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INTRODUCTICN

The OEdipus legend is one of the world wide
themes in literature. In the Greek, where it has been
treated as a religious and a patriotic subject, there
have been many versions of the theme itself and of its
ramifications. Thereafter, the subject is treated
frequently in dramatic form, but occurs also in non-
dramatic literature, as in the epic poem of Statius and
in the "romans" in verse and prose of the middle ages.

One of the earliest references to the story is
in the "Odyssey." In this account it is said that the
gods disclosed OEdipus's crime, that Epicaste hanged
herself and that @Edipus lived as king of Thebes tor-
mented by the Erinys of his mother.

Pausanius, who wrote a "Description of Greece"
in the second century, in narrating the legendary his-
tory of Thebes, tells of the oracle given tc Jocasta
and to Laius. This idea, that OEdipus was considered
an historical and not a mythological character among
the Greeks, is further emphasized by Pindar, who prides
himself in claiming thak OEdipus ds one of his ancestors.

He gives an account of the legend in his second Olympic.



(1)

Herodotus end a contemporary, Hellanicus, have
given some account of the legend)and both represent
OEdipus as blinding himself in the way described in the
"0Edipus Tyrannus" and in Euripides's "Phoenissae."

The earliest dramatic adaptation of the theme is
found in Aeschylus's trilogy, "Laius," "OEdipus" and
the "Seven Against Thebes," of which only the last is
extant in its entirety. Our writer shows that OEdipus
in suffering punishment is explating a crime committed
by one of his ancestors. He imagines that OEdipus met
Laius at the junction of three ways. In earlier accounts
of GEdipus,nothing about this point has been found.

Euripides has treated the theme in two different
ai;s. In the "Phoenissae" OEdipus is thrown down and
blinded by Lalus's servants, presumably because he
killed their master. In the Prologue to the "Phoenissae"

we are surprised to find that, twenty years later,

OEdipus is still alive and likewise Jocasta, who tells

l. Introduction, Earle's "OEdipus Tyrannus."

2. Euripides's "Phoenissae," p. 61.



not only the story of OEdipus's birth, her own 1life and
OEdipus's fate, but goes on to tell of the quarrel of
the two brothers.

In comparing Sophocles's version with those of
the other Greek writers, especially in tragedy, we find
that in the first place, Sophocles's conception of the
woes of OEdipus is a purely fatalistic one, that Fate
is above and beyond the powers of the gods; whereas,
in Aeschylus the woes of OEdipus are caused by Cadmus,
one of his ancestors, who slew the dragon of Mars. 1In
Sophocles we find the doubling of elements in the catas-
trophe. “éi% only 1s an oracle given to Laius, but one
is given to OEdipus; not only does a slave of Polybus
find ORdipus, but a slave of Lalus has given OEdipus
into his hands." This idea may have been original with
Sophocles, but from Aeschylus he borrows the conception
of the junction of the ways. Sophocles is the first to
make Polybus king of Corinth instead of Sicyon.

(2)
"Other Greek writers besides the great tragedians

1. Introduction to"6Edipus Tyrannus,"Earle, p. 38.

2. L] L] L] L]



used the tale of the GEdipus as a dramatic subject, we
know; but their productions have not come down to us;
even to the present day the legend has survived among
the modern Greeks, without any traces of the influence
of Christiani'c,;;,(':.L'2

In Roman literature, Caesar wrote an OEdipus, but
Seneca's tragedy based on that legend is the only
example in dramatic literature which has been pre-
served. In non-dramatic literature we find an epic
poem on the subject by Stiiius (A.D.45-96), "The "Thebais®
which the poet says took twelve years to compose is in
twelve books, and has for its theme the old tale of
Thebes, the deadly strife of the Theban brothers."

The mediaeval authors do not use the"OEdipus"as
& theme in itself, but rather as a background and set-
ting for the story of the quarrel between GEdipus's
two sons.

Such is the place of the myth in the "Roman de

Thebes," an anonymous epic poem of 10,230 lines, written

probably between 1150-1155.

1. Encyc. Brit., 11th Ed., B. Schmidt, 1877.
2. " " “Statius."



Here the account of the quarrel is prefaced by
the GEdipus iiie: OEdipus is "trouve par le roi de la
ville de Phoche, Polibus, dans la foret ou 1'avaient
laisse, pendu par les pieds a un grand chene, les trois
serviteurs de Ldius)et eleve jusqu'a quinze ans dans
1'ignorance de sa veritable situation,, GEdipe, appele
batard par ses camarades, va consulter 1l'oracle d'Apol-
lon, dont il ne comprend pas la reponse, tue son pére
dans une rixe,..delivre Thebes d'un 'diable’ monstripux*®
quil desolait le pays apres avoir devine son enigme et,
a la demande des barons thebains, epouse Jocaste, qui
s'est bien vite eprise de sa beaute.Au bout de vingt
ans, Jocaste reconnatt son fils aux cicatrices qu'il
a aux pieds. OEdipe se creve les yeux et se condamne
% vivre desormais dans une obscure prison."

In the sixteenth century we find an anonymous
prose romance treating the same subject, called
"Sens%gg le Roman de OEdipus filz du roi Layus." And

this story is considered to have influenced Lydgate's

1. P. de Julleville par M. Leopold Constans,Lp. 173.

2. Lydgate's "Siege of Thebes," Temporary preface by
Erdmann.



"Siege of Thebes," an allegorical poem printed in 1651,
as a new Canterbury Tale. &iiis poem is the Thebald of
a troubadour. The old classical tale of Thebes is

here clothed with feudal manners, enlarged with new
fictions of the Gothic species and furnished with
descriptions, circumstances and machineries appropriated
to a romance of chivalry."

With the Renaissance of classical learning, a
renewed interest i1s taken in the myth, as a subject
for dramatic productiocns.

We know that in England a tragedy was produced im
Latin by William Gager (1580-1619) and one in French
by Jean Prevosi, early in the seventeenth century, both
of whom took the '@GEdipus as their title.

But turning to an author of much more consequence,
we find that Robert Garnier treated the theme in "An-
tigone" (1580). He imagines that Jocaste is al ive in
the(ggginning of this play, but after the quarrel

"se donna d'un poignard dans le sein, et mourut."

l. Argument D'Antigone, Vollmoeller, Robert Garnier,
"Les Tragedies."

2. Warton, "History of English Poetry."



Antigone, who performed the same duties in this play
as in Sophocles's "Antigone," "est prise et menee &
Creon, qui la condamne a mort. Elle est descendue

et enclose en une caverne pour y mourir de faim; mais
elle sans attendre une si longua mort s'estrangle

de ses liens de teste." We still find interest shown in
the ramifications of the OEdipus theme in the

next century. Rotrou wrote an "Antigone" in 1638 and
Racine produced "*“a Thebaide ou Les Frires Ennemis"

in 1664. Both of these plays differ from Sophocles
and follow Garnler in having Jocaste play a role in
the drama.

Again we find the main theme adapted by Corneille,
whose "OEdipe" appeared in 1659. Fouquet proposed the
subject to the authorsliho "avait eu d'abord 1'intention
d'abreger son travail par une heureuse imitation de
1'OEdipe roi de Sophocle, et de la piece que Seneque
a faite sur le meme sujet; par malheur changeant d'avis
il crut devoir meler une intrigue amoureuse.a cette

terrible catastrophe."

1. Corneille, "Grands Ecrivains," Tome 64 F 0 +



In the eighteenth century many plays on the subject
appeared in rapid succession; in fact, the theme became
so popular that it was treated not only by great writers,
but by many inferior authors as well. Among the first
was Voltaire's ‘GEdipe, written in 1718, when he was but
nineteen. Like Corneille, Voltaire intended to compose
his '0Edipe’ "presque sans amour." But he says, "Les
Comediennes se mocquerent de moi, quand elles virent
qu'il n'y avelt point de role pour l'Agoureuse.....Je
gatai ma Pidce pour leur plaire, en affadissant par des
sentimens de tendresse un sujet qui le comporte si peu."

Voltaire makes these comments on the attempts of
the minor authors: %On a represente avec un certain
succes le 18 Mars 1726 erEdipé/de la Motte, qui fut
ensulte mis en prose par son auteur. Quant a l'GEdipé
du P. Follard il n'a pas paru sur le theatre, non plys
que les quatre tragedies d'OEdipe que la Tournelle a
fait parattre dans un meme volume en 1731l. En voici
les titres: 'OBdipe et toute sa famille,' 'GEdipe ou
les trois fils de Jocaste,' 'OEdipe et Polybe,' 'OEdipe
ou 1'ombre de Lafus.' L'auteur)qui affectionnait ce

|]C © v mweslle VOTU 6 Pro9
2 HiSteive de The atvye Fr 3a Nge ds Vo) X7
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sujet, promet encore trois tragedies sur OEdipe. Il
n'a pas tenu parole."

Ducis, Voltaire's successor in the Academy, has
follow:éihis footsteps in producing a drama on O¥dipus.
He conceived the idea of reinforcing the theme by adding
to it the plot of the "Alcestis" of Euripides, OEdipus™s

as o vicetim
misfortunes being substituted for these—eof Alcestis.
The play i1s called "OEdipe €hez Adméte" (1778), Tris
éi:;ruxiézhgémore dramatic than.moai oF the Eliﬁén
éremes. The supernatural element is emphasized, the
Puries play an important part, and the third and fifth
acts take place "devant et dans le temple des Eumenides."

Later in the century Legouve has treated the
theme in hisg' Eteocle"(1799).

Further evidence of the popularity of the OEdipus
theme is8 the fact that it became the libretto for
operas. In Paris in 1787,”0Ed1pe a Celone," a French
grand opera in three acts, appeared and was very popular
at the time. The music was written by Sacchini and the
words by Guillard. And not only in France, but also

in Germany, we find that one of the @Edipus stories is
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adapted to the opera. "Antigone," a grand opera by
Johann Adolph Hasse, first produced at Brunswick in
1723, was very successful but is long since forgotten.

In England we find but scattered treatments of
our theme, of which the most noteworthy is the Dryden
and Lee play written in 1679. Shelley in 1820 wrote a
two-act humorous burlesque which he chdse to call
"GEdipes, or SwellfFoot the Tyrant," but which in no
way concerns the classical legend. Bulwer-Lytton, in
a letter to Forester at Rome in 1846, writes: "I have...
completed...a drama on the OEdipus Tyrannus with the
choruses etc. More than this, I have arranged with the
celebrated Mercadante, the composer, for the choruses
and overtures." 1The play, however, was withdrawn and
has neither been acted or published.”

In Spanish literature there is a nineteenth century
example of our theme--an "Edipo" by Mart{nez de la
Rosa, "egiienado en Madrid en la noche deﬂs de Febrero
de 1832." This author forbears to modify the theme of

l. La Literatura Espanola en el Siglo X1X, Fr. Blanco

Garcia.



the Creek play, but has written his "Edipo" in a sen-
timental tone which is inappropriate and which disfigures
the classic drama.

Menéndez y Pelayo dismisses with a word the
treatment of OEdipus by Forciroli: "es obra de prin-
cipiante aprovechado." But of much more importance are
the two dramas by Alfieri (1749-1803), on the subject
of Polynices and Antigone. “Téi)peculiarity of Polynices
is that the element of love is entirely absent from it."
The play "is based upon Aeschylus's %Seven Against Thebes
"Antigone" is a continuation of Polynices and follows
in its main outline the history of Antigone as set forth
in the immortal tragedy of Sophocles, rather than the
version of Apollodorus." Jocasta figures in the Poly-
nices play but had killed herself shortly after the
terrible catastrophe with which the tragedy concludes.

Although the OEdipus theme seems no longer to
furnish a plot for dramatists, interest in the subject

is still 1living, but it has turned to a revival of the

l. "Alfieri's Tragedies," Vol. 1.
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original Sophoclean play and to translations. The "OEdipus
Rex" is frequently staged, usually in translation, al-
though sometimes given in the original.

It has been "represente avec une pompe extraordinaire
aux fdtes d'Orange dans les ruines de 1'amphithéatre
romain, puis repris sur la scene desFrangais (Octobre
1888)."

In 1888 it was decided to give the "GEdipus Tyrannus"
at Cambridge. "This(igar the S8reek Play Committee have
produced with more than wonted care and splendour, the
"OEdipus Tyrannus" of Sophocles....The strong hold which
it still has upon the world as a drama is attested, not
only by the memorable performance in Harvard in 1881,
but by the fact that it 1s even today in the repertoire
of the Comedie Frangaise and has been quite recently
performed in the Burg theater at Vienna." The play has
also been given at the University of €alifornia.

In "Current Literature" for March, 1911, we read
that "Max Reinhardt, Germany's most distinguished producer,

has startled the theatrical world by his production of

( ”
l. G. Vapereau,‘Dictionnaire des Contemporains, Mounet-Sully.

2. Magazine of Art, Vol. 2.
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'OEdipus' in the amphitheater of Schumann's circus in
Berlin. The author of the translation is the Viennese poet,
Hugo von Hofmansthal....The number of actors was small,

slix or seven. But there was a chorus of three hundred

made up of students of the University of Berlin...The
Berlin performance was followed by a similar performance

in Munich."



A STUDY
Of Some of the 17th and 18th Century Dramatic Versions of
THE OEDIPUS LEGEND

In French and English, With Some Reference to Spanish.

Having observed the frequency of the appearance
of the OEdipus theme in all periods of literature, we
may now consider what constituted the interest in this
theme, and thﬁgreater or less degree of appropriate-
ness 1t presented, particularly for dramatic treatment.
We shall, therefore, consider the modifications of the
treatment, internally, as to the plot, characters,
supernaturalism, and religious and political signifi-
cance; externally, as to the divisions, the chorus, verse
form and dramatic dialogue.

We shall study the "O&dipe" of Corneille, the
"oEdipe" of Voltaire, the "OEdipus" of Dryden and Lee,



and shall make some reference to the "Edipo" of
Martinez de la Rosa.

According to Aristotle, plots suitable for a
tragedy must be concerned with such "pgiions as happen
either to have suffered or done things of a dreadful
nature" and with "events which appear dreadful or lament=
able."

In the time of Sophocles such themes were indeed
popular, but "the disagreeable nature of the plot forms
an objection to its success" upon the modern stQZZ." Dig~-
tress which turns upon the involutions of unnatural or
incestuous passion carries with it something too disg~
gusting for the sympathy of a refined age; whereas, in a
simple state of socliety, the feelings require a more
powerful stimulus....But the change of manners has in-
troduced not only greater purity c¢f moral feeling, but
a sensibility which retreats with abhorrence even from

and

1. Aristotle,“Rhetoric,Poetics, pPp. 431, 433.

(M I
2. John Dryden's works, Scott and Saintsbury, Intro.
to “"OEdipus."

17



a fiction turning upon such circumstances." For that
resason our later plays have some element which tends

to lessen and counterbalance the effect of these

horrors. Seneca's play contained all of the horrors of
the Greek trag:dy, "but the cold, declamatory, rhetorical
style of that philosopher was adaptad precisely to
counteract the effect which a tale of terror produces

on the feelings and imagination." Corneille, to lessen
the violent effect of the theme, conceived the idea of
introducing a minor plot, which, however, had the unhappy
effect of reducing the central theme to a mere episode.
Voltaire was adverse to modifying the theme, but did so
at the suggestion of his friends. From Corneille, Dryden
borrows the sugcestion of modifying the horrible subject;
but his underplot contains an element almost as unpleas-
and and disgusting as the main theme. Martinez de la
Rosa alone does not modify the theme of the Greek drama,
but changes the effect by a tone of sentimentalism which
weakens the characters and adds nothing to the theme.

"D'\|Jews WovKs edited h\1
l.‘Scott and Saintsbury.

18



Another difficulty in the treatment of the
OEdipus theme, after Greek times, is to be found not
merely in the theme itself, but in the interpretation.
Modern tragedies in considering OEdipus as a pure,
innocent man, overwhelmed by the impious decrees of fate,
pay the penalty of substituting for the religious, solemn
explatory conception of Sophocles the petty solution of
a kind of fatalistic prophecy which can have no higher
purpose than to awaken curiosity.

In Sophocles, OEdipus is not the wholly guiltless
hero that modern tragedy represents him to be; but he
is the eipiatory victim of the implety of Lalus and of
his own faults. He was very rash and hot_tempered, as
1s shown by the way in which he killed the stranger at
the cross roads; lack of self_control and self_restraint
are considered grave and serious faults in the eyes of
the Greek people. More than this, without cause he

suspected in turn Creon, Tiresias and even his own wife

of having murdered Laius. He exercised despotic brutality

in the altercation with Creon, and finally exhibited

scepticism and implious disregard of the gods. In the

19
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eyes of the Greeks, OGEdipus's punishment was deserved as
& return for persistent overconfidence in prosperity
and for his forgetfulness of the dHeties.

But after GEdipus's sins have been expiated,
Sophocles does not leave him, as a cursed being, but in
the "OEdipus Coloneus" solves the problem of the Fates and
makes OEdipus serve a noble purpose. Here we see him
supported on the arm of Apntigone, beginning his pilgrimage.
He is no longer the object of malediction, but a sacred
being. In the eyes of his soul dawns the future; resig-
nation shines on his face, and his whole moral nature
has been purified, elevated and transformed. Blind, a
beggar and an exile, he has attained the high serenity
which he could not attain as a king, and after his death,
his bones will scatter benediction on the hospitable
country of Attiétz

Other critics, among whom are Blanco Garc:a,
believe that"OEdipus Tyrannus"is complete in itself, and
that tragedies which end with that ef the play of Sopho-

l. "Autores Dramaticos Contempordneos,"™ Vol. 2, M¢*y Pelayo.
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(1)

cles do have a higher purpose than to awaken "mera
curiosidad." j "Donde hay terror tragico comparable al
de la misteriosa sombra de Layo, junto con las ansiosas
preguntas del Rey al mensajero y a Yocasta, y el sucesivo
descubrimiento de aquella trama tanto mas espantosa
cuanto mas encubierta con los velos de apariencias
falaces y mas enlazadQ con el incomprensible fallo del
destino? No era necesario, pues, seguir los ulteriores
pasgos de la victima para presentar un cuadro donde

se encontraran juntos la compasion y el interes.”. . "Un
analisgsis del Edipo Rey nos demonstrar{a que su sentido
moral y su belleza no dependen en manera alguna de
inauditas y arcanas interpretaciones; y las palabras
finales del coro, que hablan del protagonista como de
uddesgraciado, no como de un criminal, y a c¢onsejan
que no se celebre la suerte de nadie hastat+despues de
muerto, indican con hié&ratica sobriedad el proposito
de encarecer la limitac{on esencial y los contrastes

dolorosos de la vida humana, como perdurable ironfa

1. Garc{a, 121-122.
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de los dioses que des%Pye 1®s vanaps illusiones de
los mortales."

Emile Faguet takes -ev¥em a more extreme view of the
place of Fatalism in "OBdipus Tyrannus" than the other
critics. He says that although Sophocles "avagt)comme
rusé avec la Fatalite et en avait comme reduit le role
par differents subterfuges dans quatre de ses ouvrages;..
dans ‘'OEdipe Roi'.....il etait difficile & Sophocle
d'éviter ou d'esquiver la Fatalite. Ici, la Fatalite
n'est, seulement le fond du sujet; elle est tout le
sujet; elle est bien le sujet tout entier...Il peut y
avoir un interet dans une piéce uniquement fondee sur
la Fatalitf et...cet interet pouvait etret%uriosité..¢t
'§1tié,..ces deux intérets que l'on trouve dans 'GEdipe
Roi.'

"De plus Sephocle tout en traigfant lesujet fataliste...
s'est comme reserve & lui-meme, & reserwe au poste peintre

de sentiments et peintre d'ames libres,")adeﬁ~~efe-PQTrC&

He quotes M. Allegre, who also considers that

1.'Journal Bss Debats, Sept. 13, 1906, Emile Faguet.
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Sophocles "a suivé dans 1''OGEdipe Roi' une marche qui
ne lul est pas habituelle. Ailleurs il reserve le
denodent a la Fatallite qul le generait dans le cours
du drame pour LQ.peiné?e des caractéres; 1ici il le
reserve au caractere et consacre le reste de son drame
a la Fatalite qui joue le role principal."”

And M. Faguet goes on to say that there is a
"fatilité des evenements et que cetie fatalite des evene~
ments a bien, edverite, la plus grandepart danslaffaire;
que 8'il est vral qu'G®Edipe, moins orgueilleux et
et susceptible n'aurait pas tue son pere, il est vrail
aussl que, passant par tel sentler et non par un autre,
iltaurait tue; pour ce quil est d'avoir epouse sa mere,
ce fut bien 12 une fatalite d'evénements dans laquelle
les bons ou mauvais sentiments d'OEdipe n'entrerent
absolument pour rien."

Strange as it may seem, gi&cun ancien n'ea a dit
un motj.a commencer par Aristote et & finir par les
gramm%riens latins les plus recents. Il faut arriver a

1. 'Journal Des Debats, Sept. 27, 1906.
2. " " " Sept. 6, 1906, E. Faguet.
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Guillaume Schlegel pour entendre pavlevde la Fatalite
dans le theftre §rec."

Although our modern authors claim Sophocles's
"OEdipus" as their model, modifications and changes are
made; an influence is usually exerted by Seneca's play,
and the earlier plays affect the later modern ones.

Seneca's drama "is ilglay written to be read, not
acted; Seneca takes the "OBdipus Tyrannus" for his model
in a general way, and even reproduces & number of
passages; but he deals very freely with the 'exemplar
Graecum.' He makes his play much shorter (1061I§grses).
The suppliants do not appear; instead, we have a scene
between OEdipus and Jocasta, in which the situation at
Thebes 1s set forth. OEdipus makes no proclamation,
nor does he narrate his past life to Jocasta, The reason
of ORdipus's avoidance of Corinth has already been made

known by him before the action begins; and Creon tells

where Laius was killed early in the play. The disclosure

l. Intro. to "OEdipus Tyrannus," Earle.

2. The Greek playcontains 1635 lines.
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by means of the two herdsmen is very brief. The long
closin%lscene between OEdipus, the chorus, Creon and
the children is done away with; instead we have a short
scene between OEdipus and Jocasta. But Seneca has put
in plenty of bombastic rhetoric and has abundantly
gratified the Roman taste for supernatural horrors and
bloodshed.

“Tiresias does not know the truth at first, but
in an elaborate scene suggested by Sophocles's “Antigone,"
as 1t would seem, consults the omens ineffectually. He
decides that Laius's spirit must be invoked to reveal
the murderer....liresias causes the earth to open before
Creon's eyes and reveal the demons of the nether world
and the shades of dead heroes and heroines. From among
the shades that of Laius reluctantly emerges and denounces,
as the cause of the pestilence at Thebes, the blood-
stained king who possessed himself, by foul murder, of
his father's throne and wife. By this narrative of Creon

OEdipus's suspicion of him and of Tiresias is motived. %When

l. The children are merely mentioned and do not appear.
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GEdipus later discovers, by means of the herdsmen,
his unconscious guilt, he digs out his eyes with his
fingers. The bad taste of the author is at its worst in
the messenger's speech, that describeg this horror: GEdi~-
pus racksq his brains to devise an adequate punishment for
himself, when a sudden gush of tears suggests blinding.
The Roman poet fairly revels in the ghastly details of
the act. In the closing scene Jocasta stabs herself
ingeniously in OEdipus's presence, after which he goes
into voluntary exile with cruel fates, disease, hunger,
pestilence and grief, as imaginary and sole attendants.
"Seneca's play is not without interest, partly by
reason of its tacit criticism of Sophocles here and there,
as implied by changes made in details of the plot. But
the play is a poor one. The characters are wretchedly
disfigured. OEdipus appears as a poor stupid, self_com=-
scious, whimpering, bragging, blustering fellow. The
most poetical passages are to be found in the choruses,
though they have nothing to do with Sophocles. Really
good are the anapaests of fate."

In the examination of our plays we note that






