12. ENDINGS

YA  oipet’, omodoi, peydiny uev €uot
T0VTOV BEUEVOL GLYYVOUOGUVNY, 1265
UeYdANV 8¢ Be®V dyvouooUVIY
€1801eG EpYMV TV TPOACCOUEVOV,
ol pvoovteg Kol kKAnLouevol
TOTEPEG TODT EHOPAOGT TAOM.
00 uEV 0OV UEALOVT 0VSEIC £9opal, 1270
0 8€ VOV €0TMT OIKTPXL UEV MUV,
oloypa 8" €keivorg,
YOAET@TOTOL & 0DV GVEPDY VTRV
M ™MvE’ GtV LTEYOVTL.
Aelmov unde v, mopbev’, €n’ oikmv, 1275
ueydAovg pev idovoo véoug Bovdtoug,
TOALG 8¢ Tuorto <koi> Kouvorad,
KoVdEV ToVTOV O TL un Zevg.

Hyllus: Lift him, attendants, granting me great forgiveness for this, and recognizing the
gods’ great harshness in the deeds that are being accomplished, they who beget children
and are hailed as fathers, and yet look upon sufferings like these. Well, as for the future,
nobody sees that, but the present situation is pitiable for us, shameful for them, and in
truth full of anguish for the man who, beyond all men, endures this ruin. Maiden, do
not you be left behind at the house, either, you who have lately seen great deaths, and
sufferings manifold and unprecedented; and there is none of these things that is not
Zeus. (Trachiniae 1264-78)

The final words of Sophocles’ Trachiniae confront modern interpreters
with questions of different kinds. First, who speaks the last four lines?
The manuscripts give them to Hyllus, Heracles’ son, who has been
speaking since line 1264; but the ancient scholia attribute them to
the chorus, adding that ‘some’ (tivec) give them to Hyllus.! Second,
who is the mop6évog (‘maiden’) addressed in line 12757 Iole, the girl
with whom Heracles was infatuated and whom Hyllus has promised
to marry? Or the chorus, addressed by Hyllus or the chorus-leader?
Spectator at the original performance could have answered these two
questions. (Most scholars agree that Iole is not now on stage and so the

1Y 1275 (Xenis 2010b: 257).
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mopBEvog must be the chorus; and that it is easier for Hyllus to address
the chorus-leader using the singular address than it would be for the
chorus-leader to address the whole chorus in this way.) But a third
may have been beyond the power of any audience member to resolve.
What does Hyllus’ remark ‘as for the future, nobody sees that’
(1270) mean? Is this a resigned statement from a young man trauma-
tized by the sudden destruction of his parents, focusing attention on
the disaster of the present? Or does it stimulate the audience into think-
ing about what the pyre is shortly to bring: Heracles’ death, certainly,
but perhaps apotheosis too?

The debate has sometimes focused on whether or not the myth was
known at the time; if it was, the argument goes, Sophocles’ audience
must have used it to interpret the play.2 Carolin Hahnemann has
shown that Aeschylus’ Children of Heracles, a play almost certainly per-
formed before Trachiniae, associates pyre and apotheosis; as a result,
Heracles’ apotheosis must have been anticipated given the emphasis
on the pyre, and, while there may be no messenger speech to that effect,

Sophokles chose a finer brush than this for the bright strokes in his depiction
of Herakles’ end: the first rays of Herakles’ future splendor are visible only for the
spectators gathered on the stone benches of the theater, not for the chorus and the char-
acters on stage.?

Myth is a malleable tool in the hands of the tragedians, however, and
Sophocles was not obliged to follow Aeschylus’ account. Rather,
whether or not his Heracles undergoes apotheosis remains unstated,
unknowable — as Hyllus says with regard to the future in general. The
ending’s indeterminacy is not a bug but a feature, something that suits
a drama which, like Oedipus the King, repeatedly emphasizes the value
of epistemological doubt and the danger of incomplete knowledge.

Deliberate indeterminacy is not the only purpose behind the ending.
As one scholar has put it:

Sophocles has chosen to stop /ere, at the worst moment in the whole story — and we are
conscious that Hyllus has seen even more of his father’s suffering with his own eyes than
we have, that he has lost his mother as well, that he feels himself responsible for her
death because he denounced and cursed her not knowing that she was an innocent vic-
tim, that he is being forced to marry Iole (1219-1251) who will for ever be a reminder
to him of all these horrors of which she was unintentionally the cause, and that he will

2 See Easterling 1981; Stinton 1986 = 1990: 454-92, 1987 = 1990: 493-507.
> Hahnemann 1999, citing Aesch. fr. 73b TrGF; quotation from p. 73.
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now have to witness his father being burned alive. I do not know whether Sophocles’
primary motive in all this was that he ‘wanted to produce a greater shock effect’; but
if it was, he certainly succeeded.*

Even apotheosis could not compensate for the catastrophe which has
enveloped Hyllus’ family; to that extent, the question of whether
Heracles becomes a god or hero, or is simply consumed in the flames,
is not so much indeterminate as irrelevant. The fascination of scholar-
ship with the ending of Trachiniae is itself testimony to Sophocles’ skill
in ending at such a fruitful point; the wordsmith who conjures phrases
with multiple levels of meaning (Chapter 7 above) is also the playwright
who knows just when to bring a story to a close.

Remarking on the play’s end, Pat Easterling comments that
‘Soph[ocles] often alludes ironically to some event outside the action
in the closing moments of a play’.5 Take Heracles’ words at the conclu-
sion of Philoctetes:

Kol Tp@OTOL HEV GOt TOG EROG AEEWD TOYOG,

6o0vg movioog kol Sie€eABav TOvoug

aBdvatov GpeTiv €00V, Mg TOPESH’ Opav. 1420
Kol ool, odp’ 101, 1001 OPeileTon TOOLLY,

€K 1OV TOVeV Tdvd e0KAed 06001 Blov.

And first I will tell you of my own fortunes, all the labours which I performed and per-
sisted in before I gained undying virtue, as is possible to behold. And for you, know it
for sure, it is owed to experience this, out of these sufferings to establish a life that is
glorious. (Philoctetes 1418-22)

According to a recent editor,

These words, coming immediately after Her[acles] has referred to his own ‘immortal
excellence’, may possibly allude to a fifth-century hero cult of Phil[octetes] on
Chryse, near Lemnos, with which Soph[ocles]’ audience could have been familiar,
given the longstanding Athenian political and commercial association with the island.
Phil[octetes] certainly was worshipped as a hero at the supposed site of his grave in
Makalla in southern Italy, but it is unlikely that Soph[ocles] would have made, or his
audience would have recognized, an allusion to this relatively distant and obscure cult.5

4 Sommerstein 2012b: 22.

> Easterling 1982 on Tr. 1270. For Sophoclean endings see further Roberts 1988; for tragic
endings, Roberts 1987, 1993; and for closure in general, D. Fowler 1989 =2000: 239-83;
Roberts er al. 1997; S. West 2007.

® Schein 2013 on Phil. 1421-2. For the cults of Philoctetes, especially in Makalla near Croton,
see Hornblower 2015 on Lyc. Alex. 911-29.
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Yet can we determine the familiarity of tragic audience with such cults,
especially given that the Greeks’ presence in south Italy dates back to
Mycenaean times and Athens was a seafaring city? Moreover, even
audience members unfamiliar with a Philoctetes cult could have
taken Heracles’ words to imply one; the connection between the past
change in Heracles’ fortunes and the future change in Philoctetes’
points that way, and if Sophocles could create an uninhabited
Lemnos without contemporary, historical, or mythical precedent
(p. 43 above), he could equally fashion a hero cult for Philoctetes.
This raises the possibility of something more for Philoctetes than
even a cure: heroization here feels like divine recompense for suffering,
while also being an appropriate outcome for a man whose extraordinary
passions go beyond the merely human.’

Heracles concludes with another forward-looking reference pregnant
with significance:

10010 & €vvoeld’, dtov 1440
nopOite Yoo, eVoeERETY 0 TPOG OE0VG
g oA o ThvTo SEVTEP MYELTOU TOLTNP
Zevc. 00 yop nuoéPelo cuvBvhoKeL BpoToic
Ko Dol kv Bdvacty, 00K GmdAAVTOL.

Consider this, when you sack the land, to show piety towards the gods; since father
Zeus regards everything else as secondary. For piety does not die together with mortals.
Both whether they live, and whether they die, it does not perish.

(Philoctetes 1440-4)

Neoptolemus’ impiety at the sack of Troy, in particular his killing of
Priam at an altar, was a standard feature of the story. Heracles’
emphasis on the importance of avoiding impiety forces the audience
to consider whether this Neoptolemus will manage to break free
from that tradition and follow the hero’s advice. The play gives no
answer — but raising the question at all is ominous, especially given
that Neoptolemus has shown such capacity both for goodness and for
deceit. For all his currently sympathetic stance, the young man might
soon commit serious transgressions with fatal consequences. This
counterbalances the joy of the ending, producing a mixture of emotions
at what had seemed a complete resolution.

7 See further Harrison 1989.
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Like Philoctetes, Tereus probably culminates with a deus ex machina. Fr.
589 depicts what seems to be a god passing judgement on Tereus
(described as mad, é&vovg) and Procne and Philomela (said to have
acted more madly still when punishing him). Even if a god’s verdict,
however, it is unlikely to have been the final word. True, the punishment
of Tereus was grim, involving the killing and cannibalism of an innocent
boy; but who could blame Procne and Philomela for avenging the unpro-
voked outrage which Tereus committed against Philomela? This too,
then, may be a deus ex machina speech which leaves matters unresolved.

Allusion beyond a drama’s conclusion can have moving consequences:

Av. @ 0oy’ €Y.

IMo. pn 1ol n’ d8Vpov. Av. Kol Tig Qv 6 OpUOUEVOV

€ TpovmToV Adnv 0V KOTOGTEVOL, KOG, 1440
ITo. €l ypn, Oavoduat. Av. un ov y', 6GAL" €uoi mhod.
IMo. pm me® & un 8el. Av. dvotdhouvd tdp €y,

el oov otepnB®. ITo. tobto &' €v 1@ daipovt

kol Thde oDV yAtépa. GOPV 8 oDV £yd

0e01g GpduoL PN TOT AVTHCOL KOKOV* 1445

avogion yop moolv €6TE SUOTUYELY.

Antigone:  Ah, wretched me!

Polynices: Don’t lament for me, I tell you.

Antigone: And who would not groan for you as you urge your way towards manifest
Hades, brother?

Polynices:  If it must be, I will die.

Antigone: Do not die, but listen to me!

Polynices: Don’t persuade me to do what I must not.

Antigone:  Then I am wretched, if I am to be deprived of you!

Polynices:  That is a matter for the daimon as to whether it is that way or some other.
However that may be, I pray to the gods that you two should never meet
with troubles. For in every respect you are unworthy of ill fortune.

(Oedipus at Colonus 1438-46)

Polynices anticipates his own death; yet his sister cannot persuade him
to turn back. These moving words, presumably accompanied by their
final embrace, are followed up at the very end. After Oedipus’ death,
Antigone begs Theseus to let her and Ismene return home to check
their brothers’ conflict; Theseus readily agrees (1769-76). Yet for any-
one familiar with Antigone, Antigone’s desire to return to Thebes
sounds ill-omened: since there Antigone’s involvement in the aftermath
of the assault on Thebes leads to her own unnecessary death. Her affec-
tion for Polynices itself conjures memories of the earlier play, where her
devotion to her brother is so fatally clear. So, although the chorus’s
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concluding words ‘But cease, and do not stir up lament any more; for
these things hold completely fast’” (&A™ dmonodete und’ €nt mheio |
Bpnivov €yeipete: | mbvtwg yop €xel 1Gde kOpog, 1777-9) seem to
mark an end, an audience can only anticipate worse to come, as they
ponder how ‘for all his prophetic power...Oedipus came to destroy
the daughter he loved along with the sons he hated’.s

Electra ends with a furious exchange between Orestes and Aegisthus:

Op.
At
Op.
Al
Op.
Al

Op.

At

Orestes:
Aegisthus:
Orestes:
Aegisthus:

Orestes:
Aegisthus:
Orestes:
Aegisthus:
Orestes:
Aegisthus:
Orestes:

Y OPOlg Gv €lomw oLV ToXEL AOYWV YOp 0V

VOV 0TtV aydv, GAAG GG WLXTG TEPL.

T & €g 8opovg Ayels ue; mdg, 108 €l KOAOV

10UpYoV, 6KOTOV BEl, KOV TPOYELPOG €1 KTOVELY;

un téooe” yopeL &’ EvBomep KATEKTOVEG 1495
TOTEPOL TOV OOV, MG BV €V ToOTQ BAvNGC.

N nac’ dvérykn Tvde TV otéynv idetv

16 T dvta kol péAovto Telomddv koKkd;

0 YOOV 6°* €y oot pdvtig eipl t@dvd’ dxpog.

QAL 00 TOITP@OY TV TEYVNV EKOUTOGOGC. 1500
TOAN” AVTLOWVETG, 1 & 080¢ Ppadvvertar.

AN €pd’. Al vomyod. Op. ool Badiotéov mdpoc.

N W) d0yo og; Op. un uév odv ko’ Hdoviv

Bovng: puAGEaL del pe TVTO GOt TKPOV.

Please go inside with all speed. For the contest now is not one of words,
but for your soul.

But why are you leading me into the house? How, if this deed is noble, is
there need for darkness, and you are not ready to kill me?

Don’t give orders; go to where you killed my father, so that you may die in
the same place.

Is it wholly necessary that this dwelling should see the present and future
ills of the Pelopids?

Yours, at any rate. I am an excellent prophet in your case when it comes to this.
Well, it is no skill of your father’s that you boast about.

You say a lot in response, but your journey is being delayed. Get going!
Lead on!

You must go first.

In case I flee from you?

Rather so that you don’t die at your pleasure. I must make sure this is bit-
ter for you. (Electra 1491-1504)

The drama ends with Orestes’ vengeance to the fore; but in this
exchange Aegisthus gets the better lines. Killing an offender in the loca-
tion where he originally committed his crime was a standard feature of

8 Winnington-Ingram 1980: 275.
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ancient vengeance, but Aegisthus’ questions as to why his killing needs
to be performed in darkness, and whether the house needs to see all the
ills of his family, including future ones, must have affected the specta-
tors’ view of the action about to take place. ‘Just vengeance is finally
accomplished, but at the cost of an ugly act, whose ugliness will not
go away; the avengers are cheated of their triumph by the bitterness
of success: all is not well within the house.”®

Finally, Oedipus the King, whose conclusion has undergone particular
scrutiny; indeed, no passage from Greek tragedy has recently been sub-
ject to such sustained philological analysis. The authenticity of the end-
ing (1424-1530) was first questioned in the early eighteenth century by
Jean Boivin de Villeneuve;!® doubts have been repeatedly expressed
since,!! including recently when Roger Dawe incorporated this massive
deletion into the second edition of his Cambridge Greek and Latin
Classics commentary.!?2 After a subsequent article attempted to refute
Dawe’s case,!?> David Kovacs opened up another front, arguing that
the interpolation began in line 1468, a hypothesis criticized by Alan
Sommerstein and later reasserted by Kovacs.!* More recent editions
of the play excise less than Dawe’s: Manuwald’s takes out 1515-30,
or all of the closing trochaic tetrameters, and mine just 1524-30, the
closing choral lines whose many linguistic faults are generally agreed
to exclude Sophoclean paternity.!> It is a remarkable sign of the textual
instability of Sophocles’ plays as we have them that even a matter as
basic as where one of the plays ended is still unresolved.

The persistent debate reflects in part the boldness of the play’s con-
clusion.!® Having given every indication that Oedipus would end the
play by departing from the city,!” Sophocles instead leaves him confined
in the house, waiting for news from Delphi. This creates surprise in
what might have been a predictable ending, and also evokes themes
and ideas prominent earlier: the play which began with Oedipus pitying
his people and striving to heal their pain ends with him as a figure of
pity himself, yet also pitying the daughters whose lives his own actions

° Stinton 1986: 84 = 1990: 479; cf. Wright 2005.

19 Boivin de Villeneuve 1718.

11 Goldhill 2014.

12 Dawe 2001 =2007: 269-85, 2006 ad loc.

3 Finglass 2009a.

14 Kovacs 2009a; Sommerstein 2011; Kovacs 2014.

15> Manuwald 2012; Finglass 2018e.

16 Budelmann 2006; Burian 2009; Finglass 2018e on 1223-1530.
7 Oedipus the King 228-9, 236-43, 417-23, 455-6, 813-20.
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destroyed. At the start his compassion was directed toward metaphor-
ical children, the people of Thebes; by its end he must focus on his
actual offspring, stripped as he is of wider responsibilities. On both
occasions he caused the suffering; unaware of this at the start, he
knows it only too well by the end. The conclusion also emphasizes
how so much is unresolved, in particular Oedipus’ future position.!8
The grand gesture of the king leaving the city would be exploited in
Seneca’s Oedipus; it seems almost demanded by the logic of the
myth, with Oedipus the pharmakos or scapegoat removed for the
good of the city. Yet Sophocles, master of his material, holds
Oedipus back instead of expelling him, denying his character the dra-
matic exit, and the resolution, which he craves.

Why does extant Sophoclean drama contain so many unresolved
endings? An answer may lie in the development of tragedy. Whereas
the writer of a connected trilogy, like Aeschylus, had three plays to
draw out, explore, and ultimately resolve the problems which gave
the work its forward momentum, a dramatist such as Sophocles, who
usually worked within the confines of a single play (p. 000 above),
had less scope to do this. So, rather than effecting a speedier resolution
to tragic dilemmas, Sophocles seems to have embraced the idea of not
bringing his tragedies to a full resolution at all, or persistently under-
mining what resolution the ending does contain. The connected trilogy
afforded three stopping points (four if the satyr-play is included), two of
which must be unresolved so as to provide forward motion into the suc-
ceeding tragedy. Sophocles apparently took the unresolved ending from
the earlier plays of the trilogy and employed it in plays whose story was
not continued in some later drama. Whether or not he was the first to
do this, the high number of open endings among the plays suggests that
he adopted this technique as his own. As a result, Sophoclean tragedy
was, and remains, resistant to the tidy conclusion, to the neat drawing-
together of threads.

18 Cf. D. Fowler 1989: 80—-1 = 2000: 244: ‘recent work on the Oedipus Rex has seen its ending as
deeply problematic; the final angry squabble between Creon and Oedipus shows that all passion is
very far from spent’.
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