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WE ARE EXCITED ABOUT  
 
Presenting a fresh take on a classic. (This is NOT your Mama’s Oedipus!) 

 
Sophocles’ Oedipus the King is one of the most 

esteemed classical tragedies—second only to 
Shakespeare’s Hamlet in terms of performances—and is 
essential reading for anyone interested in theatre. But in the 
hands of MacArthur “Genius” Foundation Fellow Luis Alfaro, 
this ancient drama is transformed into a contemporary 
cautionary tale with swagger, a sly sense of humor, and 
some sizzling sex scenes.  

In this updated version of the story, the temples of 
classical Thebes are traded for the urban barrios of Southern 
California. But the 2,500-year-old question—asked by a 
prescient, opinionated chorus of heavily tattooed prison 

inmates—is still the same: “Can youthful bravado beat out fate or is our young homeboy 
doomed to suffer el destino?” The word on the street for El Rey is not good. Remember, the 
eye of God is always watching!  

Alfaro noted, “I love the Greek plays. They 
transcend time and they lend themselves to the 
issues of today, which are classically the same.” 
Transporting the action to a prison yard and a gritty 
L.A. barrio, the adaptation makes use of the 
Chicano culture to tell the tale. But while Oedipus el 
Rey explores the central themes found in Oedipus 
the King (fate, power, and sight), it only seeks to 
mirror certain elements of the ancient play—not 
reproduce or imitate it. 

We have actually had our eye on Oedipus el 
Rey for several years as it travelled from its world premiere at the Magic Theater in San 
Francisco, to theaters in Chicago, Boston, Dallas, Portland, Washington DC, and Arizona. The 
larger sized cast made it challenging to program, so we waited until we had just the right 
balance of smaller shows to be able to put it in our season. We watched, eager for our turn, as 
the positive reviews came in: "Sheer transformative genius at work" said the Chicago Sun-
Times reviewer, “Riveting!" said the The Washington Post critic, and the SF Gate reviewer 
noted, “It's the tragedy not of an individual but of a society, and one we can't help but 
recognize as our own.” 
___________________________________________________________________________ 
 
 
 
 
 
 

The mission of San Diego Repertory Theatre is to 
produce intimate, exotic, provocative theatre. We 
promote a more inclusive community through vivid works 
that nourish progressive political and social values and 
celebrate the multiple voices of our region. San Diego 
Repertory Theatre feeds the curious soul.  
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As the 45th Latino production at the REP, we are thrilled to 
introduce San Diego audiences to this nationally renowned playwright. 
Alfaro is an award-winning Chicano poet, performance artist, writer, 
and director. He received a lifetime achievement Ovation award and 
his writing has been featured in over 25 anthologies. Some of his other 
classical adaptations include Electricidad (Electra), Mojada (Medea), 
as well as Aesop in Rancho Cucamonga. 

While La Jolla Playhouse featured one of Alfaro’s plays in their 
POP series for children, his extensive body of work has not been seen on our local stages. It’s 
time for the visions of this Southern California-raised playwright to be explored at the San 
Diego REP. And if you like what you see, stay tuned, because we are looking forward to 
showcasing more of his brilliant work in the future.    

After directing El Henry last spring—
Herbert Siguenza’s Latino adaptation of 
Shakespeare’s Henry IV, Part 1—San Diego 
REP Artistic Director Sam Woodhouse is 
warmed up and ready to tackle both muscles 
and mystics in this multi-layered piece. He is 
eager to present this classically inspired piece 
to our community because as playwright Alfaro 
noted, “The ensemble [in Oedipus El Rey] 
represents the community. I love how the 
community shows up in Greek plays, and I love 
bringing the community to a play. So, in a way, 
those people on stage represent us. They are asking themselves the questions that we ask 
ourselves.”  This is exactly the kind of reflection we seek in the plays we produce at the REP.. 

We are ALL excited to see how he, and the entire artistic team he has assembled, bring 
this play to life. In particular, we are happy to introduce a new scenic designer into our REP 
family. Welcome Yoon Bae! Her award-winning set designs have been seen across the globe, 
in the USA, UK, Korea, Japan and Norway and her past designs have incorporated the fine 
arts into fantastically theatrical effects. Add in projections from Daniel Carino and lighting 
design from Lonnie Alcaraz, and the world they create together for Oedipus el Rey is sure to 
blow you away. 

And I would be remiss if I didn’t say how eager we are to see seven stellar actors join 
forces onstage. We have even heard whisperings of anticipation from the playwright and other 
theater leaders about our casting of Lakin Valdez as Oedipus (recently seen in El Henry and, 

before that, Zoot Suit) and Monica Sanchez as his mother Jocasta (familiar 
to those who saw Luis Valdez’ Earthquake Sun at 
the San Diego REP). This dynamic pairing, along 
with local favorites—John Padilla, Jorge Rodriguez, 
Spencer Smith, Dave Rivas, and Matt Orduña—
promise to fill our large stage as if there were three 
times as many cast members.   
    
 

We hope you  
enjoy this powerhouse play as much as we do!  
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INTERESTING TIDBITS 

 

OEDIPUS THE KING 
The story of Oedipus has inspired countless theatrical adaptations throughout history.  Here are a few 
examples of adaptations from other genres that were also influenced by the tale: 
 
Opera  
Since opera began as an attempt to re-create ancient Greek 
theatre, it is fitting that the Greek tale of Oedipus was given an 
operatic treatment in 1927-28 by Igor Stravinsky.  This 1993 
production of Oedipus Rex, directed by Julie Taymor, starred 
the great Jessye Norman. 
 
https://www.youtube.com/watch?v=Jfb2iS4kapU 

 
Dance 
In Martha Graham’s Night Journey from 1947, the story of Oedipus was retold 
through the medium of dance from the viewpoint of Jocasta. 
 
https://www.youtube.com/watch?v=fFNsKeMbW20 
 
 

Music 
Musical satirist Tom Lehrer turned the legend and the infamous Oedipal Complex into a song called 
“Oedipus Rex,” which is found on his 1959 album An Evening Wasted with Tom Lehrer. 
 
https://www.youtube.com/watch?v=A9BMcA8-4zo 
 

CONTEMPORARY BELIEF IN FATE 
 
A research article published in July 2014 in Cognition, studied a 
group of 100 US adults to determine how much individuals believe 
in fate and if a belief in fate is equally present in both religious and 
non-religious individuals. 
 
Out of the 100 participants, 46 believed in God, 35 did not believe 
in God and 19 were agnostic (neutral).  69% of the total 
participants reported that they believed in fate to some degree.  
Among the God-believers, most (84.8%) reported believing in fate, 
and over half (59.5%) believed that a higher power controlled that 
fate.  In contrast, just over half (54.3%) of the non-God-believers 
reported believing in fate and 93.3% of them ascribed fate to a 
fact of the universe. 

https://www.youtube.com/watch?v=Jfb2iS4kapU
https://www.youtube.com/watch?v=fFNsKeMbW20
https://www.youtube.com/watch?v=A9BMcA8-4zo
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TATTOOS AND IDENTITY 
 
In 2010, a Pew Research Poll was published which reported that 
23% of Americans have at least one tattoo. 
 
The practice of tattoo was first encountered in the Polynesian 
islands, where it was a cultural tradition used to mark social rank 
and to indicate a person’s origins. Today, the practice continues as a 
way for an individual to tell their story using their skin as the canvas 
for the creation of meaningful artwork. 
 
Similar to its historic purpose but charged with a less-innocent 

meaning, tattoos can be used to identify members of a gang.  From white supremacists to organized 
Russian criminal groups to prison and street gangs, certain tattoos can signal membership to fellow 
gang members and be used to spot others from rival gangs.  They can also demonstrate a commitment 
to the gang lifestyle: communicating the attitudes and beliefs that are central to their way of life. 
 
For example, gang members of the Almighty Latin King Nation (aka the Latin Kings) have a five-pointed 
crown tattoo and often the initials “ALKN”.  The crown’s points represent the core values of the gang: 
‘love, honor, obedience, sacrifice and righteousness.” 
 
Sources: 
http://www.pbs.org/skinstories/history/index.html 
http://www.pewsocialtrends.org/files/2010/10/millennials-confident-connected-open-to-change.pdf 
https://info.publicintelligence.net/CBSA-TattooHandbook.pdf 

 

RECIDIVISM AND THE PRISON CYCLE 
(courtesy of Dallas Theatre Center) 
 
Luis Alfaro’s Oedipus el Rey brings up questions 
about the nature of our prison system, recidivism 
and breaking the cycle of violence.  
 
The following are statistics to consider: 
  
As of 2013, the United States has the highest 
recorded rate of incarceration in the world with 
716 prisoners per 100,000 of the population. 
 
By comparison, Cuba imprisons 510 per 100,000, Russia imprisons 475 per 100,000, Iran imprisons 284 
per 100,000, England imprisons 148 per 100,000 and Switzerland imprisons 82 per 100,000.  
 
According to The Sentencing Project, a U.S. nonprofit that compiles data on incarceration, the United 
States currently incarcerates 2.2 million people. Combining the number of people in prison and jail 

http://www.pbs.org/skinstories/history/index.html
http://www.pewsocialtrends.org/files/2010/10/millennials-confident-connected-open-to-change.pdf
https://info.publicintelligence.net/CBSA-TattooHandbook.pdf
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with those under parole or probation 
supervision, 1 in every 31 adults, or 3.2% 
of the population is under some form of 
correctional control. 
 
Most prisoners, when released, will end 
up incarcerated again. Nationally, 53% of 
arrested males are re-incarcerated. 
 
Figures courtesy of the International 
Centre for Prison Studies; a nonpartisan 
organization that compiles statistics from 
222 countries and territories. 

 
For more information on incarceration and recidivism, please visit: 
http://www.prisonstudies.org 
http://www.sentencingproject.org/template/index.cfm 
http://www.naacp.org/pages/criminal-justice-fact-sheet 
 
 
 

HIGHWAY 99: THE “MAIN STREET” OF CALIFORNIA’S CENTRAL VALLEY 
 
The action of Oedipus el Rey takes 
place in four subsequent locations: 
 
1 - CALIFORNIA STATE PRISON  
2737 W. Cecil Ave, North Kern State, 
Delano, CA, 93215  
 
2 - HIGHWAY 99  
McFarland & Famoso Districts, Kern 
County, CA, 93250  
 
3 - CALLE BROADWAY  
301 S. Broadway, Downtown L.A., CA, 
90013  
 
4 - LA CASA  
1324 Toberman Street, Pico-Union, 
L.A., CA, 90015 
 
These four locations form points on a 
line that runs the center length of the state and drive Oedipus towards Southern California. 
 

http://www.prisonstudies.org/
http://www.sentencingproject.org/template/index.cfm
http://www.naacp.org/pages/criminal-justice-fact-sheet
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Provocative Fact 1 – The Story of Oedipus   
 
Myths, which developed as man’s attempt to understand the workings of the universe, rarely survive 
in one, single account.  The legend of Oedipus that is recounted in Sophocles’ Oedipus the King is one 
of several versions of the story. 
 
Sophocles begins his tale with the king and queen of Thebes and their desire for a child.  King Laius 
and Queen Jocasta consult the oracle at Delphi, which prophesizes that they will have a son but that 
he will grow up to kill his father.  When the baby is born, Laius binds his ankles together and Jocasta 
gives the baby to a slave with instructions to get rid of him.  The slave takes pity on the child and gives 
him to a wandering shepherd from Corinth, who then gives the baby to the childless king and queen of 
Corinth. 
 
Oedipus, whose name means “Swollen-foot” (given to him because of his wounds), grows up to 
become an important citizen in Corinth, but hears at a feast one day that the king is not actually his 
natural father.  Suspicious, he goes to Delphi to find out who his parents are, but the oracle instead 
tells him that he will murder his father and have children with his mother.  To ensure that he would 
not fulfill this prophecy, Oedipus flees from Corinth. 

 
Near Thebes, Oedipus comes to a place where three roads meet.  He is 
forced off the road to allow a grand chariot to pass.  Not knowing the 
identity of the travelers, Oedipus strikes at the driver and the passenger 
retaliates by hitting Oedipus.  Angered, Oedipus kills all of the party, 
including the passenger: his birth father, King Laius.  One servant 
manages to escape to report the attack. 
 
Shortly after the murder of Laius, a Sphinx descends on Thebes, killing all 
passersby who fail to correctly answer her riddle.  The wording and form 
of the riddle as it appears in texts varies, but it is basically: “What 
creature walks on four legs in the morning, two in the afternoon and 
three in the evening?”  Oedipus answers the riddle correctly when he 
says, “man.”  The Sphinx kills herself and, as the solver of the riddle is 
promised the kingdom of Thebes and marriage to Queen Jocasta, 
Oedipus becomes king. 
 
It is at this point that the action of Oedipus the King begins, with the 

former events being related throughout the play as the truth is revealed.  Thebes is beset by a plague 
and the queen’s brother, Creon, is sent to Delphi to discover the reason for this affliction.  Creon 
returns with the message that the cause of plague is the un-avenged murder of Laius.  Oedipus curses 
the unknown murderer and sends for Tiresias, the respected blind seer who was known for his ability 
to reveal the will of the gods.  But when Tiresias arrives and refuses to answer, Oedipus taunts him 
and Tiresias angrily denounces Oedipus as the city’s polluter.  Stunned, Oedipus blames Creon for this 
treachery, but Jocasta intervenes and tells Oedipus of the old prophecy regarding her son and the 
account given of Laius’ death.  Laius had been traveling with a small escort and they were attacked at 
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the place where three roads of the Theban way meet.  Upon hearing that one of the group escaped, 
an unsettled Oedipus has her send for the man. 
 
In the meantime, a messenger arrives and announces the death of the king of Corinth.  Oedipus is 
relieved that half of the prophecy he was given can no longer come true: he can’t murder his father.  
But he is still troubled and declares that he won’t go anywhere near Corinth for fear of marrying his 
mother.  To ease his mind, the messenger tells him that the king and queen of Corinth were not 
actually his birth parents.  The messenger, who was the wandering shepherd from Corinth, then tells 
how he was given baby Oedipus by a Theban shepherd and had given the child to the king and queen.  
Distressed by this news, Jocasta hurriedly goes into the palace. 
 
When the sole-survivor of the attack on Laius arrives, the 
messenger identifies him as the shepherd who had given him 
the baby.  Reluctantly, the shepherd reveals that he had 
received the baby from Jocasta.  Horrified now that he has 
found the truth, Oedipus rushes into the palace. 
 
In the final scene, a messenger comes out of the palace and 
informs all that Jocasta has hung herself and Oedipus has 
blinded himself with the brooches from her robe.  The play 
ends with Oedipus begging for exile, but Creon wishes first to 
consult the gods. 
 
Sophocles’ Oedipus, which is also known by its Latin title Oedipus Rex, remains one of the most 
influential adaptations of the Oedipus myth.  By combining the legend with contemporary issues, 
Oedipus el Rey pays homage to the ancient source while being original and inventive.  The story runs 
along historically familiar lines, but new details are provided to make it resonate with the modern 
viewer.   
 
For example, while the principal characters are associated with the characters in Sophocles, the roles 
of Tiresias, Creon and even Jocasta are quite different.  They have become recognizable, everyday 
characters that a modern spectator can easily empathize with: the adopted father, the abused 
woman, and the person who will always be a subordinate.  That Jocasta does not participate in 
abandoning her baby, but is devastated by the loss, changes the way the audience responds to her; 
updating the morals to fit more with today’s expectations. 
 
The relationship between surrogate father and son is also new in this adaptation.  Tiresias, who is no 
longer just a bystander to the action, rescues and raises Oedipus as his own son.  That he is powerless 
to stop the chain of events leading to Oedipus’ downfall reflects the helplessness of a parent to 
prevent their child from being hurt. 
 
The emotional bond between Oedipus and Jocasta is also strengthened; making their relationship 
more prominent.  Since Oedipus is the focal point of Sophocles’ play, the sudden destruction of 
Jocasta’s happiness when the truth is revealed doesn’t usually register.  But by Alfaro’s emphasis on 
her role, Oedipus el Rey offers another aspect of this great tragedy. 
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2 - Oedipus: Myth or Fact? 
 
For centuries, historians and authors have questioned whether Oedipus was an actual person or a 
mythological figure that didn’t exist.  Did the events related in the play actually happen?  Could the 
literary text actually have had a factual basis?  
 
In 1960, the controversial scientist Dr. Immanuel 
Velikovsky published a book entitled Oedipus and 
Akhnaton in which he identified the original Oedipus as 
the Egyptian king Akhenaten.  Commonly called the 
“Rebel Pharaoh,” Akhenaten is infamously remembered 
as the Egyptian king who dared to abandon the 
traditional religious practices.  Dr. Velikovsky claimed the 
House of Akhenaten and events from his political 
maneuvers around 1350 B.C. mirror those of the myth.  
Though historians and scientists have often criticized Dr. 
Velikovsky and many of his theories have been 
denounced as “nonsense,” his theory concerning 
Akhenaten has not been completely disproved. 
 
The historical existence of Oedipus may be contentious, 
but the plague that takes place in Thebes during Oedipus the King has been established as fact.  In 
2012, a scholarly article in the medical journal Emerging infectious Diseases linked the plague 
described in Sophocles with a historical plague that occurred in Athens between 430 and 429 B.C.  
Described by the Greek historian Thucydides in his eyewitness accounts of the Peloponnesian War of 
431-404 B.C., the epidemic that devastated Athens corresponded to literary descriptions of the plague 
in the play. 
 

While the relationship of literature to historical events of the 
past is unclear, it is recognized that there is a connection.  The 
case for not dismissing literary works as pure fiction was 
strengthened in the 1870s when the German archeologist 
Heinrich Schliemann discovered what is widely acknowledged 
to be the ancient city of Troy.  Using Homer’s Illiad as a guide 
to locate the site in Turkey, he made history with his 
excavations based on the belief in the historical creditability of 
a work that is often thought of as mythological poetry that 
had no foundation in reality. 

 
Sources: 
http://www.knowledge.co.uk/velikovsky/oedipus-and-akhnaton.htm 
 
Kousoulis, Antonis A., et al. "The Plague of Thebes, a Historical Epidemic in Sophocles’ Oedipus Rex." 

Emerging Infectious Diseases 18.1 (2012): 153-157. 

http://www.knowledge.co.uk/velikovsky/oedipus-and-akhnaton.htm
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3 – The Oedipus Complex 
 
 
The name of Oedipus became more commonplace with the 
introduction into everyday conversation of Sigmund Freud’s 
controversial concept of the Oedipal Complex.  Used to describe 
the normal developmental stage of a child when he sexually 
desires one parent and resents the other, Freud compared these 
desires to the story of King Oedipus. 
 
According to Freud, Sophocles’ play depicted this formative stage of a boy’s desire for his mother.  
Usually occurring between the ages of 3 and 5, these desires are quickly repressed in most individuals, 
but can unconsciously resurface during dreams or in literature.  When an individual does not progress 
through the developmental stages normally, these desires can continue in displaced, abnormal, and/ 
or exaggerated ways. 
 
However, despite the fact that Freud’s concept has become widespread and enduring, the theory of 
the Oedipal Complex is still controversial.  As the following article published in 2012 on the website 
“Psychology Today” shows, even members of the psychology community question it. 
 

The Real Oedipal Complex 
Why Oedipus Rex Still Matters 
 
Published on May 1, 2012 by Jeffrey B. Rubin, Ph.D. in The Art of Flourishing 
 
Sophocles’ Oedipus Rex is one of the towering works of the human imagination; a play that has 
captivated audiences and readers alike for centuries. In Freud’s hands the play became an illustration 
of the supposedly universal “Oedipus complex”—a son’s wish to possess his mother and eliminate his 
father—a cornerstone, according to Freud, of human development and the psychoanalytic edifice. 
 
I don’t doubt that there are some children who wish to be more closely aligned with their opposite sex 
parent and feel antagonistic toward the one who is viewed as a threat— or misattuned—to them. But 
Freud misread Oedipus Rex—which does not illustrate the Oedipus complex— and distorted its 
meaning to suit his theoretical preconceptions. A new world opens up, however, when we focus on 
the psychological implications of Sophocles’ haunting story, rather than on Freud’s theory—or his 
errors. 
 
Before Oedipus was born, his father Laius was informed by an Oracle that if he had a son, Laius would 
die at his hand. Three days following his birth, Oedipus was given by his mother Jocasta to a shepherd, 
with instructions that he be cast away to perish. In other words: she abandoned her infant son to die. 
Discovered by another shepherd on a mountainside, Oedipus was brought to the childless King of 
Corinth, Polybus and his wife Merope, who raised him as their own son. Oedipus did not know that he 
was adopted. 

http://www.psychologytoday.com/experts/jeffrey-b-rubin-phd
http://www.psychologytoday.com/blog/the-art-flourishing
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When Oedipus was a young man he consulted 
the Oracle at Delphi who informed him that 
he was fated to be “the slayer of the sire who 
begot him” and “to defile his mother’s bed.” 
Attempting to escape his destiny, and 
believing that Polybus and Merope were his 
biological parents, Oedipus fled Corinth, 
hoping “to never see the fulfillment of the 
infamies foretold by his evil doom.” In other 
words: he tried to protect his parents, not 
sleep with one and murder the other. 
 
After he left his adoptive parents, Oedipus 
was rudely accosted on the road from Delphi 
to Thebes by the herald of a man in a 
carriage. Oedipus struck down the driver and 
then dueled with and killed his boss—whom 
he didn’t know was Laius, his biological 
father. 
 
After Oedipus solved the riddle of the Sphinx, 
the Sphinx “threw herself upon the rocks and 

perished” and the Thebans made Oedipus their King and gave him Jocasta, whom he didn’t know was 
his biological mother, for a wife. 
 
What Freud willfully omitted from his theory of the Oedipus complex were two terribly important 
facts about Sophocles’ play: Oedipus Rex begins with parental aggression and abandonment, not filial 
patricide or incestuous relations between a son and a mother. And the son with supposedly lustful 
wishes and murderous impulses actually tried to protect his parents and avoid the very fate Freud 
attributed to him. 
 
The real power of Oedipus Rex lies not in the fact that it illustrates the Oedipus complex—that 
Oedipus was oedipal—but that it depicts a troubling and seemingly universal dimension of human 
behavior; the way we unwittingly create the fate we fear and abhor. Oedipus, like most of us, falls 
victim to what he frantically strove to avoid. We identify with Oedipus not because we wish to possess 
one parent and eliminate the other, but because we too end up precisely where we didn’t want to—
the woman who was abused as a child chooses partners who mistreat her; and the boy who was 
crushed by his marginal status in his family of origin unwittingly orchestrates his life so that as an adult 
he is repeatedly unseen and underappreciated. What Oedipus could teach us is how magnetic the pull 
is to repeat what we desperately wish to escape 
 
 
Image: “oedipus-complex” bu Andrei, http://www.andreixuereb.com/colour-paintings/oedipus-complex/  

http://www.andreixuereb.com/colour-paintings/oedipus-complex/
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4 – Mexican Folk Mysticism 
  
Mexican Mysticism comprises a wide field of practices folk religious, spiritual and medicinal practices. 
The folk tradition of Mexican Mysticism is a combination of diverse cultural traditions reflective of the 
wide breadth of Mexican cultural heritages. Mysticism has survived long periods of severe oppression 
and thrives in a blended presence in contemporary Mexican and Mexican-American cultures. Oedipus 
el Rey makes frequent reference to these traditions. The major figures of folk medicinal, religious, and 
spiritual practices are varied and represent the breath of the cultural tradition. 
 
Curanderos: a healer, curanderos are folk medicinal practitioners. Curanderos use a wide variety of 
herbal remedies on patients. They may or may not utilize magical accoutrement in their practices. In 
contemporary Mexican culture folk religion and organized religion operate concurrently. 
Curanderismo is a form of “folk Catholicism” that retains elements of pre-Columbian faith in tandem 
with traditional Catholic iconography. In the colonial-period in Mexico culturally oriented traditional 
medical practices were considered to operate outside the Roman Catholic Church and were suspect, 
Catholic parishioners were taught to fear curanderos, and the practice went underground.  
 
Contemporary curanderos cover diverse 
specializations including massage therapy, herbalists, 
naturalists, midwifery, mentalists, and esoterics. One 
of the most highly regarded specialization of 
curanderos is the curandera-espiritista, spirit 
channeling. The curanderoa-espiritista channels the 
spirit world through trance for consultation or 
healing. Curanderos and shamans exist in a nested 
relationship where shamans are cuanderos but not all 
curanderos are shamans; but both shamans and 
curanderos connect material culture and the 
spirituality of native beliefs in folk medicinal 
practices.   
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Hueseros: (bonesetter) a traditional folk healer or 
medicine specialist who treats the musculoskeletal 
system. Hueseros set bones and treat muscle injury 
through muscle deep tissue massage, pressure, and 
bone alignment. Generally huesteros work without the 
aid of radiological equipment and many hueseros use 
only their hands to treat patients though some also use 
herbs and anti-inflammatory poultices. Some huesteros 
claim a spiritual aspect to their healing abilities 
 
Regional differences exist between practitioners and 
extend the practice beyond the musculoskeletal system; 
in the Tobasco and Yaqi regions hueseros attend to 
wounds and general injuries while in the Mazahua 
hueseros treat rheumatism, shock and infertility. 
 
 
 

Misticos: (mystics) religious practitioners who aspires to or believe to have experienced the union or 
contact of the soul with the divine.   
 
Shamans: a shaman is a person who contacts the spirit world in an altered state of consciousness. 
There are multiple definitions of the term ranging from magician, to medium, to healer, the variations 
differ on whether the practitioner acts at the behest of others or not, and whether the practitioner 
deploys specific techniques to contact the spirit world. Shamanistic practice has also been called a 
form of religious or magical ecstasy. Etymologically, the word “shaman” is a general term for those 
who hold themselves out as intermediaries between the physical and non-physical worlds. Dr. Carlos 
Casteñda popularized the use of the term in his 1968 book The Teachings of Don Juan: A Yaqui Way of 
Knowledge. 
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5 – Pride vs Hubris 
 

Where Is The Line Between Pride And Hubris? 
 
Contemporary audience members will 
have a different response to the 
character traits of pride and hubris.  
Pride is often seen as a positive quality 
while hubris is a flaw to overcome or 
reckon with. 
 
The Chicago Tribune’s Heidi Stevens 
questions the boundary between pride 
and hubris through the analogy of a 
sports team. Having pride in a sports 
team is a positive social connection 
used to create a sense of community. 
Having pride in the accomplishments 
of your children is the sign of a 
dedicated and involved parent. These 
positives seem contrary to our cultural 
stance against the egotism or conceit 
of hubris.  
 
How then do we reconcile the benefits of pride and the negative connotations of hubris? 
 
Stevens to the historical development of the word’s definition. “[The connotation of pride] depends 
who's defining pride. We were surprised to learn that some dictionaries define it, first and foremost, 
as a bad thing…Some dictionaries list terms in historical order," [Steve Kleinedler, American Heritage 
Dictionary supervising editor] says. "In those dictionaries, that's not to be taken as an indication of the 
primary usage, but of the historical chronology of the word."  
 
And though an Internet search for "pride" reveals all sorts of references to Dante and Lucifer and 
other folks brought down by pride (Lucifer's pride is what prompted his fall from Heaven, laying the 
path for him to become the one and only Satan), we plan to continue using the word without fear of 
Biblical repercussions.” 
 
The historical framework is an excellent reference to understand the evolving nature of hubris and 
pride. To the Ancient Greeks hubris had a much different set of expectations and connotations. 
 
Greek Philosopher Aristotle wrote of hubris in his Rhetoric: “Hubris consists in doing and saying things 
that cause shame to the victim…simply for the pleasure of it. Retaliation is not hubris, but revenge. … 
Young men and the rich are hubristic because they think they are better than other people.” 
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J. H. Freese explains: “In Attic law hubris (insulting, degrading treatment) was a more serious offence 
than aikia (bodily ill-treatment). It was the subject of a State criminal prosecution (graphê), aikia of a 
private action (dikê) for damages. The penalty was assessed in court, and might even be death. It had 
to be proven that the defendant struck the first blow.” These differing legal contexts necessarily 
impact the cultural interpretation of hubris.  
  
Robert Guisepi explains in A History of Ancient Greece: The Greek Genius the nature of Greek 
character. “The Greeks felt a need to discover order and meaning both in nature and in human life. 
This quest for order produced exceptional results in science, art, and philosophy. Beginning with 
Hesiod, the Greeks stressed the virtue of sophrosyn (moderation, self-control) as the key to happiness 
and right living. Its opposite was hubris, meaning pride, arrogance, and unbridled ambition. The result 
of human excesses and lying at the root of personal misfortune and 
social injustice, hubris invariably provoked nemesis, or retribution. According to the Greeks, an 
inexorable law would cause the downfall or disgrace of anyone guilty of hubris. The Athenian 
dramatists often employed this theme in their tragedies, and Herodotus attributed the Persian defeat 
by the Greeks to Xerxes' overweening pride, for "Zeus tolerates pride in none but 
himself" (Herodotus History of the Persian Wars 7.10). The Greeks exhibited human frailties and 
failings - at times they were irrational, vindictive, and cruel. But at their best they were guided by the 
ideals that permeate their intellectual and artistic legacy. “ 
 
Thus Greek mythology depicts hubris as a great crime and demands a severe punishment in line with 
their elevated legal punishments and the social expectation of such a charge. The Greek idea of hubris 
focuses on the character of a person in an authoritative position. When this person becomes so proud 
of his exceptional qualities, his hubris forms a delusion that he is equal to gods and his eventual 
defiance of the gods ensures his downfall.  
 

Our contemporary notions of pride 
seem to be a mild form of Greek 
hubris. Our sports team pride is the 
warning to not delude ourselves 
and become too self-important.   
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Oedipus – Ernest Hillemacher, 1843 
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6 - The Role of the Chorus 

 
Most of the information that we have about ancient Greek tragedy comes from the work of three 
major playwrights: Aeschylus, Sophocles and Euripides.  The tragedies were written as part of trilogies 
that were entered into the competition at the City Dionysia festival in Athens.  Only one complete 
trilogy survives, but we have a little over thirty complete tragedies, and these are considered to be 
representative of the tragedies written in the 5th century. 
 
From studying these existent plays, scholars have identified a common narrative structure.  Tragedies 
usually begin with a prologue, which provides the necessary background information about events 
preceding the play’s opening.  The entrance of the chorus, who would begin the play if there were no 
prologue, follows this.  Next comes a series of episodes, of varying number, that develop the action 
and are separated by choral dance songs.  The concluding scene involves some sort of catastrophe or 
resolution where events are brought to light and is followed by the departure of the characters and 
the chorus. 

 
When thinking about Greek drama, it’s useful to 
remember that it probably resembled modern 
opera more than what we would think of as a 
play.  The chorus is not usually seen in 
contemporary plays, but can serve an analogous 
role in an opera, where it can also add visual 
spectacle and dynamic energy through 
movement.  However, Greek choruses usually 
function differently, such as in setting the 
rhythmical pace of the action and creating 
pauses to allow for reflection.  There are also 
numerous other diverse characteristics. 
 

The chorus in Oedipus the King is representative of tragic choruses, serving many functions within the 
drama: it sets the tone of each scene and the entire drama, it establishes the social and ethical context 
to judge the action against, and it comments on the action and themes.  Greek choruses represent a 
group and can serve as a character: offering advice, voicing opinions, questioning, and occasionally 
even taking an active part in the events.  The chorus can be a protagonist or an antagonist in the 
drama, and expresses a collective voice.  For example, in Oedipus the King, the chorus represents the 
city’s elders, offering advice and speaking in unison to the other characters. 
 
In contrast, the role of the chorus in Oedipus El Rey continually shifts as they express themselves as 
individuals.  At times the chorus acts as one, but at other times, each member interacts as a character 
and they often change identities.  Also unlike a Greek chorus, which is usually present for the entire 
action of the play, the chorus does not remain with the audience.  By reworking the ancient model, 
Alfaro keeps the dynamic energy of the chorus, but establishes a form that is more modern and 
familiar.  
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7 - Recidivism in California 
 
While recidivism rates are a 
significant issue throughout the 
country, the problem is acute in 
California, which has the highest 
recidivism rate in the nation.  
California’s network of 33 
prisons, administered by the 
California Department of 
Corrections and Rehabilitation 
(CDRC), also has a number of 
other problems, including 
overcrowded prisons and a high 
youth recidivism rate.  
 

According to the California Prisoners and Parolees 2010 report, the total institutional population was 
162,821 inmates.  When compared to the state’s overall population, that’s 416 prisoners for every 
100,000 people.  North Kern State Prison, where Oedipus el Rey begins and ends, housed over 5,000 
prisoners in 2010.  The facility was at 95.6% over the original design capacity.   
 
As mentioned in the play, the institution as a whole has a high rate of turnover: admitting almost as 
many new offenders or parole violators as they release.  Recidivism, or relapsed offenders who return 
to the system after being released, contributes the majority of this.  The CDRC measures and analyzes 
recidivism by tracking released felons for a three-year follow-up period counting arrests, convictions 
and returns to State prison.  In their 2013 Outcome Evaluations Report, they reported that of the 
122,877 inmates who were released or re-released to parole during 2008-09, about 6 out of 10 (61%) 
recidivated.  Almost three-quarters of the felons who returned to prison did so within one-year of 
their release.  About a quarter of all inmates released 
paroled to Los Angeles County, and half of these 
recidivated. 
 
Juveniles under the age of 25 comprised 13% of the total 
California prison population in 2010.  A few years earlier, 
the State Division of Juvenile Justice, which supervises 
around 3,000 wards, reported that parolees had a 
recidivism rate of 70% within three years of release1.  
However, the rate seems to be decreasing and in 2010, the 
recidivism rate was at 62.7% for youths released at 24 or 
younger. 
 

                                                 
1 “California: Recidivism is 70%,” Juvenile Justice Digest, Sept. 29, 2006; 34, 18 
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8 – Growing Up in Prison 
By Tony Rios (found at http://www.cyc-net.org/cyc-online/cycol-0602-rios.html) 
 

Tony Rios, a youth who was locked up at age 13 and, two years later, was 
transferred to an adult prison. Tony shares his experience of being 
socialized by older inmates within the prison culture. 
 

In March of 1992, I started an 8-year sentence for the crime of aggravated assault, with a suspended 
sentence of 20 years for the crime of first-degree manslaughter. I was just barely 15 years of age when 
I walked into the prison. At first I was still in a state of shock, desperately trying not to believe that this 
was truly happening to me. But it was very much real and true. 
 
When I first came in, I was strip-searched — for security reasons, I 
was told. About this point, I was dazed and confused and felt so alone. 
I feared what the prison had in store for me. I had sat in the “fish 
tank” for 1 day when an inmate walked up to me who was 6’4” and 
weighed at least 275 pounds. I was glad to see him because he was 
my stepfather. He was allowed in my cell, and we exchanged hugs and 
tears. 
 
After 2 weeks in the tank, I was sent to the minimum security prison because of my age. I stayed there 
for 9 months with nothing but time on my hands. I was too young to qualify for any of the classes or 
trades they had to offer, so I started to get a lot of minor write-ups because I had nothing to do. This 
resulted in my being sent to the main prison, where I had never been. After about 2 months, I got into 
a fight with three inmates, in which I got badly beaten because I refused to be strong-armed or 
bullied. I couldn’t tell my stepfather because he had gotten out. This happened just before my cousin 
was stabbed to death in the same prison by an out-of-state inmate. 
 
At this point in time, I began to miss my family and my mom, but they were too far away to come 
console me. 
 
Before I was taken to the hole (because of the fight), I attempted to take my life. I felt as if no one 
cared anymore, so why not? After I got out of the hole, I started work in the kitchen. While working 
there one night, I went out to the recreation yard. A riot started, and I became involved to “make my 
bones” with the other inmates. I knew I could be charged and face life in prison, but it was better than 
having anyone pick on me. Even though I was in a gang now, the gang members weren’t always 
around to protect me, so I chose to be involved in the riot. After the riot was over, I was placed in the 
hole, where I stayed for 14 straight months. Then I was placed in administrative segregation for 10 
more months. At this point, I had spent my 16th, 17th, and 18th birthdays in the hole and in 
administrative segregation. I didn’t care what I did, or if anything happened to me or those I was 
related to. I had learned to shut all emotions off, because that way I wouldn’t feel the pain of 
loneliness for my family. I was always depressed and suicidal, and because of that I was constantly on 
psychiatric pills that dulled my thinking as well as my ability to hurt myself or others. I felt alone, 
confused, and depressed, and the feeling of an emptiness still haunts me to this day, 4 years later. 

http://www.cyc-net.org/cyc-online/cycol-0602-rios.html
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At first this place changed me into this unremorseful 
monster who would fight at the drop of a hat and didn’t 
care about myself or anyone in general. It hardened me 
on the inside to a point that no one could get through to 
me with anything about where I was going in life. There 
was no one I could talk to who would listen with an open 
heart instead of an open book listing rules and prisoners. 
All I ever wanted was for someone to listen, someone 
who would understand what was going through my mind. 

 
Most of the kids joining gangs or getting into trouble today don’t have a warm home environment. No 
one notices the good things they do, so they do the bad things to gain someone’s attention, which to 
me is a plea for someone to be there. Gangs and gang life are like a family, where youth can seek 
protection and a never-ending love. When you join the gang, you are always welcomed with open 
arms, and there is always acceptance among the members. Kids show their gratitude and hardness by 
doing things for initiation, such as doing a drive-by, robbery, or assault, or killing or maiming an 
enemy. If parents were more open-minded about their needs, spent more time with them, and were 
more involved in children’s lives, rather than just putting a roof over their heads and food on the 
table, kids would most likely feel an acceptance and family-loving atmosphere, rather than finding it in 
a gang life or a life of crime. I know I would have. Many kids are just a product of the type of 
environment that they are growing up in. Ninety-nine percent of these children do not live this 
lifestyle by choice, but rather for the inner need to feel loved and accepted or to get someone’s 
attention. In many cases, it is the wrong attention to get. Some kids may do it for the mere enjoyment 
of the carefree lifestyle it offers them. 
 
Today, children who commit serious crimes against 
people and property are considered incorrigible and, 
instead of rehabilitation in the juvenile system, society 
gives up on them. They are sent to an adult prison, 
which becomes a training ground for the life of a 
hardened criminal without a care in the world for who 
they hurt and what they do. 
 
Many inmates believe they can get away with crime because they will be more confident next time. 
They become the harbingers of things to come, the next generation in our so called great “Amerikka.” 
 
Building more prisons and juvenile facilities won’t work as a deterrent to crime. The money that is 
being spent for all this building should be used for better education and counseling for those youth 
who are falling into the wrong tracks in life. 
 
Prisons are a training ground for the young people who enter their gates. Once these kids graduate, 
they will commit more heinous crimes because they have received advanced psychological training in 
the criminal way of thinking. 
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9 - Chicano Gang History and Culture  
 

Mexican culture can be dated back to the existence of the Mexican population in the United 
States during the 16th century, when Spanish explorers settled what was then northern Mexico and is 
currently the American West.  In Los Angeles and Albuquerque, the downtown plazas were original 
settlement areas, around which these cities grew. Following the end of the Mexican American War in 
1848, Spanish and Mexican settlers who already lived in that region became United States citizens 
(Mexican immigration in large numbers did not begin until the turn of the 20th century). Gang-like 
groups are said to have first appeared in the Western region as early as the 1890s. Widely recognized 
experts on Latino gang origins suggest that the precursors of Latino or Chicano (US-born) urban gangs 
in the Western region were the palomilla (meaning literally, flock of doves).  These are best described 
as small groups of young Mexican men that formed out of a “male cohorting tradition,” first reported 
in south Texas in the early 1900s.  These emerging gangs appear to have migrated along the trail that 
originated in Mexico and continued along a route through El Paso and Albuquerque, and onward to 
Los Angeles. The first Los Angeles gangs, called “boy gangs”, clearly were patterned after the 
palomilla.  

 The typical Chicano gang member lives in places like 
Wilmington, Pomona, Santa Ana, Norwalk, Canoga Park and 
East Los Angeles. These gangs grew out of the pre-existing 
Mexican culture in the Western region, and their growth was 
fueled by subsequent Mexican migrations.  El Paso, 
Albuquerque, and Los Angeles initially were populated by 
immigrant groups along the trail from Mexico to Los 
Angeles.  Indeed, the immigrants brought an embryo culture 
with them that was transmitted by youth who were named 
pachuchos—an expression for field hands that comes from a 
Mexican city of that name, and these pachuchos socialized with 
other immigrant youths in the streets.    

Two forces served to incubate street gangs of Mexican 
origin in Los Angeles and in other Western cities: physical and 
cultural marginalization. The barrios in which the earliest and 
most firmly established gangs developed were well‐demarcated 
settlements of Mexican-Americans and immigrants. They were 
located in geographically isolated areas that other settlers and 
developers had bypassed as less appropriate for habitation, and 
were further isolated by cultural, racial, and socioeconomic 
barriers enforced by ingrained prejudices of the Anglo-American 
community. This rendered the barrios more impervious to 
outside influences.   

Immigrants were culturally marginalized between their society of origin and the dominant 
American culture to which they had migrated.  Cholo youth, the poorest of the poor marginalized 
immigrants, could not fully assimilate into Anglo culture or develop a unique identity that might 
incorporate both Anglo and Latino culture, and so created a subculture. Being a cholo allowed such 
youth to assert their own Latino identity, take pride in it, and deny “being enbacheado (Anglicized)”. In 
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other words, these street youth shaped their own cholo (a derivative of the Spanish solo, meaning 
“alone”) subculture. Gangs were formed from youths who were culturally and socially alienated and 
who willingly gravitated to barrio hangouts. 

More recently the significant street and prison Latino gangs 
operating in the Western and Pacific regions (particularly California, 
Nevada, and Hawaii) are La Eme, 18th Street, Mara Salvatrucha 13 
(MS-13), and Nuestra Familia. The most prominent Mexican gangs 
among these are 18th Street, La Eme, and Nuestra Familia. The FBI 
considers the California‐based Mexican Mafia (La Eme) to be one of 
seven major prison gangs. The Mexican Mafia prison gang was 
formed in the late 1950s within the California Department of 
Corrections (FBI, 2008). It is loosely structured but has strict rules 
that must be followed by members. Altogether, the Mexican Mafia 
controls approximately 50,000 to 75,000 California Sureños gang 
members and associates. Most members are Mexican-American 
males who previously belonged to a southern California street 
gang. Although the Mexican Mafia is active in the Southwestern 

and Pacific regions of the United States, its power base is in California. The gang’s main source of 
income is extorting drug distributors outside prison and distributing methamphetamine, cocaine, 
heroin, and marijuana within prison systems and on the streets. Some members have direct links to 
Mexican drug trafficking organizations. The Mexican Mafia also is involved in other criminal activities, 
including controlling gambling and prostitution in prison.   

At one time, within gang culture, there had been a code—born of remote, segregated barrios, 
forged in an era when most adults, let alone children, did not have cars, when the outside world was 
just that, when each neighborhood felt the need to huddle against unknown forces, when connections 
with Mexican culture were much stronger. The code included a distinct set of traditions, rules and 
taboos passed down for generations. Violence 
was not committed randomly, only to settle 
specific scores. You did not shoot into someone's 
house. You did not attack bystanders. You did not 
jump a rival gang member if you saw him walking 
with his family. Much of this code has fallen by 
the wayside. The world has changed and there is 
growing concern in the U.S. government that the 
connection between gangs from Mexico and 
Central America with gangs in the Western and 
Eastern states is strengthening. 

 
Copy reprinted from Teatro Milagro Study Guide; original sources include: Deeply Rooted in L.A. 
Chicano Gangs: A History of Violence; BOB BAKER. Los Angeles Times. 
HISTORY OF STREET GANGS IN THE UNITED STATES, By: James C. Howell and John P. Moor. 
http://www.nationalgangcenter.gov/Content/Documents/History‐of‐Street‐Gangs.pdf 
 
 
  

http://www.nationalgangcenter.gov/Content/Documents/History‐of‐Street‐Gangs.pdf
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10 – The Lingo 

 
As a Chicano adaptation, Oedipus el Rey remains true to the speech of the Mexican-American 
characters with English dialogue that is infused with Spanish words and phrases. 
 
an alleluia-  religious, born 
again Christian 
asi-  like that 
baboso-  stupid, idiot 
barrio-  neighborhood, 
hood, ghetto 
bandito- “simple soul”, 
blessed 
botanica-  botanists, a shop 
that sells herbs 
bruja-  witch 
cabrón-  bastard, son of a 
bitch (also a Billy goat); 
dumbass 
callate-  be quiet, shut up 
carnal-  brother, close 
friend 
carro-  car 
chamaco-  kid (male) 
chi-chi-  breast 
chingada-  a variation of 
chingado, meaning “fucked 
up” 
chismoso-  one who gossips 
(chisme is gossip) 
cholo-a Chicano male who 
typically dresses in a 
sleeveless t-shirt or a 
flannel shirt with only the 
top buttoned, and a hairnet 
or with a bandana around 
the forehead, usually 
halfway down over the 

eyes; cholos often have 
black ink tattoos, commonly 
involving Catholic imagery, 
or calligraphy messages or 
family names. 
chula-  pretty one 
compadre-  literally, 
godfather of your child (or 
vice versa); any close family 
friend 
como no-of course 
consejo-  advice 
curandero-  healer 
Ese-what you call your close 
friend; something like dude 
or homeboy (used mostly 
by Chicanos in Southern 
California) 
Eso-that 
Esfinge-Sphinx 
Farmacia-pharmacy 
Filósofo-philosopher 
Gente-people 
Guapo-handsome 
Hermana-sister 
Hijo-son 
Hombre-man 
Huesos-bones 
Huesero-bonesetter 
Humilde-humble 
Jefe- boss, chief 
Limpia-a cleanse 
Mandado- errand, job 

Matar-to kill 
Maldecido- cursed 
mero-the top, the leader, 
the Man 
mierda-shit 
miedo- fear 
místico-mystic 
mocoso-snot-nosed kid 
(masculine) 
negocios-business 
niño-child (boy) 
novella/telenovela- 
Mexican soap opera 
ojos-eyes 
orden-order 
oye-Hey! literally it means 
to listen or to hear 
paletero-popsicle seller 
Patas Malas-Bad Feet 
Pendejo-idiot, dumb ass 
pinché-fucking (as an 
adjective curse, not as in 
sex) also worthless 
pleito-fight, argument 
puto/a –whore 
Que-What 
Rabia-rage 
respeto-respect 
Rey-king 
tiempo-time 
veteranos-veterans 
Viejo/a- old man/ woman
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THE EVOLUTION OF OEDIPUS 
A Historical Timeline 

 
 
 

  
 
 
 
 
 
 
 
 
 
 

 
 

  
 

 
 

 
 
  

1894 – One of the first productions of 
the Oedipus story in America, the 

French adaptation Oedipe Roi was 
brought to New York to showcase 

the talent of the celebrated French 
actor Jean Mounet-Sully. 

1718 – The first play written by 
the French dramatist and 
philosopher known as Voltaire, 
Oedipe debuted at the 
Comédie-Française and was one 
of the greatest dramatic 
successes in eighteenth century 
France 

c. 429 B.C. - Sophocles’s Oedipus 
the King was first performed at 
the City Dionysia competition, 

where it took second prize.  The 
tale of Oedipus was retold later in 

the fifth century B.C. by the 
Athenian playwright Euripides and 

again during the 1st century A.D. 
by the Roman dramatist and 

philosopher Seneca. 
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2013 – Off-Broadway’s Faux-Real 
Theatre Company presented a 
modern re-examination of the story, 
called Oedipus XX/ XY.  The 
production combined classical 
techniques with FRTC’s avant-garde 
style, notably having a woman play 
Oedipus and a male in drag play 
Jocasta. 

2008 – London’s National Theatre 
mounted Oedipus by Frank McGuinness, 

set the drama in the modern business 
world, led by Ralph Fiennes. 

 

1996 – A Colombian film directed by 
Jorge Ali Triana, Edipo Alcalde 
(Oedipus Mayor) presented a 

modern interpretation set in 20th 
century Columbia.  

1957 – A classic film adaptation by 
acclaimed British director, Sir Tyrone 

Guthrie, used masks to evoke ancient 
Greek theatre traditions. 

1946 – The French director Michel 
Saint-Denis brought a poetic 
translation by William Butler Yeats to 
Broadway’s New Century Theatre.  
The production featured a stellar cast 
with Laurence Olivier in the title role. 

1934 - French dramatist Jean 
Cocteau's modernized retelling of the 

Oedipus legend, The Infernal 
Machine, explores social and political 
themes latent in the myth with more 

humanized characters and an 
appearance by the Egyptian god 

Anubis. 

201

5 

1950’s 

1960’s 

1970’s 

1980’s- 

1990’s 

2000’s 

2010’s 

1900’s- 

1920’s 

1930’s 

1940’s 

http://en.wikipedia.org/w/index.php?title=Jorge_Ali_Triana&action=edit&redlink=1
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Food for Thought 

 
 
Is a person capable of changing the course of their lives? Do those choices change our 
fate or are they a part of the overall plan? 
   
Is there a point when you think retribution becomes just? 
 
What is the story you tell about yourself over and over to people? 
 
Now that you are older and have more experience, is there something you would like to 
tell your younger self?  
 
Think back to a moment in your life when you felt trapped, a prisoner to fate. Was it 
really fate or did you do something to make that your destiny?  
 
 

 

Oedipus and the Sphinx – François Xavier Fabre, ca. 1806-1808 

 

http://blog.nsavides.com/wp-content/uploads/2013/02/Oedipus-and-the-Sphinx.jpg

