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to suggest that the best that can be hoped for is a provisional resolu-
tion of these tensions, one that must be fought for again and again
The interconnections between marriages and deaths, between wed:
ding motifs and funeral rites, play a crucial role ir; bringing that
perception to its full, and fully problematic, dramatic life.

Chapter 4

THE BRIDE AND GROOM OF DEATH

SOPHOKLES’ ANTIGONE

F KASSANDRA is the unveiled bride in Agamemnon, then the

heroine of Sophokles’ Antigone is a full-fledged bride of Hades.

Scholars acknowledge the prominence of the “marriage to death”
motif in the play but frequently in a dismissive fashion: “It cannot be
maintained that by this metaphor and the motifs related to it the
meaning of the play is, so to speak, summed up or exhausted. . . . For
thereby nothing or, at least, nothing much, is said about the great and
central themes. . . .1 Few would claim that focusing on the bride of
Hades topos will “exhaust” Antigone. However, we canrecover some
of the play’s sheer theatrical power by exploring the importance of
this motif as a structuring principle, understanding the wedding-
funeral polarity as part and parcel of the more celebrated oppositions
in the drama.

Unlike the Iliad and Sophokles’ Ajax, where the importance of
burying the dead gradually dominates the action, Antigone empha-
sizes the issue from the start. In her opening dialogue with Ismene,
Antigone proclaims her willingness to die in order to bury Poly-
neikes: “As a loved one I will lie with him, a loved one” (¢piin pev’
avtot xeicopar, pihov uéta 73). The exchange continues in this
strangely erotic vein:

IsMENE: You have a warm heart for chilling [yvyotot| tasks.

ANTIGONE: But I know that [ will be pleasing to thosec whom I ought to
bring pleasure [adeiv].

Ismene: If you can, but you arc in love [#oaic] with the impossible.?(88—-90)

After she is arrested for attempting the burial, Antigone again em-
ploys the discourse of passion tojustify her actions: “Hades longs for
[moBet) these rites” (519).3 As her dialogue with Kreon continues, the
erotic vocabulary opens up to include political and ethical concerns
reflecting the conflicting positions of the two antagonists:

KRr. An cnemy is never a friend, not cven when he dics.
{otitot o0 00y BEAS. 0V dtav Bavnt, dikoc.)

AN. It is not my nature to join in hate, but in love.
{ottoL ovvéyBewy, dhha ovudiety Epuv.)
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Kr. Then go below now, if you must love, and love
the dead. While I am alive, no woman will rule me.,
(1o vov ELB0D0’, €l PuknTéov, pikel
xelvoug: Euod o8 Lhvtog otw dokeL yuvh.) 522-25

Kreon's politically oriented definition of friend, ¢piroc (philos), and
enemy, £x000¢ (echthros), is strikingly at odds with Antigone’s tradi-
tional understanding of philos as kin, someone linked by blood and
hence ultimately not subject to the political category of “friend or
foe.”* Antigone maintains the Greek sense of family as the primary
community against Kreon’s novel, transpolitical standard that con-
demns anyone who considers philos more important than country
(182-83).5

The new ruler introduces his political criteria by comparing the
city to a ship that carries everyone, making its survival more impor-
tant than any individual on board (187-90).6 However, Kreon’s esti-
mation of the polis is not as objective as it sounds, for the hold of his
“ship of state” has a special placc for male privilege and power: “If she
[Antigone] undermines my authority with impunity, then I am no
lopger the man; she is” (484-85). Kreon later insists, “While I am
alive, no woman will rule me” (525). His zealous belicf that loyalties
Qf blood must be subordinated to those of the polis proves, on exam-
ination, to mean the subjection of the citizenry to his personal au-
thority as a male.

For Kreon, women’s inferior position in the public sphere should be
mirrored in the marriage relationship. When Ismene reminds him
that by sentencing Antigone he condemns his own son’s fancée {568)
Kreon is unmoved, boasting that “there are other arable fields” (&Qd):
owoL yao xatéewv elotv ybor 569) for Haimon to plow. The trope
compares women to the earth that must be dominated, a common
image for (conjugal] intercourse, and one that echoes the Athenian
formula that marriage is undertaken for “the sowing of legitimate
children.”?

Far from expressing concern for marriage and offspring, however,
Kreon manifests an excessive desire for political control, particularly
in his idée fixe that women must be excluded from public influence
and confined to the private, domestic sphere. If not, they become
subversives, rebellious citizens who “shake their heads in secret and
won't hold their necks, as they should, under the yoke” (291-92).
Kreon again employs an image of control when he warns Antigone
that “a small bit can tame the wildest horse” {477—-78), and he locks
Ismene and Antigone in the oikos so they will not “roam free” {579)
like wild animals. In both conception and practice, political rule for
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Kreon takes the form of a tyrant dominating his people and a man
subjugating women.®

As a manifestation of his political power, Kreon denies Antigone
her traditional role in preparing her brother’s corpse for burial, in-
cluding bathing, dressing, and mourning the body (26-30).° In her
final speech Antigone characterizes these rituals as obligations she
owes categorically to her natal family. She recalls how she buried her
parents Oedipus and Jokasta, washing and dressing their corpses and
pouring offerings at the tomb (&nel Bavivrag . . . Tuag &yon/ €hovoa
réndounoa xamrvuplovs/ youg Edwra 900-902).10 Barred from per-
forming these duties for Polyncikes, Antigone finds herself stripped
of wedding rites as well. Choosing a punishment to match his misog-
yny, Krcon condemns her to the maimed ritual of a marriage to death.
It is dramatically fitting that the tyrant delivers this sentence in the
presence of Antigone’s fiancé, his own son Haimon.

When the young man enters, the Chorus wonder if he comes “griev-
ing/ over the death of his affianced Antigone,/ in anguish at the loss
(lit. ‘“deception’] of his marriage bed” (627-30). Instead of dwelling on
the personal costs of Kreon’s policy, however, Haimon stresses its
public consequences, assuring his father that no marriage is worth
more to him than Kreon’s “good governance” (638). With that in
mind, Haimon is compelled to report that the Theban citizens con-
sider Antigone a heroine, not a criminal (688-700). He implores his
father to swerve from his destructive course—to bend like a trec in a
torrent, not remain rigid and be uprooted (712—14); to slacken sails in
a gale so as not to risk capsizing {715-17); to have the wisdom to
listen to sound counsel, even if it comes from a youth {719-23). Kreon
rejects the advice out of hand, warning Haimon not to lose himself in
the pleasures of a woman: “the embrace grows cold [yuyoov]/ when
an evil wife is bedmate” {650-51). The image of a frigid embrace
(recalling the “chilling task” at 88, above] leads Kreon to command
that Antigone “go marry someone in Hades” {653—54).

Having made explicit her fate as a bride of death, Kreon berates his
son for surrendering to a “woman/wife” {the word yuvy is repeated),
accusing him of “fighting on the side of a woman” {740}, of being
“bested by a woman” (746}, of “pleading only for that [woman]” (748),
and, perhaps worst of all, of “being slave to a woman” {756, Jebb’s
lineation). Kreon’s wrath at Haimon’s attachment to the feminine
brings death and weddings together in his mind, and again he pro-
nounces Antigone’s sentence: “She will die straightaway before your
eyes, at the side of her bridegroom” (760-61).

In the course of this scene, Haimon emerges as a most sympathetic
character. Loyal to his father and ruler, gracious under attack, admi-
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rable in his sclf-control, full of sound advice, Haimon is a model son
and citizen. To his father’s charge that he has allied himself with a
woman, he responds pointedly, “Yes, if you are a woman (gimeo yvvn
00), for my concern is for you” (741). There is more here than a clever
retort, for Haimon suggests that he is siding with his father by siding
with Antigone. If Krcon rejects her {or so Haimon implies), then the
ruler himself will suffer, for she occupies a valued, and valuable,
position in the polis {692—700, 733).

In the logic of the dramatic events, Haimon’s apparently counter-
tactual hypothesis—“if you are a woman |but of course you are
not|”—points to an unrealized connection between men and women
that Haimon himself seems to embody. Kreon needs to be more like
the “womanly” Haimon if he is to rule well, but instead he denies
women their place in the state. As Taplin puts it, “Antigone is surely
the model of the woman who sees right through the sterility and the
destructive argumentation of male force. And Haimon might yet
prove the model of the man who can speak the same language as
Antigone.”!1

But ruling as a process of inclusion is precisely what Kreon rejects,
substituting for it a conception of power as personal possession:
“Must I rule for others or for myself?” {736} and “Doesn’t the city
belong to the one who rules?” (738). In frustration, Haimon draws the
logical conclusion that his father “would rule well over a desert land
[éonung], alone [udvog]” (739). His judgment proves strangely pro-
phetic, for Kreon decides to bury Antigone alive in “some desert place
[é0finog] where no mortal goes” (773), where she will be free to “honor
Death” (777—80). The tyrant banishes his subject to solitary confine-
ment in the only environment over which, according to his son, he is
fit to rule.!2 By the end of the play, Krcon will find himself presiding
over just such a desolate world, alone among the dead.

The dramatic fulfillment of similar figures of speech occurs at key
moments in the play, but nowhere more effectively than when
Haimon joins Antigone in a “marriage to death.” After Kreon pro-
nounces that Antigone will die at the side of her groom, Haimon
abruptly departs. When we next hear of him, we learn that he has
killed himself at the side of his bride. Explaining the clash of father
and son, the Chorus blame human resistance to Eros for stirring up
strife “between those who share blood,” (Evvaiuov 793—-94).13 The
word echoes Kreon’s dismissive comment that Antigone take her
appeal to Zeus Evvaipov, “the lord of shared blood” (658-59). On both
occasions E0valuov suggests Haimon’s name, with the common root
alpa (haima), “blood.” The sanguinary play on words turns deadly
when the Messenger reports the young man’s suicide: Aluwv Shwiev’
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adtdyeLe & aipdooetol 1175, literally ““the one named Blood has died,
his blood shed by his own hand.” Name and action merge, as Haimon
is caught in the crosscurrents of the shared blood that ties him to
Kreon and the shared bed that would unite him with Antigone.

Haimon’s death confirms the Chorus’s fear that marital passions
(“the longing/ from the eyes of a bedded/ bride” 795-97) can dissolve
even the closest bonds of blood. The Chorus allude to the tension
between the centrifugal demands of exogamous marriage and the
centripetal forces of natural kinship, opposing tendencies never fully
resolved in fifth-century Athens.!4 Indeed, Antigone blames her des-
perate fate on marriages that lie at both extremes {858-71). She first
considers a wedding diametrically opposed to the outward-looking,
kin-fragmenting liaisons feared by the Chorus, namely the accursed
union of her father (and half-brother} Oedipus and mother Jokasta.
Self-reflexive in the extreme, that marriage joined bloodlines already
the same, a kind of hyper-endogamy of monstrous proportions. Anti-
gone contrasts her parents’ incestuous marriage with the one that her
brother Polyneikes made with the daughter of the Argive Adrastos.
This wedding of ostensible enemies— Argive and Theban—proved so
“hyper-exogamous” that it led to the Argive invasion of Thebes, the
deaths of Polyneikes and Eteokles, Kreon’s edict that the traitor must
not be buried, and, ultimately, Antigone’s own marriage to death.!s

In her final scene (806-943), Antigone appears as a bride to be
escorted to her new home, Hades. Here, Sophokles follows the tripar-
tite pattern of the Greek wedding outlined in Chapter 1—engue (be-
trothal), ekdosis (preparations culminating in the move to the
groom’s house), and gamos (consummation, preceded by the bride’s
unveiling). As the last male relative of Oedipus and Jokasta, Kreon
acts as Antigone’s (and Haimon's) kurios.16 He has arranged her mar-
riage, telling his son to “let her go marry someone in Hades” [uéfec/
v maid’ év Awdov tivde voupedery Tivi 653—54), a kind of engue with
the powers below.17 As for the transferal of the bride to her ncw home,
the Chorus speak of Antigone’s “final journey to the bridal chamber
(0dhaunoc) where all end in sleep (mayxoitnv)” (804—5). However, this
ekdosis is without “wedding hymns” {813} “nor any bridal song to
crown the nuptials” {o¥1’ &éxl vup-/ ¢eiolg b pé 11g Vuvog V-/ pvnoev
814-16). Antigone’s procession is to the underworld, where she “will
marry Death” AyéoovtL voudeton 816).

Antigone reiterates the fact that her wedding and funeral are one
and the same: “Oh tomb, bridal chamber, my ever-wakeful/ dwelling
underground, I go to you/ to join my own kind, where Persephone/
receives the vast number of the dead” (891-94).18 Echoing the
Chorus, Antigone conflates her bridal exagoge (“leading out”) with
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the ekphora of her corpse to the grave: “I walk my last road. . ..
Hades, where all end in sleep, leads me still living to the river of
Death” (tav vedtav 6d0v/ oteiyovoav . . . W 6 may-/ woitag Awdag
Cooav dyel/ tav 'Axéoovrog/ dxtdy 807~13). She is like a traveler who
never arrives, caught in the liminal state between living maiden and
dead bride: “I go to the tomb-like enclosure of the grave” (848—49) as
“a resident alien, neither among the living nor the dead” (850~52).
Antigone again compares herself to a resident alien amongst her dead
kin, one who is “cursed, without a proper marriage” (867—68). She
repeats this refrain in the speech that follows her kommos: “And now
forcefully by the hand Kreon leads me,/ denied a marriage bed, a
marriage song, a proper wedding,/ a share in the raising of children”
(916-18). Without family or friends to lament her departure (881-82,
919-20), Antigone sings for herself the very wedding hymn and fu-
neral dirge that Kreon has denied her.

If Kreon as Antigone’s kurios has “betrothed” her to death, and if
the journey to her place of entombment constitutes a perverse bridal
procession, then there remains the telos of this twisted wedding, the
anakalupteria (unveiling) followed by the gamos (sexual union). Both
take place symbolically in the Messenger’s account of the events in
Antigone’s marriage chamber/tomb. Addressing the Chorus and Eu-
rydike (wife of Kreon and mother of Haimon), the Messenger reports
that Kreon performed the belated burial rites for Polyneikes, then
raced to the “hollow, stone-bedded bridal chamber of the young girl
and Hades” (M8dotomtov #6ong/ vopdeiov Adov xoihov 1204-5).
“Funeral cries” (xwx¥uoata) emanate from “the inner chamber that
lacks burial rites” [axtéouotov audl maotdda 1206—7).19 There he
discovers Haimon mourning over the corpse of Antigone, who lies
strangled in the “linen noose” (urdder owvddvog 1222) by which she
has hung herself. Some commentators believe that the oivd@v refers
to Antigone’s veil, opening up the possibility that she “unveiled”
herself before taking her life.20 In Sophokles’ Eurypylos and Aes-
chylus’ Nereiads, the word owddv also is used for the “shroud” or
“winding sheet” of a corpse.2! The instrument of Antigone’s hanging
suggests both the veil that reveals the bride and the funeral shroud
that conceals the dead.

After her anakaluptéria, Antigone achieves symbolic physical
union with her fiancé. Haimon lies on Antigone’s corpse and “em-
braces her, bemoaning the loss of his bride and marriage bed” {tov &
audl péoont meQuIET) mEooxrelnevov,/ EDVIiG dmoludlovia ™G nATW
¢Bopav/ . . . uin 1O dvoTvov héyxog 1223-25). When Kreon interrupts
the scene, begging his son to leave the world of the dead, Haimon
directs a wild blow at his father before turning the sword on himself.
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The description of his death is erotically charged, suicide as a form of
sexual consummation. Haimon drives the sword into his body, then
“embraces/ the maiden softly in his arms/ and, panting for breath,
releases a sharp gush/ as drops of blood fall on her pale cheek” (¢¢ &
VYOOV/ dyndv’ ET Eudowv mapbévol mpoontioasTal: xal Guoldv OE-
etav exfaiiel donv/ hevril mapeldl gpowviov otardyuatog 1236—-39).
The details—a lover’s embrace, heavy breathing, the gush of liquid,
drops of blood, pale white skin—suggest both the seminal emission
of male orgasm and the defloration of a virgin on her wedding night.22

For his part, Kreon has shrunk from all-powerful tyrant and author-
itative kurios to a voyeur, helplessly gazing on the intimacies of his
son’s death. In their first confrontation, Kreon reminded Haimon that
there were other fields to plow and urged him to “spit Antigone
away” (653). In the cave Haimon answers his father’s pleas by spitting
in his face (1232). Haimon then makes good Kreon’s prediction that
“you will never marry her while she is still alive” {750), carrying out
his own threat that “in dying she will destroy someone else” {751).
The final tableau in the sepulchral bridal chamber recapitulates Anti-
gone and Haimon’s wedding to death: “Wretched corpse lies with
corpse, fulfilling marriage rites in the house of Hades” (xelton 8¢
VEXQOG TTEQL VEXQML, TA VUUDY/ TEAN haydv deiharog £v Yy’ Aldov dduolg
1240-41).23

On hearing the Messenger’s news, Eurydike slips silently back into
the palace—her abrupt departure mirrors that of Haimon at 765—
where she follows her son’s example by stabbing herself with a sword.
Unmentioned before her entrance at 1180, Eurydike appears late in
the play and speaks the fewest lines of any named character in extant
tragedy.24 Nonetheless, her actions repay close examination. The
timing of her introduction and the speed with which she is dis-
patched contribute to the sense that Kreon’s oikos is collapsing al-
most faster than events can be reported. But there are other, thematic
reasons for the peculiarities of her entrance, exit, and summary
death. That Eurydike appears only to hear the Messenger’s speech
and then returns to the palace without a word, underlines the fact that
she plays no partininitiating the tragic conflicts of the play. However,
her innocence (like that of Haimon) does not free her from suffering,
for Kreon’s inflexibility destroys loved ones (philoi) and family (oikos)
as if from within.

To emphasize the inner springs of destruction, Sophokles uses the
same “self-directed” adt6g compound for the deaths of Haimon and
Eurydike—“with his own hand he bloodies himself” (adtéyewo &
aipdooetan 1175), and she stabs herself “with her own hand (adtéyelo
1315). Similar compounds describe Oedipus’ “self-detection” (avto-
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dmowv 51} and “self-blinding” (pdEag avtog adtoveywi yeol 52); An-
tigone’s incestuous, “self-gencrated” birth (avtoyvévwntr 864—65);
Eteokles’ and Polyneikes’ internecine struggle (adtoxtovoivre 56,
mhnyévies avtoyelol 172); Antigone’s “self-sibling” relationship (-
taderpov) with Ismene (1) and Polyneikes (503, 696); and Antigone's
“sclf-accomplished” actions in burying Polyneikes (adtdyeroan 306)
and her parents {a0toye1o 900}, motivated by her “own set of princi-
ples” {avtévouog 821) and “self-will” (adtédyvmwrtog 875). By applying
the adtoc-prefix to the suicides of Kreon’s wife and son, Sophokles
links their fate to that of the accursed, “self-generated” couple
Oedipus and Jokasta, and also to their admirable if self-destructive
daughter, Antigone.

As reported by the second Messenger, Eurydike cursed her hus-
band, charging him with murdering his sons, and then crowned her
malediction by committing suicide at the altar dedicated to Zeus
Herkeios, Zeus “of the houschold enclosure” (1301-5).25 Eurydike
signals the death of the family by polluting the locus of domestic cul,
which normally received offerings on behalf of the 0ikos.26 Kreon
refers to that altar specifically when he sentences Antigone:

Although shc is my sister’s child, closer in blood

than all who gather at the altar of Zeus Herkeios,

still she and her blood-sister [E0vaiog] will not escape
the ultimate penalty. (486—89)

Later, Kreon tells Haimon to let Antigone make her fruitless appeals
to “Zeus Eovawog,” the “lord of shared blood” (658—59), the same
Zeus worshiped in the household. Neither philos nor oikos seem to
matter to the master of the house. As a result, Eurydike, the “all-
mother” (mappitme 1282) and overseer of key aspects of domestic
cult, sacrifices herself at the family altar.

By introducing Eurydike only to have her learn of her son’s death
and kill herself at the houschold altar, Sophokles highlights the cen-
trality of the oikos and the essential role played by women in guaran-
teeing its survival. In her final speech, Antigone herself laments that
she has been denied this experience: “I will have no share/ in married
life or in motherhood and raising children” (917—18). Although these
sentiments have troubled critics who see Antigone only as a rebel
(leading some to advocate wholesale excision of the speech], we
should remember that Antigone approaches the corpse of Polyneikes
maternally, “crying bitterly/ like a mother bird when she sees her
nest/ orphaned, empty of its nestlings” (423—25). It is both dramat-
ically fitting and emotionally compelling that Antigone turns her
thoughts to the human connections that have been denied her, what

DEATH'S BRIDE AND GROOM: ANTIGONE 67

Murnaghan describes as the “loss of a full life containing not only
close and properly honored family ties but the experiences of mar-
riage and motherhood as well.”27

In this light, Eurydike appears as a maternally realized “double” of
Antigone, a wife and “all-mother” {1282) who meets a comparable
end. And yet Eurydike is the last person we would expect to associate
with Sophokles’ heroine. In the brief glimpse we get of the queen, she
is the model of female and matronly propriety: quiet, self-effacing,
bound to the oikos, busy with ritual matters reserved for women,
loathe to interfere in the public world of men. Eurydike explains her
boldness in appearing at all, having unbolted the doors of the
women’s quarters so that she might offer prayers to Athena. Hearing
the outcry of the household, she faints in the arms of her handmaids,
and only then does she go outside to hear the Messenger in person.28
Contrast Antigone, whose very first action in the play is to draw
Ismene “outside the gates of the house” {18). Antigone willfully dis-
obeys Kreon'’s proclamation regarding Polyneikes, and she challenges
the ruler to his face, leading Kreon to lock her and Ismene “inside the
house where they will/ behave as women must and not roam freely”
(578—79). In both their spatial and political realities, Antigone and
Eurydike seem poles apart.

However, Eurydike withdraws indoors at the news of Haimon’s
death {1246-50) only to emerge from the house with a vengeance.
“She is there for you to see,” the Chorus tell Kreon; “she is no longer
in the inner recesses |of the house]” (1293). Appearing on the ek-
kuklema, Eurydike’s corpse interrupts Kreon’s dirge for Haimon, a
shocking intrusion into her husband’s world.2® Draped over the
household altar, her body provides striking evidence of the ritual
perversion and pollution that has ravaged the 0ikos.3? The tyrant’s
efforts to subordinate women—to keep them from “roaming free”
(579), to hide them away as he “hides” Antigone in the cave (774)—
fail in the end. In different ways, both Antigone and Eurydike disrupt
the public world of Kreon.

Having denied burial to Polyneikes, Kreon now must carry the
corpse of his own son “in his arms” (S xe1p0g €xwv 1258).31 The
scene takes the form of a funeral procession in which Kreon sings
the dirge,32 mirroring Antigone’s bridal/funereal exit some three
hundred lines earlier. As Kreon himself describes it, the stage-picture
resembles “a significant memorial” or “tomb” (uviw émxionuov
1258).33 Grief piles on grief when he learns that his own marriage has
ended with the suicide of his wife. Eurydike died “keening,”
ronvoaoa (kokusasa 1302) for both her sons, Haimon and Megareus
(1303—4). Heretofore unmentioned, Megareus sacrificed himself so
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that Thebes would not fall to Polyneikes and the Argives, an cvent
dramatized in Euripides’ Phoenissae (911-1018). In Euripides’ ver-
sion, Kreon tries to save his son from the oracle that says he must die
only to have his son choose death behind his back.34 Sophokles, howi
ever, makes the tyrant responsible for Megareus’ death,35 and Kreon
stands before us at the end of Antigone as the destroyer of his entire
family.

The series of mourning cries, xwxvroi (kékutoi), trace out the chain
of events that culminates in this final image.36 The Messenger re-
ports that Eurydike thrust in the blade when she heard the “sharply
wailed ery” (oxukokuton 1316) of her son Haimon. It was his “lamen-
tations” (kokumaton 1206) for the dead Antigone that drew Kreon’s
men to the cave, an intervention that led to Haimon'’s suicide. Indeed
Eurydike’s lament for her sons brings to pass Teiresias’ prcdictior;
that Kreon would soon hear “funeral laments (kékumata 1079) in
your own home.” These lamentations all have a common source
Kreon’s decree forbidding anyone to “utter cries of grief ” (kokusai 28:
repeated at 204) over the corpse of Polyneikes. As these laments come
back to haunt him, Kreon abandons his threnody for his wife and son
replacing the dirge with a plea that he be led away to dic (1317—44)i

Behind the closing section of Antigone, we hear the echoes of the
prophet Teiresias’ pronouncement to Kreon:

You hurl down below onc who belongs above,

wrongly making the tomb a home for a living soul,

whilc to a corpsc that belongs to the gods below you

deny proper ritual, the rites of the dead, all that is holy. (1068-71)

Teiresias had asked what prowess there was “in killing someone
[Polyneikes| who is already dead?” (1030] The question now turns
back on Kreon, who cries out that the news of his wife’s suicide “slays
again a man already dead” {1288). With the body of his wife at the
palace entrance and the corpse of his son before him, Kreon has re-
turned to a house that is less a dwelling for the living than a resting
place for the deceased. As one whom Hades has destroyed (1284-85),
Kreon is now “a being less than nothing” {1332), doomed to survive in
an oikos of death.

We can only guess how Sophokles staged the closing scene, but
Kreon twice asks to be led away into the house {1322, 1328-31), and it
scems likely that his wish was granted.37 Sophokles may have left the
corpses of Haimon and Eurydike on stage after the exodos, a tableau
that proclaims the inversion of upper and lower worlds, reminding
the audience that an unburied corpse began the tragedy.3# Perhaps the
presence of the two suicides left alone in tableau—a dead son and
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bridegroom, a dead wife and mother—would recall the third suicide,
Antigone, whose body has been left to lie forever in her “bridal cham-
ber of death.”

A play that focuses from the start on how to rule the polis ends with
the destruction of the oikos. By repressing any opposition to his rule,
and by failing to value the domestic and ritual contribution of
women, Kreon has undermined the validity of his transpolitical stan-
dard.3® We witness the reverse process at work in the Oresteia, where
the salvation of the house of Atreus is subsumed in the foundation of
civic institutions, particularly the court of the Areopagus. In Ae-
schylus’ view, the survival of the court and the prosperity of Athens
depend on the inclusion of the Furies in the polis, and their incorpora-
tion in the ritual life of the oikos as guarantors of marriage and child-
birth.40 In Antigone Kreon achieves the opposite result, denying fu-
neral rites and perverting the wedding ritual. His wife is dead, his
family destroyed, he has no sons left to give in marriage and no way of
guaranteeing the continuity of his line or the stability of political rule
in Thebes. With the exception of Euripides’ Bacchae and possibly
Medea, no tragedy ends more bleakly.4!

That we find this negativity compelling is due in no small part to
Sophokles’ manipulating the motif of the marriage to death. A ritual
aimed at establishing, fostering, and preserving the oikos becomes
the means of destroying it utterly. As if imitating the cruel precision
of Kreon’s punishment, the perverted wedding of Antigone involves
Haimon, and through him Eurydike, and through them both, Kreon
himself. The final participant in this process is the theater audi-
ence, although the means by which we are implicated do not lend
themselves to objective analysis. But surely Reinhardt is right that
the peculiar manner of Antigone’s death helps explain our empathy
for her: “The fullness of Antigone’s death invests her life with
human fullness. . . . By contrast, Crcon ends as the personification of
nothingness.”42 ‘

Antigone’s suffering, and that of Haimon and his mother Eurydike,
is the dramatist’s coin for counting the cost of Kreon'’s misrule, and
(at least in the latter two cases) of making Kreon himself feel that
cost. But the metaphor is inadequate, for the confusion of marriage
and funeral provides more than the currency of the play. It would be
more accurate to say that here we find the social and personal, the
ritual and emotional, body of the play, against which the blows of
embattled human conflicts are directed and through which they are
felt.

Under the influence of Hegel, critics have construed Antigone as a
series of polar oppositions—between written {(human) and unwritten
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(divine) laws, the ruler and the ruled, political responsibility and
individual rights, the duties owed to the state and those owed to the
family, and the divergent worlds of men and women.43 By measuring
the tragic results of these antagonisms in terms of weddings and
funerals, Sophokles suggests that the two rituals belong to each side
of the oppositional pairs, like a river that “joins” its two banks. As
outlined in the Introduction, the public and private worlds over-
lapped on these important ritual occasions, suggesting that Athe-
nians viewed the purported oppositions as more mutually informing
than simply antithetical 4 However, Kreon'’s edict prohibiting the
burial of Polyncikes shatters that unitary view, driving a wedge be-
tween public and private, state and family, men and women. The
dramatic reverberations are mecasured by the confusion of mar-
riages and funerals, rituals that otherwise negotiate these apparent
contraries.

As described in Chapter 1, a Greek marriage involved reaching out
beyond immediate blood-kin to incorporate an outsider and so guar-
antee the future of a new (or renewed) oikos. Extending the family
through nuptial ties of kinship, the kedos relationship opened up new
duties and opportunities in both the private and public spheres.
Burial involved a counter movement, the return of a corpse {in the
case of a male) from the public sphere back into the private, as the
oikos took back the dead as one of its own. If either rite is perverted—
and both are in Antigone—then the tensions between public and
private, family and polis, eventually erupt with tragic consequences.

Denied the woman’s traditional role in burial rites, Antigone is
forced to adopt the untraditional role of rebel against the state. And
yet she does so by being radically conservative. Confronted with
Kreon’s edict, she gives total allegiance to brother and natal family,
becoming (in effect} solely a daughter and sister. Antigone abandons
any hope of fulfilling the outward reaching roles of wife and mother,
denying her crucial transition as a bride moving to establish a new
oikos. For his part, Kreon insists that Haimon honor blood-ties to his
father at the expense of the young man’s (potential) marriage-ties to
Antigone, precisely what Antigone does vis-i-vis her own natal fam-
ily. Haimon rebels against his father (not, like his fiancée, against his
father’s edict), and the young man dies trying to forge the marriage
link with Antigone against his “natural” ties to Kreon. As for Eury-
dike, she kills herself on the household altar as a means of reasserting
ties of blood with her son Haimon, rejecting her marriage-ties with
her husband Kreon. And Kreon, in the end, finds himself bereft of
both blood- (Haimon) and marriage-ties (Eurydike).45

The perversion of weddings and funerals exposes fault lines deep
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within the city, disrupting the normal commerce between men and
women, between public and private, and between oikos and polis.
Moreover, as Teiresias informs Kreon, the maimed rites snap the
already tenuous link between mortal and divine spheres. Implied is a
homology between the human rituals of weddings and funerals, and
ritual sacrifice that links humans with the gods. In this regard, the
conflicts in the play between contingent and divine {“unwritten”)
laws find their point of dramatic contact in the confused rituals of
weddings and funerals.

Returning to Kamerbeek’s judgment (quoted at the beginning of the
chapter) that by the motif of the marriage to death “nothing or, at
least, nothing much is said” about the great themes of the play, we
recognize at best a superficial truth. Nothing much is said, but a great
deal is communicated. At the end of the play, Kreon, the new ruler of
the polis, appreciates the ultimate importance of his oikos: “My son,
I unwittingly killed you/ and you too [wife], ah! wretched me, and I
don’t know/ where to look, where tolean” {1340—43). Krcon is left to
perform the task he forbade at the outset—to bury philoi, but ones
who have come to view him as the enemy.

When Antigone undertakes the burial of her brother early in the
play, she strives to maintain the ongoing ritual life of her oikos before
joining Haimon in creating a new one. The ritual duties that face
Kreon, however, signal the failure of his marriage, the destruction of
his household, and the end of any hope for its renewal in the shared
bed, and shared blood, of Haimon and Antigone.
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Kinship, ed. J. Goody {Cambridge 1973), 155. Scc also J-P. Vernant, “Greek
Tragedy: Problems of Interpretation,” in The Structuralist Controversy, cd.
R. Mackscy and E. Donato (Baltimore 1972), 290-91; Rehm 1985a, 24243
and 1992, 106—8; Nussbaum 1986, 41-42, 49-50, Sommerstcin 1989 on Eu.
990-91; and Goldhill 1992, 33-37,42-45. As Kitzinger 1986, 117 concludes,
“the ending of the Eumenides does not represent the triumphant celebration
of civic stability for which many critics arguc” (sce also Said 1983). To use the
purplc robes [signifying mctic status) like straitjackcts to bind the Furies at
the end of the play—as Peter Stcin did in his much-lauded production of the
Oresteia in 1981—is to betray Aeschylus’ dramaturgy, ignoring the richly
carned, if tenuous, balance that the trilogy struggles so hard to achicve.

CHAPTER 4

1. Kamerbeek 1978, 34-35, with similar sentiments from Caldcr 1968,
400-401:

The pathetic fourth epeisodion (806-943), concerned with the departure of Anti-
gone, need not detain us long. Rather a standard captatio misericordiae, the Ha-
desbraut, the scene shows in human terms the unplcasant side-cffects of stern
decrees. . . . Exit wronged maiden to dcath in bridal array.

Better discussions of the marriage-death dialectic in the play include Neu-
berg 1990, 66-69; Loraux 1987, 31-32, 36-38; Brown 1987, 188—91; Porter
1987,50,54-57,61; Scodel 1984, 50-51; Leinieks 1982, 79-80; Sorum 1981—
82, 206—9; Scgal 1981, 179-83 and 1964, 58—59; Musurillo 1967, 45-46;
Me¢éautis 1957, 209-10; Goheen 1951, 37—41; and Reinhardt 1947, 80-83.

2. Echoing this sentiment, the Chorus proclaim that “no one is so foolish
as to be in love with (¢pat] dying” {220).

3. For the erotic significance of the noun ndfog {“longing”] and verb mo0éw
(“long for”), see Ch. 5n.6.

4. For philos as “closc blood relations,” scc Else 1976, 30, 35n.23, and
1957, 349-50. Bowra 1944, 76—77 decscribes the sanctity of the familial
philos-bond for the Greeks.

5. Blundell 1989, 106—-30 and Nussbaum 1986, 51—-82 analyzc this conflict
in detail. See also Winnington-Ingram 1983a, 245; Kamerbeek 1978 on Ant.
522 and 523; Connor 1971, 49-52; Knox 1964, 75—-116; and Scgal 1964, 62—
63. Goldhill 1987, 67 takes up the civic appropriation of “the emotionally
and morally charged terminology of the family . . . to express the citizen’s
relations to the city and its laws,” and Patterson 1990, 61 points out that “the
Classical Athenian polis structured itself on the model of the family.”
Leinicks 1982, 74—76 traces the principle “of family affection (philia) as the
basis of good government” developed in the fourth century, noting that Anti-
gone is the carlicst surviving text that alludes to the idea. Krcon “indicates
his complete misunderstanding of the principle by assuming that there is a
potential conflict between family affection and the welfarc of the city.”
Ehrenberg 1954, 55-61 lays out the parallcls between Kreon’s state absolut-
ism and the political message of Perikles. Notc in particular the crotic dic-
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i “ the cit
tion in the latter’s exhortation that Athenians “gaze on the psvv;}e; (ifc) 73&: 27{
cvery day and become her lovers” (Thuk. 2.43.1; see Immer ,

% i , 83,13
? )6 Perikles voices a similar sentiment in Thuk. 2.60.3; sec Knox 19

17.7 For other comparisons of maritaglgse; to glzwig% H;]f]tralgg(:dﬁ’; jfel\?i.o(;g
.— 11-12, 1257, 1485, 1497-98; Eur. Tro. 135, . 18- 11 7% ,
%1?0;: ’dflzfcribes Zeus' extramarital “plow'u}g” that 1cg to ‘ilsegl e)g;l;:l ;)z)vfriszlre
ship of children” (Fr. 99, 5--9). Sokrates (PL. F’If' 406B) CLI e e
irgi ddess Artemis from GQOTOV WLOEL, she who hates p p 13/1'
Vlfglnl gOtercourse). Sce also DuBois 1988, 77—73. For the marriage ormt} g
Z?Xhlsoxifring legitimate children,” see Kazneilgeflzjlli 11907183 011414511(13.1]5?2;6#.27.

; Men. Dysk. 842-43, Mis. 444-46, ['K. —14, . 7,
;j..1668125ié§rdtc and T})iierfcldc 1959), Fab. incert., 29-30, and Fr. dub., 4=5
(Saéldllzg:hlézgi).as tyrant, see R. Bushnell, Prophesying Tragedyi 9861§n3%1;ci
Voiée in Sophocles’ Theban Plays (Ithaca 1988), 53—5?; P(;dleecrl; o ,to o
71. Bowra 1944, 72-75. Cf. M. Ostwald, From Po;f)iudarKovon Simpatheﬁc
So;/ereignty of Law (Berkeley 1986), 156f57, who (111 59856139 T s
and not at all tyrannical. So, too, Sourv.lnou-Inwoo 1989, 1 ho argues
that Kreon generally “speaks the polis dlscpurse,f' apd that his poast ton e
sistently exemplifies the kind of democratic patn_otlsrr}l1 that wacsn.lng c with
his Athenian audience. Nussbaum 1986, 60 provides the cornfiShed comee”
tive: “The play is about Creon’s failgre. e Only an 1mp(?vccS s
ton ofthe ciey can have che SumPICKS) SCE o decree, It seers 0

i by Knox , 87. rec, | .
haié li:emnrsrirrzz(rid Kthenian practice to refuse burial ((i)nlglgttéc ;mi{tgtiz.i;t‘;;s;
and those guilty of sacrilege. See Thuk.1. 126.12 aré: s . r, Agal'nst 2
Dinarchus. Against Demosthenes 77; PL. Lg. 909B— ,1 \y/flc{u4g.7. e
crates 113; Plu. Mor. 833A, 834A and Phqc. 37.2; Aed. v Se]écltjon ek
establishing the second naval confederacy, in M. N. To3 , A S e
Mistortce Inscriptfions’ D (Ole()OIY'ldislerig)(’)ntZ(.)vlach’.s TIZ@ Heroic Muse in
Diggle for these references; see a s rev. o ‘ e ellenic

1989}, 361. Against this practice, however, was ¢
fils)térlnotélat th)c dead were owed burial somewhere, 1nd1(;a6tc5dszt_s4 I41é§7.04—5;)2’
60, 107073, Aj. 1342-45; and Eur. Supp. 308-12, 526-36, 8-41,670-7%,

’ ulsion that was magnified if the dead were kin (f:.g., Ant e

a4c(())9mli3) Parker 1983, 33 and 43—-48 diseusses the issue in terms 0 avcl)jl r_mgl
1olluﬂtic\)n.. Cerri 1982,I 121-31 contrasts the law {véuog) for tra’lt(z;s ((l)uthat
Eutsidc of Attica) with a decree voted onlby the Assembly (WhdLow

> ithout burial. .
Co?gersélgjnaKTcagltgriﬁ;};l:; Polyneikes buried, the corpse is ”w.asheg V;’:SI
the s.acred bath” {(hovoavtes ayvov ;\ovrg()v 1201) before cremation, buridl,

i nd. ‘
an? lthgfzgl:icrflloéng féfu’?(::lr'laellpr)nt(})ll; audience identify Haimon w;\t/[h énﬁl%gl;;,

Soph'okles may have used the same actor to play both ri),kisés(flz)zriscl 8391) ! 7,.
142 and M. Croisct, Histoire de Ja littérature grecque Vol. ,
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wife for the last time, Oedipus achieves the F:lirnax of his sgx;al m}glhttrziiz
ith a gruesomec outpouring of blood. Unhkc; the self—Abhn 1n§ that :
z)v;djpus off from others, Haimon’s death cstablishes a unl'on"w1t hAntlfgg;,
albeit onc of “tragic destruction rather than guaranteed bliss” (Goheen 19+ ,
o 01ps 5g) is ically masculine, Sopho-
C noun corpse [vexpGg) is grammatica ym  Sc

klisl.ef\fecssggr:}tlﬁe possibilfty that the fulfilled rites are not thgsc of Haun;)en
but of Antigone, or of them both: .“the wretched [corpse”] lies on corpse,
coming upon his/her wedding rites in th; hoqsc of %Iades.d his servant

24. Aegisthus delivers twice asdrpljny l;x;ei in A. Ch., and even

i > rydike in Ant.
Sp;iksBri)(giliggi tgigﬁde(;:isl};g; and Jebb 1900, all on Ant. 1301, agrce that
the ;;itar of Zeus I-/Icrkeios is meant, referred to by name at 4}?7 (;or tcxtvtljsl
problems sec Miiller 1967 on 1301-3}. According to Prokl. C1 r., rllarn was
slain at the altar of Zeus Herkeios during the sack of Troy, th(? ocus ¢ e(l)ss;ord
for the destruction of a family. See T. W. Allen, cd,, Hpmen Operad(mee_
1912, rpt. with corr. 1946), 107-8; Hesiod, The Homer{c Hymns, anT 281-
rica, tr. H. G. Evelyn-White (Cambridgc,' Mass. 1936), 521; flnd Eurl 0. B
83. In the Odyssey the minstrel Phemios considers secking a;}; ur: EIUth
corresponding altar in Odysscus’ courtyard on Ithaka (22.333:1.' ). \ 130 e
altar to Zeus Herkeios stood in the sanctuary of Pandrosos a ]Elcwen 0 the
Ercchtheion on the Athenian Akropolis, part of the complex oh sﬁcrg .psce
cincts dedicated to the archetypal family of Athens, the ErecftP ell' Si{Ch_
Cook 1940, 243. C. Sourvinou-lnwood, in {’Furthf:.r Aspegts o ko is o
gion,” AION(arch) 10(1988), 271-72, overestimates its role in wea ening
01];(28. Cgilger loci for family cult include the “hearth” (most l1kely }f)(f)rtali)llc
rather than permanent, as noted in Ch. 1 n_.23) and the gravesitcs of fam y
members; see Burkert 1977, 255-56 and Mikalson 1983, 70, 83. 13435
27. Murnaghan 1986, 207 (and 195;29641,;;8(216(3180 Blundell 1989, —35;
i 282-84; and Gellie 1972, 45-46. .

POSIS(TCI};E)?;%C conforms to Perikles’ advice for widows in the fqn?ral orta(;
tion {Thuk. 2.45.2): “Great will be your glory if you are found not 1f11ber10r «
your nature; and the greatcst of all is herg who is lcz'astAspoken (7)9 Zérn(;(;
whether for praisc or blame.” The translatlon.ls by W1lk1nson 19d i \gfnls
presents an interesting analysis (47-78) of ancient attitudes towar wom
hb;:;%t]l;;gwn 1987 on Ant. 1257-1353 emphasiges.thc uncxpected appeadr:
ance of Eurydike’s corpse, interrupting;(rgzn’s gricving and then compoun

ing it; 0 his comments at pp. 223-24.

m%(l)t./ ;"feiclzsis cvery reason to believe the ekkuklema was uscd, iq;ve ﬁll?t]
presume that Eurdyike’s body would lie on or near the altar, a possibility

5—7 fails to consider. N
Seglle. ll?ﬁi Il([ieon carries Haimon’s corpse is'indicated bi]dthc reﬁgltétillclnina;
st e b telgeoouy (dimmf)g ﬁm;oo\;};gllllijnnO‘E\;r}lliregﬁ}ii;:erlally to be
"1t riatc—and perfec y —
iiﬁéniglisﬂireozead as he nfovcs through the eisodos to the center of the
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orchestra. Buxton 1984, 10 and 25, Kamerbeck 1978 on Ant. 1258; and Miiller
1967, 265-66 agree that Kreon carries Haimon’s body onstage. Seale 1982,
105 cannot decide between this possibility and the consensus that the corpse
was carried in by (undesignated) attendants, the latter view urged by Knox

1968, 755, and Jebb 1900 (stage directions at 1256) and repeated by most
translators.

relationship to ﬁfth—century practice, sec Hutchinson 1985 0n Th. 822-1004,
Brown 1977, 48-50, 54-55, 58, 61-75; Lawler 1964, 44-45; Pickard-
Cambridge 1962, 107; Broadhcad 1960,310-17; and Ch. 2 n.62. Fo
of Ant. that uses the patrios nomos and “the discourse of funera
the interpretive paradigm, scc Tyrrell and Brown 1991, 204-15.

33. The word wnia is used for a tomb or 4 memorial for the dead at JJ.
23.619, Hdt. 7.167, and frequently in tragedy; it significs a coffin at Eur. Or

T areading
oratory” as

34. There Megarcus has the name Menoikeus; sce Bayfield and Jebb on
Ant. 1303, and A. C. Pearson, Euripides, Phoenissae (Cambridge 1909), xxiii.
For the sacrifice of Menoikeus in Eur. Ph., scc Foley 1985, 10612, 13246,

35. The change is so striking that Méautis 195 7,226-27 labels Eurydike’s
accusation against her husband “manifestement faux.” Stciner 1984, 24547
stresses that Eurydike views her husband as “Kreon Tadoxtévog” {1305),
“Kreon the child-killer.” Haimon lives to have 4 son {Maion) in Homer (I1.
4.394); in Euripides’ lost Antigone, Maion is the offspring of Haimon and
Antigonc (Webster 1967, 181-84). By diverging from these versions, Sopho-
kles deepcns the disaster of Kreon’s family and highlights his role in its
destruction.

36. See Struck 1953, 333 and A. T. von S. Bradshaw, “The Watchman
Scenes in the Antigone,” CQ 12 (1962), 208.

37. Kreon probably lcaves during the choral exodos (1347-53). Seale 1982,
107 claims that “there is not [sic] exit, no final procession, just the final
comment of the Chorus that we have witnessed a lesson in latc learning.”

dramatic characters. Thjs would allow the “removal” of the corpses at the
endof A. Ag. and Ch., when the ekkukléma may not have been available and
the use of Supcrnumeraries to remove the bodies would have been awkward.

39. Thesc aspects of An tigone continue to Inspire writers with a political
conscience. E. Anne Mackay, “Fugard’s The Island and Sophocles’ Anti-
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i e possi-
40. Finley 1966, 2—4 compares Antigone and the [(\)rgsiilﬁocgééh”]lfl’stice
ilit , for civic conciliation and inclusion. Sge also M. A. 380) 180—,81-
bl 1ty hocles’ Antigone,” Philosophy and Literature 4 (‘19 ) litude,
in S0P Steiner 1984, 193 observes, “Creon is left in h}deousl SOG llie
41.0 liA;Saround him . ’ . nothing but familial devastation.” See also Ge
"113178;, 30 and Goheen 1951, 90.

i dt 1947, 93. ) _74
ii geeénlgjéel on Tragedy, ed. A. and H. Paolucci {New York 1962), 62—7

i . 64, 46—
m The Philosophy of Fine Art); also Stciner 19-84, 1—}{06Mifl:lgrzlafllii9n; (chw
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CHAPTER 5

Gellic 1972, 53-54, 73, and 78 finds the pair “so closc to thci;rcspgsz;vz
teril.pcr;mental elxtrcmcs that any dialogue betwe701n t?;lg_iiliztgga\fsorum
: ication.” Sec also Poolc 1987, 72 1 85,3, n
tra;lgsgl Oj;g?ezlzﬁﬁlgﬁ 119-23.T. F. Hoey, “Trachiniae and Unity Ef I:eeig\,]o
ilgret]/]uséz 3 {1970}, 18, rcads the play as “thc tragedy of a house who
1al ¢ onents never mect.” - ol 1977
Csslcngil t‘ﬁ’:ﬁ’és between the two, see Easterling 1981, 58 and7§Lg7c17lnl l)g(),
155.—58 For the single actor, see Jouan 1983, 72—73; Fuqua 1980, 76— .186;
5 1972, 142, 162. ' - ) y
" ngcctaelrllin 1981, 5859 quotes Pound’s transla'tlc')n {linc 117h4], “:\}/llzsis
SPi.ENaIS)OURg/ IT A,LL COHERES” and approves his )udgrnc]?]t t‘ ;l,\t/om@n y
the ke phrase, for which thc play cxists.” See E. Pound, SOP}E\/{ cssc,)n omen of
Trachiys (New /York 1957), 50n.1. My view is clols_lerltolzh:}t 0 y CaOherence, Al
A >ss the lack of suc .
—96, and Kraus 1991, 94-95, who stress the A
?nd 93d'31?/cilzxpcctation, March 1987, 65—77 shows how So'pho‘l.de’s‘ zit:rracc_
kO‘r aelie;nents in the myth: Nessus’ death, the loyc charm, If(cllalllslrilsi.sce
teLryand motivation, and the manner and meaning of Hf:fa1 OZ)SmZ latcr. her
4. The Chorus call Deiancira “fought over” ((1};)(])[5811{?_27) (Who Lerreter
] ; :{ >s of the bride” (527), s
“tought-over (Guveixnrov) cyes o ride” | "
f‘f Ighf ufsozif’d Herakles battle for her. As well as Deianeira and Ig)lf:(,j ”\Fel;rglectshc
i CS LAO‘ is a bride won by combat; for other such Sophoklcan 21 Ls(,m e
glaL ﬁc;tary Aechmalotides {The Captive Womenk /Ilnzljzt;iryw;nnme
dr(ineda Chryses, Hermione (obliquelyl—see Fr. 185), Io ! s,
(The Wonlwn 07} Lemnos), Mysoi (The Myszqnﬂ, and Ognoma ;t.he keeper of
5. Dciancira’s “life-giving and life-sustaining functions as( B R
thc: .houcse are(Hcavily hndcrscorcd in her language” (Scgal 1977, 126),
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