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The Paradoxical Nature of Orpheus’ Desire

Critical Context
	Ovid was born into the Roman Empire on March 20th, 43 BCE, according to his own calculations in an autobiography (Ziolkowski 20). Theodore Ziolkowski, the author of Ovid and the Early Moderns, provides informative speculation on Ovid’s history as a poet in Rome during the second generation of the Augustan era. During this time period, the Augustan age was still settling into place after the civil war that followed the murder of Julius Caesar (Ziolkowski 20). This new cultural era provided the world with a poet whose works are still studied and renowned in modern day. While there is little conclusive evidence which provides an exact timeline for Ovid or the dates of his publications, it is known that he became a celebrated poet at an early age (Ziolkowski 19). In fact, Ovid’s work provided him with success that is “rarely matched among poets of the ancient world” (Ziolkowski 19). However, his success would not last throughout his life. At the height of Ovid’s success and notoriety, approximately age 51, he was “sent into exile to Tomis on the Black Sea at the most remote reaches of the empire” at the time (Ziolkowski 22). 
Ovid was significantly frustrated as a poet by his exile to a place where no one could appreciate or even understand his art[footnoteRef:1] (Ziolkowski 24). This was well after the time at which he had written Metamorphosis, the focal point of this essay. However, it is important not to overlook this important event because Ovid’s history remains important to the context of his writing. While he was exiled after having written Metamorphosis, the reasons for his exile may have begun to take root at this time. The reasons for Ovid exile remain unclear. One possibility are Ovid’s controversial writings which were overtly sexual in nature, though this is unlikely (Ziolkowski 21-22). According to John C. Thibault, author of The Mystery of Ovid’s Exile, Ovid was exiled by the emperor and in order to avoid further incriminating himself did not disclose the reason for his exile, even in writing, preferring instead to ‘preserve’ “a cautious silence about the secret mistake that ruined him” (2).  [1:  While Ovid wrote Metamorphoses well before his exile, it is interesting that he experiences the same misunderstood artistry that Orpheus could be said to experience before he is stoned to death.] 

	Regardless of Ovid’s days of exile, his work has extended well beyond his years into modern society, influencing the many generations in between. Perhaps the only limiting factor for Ovid was ‘displacement’ as a result of Virgil (Ziolkowski 29). However, that did not prevent his works from slipping from hand to hand down the timeline, as we can continue to enjoy his work in modern times. In fact, Ovid is said to have had a profound effect on early modern England. As Ziolkowski states, “Ovid’s impact in England is difficult to overestimate” (26). Authors who were influenced by Ovid include William Shakespeare and Ezra Pound, among other early Romantics and also not limited to this time period alone (Ziolkowski 26). In fact, Ziolkowski continues to trace Ovid’s influence into modern day writers. 
	Beverly Zabriskie, author of “Orpheus and Eurydice: A creative Agony” describes the creative aspect of Ovid’s writing in Metamorphoses and discusses the significance of Orpheus as a musician. More specifically, Zabriskie relates Orpheus’ abilities as an artist to a contributing factor in the ‘agony’ that he and Eurydice experience in the text. Likewise, John Heath, author of “The Failure of Orpheus” identifies the many reasons why Orpheus could not complete the simple task given him. Heath criticizes Orpheus’ failure overall as a lack of true love and desire for Eurydice, instead relating Orpheus’ failure to a sense of selfishness and self-preservation. Ovid’s work has transcended well beyond his own life to modern criticisms and, similarly, here we will explore Orpheus’ transcendence of life and the influence of his desires in both assisting and preventing him from saving his beloved Eurydice. 


Part I

Passion
Passion is a word which means “To show, express, or be affected by passion or deep feeling” and implies a type of “suffering” (Oxford English Dictionary Entry 1, def. 3). Passion also has some Greek etymological connotations of a type of “madness” (Oxford English Dictionary Entry 6, def. 1). Passion is an emotional response. The idea of a “deep feeling” and “madness” implies a sense of being controlled by one’s emotions, or a lack of control in regards to the specific object of passion. If a person is overmastered by his passion, this suggests that other things become less important by comparison. It is interesting to note the implication of suffering in the word passion. If one is so involved in his passion that the world around him becomes less important, this becomes a hindering human quality; one that prevents the person from exploring his full potential. In this way, passion is a type of madness, whether lasting or temporary, which ceases the human drive for self improvement or progression. Passion, by contrast to desire, only motivates a person toward the object of the passion. Desire drives and motivates a person to complete as many tasks as it may take just to come closer to the object of his desire, even if it is unattainable.
Desire
	When a person experiences desire, there is an implication that they are missing or lacking something. Desire means “To require, need, demand” (Oxford English Dictionary Entry 2, def. 3). Because desire is a type of need, it is a motivator which triggers action. Desire is further defined as “that feeling or emotion which is directed to the attainment or possession of some object from which pleasure or satisfaction is expected; longing, craving; a particular instance of this feeling, a wish” (Oxford English Dictionary Entry 1, def. 1). Desire is complicated because desire implies the possibility that the object or entity that is desired is potentially unattainable or merely a “wish.” When a person says they ‘want’ something, it usually suggests that the object of their ‘want’ is material, that the object is obtainable. This contrasts with the emotion experienced when a person uses the term desire. Desire also has connotations which suggest the loss of something and “regret” (Oxford English Dictionary Entry 1, def. 3). Desire means that one hopes or longs for something, but hope and longing do not suggest that the object of one’s desire is actually attainable. In this way, desire inspires, desire drives, and desire encourages and stimulates action through “need” despite the fact that the object might be unattainable. Similar to the idea of passion, there is a type of madness associated with pursuing one’s desires because ultimately, one’s efforts could prove to be in vain. Due to the fact that a person is still motivated by desire despite possibility that the object is unattainable, there is the possibility that the drive and motivation inspired by desire would be lost with the attainment of that object of desire. 


[bookmark: _GoBack]Mortality
	To exist or be mortal defines the idea of life, but only temporary life or a life that ends: “one who is destined to die; a human being, in contrast with an immortal” (Oxford English Dictionary Entry 1, def. 1). In this way, mortal life becomes is defined by the inevitability of death or a “contrast” to immortality. Mortal life is defined by its impermanence. The impermanence of mortal life prevents anyone from describing the experience of death. One can only describe what they experience in life because life is all a person knows before death, at which point their unanimated remnants cannot relay the experience to a still living being.

Mortality and Communicating Experience 
	The occurrence of death and the consequential suggestion of life after death are experiences which will never be fully explained through literature or any other medium. Existence in the realm of the living is essential for recounting an experience to the living. 
Because death results in the literal silence of a person, it can never be understood by mortal beings. The experiences that a person can describe in life partially define what it means to be alive or to be mortal. Characteristics of mortality include learning, experiencing, sensing (feeling, tasting, touching, smelling, seeing, hearing), emotions, etc. These are defining human characteristics because they are ones which a person can, to some extent, describe. This complicates the idea of death because it is as though death defines life through the aspect of life’s futility. However, death cannot be described and it is therefore arguable that death stands outside the scope of life. 
Death is defined as “the state or condition of being without life, animation, or activity” (Oxford English Dictionary Entry 1, def. 2). Without “animation” or “activity” a person cannot express the experience of dying. The experience of death is one that remains an inevitability of life and yet no person fully understands this experience until it occurs. At this point, one is unable to recount the experience to another because of the silent and mute nature of death in itself. Muteness is a fitting characteristic of death because death itself implies a conclusion to life and the ability to speak or communicate is merely a characteristic of life. Due to mortality, literary authors and audiences have no other frame of reference to which they are able to relate. As a result of the inevitability and inexpressibility of death, the subject has been a captivating topic for artists and authors throughout history to explore in an attempt to explain the inexplicable.

Immortality
	The Oxford English Dictionary defines the term ‘immortal’ as “not liable or subject to death; deathless, undying; living forever” (Oxford English Dictionary Entry 1, def.1a). Immortality, though it is often associated with death, is defined by unlimited existence. In contrast is the idea of mortality. Mortality is often associated with life and yet defined by the constant presence or possibility of death. Immortality is often associated with death and yet is defined by unlimited life or existence. The concepts of life and death are somewhat paradoxical as a result of the inexpressibility of death; life cannot exist without death because mortality and immortality contextualize each other with the presence of a timeline. Timelessness is characteristic of immortality which does not correspond to life because life has an end in death. Yet, immortality is an idea meant to represent life after death; which every mortal has the potential to achieve though a person’s very existence in the universe because the things we do in life are lasting characteristics of the mortal universe which extend beyond an individual’s mortality. This may be through their significance to other people, their remembrance by other people, or the ongoing energy of their ‘spirit’ or ‘soul’ (in a more abstract and unproven sense). It is also important to note the relationship of deities to immortality. Gods are used as a symbol for creation and destruction and have “power over nature and the fortunes of mankind” (Oxford English Dictionary Entry 1, def. 1a). Gods are often considered to be the immortal beings responsible for life and death and define the laws of time and space. As a result, they are not to be contradicted by mortal beings that have no role in this power.

Mortality and Passion
	Passion is an emotional response and emotional responses are defining mortal characteristics as mentioned previously. All descriptions of passion are relatable to the aspect of mortality as it has been defined. Because passion is an overmastering, a suffering, a type of madness, and/or a hindering quality (as were previously mentioned), then passion is only applicable to mortality because these characteristics define mortality and because they can be defined, as opposed to immortal qualities which cannot. 

Immortality and Desire
Desire relates to immortality through the idea of ceaselessness. The idea that something desired might be unattainable and the fact that desire continues to drive an individual and motivate action regardless of whether or not the entity is achievable, perpetuates the idea beyond a mortal consciousness. Desire is a ceaseless motivator that would be lost if the object of desire is attained. Therefore, desire itself transcends the boundaries and limitations of life because desire is not futile in the way that life has a definite end. Life is a means to an end— so to speak—and, by contrast, desire is only a means to inspire further action. 

Part II

In “Book X” and “Book XI” of Ovid’s Metamorphoses, Ovid chronicles the experiences of the character Orpheus through the death of his love, Eurydice, and his ensuing journey to the underworld to retrieve her. Orpheus has the opportunity to retrieve her under one stipulation; that as they left, he not look back until he got home, which Orpheus fails to accomplish. Orpheus’ passion for Eurydice inspires his desire. Desire, by extension, is the driving force behind his entry into the underworld because it inspires his power as a poet/musician. Orpheus’ desire is the reason why he sacrifices the control of mortality, why he is destined to fail, and his consequential reflections on what he has lost.

Mortal and Immortal Boundaries
As a mortal, Orpheus should not exist in the underworld. The underworld, by the definition of many religious beliefs, is generally accepted as a place of existence only available after one transcends life. Whether it is represented as eternal paradise or eternal torment, or some other form of eternal life after death, it is tangential to the aspect of its existence as a realm or dimension beyond the sphere of mortal description, and therefore mortal existence. Comprehension of the mortal world is another characteristic which is unique to mortal existence and the only way to understand mortal existence is to exist in the mortal realm. The same is true for those existing in a realm which transcends mortal life. They too, are not meant to exist in the mortal world because death is meant to be an end to this state of being. Therefore, worldly mortal forms are not meant to exist in a place of transcended beings because they have not yet died, they have not yet experienced death, and they have not yet completed their existence in the mortal world.

Orpheus’ Sacrifice of Power
Orpheus, as a mortal, exists in a separate realm of control than he does when he enters the underworld. As a mortal being in the realm of the living, Orpheus exists where he is meant to exist. However, as a mortal being passing into the underworld, he sacrifices the power of existence where is meant to remain until death, for existence in a place where he should not be present in a living form. This is a conscious choice which he makes, a choice that is not determined by the deities or higher beings who are supposed to be in control of life and death. As a result of this sacrifice of power, Orpheus challenges the power that higher beings have given to him in mortality. Orpheus tests the knowledge of the gods and they retaliate by testing the strength of his desire with “a particularly futile quest,” states Heath (183). Therefore, Orpheus was never meant to be there, nor was he ever meant to succeed in his trial. The omniscient gods are in control of the past, present, and future. They know that Orpheus will not succeed, but provide him with the opportunity regardless in order for Orpheus to prove to himself that his desires are futile.

Orpheus is Driven to Immortality
Orpheus’ desire, derived from passion, drives him to enter the underworld in an attempt to retrieve Eurydice. Zabriskie refers to Orpheus’ story and states: “Besotted with grief, Orpheus followed his bride to the forbidding place that was forbidden to him as a still living man” (Zabriskie 429). Orpheus enters the underworld as a mortal; a place where he should not exist in this state of being because it is one which should not be experienced, or described[footnoteRef:2], by mortal beings[footnoteRef:3]. Passion, by contrast to desire, only motivates a person toward the object of the passion. Desire drives and motivates a person to complete as many tasks as it may take just to come closer to the object of their desire, even if it is unattainable. However, passion is a driving factor for desire, as can be seen through the character of Orpheus who suffers from the loss of his wife. Orpheus is unstable due to the misfortune of losing his wife-to-be on their wedding day and makes his decision out of the compulsion of desire through passion. Orpheus is determined to reverse Eurydice’s death and return her to a living subject. Zabriskie describes the ‘levels’ of emotion which drive Orpheus: “The dramatic turns of their tragic marriage depict multiple levels of intense engagement: first in love, and then in loss. Orpheus’ transcendent passion and transcending pilgrimage in search of Eurydice evoked mystery” (Zabriskie 428). Orpheus’ ‘transcendent passion’ describes passion as a root of desire and a means through which he is able to pervade the ‘mystery’ of life and extend his being into transcendence of life.   [2:  Description through action, in a mortal sense, is a mortal characteristic as defined previously.]  [3:  In the myth of Orpheus, Ovid does not clearly present the details of the underworld to the audience, but instead focuses on the story of his characters.] 

The ability to transcend life, and death, is conventionally beyond the capacities of mortal control.  Orpheus’ desire through loss is so strong that he is left with no choice but to sacrifice the security of his own life by entering the underworld, which is not meant for mortals. Orpheus is overpowered by his desire from loss, which motivates him to enter the underworld to retrieve Eurydice: “Orpheus mourned her to the upper world, / And then, lest he should leave the shades untried, / Dared to descend to Styx, passing the portal” (Ovid 12-14). Orpheus sacrifices the control of his life, the control of his own existence in mortality, to ‘descend Styx’ (to leave the realm of living beings and enter the world of immortals) and enter the underworld. However, “lest he leave the shades untried” places him in a position of power because he is determined to test the destiny of Eurydice and to test the predetermined fates of deities. A cycle of tests ensues; Orpheus tests the knowledge of the Gods and they retaliate by testing the strength of his desire with “a particularly futile quest” (Heath 183).  His quest is futile because once a mortal passes the boundaries of life, they are not meant to return. However, initially, Orpheus attempts to exercise his music/poetry as a means of controlling destiny, and (somewhat) successfully affects the gods through an artistic medium.

Orpheus’ Source of Power
	Orpheus’ power as a poet/musician is derived from his power as an artist and his ability to sacrifice a piece of himself, his intellectual and emotional being, through an artistic medium. Desire is a strength for Orpheus through of loss and transcends life through ceaselessness. Desire is the driving force behind the sheer power of Orpheus’ poetry and music. However, Eurydice plays an important role for Orpheus’. She is the object of his desire, whether attainable or not, and therefore she is the root of his power. However, it is not Eurydice alone that provides Orpheus with power. The idea that desire would be lost with the attainment of desire (Eurydice, in this case) complicates Eurydice’s role in Orpheus’ transcendent power as a poet/musician. If Eurydice were attained, Orpheus would lose his power as an artist because she merely provides the inspiration for his power as a type of muse. Therefore, Orpheus’ power through art is only derived from the loss of Eurydice. The loss of Eurydice, as a concept, is Orpheus’ muse and his power is derived from desire as a result of this loss.

The Power of the Poet
Orpheus’ desire becomes especially evident through his music/poetry and provides him with power. Music gives Orpheus the power to persuade deities as a result of the strength of poet/musician; a form of art. Owen M. Lee states, author of “Orpheus and Eurydice: Some Modern Versions,” states that “among German romanticists the myth symbolized the poets attempt to penetrate the mysteries of death” (307). Life is limited due to the inevitability of death. However, art (created by means of life) is able to extend beyond the limitations of life itself because its existence carries beyond the life of the creator through an object of medium or through others. Whether art is recorded, seen, heard, or in some way experienced by others whose lives outlast those of the creator, it is able to provide significance to another life. Being that artists are creators, this gives them a similar control to that of the gods. When an artist creates a piece, that piece (regardless of the medium) becomes the representation of a part of the artist which they have devoted their time and energy to; something they have devoted all of their senses to creating and therefore a portion of their own life. Part of the life of the creator is carried beyond their life in the mortal sphere through the art they leave behind.
Orpheus, as a poet/musician, utilizes the power of art (powered derived because the artist is another type of creator) to infiltrate the underworld and speak to the empathy of gods. Orpheus has the ability to persuade the goddess Persephone into allowing him to ‘attempt’ to reverse Eurydice’s death; to transcend her death similar to the power of art to transcend life. Because Orpheus must appeal to Dis (the masculine deity of the underworld) and Persephone (the feminine deity of the underworld), it is clear that he is not in control of Eurydice’s fate. However, he utilizes his music and poetry (his artistic medium) as a source of control over the gods who are in control of Eurydice’s fate. Orpheus’ ability as a linguist, a poet, and a musician allows him to plead on an emotional level: “…he passed, came to the king / of that sad realm, and to Persephone / His consort, and he swept the strings and chanted” (Ovid 16-18). After Orpheus’ song, Ovid writes: “And with his words, the music / … Neither the king nor consort / Had the harshness to refuse him” (43, 50-51). Orpheus’ emotion, like the senses, represents a characteristic of life. Life is granted by gods and includes emotion. His emotion is able to transfer through the power of his artistic medium to the gods. The gods become temporarily influenced by human emotion and thus temporarily embody human life because Orpheus has given them a piece of his own. His music is an artistic medium which transcends life, thus Orpheus is able to appeal to Persephone and Dis. The power of Orpheus as a poet/musician is the only means through which he is able to transcend his own life (by sacrificing a piece of it) of mortality and the only means through which Eurydice has the possibility of returning to the mortal world. However, Orpheus’ and Eurydice’s fates are predetermined as soon as each enters the underworld. Orpheus’ fate is therefore linked to Eurydice’s through desire.

Orpheus and Eurydice’s Intertwined Fate
	Orpheus’ fate is linked to Eurydice’s through desire. By entering the underworld out of desire from the loss of Eurydice, Orpheus is forced to accept the possibility of another loss; his own death, or loss of life, through trial. Heath identifies this risk and states that “The death of Orpheus… integrated quite smoothly with the life of Orpheus, but only with Eurydice’s removal from the picture” (167). Considering Heath’s words, the audience must associate Orpheus and Eurydice as two components of the same identity. Orpheus’ death “integrated” with his life because his power as an artist was triggered by the loss of Eurydice. Therefore, their fates are essentially intertwined; if Eurydice lives, so does Orpheus and vice versa. However, since Eurydice has already died, she is not meant to return to the mortal world. Her mortal existence there has come to a conclusion and her immortality in the underworld is her ultimatum. 
Heath continues saying “There is no obvious link between his recovery of Eurydice and his death; there is between his loss of Eurydice and his death” (167). Orpheus’ initial loss of Eurydice, her death from the snakebite, is the driving force behind his own eventual death.  Because she falls, so must he. Orpheus is forced, through desire, to sacrifice the control of mortality and accept what he believes is only the possibility of his own downfall as a result. Orpheus was never in danger, except for the same unpredictable forces of nature that damned Eurydice: “If fate denies us / This privilege for my wife, one thing is certain: / I do not want to go back either; triumph / in the death of two” (Ovid 40-43). Orpheus reiterates to the Gods that his desire will either result in the life of two, or “in the death of two.” In this sense, Orpheus’ fate was a destined occurrence based around the death of Eurydice through his desire to maintain their partnership. However, Orpheus’ acceptance of only the possibility of death implies a sense of self-interest that results from his passion and desire[footnoteRef:4] and hinders his ability to succeed. [4:  Orpheus not only desire to be with Eurydice, but to exist with her in life. His self-interest is the preservation of life which is a mortal characteristic.] 


Orpheus’ Failure
Orpheus’ desire to preserve himself prevents him from succeeding his trial in the underworld. Orpheus is not willing to sacrifice himself to reunite with Eurydice. Instead, he intends to preserve both lives. Heath states that “[Orpheus’] musical skills earned him the gift of his wife, but his hesitancy to die resulted in his ultimate failure” (182). Orpheus has competing objectives when Eurydice dies. Not only does he want to return to her, but he assumes that he can preserve his own life by retrieving her from the underworld. Orpheus’ life is threatened as soon as he enters the underworld because no one is meant to return from there. The underworld is supposed to be an eternal existence after mortal death and death is not supposed to come on one’s own terms[footnoteRef:5]. Orpheus has the desire to retrieve his wife Eurydice, but not the dedication to intentionally sacrifice his own mortality to join her in death (at least not immediately). He assumes that they will be able to return to the mortal world.  Therefore, his desire drives him to the underworld not only out of love, but selfishness.  [5:  This is why, in many religions, suicide is a sin. It is considered a defiance of god.] 

It is his selfishness that ultimately results in failure, despite having managed to convince to gods to give him the opportunity to retrieve Eurydice: “They were near the margin, near the upper land, / When he, afraid that she might falter, eager to see her, / Looked back in love, and she was gone, in a moment” (Ovid 55-57). Orpheus’ desire to see Eurydice causes him to fail her. If one focuses specifically on the words “eager to see her” to identify Orpheus’ desire, then as a result of Orpheus’ neglect for Eurydice’s well being over his own desire, he cannot help but make the mistake of looking back and therefore breaks the one rule he was given by the deities. Consequently, Orpheus is not only responsible for failing to retrieve Eurydice and save her from eternity in the underworld, but he extends her suffering by causing her to die a second time out of selfishness. In this sense, it is as a result of Orpheus’ self-interest, but transitively his contesting desires, that prevents him from succeeding and perpetuates Eurydice’s anguish.

Orpheus’ Predetermined Failure
	The gods, by definition, are said to have “power over nature and the fortunes of mankind” (Oxford English Dictionary Entry 1, def. 1a). They are in control of the time and fate of mortal beings as creators. Orpheus displays passion and desire for Eurydice. Orpheus’s passion for Eurydice displays a mortal sense of overpowering emotion and ‘madness’ from his concern for her and only her. When Eurydice dies, this complicates Orpheus’ passion for her. Instead of only experiencing the passion, desire results from his loss of her as a mortal companion. The resulting desire reinstates the drive for music and poetry that Orpheus lost in his initial passion for, and attainment of, Eurydice. His desire motivates him, but because she is never meant to return from the underworld, he must instead join her. Because no one is meant to return from the underworld, as soon as Orpheus crosses the boundary between the mortal world and the underworld, he immediately determines his own fate and is bound to the underworld. 

Orpheus and Eurydice: Life and Death in a Single Unit
	Orpheus’ desire for Eurydice results in a single unifying embodiment of life and death when he makes his infamous mistake by looking back. Orpheus’s passion drives his desire and his desire provides him with power over the gods; the power to transcend life through the empathy of the gods (because of a partial sacrifice of his life through artistry) as a result of Eurydice’s loss as his muse or inspiration. Despite Orpheus’ predetermined fate, he believes that his quest has the possibility of success. However, if Orpheus were to actually succeed in this task, he would sacrifice the power of his music and poetry by attaining the object of his desire. Returning to his mistake, the audience observes symbolism for Orpheus’ power as an artist, his desire for Eurydice, and the aspect of the two as an Embodiment of life and death: “They were near the margin, near the upper land, / When he, afraid that she might falter, eager to see her, / Looked back in love, and she was gone, in a moment” (Ovid 55-57). Orpheus is “afraid that she might falter,” but his fear for Eurydice’s failure in this task is really only a symbol demonstrating that he fears the loss of his power as a poet/musician if he were to succeed. Ovid focuses more attention to Orpheus’ songs following his ultimate loss of Eurydice than the story of Orpheus and Eurydice, or even the song that allows Orpheus to enter the underworld in the first place. Orpheus cannot betray his skills as an artist by attaining Eurydice, thereby losing his inspiration. Orpheus’ is “eager to see her” and displays his desire immediately after Ovid presents the loss of Eurydice as the loss of Orpheus’ muse. Ultimately, Orpheus “looked back in love’ and this moment is an essential and final unifying moment for Orpheus and Eurydice. Orpheus remains a mortal being who exists in the underworld where he is not meant to be, but was able to transcend through a partial sacrifice of life in his art. This partial sacrifice complicates Orpheus’ position; he is a being of both realms because his life has only been partially sacrificed, but the fact that a piece of him remains in the underworld inherently ties him to it. He solidifies his fate as soon as he enters and therefore cannot complete his task. Eurydice, by contrast, was meant to be in the underworld. Her fate was determined well before Orpheus’ attempt to retrieve her. When Orpheus looks back, they connect for one final moment, unifying the themes of passion and desire, of desire and loss, and the overarching themes of mortality and immortality in a single embodiment provided by Orpheus and Eurydice connected through one last moment of visual stimulation. Orpheus’ look back connects him to Eurydice, but also furthers his desire for her through a second instance of loss.

Orpheus’ Realization
	Orpheus’ desire through the loss of Eurydice compels him to reflect upon his own misery through song. This is appropriate to Orpheus because song is his means of expression. Song allows Orpheus to sacrifice a piece of himself, as discussed earlier, which allows him to surrender the sadness he is experiencing. Orpheus utilizes his poetics to grieve through symbolism: “For his part in Eurydice’s disappearance, the inconsolable Orpheus’ songs were no longer of sorrow but of despair,” says Beverly Zabriskie in “Orpheus and Eurydice: A Creative Agony” (434). Sorrow is a lasting experience. Sorrow is defined as “deep sadness” and “regret” and, like desire, implies loss (Oxford English Dictionary Entry 1, def. 1a). Orpheus experiences sorrow when he loses Eurydice the first time, but his desire motivates him to attempt to retrieve her. However, his sorrow turns to despair which implies “hopelessness” (Oxford English Dictionary Entry 1, def. 1a). Orpheus realizes that there is no hope to retrieving Eurydice and this loss is a reinforcement of inspiration for him which compels him to sing again. After Eurydice dies a second and final time, Orpheus is left in a state of seclusion: “he remained alone. Alienated from the living, in his longing for Eurydice, he shared her isolation” (Zabriskie 434). Orpheus is stripped of the hope to retrieve Eurydice because her death has become absolute, but his desire still remains. Orpheus employs his music and poetry in order to express his loss and reiterate their story. 

The “Story of Apollo and Hyacinthus”
Orpheus’ own distress is especially evident and reproduced in two of his stories; “The Story of Apollo and Hyacinthus” and “The Story of Cyparissus.” “The Story of Apollo and Hyacinthus” conveys the suggestion of Orpheus’ tragedy in a narrative about Apollo and a boy, Hyacinthus, playing a game of discus. Apollo throws the discus so far that as Hyacinthus runs off to retrieve it, the discus falls and lethally hits him. Apollo responds to this misfortune: “You are my sorrow, my reproach; my hand / has been your murderer” (Ovid 198-199). This song implies Apollo’s carelessness for Hyacinthus’ delicate mortality in the same way that Orpheus was careless with the tender state of Eurydice as they traveled back toward the mortal world. Orpheus uses this story as a symbol of his own regret for his carelessness in retrieving Eurydice. Orpheus is applying this heartbreak to his own because he was responsible for the loss of Eurydice through carelessness. His ceaseless desire causes him to sing this song which retells his own story of heartbreak. However, this is not Orpheus’ only reflection on his tragedy.

 “The Story of Cyparissus”
The first song of Orpheus’ own struggle with passion, desire, and death is “The Story of Cyparissus,” in which Orpheus acknowledges his own mistakes through desire. Heath tells the audience that “Orpheus should have committed suicide if he really wished to demonstrate his love” (180). If Orpheus’ love for Eurydice were strong enough, if were really committed to her, he would have committed suicide almost immediately to join her in death. Instead, he grieves, and grieving suggests concentration on the self.  Orpheus is concerned with his own emotions and his own sense of loss instead of letting his love for Eurydice drive him back to her, regardless of the cost of his own life. Orpheus acknowledges his own oversight and grieves his loss in “The Story of Cyparissus.” It is the first story/song that Orpheus performs after his loss of Eurydice. In this tale, Orpheus tells of a young man, Cyparissus, who had a mutual love for an immense stag, but accidentally kills it. This tale is a direct reflection of Orpheus’ own struggle with Eurydice. The details of how Cyparissus accidentally killed the stag with a stray arrow remain vague to the reader, which portrays Orpheus’ own sense of guilt resulting from his selfishness. Cyparissus becomes overtaken by his grief: “And as he saw him dying from the wound, wanted to die himself” (Ovid 131-132). Cyparissus’ immediate desire to die with the stag is a symbol of Orpheus’ reflection on his selfishness when attempting to preserve his own life. Cyparissus is completely miserable without his beloved stag: “he kept grieving still, and prayed the gods, / As a last boon, to let him grieve forever” (Ovid 135-136). Cyparissus’ desire to grieve forever is tandem to Orpheus who reflects upon his loss in these songs and foreshadows his own eventual death.  Orpheus’ grieves for years and rejects all other women who wish to be with him. Feeling rejected, the women he refuses stone him to death. 

Conclusion
Orpheus is necessitated and, by contrast, inhibited in extracting Eurydice from the underworld as a result of his desire. His skill as a poet/musician grants Orpheus an opportunity to save Eurydice, but if he succeeded he would have lost the inspiration which makes him an incredible artist. It is as a result of desire that Orpheus is inspired; the desire for Eurydice. Ultimately, it is not Eurydice that inspires Orpheus’ incredible musicianship, but her loss and the desire to retrieve her. The result of his journey to the underworld is predetermined by the deities and therefore Orpheus was destined to fail. However, what Orpheus does succeed in doing is being granted the opportunity to attempt to enter the underworld and return safely. This is as a result of the life that every artist gives to their work. Because Orpheus is willing to sacrifice a piece of himself through his music, he is able to extend his emotions and his life onto immortals, granting him access to the underworld.  Orpheus and Eurydice’s fates are linked and desire prevents him from accomplishing his goal because he cannot resist looking back for her to make sure that she is actually coming. On a symbolic level, Orpheus is destined to fail because he cannot sacrifice his muse. Because Orpheus and Eurydice’s fates are linked, Orpheus is responsible for his own tragedy and eventual death by seeking her out despite her death. 
Ultimately, Orpheus’ desire and selfishness are the means through which destiny manifests itself. Desire implies a drive and motivation from loss and therefore causes Orpheus to enter the underworld to retrieve Eurydice. As a result, his desire drives him to his ultimate destiny in the underworld without Eurydice, but instead with the continuing power of his artistic abilities due to his incessant desire. The death of Eurydice is equivalent to the death of Orpheus. Orpheus is selfish for anticipating the preservation of his own life when attempting to once again be with Eurydice and, in the end, the combined fate of Orpheus and Eurydice results from Orpheus’ desire to retrieve Eurydice, his selfishness, and his reluctance to lose his life, his music, and his poetry.
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