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The Light Ambiguous

Reading the Second Stasimon of Sophocles’ Antigone

Occurring just before the physical center of the play, Antigone's second stasimon is
marked by vivid imagery and enigmatic gnorﬁic statements on man’s earthly condition. It
: bggins with a formulaic opening to a makarismos: st’JSaigoveg oloL KaKGHV &yevotog aimv.!
By the end of the song, it is apparent that no one exists who fits this criterion; no one is
€Kxtog dtag.2 The presence of this ode in such a vital position in the play draws attention;
its marked departure from the optimism of the chorus’s first two songs elicits analysis.
This paper will explore the relevance of this ode as a response to the action of the play and
its importance in shaping the piay's overall interpretation, especially in its ti‘eatment of |
crucial themes and motifs. In addition, I will look into the continuity of the choral voice in
the Antigone and the chorus’ level of consciousness in qualifying, reversing, or btllel‘wise
problematizing their statements throughout the play.

The ode is organized in two strophic pairs. The first strophe makes a generalized
statement about man’s relationship to "ATH and the antistrophe follows with a
paradigmatic example: the Labdacids. Specifically, "ATH is that force, sent from the gods,

which shakes the §6p0g and does not cease to hound that family through the generations,

1 583: “Happy are those for whom life is without taste of evils.” All translations in this paper are my
own; the text is from Lloyd-Jones & Wilson’s OCT, unless I make note of textual variations. All line
numbers refer to Sophocles’ Antigone, unless otherwise noted.

2614 & 625: “free from ruin.”
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until the final destruction of the 86pog. This description of ATH is presented in a chiastic
structure, emphasizing the opposition of "ATH in the house to individual happiness in life.
No human action is mentioned as a cause for "ATH; instead, the emphasis is on the effects of
"ATH on the whole family (585: yevedc énl mAT|00¢3). As such, ATH is specifically linked to
natural mechanisms of destruction, like eartﬁquakes (584: oew001j) and storms (587-8:
dvomvools...0pnoonow), which destroy houses relentlessly, and often without cause. Itis
impersonal and unavoidable. Already in this first strophe, the chorus has characterized the
human victims of "ATH as just that - victims - and by doing so, they avoid committing
themselves to a single cause of destruction. The refusal to take sides overtly, but rather to
censure everyone in the most ambiguous way possible behind a mask of vaguely- -
referential gnomic truths, is characteristic of Antigone’s chorus; this is increasingly evident
through the rest of the second stasimon.

The image of a stormy sea is familiaf to the play already. In Creon’s opening
monologue, he employs the image by equating the city with a ship: Gvépeg, Té pév &)
TOAE0G GOPAALG Beol / TOAAD oAy oeloavtes dpBwoav maAw*... §8” £oTiv 1) clovoa
kal taung €mt / mAgovteg 0pBTig Tovg @idovug moloVpebo.s This at first glance appears to be
an amenable response to the parodos’ relief at victory and peace. Like the chorus, Creon
describes the city, formerly shaken by the .gods, now righted by thgrn. However, Creon
relies on a conception of a “ship of state” that, when properly steered, will save those livirig

within it. He then goes on to equate himself with the city, and so the ship that will be its

3 The emphasis here on yévog, evokes not only the whole family/race, but also an idea of future
generations. _ ‘

4162-3: “Men, after shaking the affairs of the city with much tossing, the gods securely right it
again.”

5189-90: “This [city] is our savior and sailing upon it we rightly make friends.”
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savior. The chorus also uses the sea-storm Image in its first stasimon, as the first aspect of
destructive nature that man conquers with his téchnical ingenuity: to0to kol moAod mépav
/ TovToL xelpepie vOTw / xwpel, nepBpuyiotouy / mepdv U ofSpaciv.6 The first
stasimon goes on to praise the skill of man in harnessing and overcoming the harsh

realities of nature and his surpassing intellect, especially in the forming of laws and
societies. It downplays the agency of gods in favor of praising the wonder that is man.
Death alone is unconquered by man’s skill. What then has changed for the chorus between
the first and second stasima? Why have they forgotten Creon’s promise of safety within the
polis? By the present song, man’s agency, even his presence, has been completely left out of
the image: there is no ship, no city, merely the devastating violence of the sea.

The antistrophe moves from the generalized truth to the specific example. In
addition to the requisite metrical echo of the strophe, the antistrophe phonetically and
thematically echoes the strophe, especially notable in the comparison between 585: o08¢v
eMelmeL yeveds éml mATjB0g £pmov? and 595: 008’ dmaAl&ooet YEVEQV YEVOG, GAN" EpeimeL8
The repetition of yévog emphasizes the ambiguity of the term, which refers both to race
and to generation. "ATH is depicted as inherent to humankind, while at the same time
inherited within a single family across time.? Interestingly, although the human cause of
the punishment of the Labdacids is well known (Laius’ disregard of the Delphic oracle),

again human agency is neglected in favor of a vivid depiction of the effects of ’ATH on the

6334-7: “This [the power of man] advances across the grey sea even in the wintry south-wind,
sailing under the engulfing swells.”

7585: “Nothing [of "ATH] ceases to creep upon the whole of the race.”

8595: “Nor does generation release generation, but [someone of the gods] hurls...”

? Benardete 1975 (II), 26: Benardete notes the ambiguity in this terminology and uses it to unify the
first strophic pair with the second; however, the tension is present already in the first strophic pair
alone, as my translations above (notes 7 & 8) show.
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86pog and its associated yévos. Itis notable here thét the chorus makes a mistake, or at
least assumes something that does not come to pass. They claim that light, a thinly veiled
metaphor for hope, is now stretching over the last roots in the house of Oedipus, which
neglects Ismene’s eventual survival, her escape from the inevitable ruin of her house. In a
way, this gives some credibility to the chorus’ presence as an intra-dramatic figure; they
only know what they have been told and Creon has just said that he will kill both Antigone
and Ismene. However, their neglect of Ismene also recalls Antigone’s rejection of Ismene

from the family: o0t &v kedevoay’ obt’ &v, el 0£Aotc étt / Tp&ooEwy, énoB v’ av ndEwe
Spwng pétall. el tabta Aégewg, xOapfi uév €€ £uod, / £xBpd 82 t¢ Bavdvti mpookeion
8(in. 11 If Antigone is right that Ismene’s choice excludes her from the family, she no longer
shares in any hope or ruin attached to it.

That the chorus refers to the Labdacids and Oedipus specifically in this antistrophe
confirms a natural assumptim; that the end of this 8606 is not only ’ghe subject of this ode,
but the focus of the play as well. However, the presence of Creon alone on stage with the
chorus at this point creates an ironic foreshadowing of the destruction not only of the
house of the Labdacids, but of Creon’s family as well. This ode emphasizes the intentionally
ambiguous reference when it describes the irrevocable cycle of destruction, the pains
falling upon pains, unalleviated by future generations. The chorus’ phrasing is echoed by
Creon as the messenger tells him of the deaths of his son and wife: ti §" #otv ad wdlov £x

Kak@v £ti;12... o@dylov ém’ 6AE6pw, / yuvatkelov duikeloBat popov.13 He recognizes

10 69-70: “I would not ask for you, not even if you would wish to act later, you would not work
alongside me with pleasure.”

1193-4: “If you say these things, you will become my enemy, and as an enemy to the dead, you will
pay the penalty.” - ‘

12 1281: What other evil is there, from the evils already?”
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these deaths as the end of his house, just as the death of Antigone is the end of the
Labdacids. In addition, this ambiguity of reference emphasizes the universality of /ATH, the
general and impersonal truth of it with which the chorus began the strophe. It is not just
the house of Oedipus, nor just the house of Creon, but all houses, all families that are
affected by inevitable and inescapable ruin hurled down by the gods.

The chorus’ insistence that 008’ £xet Abow4 from the cycliéal inheritance of evils
marks a reversal of their view in both the parodos and, to some extent, in the first stasimon,
both of which are at least superficially positive and hopeful. In the parodos, the chorus
sings in relief that the attack of the seven against Thebes has failed and that their city has
seen a dawn victorious and free from war. This ode is narrative, and emphasizes a
particular motif - the light of the sun - that in this case symbolizes the hope and
transparency of a new day. Notably, the song also follows a day-long arc from the rising of
the sun through the nighttime dances of a Bacchic chorus. The parodos employs the motif
of the sun’s light as a symbol of hope, especially tied to the polis: dxctic deAlov, TO KdA- /
Aotov emtamOAw @avey / OMBa tév Tpotépwy @pdoc.15 The first antistrophe of the second
stasimon brutally destabilizes this symbolism. The light (598: (aog) stretches itself over
the last roots (597-8: eoydtag... pifag) of the house of Oedipus, but it is now cut down by

powia kottis/k6vig'® and Adyov T° dvoia xal @peviv Epvic.l? The three nominatives,

131291-2: “My wife’s slaughter, her death placed upon this ruin!”

14596: “There is no release.”

15100-2: “Beam of the sun, most lovely light of all those before which shone on seven-gated
Thebes...”

16 601-2: “Bloody cleaver,” is in the OCT, which makes very little sense without stretching the
meaning of koTtig to some kind of harvest instrument; Griffith follows the manuscript
tradition “bloody dust,” which I prefer, as it evokes the image of a corpse covered by dust as well as
a dust storm which would hide the light of the sun.

17603: “Mindlessness of word and the Fury of the mind.”
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either as a triple subject or in some kind of apposition, create a fascinating juxtaposition,
which associates physical destruction with psychological and intellectual ruin. At the same
time, their action in destroying the house of Oedipus down to its last roots recalls the
ruinous ’ATH of the first strophe. In addition, the 'Epwvi¢, whether personified as an
avenging deity or simply the impersonal manifestation of guilt, suggests - but carefully
does not overtly accuse ~ a human error for which ruin is a punishment. Despite the
textual difficulty here, it is apparent that whatever the dxti¢ dsAiov illuminated, it was not
a peaceful Thebes, reborn from civil war and fraternal strife. Instead, the light
foreshadowed the destruction of not one, but two venerable families of Thebes.

This reversal can also be seen as the play proceeds to use the metaphor of light not
as a symbol of hope, but as a marker of the end of life. Antigone’s final speech is marked by
its use of “the last light” as a euphemism for death: véatov 8¢ @éy- / yog Asbooovoay
deAiov, / koot abBig-18... oUKETL poL TO8E Aapumddog tepdv / Sppua BEuLs Opdv ra}\aivqc.lé
In his final words, Creon coopts the motif: §Ttw¢ unkét’ duop GAA eloidw;20 in doiﬁg SO
(somewhat similar to Antigone in her final speech) he gives the light the status of hope;
however, his hope is that death (no longer seeing day) would be an escape from the misery
and wreckage that his life has become. Taken to its extreme, the parodos can be read as a
painfully ironic foreshadowing of this “hope” for death, which is the only escape any mortal
has from irrevocable evil and pain. Therefore, in the second stasimon, when the chorus
problematizes the light of salvation and qualifies the hope of thé rising sun, it marks a

fundamental theme of the play as a whole. However, it is not clear in this ode that the

18808-10: “Never again will I see the new light of the sun.” Or, more accurately, “[Look at me,]
never again seeing the new light of the sun.”

19.879-80: “No longer is.it right for wretched me, for my eyes to see this blessed light.”

20 1332: “Would that I would see the day no longer!”
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chorus has much.conscious agency in this poignant statement; the progression of the choral
songs seems reactionary rather than informed. Since the chorus has just witnessed the
seemingly inexorable conflict between Antigone’s exposition of the unwritten, divine laws
and Creon’s scathing denouncement of insubordination, their attention turns from the
salvation they were promised in Creon’s new regime to the pessimistic and inevitable
destruction of the gods, to "ATH and the inheritance of evils. Again, the chorus avoids overt
partisanship in favor of universalized, generic truisms, which almost mockingly e'cho
Creon’s gnomic justification of his own authority and his optimistic statements about the
rebirth of the polis from past troubles.

The choi‘us echoes the motif of inexorable, inescapable determinism in the fourth
stasimon: 00T’ &v viv 6ABog ot "Apng, / o) mopyoC, oUX dAlkTuToL / xeAauwval véieg
£k@Uyolev.2! Itis notable that the chorus pointedly rejects their earlier statement about
man’s technical skill; not even a ship provides refuge from the destruction of the gods. In
their closing responses to Creon’s downfall, they eliminate any type of escape: ok o1t
Bvntols oupopds amaArayn.22 The fourth stasimon is particularly of interest for this
theme. The contents are three separate myths of noble or divine figures, imprisoned or
otherwise having suffered; the two strophic pairs are seemingly only linked by a twice-
repeated gnomic truth: Fate is inescapable. The ode is a response to Antigone’s final words
as she is dragged off to be entombed. She addresses the chorus directly and begs that they
recognize her unjustified suffering at the hands of her own family and her own piety. She is

asking for understanding, commiseration, consolation, forgiveness; these three stories are

21952-4: “Neither wealth, nor War, not a fortress, nor storm-beaten black ships can escape it.”
221338: “There is no escape for mortals from disaster.”
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the old men’s only response.23 Certainly, the motif of imprisonment, however veiled, is
relevant to Antigone’s very present situation; however, the non-physical idea of escape
from evil, from "ATH and irrevocable destruction, superimposes itself 6n physical
entrapment. In a way, Ismene already sets up the pessimistic view of inevitability when
she asks Antigone in the prologue: ti 6 o ToAaTppov, L &S’ £v TovToLS, £yd / AVous’ v
(8’ antovoa mpooBeiunyv mAéov.24 Butin its progfession through the stasima, the chorus
goes much beyond Ismene’s resigned defeat in the face of her own ineffectual femininity.
The chorus is once again reacting to the previous scene, but in a way that obliterates
agency and individual efficacy. They do not seem to be telling Antigdne anything that
Ismene had not already told her, and Antigone herself has not accepted overtly and
explicitly, but they refuse to identify a specific reaction. As they simultaneously admonish
and comfort Antigone, tangentially exhort Creon, and universalize and generalize their
warning from the obscurest realms of mythology to the various dramatis bersonae and to
the audience before them, they avoid doing any of these things.

In this first strophic pair, the chorus reacts to the situation they have watched
unfold and constructs their observations in terms of "ATH, which is left pointedly
undefined. Atits most basic level,’ATH is a type of reckless harm; however, as a theme vof
ruin for both individuals and families, it resonates with the epic tradition and earlier
tragedy. In the lliad,"ATH is the feature of two key allegorical passages. In book 9, Phoenix‘

offers Achilles a parable in which "ATH brings failﬁre to men, but the daughters of Zeus,

personified Prayers, follow behind her and offer relief for men: 1} 8’ "Atn cBevapr T kal

23 | have written at greater length on the fourth stasimon in my MA thesis and used some of the
material for this analysis, although the focus is different.

24 39-40: “Oh wretch, what use, if things are at this point, for me to attempt to release or tighten
more?”
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aptimog, obveka Tdoag / ToAASY UTtEKTPOBEEL, PB&veL 8¢ Te thoav £ alav / B?\&m:ouo'
dvBpamovug: ol & EEaxctovtal dmicow.25 The image of ATH is one of headlong, and
seemingly causeless, destruction, which is common to all men, but the parable includes the
reassurance that this ruin can be moderated or at least relieved by prayer. In his "apélogy"
in book 19, Agamemnon offers another tale of personified "ATH, who is likewise seen as
universally and irrationally destructive: mpeoPa Awdg Buydtnp AT, 1) TavTog ddtal, /
0VAouévN.26 "ATH is in this case sent, or rather inflicted, upon Agamemnon by the agents
Zeus, the Fates, ahd_Erinys. If causality exists, it is that ”ATH caused the blindness or
misjudgment that prompted Agamemnon to take Achilles’ war-prize Briseis, but
Agamemnon certainly does not claim that "ATH was sent for any reason that exists in
himself. Crucial to this passage is the connection between "ATH and the mind: of t¢ pot eiv
&yopfi ppeciv EpBoadov dypiov &tnv;27 it is a mental state of mindlessness, of misjudgment
and it is imposed on humans by immortals.

However, in Aeschylus, ATH’s role is complicated in its association with the Erinys,
as a type of punishment for error, or possibly a symbolic representation of guilt; it is not in
itself a cause of blindness and misjudgment, but coupled with retributive justice. Thus,
consider Clytemnestra’s justification of the murder of Agamemnon in Agamemnon: xai
VS akovelg Opiciwv Epayy eéuw-‘/ Ha TV TEAELOV TR Epfig Taudog Alicny, / "Atnv Epiviv

0, aloL T6v8’ #opak’ £yw.?8 There is an appositive affinity between "ATH, Erinys, and

25 [liad.9.505-7: “And "ATH is strong and sure-footed, on account of which she outstrips all by far,
she overtakes men in the whole earth, causing them to fail; and Prayers bring easement from
behind.” .

26 [liad.19.91-2: "ATH is the oldest daughter of Zeus, who blinds all, destructive.”

27 Iliad.19.88: “They (Zeus and Moira and Erinys) threw "ATH into my mind in the assembly.”

28 A.Ag.1431-3: "And you hear this also, this law of my oaths: by the penalty exacted for my child, by
"ATH and Erinys, for whom I killed him...” :
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punitive justice. In this way Clytemnestra excuses herself not as a murderer, but as an
agent of the divine, just as Agamemnon cast himself as a hapless victim of ATH in thé Iiad.
However, there is acknowledgment in this particular definition that human choice or aétion
in some way elicits the fetributive ruin embodied by "ATH.

In Aeschylus’ own treatment of the house of the Labdacids, Seven Against Thebes,
"ATH is absent, while the chorus focuses on Erinys as the avenging god who destroys
houses and forebodes evil. The second stasimon on Erinys has particular resonance with
the second stasimon of Antigone, with its opening strophAe: TEPPLKA TAV WAeciotkov / Bedv
oV Be0ig opoiav, / mavaradfi kakdpavty / motpods ebktaiov Epwiv / tedéoot TdG
meplBVpovg / katapag Oi8imdda Brapigpovos: / maudorétwp 8 £pig &8° dTplivel?? For the
purposes of comparison with the Antigone ode} I make special note of the epithet “house-
destroying” for Erinys and the classification of Oedipus as “mind-struck.” The association
of ATH and 'EPIN'YZ with the destruction of both the mind and the home is a crucial
connection between this earlier lyric and Sophocles’ ode. In addition, there is parallel
emphasis in this ode on the inheritance of this destruction between generations in a house:
@ / movoL 86wV véoL TTadal- / olot GUPILYETS kaicolc3? ... Té 8’ dAod tmerdpev’t o0
mapépyetard! This destruction differs signifiéantly from the type of ruin descriged in
Homer or in Agamemnon ~ the blindness of a single mind or the punishment for a human
action. However, Sophocles does not merely mimic Aeschylus. While Aeschylus tells a

straightforward trajectory of destruction from Laius to Oedipus and finally to Polynices and

29 A.Th.720-726: “I shudder at the house-destroying goddess, unlike other gods, true prophet of evil:
This Erinys, prayed for by a father will execute the very-wrathful curses of mind-struck Oedipus;
and child-murdering strife urges her on.”

30 A.Th.739-41: “"Oh, new pains of the house mixed together with ancient evils!”

31 A.Th.768: “These destructive things, once they have come to be, do not pass away.”
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Eteocles and the self-annihilation of the family’s house and name, Sophocles manages to tell
the same story, while ambiguously referring to the house of the Labdacids, the family of
Creon, and the inevitable ruin inherent to the human condition.

The second strophic pair continues the theme of inescapability, but turns its
attention to the power of Zeus. Zeus’ power is described as awesome, to be sure, but it is
wondrqus and beautiful, not the chaotic destruction of nature in the first strophe.3? Itis
unavbidable and unaging throughout time, recalling Antigone’s advocacy of the timeless
and unwritten laws of the gods: 08¢ 604vewv TocoTTov @OV & ot / knpUypad’ Hot’
dypamta kKdo@af] 0eqdv / vouLua Stvacal Bvntdy’ 6ve’ bmepSpapeiv. / o0 yéap tLviv ye
1hxO£G, GAN del mote / T Tabita, oVU8els olSev € dtou "(pd&vn.33 The linguistic echoes
between these passages are pointed; I note especially 455: bmepSpapeiv || 605: vnepfacic;
454: Gypamta kGo@aAf || 607: &cdpator; 453: 6O&vewy Il 604: §Ovaciv; 456: viv ye 1y B ||
608: dynpws 8¢ xpbvw. Obviously, these are not exact parallels, but the resonance is
evocative. Again, the chorus has shifted from their confidence in man and his skill in the
first stasimon to a reverent, cowed regard fbr divine power in this ode. Perhaps Antigone’s
advocacy of divine laws has inspired this inspiration. However, the chorus has an image of
the gods’ power that differs greatly from Antigone’s. For Antigone, the divine voppa
dictate human action, specifically in regard to the responsibilities between family
members. For the chorus, the divine is a force which is at once unavoidable and

inexplicable; it is linked to the destructive force of nature and madness; in this second

32 Dodds 1951, 49-50: Dodds employs the juxtaposition in this ode to convey what he calls “the
beauty and terror” of the archaic Greek sense of the divine, especially related to the concept of "ATH.
33 453-7: “ did not think that your pronouncements were so strong that they could overpower the
unwritten and steadfast laws of the gods, inasmuch as you are mortal. For gods’ laws are not
something now and yesterday, but they live always, and no one knows whence they appeared.”
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strophe, it is specifically described as sleepless (605: tav 000’ Umvog aipel 100"), which
marks it as non-human, not subject to the frailties of mortality.
The antistrophe emphasizes that hope is an illusion: & y&p &7 moAdTAQyKTOG €A- /

Ttlg TTOAAOTG pév Bvnotg avdpdv, / ToAAoig 8 dmédta kovovowy Epitwv.3* Hope can be a
benefit, but it is also equated with amndta, deception, and both are associated with some
deficiency of the mind (light-headed desire). I see this as a reiteration of the chorus’
statement in the first antistrophe, which problematized the hopeful tone of the first half of
the play with the recognition of divine ruin. Perhaps superficially, this can be seen as a
sympathetic response to Creon’s condemﬁation of Antigone, which is the uﬁexpected |
outcome of Creon’s salvation through polis. However, if it is, it is a fundamental
misunderstanding of Antigone’s actions and inténtions, since she never hopes for
“salvation” of any kind - not from Creon or her family or even the gods - merely the anti-
climactic release of death after familial duty and a hard life have been completed. In fact,
this ode does not give any assurance that her death has meaning beyond the irrevocable
ruin that is both common to all mankind and that follows Antigone in particular as a
member of her hereditary house. |

| Both the strophe and antistrophe end with gnomic statements about the nature of
man'’s life. In the strophe, the chorus universalizes impermanence. Again, timelessness is
emphasized, linking this gﬁomic vopog with Antigone’s divine vopiua: 'EO T’ émelta Kol To

nEALov / kal to Tpiv émapkécel / vopog 68 oV8év Epmel / Bvat@v Blotog dpumoiug

3 615-7: “For wide-wandering hope is an advantage to many men, but to many others it is the
deceit of light-headed desires.”
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[BLoTe mapmoALs] / éxtog dtag.3S Textual difficulties make it unclear what exactly does not
~ creep upon the lives of mortals: What is clear is that the life of man is inescapably,
universally not free from "ATH. The antistrophe links the illusion of hope to the idea of the
divine as the source of ATH and reiterates its association with the human mind: T6 xaxov
Soxelv ToT £60A0V / TGS’ Eupey dtw @pévag / Bedg dyet Tpog &tav.36 This statement
seems more explicitly than any others so far to refer to Creon. Creon’s entire justification
for his rule depends on his conviction of what is right for the polis and his defense of his
own judgment as the best and least corruptible guide for such a city, so perhaps this is a
subtle suggestion by the chorus that he might have overreached. However, the chorus
maintains its position of sympathetic neutrality, or even detachment from the central
dialectic(s) of the first half of the play. Notably, in the episode which directly precedes the
second stasimon, Creon suggests the application of "ATH to his own house, when he equates
both Ismene and Antigone with "ATH: oV 8¢, 3 KO(‘E"O'L'KOU(; WG £V’ Vepévn / Anbovod p’
g&émiveg, 008" EudvBavov / tpépwv 80 dta kdmavactdoels Opdvw.37 Creon himself does
not actually admit that his action is wrong until after the exit of Tiresias when he tells the
chorus: to 17 elca@glv yap Sewov, avtiotavta §¢ / At matdEal Bupdv £v et mapa.38

Here once again, ATH is associated with the mind (this time, Bupég).

35 611-4: "This law will prevail hereafter and in the time to come, as it did before this: universally,
the life of mortals creeps not at all free from "ATH.” Or, depending on the edition: “nothing great
[universal] creeps upon the life of mortals free from "ATH.” The sense of Biotog as the subject, as it
is in the OCT, contributes to a sense de-humanization and mindlessness; the latter gives a sense of
humans as victims. Both interpretations seem to have merit for the chorus’ statement.

36 622-4: “What is evil at one time seems good to one whose mind a god has led toward "ATH.”
37531: “And you, who against my house like a viper lurking, escaping my notice, you drink me dry;
and I did not know myself, that I was nurturing two "ATHs, two uprisings against my throne.”
381096-7: “To yield is a terrible thing, but so too is it for me to stand here and inflict my mind with
terrible ATH.” I could make no sense of the OCT reading of line 1097: "Atn¢ matdEat Bupdv £v Alve
mépa and so abandoned it in favor of Griffith’s text; the apparatus is dense with variations.
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The ode concludes with impermanence: tpdooet 8" 0Alyos tov [0AlyloTov] xpodvov /
€xtog dtag.3? This impermanence of fortune is the necessary counterpoint to the
inevitability of ruin and so unifies the ode by reje‘cting its initial premise: no one is happy
because no one exists whose life has not tasted evil, whose home or family escapes
inevitable ruin, whose rﬂind is free from "ATH. Hope is deceptive and fortune is a fleeting
condition of a frail human mind. This truism recalls the oft-cited passage from Herodotus’
account of Solon: mptv &’ &v TeAeutiion, EMLOXEWV PndE KoAfey kw 6BLov, AN ebtuxéato |
do not have a single answer to the chorus’ use of "ATH and Erinys in the second stasimon.
"ATH seems to be at once the universal and preordained cause of evil and the inescapable
punishment for it. Itis Both specific to certain people anci their actions and families and at
the same time seems to be a generalized, gnomic inevitability. Whatever it is, it is pervésivé
in the human condition, which does not exist long without it, and therefore it belies the

existence of permanent happiness.

39 625-6: “[Man] fares only for the briefest moment free from ’ATH.” _
*0 Herodotus.1.32.7: “Before he dies, refrain from calling him happy yet; rather call him lucky.”
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