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ABSTRACT

The Trachiniae has been.seen-as something of an anomaly among
Sophocles' seven extant plays. It is the only play that is not named for
its hero, and critics have argued variously that Deianeira, or Heracles,
or both Deianeira and Heracles are the heroes qf thé play. This thesis
seeks to establish Deianéira as the hero éf the Trachiniae.

In order to provide an objective model against which both Deianeira
and Heracies can be measured, a summary of eight views of thé Sophoclean‘
tragic hero, excluding references to the Trachiniae, is presented.
Emphasis is giveﬁ to the heroic model of B. M. W. Knok,‘who'himself,
believing that the Trachiniae is not clearly based on the figurevqf»a
tragic hero, excludes it from his development of a heroic model.

The models of the Sophoclean hero de apply to the Trachiniae, and
Dejaneira, not Heracles, is the hero. The lives and deaths of Deianeira
and Heracles are interrelated in the closest possible way, but by
looking with a discerning eye, one discovers that Deianeira is the
leading dramatic figure. Deianeira fulfills the heréic characteristics,
including those presented by Knox, remarkabiy well. Within the play,
Deianeira faces the supreme crisis of her life. fsolated in time and
space to a profound degree, she finds the soﬁrce aﬁd greatness of her
free and responsible:action of trying to recover Heracles' love within
herself alone. Even though she acts out of love for Heracles, her
dependence on the power of the "charms" of the love-philtre suggests
defiance of and withdrawal from Cypris' will and power.‘ By her act, she
becomes totally énd tragically isolated from.ﬁen:and abandoned by the gods;

She destroys Heracles, her one key to the worlds outside and inside herself.
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By her lowve, she destroys what she moét loves and her own identity. Like
Ajax, she is uﬁwilling to live without that identity, and so, in a quiet
display of nobility : and strength, sacrifices herself to the same love that
made her unwittingly gacrifice Heracles. »Thrqgghout the play it is
Deianeira's will and strength that cause and suffer the dramatic move@en;
and tension. It is her will to obtain the truth about Iole from Lichas,
to send the anointed robe to Heracles; and to die withéut attempting to
‘receive forgiveness from Hyllus of Heracles. Deianeira's will and faﬁe
act upon Heracles. Heracles belongs to her but‘she does ﬁot bélong to him
and hence it is she who is drématically independent.' The destruction of
Heracles is a direct resﬁlt of an action of her will and is the culmination
of her tragedy. |

Heracles does not rise to meet his fate but is.full of bitterness

against the fate that has brought himbdown at the hands of a woman. Unlike
Deianeira, who within the course of the play reéches her end and‘fulfills
her heroic will, Heracles does not meet his final end, death and release
from his labors; nor does he held any control over his destiﬁy. ‘He is
helpless and weak in his suffering until he hears Nessus' name, at
which timé he accepts the inevitability of his fate. Throughout the play
he is treated more as a force than a person. Nor‘is he independent;
he is a slave to the metaphorical vdoog of his passion and its physical
ﬂanifestations.. His catastrophe is the result of his general depravity
rather than a single error. He accepts no rgsponsibility for any of his
actions and is, in fact, a pawn in the action of the series of events set
in motion by Deianeira. His ¢wn action is merely in response to Deianeira's
and exercisesno control over the outcome of the play's events. When he
realizes the inevitability of his death, all action has already been taken.'

Nor is Heracles truly isolated. He is, instead, extremeiy self-centered
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His éelf—centeredneSS'is at.its:most‘obViousaduring his suffering, which
he is not able to: endure andso to rise'tpthe'Stature of a morél hero.
He will meet his death without having risen above his own nature; his
death will mark the end of his life and sufferinés; but nothing more.
Heracles does not satisfy many of the characteristics ascribed to other
Sophocleaq~h¢roes;“ He could ﬁardly be conSidered_theIhéro of hiS'scene;
-let.alone-of;the entire play; In tﬁe.ﬁlay's structure, Heracleé exists
because of Deianeira; whose life and death do have a purpose in the play.
In fapt, Heracles is the unheroic with which-tﬂe heroic'Deianéira is
contrasted.

Heracles does not appeatr until Deianeira has killed herself for love
of‘him, and the total.terror of his self-centered existence is the
realization of the full tragedy of her life and death. His éppearance.at
the end of the play and complete lack of interest in her death and innocence
consummate her tragedy. One looks at Heracles to see what the objecﬁ of
Deianeira's great love really is.

The play is named for the Chorus inctead of for Deianeira. In this
respect, the relationship between Deianeira and the Chorus is significant.
Deianeira appears to a certain degree to be the leader of the Chorus‘of
Trachinian maidens. The similarity of their status to that of the
- maiden Deianeira's points to them as universalizing agents of the personal

and tragic life of Deianeira, the hero of the Trachinijae.
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INTRODUCTION
I. Summary

The prologue (1-93) of the Trachiniae begins with Deianeira's
monologue - in which she relates her present situation and how‘it arose
from her past life. She is married to Heracles, who was the_viqforlin a
combat with Achelolis, and she tells of her worries and troubles as his
wife."Her anxiety, caused by Heracles' absence of more .than a year, is
increased by the news of her son, Hyllus, that Heracles, after being in
service to a Lydian Womaﬁ for a year, is about to besiege Eurytus' ﬁoﬁn‘
in Euboea. Deianeira relates that the oracles have set this expedition
as the last of ﬁeracles' toils; he will now eitﬁer meet death or have a
“happy life for the rest of his time. Hyllus then leaves to make inquiriés
about Heracles.

During the parodos. (94-140) the chorus of Trachinian maidens sing
of the trbubles of Heracles and Deianeira; they exhort Deianeira to
maintain an expectation of good, because "grief and joyléome circling
to all" (129). 1In the first epeisddion (141-496) Deianeira addresses the
Chorus, stressing again her unhappy situation and dwelling on the
critical character of the present day. The sorrow is swept away in an
outburst of joy following tBeAMessenger's‘announcemeﬁt‘of Heracles"'
victory ahd anticipated éafe reﬁurn, only to be followed by the approach
of a mournful train of captives. Lichas enters with the captives and,
in response to Deianeira's questions, tells of Eurytus' shameful treatment

of Heracles, Heracles' treacherous murder of Iphitus, and Zeus' behest



that Heracles serve Omphale for a year in atonement for fhe murder.’
However, in response to Deianeira's inquiry about the identity 6f Iole,
the captive whom she pities most, Lichas feigns ignorance. .Deianeira,
not knowing the real state of affairs, welcomes Tole into her house with
love and pity. Having been informed by the Messenger tﬁat.if was
Heracles' passion for Iole that caused him to sack QOechalia, Dgiéneira
persuades Lichas -to tell the truth by means of a speech in which she
admits the supreme power of Eros and recognizes thaf‘Heraéles suffers
from its sickness and has héd other women before. After Lichas admits
to the truth of Heracles' passion for Iole, Deineira tells Lichas that
she has messages for him to carry and gifts for him to take (dvTl ddpwv
6@pa, 494).

The first stasimon (497-530) presentsvtﬂe Chorus celebrating 'the
victory the Cyprian Goddess always wins" (497), illustrated by the -
struggle of Heracles and Acheloiis for Deianeira's hand. During the
second epeisqdion (531-632) Deianeira expresses the impossibility of
sharing the same house and marriage with Iole, relafes the étory of
Nessus and th she gathered his blood, énd annouﬁces £hat she has
anpinted a garment with the blood (love philtre) to send to Hefacles in
the hope of regainiﬁg his affections. The Chorus does not dissuade hér
from her plan, and so shé‘entrusts the garment to Lichas. The second
stasimon (632—662),'which is filled with happy,expeétancy, is followed
by the fear and misery of Deianeira in the third epeisodion (663-820).
Deianeira tells of the self—destructionvof the wad of_wool Wifh whicﬁ
she has anointed the robe. She'fears that the anointed garment will
kill Heracles, and, if it does, she insists, she Qill die with him.

The arrival of Hyllus with his dénouncement of his mother and his tale

of the sufferings of Heracles confirms Deianeira's fears. She leaves



the stage without a word.

The third stasimon (821~ 862) is a dlrge on the events and underlying
.causes of the tragedy. It is followed by the fourth epeisodion (871- 946),_
during which the Nurse enters from the house and announces Deianeira's
suicide and relates Hyllus' realization of Deianeira's innocence. . The .

fourth stasimon (947-970) is a lamentation by the Chorus of the calamities

. of Deianeira and Heracles.

The entrance of Heracles finally occurs in the exodus (971-1278).
His mood is one of rage and centers mainly on his longing for death and
for revenge on Deianeira. When Hyllus tells him of Deianeira's death
and the circumstances sorrounding her gift of the anointed garment,
Heracles makes no mention‘of Deianeira.'.His consideration is for himself
and.his own inescapable fate. Hefacles discloses the Oraclés that
make clear to him that his end is imminent and then orders Hyllus both

 to ‘help in the preparatlons for his cremation ‘and to marry Iole.

II. Date.

No agreement has been reached by scholars on the dating of the
Trachiniae. No external data are available and stylometrlc research
. has proved 1oconc1us1ve in the case of Sophocles.1 Earp's s;ylistic
study suggests that the Trachiniae has an "affinity with the style of

the Ajax and Antigone rather than with the later plays."2 J. C. Kamerbeek

feels that, although Eapp's study makes a strong case on stylistic
grounds, it does not prove an early date. Kamerbeek sees a probable

terminus ante quem.in the choral song of Euripides' Hippolytus where

the story of Iole is referred to. He does not consider Euripides'

Alcestis (438 B.C.) as a plausible terminus post gpem.3 The elaboration



of the character of Deianeira perhaps developed into the production of
the still more detailed character-study of Electra. The tragic view of
.1ife expressed in the Trachiniae is much the same as that in the

Oedipus Tyrannus although not so perféctiy expressed. These observations

taken together with the general structure of the play (the Trachiniae is.
of the so-called diptych form, which does not occﬁr after the Oedipus
Tzrannus) lead Kamerbeek to range the Trachiniae chronologically with
the Ajax and the Antigone and "to confess our inability to name a more
precise date."

v Whitman sides with Kamerbeek, but is slightly more specific. He

reaches the conclusion that the Trachiniae was produced some time after,

and probably rather soon after, 438 and before the Oedipus Iyrannus.?



CHAPTER ONE

THE SOPHOCLEAN HERO

The unity of the Traéhiniae is based on the close interrelaﬁion of
various mythical elements, on the oracles that Bring the working of the
gods into contact with the human level and ofganize the events_of the piay,
and, most important, on the interrelatibn and interdependence of the
two principal figures, Deianeira and Héracles. Deiéneira's'and Heracles'
'éeparate actions, lives, and deaths are inéxtricably intertwined even
though they never come into direcf céntact with each other during the.
course of the play. The substance of the play lies in the charactefs;
but thch of the two main figures is the hero, gr do they both fill this
réle? This is the question that‘this study will try to answer. .

Before the question of the identity of the hero in.Sophoéles'
Trachiniae can be considered (and perhaps even before such a question
can be accurately formulated) the basic nature of a Sophoclean tragic
hero.must be defined. 1In order to consider the questién more objectivély,
it will be helpful to determine basic heroic traits and characteristics
and to mold these into a model or series of models against which théA
.possiblé heroes in the Trachiniae.can be measured.

To formulate a concept of the Sophoclean hero both directly from
the élayé and from various works dealing with the subject is a necessary
task but one made difficult by the complexities involved and the
inherent limitations of the result. G. M. Kirkwood points out two of
these 1imitations.6 First, generalization from the extant plays does not

represent a synthesis made by Sophocles nor is it certain that the view



of life and human character rebresented by‘thisbgeneralization_was
something Sophocles specifically endeavored to describe. Second, ao oae
generallzatlon (even if it describes a fact ceatral to Sobhoclean thought)
is necessarlly of central importance for Sophocles plays. Differences
and individuality of character are more important than similarity.

One may hope that by recognizing these liﬁitafions cne will
become less limited by them. Also, it.is useful. to point out that the
purpose of the synthesis of the her01c character in thlS study is not
simply to. determine the nature of the Sophoclean hero as an end in itseif,
but rather to determine the mature of .the hero for use as a tool and a
test in attemptlngg in turn, to determlne who is the hero in the
Trachiniae. The remainder of thls chapter contains a summary of elght

views of the Sophoclean hero.7

I. Aristotle

PerhapsAthe best place to begin is with a ready—made "synthesis" of
the tragic hero. Aristotle's definition of the varicus necessary
requirements of the tragic hero is one that is external to the plays of
Sophocles bat'has become an integral part of most subsequent considerations
of tﬁe Sophoclean hero. Since, in Aristotle's view, for the finest form

1.

eof tragedy the plot must “imitate actions arousing fear and pity"
(poBepdv nal ékseuv&v),S it must involve "a man not pre—eminently
virtuous and just, whose misfortune, however, isibrought.upon him not by
vice and depravity but by some ertror of'judément, of the nuﬁcer of those
in the enjoyment of great reputation and prosperity,”
(EoTL 8¢ ToLoDTOS O ufte ApeTH SLogEpwy hal_ébudbooévn
JufdTe 6Ld nanlav uat pox9npav ucTaB&Ava €L TV dvoTuyCav

rd

y s e ’ » ~ ] .; ”» : S > '.'>
GAXG 6L° duaptilov TLVO, TWY €V peyadn 86En Svtwv nou ebtuxlq, 1453a-)



Thevhero's fortunes ﬁust change from happiﬁess to mieery (€€ eﬂruxCag
els SuoTuxCav ), and the cause of this "must lie ﬁot in any depravity,
but in seme great error on his part"»(uﬁ SLa uox%ﬁptav &Y 6L &uaprday
ueydinv). The plot "should be so framed that,:eveh without seeing the
things take place, he who simply hears the eccbunt ef them shall be
filled with horror and pity at the incidents" (&vev tob Opav olTw
ouveotdval TOV ud%ov Gote TOHV &ﬁoﬁovra TO TpdyYUaTO thdueva Kol polTTELVY
‘nat‘éleetv En TRV cuuBabvdvrwv).g Aristotle élso claims that'the poet
should seek after traglc deeds done w1th1n the family (oClov n aéexwog
&8eAgdv a vLog Tt épa n uitnp uuov A uuog untépa anonreuvn n uekln ] Tb
&Ako ToLoUTOV 6p§).  The doer may -do the deed 'know1ngly and consc1ously"
(euéorag nal Ytvaorovrag) or "in ignorance of his relationship, and
discover that.afterwards"(&yvodﬁvrag 8¢ mpdEoL TS Setvév, els’ 6orepoﬁ'
avayvwploaL Tnv pLACav; 1453b). |

Concerning the presentation of characters, he statesrfour qualities
at which one should aim,, They should be made good.(xpneré), appropriate
(10 apuorrovra), like reallty (16 duorov), and consistent and.the same. tﬁroughdUt
(TO ouakov) Another of Aristotle's requlrements is that tragedy should
be 'an imitation of personages better than the ordinary man (1453b) and
that the portrayal of men qu1ck or slow to anger, er with 31m11ar
imfirmities of character," must reflect that fact._ Althqugﬁ they have

infirmities of character, they must be represented as good men.

ITI. Knox

The modern concept of Greek drama is not without Aristotelian
influences, but is not so external to the plays themselves as is his.
It takes for granted a single, central character whose action and.

suffering are the focal point of the play, this character being "the
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tragic hero." According to B.M.W. Knox, the dramatic method of preseﬁting 
the tfagic dilemma "in the figure of a’single dominating charaéter seems
in fact to be an invention of Sophocles."10 The reasoning and evidenée
that Knox presents for this assumption is of interest here, because it
throws light Upon the role of the hero. |

Sophocles abandoned the trilogic combination in favor of the single

"play (so far as we can judge, each of his extant'plays is complete in
vitself as opposed to being part of a thematically>cOnnected trilogy), an
action‘closely related to the origin of the tragic hero. Aeschylus in
his trilogies had shown "how evil in the long course of things fell -
within thevjust and progressive éosmosbof‘Zeus, bringing wisdom‘with time
"in the wake ofbsuffering‘."11 Sophocles, hdwéver,'chose.to use the

single play, by means of which he was able té present "the mprality of
individual mén in the face of irrational evil."12 Whether it was
Sophocles' revolutionary move of abandoning the‘triiogy thaf produced

the tragic hero,.or whether the abandonment'was the result of fhe concept
ofvthe hero, the reduction of scope (from three plays to one) made
possible the presentationrof é tragic dilemma "in terms of a single
personality facing the supreme crisis of his life."13 Sophqéles was
responsible for both innovations,.but his special‘hallmark is his

' .concentration on the central figure.

In addition to abandoning the trilogy, Sophocles also added the
third speaking actor and by these two actiohs, in a sense,Ainvented
tragedy as it is known today--"the confrontafion of his desfiny by a
heroic individual whoée freedom of action implieéffull resi)onsibility."14
The concentration of'thé drama on a great crisis of the hero's life
demaﬁds a single play énd a third actor. That this concentration on one

central figure wés recognized in the ancient world is suggested by the



titles assigned to his plays.ls The Trachiniae alone of the seven

extant tragedies is named after the chorus instead of the central figure,
" and, according to Knox, "that is the only one of the seven which is noﬁ
clearly based on the figure of a tragic hero."16 The characteristics of
the heroes in the other six plays, however, Knox deﬁeléps within a

quite comprehensive scheme. A summary of his views follows.

The Sophoclean tragic hero is isolated. The_isolation of time and'
space impose on him the full responsibility of his own action and its
. consequences and éémpel him to act in the_present without a past to
guide him or a future to comforf him. The source of his action, as does
the greatness of his action, belongs to the hero alone. This free apd
-résponsible action brings the Hero through suffering sometimes to
victory, but‘more often causes him to fall and expefience‘deféat.before
he reaches the final victory. AFor the hero,‘suffering.and glory are
fused intoAan indiséoluble unity.

In refusing to accept his human limitations, thé heroic individﬁal
renders his .action fully autonomous. By defying the gods, who have
imposed these limitations, he removeS'from‘them any respoﬁsibility for
his action and its consequences. Neverthelesé,'despite_the hero's
self—créated isolation, the presence of the gods is always felt in
Sophoclean drama. Even though the hero fights against them, one feels
.that perhaps the gods have more concern and.respect for him than for the
common man. As Knox says, "the gods too seém to recégnizg greatness."17

In six of the seven extant blays of Sophoclesv(excludiﬁé the
Trachiniae), -the hero is faced with a choice between twb possibilities.
He may accept either possible (often certain) disaster or a compromise
that, if accepted, will betray the hero's conception of himself, his

rights, and his duties. Having decided against the course of compromise,
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. the hero finds his dec131on assailed, but nevertheless refuses to yield
“he remains true to his Eh231s. 18 Ajax decides to die rather than to
submit. Antigone remains 10yal to her brother and Electra to her father.
" Philoctetes refuses to govto Troy. Oedlpus Tyrannus 1n31s£s on knowing
the truth about Lalus murder and about himself, and Oedlpus Coloneus
insists on being buried in Attic soil. It is this resolution of the here
that leads to the dramatic tension of the plays. _The resultant:effect of
this dramatic action on the hero and his situatioh, anx thinks; is
well described by the-image compariﬁg Oedipue as a blind old‘man to
"some sea cape in the North, with the storm waves beating against it’
from every quarter, navro%ev‘sopeuog g Tug anTa/ HUHATTANE xetuepla
MlovELTab (o.c. 1240~1241)f

In the six plays under consideratien, the mold in Which‘fhe here is
cast, the situation in which he is placed, his intransigenee, and the
formulas of language with which he and his opponents express_themselvee
are all similar. Certain recurrent patterns of character, situation, and
language that:are characteristic of Soﬁhoclean tragedyvfollow. The
hero's decision and resolve to act are always announced in emphatic,
uncompromising terms.:19 The form of attack on his resolve that is most
difficult to resist is the emotional appeal of these having claims oﬁ his
affections, such as Tecmessa's appeals to Ajax'(in the name of her love
and his son), Chrysothemis' to Electra, Jocasta's to»dedipus Tyrannus,
and Polyneices' to Oedipus Colon_eus.20 The usual‘assauit oh‘the hero's
will is an abpeal to reason (not to emotion).21 The methodbaf rational
argument'is persuasion (ne(%w, nel%opar). The hero diaobefs_by withstanding
persuasion (&neoréw).zz The hero needs to learn, ia the eyes of'ﬁis -
friends and enemies.23 The appeals to’reaeon and emotion and‘the adViee

to reflect and be persuaded constitute a demand for the hero to yield
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(eﬂueuv).24 An appeal to retreat is made to;all éophﬁclean heroes;

heroes, however, do not know how to give in to ﬁisfortunes Qégg.‘47l).

The herb refuses to yield, replying to such a deménd with the characteristically
SOphocleah word g6y (Mleave alone, aliow, let"). -Thé hero will not

listen (xAdeLv, dxodelv), thus making it hard t§ urge s_urrerider on him.‘25 S
The hero does not want to heér.26 He will.not listeﬁ, but heérs v |
‘enough to know that he is under attack and reacts sﬁiftly and &iolently,
creating a difficult position for those trying to advise'him.27_vAlI

heroes treat advice and objectioné in the‘same‘fiefce way-—they afe-all

angry heroes, and any attempt made to sway or hinder them prévokes their
anger.28 To the people around them this angry, sﬁubborn temper seenis
"thoughtless, ill-counselled." To the outside Qorld the hero's temper
~is "mindless, senseless, mad," and the hero seemsvtd'be.unable to think,
out the right course of actioﬁ.29 ‘The hero can even be described as

upog, "foolish." The condemnation of the hero's temper is a moral as

well as intellectual one, and to his friends and enemiesAhis mood seems
to be one of TdAun and 9pdoog, "overboldness, rashness, insolence,
audacity." The hefo is also described in such terms as &Ypuoé, "wild"
(like a beast), wpds, "raw, séVage," oukﬁpdg, "hard" (1ike.metal). One
word apﬁlied to all the heroes to describe their character and aétion is
6eLvdg, "strange, dreadful, terribie." The heroes are devLvol because they
lack a sense of proporfion and a capacityAfér moderation. The actions of
these heroes, as well aé the heroes themselves, are TepLood, foutsized,
extraordinary,lprodigious." Thoseiconfronting them hold a futile hope
that these heroic possessors of incorrigible natures will in time
realize what is good for them and that the hero can Be taught by time

30 '

to change his stubborn mind and realize the truth.” The hero, however,

remains unchanged, since time and its imperative of change are exactly
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what the Sophoclean hero defies. ’All—powerful Time, in fect is the hero S,
real adversary and to reject it is, in Oedlpus words to Theseus "to
belln love with the impossible." ' By his refusal to eccept human
llimitation35 the hero achieves his true greatness,.eetbby the help
and encouragement of the’gods, 5ﬁt by his loyalty to his nature in trial,
suffering, and death. |

In the opinion of the other characters the hero is unreaSOnable,
suicidally bold, impervious to argument, intransigent, angry, and
impossible--able to be cured only by time. In the eyes of the here,
however,_the opinion of others is irrelevant; he is loyal ohly to his
conception of himself.31 Antigone justifies herbdeflance of publlc
opinion and of the polis by her elyévera (claim of noble birth), ukeog'
(desire for glory), and eboéBera (religious feelings). Electra, Ajax,
Oedipus Tyrannus, Oedipus Coloneus, and Philoctetes elso experience
these same attitudes. Motives may differ, butrthe mood is the semeviﬁ
all. Driven by %Uuégb(passion), they are closed to the appeals of reason.
They do possess reason-but will not listen to it, preferring to obey |
‘the commands of their pa551onate natures. that are- exasperated by the
feeling that they are treated dlsrespectfully (aTLuwg) or are, at least,
denied Tuoun (respect) In such cases thelr own sense of worth and
consideration of what is due to them from others are outraged. 32
Forming an extreme impression of this 1ack of respect, they feel that
the world as well is mocking them,33 and they turn more firmly into
themselves. Resentlng those whom- they con31der responsible tor their
sufferings; they appeal for vengeance and curse their enemies;'although
they use ﬁo more dreadful curse than that their enemies may ekperience

what they themselves are suffering.34
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In this way the hero enters into his (previously mentioned) |
characteristic isolation; He is‘(Or becomes) udvog (alone), and épfnog
(abandoned, deserted), not only isloated from men Butiabendoned by the
gods.3$ So total is his isolation that at ceroein moments he addresses
himself to the landscape, wh1ch is unchanging and w111 not betray hlm.36
The final result of the hero's 1solat10n from the world of men is his
wish for death.37 By ch0051ng death, he arrives at the logicallend of
his refusal to compromise. Living in humen.society is one continuous
compromise of subduing one's own wiil and desires to the requirements
of others. 1In Sophoclean tragedy it would be a betrayal of the hero's
Qh131s for him to compromise and still .respect hlmself To surrender -
would cause him to lose his 1dentity.38 |

A strong sense of his identity, his‘individual and independent
existence, his difference from othefs and his resultant uniqueness, and
_his.own worth as an individual, is a marked trait of the hero.' This
h1gh1y developed sense of individuality is significant in determining his
action. -His decision at a critical moment becomes.a matter of choosing
between defiance and loss of identity (the latter ch01ce being 1mp0331bie
for h1m to make). The anger he feels at the worldfs denial of‘respect
becomes further exasperated, beeause he feels his sense of worth has
been violated. In moments of crisis and abandonment this sense of or
bellef in himself becomes his only support. Sophoclean heroes are
aware of and insist on their uniqueness and sharply differentieted
individuality. Phiioctetes is a orime example of this; having‘lived
alone brooding on his wrongs for ten years, he is very conscious of his
own identity. With their fierce sense of independence, heroes will not
submit to being ruled but remain ffee; findiné‘the choice of slavery

over freedom an intolerable one. Having set his own conditions for
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existence, the hero is more prepared to leave 1ife thén to chéngé and
insists on'asserting<his will to the absolute énd of defiance, death.

In his refusal to accept the limifations imposed on humans by
mortality and in his resistance to the imperatives of time and circumstance
(all things change, but he will not), the hero makés Qhét Knox refers to
as‘"an assumption of divinity." (This is not to say tﬁat the heroes
ever consciouslyiélaim to be gods.) '"Only thé gods are eternai and
unchanging"39; and, in the words of Oedipus to Theseus,'"everything else
is confounded by all-powerful time" (0.C. 609).

Once his decision has been taken, the Sophoclean hero is ,
accordlng to Knox, 1mmovable,

deaf to appeals and persuasion, to reproof and £hreét,
unterrified by physicai violénce,.éveniby the uitimété
violence of death itself, more‘stubborn.as his isoiatioﬁ
incfeases'uhtil he has no one to speak to but the unfgeling
landscape, bitter at the -disrespect an& méckery the world
levels at what it regards as a failure, the hero prays for
revenge énd curses ﬁié enemies as he welcomes the death
that is the predictable end of his intransigénce.40
The final point in this list of characteristics is of particﬁlar
importance in relation to the Sophoclean hero, because only the fact of
death canvmake an action heroié. _"Heroism and'fragedy are the peculiar
province and privilege of mortal men."él |
~The ancient Greek mlnd seems . to have coné idered pass1onate self-
esteem almost.d1V1ne, no matter how weakly justified it mlght havev
been or to what crimes it 1ed.42 Nilsson Says, in relation to her§~cults,

that a hero is not recognized because of his services but because he

possesses some special strength, which is not hecessarily beneficent.
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The attraction that the hero was able fo offer to the ancient Greeks
‘'was the assurance that some people are capable of superhuman greatness.
‘The hero, by denying the imperatives that others obey in order to live,
served as a reminder that a human may ét times defy the limits‘imposed
on one's wiil by fear of public opinion, community-action, or-death,
refuse to accept humiliation and indifference, impose his will despite
the conéequences to others and himselfz.‘4 He echoes the Homeric war-hero,
Abecause heIValues his own life as nothing. He will bé echoed by Socrafesés;

in great crises of the soul he is loyal to the guiding principle of his

life.

IIT. Whitman

For C. H. Whitman the Sophocleén hero becomes éven more idealiZedm46
He believes that Sophocles held a single religious hope, namely, a hope
in the ultimate value of man. Likewise, he believes that a singlé
tragic idea underlieé the'wide differences of Sophocles' plays, and
that is "the idea.of tragic-gzggé Or‘self—destructive heroism."47 The
true action of every Sophoclean play lies in the behavior aﬁd will éf the
tragic hero, and every Sophoclean tragic hero is.an example of'gzggé. His
encounters with disasters and trials result from the clash between his
éEEEé and the imperfections of other human beings, the traditional gods,
- and life itself. The indomitable will of the struggling hero, and not
the conventional Olympian figures, is the source of true divinity. What
many critics take és the hero's faults (here the hero becomes very
idealized) are not faults, but signs of ﬁis perfection that conflict with-
the blindness and wrongness of life about him. The chorus and "normal"

characters become only a framework to set off by contrast the unique
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greatness of the hero.asi The moral nature of the hero's position must
be judged by his own standard, aé he reveals it in thevplay.

With his self-knowledge and supreme EEEES’ the hero has a d1v1n1ty
within himself that is often in opposition to the "gods" of popular
belief who Whitman feels are seen either as amoral symbols of the laws
of life or as positively unjust.49 Through his morai action of self-
immolation 6r endﬁrance, the hero combines his own inner divinity with
~ that of the amoral and non-active God, to form the all-embracing realm
of universal divinity or Being as a whole.

The Sophoclean hero has a refined and true understanding of himself
that allows for the possibility that, although in the mind of others he
is a law unto himself, he may be aqting in obedience to a true law
that_remains beyond the vision of others. Whitman believes that the hero
himself has real self-knowledge whereas others haye_only rules of
behavior; and therefore, if the Sophoclean &ramas teach sophrosyne, the
sophrosyne is in the character of the hero, not in the chorus or lesser
characters. It may be customary to side with the forces opposing the
hero in the belief that the& alone are divine; however, although they are
usually divine, they are not of necessity morally right. | |

Choral critiéism convicts Antigone of harshness and stubbornness,'
Oedipus of rashness of femper, Philoctetes of obstinacy, Ajax of a
noble and overweening attitude, and Electra of drawing more trouble bn
herself than necessary by her constant mourning fér Agamemnon.50 All
these faults are essentially the same thing--stubbornness, sélf—willed
independence, authadeia--which keeps the hero from yleldlng to his
fate and makes him talk harshly and proudly. Since, if we trust the
chorus, we must believe that Sophocles wrote only about the evil effects

of stubbornness, Whitman asks why, if stubbornness is a fault the gods
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punish, it ie not consistently punished.51 To rebuke the protagonist
for his faults is to imply that one knows what he should have done.-52
Whitman rejects Aristotle's theory of hamartia, because he believes that
the sin-and- punlshment formula turns the plays into 1nterpre£at10ns of
Aristotle, not of Sophocles.53

He also rejects Aristotle's view‘thatva play showing the fall of
a perfectly just man would be disgusting (Poetics 1452 b36). "Many a
play showed the fall of a jusf man, and the men of the fifth century eeem
not to have been disgusted at all."54 Whitman holds Plato's criticism of
tragedy to be valid, in its consideration thatithe good man.did not |
- receive his deserts and that tragedy did show the world's injusti_c‘e.55
Sophocles was perhaps concerned not with justice, but with divine
injustice. Maybe his world was not subject to simple moral rules, but
_ really was tragic. The point that Whitman makes is that Sophocles was
religious rather than pious, and therefore the‘Sophoclean hero "seems
to be less under obligation to worship the gods than to fulfill.his

duty to himself."56

IV. Bowra and Schadewaldt

Bowra end Schadewaldt.both hold views different from Whitman's.
Bowra claims that "the ceqtral idea of a Sophocleen'tragedy is that
" through suffering a man learns to be modest before the gods."57 He
speaks of the "humiliation" of the hero before the gods as the necessary
condition of his "coming to peace" with them and considers that ﬁost of
the heroes, although far from faultless at ﬁhe beginning of the play, by

the end of the play have had their illusions removed and accept the

ways of the gods. Schadewaldt subordinates the Sophoclean hero‘to.the
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gods to a slightly lesser extent than Bowra does. He believes that
the absolute character of the sufferings of the hero is emphasized by
his isolation and the apparent hopelessness of hlS p031t10n. Through his
sufferlngs the hero finds his true self58 and proves his heroic greatness
(this‘being_possible only because hig affliction is absolute). Like
Bowra, Schadewaldt believes that the crisis of the play changes the hero's -
.hzbris into soéhroszne, thus restoring harmony between him and the gods.
- Knox counters this view by remarking that,
Sophocles presents us for the first time with what we recognize
as a traglc hero! one who, unsupported by the gods and in
the face of human opposition, makes a ~decision which sprlngs
from the deepest layer of his individual nature, his EhXSis»
and then blindly,.ferociously, heroically maintains that
decision even:to the poiht of self—destruction.sgA,
When the hero's decision, made without the support of the gods, is
carried through to his self—destruction, there seems to be little time,
Opportunity, or even desire for the hero to exchange his hybris for

sophrosyne and to come into harmony with the gods.60

V. Webster

In the above quotation from Knox there is a mention of physis..
Sophocles' development of the hero's physis forms one of T.B.L. Webster's
six basic aspecte of the Sophoclean hero.61 According to Webster, the
hero is conscious of his birth and,'as one who is nobly born, conforms
to certaln standards of life and action. As a member of a family, he
has a duty to be loyal to his patents and a right to expect loyalty from

his children; affection is based on these duties, rights, and standards.
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Ajax feels he cannét return home without having won as much glory before
Troy as had his father, Telamon (xol moTov dupo TPl Snidow mdvel§ '
Telapddve, 462), and, in turn, demands the same céurage from his son,
Eurysaces (TapBﬁoaul§&p 0¥,/ veoowa#ﬁ'nou Tév6e mpooiedoowy pdvov,
545-546). Antigone believes that her duty to her brother outweighs her
duty to the state, a belief that arouses her strong affection (08100
oUVEXTELY, AAAL GUPQLAETY Epuv, 523, also 89, 907). Electra likewise
has a deep affection for and sense of dutyvto her deserving relatioﬁs
(father and brother, Agamemnon and Orestes; 1232): vAnvog Ss_T&v olutpdg/
olxouévwy yovéuwy EnLAdSetol, 145-146). Oedipus in the Tzrannﬁs'feels'
the ties of kinship very strongly. He loves and respects his suppﬁsed
parents.in Corinth, Polybus.and Merope, so much that hé leaves them for
the purpose of foiling the oracle (998). He also has affection for Creén,
as his brother-in-law (85), Jocasta (772), and his children, especiélly
his daughters (1480). Oedipus in the Coloneus has the éame'affection for
is daughters, which they have won because they fulfill their duty to hinm
(1205-1615). By disregarding this duty, Creon and his sons have earned
his hatred (337ff., 418, 1365). Philoctetes israble to form a bond of
friendship with Neoptolemus because they both speak the common language
of the noble and hold the same ideals (Tﬁv pdoLv 6’56€L£ag, 1310). Like
Ajax, Philoctetes has a deep affection for his father (natol 1’ wg
6eCENS ¢lAp, 492, also 1210).

In Webster's view, frankness, fortitude, apd sensitiveness to ‘shame
also belong to the aristocratic ideal Sophocles attributes fo the hero.
Oedipus in the Tyrannus wants Creon's news ppblished to all (és mndvtoc
aléa, 93), and Antigone. (86) and Electra (1033) scorn concealment of

their designs. Ajax regards it as dishonorable to lament in misfortune
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mpds yop nanod te wal Bapuddyou ydoug/ toLood’ &el ﬁor’ avépds &Enyett’
€xewv, 319). Electra (354), Philoctetes (535; 733), and Oedipus in theb
Coloneus (5, 798) with their long-lasting physical and mental afflictions
- are the most notable examples of fortitude. Electra is a 'slave in her
father's house; Philoctetes is abandoned on a lonely island Qith a u
gangrenéd foot, Oedipﬁs has been driven into exile By his owﬁ sons,.
These various misfortunes affect their respective heroes by making them.
emotional and unforgetful and unforgiving of those responsible, but -
they cannot break their heroic fortitude.

Some evils that the hero suffers are too great to bear. - Oedipus
Tyrannus (h govedoat’, 1411) and Philoctetes gmov@ gpovg vdos nén, 1208)
‘in the lowest depths of their misery would rather die than live. Ajax,
in the realization of his tarnished honor,'finds death to be the only
cure for hisvshame (@AAd pe ouvvsalEoy 361, oluoL YéAwtog, olov ﬂBpCo%nv
dpa, 367). Antigone prefers to die rather than accept the diéhonor'of
leaving her brother unburied (el éé.roﬁ xpdvou npdodev %dvoﬁuab, #€pdog
dut’ Eyd Aéyw, 461). Electra wants to die because it is intolerable to
her that she cah not do her dﬁty to her fathef's memory (ws xdpurg pév,
v nrdﬁn, Aﬁnnvé', E&v Ci- 'Toﬁ Blou 6’ 0VbELC nédog, 821). -

The Sophociean_heroes (except Oedipus in the’Coioneus) offend in some
way against the political ideal of Sophocles that the ruler rules in
the intérest of his people and that the.subject obeys him. Antigdne
(453) and Electra (617) both rate the duty owed to their kin as higher
than that owed to the stéte. Ajax is not prepared to obey his general
Agamemnon (667;1069). Philoctetes is like Ajax in his hatred of the
Atridae and in trying té take jﬁstice into his own hands, which:he does
when he attempts to shoot Odysseus (1299).

Webster next states that, "besides the claims of family and state,
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men have a duty to the gods."62 However,.Knoxf consideration of the
isolation of the hero and his abandonment by (or of) the gods seems to
be a truer observation of the hero.63‘ At the time_of‘making their
decisions, Antigone and Electra may have regarded the honor that they
strive to pay to their dead kinsmen as a service to the gods imposed’
‘onthem by the laws of the gods. During the coqrsé of the play, however,
our awareness focuses on thé actions of Antigone and Electra and their
vobsessions to carry out their own will. We are not particularly
conscious of the possibility that that will is a handmaiden of the gods.
One is, in fact, conscious of ;he absence of the gods from the hero.
0f Oedipus, Webster writes, "He only departs from the traditional
"religion in moments of extreme stress."64 Perhaps fhis is the key to
the problem, for it seems that his deﬁarture from the traditional
religion is more important in understanding him fhan his adherence td.
it. Both Ajax and Philoctetes have been driven to bélieve that the
gods are malignant. Webster notes that the only place where Ajax
reaches true reverence is during the monologue, when he says he is
going to purify himself of-his stains. It is of intereét'that this
is said during Ajax' "deception" speech. The overridihg belief of Ajax
~is that he is strong enough fo stand alone without the advicé and help
of the gods.

ndtep, 9eols MEV %AV & undEV WV Spod
HPATOG uaTauTﬁcapT'- EYd 8¢ nal 6Cyo
relvwy nénorda 1007’ €nvondoerv urdos (767-769).
As for Philoctetes, Webster claims, rather unconvincingly, that his
prayers for vengeance imply that the gods are just (but cf. 446ff.).
Webster is more convincing in his next category. "Sophocles regards

the virtue of éophroszne as second only to piety. His chief characters
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are not remarkable for it,"65 but exhibit arrogance, violence, haste,.
iﬁflexibility, and folly. Ajax in hiS'arroéance prays thét his son
may resemble him in everything but fortune (550). Ajax (885), Antigone
(471), and Oedipus Tyrannus (371) display fierce spirits;‘all of them
have a strain of crﬁelty and violence. Ajax (540), Oedipus (73),
Electra (169), and Philoctetes (635) aré all impatient as wéll as prompt
to take action Qéi. 1165 Phil. 1299; Ant. 37; El. 431, 938; 0.T.68, 794,
810,1058). | |

Webster;s final point is that the vices of arrogance, violence,

haste, inflexibility, and folly are closely related to the virtues that

the characters possess, such as spirit, energy, firmness, and idealism

VI. Gellie

G; H. Gellie eéhoes the view expressed iﬁ Webster's final point
when he claims that Sophoclean tragic heroes must be greaf—hearted,
courageous, proud, self~contained, and also reflect the pejorative
mirror-images of the goéd attributes by being stubborn, rash, and
self-centered. |

In Gellié's judgment, "The great Greék tragedies normally take a
ready-made state of evil and the protagonist ié called upon tb;deal
with it. The nature of things is such that whatever action he takes wi11
. be wrong, but'hg acts and he is destroyed by his action."66 Thérefore,
it is the protagonists who carry the themes of their playé and their
characters that must accomﬁodate ;hemselves to those fhemes. Théir mindé
are made up, they are beyond argument, they are qommitted (and thus,
according to Gellie, lack.a dimension‘és personalities), they refuse to

admit heart-searching, and they lack appeal. On the contrary, the most
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rounded characters are generélly the least important persons in-the plays.
With their reasoned inaction or unwilling action, theyvserVe as counterparts
to the protagonist and ﬁis heroic action. ' Weakness, cowardice, and gobd

sense result from unheroic qualities.

VII. Kirkwood

Such unheroic qualities, according to Kirkwood, are secondaryb
themes in a Sophoclean play,'along with the following: fate, divine
- power and knowledge, human character with its ignorance, shortcomings,
and wisdom and magnifiéence. In Kirkwood's view, heroic qualities are
of primary importance. ."At the heart of every play of Sophocles there
lies the life-giving combination of strong character and revealing
situation-."67 Sophoclean drama consists essentially of a series of
tests of the central figure, from each of which_he emerges newly
revealed and with added strengph.68 Two quotations from Kirkwood
introduce one of his basic intérpretations of the Sophoplean hero.
"A Sophoclean tragedy is a serious play in which a person of strong and
noble character is confronted with a crucial situafion and responds to it

6 . . . . . : ' .
n69 This crucial situation must involve suffering on

in his special way,.

the part of the principal character. ""Sophoclean tragedy is an action in

which admirable character and critical situation are combined; the

situation involves religious and moral issues and entails suffering

. . w0

for the leading figure.
All tragic heroes suffer. Of the six heroes under consideration

Ajax, Antigone, and Oedipus in the Tyrannus have the most unrelieved

suffering, which ends in death or disaster. Whether they are the victims

of circumstances, of gods, or of men, or are responsible for their own
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faﬁes is unanswerable.jl' It wbuld be a cése of oversimplification to
-attribute to the hero ummixed perfection or to suppose that his suffering
is entirely a puﬁishment for his guilt. The inescapable coﬁclusion,
according to Kirkwood, is that'Sophocles‘means us ﬁo see that neither a
malevolent.deity nor fate, but the hero himself is to a certain degree
responsible for what happens to him. An example is ﬁhe scene with Creon

in QOedipus Tyrannus, which is "a demonstration of the blinding power of

Oedipus' impetuousness and selfFreliance."72_ Throughout the piay théref
are examples of Oedipus' faults and his magnificence, neither of which
should be overlooke’d.73 The concern cannot be with the absolute perfection
of the hero, nor with the questipn of his crime and punishment, but with
the question of the responsibility of his character for his fate. Even
" an oracle does nof remove responéibility from the hero. In the case
of Oedipus, his acts were "not predestined, merelybpredicted. An
essential distinction.”7é

Kirkwood beliéves that Sophocles is not intent on eﬁphasizing the
hero's moral shortgomings,_but only that some element of character in
each precipitates the catastrophe (e.g., Ajax' &iolénce, Antigone's
uncompromising stubbbrnness). It is just such an imperfection that allows
fhe tragic hero to be brought to life as a human being. He.possesses
the standard human equipment of emotions and frailties, but more than
. the standard devotion to an ideal of conduct. Although every Sophoclean.
tragic hero encompasses much that is heroic in the moral sense, he is
still not a hero in the absolute sense. Ajax having set out to murder
his fellow chieftains is obviously culpable; Oedipus in the Tzrannué is
vexcessively'impetuous and self-reliant; Antigone is hostile and

comtemptuous in her disobedience of Creon's edict.
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Such critics as.:Bowra and Webster, by overstreséing the tragié
hero's féults and failing to recognize the essential value of his
nobility, suggest that Sophocles wished to show that man should be_
modest or the goés would‘punish him. Between that view and the other
extreme of the impeccability of the tragic hero (Whitman), Kirkwood-
suggests a compromise,‘ﬁhich he feels is demanded by the playsw->"The.
faults of the tragic heroes are in the closest possible connectien with

their strength and nobility."75

The violence of Ajax, rashness of
‘Oedipus, stubbornness of Antigone are partially responsible for their

catastrophes, but are a vital part of their great characters as Sophocles

presents them, because they could not be the great figures that they

are without these characteristics. The impetucusness of Oedipus is
cdupledwith his courageous insiétende on truth, which makes him greaf.
The stubbornness of Antigone is linked to her strength of éharacter'in
her loyalty to her family. The violence of Ajax is part of his firm
dévotion to soldierly‘honor. "Without their kind of hamartia they would
not have their kind of heroism.”76 Sophocles was not interested in.a
flawleés hero, but in the intricate interdependence of fault and
greatness in the hero.-

Nevertheless, '"tragic féult is not guilt, and tragic suffering is
‘not punishment."77 The misfortunes that overwhelm the heroes are not
morally deserved .in terms of their character, although their éharactef
does precipitate the suffering. Although the sufferers sometimes ascribe
cruelty to the gods, thefe is no evidence in Sophocles, according to
Kirkwood, of the willful infliction of sufféring 'by a deity on a tragic
hero.

The Sophoclean tragic hero endures his suffering and rises to the

stature of a moral hero because of his devotion to an ideal, which makes
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him oblivious to‘the advice and common sense of his friénds, and
steadfast against his enemies. Ajax is loyal to the ideal 6f martial
honor; Antigone, of loyalty to her family and "intuitive" religious
conviction; Electra, of the devotion to he: father; Philoctetes,.of the
refusal to compfomise with dishonesty and the recégnition of Neoptolemhsf
'mobility. Kirkwood expresses this kind of devotion to an ideal in terms
‘of “nobility," tﬁé character of the ebyevis, a word used‘by Soéhocles in
reference to one "of noble birth" and "of noble nature'; it expressés-the
essence of heroism. . Regardless of the hero's explicit vindication in
or after life, the greatness of the ebyevig dvrp is recognizable in his
persoﬁ. Kirkwood's use of elyeviic seems fo be‘reléted-to Kno#'
emphasis on 9UoLg; to be ébyevﬁs is in part a matter of one'é own nature,
Antigone tells Ismene that by hér attitude toward the buriél of Polyneicés
she will show:

elt’ ebyevic néounas elt’ EoSAGY noud
Philoctetes tells Neoptolemus that eVYEVASC N Qﬁg&g (his nature is‘noble)
and he is & edyeviv (874,.deécended‘from those of noble nature).
When applied to the heroic épirit, eVyevric has both a personal and a
moral meaning. The greatness of the hero's devotion to nobility shows
that in hefoism there exists an enduring value that stands firm in spite
of suffering and deafh.78 This is made clear by Sophocles' way of
contrasting the heroic with the unheroic~-0Oedipus with Creon,bAntigone

with Creon and Ismene, Ajax with Odysseus.’

VII. Lesky

The heroes have souls tormented by the fullness of their knowledge
of what their present situation means. According to A. Lesky, the result

of this is that "in their acts they do not show the calm wisdom of
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Odysseus, the very excess of their energy makes them collide with the
unforeseeable; it throws their lives into a confusion from which only

death can releas them."79

A summary of Lesky's views as applied to
individual.Sophoclean heroes followé. |
For a character such as Ajax,vwho recognizes thaﬁ'his honor has

suffered the deepest humiliation, no escape exists but.death. Ajax
proclaims in his first speech after having regained his sanity‘that.tﬁere
is no middle way for him between avgreat iife.and,a great death.

odn Qv npuaﬁunﬁ 008 EVOC Xd#ou BooTidv

80TLS HeVOTOLY EATCOLY Sepualveto.

AN’ N oGBS zRv N noAlds tedvnudvol

1oV ebyevi xprh (477-480).
If the words.of his deception-speech hold a deeper significance, Lesky
believes, it can oﬁly be that the hero surveys.modés of possiblé—behaviér
alien to his nature, reconciliafion to which are impossible for him.
By the end of the play, although he is dead, Ajax has gained-his rights
and the quarrel is ended. Through his death, Ajax has restored his
honor and equilib¥ium, which his action had disturbed. The éigi concludes
on a note of serenity, the hero's catastrophe haVing taken‘plage not far
beyond'tﬁe middle of the play; the Antigone finishes with a conflict
resolved. 1In both cases the disturbed world—order‘regainé its équilibrium.
Just as the only path open to Ajax is the one irrevécably determined by
his character, so it is for Antigone.

In the Antigone the comparison of Antigone and Ismene resulting

from their conflict "conjures up the image of the quhoclean hero, with
his uncompromising determination, for whom a readiﬁess t0'bargain,.to'
calculate and to evade not only act as a f0il but may even appear as the

80

temptation that cannot lure him." The result of that determination is
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that Ismene turns away from Antigone, leaving her in the loneliness
that characterizes the Sophoclean hero.81 Haemon, Antigone's betrothed,
remains in the background of the play. There is no scene in which they
 appear together on stage, not only because such a scene would be
inconsistent with Antigone's loneliness, but also because, éccotding to .
Lesky, there is ''mo place for Eros as a subjective'experience in
Sophoclean tragedy."szv Thereforé, whgn Haemon-eventually speaks out
because of his love for Antigone, he doeé not mention this love.

In the Oedipus Tyrannus the tragic hero stands out against a

background of those who yield or avoid a decisive choice. His ébsolﬁte
. determination is pitted agaiﬂst an overwhélming power, but the dignity.of
3 great human'being_remains intact in him éven in defeat, ‘The main
characteristic of Oedipus (like that of Ajax, Antigone, and.Electra) is
his superlative energy and unbending.resolveAin_action. It is possible .
for him to avoid the fate that closes in around him, but he cannot
because it would be a feeble compromise made for the sake of'token~peace
and for mere existence; such an acceptance is the one.thing the tragic hero
finds impossible. Oedipus becomes a hero because his will is inexofable,
even when it leads to.destruétion. It is unthinkable for him to wish
the- truth had remained Hidden. Great tragic figures take up their
fight because their concern is for humaﬁ dignity, not mere existence.
Average persons who want to be secure and stay alive are by their sides
as embodiments of temptation. Tecmessa is by the side of Ajax, Ismene by
Antigone, Chrysothemis by Electra, and Jocasta by Oedipus.

In Lesky's view, the tragic hero in Sophocles is subjected to
terrible tensions. He must rely on his own inner strength, because it
alone allows him to take up the fight against "the powers of life."83

He is depicted by Sophocles as a figure entirely self-sufficient; whatever
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he does is prompted eﬁtirely by his own will, although.the outcome remains
outside of his control.

Electra with her awareness of the disgrace of her house and with
her demand_fdr revenge is in contrast to the compromiéing Chrysothemis
who, although she knows the meaning of absolute integrity, is incapable 
of individual action. Chrysothemis' withdrawal after Electra's decision
t0'perfofm the act of revenge herself, as does.Ismene's from Antigone,
throws Electra's loneliness into relief. The feelings, thoughts, and
plans of Eléctra, as the ﬁain figure in the drama,‘are the focus of
the play's events. The progress of her soul frdm anguish and despair to
liberation is an integral part of the drama.

Lesky quotes two formulas that attempt to find a mid—poinﬁ
between the extreme views of Sophoclean figureévas 'types' and

'characters,' to find a compromise between what he dismisses as "mosaic-—

type character portraits' and the view‘tha; Sophoclean ﬁeroes have no
characteré at all.84 At this point it ﬁill be useful to return to Knox
and thus to complete the small circle of opinions on the Sophoclean

hero that have been mentioned above. Knox feels that these two fofmulas
do not suffice, that they leave little piacé for "that irreducible center
of particularity, of uniqueness, which in the last analysis..;is the only

source of the heroic will to defy the world."85

It is because of this idea of parficularity and uniqueness that, just
as no one critic's view can be considered exclusively, a general portrait
of the hero as has been presented here cannot be the exclusive guide for
the present assessment of the hero in the Trachihiae. vDeianeira and
Heracles will be considered in relation to themselves and each other, aé

well as in relation to the models of the Sophoclean hero that have been

presented in this chapter.
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NOTES -- CHAPTER ONE

H

J. C. Kamerbeek, The Trachiniae, included in The Plays of Sophocles, Part II

(Leiden, 1959) 27-29.

F."R. Earp, The Style of Sophocles (New York, 1944) 79, 108.

Contra M. Pohlenz, Erléuterungen2 (Gottingen, 1954) 86; A.Lesky, Die

Tragische Dichtung der Hellemen (Stuttgart, 1956) 119; Cedric H. Whitman,

Sophocles, A study of Heroic Humanism (Harvard, 1951) 49.

Kamerbeek, 29.

"Only one thing is certain, and that is that the superb mastery of the
Oedipus Rex cannot have preceded the experimental Trachiniae. It rémains,_
therefore, that the Trachiniae stands third in the order of extant plays'"

(Whitman, 49).

G. M. Kirkwood, A Study of Sophoclean Drama (Ithaca, 1958) 170.

Those already familiar with these views could proceed directly to

chapter two.

Poetics 1452b. Translations are by Richard McKeon, Introduction to
Aristotle (New York, 1947).

Poetics 1453b. Although this passage does not deal directly with the
hero,’it may be useful in determiniﬁg or verifying the hero. For instance, -
one does not feel pity and horror for Creon or Clytemnestra as one does

for'Antigone or Electra.

Bernard M. W. Knox, The Heroic Temper Studies in Sophoclean Tragedy

(Berkeley, 1964) 1.
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14
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31
Whitman, 39.
Whitman, 39. According to him, "the fate of the individual who did not

live for centuries-preéénted a spectacle of suffering within whose

sphere evil could be and still was irrational® (p. 39).
Knox, 3.
Knox, 7.

The plays were identifiable by title in the last quarter of the fifth
century, as evidenced by their appearance in Aristophanes (e.g., Ra. 53,

1021, 1026; Th. 770, 850).

Knox, 2. Cf. Knox 2, 44 for a consideration of the different impression
created by the titles of Aeschylus' seven extant plays, including

The Agamemnon and Prometheus Bound.

Knox' view:forms the basis of this chapter. 1In his ensuing develo ment
p g P

of characteristics of the Sophoclean hero, Xnox blithely ignores the

Trachiniae. His mold of the hero will therefore be very useful here for

determining an objective measure for the Trachiniae (he is not basing
characteristics of the hero on either Deianeira or Heracles). Its
usefulness, however, may be tempered when it is applied to the Trachiniae
because Knox obviously believes that the Trachiniae does not fit into thé
"typical-character" mold that he develops.‘ It may be noted, however, that
Knox' exclusion of the Trachiniae seems to be based on the assumption

that Heracles is the hero. v(Page 4: '"the Trachiniae makes no-referencé

to the eventual deification of the tortured, poisoned hero....")

Knox, 7.
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This seems to be quite in keeping with the idea of.the hero's isolation.

Being isolated, his determinations and convictions originate not externally,

but internally, an his individual nature or physis.

For Ajax' expression of his resolve to die see gntntéa (470), xalde
tedvnuévar (479-480), tedddetaL (577), eluv (654), efu’...Sﬁou_nopauréqv

(690), dputéov (853).

- For Antigone's expression of her resolve to act see 9d¢uw (72), wnardv...

20

Yavelv (72), neﬁoopag (76), mnopedoopar (81).

For Oedipus Tyrannus' expression of his determination to discover the

truth see govd (132), odu av’ mLdolunv (1065) dputdov (628), anovotdov (1170)
For Electra's expression of her affirmation of her loyalty to her father

see o0 AfEw (103),00 oyrow (223), eloewn’...odavi (817 819) Spaotéov (1019).
For Philoctetes expre531on of hlsvrefusal to go to Troy see ou&enors Ye

(999), olvéénot’ OUGEEOT (1197), od6énos’ (1392).

For Oedipus Coloneus' expression of his resolve to be free from.the.Thebans

see obx...&v EEEASoLY’ (45), olu...un xpathowoLy (408).

Tecmessa appeals to Ajax (Alooopat 368, dvridzw 492, LuvoUpal 588);

~ Chrysothemis appeals to Electrq (Alooopat 428, dvrué;w 1009);

21

22

23

Jocasta appeals to Oedipus Tyrannus (Alooopai, uh 6pav tdse 1064);

Polyneices appeals to Oedipus Coloneus (Lretedouev 1327).

napaLvd . (advice) and vouSetd (admonltlon) are the words used to descrlbe

the attempts made to move the hero.

Tecmessa says to Ajax oU 6 oUxL mecon; (592). 'Chrysothemis says exacfly

the same words to Electra (402). Antigone is referred to as dniotoUoav (381).

The chorus says to Electra, "If you could learn to benefit from her words"
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(nd9o1L¢370).Jocasta tells Oedipus‘to listen to her and learn (ud%’ 708).

26, . L
eLueLv occurs in all six plays, in the context of an attack on the hero's

resolution. Its use to characterize the demand made on the hero is

almost exclusively Sophoclean.

25 Ajax tells Tecmessa to "Speak to those who would listen to you" (totg

drodovoLv 591). Chrysothemis says she "must listen to the powers that
be in everything" (&noﬁoréa 340). |
uAdeLv,dnodeLy in Sophécles often have the sense of being subject to
authority, or obeying action, something that the heroic nature will not

admit.

26 Oedipus Tyrannus says, "Who would not be angry 1iétening to such words?"

(»AJwv 340). Philoctetes would sooner listen to the serpent, his mortal

enemy (xAUoup’ 632), than to Odysseus.

Ajax tells Tecmessa to get out and calls her a fool. Antigone harshly
dismisses Ismene ("Don't fear for me; make a success of your own life"
83). Electra tells Chrysothemis that she hates her for her cowardice

(oTuvyd .1027).

28 The word 4pyd in the sense of "anger' is frequently used in reference to

the heroes.

29 Not only is the hero's temper dvoug and dgpwv, but most of . the heroes

themselves are referred to in words that implicitly or explicitly

compare them to wild animals.

30 Creon at Colonus says to Oedipus, "Not .-even time, it seems, has grown

brains in your head" (ol6% 1§ Xpdvy 804). Chrysothemis says to Electra,
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32

33

34

35

36

37

38

34
"You refuse to be taught by the passing of time" (&v xpdvy panpj
6Lbaxdfivar 330). Ajax begins his "deceﬁtion—speech" by saying "All
things long uncounted time brings forth from darkness and hides again

from light" (0 wanpdg...xpdvoc 646).
Knox, 28.

Philoctetes says that the Atridae threw him ashore dtLpov (1028)..
Ajax says that he perishes dtipos (440). Oedipus Coloneus claims he was

expelled from Thebes oltws &1luws (428).

Philoctetes thinks he is the laughing stock for the Atridae (yeldioL 258)

and for Odysseus (yeAd wov 1125). Ajax is tormented by the thought of his

enemies' laughter at the failure of his attempt on them (oCuou yérwtog
367). Electra likewise is tormented by the thought of her enemies'

laughter (yeldou 1153). See also Ant. 839, and 0.T. 1422,
Knox, 32.
Perhaps it would be more accurate to say that he abandons the gods.

Philoctetes speaks to the island (938 and 1081); Ajax addresses.his'last
words to the sun, the light, Athens, and various parts of the Trojan
landscape (864); Electra sings her mourning song to the elemeets (86);
Oedipus Tyrannus speaks to Mount Cithairon (1391): Aneigdne addresées the

tomb in the rock (891).

Cf. Aj. 361, 387, 394, 479, 684, 822, 854; Electra 821, 822, 1165; -

Ant. 72, 462, 555; 0.T. 832, 1255, 1451; Phil. 749, 796, 800, 1001, 1207.

It can also be said of the hero's isolation from the world of men that it

ig caused at least as much by the hero's abandonment of society as by
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40
41
42

43

44

- 45

46

47

48

49

35

society's abandonment of the hero.
Knox,.43.
Knox, 44.
Knox, 50.
Ccf. Knox 56, 57 in his discussion of the life and hero-cult of Cleomedeé.

Martin Nilsson, A History of Greek Religion, 194; as cited by Knox,

175, note 84.

According to Nilsson, the claim of the cult hero is an expression of
naked power and strength and has no relation to moral or higher religious

ideas.

P1. Ap. 41b.

Cedric H. Whitman, Sophocles, A Study of Heroic Humanism (Harvard, 1951).
Whitman, 81.

"Attention must be focused not on the chorus, which embodies the

framework, but on the hero himself" (Whitman, 16).

This position is contrary to the belief that the gods are just and that
whoever (i.e., the hero) crosses certain limits of behavior is guilty of

hybris (the opposite of éoghrosyne) and is justly doomed, a belief that

~ Whitman considers to be almost wholly untragic, if not wholly untrue.

According to Whitman, the conclusion is often reached that the protagormnist-

is guilty of differing with the gods because he differs with the chorus.
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2% Ant. 471, 0.T. 616, Phil. 1045, Aj. 481-484, E1. 217-220, also Trach. -

121-126. (The chorus is sympathetic to Deianeira, but still rebukes her

for her inability to bear her loneliness more hopefully.)

51 Antigone is punished, Electra triumphs; Ajax dies, Philoctetes is
divinely enlightened; for her gentle resistance Deianeira meets an

ignominious fate; the rash, individualistic Oedipus is eventually taken

up to heaven (not any more subdued).

52 For Oedipus the error océurred when he slew his father and married his

mother. He was innocent in that he acted in ignorance; he was wrong in

that he did these things.

>3 Whitman, 37. "The hamartia theory may take many forms, but it always

fits the critic better than it fits the play."

54 Whitman, 35.

>3 Rep. 392al3-bé.

36 Whitman, 40.

7 C. M. Bowra, Sophoclean Tragedy (Oxford, 1945) 365.

>8 It seems more likely that the hero knows himself before his sufferings,

and that knowledge allows and even causes the hero to endure his sufferings.

>3 Knox, 5.

60 Whitman (24) criticizes Schadewaldt's position because it incorporates .

the sin-and-punishment formula and the notion of the tragic flaw.

61 T. B. L. Webster, 'An Introduction to Sophocles (Oxford, 1936). It should
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be noted that Webster's use of the word physis is perhaps rather more

general than is Knox'.
Webster, 63.

My purpose here isvnot to deny a claim like Kirkwo@d's-(lO), thatv
Sophocles is concerned with moral and sometimes religious problems,

but to point out that the gods are often just that-—a problem for the
hero. The hero's real duty is to himself and his physis. His duty to |

the gods can exist only to the degree that the gods are preseht within him.
Webster, 64.
Webster, 65.

G. H. Gellie, Sophocles: A Reading (Melbourne 1972) 208.

Kirkwood, 11.

C. R. Post, ﬁThe Dramatic Art of Sophocles," HSCP 23 (1912) 71-127.
Kirkwood, 10.

Kirkwood, 16.

It has already been mentioned that Whitman, in his idealized view,
believes that the suffering results not from the faults of the hero, but

from the incompatibility of his excellence with the world about hinm.
Kirkwood, 172.

My question is whether the faults and magnificence of the hero can be

separated.
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81
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Bernard Knox, "Sophocles' Oedipus," included in Tragic Themés in

Western Literature (New Haven, 1955), edited by Cleanth Brooks, 22.
Kirkwood, 175.

Kirkwood, 175.

‘Kirkwood, 176.

Perhaps it stands firm because of suffering and death? -

Albin Lesky, Greek Tragedy, translated by H. A. Frankfort (New York, 1965)

101.

Lesky, 104.

"...and all great things in the world,"'Lesky adds (104).
Lesky, 104.

Lesky, 117.

In relation to Sophoclean characterization he quotes Wilhelm Humbolt,
who believes that not the individual but the human being is to appear, and
he is distinguished by the simple traits of his character. Lesky also

quotes Gerbert Cysarz, who believes that Sophoclean characters have

'personality, not just interesting individuality, and they hold to the

norm instead of the eccentric.

E Knox, 37.
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CHAPTER TWO

DEIANEIRA

The role of Deianeira, who certainly dominates the first 946 11nes
- of the play, will now be analyzed Deianeira will be considered in light
of the models of the Sophoclean hero that were given in chapter one. In.

each case the aptness of the model will be discussed and criticized.

I. Aristotle ‘ ‘ o,

Arisfotle's "synthesis" requires that the misfortune of the tragic
" hero be "brought upon him not by vice and depravity but by some error of
judgment" and that the hero himself be ”Qf the number of those in the
enjoyment of great reputationvand prosperity."1 Deianeira's final
misfortune appears to be caused totally by her misjudgment in sending -
the robe anointed with Nessus' "love philtre” to Heracles and not by any
naxulo or pox¥npla in her character. Whether MeydAn 63Ea wol ebTuy o
are characteristicyof Deianeira or not is_pefhaps not so clear. As the
wife of the '"best of meh,” she is entitled to, and is sﬁrely seen by
qthers as possessing; ''great reputation and prosperity.” It is
questionabie, however, whether she sees herself as having these two
blessings; she seems too entangled in her various worries and woes. In
her opening monologue, Deianeira voices among her many anxieties :
Aéxog Y&p "HoauAeT npLTOV
guofaé' del LY’ Ex 9dBovu ¢dBov fpé@m,

®ELVOU TPpoxnpaLvousa (27-29).
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Chosen as the bride for Heracles
and‘being joined with him, I continually-nurée fear after fear, .
being anxious for him.
Despite the unhappiness of Deianeira's outlook, which begins in the:
prologue; her role in the play still, in fact, fits into Aristotle's:
-requirement that the hero's fortunes change from héppiness to misery.
Nowhere is this point more clearly made than in Déianeira'é opening lines
and the closing lines of the Nurse's speech describing her death.
Signifiqantly,-thesevtwo passages frame Deianeira's appearance as.central
figﬁre in the play.
bAdyog utv €ot’ dpxatos dvdpdnwy wavetg.
He o0x Qv abiv’ enpddoLg BpoTiv, ﬁplv &v
ddvn fbg, oﬁf' el xpnotds oVt’ el 1o mords
é#& 5& TOv éudv, nol mpLv elg "ALBOU HOAETV,
2E0Ls’ Exouo& SvoTUXT Te nal Bapidv (1—5)..
A saying was disclosed long ago
that you cannot know a man's lot in life.
befqre he has died, not whether it is good or bad.v
But even Before I've come to Death's house,
I know well that mine isbheavy and sorrowful.
toradta Taveds’ eotlv. ot el Tug 830
N #dtL mAeloug nuépac roylzetan,
pdraids éotiv: o0 ydp €09’ ny’ aGonv,
_ mpLy €V TP TLg inv mapoYoav ﬁuépqv (943—946).2
This is the way thiﬁgs are withiﬁ. If anyone
counts updn two days or even more,

he is thoughtless. For there can be no tomorrow

until we have overtaken. the day that is with us still.
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‘ Deianeira, even in the midst of her initial heavyAheartedness, has
yet to learn the true bounds of her final unhappiness. Her initial
unhappiness is possible only'because‘she Possesses g great joy, Heracles,
and because 6f her love of him, This joy, although it_produces her
unhappiness, is the source of her life, and, when she claims eyo éé’TBv
éﬁév, ¥l ToLVY eL§ “ALSovu ﬁplstv, §§OLS' €xovoo Suotuxh Te uaLFBapdv,
she speaks in ignorance of ho& Sucfuxﬁs and deﬁg is the fate she has yet
to suffer. First, she loses hope in Heracles' love of ﬁer, whiqh leads
her to the desperate strategy of the love-philtre. Then, by using the
philtre, shé loses Heracles and all POssibility of recovering his love.
However, before she "knows her 1life" and has "come to Death’'s house ,"
she has heeded the words of the Chorusg in the parodos, aﬁd these words
mitigate somewhat the total pessimisﬁ of her Opening lines.
avdAynta y&p 008’
6 n&vfa npo Cvwv Baopkeﬁg
EnéBare 3varot§ Kpov(sag
aAX’ &rb ke 1ol yapd
n&&u ®urdoloLy, ofov §p-
HTOV 0TpopdSes néieulol (126-131),
Not a painless lot
has the all—accomplishing King,
the son of Cronos, dispensed for mdrtal.men.
But grief and joy come circling to all,
like the turning
tracks of the Bear.

By the following lines addressed to Hyllus, Deianeirga indicates that she

is admitting to herself the happiness or Possibility of happiness that

remains in her life. ghe sees her life ag Xenotdg to a degree, instead
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of totally nakég.
ndL yap Votéey, 18 vy’ €d

np&&deuv EneL nd%oufo,-uépéog épnoké (92-93).

One may gain advantage

in learning good news; even if one learns it.late.

Deianeira, albeit hesitantly (cf. 11, 184, 187, 192), raises

herself to a mucﬁ'more positive level of happiness, which does allow for
her fortunes toifall, in Aristotle's words, &£ edtuxlas elc Suotuylav.

& Zed, Tbv_Oﬂfné &fouov 0s Aewudv’. &yeug,

éémndg Uty &AAS obv xpSvy xopdv.

¢mvﬁodf’, i Yuvatueg, at 1’ elow otéync

ol T’ énfég dbkﬁs, wg &eknrov'5uu"éudl

@ﬁﬁné &vaoxbv fﬁoés VOV nopnodueda: ( 200—204).3

0 Zeus, you who hold power over the ;nharvested me adows

of Oeta,‘though it has been long, you have given us joy.

Cry out, 0 you womén who are within the house

and you who are without since now we reap the fruits

of the unhoped for and exalted sunshine of this news.
. She also becomes for a short period selective in her aéceptance of news,
‘ desiring to be told only what will support her happineséf

xalpeLv 6€ TOV nfpuna mpouvvétw, xpduy

TOAAD mavévTa,.xapTBv el TL nal géperg * (227-228).

I pfoclaim our welcome to the he?ald, éppearing after

a long time--if the news is gladdening.

Aristotle allows that the doers of the tragic deed (i.e., the heroes)
in a play may act eiédeg Hol fnyvéouovraé orAéyvooDvTag 6t mpataL
4

To 6eLvdv, 9’ Jotepov dvayvwploar thv gudlev .?  Although his example

of this is Sophocles' Oedipus, Deianeira and her deed seem to fit this
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characteristic as well, since she too is igndrant of the gvil deed she
is committingf Aristotle also mentions the possibility of a character
acting in ignorance making the necessary discovery in timé to draw back.
Deianeira makes her discovery, only she is not in time fé draw back.
Deianeira actually is in what Aristotle (1454a) réfers_to as the better
situation, that is, "for the deed to be done in ignorance, and the
relationship discovered afterwards." It is better than a meditéted deed,
"since there is nothing odious in it, and the Discovery will serve to-

astound us."

II. Knox

Although Knox does not consider the Trgchiniae in extablishing his
model of the Sophoclean hero, he appears to attribute certain characteristics
to his model that do in fact apply to Deianeira. Deianeira certainly is
"a single personality facing the supreme crisis of his [hefTAlife"S and
is "a heroic individual whose action implies full responsibility."6
Deianeira has suffered the loss of Heracles' love (cf. 544ffF.) and takes
full responsibility for the use of the love-philtre. She places trust in
her confidence  (nCotis, 590) when she uses the philtre, and, when she
discovers that she hés acted wrongly, she takes full responsibility
(719-722).

According to Knox, the Sophociean hero is isolated; Deianeira is
isolated and.experignces fhe various types of isolation that he mentions,
She is isolated by time and space. There is no past to guide her, bécause
her past and her presént are one and the same. 1In ﬁhe earliest glimpses
we have of her life, when Achelotis was wooing her, she wvas sa unﬁappy

that she wanted death.
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éﬁornvo§ &elkuaf%avetv Ennuxdunv,
ToLV fﬁcée nonns éunekdo%ﬁvuﬁ roTe (16-17).
And in my unhappiness I constantly prayed for death
before I should ever épproach his [Acheloﬁsj marriage bed.

In contrast, consider her statement:

b

2 ¢ " .‘I » »
€V UOTEPY WEV, Aguevn 6€ HoL,

xpév@ 8’

0 ukeuv5§ hxde vaB§ Adnpdung te motg  (18-19),

But, after a time, to my happiness there.came

the famous son of Alcmene and-Zeus.A
However, even this does not indicate a beginning of réal and knowledgable
time for her. She closes her eyes to the combat between Achelous and
Heracles, thus leaving that time as an emptiness. She cannot speak of the
manner of their struégles because she does not know them, 0V Y&O ots’
("I do not know," 22). The beginning of time for Deiameira in her isolation
is when fékoé & E9nmue Zevg &deuog HoADS, / eLbéh ¥aABS ("Zeus presiding
over the contest madé the end good--if it has been good," 26-27). Just
as Deianeira has no past'by which toiguide herself, she has no future
with which té comfort herself. Time began for her when she gave up her
maidenhood7 and took on the'troubles and cares of married life, and she
can never return to maidenhood. Her love of Heracles is the cause of her
isolation; if she would release that love, she might escape the endless
succession of sufferings that plague her. No love, howevér, exists‘
for her without Heracles. |

Deianeira is iéolated from Heracles in time (&AX" #6n 6gua / pives

ipog dAlovg mévt’ &uﬁpuurog ﬁéveb, "but élready ten months in addition to
five others and still there is no message from him," 44-45) and in space
(Heracles is like a fﬁfng onws dpoupav Exutomov AaBdv , "a farmer

i ~ y o » 8 » e ¥
working a distant field," 32; also uelvog & onou / BeBnuey ovdeLg otde,
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"no one knows where he has gone," 40-41); She isvalso-isolated in space
.as a result of Heracles' killing of Iphitus: ﬁﬁetg ﬂ%v €v TpaxTvt tH8’
&v&dfdroulgév@ n&p' &vSpL vaCoﬂev ("we live here in Trachis, a stranger's
guests, forced to leave our home," 39-40,

Because of her isolation in time and space, Deianeira, in accordancg
with Knox' model of the Sophoclean hero, becbmes responsible for her own
action.10 The source and greatness of her action belong to hérself alone.
The free and responsible action of trying to recover Heracies' love does
not bring Deianeira through suffering to victory, but causes her to fall
and experience defeat before she reaches the final victory. Jusf és,
before the entrance of Iole, the Suffering and joy of her love for Heraéles
were fused, so her shffering and glory bécome fused as a result of her use
of the love-philtre. |

&v &yd peddotepov,

ot’ obuéf’ doxel, thy uddnouv &pvupag.

ﬂévn Yap &bTév, el TL un ¢€ua%ﬁcouau |

yvéung, éf& d¥otnvos eEanopSepd (710-713),

But I

have come to understand later, now when it is of no use.

I alone, unless my fears are fanciful,

I, his unhappy wife, shall utterly destroy him.
Deianeira does not set out consciously or knowingly to kill Héraclgs;
she discovers her action Hed®UoTepov, A definite sense of finality
pervades her realization of what she has done.

> » ] ? ~ b ~. g
OUX €0TLV €V TOUS uUN uoAolg BouviedpaoLy

? 13

008" EAnlc, HTig nal 9pdoog TL MpoEevel (725-726).
Not in bad plans is there any hope

that leaves any place for courage.
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She does not even make an attempt to intercept her gift to Heracles,
just as she does not attempt later to explain herself to Hyllus. She
has destroyed her joy by‘destroying Héracles and any possibility of
receiving love from him, and so, necessarily, the character of her
suffering changes. Deianeira, by "sacrificing" Heraclés, has destroyed

. . . . A
her worries and cares, but she has also destroyed her own raison d'etre.

Knox' Sophoclean hero rendersAhis action fully autonomous by
refusing to accept his human limitations and by defying the pgods, who
are guardians of these limits. >When Deianeira finds sﬁe cannot endure
to share her marriage with Iole (10 8 o Euvouxelv Tfi6’ Ouod Tl BV
yovn / 66vaLto ,noupwvoﬁca TV AVTHY ydﬂwv; "But t§ live in the same -
house with her, sharing the same marriage, what woman could stand that?"
545-546), she refuses.to acceét her human 1imitation$.

0p® yap NBNV THV uev Epnouoqv npéow,

™V 68 ¢8Cvougav (547—548).

For I see her youth coming to full bloom
and mine fading.

Just’ as Deianeira feared to grow up, she fears to grow'old, and she
takes a desperate step in order to avert what she fears will be the
consequence of her. growing old. When she resorts to Nessus' loVe-philtre
in order to regain Heracles' love, she defies her own words. N

YEpwtL uév vuv doTig &vfavtcraTaL
TO®TNS Bnws &5 XELpas, oL uOAWS PPOVEL (4u1-442),
How foolish one would be to rise up agaiﬁst
Love and try to trade blows wifh him,.like a boxer.
In a sense, Deianeira seems.to be obeying Love ("Epuwc - 441, KOnpLg: - 497)
as well as defying Love. It is her love of Heracles that compels hef.to

contest Heracles' love of Iole. Perhaps Love is only the referee as was
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‘the case in the battle between Heracles and Achelous:
ﬂdva 6" elientpog &v udoy Kﬁnpu§
paBsovduect Euvoloa (515-516).11
Alone, in -the middle with them, Cypris, the goddess,

bringing wedded happiness, sat as umpire.

However, something about the power of the "charms" (the love-~philtre)

and Deianeira's detérmination not to be supplanted by Iole seems to
suggest more her defiance than hgr obedience to Cypris"ﬁili, even
though it is her love of Héracles that causes her to act. Deiéneira
withdraws hérself from the power of Cypris and seeks other means to
retain her love.

¢€Afpoug 8" edv mws TAVE’ UnepRaidpeda

TV matda ual 9EANTPOLGL TOTC €p’ 'Hbauket,.

peunyxdvntal tovpeyov. (584-586).

But if somehow by these charms,

these spells used on Heracles, we can surpass

‘the girl——welllthe move is made.

At line 492 she spoke of 9eoloL Suopaxolvreg. Strife against Eros

means strife against divine powers in general, against nature, and
12

against Fate itself. It is the very thing that will crush Deianeira
( xol1oL vdoov ¥ Emantov EEapoduedo, / eolol Suouayodvtes "I shall not
choose to take on a strange new diseasé by fighting in vain against the
gods," 491-492),

" Knox believes that in six of Sophocles' extant plays13 the hero is
faced with a choice be?ween possible, and often certain, disaster, or a
compromise that will betray his conception of himself, his rights, énd

his 'duties. The hero decides against compromise, finds his decision

assailed, but refuses to yield. His resolution leads to the dramatic


http://deAxTpoi.au
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tension of the plays.

This description fits Deianeira. VShe'is faced with what ig in
essence just such a choice; to try by ﬁnknown, untried methods to regain
Heracles' love, or to allow Iole to remain in her house and Heracles'
feelings for Iole to remain unCoﬁtested. The first course may, in
Deianeira's eyes, lead to possible disaster from the Very beginﬁing of
its conception.

oltws ExeL ?' n nlotug, W TO pEV éousﬁv

gveo%u, 1elpg &’ od tpoowilinod tw (590-531).

I have so much confidence; there seem. to be

good prospects, but I have bever brought them to the test.
Deianeira takes.her decisive Step not unaware that some ‘risk is involved.
ler desire to see the resﬁlts demands action (as, to a certain extent, is
the case with Oedipus); moAUnAayntog €Anlc drives her to it.l4

&XA’.GQTCH’ etcéuéo%a... (594),

Well, we shall know soon.

udvov wap’ UVpdv €D OTeyoCuéS’ TS cnérQ

nov aloxpd mpdoons oot aloxdvp meof (596-597).

Only, may my secret be well kept by you.

One may do shameful things and never fall into shame.
Even if no other chance of disastef exists, the possibility of the shame
of a failed attempt remains.

The sécond éOurse, compromise, would betray Deianeira's conception
of herself, because it is only as the wife of Heracles that ;he finds her
identity. Even when Herécles is away, she defines herself, her rights,»
and her duties in terms of him. She sees Iolé as a threat,

1At olv @oBoEuaL.uﬁ 1éors pev “HpanAtig

euds wodhtoL, The vewtépas 6 &urp (550-551)
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“And this is why I am afraid that Heracles may
be éalled my husband but. the younger woman'é man,
and is not prepared to share the righté and &uties of her marriage
(cf. 545-546) with her.

Deianeira immediately decides against the compromise of passively
accepting the state of affairs she predicts imn lines 550-551: § &' &xuw,
eCrat, / AuthpLov Aéwnﬁa, fﬁé’vbutv ¢p50w(”Thé way in which I have, dear
friends, a solutioﬁ and a means of relief, I shall tell you exacfly,"
553-554). 1Initially, she does not find her decision assailed, and, if it
were, 1ine 586 (cl 6¢& ﬂﬁ, nendéoqﬁab) seems to indicate that she wouid
not refuse to yield.15 'However, this is perhaps due to the peculiar
relationship between Deiaﬁeira and the Chorusf16 aﬁd it ﬁust be noted
that they in no way encourage Deiaﬁeira, who despite her studied
hesitance, displays a certain eagerness to carry out the affair @ax’
avtCu’ éioéuéo%a, "we shall know soon," 594). Deianeira makes her own
decision and carries éut her plan with .assurance and firmnesé, as her
speech to Lichas indicates (600ff.):

&AX' Epne, udl ¢6Aaoce'np&r& LEV véﬁov, 

T0 ﬁﬁ ’nbauuetv ﬁoﬁnég BV mepLooY Spdv (616—617)

Go now, and as a messenger

be sure to keep the rule not to desife to exceed'ydur orders.
The real strength éf her resolution becomes apparent after she has
diséovered the horrible effects of the philtre; she will die with

. \ .

Heracles talTH GUV opuTi ("under. the same blow," 720). The disastrous
result of her decision not to compromise is now certain, but it has only
served to strengthen her resolve not to live without Heracles. beianeira

has prevented Iole from ﬁsurping her position (cf. 551) although in doing

so has annihilated her own position as Heracles' wife. Deianeira's
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silence when her son assails her (749ff.) is cleatr evidence of the strergth
of her décision. ‘Her resolution is emphasized even more by the Chorus'
question that follows her final departure:

¢ oty &wépneug; oV u&TOLG%’ 6%06veud
Euynfoéetg qL&&Od TP uafnyép@; (813-814).
Why do you go off in silence? Don't_you'see
tﬂ;t by silence you join your accuéer?

A few deviations in Deianeira from Knox' model of the Sophoclean hero
begin to appeaf when we consider her role with reference to recurrent
patterns of character in situation and language, but striking similarities
also appear. The differences seem to result more froﬁ the uniqueﬁess
of her particular function as hero than from the possibility that she
is not in fact the hero.

According to Knox, the Sophoclean hero's decision apd resolve.ﬁo'act
are always announced in emphatic, uncompromising terms; he cites the use
of the verbal adjectives, future tenses, and a tone that allows no
argumeﬁt. Throughout the play.Deianeira maintains three diétinct but
directly related resolves, all of which are advanced and carried out,
and all fulfilling to varying degrees Knox' "requirements." She resolves
to know the truth about Iole and Heracles, to use Neésus'llove-philtre,
and to die if she has inadvertently killed Heracles. While ekamining
Deianeifa's position with respect to these three resolves, it will be
profitable aléo to pay attention to any attack on her resclve and whether
it fits into the categories determined by Knox.

Deianeira's determination to know the' truth about Iole begins

even before anything has been mentioned about the other's relationship

to Heracles. She persistently and emphatically attempts to elicit

information from Lichas--€eun’ ("speak out," 312), she orders. Lichas'
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almost successful method of dissuading hef from pufsuing the truth is.to
feign ignorance. His persuasion is silence (quyﬁ.robﬁbv €pyov fvutov,

! perfdrmed my task in silence,' 319). Since Lichas has blocked her path
by silence, Deianeira turns to Iole herself; eﬁn',bé f&kdbvf ("do tell
us, poor child," 320), she orders, but is égain met with silenée.

oV f&pa fQ'Ye tpdafev obsev €E Coovu

Xpdvy éuﬁcsp fk&oo&v, ﬁfué obddu&

tpodpnvey odre ﬂeCéov’ oﬁr';ék&d&o§d~ (322f324)..

It will be quite unlike her manner up to now

if she loosens her tongue, since

she has not said one word yet, neither more not less.
She cannot act further on Her resolve until she learns from the.Messenger
that Licﬁas is hiding the facts from her. At this point Deianeira begins
her fight against the persuasion of Lichas' silence. She questioné him
firmly (398, 400) andvthen begins'a speech of persuasion (436ff.) to
convince him of her resolve to know the truth. She is emphatic and
uncompromising; she does not express herself in as severe terms as,vsay,
Oedipus Tyrannus when confronting Teiresias and later the Herdsman, but
she is determined nevertheless.

ﬁﬁ, 1pdg 0e oV wuat’ dupov OlLtatov vdnog’

Avdg uaraorpdnTovroﬁ, Ennrédng Aéfov' (436-437).

By Zeus who flashes lightning over the topmost glen

.of Oeta, I implore you, do not cheat me of the truth!

GAX” elme 18y TaAN9Eg  (453).

Tell me the whole.truth.

Snws 68 AhceLs, ovbE Toﬁfé ylyvetrar (u455).

That you will escape detection is not possible, it cannot

happen.
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xel ubv Sééobnas,vob naAdg Tapeeté, enel
T &_Aydveuev §v  (457-458).
Are you afraid of hurting me?
.Your fear is senseless.
oot 6"éy&i¢p&cw KEHDY
pds EAov elva, mpds 6° &’ &q;suaet{) el (468-469).
To you I have this to say; Though you ﬁay be -
false with others, néver lie to me.
Deianeira refuses to be persuaded by silence and falsegooditovgive up
her search for kﬁowledge of the relationship betweén Iole and Heracles.
The‘second resolutioﬁ, to use the love—philfre, has been mentioned
previously in connection with Deianeira's choice of possible disaster
rather than compromise; ahd, to everyone except the Chorus, she announces
her resolve in eméhatic, ﬁncompromising terms.19 Note how she follows
Lichas' confession of Heracles' love for Iole, which concludes with
the following two lines: |
&é &AL éxetvog tdvt’ &pLoteduwyv xepoTy
100 THod  Epwtog elg Gmavd’ Roowv €pu  (u88-u89). -
Against all else he has won by strength; but by
this love for her he has been completely vanquished.
Deianeira says &AX" §6e nol ¢povoﬁﬁev Sare tabta Spdv  ("such is my way
of thinking, and so shall I act," 490). She means that she will be kind
to Jole and show that the words she spoke before she knew the truth
M'were said in ?11 sincerity” (486-487), but it is conspicuoué that-hef
first thought and action deai with the love—philtre {& T &th Suwpwv
5&pa_lgh npooapuéoabz? "There are gifts in return for the gifts you

brought--these too you must take," 494-495),
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IWhen she has prepared the robe for Heracles, she tells the Chorus
in final terms udL neneﬁpdvTab f&és ("Now it is all done" 581), and,
seeking their reassurance, adds with qualificétions ueunx&vfab ToUpyov
(""'the move is made" 586).21 The Chorus force Deianeira to make her own
decision and thus, in a certain sense, isolate hef even from themselves..
By making that decision, she removes herself from the possibility of
receiving advice from anyone conéerning her action or the results of
her action. She makes the decision herself, and consequently, in true
heroic fashion, accepts the full and exclusive reéponsibility for that
decision. &\’ eléévar Xpn GpQUdv ("One can only tell from action" 592),
the Chorus says; and Deianeira promptly and resolutely puts her plan into
action. abtix’ sﬁcdﬁé0%§ ("We shall know soon" 594), she tells the
Chorus. €pne, xal g¥racoe npita uEQ véﬁov. (""Go now, and be sure to keep
 the rule" 616), she orders Lichas, and at 624 she tells him OTECXOLS-GV
nén (”You should be going now”). Deianeira hurries Lichas on almost as
if she fears that something will force her to reconsider. Shé is impatient
to carry out her decision.

There is no real possibility that Deianeira can be dissuaded from
carryingout her resolution, because no one besides the Chorus knowsiof it.
Deianeira herself provides her own (and the strongest) attack on her
resolve, but only until the decision has been made. Once it is reached,
she is firm in her resolve. Although its‘course is different from what
she imagined or wished, she carries it through to its necessary end--
her death.

Deianeira's third resolution is to die, and she announces'it‘in the
most emphatic and uncompromising terms of all, silence. One cannot argue

and plead against silence. However, as is the case for her second resolution,

no one seems to recognize that she has decided to die. When she
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realizes the horrisle effects produced by the love-philtre; she announces
- her decision emphatically to the Chorus:

ol TOL Gééoufagf netvog el cwdkﬁcsréb,

fdbfﬁ ouv Opui ndut ouvdavelv &ud (719—720).

And yet I have made a decision: if hé.fallé,

I shall die under the same blow with him.
But they do not comprehend its real significance, because they have not
yet admitted the possibility that Heracles' death is inevitable.23
Deianeira's iéolation is so great that no one knows her resolve except
'hersélf; there fore, it is not‘possible for her to be faced with any
attempt to dissuade her from her plan. 1In a ﬁay this indicates the actual
strength of her resolve. She has had to form it internally and in complete
isolation; she has had nobexternal pressure to cause her to build it up
as a defense. Since no one else knows of her resolve, she could easiiy_
back down.without a loss of pride. Deianéira is facéd with a form of
attack on her resolve. It is what Knox refers to as the emotional appeal
of those having claims on her affectioné and as the hardest attack to
resist. Hyllus' words to her (734ff.), which wish for hér death and
harshly criticize her, are tragically ironic because he does not really\
mean them (ct. 935ff.,_especially.941—942) aﬁd because he, in a sense, is
ordering her to do what she has alréady resolved to do.. Deianeira stands
nobly and silently in the face of Hyllus' accusations. How gtréng her
resolve must be that she does not allow herself even the comfort éf
excusing herself in the eyes of her son!

Deianeira differs from Knpx' heroic model in that she is not an

angry hero. Her resolutions ére not attacked; she does not receive advice .
and objec;iéns. Therefore, she lacks the necessity éf reacting swifly and

: 24
violently, and treating advice and objections in a fierce way. Nor is
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Deianeira described within the play as pmpog. We may well criticizé her
for being foolish and not testing the 1ove-philfre be fore using it?? and
for lacking foresight as she does with respect to her gift froﬁ Nessﬁs;
but Deianeira is not censured for these fwo faults; eveﬁ by Hyllus and
-Heracles. The criticism she receives from them is for.sﬁmething she was
not in fact guilty of, namely, intentionally causing Heracles' death, and
it ceases when they, in turn,.aiscover her innocence of this crime.

While their criticism lasts, however, it fulfills the requirement of Knox'
model that the condemnatioﬁ of the héroic temper be moral as Well as

intellectual.

...V 3 » ’ ~ . s 3 »
HNTED, WS AV €U TPLWV T €V Cb)\oun\),

e

o sy v ~ » o, _
N UNHET eLVoL CwOOL\), n cecwHevnyv

&AAOU HEUATIOJoL unfép', b A@oug ¢pévds
f&v VOV Tapouaiv f&vé’v&ﬂeﬁ¢&c%d6 no%ev  (73u-737).
Mother! I wish for one of three things for you
either fhat you were no longer living, or séfé
- but someone else's mother, or somehow changed
and witH a better heart than now..
Synov yap &Aiwg dvdpatos TC el TpEPeELY
unTpgov, ﬁTLg UNSEV WS TeMoDoa 5p8; (817—818)26
For why should she wrongly maintain the lofty name
of mother, she who acts in no way like a mother?
Response to Deianeira's suicide fits Knox' scheme more closely.
While questioning the Nurse about Deianeira's death, the Chorus ask
enetéeg, O potala, f&vé' UBoLv;  ("And, foolish woman, did you see her
violent deed?'" 888) and udl faDT’ £TAn fbg xeLp fuvauueﬁa quoaL;
("How could any woman's hand actually bring this to pass?" 898). Knox

says that Sophoclean heroes are §civo because they lack a sense of
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prbbortion and a capacity for moderation. Thé Nurse says of Deianeira's
suicide éeuvmé f;- tedon &7, &ofs udpfupetvvéﬁoc ("Yes, it was terrible.
You will learn everything, so that you can bear me witness,'" 899).

According to Knox, the action of the heroes is nepLoodc.  The reéult
of Deianeira's actions (and thus the actions themselves) is mnepLoodd,
but it is interesting to note that she advises Lichas to guard agaiﬁst-'
this very danger.
&Ar" €pne, ual gdiacoe np&fa ﬁév véﬁov,
fb un 'nu%uﬁetv noﬁnbg wv nepudc&.ép&vv>(616—617).
Go now, and as a messénger |
be suré to keep the rule not to désire to exceed your orders.'
Knox' Sopﬁocléan hero refuses to be taught by time what is "gooa"
’for himself; he defies time and its imperative of change. Deianeira will
not change her love and need for Heracles. oUxL x&fépaé / wxelotag dvhp
ele 'Hpankﬁg.éfnﬁe &1 (""One man and many woman--Heracles has had very
many others before," 459-460). But, throughout all this before;time
Deianeira has not learned (has not wished to lgarn) to temper her love
of Heracles; as her "cqnstant relay of troubles" testifies.
Aéxog Y&p 'denket np;fbv
Euotdo” &el TLv’ Ex 9dBou ¢dBov 10€9w,
uerdu tpounpalvovoa (27-29).
Chosen as the bride for Heracles,
and being joined with him, I continualiy nurse fear after
_fear, being anxious for him.
TARV £HOL TLHPOC
woTvoc dbfoﬁ npochkbv &nodxcfab (41-42).
The only sure thing is that he's gone

and assigned to me a sharp pain for him.
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With respect to Iole, Deianeira is aBle in all honesty.to say, xovUnw TLg
adTdy Ex y’ éﬁoﬁ Ad#ov HAHOV / ﬁvéyﬁdf;'oﬁé' 6veu60§ ("Never yet has any
one of them earned insults from me, or reprogch," 461-462), but she will
not endure even a trial~period of sharing Heracles with Jole. Shg
unknowingly welcomes Iole, a ROV Y Ad%p&tov ("secret suffering" 376-377),
under her roof, Iole, whose youth is coming to full bloom while hers is |
fading (547-548). Deianeira has not been taught by the time that hés
aged her to be less pained by the love of Heracles. |
- According to Knox, the hero, in the opinion of others, is unreasonable
and suicidally b01d27; however, the opinion of others is irrelevant to
the hero, who is loyal only to his conception of himself. Only Heracles
and Hylius have (and only temporarily) an opinion of Deianeira as overbold.
Deianeira does seem to view their opinion as i}relevant, since she makes
.ne attempt to explain hérself and her actions to.eipher of them. Perhaps
her reason is that she knows the damage is done and cannot be undone ,
‘perhaps because she realizes the magnitude of their, esbeciaily Heracles®,
_feelings.28 In a certain basic way, héwever, the.opinion of others is
important to Deianeira in conjunction with her conception of herself.
i Y&p nonids uAdovoav oL &deXETdv,
nTLS npOTLQ@ uﬁ'uunﬁ_nemuuévab (721-722)
I could not bear té live and hear myself called evil
I, who wish above all else to be truly good.
ovoo and 66&@, "true nature'" and "reputation,' are ineitricably mixed
up for Deianeira.
Knox believes that .  the hero's sense of worth and consideration

of what is due to him from others is outraged and that, forming an_extréme

impression of this lack of respect, he feels that the world is mocking

him as well. Deianeira's sense of what is due to her from Heracles is
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outraged.
Tob&é’ ‘deukﬁé,

0 nucfbg‘ﬁﬁtv'u&?a%%é udkodﬂsvoé,

otxolpl’ &v%éneu¢s T0oD ﬁaupoﬁ xpdvou  (540-542)

This is the housekeeping wage my faithful

and nobie Heracles sends home to me

to comﬁensate for his long absenqe!
In the following two lines (543-544), Deianeira clearly states the
singular character of Heracles' faithlessness. Heraélesf many passions
in themselves are, apparently, no cause of anger for Deianeira. However,
to receive Iole into her ownvhomé, to share her marriage (546),.to share
her marriage-bed (540) is an unbelievable and infolerable outrage. She
has received from Heracles AanféQ éﬂndxnud fﬁg éﬁﬁé@psvdg - ("goods
that outrage my heart" 538), and these goods that outrage her heart turn
her moré firmly into herself and also forcé her to take aétion.29 This
act%Pn is closely related to the next aspect of Kﬁox' heroic model, which
is that the hero, resenting those he cogsiders responsible for his
sufferings, appeals for vengeance and curses his eﬁé@ies; wishing
nothing worse on fhem than that ﬁhey experience what he himself is
sufféring. Whom does Deianeira consider responsible for her sufferings?
She mentions Love, but does not address Cypris or Eros diréctly and
confront them with her.blame.30 One cannot take vengeance on the gods,
at most one méy perhaps defy them, eépecially in this case where Cypris.
and Eros seem to repfesent a forcé, albeit divine, rather than actual
divinities.31

oﬁfog [Eroé} Y&p-&pxeu ol 9eby Snwg 3§K€L,

napo® ye  wds &' ol xdrépag olag y' épod;  (Lu3-4uy),
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For he rules even the gods as he pleases, .

and me--why not another woman like me ?
The significance of this passage is not only the implication that Deianeira's
act will be performed in revolt against and in submiséion to Eros, but
also Deianeira's implicatibn that she beiieves Iole to-be enamored of
Heraclés.32 Even the denial of Iole's responsibility for her sufferings
requires Deianeira to admit a certain responsibility on the part of Iole.

uoﬁn@ fuﬁ by Eu~§’ éﬁoﬁ AdYov,udqu |

ﬁvéfuaf' o006’ 8velLbog  nde f’ 006’ By el

wdpt’ Evtoneln H pLAeTy  (461-463).

Never yet‘has any one of them earned insults

from me, or feproach, not will she, even

if she is wholly absorbed by hef love.
What Deianeira seems to be saying is not‘that she fotally denies the
responsibility of other women (especially Iole) whom Heraéles has loved,
but that she is not going to appeal for vengeance against thém'and curse
them as enemies. Deiéneira'is not a vengeful'pefson, and, besides, she
knbws that the workings of Eros will eventually, if not immedigtedly,
cause Heracles' other loves to experiencensufferings very similar to those
sheherself endures. Deianeira is able to pity (é&mneC o@'_éf& / $rtipo &n
udivota mpooBAé¢oc’ , "for I pitied her deeply when I looked upon her"
463-46433) even the one she sees as her secret enemy. t(v’ &06&5eypaL
anuovny vrdoteyov / AaSpatov; ('What secret suffefing have I welcomed under
my roof?" 376-377). 1Iole, pitiable as she is, represents an immediéte‘

- 34
and potential threat to Deianeira. Deianeira loses her usual trust in

'

the normal workings of Eros that have always before returned Heracles and

his love to her and have kept.her the wife of Heracles. She feels she

must turn to the charm ( #¥nAnTripLoy, 575) given to her by Nessus in order
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to strengthen wanted love (Heracles' love of her ) and destroy unwanted
love (Heracles' love of Iole).3 |

Heracles is also, and perhaps most of all, responsible for Deianeira's
suffering. However, Deianeira in her blind, or méybe not so blind,
love for him excuses his hurtful actions as being caused by Eros. .After
all, Eros '"rules even the gods" (dpxetL udl Oetdv 443), Deianeira calls
no curse down upon Heracles; she only wishes that he ﬁay suffer to love
her as she loves him.

According to Knox' conception of the Sophoclean hero, after forming
an extreme impression of the lack of respect shown toward himself and a

resentment against those he considers responsible for his sufferings,

. the hero enters into his characteristic isolation. He becomes alone and

Ty

deserted, isolated from men and abandoned by the gods. Deianeira's
temporal and spatial isolation in some of its aspects has previously

been discussed. Her isolation is total and tragic. Her one key to the

~world outside herself, and even to the world inside herself, she destroys.

By her love she is made to destroy what she most loves36; in trying to
recover love, she annihilates it. When Deianeira's suspicioné of the
probable‘outcome of the gift of the anointed robe fdr Héracles have

been aroused, she begins to cut herself off from her Chorus (663ff. and
723ff.). When her suspicions have been confirmed by Hyllus' report, she
completely withdrawé into herself and does not speak to Hyllus,ithe.Chorus,
or anyone else.37 She is isolated from men and abandoned by the gods.

o0 pdtnp &9%eog. ("your godless mother" 1039) Heracles later calls Deianeirg
when addréssing Hyllué. She herself must know how d9eo¢ she is and that

by her action she has caused herself to be abandoned by Heracles, the son

38
of Zeus.
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Deianeira also fulfills the two most extreme requireménts that.Knox
applies to the hero in terms of isolation. So total is the hero's
isolation that at certain moments he addressgs himself to the landscape.
The final result of the héro's isolation from the world of men is his wish
for death. Deianeira fulfills her wish for death with her suicide,39
Between the time of her realization of what she has done to Heracles and
the time of her death, she addresses no person, but only her landscape,
her house and bridal chamber. As the Nurse repofts Deianeira's final
scene, ’
dbfﬁ'va abfﬁg éaCuov’.&YudAouﬂévn
Xl %&é &ndbédg €5 fb AOLTOV oiuﬁdg (910-911)
and she would call aléud to her destiny and to
her house that wbuld have no children anymore.
Exegev, & Aéxn e uatbvuuwetf éu&,

”

'fé AoLmdv Nén xdﬁpe%’, WS eﬁ' oUnoTe

6€€e09’ Et' év noltpoL talod’ ebvgfpbav (920—é22)§0
She said, "O my bed, O my bridal chamber,
farewell now forever, for never again
will you receive me as a wife on your couch."

Knox' hero finds in moments.of crisis_and-aﬁandonment that his sense -’
of and belief in hiﬁself becoﬁe his only support. The severe upset of the
arrival of Iole drives Deianeira tovtake.measures to re-establish herself
as the wife of Heracles. 1In his ;esistance.to the imperatives of time
and circumstance (all things change? but he will nét), the hero makes an
assumption of divinity, although he never consciously claims to be a god.
By her use of the love-philtre, Deianeira displays her refusal to acceét

the change heralded by the arrival of Tole aﬁd uﬁconsciously tries to

take on the role of Eros. Deianeira's attempt to maintain the love of
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Heracles, the son of Zeus, indicates another unconscious assumption of

divinity on her part.

I1II. Whitman

Whitman's conception of the Sophoclean hero requires that the behavior
and will of the tragic hero represent the true action of each p]ay, that
each tragic hero be an example of EEEEE’ and that the hero' s encounters
with disasters and trials result from the clash between his EESEé and the
imperfections of other human beings, the traditional gods, and life
itself. Although the forces opposing the hero are usually divine?bthey
are not of necessity morally right.

Deianeira's behavior and will ﬁot only represent the true action of
the first 946 lines of the Trachiniae, but -also cause tﬁe action of the
last 332 lines. Deianeira's sufferlngs result from the clash between her
EEEEE (her supreme love) and the 1mperfect10ns of Heracles, Eros, and the
life that embodies them. Heracles is semi-divine, Eros is divine, but
neither of these forces that oppdse Deianeira is. morally righf.

ﬁhitman considers Deianeira to be the hero of thé Trachiniae, and the
play itself to be one of "late learning," or.tragic knowledge.. The |
knowledge is tragic because, in spite of the effort to discover it in
time, it comes téo late. Sophocles turned to the tﬁeme of late learning
~to illustfate the irrationality of the world, and two of his héroes‘suffer
the results - of their late learning. Deianeira and Oedipus are not too
<.proud tb learn; but, having learned too late, they pass away uncoﬁforted
and despiéed.

""None of Sophocles' chafacters exhibit such sheer intelligence

as these two, and none try harder to achieve good ends."
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"...Soéhocles intended them as example§ of high-minded
humanity which wills the best and achieves.the.worst.”
"In Deianeira and Oedipus, we are faced with the fullest
bitterness of trégedy--evil unmitigated by any sort of victory
and resulting directly from the most moral‘action possible
by the protatonist'."41

According to Whitman, the Trachiniae and the Oedipus Tyrannus

depict the fall of guiltless people, which Aristotle said would be
revolting (Poetics 13); yet, the plays satisfy, perhaps because of their
unmitigated honesty and because we meet the‘problem of eﬁil pure. Only
Whitman's idealized view of the Sophoclean hero allows him to view
Deianeira and Oedipus as guiltless. However, he does express a rather less
idealized view as well. The heroes of the Trachiniae and the Oedipus
Tyrannus, he claims, lose themselves and find no greater selves, although
their motivating EEEEé.iS true. Their heroic willingness to accept |
destruction is no longer of such universal-moral»impressiveneés; no one
hints that Deianeira's death makes her resemble the gods, nor does she
think so. "She is at best a vefy exquiéite woman; at ﬁ;rst, a tool of
meaningless fofces.”42

Although Whitman ié surely right in claiming ﬁhat Deianeifa is the
hero of the Trachiniae, his claim that Deianeira is guiltless and that
she loses herself and finds no greater self is unconvincing. Sﬁe is
guiltless in that she is unconscious of the evil effects of the love-
philtre, but she is guilty because she acts rashly and thoughtlessly.
Driven by and attempting to gain control of Love, she is perhaps not so
éassive as she appears to herself and others. She does not lose herself.

If she were to go on living after Heracles' death; she would be lost; but,

by sacrificing herself to the same love that made her unwittingly
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sacrifice Heracles, she exhibits a previously undisplayed nobleness and
strength. | |

Whitman'é development of the theme of late learning in the Trachipae
illustrates why he presents Deianeira as fulfilling his requirements of
the Sophoclean hero. His argument follows.43

All that we see of Deianeira (lines 1f§46) is,framed by darkness;
the dangers of future events, and the frightening impoésibiiity of -
judging or foreseeing. Beginning with the prologue, the play bends itself
to:the lonely hopeiéssneSs of Deianeira ahd the lyric emotions of her
nature. A complex antecedent history im the form of three oracles exists
for this rather simple play. Heracles will either die on an expedition
or be victor and live forevef free from toils (155-168). Heracles will"
either die during an attack on Oechalia or thereafter live a blessed life
(74-81).44' Heracles will never be slain by a living hand, but by someone
already dead. This oracular material again emphasizes the impossibility
of knowing the future. The supposed clarity and helpfulnessAof the oracles
are deliberately confusing. They represent what hindsight or knowledge
free froﬁ time might know, but what no one in the moment of action could
possibly know. Man must act, if he acts at all, from likelihood.
Sophocleé "makes his characters act on the basis of likelihood, while the
fatal dice are loaded hopelessly and irrationally in favor of the most
unlikely event."45 The plot of the Trachiniae, centered in the split‘
between hoped-for likelihood and unknown and unlooked for-facts, becomes
a long, painful search for truth, with the final diécovery bringing
overwhelming despair.

The whole structure of the play is a quest to uncover certain

truths, a quest that unravels against the "constantly sounded contradictory

motif of the uncertainty of knowledge and the impossibility of knowing
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anything but what is past."46 Therefore, Deianeira73_gregt scene»is not
when she sends the robe, or kills herself, but when she findé out,from
Lichas who the captive princess is and why Heracles haé brought her home
with him. This unmasking scene is Deianeira's first real aétion, the first
function of her gﬁgEé. At this point an.active and assertive Deianeira
begins to weave her own fate.

The characters constantly étruggle fo do what they.say cannot be
done. 1In her opening monologue, Deianeira says life canndt be judged
until it is over and then contradicts ﬁerself By saying she knows hers
is miserable. Her uncertainty rises and falls throughout tﬂe play,
disappearing with the approach of Heracles and returning with the entrance
of the captives. Her uncertainty about Iole leads to her fatal insistence
to know '"as if knowledge wefe all-sufficient and had no dangers."47 Since
the desire go know is like the desire to.do, it is not surprising that
the next occurrence of the theme of knowing is éccompanied by an idea
of action, Deianeira's plan of the robe.48 Then follow the'revelations;
Deianeira, Hyllus, and Heracles all find out too late. Deianeira might
have known the robe was poisoned; Hyllus might have gucssed Deianecira
acted unwittingly; Heracles might have guessed the meaning of the orécle.

However, "of all the broken figures at the end, Deianeira alone is
tragic, for her will is the only one involved."49 She wills good but
Qorks evil, thus.giving the play a meaniﬁg broader than the.irrationality
of the wofld. Whitman draws.up a list of Deianeira's admirable and model
characteristics,so which are in accordance with his opiniong of certain
of her actions. Deianeira has no hamartia unless it is a fault for a

woman to contest the case for her husband's love with another woman.

Deianeira holds herself free from recrimination, anger, jealousy and

Medean violence and acts only on her unquestionable right to retain what



is hers. It is heroic to maintain innocence in a case such as Delanelra s.

A clear contrast exists between the diseased Eros of Heracles and
the compassionate universal love that 1svDe1aneira s EEEES’ It is part
of her isolation and self-abnegation that no one sets a positiveivalue on
her existence. Her excellence'is an excellenée of lqve, which throughout
she is unwilling td betray. Therefore, in Whitman's eyes, it is, in a
way, sophrosyne that urges Deianeirg to act and not any form of hamaftia,
since there could be no worse folly than to yield té a situation that
would cause her to betray her love.52 Deianeira acts where no action is
safe; she knows Heracles too well, yet fights for the integrity of her
love. She rises to meet the necessity of the tragic tension created
between her desire for safety and the necessity for action. Her tragedy-
is not in her failure, but in the nature of the truth she uncovers.

In the end, Whitman claims, Deianeira is entirely destroye&. .Justice _
is not done for her, and it is impossible to feel that the revelation of
what she has done brings her to a true esfimate of herself, or that the
”self—loathing” that drove her to suicide is a deserved judgment.

Whereas Ajax and Antigone sacrifice themselves, Deianeira punishes herself.
Nevertheless,.her deathAremains a defénse of her 3£g£§, because it was love
that drove her to self-punishment.

Whitman's picture of Deianeira's end and its significaﬁce is not
entirely justified. Justice is not done for Deianeira. But does she
ever ask for justice? Heracles was unjust to her when he sent Iole home,53
but, when Deianeira undertakes the use of the cﬁarm of the love-philtre,
she consciously removes herself from the realm of justice and injustice.
After discovering the effects of the philtre, she decides that she will

die along with Heracles (720). For her that is the justice her actions

have required. She does have a true estimate of herself. The.revelation
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bf what shg has done makes her understand not only the full magnitude of
her love of Heracles,vbut also the full magnitude of that love's power;
what it cannot have it destroys. Her death does not‘seem ta be self-
punishment, but a conscious sacrifice to match her unconscious sacrifice
of Heracles.54 The silence of her end.mafks the strength she has found
in her isolationi She does not.hegate herself‘and.vanish any more than
Oedipus negates himself by discovering who he is. 1In agreemeﬁt with
Whitman, it can be said that Deianeira's own goodness works her destruction.

H, F. Johansen claims that Deianeira visibly wilté under the burden
of self-destructive heroism that Whitman puts on her.55 Deianeira does
not have to be idealized in ;rder to be seen as the hero; the problem
is that Whitman seems to neglect and invert some of Deianeira's stronger
points in order to draw_ﬁh idealized portrait of her and to make her

comply with his idealized portrait of the Sophoclean hero in general.

IV. Bowra and Schadewaldt

Bowra and Schadewaldt believe fhat the Sophoclean hero through
suffering learns fo be modest before the gods and that the crisis of the
play, by changing the hero's hybris into sophrosyne, restores harmony
between him and the gods. This view is criticized in chapter one.
Deianeira's position in the play remains true to that criticism, unless
one alters the meaﬁing of sophrosyne, as Whitman does. As demonstrated
in the discussion of Knox' model Qf the hero, Deiéneira makes her decision
without the subport of the gods andvcarries it through to the point.of
self-destruction. Althouth she is driven by Eros} she also defies Eros,
and actually tries to usurp him by attempting through magical means to

quench Heracles' love for Iole and rekindle his love for her. She does not
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receive his support. That harmony is never restored between Deianeira
and the gods is perhaps best illustrated by the fact that Deianeira ié

never reunited with Heracles, son of Zeus.

V. Webster

Webster's six basic aspecté of the Sophocleaﬁ hero, insofar as they
have been accepted in the model of the hera presented in chapter one,
are.fulfilled to varying exténts by Deianeira. According to Webstér, the
hero is conscious of his birth and, being nobly born, conforms to
ceftain standards of life and action. Deianeira is conscious not so
much of her actual birth as she is of her marriage, which was the
beginning of her current life and identity. Except for a general memory
of the.caré—less time of her maidenhood,58 Deianeiré has no real
remembrance of her identity before the battle between Achelous and Heracles,
after which udnd ﬁarpéé doap Béde’, / &Gfs ﬁépfbg épﬁﬁa ("and then she
was gone from her mother, like an abandoned calf," 529-530). Deianeira
is conscious of being nobly married, to '"the best of men," and it is as
a result of this marriage that she conforms to certain standafds of life
and action. Webster holds that the hero, as a member of a family, has
a duty to be loyal to his parents énd a right.to expect loyalty'from his
children. Again, this point is best illustrated for Deianeira in termé
of her marriage. Her parents and her children, except forvallus, are
virtually non-existent in the play.59 However, she has a strdng loyalty
to both Heracles and her marriage and wishes that loyalty to be returned;
she loves Heracles so much that she is unwilling to accept the inevitability

of that loyalty not being returned.
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Deianeira is an éxcellent example of Webster's second heroic aspect,
which attributes to the hero frankness, fortitude, and sensitiveness to
shame. Deianeira openly confesses her various worries and private
troublés to the Chorﬁs, but her frankness is most obvious dufing hex
persuasion-speech to Lichas (436ff.). o0XL x&fépdg / nAchfug dvnp
S 'Hpaukﬁg_gfnue Sﬁ;("one mén,and' many women--has Heracles not had
very many others before?" 459-460). She is frank to the Chorus with her
feelings about Iole and her inability to cope with the situation (531ff.)60;
she is frank about hef fears before and after sending the ' anointed robe
to Heracles (555ff. and 663ff.); and she is frank in reveﬁling her intention
of suicide (720). Two of these cited passages also contain notable
examples of Deianeira's sensitiveness to shame. Before sending the robe,
she says, g cuéfQ/ Hav &Lﬁxp& npdooug, oﬁnof’ &Coxévn neof ("In darkness
even if you do shameful things, yoﬁ will bever fall into shame," 5964597)._
Deianeira will be ashamed if her attempt fails ;nd does not régain
Heracles' love for her; but, if nobody discloses the means by which she
tried to win back his love, the shame will Be for herself alone énd.she
will not fall disgracefully. The second example of Deianeira's sensitiveness
to shame alsovillustrates Webster's view that some evils the hero suffers
are too great to béar and lead the hero to prefer to die rather than live.
After discovering the effects of the love-philtre, Deianeira announces
her decision to the Chorus.

xaltol 6€6outaL, xelvog el ogadioeTaL,
1ot obv Opui xhut ouvsavetv dua

giv Y&p udu&g Adouoav oUx dvaoxetdv,
HTL; npo%uﬁ@ ﬁﬁ naun megunévar  (719-722)

’

And yet I have made a decision: if he falls

I shall die under the same blow with him.
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1 couid not bear to live and hear myself called evil
I, who wish above all else to be truly good.
In line 721, Deianeira expresses a point of view that is identical té
Ajax' and is the essence of heroic ethics.61 Deianeira does not consider
the possibility that vengeance may be taken on her.

Webster's third aspect of the hero; that he offends in some way
against Sophocles' political ideal, does not apply to Deianeira, uﬁless
she "offends" against an ideal by being ignorant of it. AShe is an
apolitical creature; in fact, no state actuallyvexists‘for her. huets
HEV. &v TpaxTut dvdotatoy / £évy rop” &vspl deoﬁev ("we, driven from
our home, live here in Trachis, a stranger's guests"” 39-40).

The last of Webster's hercic aspects to be considered.is the hero's
lack of sophrosyne and consequent exhibition of.arrogance, violence,
haste, inflexibility, or folly. Webster further delineates various forms
of haste, such as impatience, suspicion, anger , pfomptness, and;efficiehcy.
Deianeira exhibits all these forms of haste in her sending of the love-
philtre to Heracles, including a suggestion of anger. Deianeira is not
an angfy hero, but there is a touch of reproval evident in her speech |
announcing her décision to use the‘love—philtre. In refefence to Iole
she says, ToLdd’ ‘Hpaxuifis, |

b mLoTOS ﬁutv n&yd%%g noAoBUEVOS,
oluolplL’ dvrénepde tol Haxpod xpovou  (540-542)
This is thé housekeeping’wage my faithful
and noble Heracles sends home to me
to compensate for his long absence!
Webster's comment on this passage is that Deiéneira speaks with bitter

62 : : '
scorn of Heracles. However, he later states that Deianeira is not

angry with Heracles, but loves him and cannot endure her own position.
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Iole, more than Deianeifa'knows,‘is "destructive of her wits" (538).
According to Webster, Deianeira's one rash act is done in despair.
Although her motive is pure, she does not stop to think any more than

64
Oedipus did when he killed his father.

VI. Gellie

According to Gellie, the protagonist is called upon to deal with a -
ready-made state of evil. Whatever action he takes will be wrong, but
he acts and is destroyed by his action. Deianeira must deal with ab
ready-made state of evil created by Heracles. 1In contrast to Heracles'
unalloyed masculinity, Deianeira, the paragon of femininity, has to make_
the iﬁportant decision of the play.65 If she decidés to accept Iole and
Heracles' love of Iole passively, she.will forfeit her place in Heracles'
love (550-551). By taking action and sending the anointed robe to Heracles,
however, éhe destroys Heracles and, thus, is destroyed herself.v Gellie
himself points out that, until the time of Deianeira's actioﬁ, the only
first-hand fdcts in the play'are descriptions of her fgelings. Although
he considers Deianeira and Heracles to hold positions of equal promineﬁce
in the play, he still makes the statement that at the level of feeling

Deianeira alone dominates the play.

VII. Kirkwood

Deianeira also fulfills Kirkwood's specifications of the Sophoclean
hero. = She has a strong and noble character and is confronted with a
crucial situation, which she responds to in a special way. The relationship

between Iole and Heracles involves religious and moral issues and entails

suffering for Deianeira. Her suffering is totally unrelieved and ends in
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her déath. It is impossible to say whether Deianeirakis a victim of
circumstaﬁces, gods, or men, or is reséonsible,for her own fate. She is-
not perfect, yet her suffering is nét‘entirely a punishment for her guilt.
Deianeira's character, like Oedipus', causes the précipitation of the
chain of events leading to the deaths of Heracles énd‘geianeira and,
therefore, must bear partial responsibility - for Deianeira's fate. ‘In
fact, it is Deianeira's unwise trust in é desperatg remedy that precipitates
the catastrophe of the play, andvit'is this imperfection in Deianeira's
faith in the continueavlove of Heracles that brings her to life as a
human being. Deianeira's love itself is both her fault and her strength
and nobility. However, the misfortunes that overwhelm Deianeira are in
no way morally deserved in terms of her charactér. Deianeira is loyal
to her ideal of her '"noble birth" and "noble character"'(npofuu§ uﬁ HOHT
regurévad , 722; ‘"nobility of charaéter is implied in nobility.of birth,
but doubtless the former is meant”67). Sophocles' way of contrasting
the heroic with the unheroic (Oedipus with Creon, Antigone with Creon
and Ismene, Ajax with Odysseus) makes clear the enduring value of the
hero's nobility. .Deianeira has a distinct and emphasized idea of nosility,
and, when faced by a crisis, she is guided by that idea. Her "nobility"
is her devotion to Heracles, a more mundane and less heroic-seeming
hobility than that of Ajax or Antigone, but one expressed and acted in
the same way .

Kirkwood hiﬁself considers the Trachiniae to be a diptych play68
with the drama being conveyed in terms of a central contrast between

69 . '
A contrast exists between Deianeira and Heracles

Deianeira and Heracles.
on human grounds and between Deianeira's human weakness and Heracles'

superhuman certainty; in both elements Deianeira is the central figure.

Deianeira occupies the dominant position in the action for as great a
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proportion of the play as that occupiéd by Ajax in the Ajax. Nor doeé
Deianeira vanish after her death; she is constantly represented by Hyllus
in the final scene (as Ajax is represented by Teuger7l). Deianeira has
a touch of the "sublime quality of he‘roism”72 not>uhlike Ajéx'. The
characteristics of Deianeira and her nobility includg unselfish devotion,
graciousness to all, impracticality, timorousness but single-mindedness,
and strength in her love for Heracles. However,.Kirkwood states that
Deianeira is incomplete in the dramatic sense until the picture of
Heracles is added.73 The imblications of her fate are ﬁade clear only
in Heracles' séene, which provides the answér to why Deianeira éﬁffers.
so cruelly. 1In trying to interfere with the‘actions.of Heracles she
grapples with forces too great for herself.74 Only forvHeracles.can the
baffling and misleading oracles and the truthfulblie.of Nessus give a
meaning and pattern. Deianeira's involvement in this chain qf events
leads to destruction because she is not a "child of Zeus." Heracles'
status as the son of Zeus is emphasized; and in his superhﬁmaﬂ, necessary
aspect, Heracles is a force rather than a character. As 'such a force, he
is part of Deianeifa's fate.75 Deianeira répfesents human uncertainty;
Heracles represents fated necessity. The level of the particular leads
to the universal, the portrayal of mankind's struggle with the powers
beyondlits control, and again features Deianeira, this time.as the
representative of humanity. "The final part of the play does more than
present the second half of a very penetrating contrast between Deianeirab

and Heracles; it fulfills, through the contrast, the tragedy of Deianeifa."76
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VIII. Lesky

Lesky does mnot de fine Heracles as a force, as does Kirkwood, but he
does see the workingsvof a superhuman force. The catastrophe of the play,
he claims, originates in "the typically Sophoclean confliét betweén human
desires," which in Deianeira's case are understandable and pure, and
"destiny in general as an incomprehensible transcenaent p'Ower."77
According to Lesky, the subjec; of the Trachiniae is the reversal of huﬁan
schemes by powers beyond man's comprehension. A sequence of scenes full
of tension makes us fully realize the shock ﬁeianeira suffers.» In
Lesky's view, she hides her feelings from Lichas, just as shé‘wduld have
hidden them from Heraéles, and speaks of the overwhelming power of love,
which Heracles also must‘obey. She speaks to the Chorus of her deep
sorrow, her only available remedy, and her conviction that she is not

78 '
doing anything wrong.

Lesky's interest in the hero of the lggghiniée is rather limited;
however, certain of the basic heroic characteristics he finds in the
other plays of Sophocles can be applied to Deianeira. In her hasty’
decision to use the love-philtre, Deianéira doesvnot show the calmvwisdom
of Odysseus. The excess of her energy that allows her to see only approvall‘
for her action in the words of thevChorus.(588ff.) makes her.éollide
with the unforeseeable. 1Tt throws her life into a confusion (663ff.)
from which only death can release her.79 Deianeira's concern is for the
human dignity that demands the truth of her marriage to Heracles and not
for mere existence, otherwise she could easily enough have acceptéd Iole.

‘Deianeira's existence, as mentioned earlier, is entirely dependent on

Heracles'. But this dependence, which causes her fears, anxieties, and

sleepless nights, does not go to the point of slavishness. "Hers is a noble
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nature, conscious of its dignity as well as awafé of the:human condition.
She is essentially human. Her act of rashness proceeds from a jealousy
she is entitled to feel by virtue of her faithfulﬁess and from her instincts
of self-respect and self—preser&atibn.”so

As is the case for Lesky's Sophoclean hero, Deianeira is'subjected
to terrible tensions; she must rely on her own inner strength, and
whatever she does is prompted by her own will, although she lacks control
of its outcome. Deianeira's will and her strength force her to obtain
the truth about Iole froﬁ Lichas and énable her to hear the news in a
calm, controlled manner.sl It is the will of Deianeira to send the anointed
robe to Heracles. It is the "will of the beast" to kill Heracles; but
it is Deianeira's will that makes the decision to use Nessus' love;philtre{‘
It is her will to die without attempting to receive the blessings of

forgiveness from Hyllus or Heracles.

IX. The Will of Deianeira

The question of Deianeira's will is'cruciél in the context of
determining hef role as the hero of the Trachiniae. To deny her Qillful
action is to deny that she is capable of heroic action, and not everyone
believes that Deianeira's action is purely the reflection_of.her will.

A, J, Waldock claims that Deianeira does not produce the events, but
that other and faf more powerful agencies are at work. He holds the
opinion that Deianeira did not do anything singular, her actioﬁ could
almost be said to be typical_of women,82 and that Deianeira's act is not
sharply iﬁdividual. Thg disasters of the play do not come from her
character but from the malice of a centaur and from dooms that-haVe’been

foreordained. The events are produced by magic unguents and come about
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in fulfillment of aracles.

Actually, Waldock's view advances no evidence against Deianeira's
position as hero. According to Lesky, it is characteristic for the hero
to take action althddgh he lacks control of its outcome. In the Trachiniae
certain dooms have been "foreordéined,"'and the évents‘do come about in .
"fulfillment of oracles." 1In what Sophocleaﬁ play is there a sénse that
the hero's doom has not been foreordained? Whose actions more manifestly
fulfill oracles than Oedipus'?

With the arrival of Iolé to usurp'Deianeira's plaée'in her own home,
Deianeira is no longer able to "bend with the wind."84 Déiaﬁeira must.
say '"no" or else cease to exist as a human being. At this point, in the
view of K. F, Slater, Deianeira hesistantly, fearfully, énd while seeking
advice, tries to control the course of her own life. However, because she
is still under the influence of another, the Centaur, the attempt is a
total failure." "In seeking to freevher.own will; she does only the will
- of the beast.”85 Although Slater denies ﬁeianeira free will.in the action
of the love-philtre, she does‘aliow Deianeira to recover her own will
aftér the action has been completed. 1In the silence with which she
receives Hylius' reproaches, Deianeira takes hold of herself at last.

She refuses to blame Nessus and refuses all defense. Like Oedipus, she
assumes fesponsibility for what happened through her agency and puts
forth no excuse.86 When Deianeira kills herself, she demonstrates that,
if she cannot direct the course of her life to her own ends, she ¢an

at least prevent further distortion by exterior forces. "She rises above
contingency and the shackled passivity of her female role only in the
moment of her death, but then with all the self-assertiveness which her‘

87
life lacked."
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However, to deny Deianeira free will in her decision to use the love-
philtre seems to me to be totally wrong. It is Deianeira's decision not
Nessus'. As I pointed out earlier, Deianeira's will and Nessus' will are
not even the same. Deianeira desires the love of Heracles, Nessus
wishes the death of Heracles. In the same way that Oedipus' will is at
variance with the will of the divine oracles and hence with his aétions,
Deianeira's will is at variance with the results of her actions. Free
will and responsibility are interdependent. The oracles did ndt remove
responsibility from Oedipus, not does the oracle: (unknown to Deianeira)
that Heracles is to die at the hands of someone dead (1159-1161) remove
responsibility from Deianeira. Her acts, like Oedipus', were "not
predestined, merely predicted. An essential distinction."88 Not only
is it Deianeifa Qho decides to use the unguent, but it is also she who
decides to accept the unguent frém the centaur in the first placé.89
When she silently dfaws the necessary connection between the wool's fate
and what can be expected to befall Heracles, she recognizes Ehat the
misjudgment is hers and that Heracles' fate seems to have been sealed
by her hand.90

‘H. A, Mason believes that Deianeira, having decided to use the love-
philtre, ”whilevapparently showing wisdom in the face of what the
Greeks took to be the prihary facts of life, is going to commit tragic
hamartia by opposing the white magic of Eros with the black magic of the
centaur."91 The ”black magic' belongs to the Centaur; the action belongs
to Deianeira, Her action is an immediate oné; she does not wait until
Heracles' return and then choose a "right" course of actioﬁ. Hyllus
reproaches Deianeira with her rashness; "her rash neglect of eéﬁbg gives

92
him the right to curse her" (810).
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.There is no doubt that Deianeira's existence and déstiny are bound‘
up with Heracles'. However, it is Deianeira who binds herself to Heracleé.
Heracles makes no‘éttempt to bind himself to Deianeira and, in fact,
attempts to loosen his connections with Deianeira. The feelings and
actions of Deianeira cause and suffer the movement of ;he play.
According to Kamerbeek, the meaning of the piay as seen from the.
point of View of Deianeira could perhaps be summed up as follows:
it aemonstrates a noble and faithfﬁl woman's fate; shoﬁs her
struggliﬂg against her husband's infidelity and destroyed
by a crafty stroke of fate which makes her involuntarily
cause his death; so unaccountable is human destiny and such
are thé gods' inscrutable ways.
However, Kamerbeek feels that this is.not a completé picture because it
does not account fof Heracles' presence. But does Heracles' appearancé
in the last quarter.of_the play lessen the role‘played by Déianeira?
It is Deianeira's will and her fate thaf act ubon Heracles. It is tfue
that Deianeira finds her idengity in Heracles; this is méde clear by
Deianeira herself, not by Heracles. Heracles is Deianeira's Heracles, but
Deianeira is not Heracles' Deianeira. Therefore, in a sense, it is
Deianeira who is dramatically independent. She exercises her will and
meets her fate. The destruction of Heracles is a significant part of
her fate. 1In fact,,as.seen_in the play, Heraéles' destruction is perhaps.,
more a representation of Deianeira's fate than of Heracles'. It is a
direct result of an action of her will ‘(using the love—philt?e) and only
an indiréct result of an action of his will (sendiné Tole home). During
the course of the play, Heracles does not meetvhis final end, and release

from his labors. Deianeira, whose acts of will determine the course of
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‘events in the play, reaches her end and fulfills her heroic will. She
kills herself after having destroyed the love of Heracles and the source
df her identity. Ajax loses his martial-heroic identity and fﬁerefore.
kills himself rather than live without its glory and with a different
identity. Deianeira, realizing shé has lost her identity, kills herself
rather than live without the glory of her love. That she isiunable to:
live without her true identity is clear evidence of her heroicvcharacter.

Deianeira fits well many of the characteristics ascribed to

other Sophoclean herogs, and shé emerges within the play itself as a
free individual whose acts of will determine the course of the'play's

events. Deianeira is the hero of the Trachiniae..
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NOTES -- CHAPTER TWO

Poetics 1453a; cf. chapter one, page 6.

These two sets of lines are illustrations of what Kamerbeek (201)
refers to as the "tragic day" concept, which often underlies the action

of a tragedy (see also Aj. 131 and 753).

It is significant that in this passage Deianeira rouses the Chorus;
she becomes, in effect, the xopnfég. In 1ines 225—228'she rejoins
the Chorus.

See chapter four for a further development of this.relationship

between the Chorus and Deianeira.
ggggigg.l4s3b; cf. page 7.

Knox, 3; cf. page 8.

Knox, 7; cf. page 8.

cf. 147-152,

The small measure of joy Deianeira finds in her love of Heracles is
firmly joined to her suffering. That meagre amount of joy, in facf,

increases the depth of her suffering.

Gellie (63) points out another indication of Deianeira's isolation,
the unsureness of communication. Deianeira is robbed of Heracles'
presence and cannot make reliable contact by report. The only thing Dei-

aneira can be certain of is that she knows how she feels.
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10'She,dbes not accept the Chorus' suggestion that "the anger felt.is
tempered" fér.oﬁe who errs unwillingly. She replies:

f&udﬁfu 5" &v AéEeLev oly O foG ftano® .

“noLvwvds, GAX" § undév &ot’ olxnot Bapld (729-730).

1 Cypris is presented almost as a force distinctvfrom the other gods.
uéfd T c%évoé & Kﬁnpu§ éu¢épefdu
VvCudg»&sC;
udL ™ ﬁ%v edv
n&pésdv, ¥or Snwé Kpovﬁédv &n&fa~,

oev oV Adyw (497-500).

12 Cf. Kamerbeek, 161,

13 "The exception is of course the Trachiniae" (Knox, 8).

14 Cf. Kamerbeek, 137.

15 One almost wonders if the Chorus in this passage is playing the role

of Deianeira's conscience.

16 This point will be developed in chapter four.

17 Knox, 10; cf. chapter one, page 10.

18 Cf. chapter one, page 10.

19 . .
However, she does not announce to anyone else the actual essence

of her plan.

20 Cf Kamerbeek, 117. Deianeira has already conceived her fatal plan.

mpocapudrw Makes us think of the peplos, or philtrum (cf. 687-apudoaLun),

or both.
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¢6A%90Lé 5’ édv we Tﬁvé' bnsdeXéﬁe%a
fﬁv ndtéa.udl~§ékufpouob.%ot§.ém' ‘Hp&uket (584;585).
This seems to be a part of. the condition of ﬁeﬁnxdvnfab foﬂpfov as well

as the phrase following it, el tu un 6ox® / mpdooeLy udtatov (586-587).

There is no queétion that éééoufdb is not a term suitaﬁle for expressing_
heroic resolution. Knox (11) uses it as an example of the tone that
allows no argument. Electra tells Chrysothemis that her mind is made
up, éééoufau (1049). When Philoctetes is asked whether his mind is

made up (odtw, 6&6outarL 1277), he answers, xal népa y (o9’ 1 Aéyw.

The Chorus does not even suépect beianeira's iqtended suicide. Their
lines at 813-814 voice no suspicion 6f Deianeira's intentions. Even
Hyllus'vlines (815-820), which wish death on his mother, do not call
to mind for them a recollection of Deianeira's earlier words of
determination. During their lines at 862ff., the Chorus express no
hint of suspicion of the nature of thevmisfortune within the‘house.
It takes them three lines to confirm that Deianeira is really dead
(od 67 w09’ wg %avoﬁod; 876. T€Svnuev n Tdﬂauva; 877. tdiauv’.
ékeépﬁa TCVL Tpdny Havelv 6@8 ofic; 878) and stili ﬁore lines to realize

that Deianeira has killed herself (elne t§ udpy, ydvar, EuvvtpéxeL 880).
This is not to say that Deianeira would react in a fierce and angry manner.

Actually she does test it; but does not wait to see . .the results before

she sends off the anointed robe to Heracles.

Hyllus' imprecations in this speech are tragic both in light of the
following scene and also because they are based on an erroneous idea.

To Hyllus and Heracles Deianeira's mood temporarily seems to have been
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one of excessive boldness and rashness, although Deianeira's intention
is nét to be bold,

udu&§ 5¢ Tékﬁdg ﬁﬁf’ éan%uﬁﬁnv'éf&
uﬁf' éuﬁ&%ouﬁb, T&g fs foxﬂdoésvcruya .(582—583),
although her mention.of it perhaps indicates that she fears she ié

{
indeed being more bold than she cares to admit to herself,

See chapter one, page 12 for a list of additional characteristics.

Does Deianeira not seek to comfort and obtain:the forgiveness of -
Heracles because she no longer needs him or because she knows he will
not be comforted or give forgiveness? Deianeira wants Heracles' love,

not his opinion.

Deianeira must feel too that the world is mocking her as well. She
knows, thanks to the Messenger, that her situation is common knowledge.
While accosting Lichas he said,

toAroTouy doTtéHv. &v ﬁéon Tpdevav

ayopd moAYs dov tadrd vy’ etcﬁnouc"3xk6g (423-u2y),

| obn éndﬁorog Aé?wv

6duapt’ Egaoueg ‘Hpaxhel TaéTnv‘&ysuv;i (u27-428),
In her typical silent reserve she does not verbally express concern
about the -opinions of others.

tabt’ olv goBolupat un ndoLg pev 'Hpau}ﬁg

tuoc nadfitou, ths vewrépags &  dvidp  (550-551).
surely expresses more a fear of the actual state of affairs than of the

state of affairs being known and talked about.

In fact, Deianeira does not mention Cypris by name, and she names Eros

only once.
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"EpwtL uév vuv dotig &viaviofqrab
wduTns Onws &g Xelpog, oU uak&g.onvst (441-342),
Cypris is mentioned only three times in the play, and only by the

Chorus (497, 515, 860-862).

31 "Kupris and Eros are not gods in this play; they are mere common nouns,

'desire' and 'passion'" (Dorothea Wender, "Sexual Imagery in the

Trachiniae," Ramﬁs 3 (1974) 14). Certainly the alternation of references

to Love between the two divinitigs suggests that neither of them is
inaividually defined as a personality. The one reference that overtly
refers to either figure as a divinity is made by the Messenger at line 354:
"Epws 6€ wuv / pdvog 9edv 9éAEeLev atyudoot 1dde (354-355), Two of the
four occurrences of Epwg represent the commonbnoun.' At 443 the Messenger .
speaks of 6 1Ho6’ Epwg gavelc . At 489 Lichas says, T1oU ThHoS  Epwrog

» o ’ v ”
£Ls anavd noowv €gu.

32 : .
Cf. R, C. Jebb, Sophocles, The Plays and ¥ragments, Part V The Trachiniae

(Cambridge, 1892) 70, 72. -

33 Deianeira identifies herself with the women Heracles has sent home. To

ridicule them would be to ridicule herself.

34 gee lines 536fF.

35

It is interesting that Deianeira took the love-philtre from Nessus in
the first place. 1If she had had complete trust and faith in Heracles
(and what new bride does not deserve to have such trust and faith?),

- why would she have taken the love-philtre?

6 Throughout the play Heracles is the only person for whom she expresses

love.
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‘Deianeira's children afe, in fact, lost to hér (see 817ff. and 911).
This thought together with losing Heracles by her own &uabea drives
Deianeira to her death. "&mnaig odola is for her the hegation of existence
itself" (Kamerbeek, 196). I should place ﬁhe emphasis more on Deianeira's
loss of Heracles. She i; depepdent on Heracles (although she is forced
to be independent since he offers her no support) and on being Heracles'
wife. Her existence begins and ends with Heracles. The:fole of her
children is less apparent in the play. Hyllus is the bnly one of her
children whom we meet. Her other children are not even living with her

at present, but are at Tiryns (1152) and. Thebes (1154).

Why_else would she not live until she could see‘Heracles and try to
comfort him in the agony of his last living moments?v

Perhaps the greatest and most tragic illustration of Deianeira's isolation
and abandonment occurs after her death whén, following Hyllus"expression
of her innocence in fulfilling the "will of the beast,”" Heracles forgéts

her.

Knox speaks of the hero's death as the logical end‘of the hero's refusai
to compromise. Living in human society is one continuous compromise of
subduing one's own will and desires to the requirements of others.
Deianeira's will and desires are the love of Heracles, and the case of
Tole shows her that she no longer is ablé to cope with Heracles'

requirements for other women.

Another line from the Nurse's speech illustrates a certain aspect of
Deianeira's character:
®a9€zet’ €v péooloLy edvatnplous  (918).

Both Deianeira and Antigone need a man. Deianeira, to a certain extent,
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has one; therefore, she can just desire his place.  Antigone has none;
therefore, she must fill his place. Deianeira's character is then

necessarily less masculine, but not necessarily less heroic.

Whitman, 106. Still, is there not a sense of Victory, even amidst. the
horror and suffering, for Oedipus, in his possession of the truth, and

for Deianeira,'iﬁ the finality of her death?
Whitman, 106.

He cites the following references to learning too late and the

uncertginty of knowledge: 669, 694, 710, 934, 1118, 1171.

Only the gods live free from toil and have blessed lives forever.
Whitman, 110.

Whitman, 110.

Whitman, 111.

The Chorus at 592 say ''you must do it to find out" ( SpBoay. Spdw
is always associated with a decisive or fatal action (cf. Whitman, 112

and 265, note 23).
Whitman, 112.

E.g., Deianeira pqssesses the paradoxical quality of yielding streﬁgth;
she is not weak, but has an intelligent and heroic submissiveness; she
has a restrained, heroic grandeur; she is all love; she preserves dignity
amid humilations, by profound sympathy; she is compassionate, intelligent

and gentle; the supremacy of her gentleness is a kind of areté. Whitman

does not recognize any less than admirable characteristics in Deianeira.
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51 Is Deianeira not transgressing or defying Eros? The poiht is that in her

speech to Lichas (436ff.) Deianeira denies the possibility of her

contesting the case for Heracles' love with another woman.

52 o ; ' ' .
In addition to his inversion of the word "sophrosyne" and the resulting

interpretation, Whitman (114—115) denies any pride on the part of
Deianeira. Contf&ry tobﬁowra (125-128), who feels that in her recourse
to magié Deianeira ceases to be a good wife and demonstrates qnexpected
and deplorable pride, Whitman states thét recourse fo magic is not
prideful, and that in the act::of using‘the philtre Deiéheiré.swallows

the last of her pride. To deny Deianeira a sense of pride seems to
require one aléo to deny her a sense of her own identity and a reason

for her action. Deianeira has a strong internal 'sense of pfide, a

pride in her_love and in her identity as the wife of Heracles. Héwever,
‘to call her pride unexpected and deplorable is to misunderstand Deianeira

and her tragedy.

53 ¢f. Deianeira's speech 531ff.

54 cf. Herbert Musurillo, "Fortune's Wheel: The Symbolism of Sophocles'

Women of Trachis,'" TAPA 92. (1961) 372-383.

"Rightly then does she rip her own peplos on her marriage bed and slay
herself there as on a sacred pyre. She is é sacrifice to Cypris, 'the
silent achiever of this deed'" (Musurillo,i380). Likewise, earlier
Deianeira's modesty and. her yoﬁthful beauty were both sacrifi;ed to

Heracles" (Musurillo, 377),

ER H. F, Johansen, "Sophocles 1939-1959," Lustrum 7 (1962), 161.

36 Cf. chapter one, page 17.
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If she ever thought the philtre was Eros and represénted his support,

she was deceived by him no less than Ajax was deceived by Athena.

Suoxdov £Ealper Blov
s ~c? v y \ » \
€S TOUY , ews TLg avtL Tmopdévou yuvn

HANST . (1u7-149),

Deianeira tells her Chorus of maidens.

We know indirectly that Deianeira does love her children and suffer
worries on their account. Addressing the Chorus, she speaks of a
maiden entering marriage and understanding through her own experience
the troublés wigh which Deianeira is weighed down.

» ’ 3y N » » -
NToL mpog &vbpdc 1 TEHVwY poBounévn (150).

Ta0t’ 0dv goBoluat un ndoug pev ‘HpanAfig

Eudc noAfitaL, Ths vewrépag & dvdp. (550-551).

Cf. Kamerbeek, 161.

T. B. L. Webster, "Sophocles' Trachiniae," Greek Poetry and Life:
Y

Essays for_Gilbért Murray (Oxford, 1936) 170;

Webster "Sophocles' Trachiniae," 172.

&AX od ydp, Gomep elmov, dpyalveLy xadov

yuvalra volv €xovoav (552-553).
Deianeira's Auvnriprov Adenua (554) might not be an exhibition of rage,
but it is Deianeira's subétitute for rage (an-emotion foreign to her

character), It is certainly not an example of voUv €xwy, Perhaps this
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70

71

72
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passage is evidence of Deianeira's transgression of sophrosyne.

Gellie, 214, 215,

Gellie, 57.

Kamerbeek, 161.
Kirkwood, 291,

Diptych is a deliberate form, not a failure of form; Kirkwood, 46.

* G, M. Kirkwood, "The Dramatic Unity of Sophocles' Trachiniae,!" TAPA

72 (1941) 203, 205. 1In A Study of Sophoclean Drama, 118, he takes

- this point even further and places the main emphasis of the central

contrast not on the more-than-human reach of Heracles' nature, but on

the human qualities of Deianeira.

Gilbert Norwood, Greek Tragedy (London, 1920) 158.

Kirkwood, A Study of Sophoclean Drama, 50.

I suggest that on the non~drématic level Deianeira adds this picture
herself. One gets the feeling that the Heracles she loves exists only

in her mind.

Charles Ségal, "The Hydra's Nursling: Image and Action in the Trachin

L'Antiquité Classique 44 (1975) 617.
Kirkwood, '"The Dramatic Unity of Sophocles’ Trachiniae,'" 211.

Kirkwood, A Study in Sophoclean Drama, 50-51.

Lesky, 110.

89

iae,”
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Deianeira hardly appears to be convinced, as Lesky claims, that she is-

not doing anything wrong.

Leskyvobserves in the Ajax and the Antigone that the cbnsequeqtiy
disturbed world-order regains its equilibrium by the end of the play.
Perhaps fhe prospective union of Hyllus and Iole is reﬁreseﬁtative of
a return to equilibrium in-the Trachiniae. Just as Iole replaced

Deianeira sexually, Hyllus replaces Heracles.
Kamerbeek, 25.

See Kamerbeek 109-110 for a treatment of Deianeira's confrontation with

Lichas,

Is not Ajax' action in the Ajax then "almost typical" of a Homeric war
hero, and would it be said that he did nothing "singular'? Musurillo (383)

views Deianeira as the eternal woman in whom the forces of Cypris are

‘ physically expressed.

83

84

85

86

A. J. A, Waldock, Sophocles the Dramatist (Cambridge, 1951) 101-102.

Cf. li. A, Mason "'The Women of Trachis'," Arion 2 (1963) 115.
Deianeira alome in the play dwells on the number of occasions when

| .
Heracles has been "infected" by love. However, the play is constructed

to give primary stress to the fact that in the case of Iole Deianeira is

faced with a final, lasting rival.

Kathleen Field Slater, "Some Suggestions for Staging the Trachiniae,"

Arion N.S. 3 (1976), 60.

Assumption of responsibility is a clear indication of Deianeira's
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93

91

heroic nature and her role as hero in the action of the play.

_Heracles never assumes any responsibility for the play's catastrophic _

events, even though it was his action in sending Iole to Deianeira that

set off the chain of events.
Slater, 60.

Knox, "Sophocles' Oedipus," Tragic Themes in Ancient Literature, 22..

Kamerbeek (155) believes 8t’ fv &pyaotdov (688) is 'very suggestive of

Deianeira's inner compulsion to act as she did."

In the words of the Chorus (841-846) the tragedy of Deianeira's guiltless

guilt is compressed.
Mason, 115.
Kamerbeek, 175.

Kamerbeek, 25.
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CHAPTER THREE

HERACLES

Heracles appears in the Trachiniaein lines 947-1278.l One view.
of this last quarter of the play claims that it treats Deianeira..only
in a negétive sense, since her existence is showﬁ to be bound up with
Heracles'.2 Thé.latter portion of the play, however, deals with Deianeira
in a "negative sense" only io the extent that she is not present.
Heracles is tréated more as a force than as a person. Sophocles has not
done  anything to humanize his barbarous Violence, immense appetites, and
the superhuman dimensions that he displays as a figure of saga. "Hié
superlative masculinity:and force, moving on a non-human level, form a
polar contrast with Deianeira's very human womanliness and dependence.”
A great deal of stress can be laid on the predestined charactér of Heracles'
fate by the constant mention throughout the play of the oracles. Because
oracles are not mentioned where Deianeira is concerned, it has been
claimed that this "confirms our feeling that her existence énd destiny
are bound up with He'racles'."5 But it is because her existence and
destiny are bound up with Heracleé' that the oracles do pertain to
Deianeira. 1In fact, the significance of the oracles seems to have a
greater influence on Deianeira's actioné than on Heracles'. Heracles
does not riée to meet his fate. He is, in fact, full of bitterness
against the fate that has brought him down at the Hands of a woman.

Seeing himself trapped in a painful, demeaning, meaningless end, he is

outraged at his helplessness. Deianeira discovers courage and strength

»

~ >
in the face of her fate; Heracles discovers weakness. VOV &  &u
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ToLo¥tou 9fidus nupnuor tdias ("Now I, once such a man, in my misery am
discovered a woman," 1075). bPossessed by ﬁhe bestiality that the robe
soaked in tﬁe Centaur's blood symbolizes, he is at the mercy of his
pain; he is wnable to set his will against it.6
Jebb also creates problems for himself and the play, by wishing
Heracles to perform a role that is not his. |
~ The Deianeira of the Trachiniae is dramatically effective
in the very highest degree,--in a manner almost unique;
the Heracles of the Trachiniae, tﬂough grandly conceived,
falls short of being perfectly effective; and he does so,
because he has to.follow Deianeira.
Jebb believes that the catastrophe of the play turns on the poisoned
robe, which is to be the death of Heracles. He claims that the artistic
dnity of the tragedy demands that Heracles, the '"hero hiﬁself," ought to
be the principal object of interes£ throughout. |
Perhaps, then, he should look elsewhere for the play's ﬁnity. For
Heracles truly to dominate the scene, it would reéuire thét "the pathos
of this unique being should not have to compete with the deepest pathos
of humanity...For, in such a competition, the purely human interest, if
fully developed by a great master, could not but prove the stronger, as
being, in its essence, more tragic,”8 This statément seems to assign the
role of the play's tragic hero to Deianeira. Jebb, howeVer, is unwilling
to accept the assignment. According to him, the only way to secure
paramount effectiveness for Heracles would be to plaée Deianeira more
in the background by making her a less noble figure, qualifying her '
graces of character with less attractive features, and to bring.out in

the fullest and most powerful manner everything sublime and pathetic in

. 9 . '
‘ "the great hero's_destlﬂy-" That this has not been done, Jebb feels,
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is the Qné serious defect of thevTrachiniae.

It seems unlikely that Sophocles would have written such a conspicuous
"defect" into the play. Heracles' "par amount effectiveness" is not found
in the role of the hero any more than Odysseus' is in the Ajax. Two
aspects of Heracles in the Trachiniae will now be considered: his position
relative to the concept of hero, and the place he holds in the action of
the play as a wﬁole, Heracles, like Deianeira will be measured against

the heroic models given in chapter one.

I. Aristotle

Heracles does not fit very well into Aristotle's synthesis of the
tragic hero. Whether or not his misfortune results from an error of
judgment on his part is a moot point. Certainiy, by sending Iole home
to Deianeira; he causes the sequence of events that lead to his catastrophe;
but there is no indication that his action is the result of a decision or
any effort of judgment on his part. In fact, he appears to act with
“complete thoughtlessnéss. Being a slave to the vdooc of his_passion;-he
causes his misfortune.by qualities of vice and depravity, which Aristotle
viewed as anti-heroic. The disease hé suffers from the poisoned robe
represents an iﬁtensification of the lust inherent in his nature. 1Its
meaniﬁg matches the "half-beast" imagery‘of the play, since "from victory
over bull-god and centaur to hideous death in the poisoned robe is all

10 ' '
too short a step.'" Three times Deianeira speaks of Heracles' passion
-, 11 ' | .
for Iole as a vdoog ; and he will suffer a real, physical V000§ as g
direct result of this metaphorical vdoog) his love for Ioie, and Deianeifa's

love for him "It is not she [Iold who is the slave, contrary to all

. . 12
appearances; the slave, we now see clearly, is Heracles." Heracles'
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disease produces a mental derangement (166’ dnfAntov/ uaviog &v%ég,
"this unassuageablé bloom of madness" 998-999). As hié love of Iole has
led him before to Rill innocent Oechalians, the fury of his disease
causes him, in a bBlind rage, to kill the innocent Lichas. The disease
of his last hburs stands for the "destructive.power of.the force that has
held him in thrall throughout his 1ife"13; throughout, he is.not in
control of the ability to excercise his own inaependent will., It is
not an error of judgment but wuoxlo uol péX%ana that bring him down. The
néming of Nessus as his murderer sets the cause of his death far back
in time, turns it away from the human agent andAback to Heracles' own
divine, though bestial, nature.

Heracles' catastrophe, therefofe, is more a result of depravity
than some single error. His moral violence leads to his destruction
through Deianeira.and by Zeus; his conspicuous fault (not error) causes
the venom to be used agéinst himself; if he had remained loyal to Deianeira,
she would never have given it a thought. Sophocles, for his own evident
purpose, has made the conduct of Heracles deplorable by making Heracles
demand Iole for himself.14 According to Kitto, Sophocles did not invent
Heracles' final "inexorable command" to Hyllus in order to bring about
the marriage of Hyllus and.Iole; he invented Hyllus' paésionate resistance
in order to make Heracles inexorable. Heracles behaves toward Hyllus
in the same way as he has behaved on the summit of Cenaeum, toward
beianeira when he thoughtlessly sent Iole home to supplant her, toward
Oechalia when -he destroyed so maﬁy people in order to win Iole, and
toward Iphitus and Lichas. Zeus punished Heracles for his act of violence
in killing Iphitus, and Heracles vowed to enslave Eurytué and his family

in return for what in fact was a punishment inflicted by Zeus. Much more

is accomplished than the enslavement of Eurytus' family,_which leads
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Kitﬁo to raise the following question: "In what spirit will Zeus receive
Heracles' thank offering for his total destruction of a city‘?”15

Waldock, however, maintains that, although Heracles admittedly has
faults, he is still the '"best of men" in theofy as well as in.many:
points of reality and that Sophocles does not seriously resist this idea.
He believes that‘the virtues of Heracles sﬁill form part of the drama.
Heracles is caught in some unfortunate momeﬁts, but one is'not.allowed
to forget what he is and hasAbeen. "He himself feéls the irony of his
plight, that he who Has helped so many should now be so Helpless himself."l6
He does see the irony of his plight. :Heracles is the only one to relate
even a.partial catalogue of ﬁis labors; in many ways those labors are
e#ternal to the play itself. His physical stréngth is his only virtue,
and during the course of the play it is never displayed as a virtue, but
as é destructive, passionate, bestial force thatvfinally'évermasters its
 own master through an act of will of his loving wife. Waldock c1aims
one is not allowed to forget.what Heracles is and has been. ‘But thoée
very "unfortunate moments" Waldock wishes to deny re§ea1 what Heracles isﬁ
What he has been is pictured very clearly in the scene described by
Deianeira and the Chorus of his battle with Acheloiis. Heracles brought
deliverance from the more obvious horror. Buﬁ was it really "deliverance,"
or was the battle one of monster against monster, both raging in lust
(Lépevor rexéwv ) for prizes too gentle and innocent.for either? "The
'love' that infécts the naturally lecherous is not tragically interesting.
It is only when the good (such as Phaedra) are infected that-tragedy can

nl7 e "best of men," the demi-god Heracles, is hotoriously

arise.
infected. It is the love that "infects'" that leads to tragedy in the

Trachiniae.-
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Despite his faults, is Heracles one of those €&v peydip 84Ep Svrtwv
ﬁal evTUXCq ? Certaiﬁ passages do bring out an apparently favorable
reputation of Heracles the demi-god, often referred to as the son of
Zeus and Alcmene.
Deianeira: & wAeLvos AASe Znuds "Aluudvng Te Tatc (19).
The famous Heracles, son of Alcmene and Zeus.
Deianeira: ' el ue xpn uéveurv
| ndvTwy Gplotou PwTOS EoTepnuévny (176-177).
...that I may have to live |
deprived of the best of all men
Messenger: 1dy’ &g 6d4pous coug TOV moAdrniov ndoLv.
nEeLy, @avévfa Guv up&feu virnedpy (185-186).
Soon there shall come to your halls that muchbenvied-man,
your husband, appearihg in his conquering.might.‘
Chorus: {tlveg) &ﬂwﬁyuou natéBav npd Yoluwv...3 (504).
Who were the valiant coutenders in courtship?
Deianeira: 6'ﬁuorbg nutv ﬁ&yé%&g radoduevog (5u41).
My Heracles, called faithful and noble.
Chorus : 6 yap Auds ‘Arwudvag udpog
coﬁra@ ndoac GpetTdg
Adgup’ Exwv En’ olnove (644-64E).
The son of Zeus and Alcmeme
hastens to his home
bearing spoils of all valor.
Hyllus: v Twy doroTov dvépa Bv EnL x%ovl. (811).
the best of all men on earth

Chorus : dyardievtov  (854).

the renowned one
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Chorus : 1OV Znvoc &Antuov deov (956).

Zeus' strong son
Chorus : dVaxTog, oLoLg otog Wy eiadvertal (1045). -

The king, so great a man, is drivén by suéh suffering.
Heracles: O Tiis &ploTns untpods dvopacuévos, |
0 tod nat’ dotpa Znvdg abén%eié yévog (1105—1166);18
I who have Been called.the son of.the noblest mother,
I who have claimed to be the offspring of Zeus in the
heavens.

Chorus: & tAfuov "EAAds, névdos olov eloopis

€Eovoav, dvpds Todse Yy’ el oporfoetol (1112-1113)

0 unhappy Greece, I behold how great |

a moufning you shall have if you lose this man.
With the exception of line 541, which is sarcastic (lines 644-646 are
bitterly ironic)? the réferences can all be uhderstood as allusions to
AHeraqles' physical strength. Waldock claims that the sentiment expressed
by Hyilus.in line 811, when he accuses his mother 6f having élain the
best man in the world, whose like they shall not sée again, is the
constant theme of the play; that is '"that Heracles is worth the tears
and the anxiety and the yearning, and we mus; accept it as seriously
meant.”1 Sophocles, Waldock believes, was not sarcastic every time he
wrote the "best of men.,"

The characters who call Heracles the "best of men" are not sarcastic,
but this provides no assurance thét Sophocies was not. Certainly, to
Deianeira (177) Herécles is the "best of men," because he is her husband,
the one she 1oveé. To Hyllus (811) he is the best of men, becaﬁse he is

his father and because of his tremendous physical strength. It is not at
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all certain, however, that Heracles is worth the tears,.anxiety, and .
yearning; in fact, the theme is not that he is worth tﬁe tears, bqt that
he is not worth them. Perhaps, if he did not indulge in self-pity to
such a great extent?.he would be a ﬁore sympathetic figure. It is only
through Deianeira and. her loés that Heracles becomes wbrthj of mourning.
Although the epithets attribute an appafently favbrable.reputaﬁion to
Heracles, they are not:illuminating in.terms of his character, and he is
certainly not described as having any moral qualities.

Aristotle requires that the tragic hero be "of the number of those
in the eﬁjoyment of great reputation and prosperity“ and that the hero's
fortunes must change €& ebTuxCag elc Svotuxlav as a résult of some great
error on his part. Reference fo the prosperity that might be expected to
accompany Heracles' incompletely defined reputation is almost completely
ladking. He has spent a year in the service of a Lydian woman while hi§
family has been living in exile. His fortunes do not change‘from
happivess to misery. His only_momentsvof brief happiness and prosperity
are deceptive, and are related by hearsay after he has fallen to gréater
‘depths of‘misery. The band éf'slave women he sends home are pefhaps.
representative of his prosperity, aﬁd they do cause Deianeira hesitantly
to recognize his success.zo

nis 6 obn &yl xalpoiu’ &v, &vépdg edrTuyH

nAlovoa mpdELv TrAvée, nmavdéluy ¢pevl;

1oAXd Tot’ dvdyun tHide ToUTo cuvipéxeuv.

Suws & €veotu ToToLvy £Y oxoroundvouc.

TapB8ely 1OV €3 npdocovTa,‘uﬁ omakﬁglnore (293-297).
Yes, 1 éhould have every right to rejoice

when I hear the news of my husband's prosperous success. -

Surely my joy must keep pace with his good fortune.
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Still, it is in the nature of those contemplating the
situation wéll to fear for the man who prospers so,
lest he féll.
There is, however, no direct reference to Heracles' prosperity and no
-indication at all that he considers himself to be enjoying prosperity.
Hyllus relates Heracles' brief moment of deceptive prosperity and prospective
happiness between the time when he clothes himself in the deadly robe and
the time when he completes the sacrificial slaﬁghce'_r (759££.). This is
the moment of the oracle's fulfillment. Deianeira speaks of it before
its realization:
HS N TEAEUTHV 10D Blov HéArer fsketv,
b foﬁrov apaé &9rov éé fd §; Sotepov
TV AouLTby nén Blotov edalwv’ Exeuﬁ (79-81).
.That either he would come to the end of his life
or have by now, and for the rest of his time
a happy life, once he had accomplished this tésk.
Heracles speaks of it in the moment of realiziation:
N uot xpdv@ TP ZRvTL Ho L nupévrp‘vﬁv
- Egaone udxSwv THVY éwéordrwv £uol
Aoy tedetofar  ud88xovv mnpdieLv waidc (1169-1171).
which told me that, at this living. and present time,
release from all the toils imposed on me would be
complete. And-I‘thought that then I should be happy.
Heracles cannot pass from a state of happiness to one of misery. He is
in fact, in a state of misery, hoping for release from his toils and the
attainmentlof.happiness. His condition changes only}from misery to

»

. - . ’ - N g v
misery; the oracle meant nothing other than, as Heracles says, 10 6 nv ap
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ob6Ev &AXo TANV Savelv éué  (MBut it meant nothing other fhaﬁ that I
would die then," 1172). |

Nor does Heracles satisfy Aristotle's requirement that tragic:
heroes perform their tragic deeds EL@dT&é MQL YLYVEOHOVTAS or ayvoUvtag
8¢ mpdfaL TO SeLvdv, €LY’ Votepov &vavapﬁodu fﬁv ¢Llﬁav.22 He does not .
recognize any of his actions as tragic. He neither regrets nor even
understands his action of sending Iole home to supplant Deianeira, and
he cafries this lack of regret and understanding to the ultimate extreme
when he orders Hyllus to marry Iole and does not respond in any way to
Hyllus' accugation that she is the cause of Deianeira's death an& Heracles"®

condition.

II. Knox

Knox' two generél’statements that the Sophoclean hero is "a
singlé personality facing the supreme crisis of his life! and is "a
heroic individual whose freedom of action implies full responsibility" do
not fully apply to Heracles. The crisis he faces is not the act of
sending Tole home to Deianéira, that is Deianeira's crisis. It is not a
turning point or critical situation for Heracles; hé does it without any
recognition or thought of its pqssible significance or effects. No other
coufse is considered, and Heracles never expresses any regrets at having
taken the action he did take. The supreme crisis Heracles faces is his
impending death, but this too does not seem to be the crisis of the play.23
It is the deciéion facing Deianeira when she has full knowledge of Iole
fhat is the crisis of the play; Heracles' death is neither turning point
nor critical situation, but the culmination of Deianeira's tragic

decision. When Heracles realizes the inevitability of his death, all
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action Has already been taken. He hés no control over the finai outcomé
of events other than his two commands to Hyllus. He is a pawn in the
action of the series of events set in motion by Deianeira. Heracles is
able to exercise freédom of éction, however controlled it may be by
passion (Eros), up to the time when.he hears that Nessus was responsible
for pfoViding the "love-philtre." Heracles, however, in no way accepts
full responsibility for his actions, preferring to blame others. He
kills Lichas, because Lichas brought the robe; he wants to kill Deianeifa;
because . she sent.the robé; he speaks bitterly of_and to Zeus; evern
blaming him for his sufféring_(OﬁaV ﬁ’ dp’ €90v léBdV, olav  "What an
objeét of outrage you have madeAme," 996), because Zeus is allowing his
death. He does not consider that his nature and actions may have been
even partially responsible for his present suffering. When he realizes
the part Nessus has played in the disaster and how it is in accordance.
with the oracle, all possibility of freedom of action and responsibility
is removed. ollhou, gpovi &0 Eungopds v’ £otapev  ("Ah! now I realize
fhe doom that is upon me," 1145), Heracles says, and the rest of his
actions are in response to his understanding of fhe orécle and éeemingly
in accordance withvsome sort of divine command. Waldock's opinion is
that Heracles sees the pattern of his 1ife clearly to the end; '"and from
now on his preoccupation is (so to say) to ﬁlay out his divinely.

appointed role."24
According to Knox and others, the Sophoclean tragic hero is isolated.
Although many indications point to his isolation, Heracles does not
convincingly satisfy requirements for the various types of isolation that
Knox mentions. During his prior 1ife.and_while in the grips of the poisonéd

robe, Heracles' isolation is on two levels. .On the one hand, he is

separated from humanity by being above it as the son of Zeus; a superhuman
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in strength, he will die the victim of a fate foretold by his father
(1159). On the other hand, he is separated from humanity by being below
mankind, on the level of beasﬁs. His pain is savégely physical, but it
is Zeus Vho occurs to him as the logical healer (1002). ihe heroic feats_
he -mentions (1092ff.) in his battles with monsters are‘also combinations
of the bestial and divine.

P. Biggs, téﬁ, emphasizes that Heracles is alone. In his nqrma1=
state he is remote from humanity; it does not occur to_éther’characters
to apply their human terms to him. 25 In his diseased state, his suffering
is incomparable,‘and his agonies can only be greater than his own labors
(854, 1090ff.). The extreme degree of his isolation is symbolized by
the effect of certain symptoms of his disease,vbringing him finally to
helplessness and forcing the groanless man (&ofévaufog 1074) to cry out..
As a sufferer, Heracles is cut off completely from his environment; he
has a morbid sensitivity of touch, and his first words are an inquiry |
to determine where he is and who the people around him are (983ff.).
Because his intense pain turns all his concentration inward and thereby
.intensifies itself, his awareness is not fqr externals.

V. Ehrenberg comments that the tragedy of Heracles iskthat'of his
own nature and his own actions. "Its veryicore is his greatnesé which
makes him‘believe that he is entirely independent, a law unto himself.'
E. M. Waith believes that Heracles' disregard for others is "a striking
feature of his isolation and of his stature.”27 Waith considers Héracles
to be supremely great and not at all self-centered or untragic.
P. E. Easterling, while still believing Heracles to be supremely great
and not untragic, does state that helis‘a "supremely self-centred hero."28

Kitto sees Heracles' greatness as a result of his self-centeredness.
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"Heracies is one who can do heroic things partly because he can sacrifice
everything to himself. He has never a fhought for another; he is entirely
self-centred, ruthless to enemies, acquisiti&e, possibly affectionate
(1147) but entirely selfish towards his family,-unfeéling to his wife,
_ transient with other women, and a véry great man."29
But is the equation of isolation and self-centeredness justified?
Is the Heracles depicted within the play réally "a very great man"?
Oedipus with all his self-awareness is driven to aétion by thoughts of
others, his supposed parents in Corinth and the plague-infested citizens
of Thebes. He recognizes a law of moral right and wrong existing‘outside
himself. Ajax, with his sense of self-awareness and .desire for personal
honor and glory, still remains driven by and accountable to. an external
ideal of martial honor and glory. There is a difference bétween true
isclation and mere self-centéredness. Heracles has'no ideal other than
himself and outside himself to guide him. He seems not so much isolated
as terribly self-centered.
| According to Knox, the.hero's isolation in tiﬁe and spéce imposes
on him the full responsibility of his own action and its consequences and
compels him to act without a past to guide him or a future to comfort
him. Heracles, however, as has been previbusly discussed, does not accept
full responsibility for his action, nor is it entirély clear that he is
isolated in time and space. He seems to accept the torture of the
poisoned robe as another labor and, in that sense, does have é past to
guide him.
& ToAAY 6N xal Sepud xal )dY@ HOHOL
nal xepol udl vdtoLou ﬁox%ﬁoagAéyé
¥OUTW TOoLOUTOV oUT dHOLTLS N ALog

s e L ) y )
tpoddnnev oVY’ o gTUYVOS EUpUG%ebg €uoL
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olov tdd’ N SordmiLg OLvéwe xdpn
Ha9Hgev &ﬁbbg Tols épots "EpLvdwy
VPavTOV &uelBAnoTpov, § SLéAAunoL '(1046—1052);'
Many are the toils for these hands, this back,
that I have had, hot and grievous even to tell of.
But neither the wife of Zeus nor hateful Eurystheus
has ever appointed mé to such a task as this
that the artful-looking daughter of.Oinéus has fastened
upon my shoulders, a ﬁoven, encircling net
of the Furiesg by which I am utterly déstro&ed.
At lines 1085ff. and 1092ff. he specifically mentions various of hié
previous 1ab5rs in conuection with his present and greatest labor.
GAarwv te uéxdwv puplwv éysucéﬁnv
noOsels Tponal’ Eotnoe THV EpGV XepdV (1101—1102).
and I ha?e.had my taste of ten thousand other.toils,
-and no one has set trophies of victory over my hands.
Perhaps Heracles' only isolation is that previouély he has always
inflicted suffering and has never before been the one toireceive it.
There is no question Fhat the present is a crucial time for Heracles;
Bl uou xpSv@ TH ZHvTUL HAL nopdvti viv
Epaone pdyBwv THV EpegTtdTwy EuoL
Aﬁopv Tedetodor  (1169-1171).
which told me that, at this living and present time,
.release from all the toils impdsed on me would be complete.
He does not, however, seem to consider himself isolated within the time
and space of his end. It is of no great concern to him that he is cut

off from his family, except for Hyllus. He has evidently been habitually
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inattentive to them. He asks Hyllus to call together all his other children
and his mother Alcmene (1147-1149), not having paid enough aftention to
them td know, or at least remember, that some of his children are in
Thebes and the others and his mother are at Tiryns. Upon hearing Hyllus"®
report of their whereabouts, he displays a conspicuous.lack of response.
Making no further mention of his other relations, he proceeds to turn
his whole attention on Hyllus. His connection witﬁ Hyllus is probably
the strongest evidence againét his isolation. He is able to and does
command Hyllus to carry out certain tasks related to his death by burning
on a pyre.31 Heracles does not experience the total isolation of
- Deianeira that causes her to kill herself.. That Heracles has such a clear
picture of how his end is to come, even though this play confains no
evidence or thought of his apotheosis, denies his isolation in time with
1o future to comfort him. His future, as known from the oracle, comforts
him by releasing him from his‘pathetic, womanly suffering. His order to
- Hyllus to marry Tole and his self-determined assurance that the order will
be carried out provide him with still another connection with the future.

The foremost difficulty in fitting Hefacles'to Knox' model of the
Sophoclean hero is that he does not perform an action that he recognizes
as critical and causative. His suffering has been made inevitable by
Deianeira's initial decision and action. His own action ié merély in
response to Deianeira's and  exXxercises no control.over the outcome of the
play's events. Knox' requirements thatrthe sourcé of the.hero's action
as well as the greatness of the action belong to the hero alone cannot
apply to Heraéles, nor does.a free and_responsible action bring Heracles
through suffering to victory or cause him to fall and experience defeat

before he reaches his final victory. The action Heracles takes during "his"

portion of the play is the result of the play's action and not the cause of
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it. No heroic action brings Heracles through suffering. He cannot endure
suffering; although he has inflicted it on others, he cannot bear it
himself. For Heracles suffering and glory. are ﬁot bound into an indissoluble
unity as they are for Knox' Sophoclean hero. Heracles hates his suffering.
because it makes him weak and woman-like (1071, 1075);.it is a humiliatipn,
not a glory. His only final victory will be to make an end of his
suffering,'naﬁld_TOL HAUDY  aDTN, Tekeufﬁ T0U8¢€ f&vépég votdTn
("The respite from suffering is this--my final.gnd,” 1 1255-1256).. His
last two speeches (1252~1256Vand 1259-1263) indicate that he finds no
glory in suffering, his victory will be none other than his own defeat.

Knox' hero :enders his action fully autonomous by refusing to accept
his human limitation. Heracles canﬁot satisfy this point, not only
because of the problem of his action, or rather nonFaction,‘but also
because of his position as the son of Zeus. He is not clearly énd
nééessarily Bound by human limitations. It is Knox' yiew ghat Byvdefying
the gods, who are guardians of these limits, the hero removes from
them responsibility for his action and its consequences.. Heracles,
however, in his position beyond human limitations,33 maintains his
uhmitigated refusal of acceptance of responsibility. He may have defied
Zeus by such deeds as killing Iphitus and sacking Oechalia, but in his
childish willfulness he will not admit to himself that he has done wrong.
Heracles addresses his first speech to Zeus, § ZeU / w0l yds fnw;

("0 Zeus, what land have I come to?" 983-984). .In his second speech
(983£f.), he agcuseé Zeus of being responsible for his suffe?ing.
otav u’ &p’ #%ov AdBav, olav (996).

What an object of outrage you have made me!
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1Cs Ydp &ouéds, Tls & xeupoféxvng

Latoplos, 8¢ THvs’ &tnv

xwpLe Znvde nataxnifdoer;  (1000-1002)

Is there any enchanter, |

any craftsman surgeon who can -

exorcise this curse, but Zeﬁs?' .
‘Even after'hearing from Hyllﬁs (1138-1139) that Deianeira had good
intentions and had anointed the robe with what she thoﬁght was a otépynue,
a love charm, ©S mpooetde TovS &vdov Y&ﬁobs ("when she saw that marriage
in her houée" 1139), Heracles never considers that he might bevresponsible'
for what has happened.' He merély asks which Trachiﬁiaﬁ druggist provided
the charm. Having learned that Nessus was the source, he again does not
accept his owﬁ responsibility34; instead; he accepts the inevitability
of the oracle.

Nor is Heracles' shirking of reéponsibility restricted to the end of
his life and the end of the play. During his speech, Lichas; having told
of Heracles' enslavement to Iole (oUx ékaé%;pog, / &Ai’ Eunoindele,

"he was not free but a bought'as.a slave' .249—250), twice streséés
Heracles' own admission of the shameful bondage (ds eno’ aﬁng, "as he
himself declares" 249, wg adros Aéyer, "as he says himself" 253).
However, it is Zeus who is labeled as the author of the deed (Zebg 0ToU
Tpdutwp @avi ''Zeus appeérs to be the executer of the work" 251;

6 1@v andvtwv Zebg mathp’ "OAduniog, "he who is the father of all, Zeus
Olympian'" 275). As Easterling meutions, one may feel that it is a gross
shifting of responsibility to call Zeus npdxtwp and therefore excuse
Heracles. Perhaps Heracles' behavior ought to be seen in the saﬁe way

as any religious authority. An act of impiet& has been committed, and a

penalty must be paid before the doer can be &yvdc (cf. line 258) again..
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In Easterling's view, the appellation Zebg mpdutwp is "patently ironical."35”

It is Knox' view that, despite the hero's self-created isolation, the
presence of the gods is always felt and, even though tﬁe hero fights
against them, one feels the gods may have more concern and respectvfor
him than for the common man. “Heracles, in his self-centered isolation,.
is always aware of his sonship from Zeus. He never consciously fights
against the gods. His passive‘yielding to Eros is manifest, and, in his
delusion and self-centeredness, he does not consider that his actions
may not be approved by Zeus. Respect of the gods for Heracles is not
very apparent in thé Trachiniae. Zeus' punishment of Heracles for His
immoral actions, killing Iphitus (ép?ou 5 Enory foﬁée unQﬁoag dvok,
"But the king was angry on account of this act of his,'" 274) and sacking
the city of Eurytus, is certainly not inflicted out of respéct for some .
nobility on Heracles' part. It is an interesting queétion that the
Chorus ask: €nel tlc &6e /.TékaLCL ZHv’ &Boulov elbev; "Jhen has
anyone seen Zeus so careless of his children?” 139-140). |

Knox' hero is faced with either possible disaster or‘é compromise,
the acceptance of which will betray the hero's conceptioﬁ_of himself,
his rights, and duties. Heracles is faced with no choice, but with an
unchosen disaéter that does, indeed, betray his conéeption of himself
( 9fiAvg nﬁbnuab TdAas "In my misery I am discovered a woman , " 1075) and
iwhat he considers to be his rights as the son of Zeus (%aiu’ Gv wéppwdev
t6oCunv "Even to see him from afar would be a wonder'" .1003). The
resolution of the hero against the course of compromise, according to
Knox, leads to the dramatic tension of Sophocles' plays. Heracles'
only determined resolution is formed after hearing of Nessus' role in

supplying the '"love philtre," at a point (1141-1142) rather late in the

play to be responsible for leading to the play's dramatic tension. It is
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true that throughout the play Heracles remaiﬁs true to his Ehxsis of
extraordinary énd willful physical strength and power. But, because he
does not make any conscious, critical decision or fake any such action,
his role, as has been mentioned previously, seems to be of a force
rather than of a heroic character.

The significance of Heracles' fulfillment of certain of Knox'
qharacteristic recurrent pattefns of character in situation and action is
nullified by his lack of critical decision and action. The Heracles. in
.the Trachiniae, the Heracles who, having come from Thebes Tééa nal
Adyxos bénakév Te tLvdoowv  ("brandishing his bow, his spears and club"
512), conquered the river god Achelous and 1ater‘killed the centaur-
Nessus, exhibits conduct that could be described as "wild," "raw and
savage," and "hard." 'The Heracles whe actually appears in the play,
filled with desire for revenge on Deianeira,bexhibits thesé traits to an

even greater degree.36

Although his decision to act by killing Deianeira
is not a critical decision within the play and is a decision that he
completely forgets after hearing Nessus' name, he expresses it in the
fiery temper characteristic of Knox' "angry' Sophoclean hefo. Even Before
he enters, the Chorus focus attention on his arrival by saying that they
have heard he is approaching, &onefdv fu Saﬁﬁa ~ ("an unspeékable wonder "
961). Hyllus' words, addressed to his father, give a full picture of
the rage and fury of Heracles.

66g wou qeaurdv, un ToooUToV O¢ 6duvﬁ

Sunp éﬁcopyog. ol Yup v yvoing év’oEg:

xalpeLy mpodupf xdv 6tols dAyets updtnv (1117-1119).

Give me yourself without this grim anger that.stings you

to such passion. Otherwise you cannot learn how mistaken

is the pleasure your passion craves, the pain it feels.
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WV gob otpagetn dupds, el 10 1AV pudSorc (1134),
Even your passion would turn aside if you knew all.
Like Knox'.Sophoclean hero, Heracles does not want to hear. At first,
he does allbw Hyllus to Speak;
enel TAPEoXES AVTLOWVRoAL , ndfap,
OLYNV TapacxV HADIC ﬁou voodv Ouws (1114-1115).
Father, since you allow me to "speak to you.now,.
hold your silence and listen to me, thoﬁgh you are sick.
He is unwilling, however, to listen to anything that wili disturb his
reso’lutién.37 When Hyllus ﬁentions his.mother, Heracles; rage and
defenses rise and he refuses tb listen.
Heracles: & maywduiote, ol napeuvﬁcm‘y&p ad
ThS matpogdviou untpdg, Og #AVeLv Eue;
Hyllus: Exeu yop oYtws dote uh IRGAY npénébv.
Heracles: o0 6fita tols ve npdodev huaptnuévore (1124-1127).
You malignant cufse, will you again ﬁake mention
of the murderess of your father--and in my hearing?
Her state is such that it is not fitting to keep silent.
4No, no silence for the crime she has cOmmitted!.
Contrary to Kﬂox' Sophoclean hero, Heracles not only finally listens
(Aéy’, edraBo® e un paviis rouds yeyds "Speak, but have a care. Do
not disgrace yourself," 1129), but also, having heard, surrenders his
fury. He is enough unlike the "angry," "strange,” and "terrible" hero
at this point that Hyllus feels assured enough to join sides with-him.38
nuets &’ doou ndpeopev, el TUL xpn, wdtep,
1pdooeLv, uléov%eg égunnpefﬁcoﬂev (1155-1156).
But we who are here--if there is anything,'

Father, we must do, we shall listen and assist you to the
utmost.
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Whereas Heracles' former physical feats were aeeds "outsized,
extraordinary, prodigious,' as he realizes his impénding death, heuforcés-
"outsized, extraordinary, prodigious" deeds on Hyllus with unreasoﬁabie
violence.3? ota u’ eﬁpfacau ("What have you done to me?" 1203), Hyllus
says, to be met by Heracles' harsh words, Srota épac%éf €01V ("What
must be done," 1204). It again remains clear that, despite all the fury
énd raging pseudo-heroism thét Heraéles finally displays, he is,.in
effect, the actual Culminatién of the play and not the one effecting
the play's culmination. |

Knox requires that the hero remain unchanged, in defiance of time
and its imperatiye of change. Heracles does change. 'When he understands
the significance of the oracle, he accepts his limit in time ( xpdvgy

TP LHVTL *oL napdvte viv, "at this living and present time" 1169) and

accepts death.4o
There is no question that Heracles fulfills Knox' requiremenf that

the hero be loyal only to his conception of himself; self»cente;ed
Heracles is loyal to nothing else. Knox' heroes justify their positions
by their elyéveia, xAéos, and edoéBeia. In justifying his position,
Heracles comes very close, even for a demi-god, to what Knox refers to

as an "éssumption of divinity." 1In response to Hyllus' inquiry GAA’
EnSLEaX9D 6fite duooeBelv, ndtep; "But have I learned impiety, Father?"
1245), he replies, oV dvooéBera, ToOudV el Tépdperg uéap "it is no
impiety if you give my heart pleasure," 1246). In his commands to Hyllus
Heracles fulfills the following of Knox' heroic requirements: he is
driven by 9%upds and closed tovthe appeals of reason, he is exasperated by

the feeling that he is being denied respect, his sense of what is due to

him from his son is outraged, and he appeals'for vengeance on Hyllus if

_he remains disobedient. Because, however, Hyllus does obey in the end,
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Heracles is released from the heroic feelings mentioned above. He is
.relieved from the possibility of a final isolation, and he goes to his
death neither pdvog nor €pfinoc.

Heracles does possess a strong sense of his identity, his individual
and independent existence, his difference from others and his resultant
uniqueness, and his own worth as an individual,.all of whiéh Knox cites
as traits of the-hero. Heracles fails to fulfill these traits as required
by Knox in two significant ways. First, he does not face a decision at
a critical moﬁent,'which becomes a matter.of.choosing between defiance
and ioss of identity. Second, even with what seems to be his fierce
sense of independence, he does submit to being ruled; he does not remain
free, but is a slave to his passions and his body.41»

This apparent.fault in Heracles' independence introduces the final
point to be considered of Knox' model of the Sophoclean tragic hero.
According to Knox, the hero, having set his own conditions for existence,
is more prepared to 1ea§e life than to.chaﬁge and will.assert.his will
to the absolute end of defiance, death. The final result of the hero's
isolation from the world of men is supposedly his wish for death; by
choosing death, he arrives at the logical end of his réfusal to compromise.
Heracles does wish for aeath42 after he has been locked in the grips of
the anointed robe, because he cannot bear the physical pain ;nd
disfigurement. He cannot choose.death, because his death is inevitable
no matter what action he takes. In a way, he is‘driven to his end by his
refusal to compromise. His refusal to abandon his passions gnd to iove
only Deianeira has caused her to assert her will, and her love and will

cause his death. Living in human society is one continuous compromise

of subduing one's own will and desires to the. requirements
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of others. ;Heraéles' death results from his lack of consideration for
the requirements of ophers..

Heracles oscillates between the two worlds of mythology and reality,
in the former as the son of Zeus, accomplishing all by his.might; in the
latter as a pathetic mortal with a pain-racked body. It is the latter
Heracles who dies; his apotheosis is entirely suppressed in the Trachiniaef
As H, A. Mason rémarks, it is inconceivable that Sophocles could have
given so many oracles prophesying Heracles' fate ﬁitﬁout hint of further
meaning than death as the end of his labors without the understanding that.
Heracles' mythologicai sequel is irrelevant to the Trachiniae. Heracles
is the son of Zeus, but the '"rest from labor" Zeus promiseé him is death
and death alone. Knox believes that only the fact of death can make
an action heroic, and Heracles cangot be denied position as the hero of
the play on the ground that he does nét meet a mortal death.

‘R. C&‘Jebb feels that Heracles' deéth completes the Homeric conception
~of Heracles in the play. "And this is in perfect harmony with the general
tone of the Trachiniae. The spirit in which the legend of Heracles is
treated in this play is essentially the epic épirit."44 Slater believes
that in his moment of déath he will assert mastery over his 1ifé.45 But
Heracles does not actually meet his death within the limits of the
play, and within the play he is seen not as master, but éervant. As Biggs
cpmments; his might is always at the service of someone or something
beyond his control. Lven in the description of his heroism, the element
of servitude is stressed; his heroic exploits are service. Zeus leaves

Heracles no claim to dignity, not even the honor of the decision of death.
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II1I. Whitman

"Since Whitman's conception of the Sophoclean hero is very idealized.
and the,Heraclés of the Trachiniae is not, it is inevitable that Heracles
will not conform well to his heroic model.46 This model requires that the
'behavisr and will of the tragic hero represent the true action of the
play; As has been discussed previously, it is the behavior and will of
Deianeira andvnot of Heracles that cause and represent the actioq of the
piay. Heracles is a slave to forces and is nﬁt an independent agent. -
Therefore, his action in the play represents those forces, while Deianeira's
action and acté of free will in conflict with them represent.the true
gction of the play. Wﬁitman's model requires thatveach tragic hero be an
example of gzggé and that the hero's encounters with disasters and trials
result from the clash between his gggﬁé and the imperfections of other
human beings, the traditional gods, and life iiself. Waith believes in
Heracles' areté. ‘His self absorptién is a concomitant of the primitive
EESEé which makes obligations to others secondary to the hero}s devotion
to his own integrity."47 Waith also says of Heracles, "His injuries to
others and his infringements of society's moral codes are incidental te
a career whose end is an undiluted tragedy for society.”48 However, the
Trachiniae does not depict Heracles' death as a tragedy for society. The
Heracles of the play is the husband of Deianeira and his labors are mentioned
in an incidental fashion as an illustratioun of his strength and not as.an
illuétration of trials suffered for society. Whitman believes that the
final picture of Heracles, with his abysmal selfishneés and furious ravings,
is consisfent witﬁ the picture of a ﬁan consumed by disease. Heracles is
interested solely in himself, unshaken by self-doubt or hesitation in his

, .
passions. He is not an example of arete,. and the disasters and trials he
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encounters during the play are a result of the clash between his imperfections
 and the gzg&é of other human beings (notaBly.,Deiaﬁeira's), the traditional
gods, and life itself.
AcCording:to Whitman, the indomitable will of the struggling'hero;

_ and not the conventional Olympian figures, is the sourée of true divinity.
Heracles lacks an indomitable will, as is clearly seén in his womanly
reaction to his sufféring. His only divinity is as fhe son of Zeus, and
he feels alienatéd even from that during his suffering. It does not seemr
1iké1y that Heracles' faults of passion and bestiality, like the faults
of Whitman!s heroic ﬁodel, are really signs of his perfection that conflict
with the blindness and wrongness of life about him. Heracles doés not
have the real self-knowledge of Whitman's maedel and; although he at
first appears to be a law unto himself, his destruction brings eveﬁ th#t
into question. Whitman's hero's stubbornness and self-willed independence
keep him from yielding to his fate. Heracles yields instantly to his
fate when he hears Nessus' name and recognizes the significaﬁce of the
oracle. His is not a tragedy of '"late learning," because, having iearned,
he never considers the poséibility of having done anything diffefently.
Whitman's Sopheclean hero ''seems to be less under the obligation to
worship the gods.than to fulfill his duty to himself."49 Other than his

pleasure, does Heracles have a duty to himself?

IV. Webster

Webster's six basic aspects of the Sophoclean heéro, insofar as they
have been accepted in the model of the hero'presented in chapter one, are
fulfilled only to a small extent by Heracles. According to Webster, the

hero is conscious of his birth, and, as one who is riobly born, conforms
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to certain standards of life and action. . Heracles is consciouslof his
sonship from Zeus; perhaps he feels that as a demi-god he does not have
to conform to standards of life and éction. Webster believes that the hero
has‘a duty to bé loyal to his parents and a right to expect loyalty from
his children. Heracles is not loyal to Zeus but.demands loyalty from
his son Hyllus.So The relationship between father and son, the fatherhood
>.of Heracleé and ghe fatherhood of Zeus, is an ironic one. Heracles is
unaware of the inherent inconsistency when he'justifiés the terrible
demands he makes of Hyllus to build the pyre and marry Iole by appealing
to the "finest of all laws, obedience to one's father" <1177—1178, cf.
1244). Heracles threatens to disown Hyllus, assumiﬁg that to be his son
is someﬁhing of which to be proud (1204’1205)i He betrays no trace of
consideration for Hyllus' féelings, only for his 6wn; it is not an impiety °
to marry Iole, oU SucoéBela, Todudv el tépdere wndap ("It is no impiety
if you give my heart pleasure' 1246). Easterliﬁg takes Heracles' demands
-0of Hyllus '"to be not so much a further indictment of Heracles for hubris;
but proof. in action of the complete misjudgment that Heracles has made
about‘life;bjust as hé came triumphantly to Cenéeum to sacrifice so now
- it never occurs to him that lie has ever Secn other than an ideal son.”51

Webster's second heroic aspect attributes frankness, fortitude, and
sensitiveness to shame to the hero. Webster notes that Heracles takes no
pains to hide his mistress from his wife and that on the only occasion on
which he used guile against a foe (Iphitus) he paid heavily for it. He
is ashamed of being killed by a woman (1062) and it is this shame as well‘
as justice that enters into Heracles' desire for vengeance. His shame,
however, does not stop him from his womanly cries, and he‘necessarily is

further ashamed that his sufferings have broken down his fortitude (1071).
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He has fallen shért oflhis own ideal of heroism, and he fails to satisfy
Webster's conception of the hero as one whosé fortitude cannot be broken
by misfortunmes.

In accordance with.another of Webster's aspects of the hero, Heracleé
is not remarkable for his soghroszne. He exhibits arrogance;“violence,_
haste, inflexibility, and folly and has a strain of cruelty and violence.‘
Heracles, however, fails  to fulfill the last of Webster's heroic aspects
because his vices are not closely éonnected Qith the virtues of spirit,
energy, firmness, and idealism. Séphocles has taken the heroic figure of
Heracles, accepted by certain traditional standards és dpLotog &vsphiv,
but has emphasized the utter savagery and brutality of those standards.52
The son.of Zeus is not above human standards, but belowrthém, as Murray's
questions  and answer about the Heracles who is borne on stage while
sleeping reveal. '"Is there really some greatness, some generosity} behind
the ravenous lust and fury which is all that others have seen in him?

Is there something in the Soun of Zeus, the dplartog &vép&v,-which when we
come near it we can recognize as divine? _Quite the reverse."53 Webster
allows that tbe hero may fall short of standards, but that he himself is
usuaily conscious of his'shortcomings. Heracles, in his sélf—centered
arrogance, is never conscious of any of his shortcomings.

Thefe is a striking contrast between the ioudly suffering Herécleg
and the silently suffering Deianeira. The Heracles of this play lives
in a self-chosen world of physical competition, Qiolence, and pain;
he has no discrimination at the level of reason and justice. He takes
physical revenge for physical pain on the nearest available object and
summons Hyllus to help "even though you must die with me." Heracles'
feelings seem to stop at the outer surface of his own skin, making it

difficult for anyone to suffer with him.2%
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V. Gellie

In Gellie's judgment, the protagonist is called upon to deal with
a.ready—made state of evil. Whatever action he takés will be wrong, butv
he acts and is destroyéd by his action. Heracles is not called upon to
deal with a ready-made state of evil. 'By sending Tole home to supplant -
Deianeira,‘he creates a state of evil for his wife. He himself must deal
only with the result of what Deianeira is called upon to deal with.55
At that point, there is no choice of action open to him, and whatever he.
does cannot alter the inevitability of his death. |

In his chapter on the Irachiniae, Gellie makes some unwarranted and
incorrect comments about the action of the blay. According fo Gellie,
there is not much certainty of anything until Heraéles comes on the scene..
Heracles is the only one who is hwhere-the action is,"56 and his home in
Trachis has to depend on memories of long ago and reports from far away
for information. The play has to work by remote contrbl through reactions
to actions and decisions taken at a distance. The mainspring of Deianeira's
anxieties is that she can never know anything for certain.

Heracles may be "where the action is," but he is not where the action
of the play is. The play does not depend on actions and décisions taken
at a distance, because the real action of the play is the act and the
result of Deianeira's decisions, especially her decision to use the love-
philtre. Gellie himself later remarks that the real action of the play

. 57
has its foundations in Deianeira's heart.
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VI. Kirkwood
Heracles does not satisfactorily fulfill Kirkwood's heroic requirements

for the same basic reasons as have been discussed above. Heracles is not
- responsible for "the life-giving combination of strong chaféctervand
revealing situatidn“58 that Kirkwood feels is at the heart of every Soplioclean
blay. He does not undergo a series of tests from which ﬁe.emerges newly
revealed and with added strengﬁh, but barges his way through the blay_at

59 He is not what one could

the same unenlightened and bestial level.
easily call an admiréble character, and he is not confronted with a
critical situation. Again, Heracles does not accept his own.requnsibility
for his fate. Unlike Oedipus, whése acts were "not predestined, merely
predicted,"” Heracles,‘after understanding the meaning of the‘ofacie,
accepts his death as prédicted and predestined.

There is a quality of brutality and capricious violence in his
reported deeds, his drgnkenncss.(ZGS), his murder of Iphitus.(169f273)
and the innocent Lichas (779-782), and his indifference to his.son's
welfare in demanding help for himself (7975798). 'Tﬁis impression is
strengthened when Heraclgs appéars,-by his unSridled hatred of Deianeira
and his boundless self-praise and self-pity; He is both impressive and
grotesque.

Heracles possesses more than what Kirkwood refers to as the standard
human equipment of emotions and frailties without even the standard of
heroic and redeeming devotion to an ideal of conduct. His faults cannot
be in the closeét possible connection with his strength and nobility,
because he is lacking in all but physical étrength.‘ According to Kirkwood,
' 60

"tragic fault is not guilt, and tragic suffering is not punishment,"

and the hero does not precipitate his own suffering. If Heracles has a
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tragic fault, it is his inability to rise abo&e his bestial.nature; Hié
suffering as a result of this fault appears in many ways to be a
punishment, even‘though Heracles does not recognize it as such.

Kirkwood's Sophoclean tragic hero endures his suffering and rises
to the stature of a moral hero. Heracles does not endure his suffering |
at all until he recognizes the truth of the oracle. During his suffering,
his self—centereéness and bestial nature are at their mdst‘obvious.
According to Kirkwood, the greatness of the hero's devotion to nobility
shows that in heroism there existsvan enduring value that stands firm in
spite of suffering and death, which is madé clear by Soéhocles' way of
contrasting the heroic with the unheroic. Heracles' only form of heroism
lies in his physical strength, which does ﬁot endure. (& yépecg xépes, /
- vidta wal otépv’, & ¢CAop Bpaxloves, / Unets énetvor 60 nadéotad’
"0 my hands, my hands, O my back and chest, 0 my poor arms, you that are
in such a state" 1089-1091). 1In fact, Heracles is the unheroic with

which Deianeira is contrasted.

VII. Lesky

According to Lesky, when.great tragic figures take up their fight,
their concern is human digpity, not mere existence. For what human
dignity does Heracles fight? And, what is he more concerned about than
his own self-centered existence?

Heracles kills the innocent Lichas, boasts of being the.savior of
Hellas, yearns'to take vengeance én Deianeira, and distorts the meaning
of his labors to the extent of seeing'Deianeira'as oﬁe of the monsters
he slew (1110-1111). Sophocles has turned the Heracles of the usual legend

who did miraculous deeds and thus became the benefactor of mankind into
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almost the opposite, "a man who follows his own nature and desires
without restraint, commits outrageous misdeeds, and thus becomes a.danger
andva menace to other people."61 The overwhelming force of the entirely
self-centered Heracles who is unable "to give himself" to anybne else
(ct. 1117) and is “entirely lacking in self—knéwledge and therefore unable
to realise that he has brought misery hpon himself"62l is most manifest
during his final commands to Hyllus. Heracles will meet his death without
having Lisen above his own nature; his death will mark the end of his
life and his sufferings, but nothing more.

"It is Deianeira whose life and death have a purpose in theAplay.
Heracles could hardly be considered the hero of his scene, let alone
' 63
the hero of the entire play. Deianeira exists because of and finds
her identity in Heracles, but iﬁ the play's'structure Heracles exists
because of Deianeira. Heracles does not satisfy many of the characteristiqs
ascribed to other Sophoclean heroes, and he does not emergé within the

play as a free individual whose acts of will determine the course of the

play's events. Heracles is not the hero of the Trachiniae.
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NOTES -- CHAPTER THREE

Heracles does not speak until line 983.
Kamerbeek, 25.

Although cf. Slaéer (59, also 62), who believes Deianeira's body is

 visible during the final scene. "The telos of her tragedy is revealed

10

11

visually, the arkhe evoked by the words."

Kamerbeek, 26,

Kamerbeek, 26.

Cf. Slater, 63. Deianeira, on the contrary, sets her will against the
anguish and pain that Heracles has caused her by sending Iole to her.
She_walks‘away in silence from Hyllus' painful words, hides her

lamentations in proud seclusion and dispatches herself with courage.
Jebb, xxxvii.
Jebb, xxxviii.

Jebb, xxxviii.

Penelope Biggs, "The Disease Theme in Sophocles' Ajax, Philoctetes, and

Trachiniae," CPh 61 (1966) 228.
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And, belying Lichas (235), Heracles does not return 'unburdened by disease."

P. E. Easterling, "Sophocles, Trachiniae,” BICS15 (1968) 62.

Perhaps the point of the stress on slavery is "to make us wonder if

Heracles the enslaver was not after all a slave himself" (Easterling, 61),
Biggs, 230.

Instead of for Hyllus. Cf. H. D. F. Kitto, Poiesis Structure and Thought,

Sather Classical Lectures Vol. 36 (Berkeley and Los Angeles, 1966) 170.
Kitto, Poiesis, 166.
Waldock, 86.

H. A. Mason, "The Women of Trachis (Part IL)," Arion 2 (1963 114.

This citation reveals Heracles' notion of how he is considered by others.
Kamerbeek's note on the two lines is: "In my opinion the aor. partic. .
[aﬁén%éLﬂ, contrasting with the perf. partic. ®vopacuévog , suggests
how estranged he feels from his sonship to Zeus" (228-229).
The reputation he wants to maintain for himself is that of his physical
strength, as is evident in the following lines:
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HalL TEV nanods ve ual Savhv ETeloduny (1107-1111).

19 waldock, 85.

20 Ironically, these slave women, who are representative of his prosperity

and hope for happiness, lead to his final destruction..

21 5odAAw in the passive means "to fail, be tripped up; to be deceived."

Heracles is both tripped up and deceived.

22'Poetics 1453b.

23 Heracles does not even have the honor of the decision of his own death.

24 yaldock, 88.

25 It seems, however, that Deianeira does apply, or at least tries to

apply, human-defining terms to Heracles.
26 yictor Ehrenberg, "“Tragic Heracles," DUJ 4 (1943) 53.

E. M. Waith, The Herculean Hero (London, 1962) 24.

28 Easterling, 66. Albeit, Heracles is suffering in the extremes of pain.

29 Kitto, Greek Tfagedy, 294.

30 Heracles isolates himself from the past to a small and selective extent

by refusing to be guided by what he must know of Deianeira's loving
actions of the past. He refuses to understand Hyllus' vindication of

.Deianeira, and justifies the refusal by his disease (1120-1121).

31 Heracles cannot destroy his suffering's real source, but must depend

on others to build and light the pyre.
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32 Perhaps because he is incapable of finding purpose or meaning in his

suffering.

33 A position he holds either by right of his status as a demi-god or as a

resuit of his own defiance of human limitations.  Since_in the play he

is not granted priviléges as the son of Zeus other than the epithet
itself, perhaps the latter is fhe more likely circumstance. :Nevertheless,
.it is worth noting that Heracles does see himself as clearly the son

of Zeus.

34 Heracles was, after all, the one who slew Nessus.

35 iy . _ : '
Easterling, 61. Two points may be made here. First, as has already

been mentioned, one ought pefhaﬁs to be surprised that Heracles sees fit
to sacrifice to Zeus as though his behavior in sacking Oechalia has been
what Zeus would desire. Second, Heracles has been behaving as if Zeus
was his champion in sacking the city, although it was actually Eros

(354-355). Heracles, bewitched by his passions, wanted a xpdgpLov Aéxoc.

36 In his final speech Heracles addresses his soul with a word characteristically

used to describe Sophoclean heroes, ¢Uxﬁ ouinpd (1260).

37 One almost feels that Heracles does not want to hear of Deianeira

because he lacks conviction for and a sense of rightness about what he
has resolved to do. He does not refuse to listen ﬁecause his mind has
"been irrevocably made up, but becguse it has not. He does not want
the disturbancé of having actually to think about something his rage

and passion have decided for him.

38 This union with Hyllus is evidence against Heracles' isolation.
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According to Kamerbeek (243) this unreasonable violence is reminiscent =

of Oedipus', Ajax', and (reon's and displays a certain aspect of the

typically Sophoclean hero.

Perhaps, though, he sees his death as a release from time and its

imperatives of change?

It might be said that Heracles remains independent in giving free rein '

to his passions and by refusing to be held back by Deianeira or the

‘opinion of othérs; but is it really freedom to be driven to destroy

an entire city for the sake of passion? Also, Heracles' lack of self-
restraint in his self-pity and suffering of his physicallpain clearly

indicate that he is a slave to his body.

He never considers killing himself.

Mason, 119.

Jebb, xxxv.
Webster believes that to Deéianeira and Hyllus Heracles is the “best of
all men'" in the Homeric sense; he is a champion, mighty warrior, and has

a sensitive honor like Ajax.
Slater, 64.

Also, in forming his model, Whitman has considered Deianeira to be the

hero of the Trachiniae,
Waith, 24.
Waith, 26.

Whitman, 40.
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Also, Heracles is not loyal to his wife, but demands loyalty from“her.
After the news about Nessus' poison (1142), Heracles seizes on the mention
of Nessus and forgets Deianeira. His nature is inflexible, and he is
filled with resentment at his sufferings. Webster believes that Iole
has taken the place of Deianeira in Heracles' affections and fhat,

even if Deianeira were alive, he would never have forgiven her.
Easterling, 67.

And he "has shown us the whole miserable story through the eyes of

one woman, and presumably the one who suffered most" (Murray,

"Heracles, 'The Best of Men'," Greek Stﬁdies (Oxford, 1946) 113).

Murray, 120.

Richmond Lattimore, Story Patterns in Greek Tragédy‘(Ann Arbor, 1964)_60
wfites: "This Heracles is called by the persons of the play in all
sincefity ‘the greatest of men'....BQt the greatness and good achievements
of Heracles are 'given'; they are what 'everybody knows'; and the person
comes out barely sufficient and credible as the hero who commanded the

love of Deianeira and the affection of Hyllus."
Cf. Gellie, 68.

Heracles is not even aware of the difficult decision with which Deianeira

had to wrestle. He is not interested in her intentions, only in her act.
Cf. Gellie, 56.
Cf. Gellie, 61.

Kirkwood, 11.
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Kirkwood (118) remarks that Heracles is part of the mighty sweep of

events by which Deianeira is overwhelmed.
Kirkwood, 176.
Ehrenberg,V56.
Ehrenberg, 57.

It is Whitman's view that his long final scene is one of planned
cruelty, presented in order that Deianeira, who is alone throughout,

may still remain alone and unloved.

129
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CHAPTER FOUR.

CONCLUSION: DEIANETRA THE TRACHINIAN

The Deianeira of Sophoc1es"Trachiniae has been called "perhaps one
of the greatest characters in all éf ancient 1itératuré"1; and to the.
extent that she is great, it is both in spite of and because of Heracles.
Heracles acts both as a force, which.thrusts Deianeira into her position
as hero, and as a.tool'of her heroic action. It hés been said of.Heracles
that, even "if he is not in the ordinary sense of tﬁe word a sympathetic
character, he inspires in the other characters extraordinary love and
loyalty, and becomes almost an object of veneration,"2 and that "Heracles
is established for us as a man of men, a man who, whatever his failings,
has qualities that can command infinite devotion from a woman._"3 Each
statement totally violates the spirit of the play. Heracies.is not
"an object of veneration," and he does not actively "command'infinite
devotion from a woman." It is Deianeira and her love that play the
active and living roles in the play. .

Heracles is not characterized or made noble and heroic by
Deianeira’'s love. His sphere, which is monstrous, violent, and destructive,
is one apart from her human, loving, and creative sphere,lalthough she
does use an instrument of his sphere in her ultimate attempt to recover
his love. In-contraﬁt.to Heréclés, Deianeira is made noble and heroic
in her own love, because in her infinite warmth of heaft she is aﬁle ﬁo
love a creature so undeserving of her love. Heracles does not appear,
in the total terrér of his self—centered existence, until Deianeira has

killed herself for love of him, and then the full tragedy of her love
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and death is realized.

Musurillo comes close to understanding the significance of Deianeira's
tragic role in the course of his discussion of why it is incorrect to
call the Trachiniae a diptych play. "Heracies is pfésent all through
the first part, just as Deianeira is present, in fhe-innotent'destruction
she has wroqght, all throughout the final part.’ The fact that 1little
is said of her tragic end in the scene between Hyllus'and his father
"~ brings out a peculiar, unfeeling facgt of Heracles' character; but it
also underlines the péignant, wasteful quélity of her s‘uicide."4 Her
suicide is wasteful because it is committed as a result of her love for
one who is unwortﬁy of and uninterested in that iove. Heracles'
disregard for Deianeira, his brutality and complefe selfiéhness,.are in
stark contrast to her devotion‘to him, her gentleness and generosity.

His éxtreme self-centeredness Qithdraws him from the possibility of
being a truly tragic or heroic figure. Throughout the play hé is
present only as a force and never as an,indepéndent agent. bBy'his
thoughtlessness and failure éoiconsider the feelings of others in
sending Iole home to supplant Deianeira, he drives Deianeira to action and
then becomes the tool of that action. He is not an independent agent,
but is held by disease and slavery, Hyllué relates that Héracles was in
service to a Lydian woman (70). Lichas repeats the Omphale-story,
saying that Heracles was oUx €lel9epos (not free, 248) aﬁd tells how
Heracles treacherously threw Iphitus off a cliff because he called him

a free man's slave (50DAog 4vépog bs &rev¥épou, 267). He is not really
the enslaver of Iole, but is himself enslaved by her. His'enslavement.
by Iole aﬁd Eros (441, 443) is closely related to his suffering from
disease (wot’ €l iu‘r&ﬁ@ T dvspl fﬁée iﬁ véay / An@%évru ueuni§g‘etub,

ndpta polvopor, "I should be altogether mad to throw blame upon my
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husband, because he suffers from this sickness" 445-446). When Heracleé
finally appears in persoh'in the play, tbe'destructive power of various
forces have made him what he is. Musurillo submits that the destructive
power's effect must be seen and felt in the "racked and feéble body of
the once majestic hero."6 Heracles may have oﬁée 5een-majestic, but.
not once during the play is he presented as majestic.. Tﬁere is no
hopeful contrast between a sick and healthy Heracles; he is seen 6n1y
in his death throes.7 The Heracles of the'Trachiniaé, unlike the &pbctog'_
4v6pdv of conventional tradition, is "something monstrous, something which
cannot be called 'good'."

T. F. Hoey believes that thebTrachinigguis the tragedy of the House
of Heracles..9 The two essential parts of the house are Deianeira and
Heracles, who are also, according to Hoey, the two protagonists of the.
play. They fail to achieve-union; the action of the play fails, és
he puts it, "to achieve home."lo Thus, the house itself never comes
together, and this broken house is the chief image of ;he piayr "The
play is about disunity."11 In Hoey's view, Deianeira is.at home in a
physical sense, but is displaced in her soul and therefore is as much a
wanderer as Heracles is. Her journeys, iike Oedipus', tend along tﬁe
wandering ways of thought. As the Nurse says, her final jourmey is
achieved without hér moving a foot. Deianeira's departure, except for
the transitional section (863-970), coincides with the arrival of
fleracles. The two heroes fail to find each other.

Hoey's view is an interesting one, but contains a major'flaw. 1f
the play is about the failure “to achieve home," Deianeira alone can be
the hero. The tragedy of a broken house is a tragedy oﬁly for her.12

' Heracles never has a house or desire for home. The only time he wants to-

be with Deianeira is when he wants to kill her. He regrets her death
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onl& because he was not éble to cause it. ‘A broken house is no tragedy
for him.

»Heracles' appearance at the end of the play consummétes the tragedy
of Deianeira. Heracles' éompléte lack of interest in her death and
innocence, and the dramatic illustration of his character, are the culmination
‘of her tragic life,13 One looks at Heracles for what he is, what the
.object of Deianeira's great love really is, and there one sees the
tragedy.

Kamerbeek makes the following attempt to sum up the play:

a ruthless, superhuman hero's predestined fate is brought
about by the very ruthlessness of his disloyalty towards
his wife; his wife trying to win back his. love by magic is-
the involuntary cause of his ruin and her own. Not even the
son of Zeus can escape ffom the will of the gods but has to
bow before the inevitable Saluwy of his being. Dangerous
and incongruous is an ordinary mertal's union witﬁ a superhuman
demigod.l4 |
Kamerbeek has summarized the tragedy of Dianeira through the -character
of Heracles, and only his last sentence comes close.to correcting that
“inversion.

It is Deianeira’s action that sets the play in motion;.it is Deianeira

who learns, and it is Deianeira who accepts responsibility. §v éym

E]

ueddotepov, / o1’ qbnéT dprel, tnv pddnowv dpvupor  ("But I have come to
understand later, now when it is of no use'" 710-711). These words of.'
Deianeira sum up her tragic situation of late learning. However, even
in her prior naiveté, she was never so ignorant as Heracles remains to

the end. According to Kamerbeek, his speech beginning at line 1046

develops into a demonstration of smitten greatness and also demonstrates
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the ignorance of man as the true cause of his fate. Heracles' craving
for reveﬁge, which is uttered again at the end of his speech, is due fo
faise assumptions, He displays no hint of any‘former greatness,.#dr does
he recognize that his ignorance has caused hié fate. _He never considers
himself responsible for any of his sufferings, and, strikingly, is not
considered by others to be capable of responsibility} Lichas tacitly
seems to agree that Eurytus was responsible for Heraclés' yeéf of service
to Omphale. T18vée yop netaltLov / udvov BpoTiv €ma6ne 1096 elvat nddovg
("who alone‘of mortals shared the responsibility, he claimed, for what
he had suffered." 260—261)_.15 Eros, nof Heracles, is responsible for
the fact that Heracles sends Iole home.16 After'the catastrophes of the
play have taken their course, Hyllus does not lay any blame directly on
Heracles, but.finds Tole to be ﬁETuCrboé . 1 uouL untpL pev Sovetv udvn /
.ueraCTbog, ooL &’ addLs 0s €xevg éxabv("she alone shares the blame for

my mother's death and your condition" 1233-1234).

The Trachiniae is the only one of Sophocles' seven extant'piays that
is not némed for the play's hero; instead, it takes its title from the
Chorus.l7 An examination of the relationship betwgen Deianeira and the
Trachinian maidens will strengthen,_in my view, the belief that Deianeira'
is the hero of the Trachinae. |

A key passage to an understanding of the felationship between Deianeira
aﬁd the Chorus occurs between lines 200 and 224, where Deianeira becomés in
effect the xoqnvés. Sthe rouses the Chorus to a pitch'éf rejoicing and
celebration oqwvdoat’ , & yuvatues, at v’ etow.otéyns / al 1’ éntds aVAfic
("Cry out, O you women who are within the hoﬁse and you who are without"

202-203). And having led the Chorus to their outburst of joy, she

rejoins it, in character as well as speech,
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op®, @CAat yuvalues, ob6é p° dupatoc
9poUPAV TapfAde, TdvEe uh Aedooeuy otdAov
xalpeLv 6 tov niipuna TPOVVVETW,  XpSvy
TOAAD wavévfa, X0PTOV el TL nal ¢épeug_ ‘ (225-228).
I do see the procession that comes neérer, dear women.
The sight did not slip past the guard of my eyes.
I proclaim our welcome to the herald, appearing éfter
a long time—-if the news he brings is gladdening.

During the parodos (94-140), the Chorus reply to Deianeira's opening
speech, notably echoing, on an optimistic note, hef mention of the
tragic~day theme. &AM’ &1L wfipa xab xapd / mdoL uuxAoBoLv, otov dp- / Tou
otpooddes uéievdor ("But grief and joy came cifcling to>all like the
turning tracks of the Bear™ 129-130). They tell her to.have good hope,
since no evil lasts and since Zeué is not thoughtless of hié"children,
They provide the cheerful converse of Deianeira's "count no man happy till
he dies," implying the sentiment "count no man miserable while he lives."
They resume the themes introduced by Deianeira in the prologue. After
appealing to the Sun to tell where Heracles is, they expressly think of
Deianeira's anxieties. Deianeira's description of her lonely, sleebless
‘nights is recalled by the Chorus's mention of the Sunvbeing brought forth
and put to sleep (xaTauv&ceuv ) by gleaming night (945), by their
comparison of her to a pathetic bird who cannot put to sleeé (edvdzeLy )
‘the n6%0g of her eyes (105ff.), and by actual mention of her being wofn
out "on her trouﬁled, husﬁandless bed" (109-110).

However, the Chorus' attempt to cheer Deianeira is inadequate,-
Deianeira's first speech has already illustrated that she has good reéson
to be anxious, and their words are reminders of her lonely anxiety.

Deianeira meets their gentle reproval of her pessimistic outlook (&v
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encueppoudva o al- / oo pév, dvtca & olow "Therefore, reproving
you‘respectfully, I shall advance an opposing view" 122-123) with
a speech that introduces the Trachinian maidens to the play.

- menuopévn uév,.&g anevudoat, mndpel

1d9npa todudv b 67 Eyw %Upom%opm.

ufdt’ Expd9ois madodoa, viv &' &reuvpog €0 (141-143).

You are here, I suppose, because you have heard

of my suffering; May you nevér learn

by your own suffering how I break my heart.

"You are now without experience.
They are, as D. Wender characterizes them, "Appealing, sympathetic,
inexperienced, foolish virgins."18 They may be.on equal footing with
Deianeiralg,_but their innocence and inexperience places Deianeira in the
natural position as their leader. Deianeira's experience allows her to
judge better than a chorus of unmarried girls. She draws an elaborate
contrast betweenAH@D5éVOS and Yuvfi (144-150), which represents the
distinction between herself and the Chorus. The Chorus afe nop9€vor who
are té be educafed by the play and to serve as its backgrouﬁd.

A close and sympathetic relationship develops between Deianeira and

.the Chorus. . Hearing of Heracles' imminent return, the Chofus point out
to Deianeira that she has good reason for joy-(291~2§2). Deianeira
agrees that she has good reason to rejoice, although she fears a réversal
of success when she sees the poor prisoners, who were once free, now
enslaved (293-305). The Chorus' words here and at lines 383;384 express
thoughﬁs that are in agreement wittheianeira's feelings and berhaps
represent expressions of her own unspoken thoughts. She does see herself

as separate from others and linked with the Chorus. udtepov éuéCvous 6hta

6ePp” adois mdALy / nad@pev, N “pol TaTodé 1’ EEeLneTv 9érevLgs ("'Should
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we call the others back again, or do you wish to speak only to me and
to my friends here?" 342-343). A mutual dependence develops béfween’
‘Deianeira and the Chorus. After hearing the Messenger's story about
Jole, Deianeira asks the Chorus what she should do and tells them that
their advice is not unreasonable (66n &dnd yvdung 389).. They support
Deianeira, in her attempt to get thevtruth from Lichés, and order him to
obey her (470—471).20‘ .

During the first stasimon (497-530), the Chorus echo Deianéira's
opening speech and in doing so become almoét an glgég_ggg.for Deianeira.
It is almost as if Deianeira is looking at her experiences from the point
~of view 6f a third person énd relating them again. Certainly, there is
a kinsﬁip between the present position of the Trachinian maidens and the.
young maiden Deianeira.

In‘her indecision about using the love-philtre, Deianeira is forced
to maintain her position of leadership with the Chorus because of their

unwillingness to commit themselves in giving advice.

o~

>

pCAtpeLls 67 €dv mwg TAVE. UmepBudueda

Thv "atéa ol ééAnTQOLUL tolg &9  “Hpaulel (584~585).

But if somehow by these claims,

these spells used on Heracles, we can surpass the girl...;
Both Deianeira and the Chorus ﬁo a certain extent are involved in ﬁhe
action, but it is ﬁeianeira who takes the initiative and responsibility
(st TL N Goud / mpdooely pdravov el 6E uh, nenadoouab__"unleSS I seem
to be acting rashly. If so, I shall stop" 586-587). Again, the words
of the Chorus (588-589; 592-593) could easily represent Deianeira's own -
thoughts; she could be questioning her own conscience.

Having heard from Hyllus the effect of Nessus' love-philtre on

Heracles, the Chorus react in a fashion true to their leader, the hero
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of the play. They lament.Heracles' suffering, because his suffering and
déath are and will be tragic for Deianeira. Throughout the p1ay, they,
as well as Deianeira, lack husbands. Being maideﬁs they cannot experience
Deianeira's suffering, but they can understand her tragedy. They realize
the extent of her tragedy still more fuily when told of her death.21

Following the Nurse's report of the manner of Deianeira's.degth,
the Chorus do not know which disaster to lament first, Deianeira's or
Heracles', nor which disaster is the more final ( ﬂdTépa 1fotepov €nLotévw,/
tétrepa tédea mepaLTEpw ; “"which do I iament firét?’ which is the more
final disaster?" 94?—948). Both disasters are part of the tragedy of
their leader, Deianeira. Heracles was loved by Deianeira énd'therefore
they mourn him, but they also fear the sight of him in his suffering
(N tapBarfa SdvoLpl. , "That I may not die of fright" 957). He was not
and is not their hero, and they see him ohly through the éyes of Deianeira.

They speak only four lines during Heracles'

portion of the play. They
shudder at hisvmisfortunes (1044-1045), which have driven him to want to
kill Deianeira. And, after another statement of his desperate desire

to punish Deianeira, they make an ambiguous remark about the great
mourning Hellas ﬁill endure if she loses Heracles (1112-1113).

When Deianeira is still‘present, the irachiniae are a link between
the young Deianeira and the old Deianeira.22 They are the confidantes
of'her innermost feelings,vthe extension of her emotions and visions
of the past,‘and in their description of the wrestling contest they offer
prophetic hindsight. - When Heracles enters, they serve as a‘link-with
the earlier scenes of the play.

‘In a sense, the young girls of the chorus stand for the Deianeira
| 23

that used to be, "echoing her longings, her enthusiasms, and trepidations."

In a sense, the whole drama is a lesson for them of what to expect from
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marriage and life. They are full of hope, good ideas, and trust in the
gods. They think life is cyclical; and Deianeira's fortunes'will.
improve. They think Zeus takes care of his own. They think there is no
harm in trying positive action (the love-~philtre) to improve‘one's
situation. They are wrong on every count. They are right in the midst
of Deianeira's tragedy without actually being a part .of it or bea?ing_
responsibility for it. The simiiarity, however, of their status to
that of the maiden Deianeira's points to them as a universalizing‘forée
of the play. The Trachiniae universalize the very personal life of

Deianeira, the hero of the Trachiniae.
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NOTES -- CHAPTER FOUR

Musurillo, 382.
Waith, 26.
Wa}dock, 84.
Musurillo, 374.

Both Deianeira and Heracles apostrophize what is dearest to them. In her
final words Deianeira addresses her life with Heréclés, her bed and
bridal chamber (290). Heracles addresses his physical attributes, his

hands, back, breast, and arms (1089-1090).
Musurillo, 374.
Cf. Biggs, 227.

Murray, 125. Murray believes that paracharaxis is at work on the Heracles
of the ?rachinégg and that Sophocles) change is nearer the original

than the Heracles of the 'Suidas', in which the primitive strong man is
turned into a Stoic saint. '"Sophocles studies the éaga, tests it, and
finds it evil, and shows how the false ideal which it represents really

works in human life" (Murray, 125).

Thomas F. Hoey, Presentational Imagery in the Trachiniae of Sophociles,

resumé in HSCP 68 (1964) 417-419.
Thomas F. Hoey, "The Trachiniae and the Unity of Hero," Afethusa_3

(1970) 1-22.
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Hoey, Presentational Imagery, 417.

Hoey, "The Unity of the Hero,'" 19.

Deianeira tries not to admit that her home is broken; in fact, she does
not admit it until she decides to use the love-philtre. She cannot live
in a broken house. She has woven her fate so completely into Heracles'

that the oracle concerning Heracles' happiness also applies to her own

(“ ? '. y © . .
n otxdueod oauaj 85).

Contra H. D. F. Kitto, Greek Tragedy: A Literary Study (London, 1939) 292.

Kitto believes that Heracles is not.brought in to consummate the tragedy
of.Deiéneira;>she disappears. He considers that Heracles' éomplete.lack
of interest in Deianeira's death and innocence is the culmiﬁation'of her
tragic life, but more immediately is an illustration of whét Heraélés is.
I feel that the culmination of her fragedy is the illustration of what

Heracles is.
Kamerbeek, 26.
N . )
Zeus was oaltTLog; Eurytus alone of mortals was HetalTLOS. .

It can be inferred that Iole is wuetaltiog, although she is guilty of
nothing shameful. § 98¢ T yuvaurd, T petrartéy / 100 undev aloxpod

und’ E£pol xamod Tuvog  (HUT7-uu48).

Kirkwo§d ("The Dramatic Role of the Chorus in Sophocles," Phoenix 8 (1954)
7) claims.that‘it.has never been suggested thét any Sophoclean chorus
is the protagonist of its play. S. M. Adams, however, does speculéte
that "the drama may be named for the.women of the chorus because it is

they who really make the fatal decision" (S. M. Adams, Sophocles the
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19
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Playwright (Toronto, 1957) 110). I disagree; the Chorus do not make

.the fatal decision and, in fact, do not give Deianeira any positive

encouragement.

Wender, 6. Theif youth and virginity are referred-to in lines 143, 211,
821, 871, and 1275.

Herbert Pierrepont Houghton (‘'Deianeira in the Trachiniae of Sophocles,"

Pallas 2 (1964) 88) notes that the Chorus address Deianeira as &vaooo

-7 (136, 291) and not as 6€omoLve, the form of éddreés that is used by the

20

21

22

23

Nurse.

By obeying Deianeira, he will gain their thanks.
TLdoD Aeyodon xpnotd, xuol uéu¢n'xpév@

yuvauxrl tHée, #én' uod wnrdoy xdpuv  (470-471).

Their discovery of Deianeira's death through the Nurse is a moment of
emotional tension for the Chorus. There is only one short kommos (878-895)

in the play, and this is it. According to Kirkwood ("The Dramatic Role

of the Chorus in Sophocles"), its purpose is the,basic purpose of kommoi,

to irndicate and emphasize a heightening of emotion.
They also provide a link between Deianeira and Iole.

Musurillo, 377.

Deianeira tells of when she herself was a shy, inexperienced maiden
following Hefaples across the river on Nessus' back. VTrustful and still
unused to the treachgry of men, she screams at the lustful monster's

touch" (Musurillo, 377).
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