Odysseus consults only about his homecoming and not explicitly about fate.
However, in theDdysseythevootog, Odysseus’ homecoming, is the central question
during his consultation of Teiresias, the main aspect of Odysseus’ fatd] as the
epic theme. Odysseus’ homecoming has been sanctioned by the gods in the beginning

of theOdyssey

a’ Bte 8 Eroc ANOE Tepumhopévay Eviavtdv,

® ol Erexdoavro Beol oikOVE vEesbon

eic TOAKmy, ...

But when in the circling of the years that very year came

in which the gods hasbunfor him his time of homecoming

to Ithaca, ...(1. 16-18, trans. Richomond Lattimore, emphasis added)

The root inérexAwoovto is the common word used in Homeric spinning image,
which is closely connected with fate, as is discussed in chapter 1. Moreover,
Odysseus’ homecoming also brings out the fulfillment of prophecies about other

people’s fated™ Thus in the context of th@dysseythe most important aspect of the

210 gegal, 2001. p. 62.

211 polyphemus was told by Telemos that he would lose sight at the hand of Odysseus
(9. 507-512). Circe was forewarned by Argeiphontes that Odysseus would come to
her on his way back home (10. 330-332). The Phaeacians had the old prophecy that
one day Poseidon would be angry because of their convoy without hurt to all men (13.

93



hero’s fate is his homecoming.

Both Oedipus and Odysseus received predictions about their fates, not at birth but
in the middle of their lives. The reasons and manners in which they consult an oracle
or the seer, the contents of each prophecy, as well as the reception pftipbseies
by each character, are worthy of comparison. Moreover, in the realizationr datbe
both Oedipus and Odysseus confronted similar situations. Comparisons will focus on
the different reactions of each hero to similar situations, and how their aatiects
their fates.

Second, despite the difference in genre and length of the work, bdluyissey
and theOedipus Tyrannudescribe their protagonists in situations different and wider
than the battlefield. Each situation requires the protagonist to respond in ways othe
than direct combat and sheer force. For example, in the encounter with Polyphemus,
Odysseus first described themselves as the followers of Agamemnorcker sd
Troy. But the Cyclops only dismissed it “in pitiless spirith{iét ou®d”, 9. 272;
trans. R. Lattimore) and ignored his supplication. Odysseus had to give up the sword
and think of other ways to escape (9. 299-306). As Segal rightly points out, this
episode shows that what is suitable for straightforward battle is inappeopri
strange world of fabulous monstéts.In theOedipus Tyrannysoth the present

problem in the city—the plague, and the past disaster—the Sphinx, require solutions

172). These seem to me less likely to be just simple formulae becausedieagh
given under specific contexts and with ample details.
212 gegal, 1994. p. 89.
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other than simple force.

While both heroes display superior mental ability, their respective mentarpow
are not necessarily of the same kind. The mental excellence of Odyssatg, c
labeled asifjtic in the epic, has been more fully studied in recent decades. Marcel
Detienne and Jean-Pierre Vernant defingsg in their Cunning Intelligence in Greek

Culture and Societyas

a type of intelligence and of thought, a way of knowing; it implies a complex
but very coherent body of mental attitudes and intellectual behavior which
combine flair, wisdom, forethought, subtlety of mind, deception, resourcefulness,
vigilance, opportunism, various skills, and experience acquired over thé¥ears.

Thuspftig involves a practical skill, an ability to manipulate all the resources in a
transient, shifting or urgent situation, in order to achieve an end which might not be
explicit at the moment. The word is never seen as to label the mental power of
Oedipus, the nature of which will be the focus of our comparison.

2, The consultation

The Odysseyelaborates on the process of the consultation and the formalities that
Odysseus observed. Odysseus did not hesitate to take the trouble of going down to the
underworld although this trip was not welcomed by his companions (10. 566-570).
The necessary rituals were first instructed by Circe (10. 516-540) thenactual
performed by Odysseus himself (11. 23-41). It is obvious that Odysseus, inocorder t
properly consult the old mantis, strictly followed the proper procedures. The

consultation in th®edipus Tyrannus only briefly recounted by Oedipus himself. Of

13 Detienne and J-P Vernant, 1978. p. 3.
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course, the limited space of tragedy does not allow for repetitious dathil. St

should be noted that, while Odysseus made his consultation at the command of a

goddess, Oedipus'’ trip to the oracle was totally his own decision. He went there

“secretly” (“AaOpq”, 787) from Polybus and Merope. Compared with Odysseus’ trip

which is well sanctioned by the gods and well prepared, Oedipus made his

consultation in haste, and the question he raised was not honored by Apollo (788-9).
Although the account about Oedipus’ consultation of Apollo is briefOedipus

Tyrannusdoes devote more than a hundred lines to his encounter with Teiresias. As

we discussed in the last chapter, the introduction of Delphi has replacedaamesi

the oracular function. Preserved from the original Oedipus tale, Teiresiaistise

major oracular figure to predict Oedipus’ fate. His appearance in the play, in my

opinion, contributes more to the characterization of Oedipus. Oedipus’ encounter with

Teiresias is filled with strong emotions. The inquiry, originated by the pudnlisecof

the plague, soon turns to the direction of personal concerns. Suspecting treachery,

Oedipus not only attacks Teiresias verbally (334-6, 370-1), but also threatens him

with bodily harm (403-4). Oedipus’ attitude towards Teiresias, together \gith hi

earlier attempt to evade Apollo’s prophecy by fleeing Corinth (753-8), ardtéis

doubt as to the reliability of oracles (964-972), shows that Oedipus is eeaygcd

by strong emotions. Moreover, his very piety is put to stake. On the contrary, during

the consultation in th®dysseyOdysseus showed a high degree of respect to

Teiresias and strong self-discipline of emotions. Unlike Oedipus who summons the
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old mantis, Odysseus made a special and uncomfortable journey to meet the ghost of
Teiresias. Nor did he allow personal emotions to overweigh his original inteation t
the underworld. Seeing the ghost of his mother, and touched as he was, Odysseus did
not allow her, let alone any other ghost, to draw near the blood until he first
guestioned Teiresias.
The content of the oracular utterance is also worth comparing. Althowgh Ze

gives his consent to Odysseus’ homecoming in the beginning of the epic, the
prediction about higéotoc is nevertheless a heavily conditional one. Teiresias filled
his language with conditions: “if... you might... you ma@dysseyil. 105). Circe’s

instruction about Odysseus’ future journey in 12. 56-8 also gives him choices:

€vBa to1 oUkET” Emeito dimvexk€ng AyopelUom,

onnotépn 8N to1 030¢ Esoetar, GAAA kol alitOg

Bop® PovieUev: Ep€w SE Tol AuPoTEpmhey.

... for that time I will no longer tell you in detail which way

of the two your course must lie, but you yourself must consider

this in your own mind. | will tell you the two ways of it. (trans. Lattimore)

Both indicate that Odysseus’ homecoming depends greatly on his own actions
and choices despite the consent of Zeus, and that his actions may change thd course o
his fate. The prediction about Odysseus’ homecoming contrasts drastithltpe

prophecy that Oedipus received. Oedipus recounts Apollo’s prediction as:

.. AEyov,
WG pnTpl PEV ypel pe puydivar, yévoc &
atintov Avopwmroict Sniwcow’ Opdv,
poveUg & o funv 100 puteUsavtoc matpOc.
I must have intercourse with my own mother, show
to human eyes a race unbearable to see,
and kill the father of my birth. (790-3, trans. Lattimore, emphasis added)
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The italicized verbsypein” and “€coiuny” are in the optative form, which
grammatically replaces the indicative in indirect statement of segosedquence.
The grammatical structure has a factual, realistic tone, which indibatethé
outcome of Oedipus’ fate little depends on his own choices and actions. Still, Oedipus
did not passively wait for the realization of his fate. Just as Odysseus nuiglerde
at every situation he was confronted with during his journey, Oedipus actively
contributed to each crucial step in the realization of his predicted fatpeksignality,
resulting in his behaviors, contributed crucially to this realization.

3, Laius and the goatherd

What is Oedipus’ character apart from strong emotions and disputed piety? Has
he totally retreated from the warrior image of the older versions of the’stbe
audience of th®edipus Tyrannusould hardly be unaware of the episode in which
Oedipus most clearly demonstrated his physical strength. Single-handedly,
disadvantageous position, Oedipus killed Laius and all but one of his followers.
Oedipus exhibited such extraordinary force that, the Thebans easily believed t
survivor’s report that the king was killed by a group of robbers.

| am less concerned with Oedipus’ demonstration of force than with his decision
to resort to force. Many critics have talked about the fatal conflict leetwaius and
Oedipus on the crossroads. Oedipus might be excused by the fact that Laius was t
first to provoke an unarmed traveler and to use force. The blame may also be on

Oedipus. R. Drew Giriffith thinks that Oedipus should give the right of way to Laius,
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and that his killing of Laius is the killing of a stranger, which indicates mere
barbarity fit for the Cyclopes:*

Justina Gregory lists the possible reasons for one to give way to another as the
mode of locomotion, age and rank. She considers that of status as decisive in this

case. Gregory points out that

By asserting the right of way either party could claim dominance of the
public space, and the posture and gestures deployed by each conveyed
unambiguous messages about relative social po$ition.

In this context, to yield the right of way was to be marked as an infétior.
Gregory admits that there was nothing demeaning in giving way to royetty;
Oedipus did not recognize Laius as royal, since Laius was not accompanied by the
sizeable retinue appropriate to a ruling maivifp apynyémg” 751). Gregory also
compares Oedipus’ confrontation with Laius and Odysseus’ encounter with
Melanthius, the goatherd, upon his return in Ithaca (17. 233-8). Oedipus, ignorant of
the identity of the man in the carriage, could not bear the insult from an older.person
In Odysseus’ case, he is in full knowledge of both his own and Melanthius’ identity,
which makes the insult from his social inferior seem more unbearable. Stiis€dy
controlled himself and refrained from violent retaliation. Thus, facing undeserved

insult and bodily attack, Oedipus lets his anger get the upper hand, despite the unclear

214 Griffith, 1999. p. 48-9. Here, Griffith compares Oedipus’ killing of Laius to
Polyphemus’ killing of Odysseus’ crew in book 9 of dysseyl doubt the validity

of this comparison, because there seems to be no guest-host relationship between
Oedipus and Laius.

215 Gregory, 1995. p. 144.

21 bid., p. 145.
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identity of his opponent.

Odysseus’ excellent self-control may be attributed to his full knowledtieeof
situation and the sense of security that comes with it. Odysseus’ disgeises ar
“deliberately contrived and willingly assumet’. He has total control over his
identity. His disguise back in Ithaca was specially encouraged and suppyrte
Athena. On the contrary, Oedipus is not a man secure with his own knowledge.
Gregory suggests that Oedipus never forgot the original question that drove him to
Delphi?*® Oedipus never really knew his true identity until the very end of the play.
While Odysseus actively fabricates stories and make up different iele mbit
himself, the various identities with which Oedipus appears before people—the
stranger, the son of Polybus and Merope, the tyrant king of Thebes, Oedipus only
accepts them as the situation requires. This may partly explain thibiligsof
Oedipus both in this scene and in his encounter with Teiresias.

It is also worth noting that Odysseus deliberates between two shoice

0 € pepunpiéev Odvooelc
AE petaifac Pomdrw £k Bupov Elotro,
A mpOg vijv EMdoete kApn Aneovdic deipac.
M’ €nstOMumoE, ppeci & Eoygto:

... he pondered within him

whether to go for him with his cudgel, and take the life from him,
or pick him up like a jug and beak his head on the ground. Yet
still he stood it, and kept it all inside him.
(trans. Richmond Lattimore, 17. 235-8)

In the Odysseyhis kind of deliberation occurs frequently. For example, in the

217 Murnaghan, 1987. p. 25.

218 Gregory, 1995. p. 46.
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homecoming scene, in his own palace, Odysseus deliberated about how to fight the
other beggar (18. 90-92). In Polyphemus’ cave, when threatened with death, Odysseus
took counsel with himself (9. 299), dispelled his first impulse to kill the Cyclops, and
resolved to yield to the present situation (9. 300-305). This kind of deliberation, of
weighing different results when confronted with the present situation, of adapting
oneself to the needs of the moment, are typical traigfaf but not found in

Sophocles’ Oedipus. In contrast to the pliable, ever changing Odysseus, Oedipus
sticks to his strong character and is rarely changed through all kinds obsif@ain

after the final revelation. He also easily resorts to force, and verywitie no good
reason to do so. Right after he received the oracle, and even though he could have
chosen to bear the insult, Oedipus killed an old man who was of the same age as his
father. He raged at Teiresias whom he had invited to give consul: “did yotenotse

me too old, you'd learn by suffering what kind of thoughts yours&feHe

threatened the old shepherd with torture (1152, 1154, 1166). It is thus concluded that
Oedipus is fully capable of and prone to use force. He is more likely to act onempuls
than on reason, and his intelligence is not ruled by rational thinking or self control.
Oedipus lacks the endurance and pliability of Odysseus. He might be smarfabut is
from being wise. In this sense, although the chorus describes Oedipus as itlever w
words like ‘6op0c” (484, 508) and Sogia” (502), Sophocles quite correctly refrains

from ever describing him asbepwv, a word which indicates the wisdom of

219 wei 5& uf “80keic Yépwv/ elvar, Tadv Eyvarc Gv oid Tep ppoveic”, 402-3.
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prudence, moderation and self-control.

4, The Sphinx and the Cyclops

In both Oedipus’ dealing with the Sphinx and Odysseus’ encounter with
Polyphemus divine interference is apparently absent. In the Cyclops’ episode,
Odysseus saves himself from a desperate pitfall through his own resolneg§i€
of Odysseus is practical and productive; its application leads to successifraitiul
results. However, Odysseus does not segffig in any way exclusive to divine
help. In Polyphemus’ cave, the first action of Odysseus and his men when keeing t
Cyclope’s cruelty was to hold up hands to Zeds{&ys0opev Al yeipac”, 9. 294).
Pondering their way out, Odysseus thought of

&l moc Tisaipmy, doin 8¢ pot eliyoc ABRAVN.

how | might punish him, how Athene might give me that glory.
(9. 317; trans. Richmond Lattimore)

The above expressions are epic formulae. Athena is said to give glorhelsew
once in Homer, to young Nesttt and holding hands up to Zeus is seen in various
other situations of supplicatidh® These formulaic phrases contribute to the
characterization of Odysseus. His close relationship to Athena, the goddessd
with pftig, is also demonstrated through non-formulaic expressions. When Athena
stopped visiting him after the sack of Troy, he wondered, as he later said, ‘with m

heart torn inside its coveringé® For Odysseus, divine help is something eagerly

220 w5@dkev 8¢ pot elyog AGvn.” Seelliad 7. 154.

??! Seelliad 5. 174, 6. 257, 19. 254 and 24. 301.
222 « 4\ alel ppeoiv Now Exov dedaiypévov Nrop”, Odysseyi 3. 320.
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sought for and greatly welcomed. Endowed with this unusiat, Odysseus never

prides himself over the divine. He accepts whatever is given by the divine:

A’ Ote 8N kal Aypa Bgol ndrapsg Tel€smot,

kol Ta p€pet AekalOpevoc TeTAn0TL Bopd:

Tolo¢ YAp vOoc €otiv EmyBoviov Avlpwmwmv

olov &’ Arap Gynot tathp Avopdv te OV .

But when the blessed gods bring sad days upon him,

against his will he must suffer it with enduring spirit.

for the mind in men upon earth goes according to the fortunes
the Father of Gods and Men, day by day, bestows upon them.
(18. 134-7; trans. Richmond Lattimore)

In the QlysseyOdysseus is also described as offering sacrifice beyond all other
men (1. 65-7). Thus although Odysseus actively usasihisin dealing with each
situation he meets, he never overvalues his own ability. Nor does he try to avoid or to
avert what is directed by the divine.

While the Cyclops episode greatly demonstrates Odyssgus, the
confrontation with the Sphinx is the very foundation on which Oedipus’ claimed
intelligence is based. Within the civil context of a city state inQbdipus Tyrannys
there is the new emphasis not in sword but in the excellence in mind, different from
all traditional heroes in the epic tradition, Oedipus wins the throne not by Killing
through riddle-solving. But what is the nature of the powavaim (398) that
enables Oedipus to triumph in the dealing with the Sphinx? How does Sophocles
depict this new characteristic added to the hero?

The first point to notice is that, tl@edipus Tyrannysnstead of explicitly
acclaiming Oedipus’ intelligence, repeatedly put into question his intetigand the

soundness of his mind. Jocasta blames that he acts not like a man of sound mind,
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“oU8’ Omol” avnp Evvoug” (915-6). Despite the claim to be best at finding out riddles
(440), he was unable to figure out the truth of himself till the very last. The logic
deduction to interpret through signs and evidence, which Oedipus stuck to throughout
the play, was at no avail. Thus his human intelligence is very restricted andotioes
perceive or understand the divine will. He can solve the mortal, mundane riddle, but
does not interpret divine oracles. On top of his over-confidence in his mental power,
Oedipus actively uses his human knowledgey¥wism, to block, contradict or evade
divine will. Secondly, except for the riddle-solving, which is a later additi@retis
no other account in the play through which Oedipus and the others could make any
claim for his superior intelligenc&® It is only the riddle solving, a later addition to
the Oedipus tale, that serves as a basis for Oedipus’ fame as intelligent.

More important is the relationship between Oedipus’ riddle-solving intelligence
and divine interference. The priest mentions the dealing of the Sphinx as gigtinctl
feat of Oedipus, yet he very explicitly differentiates his respect éoligdis from his
224

piety to the gods (31). He clearly defines Oedipus’ excellence in the sgihreen;

and attributes Oedipus’ victory over the Sphinx to the aid of heaven:

aaa tpocOixn Oeol

AEyet vopiler 0 Ruiv OpO@sou Piov:

it was through the aid of god that you set our lives straight again—so people
think and say (38-9, trans. Ruby Blondell)

To the priest, the superiority of Oedipus’ human ability is not adequate to achieve

223 gee also Richmond Lattimore, 1964. p. 61; Edmunds, 1983. p. 160-1.

224 «Gvgpdv 8& Tp@dtov” (33) and ‘Ppotddv &piot’” (46).
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the victory; he cannot succeed without the help of the divine. Oedipus, however,
takes pride in his own mental power over the mantis’ skill when referring tortree sa
event:

yvun xvphoog oUd” an’, olov®dv padwv

succeeding by the power of thought—not taught by birds
(398; trans. Blondell)

By denying the skills of reading the birds, Oedipus is denying the preeminence of
the mantic arts, and especially, the ability of the old mantis in front of himp@sedi
was not explicitly denying the help of gods by distrusting Teiresiasi e zame
time he shows no intention to acknowledge any god’s role in his triumph. For him, he
is the sole savior of the city. It has been noticed that the confrontation of Oedipus and
Teresias demonstrates an opposition in language between the human and the divine,
the secular and the sacréd. It also shows the opposition between human knowledge
and divine knowledge. Teiresias does not deny his claim of a single-handed; victory
however, the old mantis takes his ability in doing this with contempt (440-441) and
considers it as ultimately destructive (442).

The tension aroused by the different opinions in viewing Oedipus’ defeat of
Sphinx is pressing. Oedipus thinks it is the tour-de-force of his own mental power,
independent of the divine, that he alone solved the riddle of Sphinx and enjoys the
reputation of solving riddles and unchallenged wisdom. However, it is hard to fully

eliminate the existence of some intangible yet persistent power behinghims S

22> Gould in Bloom (ed., 1990). p. 213.
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episode. The monster has a mysterious source. The timely occasion on which she
besieged Thebes leads to Oedipus’ marriage with Jocasta and bonds him with Thebes.
And in the end, this encounter, triumphal to Oedipus at the time, turned out very
possibly to be a fatal link of a grander design, as Teiresias has warneg|ftisame
fortune which won him kingship and reputation has destroyed him d0on(*e

pévror ¢ N tUym Swieoev 442). Sophocles kept silent on the source of the Sphinx in
the Oedipus Tyrannuand never made it explicit whether Oedipus’ triumphed over the
monster through his own ability or, as the priest said, through the aid of god. Still, the
final revelation compels the audience to look back and reexamine Oedipus’ claim of
single-handed victory—along with his many other assertive claims. ThexSphi
episode may very well be one link of the grand plan of Oedipus’ fate and this would

ultimately puts to doubt Oedipus’ claim to intelligence and his human knowledge.

3. Conclusions

The above discussion demonstrates that Oedipus represents a new kind of hero in
the civil context, different from the traditional warrior image in the epics.
Consequently, his mental superiority or, intelligence, is also in the citiriget
Oedipus’ claimed intelligence, as a later elaboration to the more traditozge iof
the warrior hero, is in nature different from fiifgric exemplified in Odysseus, which
is characterized by its flexibility and many turns. Although Oedipus iscteaized

by a persistent desire to know the truth, this desire is different from @dyss
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curiosity for the world unknown. Oedipus’ desire to know is more of an intellectual
one, based on logical deduction and rational thinking. It is devoid of the social
experience as seen in Odysseus. Furthermorgfithehas been saving Odysseus
from troubles, its value and usefulness affirmed even by the divine; the value and
usefulness of Oedipus’ mental power is ultimately put at stake.

The personality of both characters contributes significantly to thea&ah of
their respective fates. Odysseus’ curiosity to know the world leads him ar® m
wanderings during his journey horff8, while his “toxvtponoc” pfitic saves him
from dangerous situations. In Oedipus’ case, although he could have fulfilled the
oracle about his fate in a more innocent, unwitting wayQbeipus Tyrannus
presents Oedipus as playing an active role in each crucial step of hisrifght well
be said that, to a certain extent, the predicted fate fits each charaatevisghiey.

The relationship between the hero’s character and his predicted fate is more
complicated in th®edipus Tyrannughan in the Homeric poems. Although the

realization of each fate befits what would be the natural outcome of theactdvar

226 Odysseus’ biggest trouble, the curse of Poseidon, originated feoimsfstence to
visit Polyphemus’ cave and to know his way of life (book 9). TherSienchants him
by a song promising everything that happens on earth (12. 184-1®jJ9s€ds’ own
intention to wonder and to see the world is also interestingly leetrayy Odysseus’
various false stories that he invented when he gets back hommtéresting to note
that the actions in his false stories are similar to his owng¢hwinvolves battle,
sailing, and wanderings; the heroes of his stories also sharersoagléy of himself
(14. 199ff, 260; 19. 271ff; 19. 296, his journey to Dodona is also similar to his
journey to the underworld for prophecy). As Odysseus said in one of his false stories
kad kev Aot £vOAd’ Odvooelc
Anv: GAL" Apa oi 10 ye kEpdiov gicato Guud,
oot  Gyvptdletv moArny €ni yaiav i0vti. (19. 282-4)
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each work seems to imply different attitudes towards this free play afatbarThe
setting of theDdysseynakes the predicted fate of Odysseus a conditioned one, which
encourages his own free actions and decisions. Similarly, iliatleAchilles is

given the choice between longevity and glory. Moreover, the prediction ohfate i
Homer gives more details. Achilles knows when and how his fate is to beeylfil

and Odysseus receives instructions about specific eventsvifichig. Oedipus has
none of these privileges. In the context of @exdipus Tyrannygshe prediction about
fate is absolute, and does not depend on Oedipus’ choices and actions. Neither the
oracular responses Oedipus get nor the dialogue with a mantic figuréngipasd
directions for Oedipus’ future actions; moreover, Oedipus is horrified, confused, or
misled by them. The direct intervention of the gods in Homer becomes the murky,
restrained divine intention which demands the mortals’ special effort to tentkrin

this sense, Oedipus’ situation is closer to that of everyman. The interacti@ebet
such a personality and the power of fate is crucial t@#wipus Tyrannuslhe
attempted, yet failed efforts on the part of the protagonist to communiithatthes

divine hints at the existence of a grand, divine plan which may not be easily
discernible but demands fear and respect. The forceful struggles to evade the
predicted fate unwittingly bring out its realization, and it is just throughhhisthe

power of fate is conveyed in tiiedipus Tyrannus
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Chapter Four: the Significance of Oedipus’ Fate in th€&ntury Context

The previous chapters analyze the rhetorical function of fate @ddgus
Tyrannusin structure and characterization. In the present chapter, | exdmine t
significances of Sophocles’ representation of fate irtadipus Tyrannuby drawing
upon works by Sophocles’ immediate predecessors and contemporaries'in the 5
century Greece and by putting the problem of fate and its reception in the Historica

context.

1. The Fulfillment of Fate

TheOedipus Tyrannupresents a narrative of the fulfilment of fate. The play
focuses our attention on the problem of fate in several ways. First, the playg aegi
point where a series of predetermined and predicted events have already pastse
Second, several characters express doubts about oracles of Apollo. Oedipus questions
Teiresias’ prophetic art, and Jocasta raises doubts about the truthfulness @ Apoll
oracles (720-722).

On a purely literary level, we can view the fulfillment of fate as a neerat
mechanism adopted by the tragedy. The interactions of Oedipus, Teirebizxscasta
become part of the tragic irony. The doubts raised by Oedipus and Jocastathee jus

words of men and women doomed to dis&&teiThe bolder their claim, the greater

22T See Nock, 1942. p. 474-5.
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the artistic effect when their doom is realized.

The theme of fate in th@edipus Tyrannualso has important ramifications for
fifth-century Athens. Philosophers, historians and tragedians questioneidmiadit
religious belief in a variety of ways. Especially in the second half of ttiecintury,
the validity of oracles was no longer taken for granted, and was an object of active
debate?®® When Jocasta dismisses the oracle to Laius, the chorus begs Zeus to fulffill
the oracle to Oedipus in order to preserve the religious staslisovlcles (899-910).

In this dramatic scene, the entire belief system hinges on the fulfillmhéme oracle
to Oedipus, and the vindication of Apollo’s prediction in @edipus Tyrannus
constitutes a reaffirmation of traditional belief. More specifically,itmgortant role
of Apollo in theOedipus Tyrannusalls attention to the oracle at Delphi.

| argue that th®edipus Tyrannudoes not display serious disbelief in oracles or
the gods, nor does it ridicule skeptics through their fated downfall. Despite Oedipus’
strong character, stubbornness and rashness, he is not an impious person. Nor is
Jocasta. | begin with Jocasta’s skepticism about Apollo’s oracles, thergitocke
oracle to Laius, to demonstrate how @edipus Tyrannupresents fate’s innocent
victims.

Jocasta’s Doubts: Human Factors in the Prediction of Fate
The major skepticism about oracles in the play occurs when Jocasta doubts the

validity of Apollo’s oracle to Laius, and tries to persuade Oedipus not to heed the one

228 See Knox, 1966. pp. 43-44.
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he received (708ff). It should be noted that Jocasta made a careful distinction
between the prophetic god, the prophetic art and the mortal practitioners. &hleystar
dismissing mortal practitioners: “there’s no mortal creature sharipgophetic skill”

(“€oti cot / Ppotetov oUSEV povtikic Exov téyvnc”, 708-9, trans. Blondell). In her

account of the oracles to Laius, Jocasta uses caution and propriety not to blame a god

directly:

xpnondc vap A0 Adiw ot , oUk €p@d

®oifov y An” altol, t@v &  Unnpetdv Amno,

An oracle once came to Laius—I won't say

from Phoibos, but from Phoibos’ servants— (711-12, trans. Blondell)

Jocasta’s distrust of Apollo’s servants does not equal any distrust for theogod.
understand this, it is necessary to examine the ways by which the divine
communicates to mortals in Attic tragedy. | categorize them intot@iretindirect
ways of communicatioff® The direct way is epiphany, the gods’ physical appearance
on stage. In thEumenidesthe Furies, Apollo and Athena are characters on stage who
directly express their opinion about Orestes’ matricide. IfPthilctetes Heracles
reveals himself to Philoctetes and persuades him in person. In epiphanies, gods’
intentions are communicated directly to the mortals, and there is no problem with its
interpretation. When Jocasta says that “if a god seeks what he needsdilg’ll
uncover it himself” (&v y@p Gv 0c0¢ / ypeiov Epsuvd, Pasdioe altdg pavel.”, 724-5),
she might well have this in mind.

What Jocasta (and for that matter, Oedipus) has doubts about is the indirect way

229 gee also Parker’s categorization in Griffin (ed., 1999) pp. 11-15.
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of communication between the divine and mortals. By indirect | mean that the divine
message is sent through a verbal, vocal or signal medium, and in reading and
understanding it, there is the problem of interpretation. These indirect waydeinc
omens, such as the flying of birds, the occurrence of a thunder, or a dream; it also
includes what is most concerned in the passage of Jocasta’s doubts: the oracular
utterance.

Signs and omens are natural phenomena, and are loaded with meanings only
through human interpretation. Not all natural phenomena bear divine messages; so
before interpretation one must also determine which ones are the true signsn@nc
believes he receives an omen, he may need a professional to interpret the rireaning.
historical situations, different omens require different professiéifalsiterary works
present how a mantic figure interprets signs and omens. lhath€@dysseus
recounts the portent they received in the beginning of the war, which Calchas
interpreted (2. 303-330). Occasionally, literary characters may intemesis
themselves, taking the role of a professional at the moment. When a bird omen
appeared upon Telemachus’ departure for Ithaca, Helen claimed that she would
prophesy Qdysseyi5. 172) and offered an interpretation. In ltliwation Bearers

once Orestes learnt about Clytemnestra’s dream, he read it as an omsrsfachss

230 See Nock (1942: 475) for a summary of how different omens are interpreted by
different professionals: “On a sign or a portent you might consult an oracle, an
exegetesgor local representative of Delphi and specialist in sacred lore)nants
(soothsayer): on dreams, exegete®r a mantis, and occasionally an oracle: on
victims or birds, anantis”
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in revenging his father (540-1).

Now | proceed to oracles which constitute the central concern of Jocasta’s doubts.
Historical evidence shows problems in the delivery, the transmission and
interpretation of the oracular message. The Pythia at Delphi, and other “gods’
servants” at Delphi and in other oracles spoke for the gods, but they are themselves
human beings and are susceptible to fear, pressure, and’dthiershe case when the
enquirer was not physically present at Delphi but sent one or more envoys, procedures
are taken to ensure the security of the oracular responses, or even the gtiéstions.

Tragedy reflects the concern for the reliability of oracular messdg the
Oedipus Tyrannysvhen Creon, who had been sent as an envoy to consult Delphi,
was charged of conspiracy with Teiresias, he asked Oedipus to test hinmdpypack
to Delphi and inquiring about the faithfulness of his report (603-4).

Interpreting oracles also poses dramatic problems. As has been discussed in
previous chapters, historical oracular responses often chose from a limited number of
options, or gave a simple affirmation or denial. Attic tragedy portegenidary and
fictional oracles which are often ambiguous in meaning. “Puzzling riddles of Phoebus
lured me on” (EuripidesSuppliants 138), exclaims Adrastus. Robert Parker discusses

how riddling oracles provided a kind of resistance to the understanding, and also

231 See also Nock, 1942. p. 474. Fontenrose (1978: 211) also points out that the
Pythia’s emotions affected her utterances. Fontenrose also mentioney, kel
has only several known cases.

232 Fontenrose, 1978. p. 217.
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points out that the interpretive process shifts the responsibility from the one who
utters the oracles to those who receive th&mhen Apollo responded to delicate
enquiries with riddles, he was forcing the client to construct his own response through
interpretatior?>* Apollo told Adrastus to marry his daughters to a boar and a lion
(Phoenissad11); and when he saw Polynices and Tydeus coming to his palace as
exiles, he interpreted that the oracle meant these young men. In doing so Adrastus
takes great liberty in the understanding and execution of Apollo’s teaching. Even
when oracles or predictions do give simple, direct statements, they may still be
unhelpful in the actual human situation, and mortals need to choose their own course
of action. The oracle about the plague in the beginning dd#dwpus Tyrannus

(95-98) involves no riddling; yet it requires no less human judgment and efforts to
carry it out.

Given the important role of Teiresias in Bedipus Tyrannyst is necessary to

look into the mantis profession. Oracles and manteis are two distinct modes of
divination. A mantis interprets divine will through omens and sacfifitehus has a

different source of authority from oracles. The profession especially Esolv

233 See Parker, 1985. p. 301. Parker is aware of the contra-argument about the
ambiguity of Delphic oracles. Fontenrose argues that the reputation of amisgui
wholly modern, and that Herodotus never says ambiguity was a Delphic
characteristic. See Fontenrose, 1978, p. 236. Even if Fontenrose is right about the
historical situation, it could still be valid that in literary represeéonatoracles are

quite often portrayed as hard to understand.

234 parker illustrates this point through the “wooden wall” oracle in Herodotus
(Histories7. 140-44).

235 Dillery, 2005. p. 169.
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choosing from multiple meanings, which demands the use of human féagore
mantis is very often a military figure that accompanies the troop and congugiig ki
figures, as Calchas in thigad. As an independent practitioner of divination, a mantis
has an individual relationship with his clieAts. Tragedy represents the tension
between a mantis and his clients. Manteis are constantly portrayed as tie abje
rebuke by kingly figures, and their opposition to the authority of kings is a iregurr
feature of manteis in my@#® Agamemnon rebukes Calchas in book 1 ofllia€;
and Sophocles’ Jocasta indignantly says that no mortal shares the prophetic art.
Teiresias is depicted to have conflicts both with Creohntigoneand with Oedipus
in theOedipus Tyrannysand Teiresias in thehoenissaéeels the danger of speaking
the truth (891, 956). Sophocles’ Teiresias is described to be a little removed from the
historical situation; he is not a military figure in any of the Theban plaigsha
seems to be endowed with an intuitive knowledgedipus Tyrannys299).
Nevertheless, his confrontation with Oedipus reflects the individual relationsthip a
possible tensions between a historical mantis and his client.

Thus in the context of most Attic tragedies, human reaction to the signs and
oracles is of great significance either in the interpretation or in theigxeof them.

Jocasta’s apparent skepticism of oracles ifdbdipus Tyrannushould also be

236 see Nock, 1942. p. 475 for the discussion of the art of Mantike.
237 For a detailed discussion, see Flower (2008) and Raphals (forthcomifhgB99-

238 Dillery, 2005. p. 172.
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understood in this context. Sophocles’ Jocasta does revere the gods; right after her
attempts to persuade Oedipus of the unreliability of words of prophecy (723), she
proceeds to sacrifice at Apollo’s altar (911-923). And although Jocasta openly
guestions the “reverent prophecies” from the god (953) after learning abobtg&oly
death, Oedipus’ lament which follows up seems to suggest that what people learns
from oracles or signs are through the medium of interpreters (964-7). Thid mixe
feeling towards gods and prophetic signs and oracles is quite in accord with what
Parker describes as the historical situation of oracles. Clients mayogleow

incredibility or even contempt to certain diviners or a particular form of diemat
and the fact that clients attribute failures to the incompetence or fraud afsnort
“supports rather than subverts belief’. As Parker concludes, “the soaehihses
diviners is the society that consults thefit.”"Parker’s argument is that individual
diviners were considered fallible, but the divinity was not. The above disoussi
shows that Jocasta’s words and actions irtedipus Tyrannudo not constitute a
serious challenge to the belief in Delphi, or to divine prediction of fate in general.
Laius’ Inevitable Fate and Fate’s Innocent Sufferers

Nor is there a clear reason for the fulfillment of fate in@eelipus Tyrannus

Sophocles does not reveal the ultimate machinery behind all the coincidences which
bring out Oedipus’ fate. The source of the plague and its timing is left unexplained.

The mystic origin of the Sphinx is never clarified. The encounter betwaies And

239 parker, 1985. p. 302.
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Oedipus, the timely arrival of the messenger, and the fact that the witriesasf

death is conveniently the same person who was charged with the exposure of the baby
years ago, are all left without any account of divine participation, or iesnabsThe

divine powers, their acts and motives, are hidden both from both the audience and the
character$?®

One of these crucial events most heatedly debated is how Laius receives the
prophecy about his fate. Within the play, Sophocles never clarifies why Laius (or
Oedipus, for that matter) was allotted such a fate. Jocasta mentionstbeacke
once came to Laius” (711); like the one Oedipus received at Delphi deitlipus
Tyrannus the oracle came as a statement of predetermined fact, not in the form or
warning or advice. Moreover, no reason is suggested for the allotment of such a fate
to Laius.

By contrast, however, the other two tragedians spell out more of the background
to the doom of the Theban house in their treatment the Oedipus story. In Aeschylus’
Seven against Thehdss only extant surviving play dealing with the Oedipus legend,
Laius was given a choice in the oracle about his fate. The chorus specifiagdhe
warned Laius three times (746), but Laius did not take heed of the premonition to save
his city (748-9). Laius’ action was first described as the result of thiesghess €«
¢ilov dBovdv”, 750), then lamented as ill counsgdi{oidg Adtov SusBoviac,

802), and further as lacking in trusp§brai " Amictor Adiov”, 842). It is

240 Gould, 1990. p. 209.
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consequently clear that the disaster of the household results from Laiu€ fail
make the right choice; Laius is to blame for a disaster spanning three gerserat
Oedipus’ curse on his sons is indeed the immediate cause for the present bloodshed in
the Seven Against Thehescurse which invoked the Furies to utterly destroy the
whole race (1060-2). Both the chorus and Eteocles repeatedly lament Oedipus’ curse,
as well as the Furies and the doom the curse bfffigdowever, Oedipus does not
receive the ultimate blame. Nowhere in the play does the chorus blame him for being
responsible for the family disaster; on the contrary, the chorus dedOelgsus as a
man who wins admiration from gods and man (772-5), and states that Oedipus
blinded himself and cursed his sons in the grip of pain and distracted in ldeart (“
aAyet Suopop@v/ patvopéva kpadiq” 780-1).

In Euripides, too, the doom of the family over three generations is the result of
Laius’ negligence of Apollo’s warning. In the beginningRtfoenissagJocasta
recounts that Laius went to Delphi to beg for a male heir, but was warned not to have
children (13-20). Laius begot Oedipus in lust and drunkenngssvi Soug & 1
Baxyeiav tecwv”, 21). Besides Laius’ lack of respect for the oracle, the added detail
of lust and drunkenness shows him as a man lacking in self-control. On the other
hand, Oedipus is described as cursing his sons only when he was not himself, struck
ill by misfortune (‘tpOg 8¢ tfig Toyng voo®v”, 66). It seems that Oedipus did not

curse his sons intentionally, and according to Jocasta he regrets this act am&l mour

241 See als@even against Theb@69, 724ff, 833, 840-1, 886-7, and 898-9.
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his curse after Polynices left Thebes (326-335). Later in the playsibsir@so sees
Laius as the source of disaster, because he made a child against heav63 wil

Do all three tragedians depict Laius’ guilt as passing through the generatid
evoking due punishments? To Aeschylus and Euripides Laius’ guilt is quite obvious.
Since he has a choice, Laius’ disregard for Apollo’s oracle constitutearaoéfense.

In Aeschylus, Laius committed the fatal act despite multiple warnind&uripides,
moreover, Jocasta specifies that Laius went to Delphi himself speszakyng for
advice. Parker notes that in historical situations there is no record of disoleeci@nc
specifically solicited oracular resporf$é.By contrast, Laius’ disobedience to an
oracle that he himself sought, even though in Euripides’ fictional context, is
phenomenal.

Lloyd-Jones raises a further question about the divine motivation for giving Lai
such an oracle, and argues that the legend of Chrysippus is the ultimate reason for
Laius’ punishment. The story, recorded in Apollodorus 3. 5. 5, tells how Laius’
abduction of Chrysippus incurred the curse of the boy’s father, Pelops. The legend,
with due variations on details, probably formed the plot of Euripides’ lost play
Chrysippusand is believed to have been used by Aeschylus in his lost pilasg?*

Still, even if Aeschylus and Euripides included this episode, | do not think that Laius’

rape of Chrysippus is the guilt that incurred the fates of Laius’ descendents. Ther

242 parker, in Cartledge and Harvey (eds., 1985). p. 298.

243 see Welckemie Aschyleische Trilogie. 359;Der Epische Cyclud 94; 11 316;
Hermann on Aeschylu§eptemp. 813; and Lloyd-Jones, 1971. pp. 120-1.
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would have been no inevitable punishment if Laius had followed Apollo’s advice.
One might as well argue that to die without issue is itself a punishmeruit; lyet
in that case the doom over three generations would be absent. In my opinion, it is the
failure to heed Apollo’s warning that induces the punishment in Aeschylus’ and
Euripides’ Theban plays. What befalls the cursed family is a righteous pumsfon
the neglect of divine advice.

In this sense, human response to the oracle has great significance in reading the
play. It is thus crucial that Sophocles mutes the element of Laius’ offenceaaed |
out Laius’ choice. Given no choice at all, Sophocles’ Laius is not guilty as in
Aeschylus or Euripides. Lloyd-Jones raises an objection against Laiuseim&dhat
even in Sophocles, Laius was warned beforehand. Lloyd-Jones gives two:reasons
first, Jocasta omits details in her account of Laius’ oracle, and probably leatve
Apollo’s warning, which was irrelevant at that moment; second, Oedipushtame
1184-5 “I who am sprung from those who should not have begotten me” can only be
explained if Laius had been warned but chose to have a?¢hi@n the first point, |
believe that the omission on Jocasta’s part does not justify free speculation for the
readers of the play. On the second point, since Jocasta’s account is the firstfchanc
Oedipus to learn about Laius’ oracle and Jocasta omits (according to biogsl),]
Oedipus has no opportunity to learn about Apollo’s warning, if there indeed was one.

Thus line 1184 for me serves more as a rhetorical lamentation than as evidence for

244 | loyd-Jones, 1971. pp. 119-121.
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hidden details.

| argue that within th©edipus TyrannuSophocles intends Laius to appear
innocent. | agree with Lloyd-Jones that Sophocles and his audience must have been
familiar with the tradition of Laius’ neglect of the oracle. However, unlike
Lloyd-Jones | think Sophocles does alter the form of the oracle som&what.
Sophocles does not deny this tradition in his play, nor does he emphasize it. There is
no solid proof that Sophocles intends his audience to be reminded of this tradition, or
to understand the play in this context. Sophocles’ special treatment of thetoracle
Laius seems more significant if we take into consideration the oracledipu3en the
same play, which also involves the inevitability of fate and which, as discussed in
chapter 2, was possibly an innovation by Sophocles.

Thus in theOedipus TyrannuSophocles especially presents the innocent victims
of fate, that fate comes inevitably to someone who did not necessarily do wrong. The
tragic irony is all the greater because Oedipus irfObeipus Tyrannukearnt about
the fulfillment of his fate specifically because he attached great temua to the
oracle about Laius’ murder, and spared no efforts to carry it out. The depiction of
innocent suffering also appears in other tragediesOdui#pus Colonughe final one
of Sophocles’ Theban plays, gives special emphasis to Oedipus’ innocence and his
sufferings. Described as fate’s innocent victim, Oedipus finally found resoloft his

life, and died as one no less blessed than he was polluted. Sometimes sufferings come

4% See also Dodds, 1966, p. 41. For the contrary argument, see Lloyd-Jones, 1971. p.
119.
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to a character regardless of his choice, as in Aeschylus’ Orestes veliglig o a

fatal dilemma by Apollo’s oracle to kill Clytemnestiak{ation Bearers269ff). He

would be punished either through disobedience of Apollo, if he avoids the matricide,
or by his mother’s Furies if he obeys it. In a like spirit, Aeschylus maaelete
comment on the general situation of human suffering regardless of a perstyn® pie
justice. A pious man €Ucepng avip”) may die when in company with the
god-detested personSgven against Thebeb82-4), and a just man may receive the
same ills as his fellow citizens who are inhospitable to strangers andudbajehe

gods’ commands (605-6).

The depiction of sufferings is not unique to Attic tragedy. The Homeric egits a
give voice to humandboc. Zeus claims that of all things that breathe and move upon
the earth, there is nothing more wretched than ritian (17. 446-7). Although they
also show us Andromache’s tears, Priam’s pains and Penelope’s hardship, Homeric
epics center on a small group of warrior-heroes, or, the aristocracy.

Suffering in the Attic tragedy is given in a larger context; tragesidisplay the
tears, pains, and struggles of groups of people that receive less depiction ilcHomer
epics. For example, using the Trojan War material, Euripides depictsmammdetheir
fate after the fall of their cityTfojan Womeh Various plays choose women,
foreigners, or slaves as the chorus who passionately voice their painsudlie afr
war is described from the perspective of common solderariemnod33-57,

559-67) and better shows the pain and misery of common people. Tragedians may
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have depicted these human sufferings for the dramatic effect and not out of genuine
interest. Still, to a certain extent the weaker gender and the minortehnsiae given
more voice and attention in tragedy, as compared to epic which focuses on the few
male heroes.

| draw a brief conclusion from the above discussion about the fulfillment of fate
in the Oedipus Tyrannug-irst, the emphasis on the reaffirmation of oracular
predictions, especially oracles at Delphi, may reflect the histortoatien of a crisis
of belief and the need to reinforce tradition. Still, there is no serious challéogit
or irony in theOedipus Tyrannuagainst the authority of Apollo and his oracles, or
against the Olympian gods in general. Second, the predicted fateOedifgus
Tyrannuscomes to realization as an inevitable force, regardless of the characters’
actions. | hesitate to agree with Dodds’ affirmation that Sophocles does not bédieve
gods are in any way just; still I do not think that justice of divine will is Sopkocle
main concern. Instead, by focusing on human efforts and sufferings in dealing with
fate, Sophocles calls our attention to fifth century values in confrontation with one’s

fate.

2. Changing Notions of Heroism and Fate from Homer to Sophocles

Now | proceed to examine the changing values behind the attitudes to fate
reflected in extant Attic tragedies, in hope to better understar@etigpus Tyrannus

Towards the end of EuripideSlectra Castor says:
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As for Phoebus, Phoebus—yet he is my lord,

silence. He knows the truth but his oracles were lies.
Compulsion is on us to accept this scene, on you

to go complete the doom which fate and Zeus decreed.
(1244-8, trans. Emily Townsend Vermeule)

This is a typical message in extant tragedies, advocating the acaeptan
whatever fate has in store for men. Wise Apollo may give unwise prophlegtesis
a god’s advice for men to accept whatever it is. Similar attitude apglearsn Homer
(Odysseyl8. 134-7). Yet it would be unfair to think that Homeric poems and Attic
tragedies are upholding a complete pessimism. While representing ssffesing
coming to mortals with no good reason and indiscriminately to even innocent people,
the Homeric corpus and Attic tragedy also bring out the heroes who receinfatthe
and sufferings with courage and who wins dignity and respect in this process. | now
examine how the heroic values are represented in Homer and Atticytiaged
confrontation with fate, and the difference and change in them.
Homeric Heroes

In book 2 of thdliad, the disguised Iris describes warriors on the battle field as
very much like tree leaves and the sands of the sea-shafe(&ip pvAroioty
€owodtec N yapddoisy”, 2. 800). Leaves and grains of sand are numerous, one
indistinguishable from another. In another context, Hippolochos comments on human

generations:
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As is the generation of leaves, so is that of humanity.

The wind scatters the leaves on the ground, but the live timber
burgeons with leaves again in the season of spring returning.
So one generation of men will grow while another dies.

(lliad 6. 146-9, trans. Richmond Lattimore)

The human generations will continue, but each person must face his inevitable
death. Homeric epics also present a poor view of afterlife, and the ghostilké#\c
once said that he would rather live as a common farmer than be a king of the dead
(Odysseyll. 489-91). The above passages describe a general situation that each
Homeric man needs to confront. When individual life is like a tree leaf, how can a
hero find distinction and immortality?

Homeric heroes seek distinction and immortality through the pursiii£ot.

Before | start the discussion of Homeric heroes, it is necessarsttoléirify the

concept of hero andhéoc. The word hero,fpac”, has many connotations. In

Hesiod, fipnc” specially refers to the™and %' generation of races\orks and Days
106-201), which includes all the men who fought in the Theban and Trojan wars. In
the plural, fiposc” refers to the class of powerful dead who are the objects of hero
cults and who are considered intermediate between gods and rfiGraisect

reference to hero cult is lacking in Homer, Hesiod and the epic &J¢lesid hero

248 For studies on hero cults, see Farr@teek Hero Cults and the Idea of
Immortality (1921); A. BrelichGli Eroi Greci (1958); KearnsThe Heroes of Attica
(1989).

247 See Bravo in Albersmeier (ed., 2009), p. 16. West explains this lack from
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cult is not the focus of this present study. | disciigs?” and the heroic values in

the context of literary works. In both Homeric epics, the term is entieelylar in
meaning and bears no trace of the religious meaning in the context of héfd tult.
Homeric epics, the wordpag is, above all, a synonym for warrior. Prowess is the
essential attribute for an epic hero, @pihg is most often used in the context of
battle?*® On the other handipwcg is also an indicator of birth and social status. In the
lliad there are situations when the word is used outside a battle-field or military
context. It could also be used as a direct address to a member of the arit8cracy
“arh’ Gye pot 168¢ ein€ Srotpepég EUpdmud’ Npwg”, says Patrocles (11. 819). In this
usage, flpog” indicates that the speaker and the addressee are of equal social status.
In the context of a phrase which is twice applied to Agamemmping‘Atpeidng

gUpU xpeimv Ayopéuvev” (lliad 1. 102, 7. 322), the word has less emphasis on his
identity as a warrior than on his unchallenged social status among the heroes in the
entire epic. In th@©dyssewhose the context is more outside the battlefield, the word

is often applied to the lords speaking in the assembly, whether in Ithateong she

geography. For West, the hero cult is alien to lonia, the land where the epics
originated, and the indirect references in the poems result from the fiiviiitod the
mainland concept of heros into the poetic tradition as it circulated there (West 1978:
370-373). Nagy explains it from the nature of the genre of epic poetry. Accooding
Nagy, Homeric epic strives to be pan-Hellenic in appeal, but hero cult is by aature
localized phenomenon (Nagy 1979: 114-117).

248 See Bravo in Albersmeier (ed., 2009), p 14.

249 The term fipoc” is used to describe a fighter in the battlefieldiat: 2. 708, 2.
844, 3. 377, 5. 327, 6. 35, 8. 268, 10. 154, 13. 575, and 21. 163.

250 gee 10. 416, 11. 819 and 838, 13. 788, etc.
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Phaecians who are unwarlik®. It is also often used of kings, which is similar to the
above mentioned phrase for Agamemnon inltad.?*?> There are also instances
when Tpwg” is used as a general term of respect, meaning something like “noble”.
For exampleQdysse\8. 483 usesfipnc” to refer to the bard Demodokos; in 18. 423,

it is used to refer to the herald and attendant Moulios. Finley also points out ttat i
Odysseyfpwc” is not only a class term for the whole aristocracy, but at times it even
seems to embrace all the free m@dysseyl. 272)*>°

To become a hero in the Greek context is to continue to exist beyondHeath.

The hero’s immortality is closely connected wifttoc. Charles Segal rightly points

out the two aspects @héoc. On the one hand, as Nagy suggestithc is “the
formal word which the Singer himself (aoidos) used to designate the songs that he
sang in praise of gods and men, or, by extension, the songs that people learned to sing
from him”.?*®> On the othergAéoc is also the objectification of the hero’s personal

survival in epic song, the imperishable fame that lives among the people and keeps

alive the hero’s nam@® Homer epics reflect the two aspects of this witog

251 Odyssey. 15, 2, 157, 4. 617, 7. 155; 11. 342.
52 Odysseyr. 303, 14. 317, 15. 117

253 See Finley (1954: 20).

254 pache in Albersmeier (ed., 2009), p. 89.

5% Nagy 1974, p. 248; qtd. Segal, 1994, p. 88.

256 gegal, 1994. p. 88.
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could be a mere rumor or ne®ws, but it is also frequently used to mean good report,
“Kkhéog £c0A0v” (e.g.lliad 5. 3), and thus glory or hono¥ In the following
discussioniiéog is mostly used in the second sense, the immortal fame and glory that
lives on after the hero’s death.

KX\éoc is usually connected with physical prowess. Achilles thinks that he must

win glory in the battlefield before he dies as fate decreed:

¢ xai Eyadv, €l &1 pot Opoin poipa TéTvkTaL,

keioop” €nel ke OGvo: vOv S€ Khéog 6010V Apoiuny,

So | likewise, if such is the fate which has been wrought for me,
shall lie still, when | am dead. Now | must win excellent glory...
(lliad 18. 120-1, trans. Richmond Lattimore)

Alkinoos says that there is no greater glory than what a man achieves by speed of
his feet or strength of his han®s. This demonstration of physical excellence can be
in battlefield, in games, or in any other context. Athena irOitigsseysays that
Orestes womAéog by revenging his father (1. 298-300) at home. But valor is not the
only way to winkAéoc. In theOdysseyOdysseus is a hero who achieved distinction
not primarily with his physical strength but with his crafty mind, as he intr@duce

himself?%°

27 Jliad 11. 21;0dysseyl. 283, 2. 217, 13. 415, 16. 461, 23. 137.

58 Sometimes the wordys is also used to mean honor, distinction or renown. For
examples, seiad 1. 352, 16. 84, and so on.

259 OdysseB. 147: ‘U pév yap peiov kAéog Avépoc, Oppa kev fow,
A 6 1 moootv e PEEN Kai yepoiv Efoty.”

250 For more discussions on thkog won bypfitic, see Nagy (1979) and Detienne
and Vernant (1978).
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ein’ OdvoeUc Aagptiadng, Oc nlct d6Lotoy
avlpodmotct pEAo, kol pev kAEog oUpavov iket
| am Odysseus son of Laertes, known before all men
for the study of crafty designs, and my fame goes up to the heavens.
(9. 19-20, trans Richmond Lattimore)

In this sense, th@dysseypresents a broader spectrum of heroism thaHifite
It further extends the applicability @fiéoc to women. Penelope is said to have won
great fame“péyo pev kK éoc”, OdysseyR. 125 through her clever tricks on the suitors
and through her virtue (24. 19®A\<¢og stands at the opposite side of cowardice and
avoidance of responsibility. Agamemnon as the general encourages his ngén, to fi
because the one who runs away wins no glapgufoviov 8 o0t Gp kAéog
Opvutar”, lliad 5. 532).

In most casesiéog is closely connected witfEpog, a prize or material gain won
in battle, in a game or some other situations. In different contexts, such materia
acquisitions are also described by various wordsdlike (e.g.lliad 16. 86).Evapa
(e.g.llaid 17. 231) and others. Thépag could be a piece of armor, a good horse, a
woman or some other treasureyépog could be won through combat, which is a
proof of one’s valor and brings.éoc. For example, Sthenelos, seeing Pandaros and
Aeneas coming, advises Diomedes to give way to these strong enemgrbetles
tries to persuade his companion to fight so that they can take the enemy’s gosd horse
as booty and win glory §t tovto ke AdBopev, poinedd ke KAéog EcOLOV”, lliad 5.
273). When Hector stirs up his allies to fight, he makes a promise to the one who

drags back Patrocles’ body:
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| will give him half the spoils for his portion, and keep half
for myself, and his glory shall be as great as mine is.
(lliad 17. 231-2, trans. Richmond Lattimore)

In this context, the splitting of the spoil is in proportion with the sharing of
reputation; the material prize incorporates the intangible fame. Rdiiseseywhere
the action is mostly not on the battlefield, the central problem for the hero is to regai
his kingdom, his property and his wife Penelope. It is only through the repossession of
his yépag that Odysseus/dotoc is fully achieved and hishéog secured.

While yépog gives a hero distinction in the present life, the song about a hero’s
KAéog guarantees the memory of future generations, and through a song the hero gets
immortality. ThexAéoc of a hero is a favorite theme of singebslysseys. 204), and
Homeric heroes are well aware of the function of a song. In consequence, timey yea
to be the subject of songs, or just the words, of future generations, through which they
live in the memory of posterity. Hector, in challenging the Greeks, baysvhoever

he killed will be buried in a mound, and men in the future will see it:

avdpog pev 16de ofjpa méhat kotaredvm@rog,

Ov mot’ ApiotevovTa KaTékTave goidiuog Extop.

¢ moTé TIG Epdet: 10 & €OV kAEoc ol mot’ OAeitau.

“This is the mound of a man who died long ago in battle,

who was one of the bravest, and glorious Hector killed him.”
So will he speak some day, and my glory will not be forgotten.
(lliad 7. 89-91, trans. Lattimore)

While Helen is aware that they shall become characters of song for pedyge in t
future (liad 6. 358), in theDdyssey8. 72ff), Odysseus is already listening to a song

about himself and other Trojan War heroes during his lifetime. The depiction of the

130



heroes’ desire for immortality through songs befits the genre which wag orall

composed and circulated and which preserved memory.

HomerickAéog focuses on the individual instead of the community. When
Achilles asks Thetis to beg Zeus to help the Trojans and hold back the Gliadks. (
408-9), he has no concern for the possible loss for the Greeks, but is only obsessed
with the goal of making Agamemnon show him due honor. It should be noted that the
Homeric epics already question and challenge the unlimited pursuit of faame a
heroic glory in combat. Thiiad presents the expense of Achilles’ as well as Hector’s
KAéog: the bloodshed of one’s own people, the loss of a friend, the destruction of one’s
city, and the pain of one’s own famfl} It also presents Hector, a hero who, besides
being a fighter is also a son, a husband, and a father, and who is defeated in the
battlefield, yet no less honorable. The final reconciliation betweenl@slghd Priam
also gives the book the humanity and sophistication that save it from the simple
advocacy of heroic hon8?? TheOdysseymoreover, depicts a different kind of hero
who, unlike Agamemnon and Achilles, combinéstoc andkiéog, and who wins
honor and reputation not primarily through physical force.

The epic cycles presents further challenges to the stark observahisehafroic
value. In therThebias Amphiaraus foresees his death in war and chooses to avoid the

battlefield. Odysseus tries to avoid going to Troy by pretending madnesE)einsl

281 For examplesliiad 11. 762-4, 16. 29ff, 18. 97ff, and so on.

62 See also Else, 1965, pp. 43-44.
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disguises Achilles as a girl so that he can be kept away from battlefatlisa
predicted death. These episodes are strikingly unfit for the heroic valusséifaime,
honor and avoidance of shame higher than one’s own life and the suffering of one’s
own people. The epic cycles were composed chronologically between Homesic epi
and Attic tragedy. What, then, are the heroic values depicted in trageti?limit of
heroism further challenged or broadened? There might not be a clear diachronic
development, but surely Attic tragedies presents us with different kinds of heroes
Heroes in Tragedy

| first call to attention AeschylusSeven against Thebard the values
exemplified in it. The play demonstrates how a mortal, when he learns hisydesti
sure, may exhibit the attitude of placid, heroic acceptance of whateverdibgree
fate?®® It is first shown in a minor character, through the indirect description of
Amphitratus. As a mantis who knows his own death as the result of this attack
(587-8), Amphitratus accepts what is destined because he looks for “a fate not
dishonorable” (6Ux Gripov énilm popov”, 589). Unlike the other fighters attacking
Thebes who are described by the messenger to be boasting their might terihefext
hybris (469), Amphitratus sees exactly the end of his present actiandsptace in
the honor he would gain. This almost Homeric tone of a hero is quickly picked up in

the character of Eteocles. Eteocles is shown to be concerned with the other end of

263 |n Prometheus BounBrometheus, a deity, has a similar attitude. He knows all
before and all that shall be (100-1), and he bears the destiny that fat@igive 04)
and admits that craft is far weaker than necessity (513).
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honor, shame. “If a man suffers ill, let it be without shamefrép kaxOv pépot Tic,
aioyovng Atep/ €otm” 683-4). When the chorus reminds him of Oedipus’ curse and
advises him to avoid Polynices, Eteocles points out that it is the god that drives the
matter on (687) and that no one can shun the ills given by gods (719).
Aeschylus’ Amphitratus and Eteocles remind us of the Homeric heroesldsteoc

is specially modeled on Hector. Facing Andromache’s pleading tearnsrldems

that he would feel deep sham@di’ aivic /oidéonon”, lliad 6. 441-2) if he were to

shrink from fighting, and that what he would do was to win great glagy¢‘k\éoc”,

6. 446) both for his father and for himself. When beseeched by his parents not to fight
Achilles, Hector would not go back inside Troy for fear of shalired(22. 99-110,
especially, 105). Eteocles’ persistence to fight Polynices despite the’chorus
beseeching, as well as his desperate avoidance of any possible shaereirseant

of the Hector who is keen on his fame and stubborn to take advice. The characters of
Eteocles and Amphitratus combine to bring out the heroic value well demedstrat

the Homeric epics.

Compared with the Homeric heroes, Eteocles inSteen against Thebesin a

quite different social context. In tHkad the needs and feelings of common people
are less voiced. In one episode a commoner, Thersites, chalkbegdscision and
authority of kings (2. 212ff). Thersites was ruthlessly repreddy those superior in
social status, and laughed at by his equals; in an epic printanigerned with

aristocratic heroes little attention and recognition are giwehe voice and power of
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common people. By the time when Attic tragedies were staged, howeelemos,
the Athenian common people, were no longer a passive bystander, anebitesr
and opinions mattered. While in thead the opinion of Agamemnon alone can rule
out what is favored by the rest of the Greeks (1. 22-5), in AescByloigliant Women
the king claims that he would never act alone apart from the péople @vev dMuov
168¢ / mpaEoup’ Av, oUS¢ mep kpat®v”, 398-9). The rule of one man is criticized; in
the AntigoneHaemon warns Creon: “No city is property of a single mémdXic yap
oUk €60’ Atig Avdpodg €60’ €voc”, 737, trans. Elizabeth Wyckoff).

In a new social background, Aeschylus’ Eteocles is different from Homeri
heroes in that the honor he is looking for is also the honor of the community. In
choosing to die for his city, Eteocles wins individual glory just because he m®mot
public good. Finley is very shrewd to point out that the notion of social obligation is
fundamentally “non-heroic®®* and in his context, by “non-heroic” Finley means not
the Homeric heroism. With the social obligations claiming the primary irapoet it
is not the individual hero, but the community in general, the polis, that claims the
glory. The fifth century Athens was especially aware of and proud of hécabli
uniqueness, and the emphasis on public good is well demonstrated in Pericles’ funeral

oration. Pericles points out that in Athens each individual should have a concern for

the public, and the man who takes no part in public affairs are considered “not

264 Finley, 1954. p. 125.
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apolitical but useless*®® Physical excellence finds meaning in the service of the city
not for individual purposes; and valor in battles against enemies could cover up a
man’s other imperfections (2.42.3). Individual fame comes only when one gives

himself to the public cause:

xowf) Yap 10 cdpata 5186vieg 81 TOv AyMpov Eravov ELGupovov Kai
70V TGOV EMONUITATOV.

For in giving their lives in common cause, they individually gained
imperishable praise and the most distinctive tomilee Peloponnesian War
2.43.2, trans. Steven Lattimore)

Pericles’ speech also shows an awareness of and a hope for the memory of future
generations, but he declares that the city will be admired by posterity nothtaoug

poet’s song, but through demonstration of power:

netd peydrov 8€ onueimv kal oU 1 tot Audptupdy e Thv dHvopury
TapacyOUevor Toig te VUV kal Toic Enetta BoavpacOncousda, kal oUSEY
npocdedpevot oUte Opnpov Enarvétov olte Ootic Eneot pev 10 altiko
épyel, v & Epymv TNy Undvotay 1) AA)0sta BAAyeL.

Through great proofs, and by exhibiting power in no way unwitnessed,
we will be admired by this and future generations, thus requiring no Homer
to sing our praises nor any other whose verse will charm for the moment and
whose claims the factual truth will destroyhé Peloponnesian Wa?.41.4,
trans. Steven Lattimore)

In theOdysseWenelaus also piled a tomb for Agamemnon so thatigis will
not die (4. 584). But Pericles meant a tomb not in the literal sense but one that
transcends the literal meaning, just as the glory and memory he looked foermcansc
the individualkAéog of a traditional hero. AeschyluSeven Against Thebess
composed more than three decades before Pericles’ funeral speech, but the speech is

helpful in understanding the spirit during the tragedians’ composition. It is in this

265 «18v 18 UndEv TVSE petéyova oUk Ampdaypova, GAL dypeiov vopilopey”,

Thucydides;,The Peloponnesian Wa2.40.2, trans. Steven Lattimore.

135



context that Aeschylus made his invention in the lost Alzyillesthat the
Myrmidons rebelled against Achilles for his refusal to fight. What thdlnetpe
Myrmidons charged Achilles for, the duty of a warrior to his people, is less
emphasized in thiéiad.
Sophocles’ Oedipus: Exemplar of All Mankind

The honor of a community would require a set of skills and virtues different from
those required of individual warriors. As Finley puts it, the community cool gr
only by taming the hero and blunting the free exercise of his prowess, and a
domesticated hero was a contradiction in tefthsThe evolution of the image of
Oedipus, as | discussed in Chapter 3, embodies this kind of domestication of the
traditional hero. Sophocles’ Oedipus is already a hero away from theibhttheft
specially endowed with superior mental power. In a sense, Oedipus’ stubbornness to
pursue the matter of his birth constitutes a civic version of the stubborn Hector or
Eteocles who would not listen to advice; but while Hector and Eteocles areguersis
on battle, Oedipus is keen on evidence and truth (1058-9), new pursuits in a different
community. “You can’'t persuade me not to clearly learn the truth.” (1065) The
tenacious persistence echoes Hector’s insistence to avoid shame and to win honor, but
their goals are of different nature. More importantly, this civic henmisaiming at
personal honor. He saved the city by solving the riddles before, and in the play he

started as a responsible ruler who is anxious to solve the city’s problems.

268 Finley, 1954. p. 125.
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In this civil context citizens are expected to take responsibility for #ugions.
One of Plato’s objections to Homer and some tragic poets is that mortals blame gods
when they should blame themselvBgublic379d-380c). Plato did not distinguish
between Homeric epics and tragedies in their representation of charactershat
matter among different tragedians; but there were indeed new developmiats i
fifth century as different from the Homeric context. Vernant arguesrtggdy
“marks a new stage in the development of the inner man and of the responsible
agent”?®’ Segal also reads tragedies in light of the Periclean Athens dnddiftury
enlightenment, and thinks that Greek tragedy, especially Sophoclearytriage#ind
of dialogue between the older and newer ways of looking at the @brid.

Sophocles’ Oedipus is an exemplar of this responsible agent. The play does not
end with the revelation of the horrible facts of his fate, or the passive despair of
crushed hero. Instead, the play goes on for more than three hundred lines after
Oedipus learnt the truth. When Oedipus exits the stage in line 1185, the chorus
laments him as the exemplangpadeiypa”, 1193) of all mortals, and count human
lives equal to nothingness (1188). Yet Oedipus’ subsequent actions in the remaining
part of the play seem to suggest that human life is not intrinsically meanjrajiess
that there could be greatness and dignity even in what he had suffered. When Oedipus

returned to stage as a blind man, the chorus asks:

® dewvd dpboag, ndc Erhng towlito, odg

257 \lernant, 1990. p. 23.

268 gegal, 2001. p. 11.
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Oyeig paplvor; tic 6~ Enflpe dadovav;
You who have done these awful deeds, how could you bear
to quench your vision thus? What god incited you? (1327-8, trans. Blondell)

Oedipus’ answer clearly distinguishes his own action from what is achieved by
gods. It was Apollo who fulfilled his sufferings (1329-1330), but it was with his own
hands that he inflicted his blindness (1331-2). Oedipus’ self-blinding shows that he
chooses to take the responsibility of his past deeds and endure their consequences,
even though the gods incited them. In this sense, Oedipus is the exemplar of all
mankind not in the sense that he demonstrates the total meaninglessness of human
life, but in that he gives meaning to a new heroism. As Blondell comments, his
decision to live on instead of choosing death exemplifies a different heroiqpatter
from that of Achilles, who chooses glory over a long life, or Ajax, who chooses
suicide over disgrac®’® This, | believe, is the central message ofGeelipus

Tyrannusand the significance of Oedipus’ confrontation with his fate.

269 Blondell, 2002. p. 128.
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Conclusion

This dissertation has studied the semantic representations of fate in &awmer
Attic tragedy, the literary use of fate in plot and characterization i@#upus
Tyrannus and the context of Sophocles’ composition in the fifth century Athens. The
central concern of this study is how and why a certain literary textsepsea hero
and his fate.

The Homeric epics present heroes and their fates in the context of oral
composition and transmission. Formulaic language is an important feature of oral
composition. The formulae in Homer, not confined to expressions of fate, have
multiple effects. In addition to the metrical function and its role in oral cormposi
these formulae also help to bring out a world that is secure and stable. Tdtedepe
occurrence of formulae like the “wine-dark sea”, the “rosy-fingered dawn” and
warriors eating and drinking “to one’s heart’s content”, gives the sensmibiafay
and reliability, and constantly reaffirms a society that is steady an@mngicly?’°

While formulaic language is a distinctive feature in form, memory is thatgsse
concern in an oral civilizatioff* The Homeric epics, in singing the great deeds of

past heroes, exemplify this concern for memory. Homeric heroes live in the songs

about theincdléoc which promise to go on from generation to generation; this is the

270 gegal, 1981. p. 10.

271 Detienne, 1999. p. 42.
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reason why Homeric heroes find life worth living , but are still able to atkept
oncoming death with a placid calmness.
As songs that laud the heraséog in immortal memory, Homeric epics do not
problematize free will or portray conflicts between the heroes andf#tes. In the
lliad, Achilles, the best of Greek watrriors, was fated to die in frog chose to fight
the war In other words, his death on the field of Troy is not predetermined. It is his
own decision to fight that determines the time of his death, but this decision also
accomplishes his immortakéoc. Achilles is never forced to confront a situation like
the one Odysseus meets in Polyphemus’ cave, where the Cyclope’thstreng
overshadows any human valor and no mortal hero can stand as the greatest fighter
Here, Odysseus’ victory against Polyphemus can only be accomplish@aibty
Achilles by contrast is a hero pfiy.?"? In theOdysseyrorotporoc Odysseus who is
curious about the world and most famous fonfjsg is fated to have a delayed
vootog after many wanderings, and to deal with complicated situations even at home.
His ability to handle different situations is best demonstrated through sueh B fa
both cases, the hero’s fate brings out the best of his ability and helps realizebis
This Homeric system of literary representation of hero and his fatehévgeith

its social role, lost context in the fifth century Athens which exhibited ruptures,

272 For a discussion dfin (might) andufitig (artifice) as key themes in Homeric
epics, see Nagy, 1979. According to Nagy, there is a conflict, evenliratheover
whether the Trojan War should be wonifjtic or Bin. Bin appears to win the day,
but that apparent victory is rewritten, or rather retold, ifQbdgsseyn the song of
Demodokos.

140



changes and innovations in every aspect of society. When traditional beliefs wer
challenged and new concepts and ways of thinking arose, the old values and solutions
for the hero and fate, which the Homeric epics presented, were no longer valid. In the
Oedipus TyrannysSophocles’ portrayal of Oedipus shows his thinking on a different
kind of hero and a new relation between the hero and his predicted fate.

As | have argued in Chapter 2 and 3, Sophocles reconstructed a well-known myth
in the Oedipus Tyrannugn the earlier forms of the Oedipus legend, the element of
fate is not preeminent, nor does fate function crucially in plot or charattenz
SophoclesOedipus Tyrannysowever, exhibits a treatment which greatly
emphasizes the motif of fate. On the one hand one’s predetermined fate is i@evitabl
The structure of the play emphasizes this point, because the play begins at a point
when Oedipus’ fate has already been fulfilled. As a result, the majority ofahéspl
devoted not its realization, but to past events, which Oedipus is in no position to
change. On the other hand, Sophocles’ Oedipus knew about his fate and tried in vain
to prevent its fulfillment. Sophocles’ innovation in his version of the Oedipus story
underscores an awareness of fate and fated events.

The fulfillment of Oedipus’ fate does not in any sense bringdiifng; on the
contrary, it destroys the honor and reputation he had already achieved. Hector and
Achilles met their deaths in anticipationi@og to follow after death; Odysseus
witnessed his own fame during his lifetime. In @edipus Tyrannu®edipus is a

hero who outlived his good reputation and saw its dissipation. But interestingly, the
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terrible truth of Oedipus’ fate and its realization does not make him despicable or a
pure object of pity. As discussed in Chapter 4, at the end of the play, the audience
would have no less respect for Oedipus than for any Homeric heroes, even though this
is a man who has committed the most horrible things in human society. In a sense, the
play demonstrates to what an extent a person is able to face the truth of one’s fate,
however terrible it is and whatever responsibility it incurs.

Thus the issue of fate in ti@edipus Tyrannudemonstrates Sophocles’ thinking
about his contemporary men and their powers. The fifth century sees the birth of a
new confidence in human power, as expressed by the “ode to mantigone
(332-72). However, Bcentury warfare and slaughter also call for reflections upon the
limits of human power, and its ability to cause both benefits and harm. Oedipus
embodies both the good and bad aspects of humanity. He can solve problems without
resorting to any help divine or human; the defeat of the Sphinx is independent of any
divine help but purely tour de forceof his mental power. At the same time, Oedipus
does not have proper control of his own abilities. He resolved the conflict witk Lali
at the crossroad in the fiercest way possible, which caused irretrievatils.re

Most important of all, the fate that Oedipus suffered partly results from his own
personality, yet it is a fate that he does not deserve. As | have argued iar@hapt
Sophocles’ Oedipus exemplifies the extent to which a hero bears his fate witfpecoura
and dignity when confronted with the unexplainable power of fate. Oedipus may not

be a laudable hero, but his sufferings and his confrontation with fate deserves respe
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It is through such a hero that Sophocles gives meaning to the life of his day.
To sum up, in this dissertation | have used a combination of methods that are not

typically used together, including philology, close reading, structural sinaly
formulaic composition and the study of folklore. This combination of methods helps
us understand Sophocles’ innovation and invention iO&dipus Tyrannuand the
figure of Oedipus. In these innovations, Sophocles’ literary use of fate plays an
essential role. In a sense, the literary study of fate contributes tectignition of
Sophocles’ genius which past studies on fate that focus on ethics or religion may have

brought out incompletely.
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