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he purpose of this paper is to demonstrate how Aeschylus presents hu-

man and divine guilt in his fragmentarily preserved Niobe, numerous

fragments of which toy with the concept of guilt and the inheritance of
evil, as well as explore the delicate balance between divine causality and human
error. A detailed analysis of these fragments allows us to understand how the
aeschylean Niobe, daughter of a grave sinner, continuously provokes the divine
wrath, and fails to understand her mistakes until it is too late. Building on previ-
ous scholarship, my goal is to explore the different ways in which Aeschylus ap-
proaches and distributes guilt, especially focusing on the interdependence of hu-
man and divine causality. Ancestral guilt, as has been suggested!, plays an inte-
gral part in Niobe’s doom, but eventually it is her own actions that set the divine
punishment in motion. A close reading of the fragments TrGF III 154a, TrGF III
162, TrGF 111 160 and TrGF II 700* helps us understand how this interplay of di-
vine necessity and human responsibility finally works.

1 See LLOYD-JONES 1971, 44 and GANTZ 1981, 24
2 The fragments are examined in order of presumed appearance in the play.
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1. INTRODUCTION

The myth of Niobe and her children constitutes a popular theme in both the
archaic and the classical era. It is firstly attested in Homer’s Iliad’, when Achilles
briefly narrates to grief-stricken Priam the story of the beautiful mother who sees
all her children die due to her insolent behavior towards Leto. Following Homer,
the myth receives various treatments by poets and mythographers, but its core
remains the same: Niobe is always portrayed as a happy queen and mother of
many and beautiful children who dares compare herself to goddess Leto, mother
of only two children, Apollo and Artemis. Leto, angry at the boastful woman,
urges her own children to kill the Niobids, which they happily do. Afterwards,
Niobe abandons Thebes and goes back to her homeland in Asia Minor, where
Zeus takes pity on her and transforms her into a rock on Mount Sipylus. How-
ever, despite her metamorphosis, Niobe continues to weep in eternity for her
family’s demise*.

This is the myth Aeschylus works with in the Niobe, few fragments and ancient
testimonies of which help us sketch out the basic plotline. We know that the tra-
gedian sets his play in Thebes® and that the plot begins three days after the divine
massacre®. Niobe sits silently by the tomb of her children, mourning for their loss
with her head and face covered in grief’. The chorus consists of Lydian maidens
who accompany Tantalus and interact with at least one more character, probably
Niobe’s Nurse®. Arguably, the play has limited action and few characters in it.
Aeschylus puts great emphasis on motherhood and family ties, whereas the most
intriguing theme of the play is the dynamic between humans and gods and the
burden of guilt each of them carry.

In this paper I will present — along with translation’ and commentary — the
surviving fragments of the play that explore this dynamic and proceed to recon-

3 11. 24, 602-620.

4 For a brief narration of the myth see Pseudo-Apollodorus’ Library 3, 5, 6.

5 FITTON-BROWN 1954, 176 puts a definitive end to the discussion of where the play is supposed
to take place.

6 As verses 6-7 of fr. 154a RADT clearly suggest.

7 Niobe’s lengthy silence invites the ridicule of Aristophanes in Frogs, where the character of
Euripides suggests that Aeschylus exploited silence as a cheap trick to create suspense in his
plays. See Ar. Ran. 911-920.

8 On the identity of the chorus, see HERMANN 1828, 45-46. The girls must be either Lydian or
Phrygian, since they accompany Tantalus, whose kingdom is situated in that area. On Tantalus’
kingdom see Pind. Ol. 1, 37-40. No consensus has been reached on who the other character is, but
many scholars prefer Niobe’s Nurse, who might have also been the children’s nurse too. See
METTE 1963, 44 and PENNESI 2008, 30.

9 Translation is my own, unless noted otherwise.
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struct and interpret them in order to throw light on the aeschylean presentation
of the clash of divine justice and human guilt.

2. NIOBE 154A RADT

At first sight, papyrical fragment 154a'’ suggests that the representation of
gods in the play is, to say the least, ambivalent. Setting aside the grueling prob-
lem of the speakers and assuming that the fragment presents an exchange be-
tween the chorus and Niobe’s Nurse'!, we can move on to examining its content.
The fragment goes on for twenty-one lines and is the longest surviving of the

play:

oJudEV’ el un) matéQ’ avaotevale[tal
tov] dovia kat puoavta TavtaAov Bllav,
elg otJov eEWKeENEV AAILEVOV YAHOV.
] kxaxov yap mvevua Eoofl. . .]. do[
]9’ 6pate tovmT]éQUIOV YAHOL: 5
TOLTAL]OV TJHUAQ TOVD' EQNUEVT) TAPOV
TéKvoLS Emlel — v Tolg TEOVNKOOTLY
voa ™V TdAatvayv eDHOQEPOV PUNV.
¢ KakwOeLg O'0VdEV AAA” g[i] un oktd.
pev néet devgo TavtaAov Bia 10
KOMLOTEA TNode Kat te@al. . . . . . Jv-
de unvv tiva é€pwv Apglovt
oV akwg EEe@UAAaTeV Yévog;
0G DUAG 0V YA éote dLOPQOVE[G
Oeoc pev attiav @vetL fpoTolg, 15
Otav kakwooal dwHA ANV OAT)-
]¢ Ovntov dvta xom tov [
1] egLotéAAovTa pr) Bpaocvotop[etv
] €0 mpaooovteg ovmot’ NATIIOA[V
Jvtec éxxetv v €xwol 20
Ylao éEapOctoa [k]aAAwO[T...
I 1

]
]
]
]
]
]
]
]

10 All Niobe fragments are from RADT 1985 unless noted otherwise.

11 This is not an arbitrary hypothesis. The speaker makes a reference to both the beginning (2-3)
and the sad ending of Niobe’s wedding (4), which allows us to assume that she has closely known
Niobe since her youth. However, the speaker also maintains her composure and manages to emo-
tionally distance herself enough from the disaster to both explain what happened to the chorus
and acknowledge that Niobe is also at fault (21). Niobe’s mother would not have been able to do
neither, and Antiope (her mother in law) would have been reluctant to insinuate that Niobe’s
marriage to Amphion (i.e. her son) was the beginning of her misfortune. See also SOMMERSTEIN
2010, 72.
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4 tavtog Pfeiffer moooP[dAAe]L d6[poic Latte 5 Oueic Norsa-Vitelli 6 Tortaiov
Wolff 8 oxémovoa Pfeiffer cf. Ran. 911-912 cf. Eust. Il. 1343,60- trjcovoa Camerer
9 Bootoc Korte 10 avOic Page 10-13 choro dedit Fitton-Brown 11 mepaopévwv
Wolff 12 Poiogc Maas daipwv Cazzaniga matéo Lesky 13 mpopoilov Norsa-
Vitelli 14 é¢yw mpog Norsa-Vitelli 15 AéEw Norsa-Vitelli 17 dpwg d¢ Norsa-
Vitelli éix Oecwov 0APov Korte 19 &AA ot pév Norsa-Vitelli 20 meodvtec Lobel-

opalévtec Fraenkel éxovotmAnopovrv Latte 21 xabtn Latte kaAAiotevpatt
Lobel

< NIOBE’S NUTRIX>
All she can do is weep for her father,
mighty Tantalus who brought her to life and gave her
to a marriage that drifted to disaster.
The spirit of every evil power has attacked the palace.
But you see the ending of this marriage. 5
It is the third day that sitting on this grave
she laments for her dead children, with her beautiful
albeit wretched body covered.
Man hit by misfortune is nothing but a shadow.

< CHORUS >
But soon mighty Tantalus will come here 10
to bring her and the dead back.
Why did Phoebus get so mad at Amphion
that he completely ruined his family?

< NIOBE’S NUTRIX>
You are not my enemies, so I will tell you.
God plants a seed of guilt in humans, 15
when he wishes to completely ruin a household.
But because we are mortals, we should hide godsend
happiness and not speak impudent words.
Still, those who are happy never expect
to fall and spill their blessings. 20
And because this one boasted for the beauty...

The informative nature of the fragment allows us to place it in the first part of
the play, probably the first episode, when Niobe has yet to break her silence'.
Upon entering the orchestra, the chorus is surprised to see a veiled woman sitting
near a newly built tomb. Someone from the palace, presumably Niobe’s Nurse,
informs both the chorus and the spectators about the tragedy that has stricken
the family; All Niobe’s children are dead, murdered by the gods (5-9). The chorus
mentions the imminent arrival of Tantalus in Thebes (10-11) and then supposes

12 Cf. CAGNAZZO 2018, 9.
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that a rivalry between Apollo and Amphion must be responsible for the cruel
massacre (12-13)%. Ignoring their assumption, the Nurse answers that it is god
who plants a seed of guilt in humans, when he looks for a reason to ruin them
(15-16).

If we read lines 15-16 out of context, we reach the conclusion that the speaker
openly blames the gods for what happened. She accuses them of creating them-
selves guilt in humans so that they have an excuse to destroy them afterwards.
Plato, in fact, focuses on this utterance and accuses Aeschylus of being an impi-
ous liar that portrays gods as vengeful entities who cause humans misery!*. How-
ever, if we pay attention to what the speaker says next, we realise that Aeschylus
all but exonerates humans in Niobe. The Nurse points out that humans should
be very careful of their behavior and by no means boast for their blessings or take
their happiness for granted. @poacvotopuetv (“ to speak impudent words”) al-
ludes to Niobe’s offence, of which only the members of the chorus would not
already know. The last surviving line of the papyrus is probably directed to Ni-
obe too. The grieving mother is already there sitting by her children’s grave,
therefore xa0tn), as proposed by Latte, must refer to the veiled figure the chorus
sees in front of them. We must assume that the participle ¢£axpOeloa describes
Niobe’s hubris, i.e. her boastful behavior towards gods. As for the last word, I opt
for Lobel’s kaAAlotevpartt, which could refer to either Niobe’s beauty or that of
her children, although the latter seems more likely. The gist remains the same;
Niobe, being a mortal, should have safeguarded her happiness and abstained
from vane words. Had she not boasted for the beauty of her family, she would
not be forced to see it perish.

Despite assigning blame to her queen, the persona loquens initially states that
the gods wished (the use of the verb 0éAw is well chosen) to annihilate Niobe’s
household and therefore looked for a reason to blame her. Tantalus” wrongdo-
ings might be the explanation behind the divine hostility against Niobe. It seems
possible that gods wish to ruin the offspring of the man who so gravely offended
them. At the beginning of the fragment, we are informed that Niobe laments for
her father for bringing her to life and giving her to marriage to Amphion (1-3). If
one of the two had not happened, she would not have to experience such loss.
But Tantalus seems to be part of her lamentation for all the wrong reasons. How-
ever common it is in Greek tragedy for humans to wish they had never been

13 ] accept Maas’ suggestion of @oif3og because it fits nicely both the space and the meaning. It
is also possible to read daipwv, as Cazzaniga has suggested. The choice we make regarding the
first word of the verse does not change the fact that Amphion is the first that comes to the chorus’
mind as responsible for the disaster.

14 PL. R. 380a 4-5.
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born's, Niobe should not put any blame on her birth or her marriage but, instead,
she should lament for Tantalus’ transgressions that made him and his blood line
hated by the gods. We must not forget that ancestral guilt is a common theme in
Greek tragedy and no child is easily relieved of the burden their sinful fathers
place on them!¢. Tantalus’ offences are a miasma, as Cagnazzo says'’, that passes
from one generation to another and constitutes the reason why Niobe and her
children must suffer.

Building upon this thought, it is tempting to assume that the persona loquens of
the fragment insinuates that Zeus made Niobe sin. It seems fair to wonder if Zeus
“planted” these insults against Leto in Niobe’s head, so that divine retribution
could be set in motion!®. Such an approach, nevertheless, would suggest that aes-
chylean gods go out of their ways to make humans err, and that humans are in-
nocent victims of divine anger. But if Niobe had no say in her fate, nobody would
consider her guilty for spilling her blessings. Regardless of who put these
thoughts in her head, she is the one that chooses to voice them and offend the
gods. Inherited or not, her guilt is undeniable.

3. NIOBE 162 AND 160 RADT

These two following fragments shed more light on Niobe’s character, and the
way she understands the burden of guilt she and divine authority carry.
In fragment 162, Strabo confirms that Niobe is the speaker?.

NIOBH
ot eV dyxlomogot,
<ol> Znvog €yyvg, wv kat' Toaiov mdyov
A10¢ TaTEEOL PwHOS 0T’ Ev atbéQt,
KOV T ov EE(TNAOV atpa datpdvwv:

NIOBE
gods’ children,
the relatives of Zeus, whose altar of father Zeus
is up in the sky on the peak of Ida,
and in whom the divine blood has not yet lost its potency.

15 Cf. Soph. OC 1225.

16 On the theory of ancestral guilt see LLOYD-JONES 1971, 44. This type of reasoning seems weak
to GANTZ 1981, 24, who argues that this kind of thinking would not leave anybody innocent be-
hind. But if we consider how many happy endings greek tragedy has, it is his reasoning that
seems less likely to be right.

17 See CAGNAZZO0 2018, 12.

18 GANTZ 1981, 24 asks the same question but does not offer any answer.

19 Strab. 12, 8, 21.
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Both Tantalus and Amphion are Zeus’ sons, but it seems more likely that Ni-
obe has her father in mind®. The fragmentary nature of the speech leaves plenty
of room for speculation. We could argue that Niobe speaks bitterly about the way
Zeus behaved towards his mighty offspring, driven by her rage over the loss of
her children. The reference to divine blood in her relatives” veins certainly allows
for such an assumption and reminds us of the speech Ovid’s Niobe gives, when
she boasts for her divine lineage?..

Tantalus is alive, which means that Niobe is still associated with people who
are not mere mortals but children of Zeus. She believes that she should have
received better treatment by the king of gods, maybe even special one, given that
she bore his grandchildren. She is enraged that Zeus, despite the respect he en-
joyed by his own children, felt no obligation to protect those who are tied with
him with bonds of blood but allowed such a fate to ruin them. The fact that Plato
in his Republic uses this utterance as additional evidence of Aeschylus” impiety
could work in favor of the hypothesis that Niobe here is indeed being contemp-
tuous of divine laws and justice®.

If we opt for a different reading, it is possible to assume that Niobe somewhat
desperately attempts to convince herself that she is not defenseless against the
divine wrath; Amphion’s absence from the surviving fragments suggests that he
is dead before the beginning of the play*. Despite him being a pious man, loved
by gods* in greek myth, he suffers an invariably undignified death soon after the
death of his children®. It is therefore evident that he can be of no help to Niobe
anymore, since he is either dead or he too has seemingly descended to folly and

20 Strabo states that Niobe utters these verses upon remembering her father: gnoi yag éxeivn
prvnonoeobat twv meot Tavtadov (“he - i.e. Aeschylus- says that she remembered the affairs
of Tantalus”). The fact that Niobe mentions Mount Ida, which is located in Asia Minor, makes it
easier to connect it with her father’s kingdom than with Amphion. For a different reading of the
fragment see KEULS 1997, 198.

21 Cf. Ov. Met. 6, 172-179.

2 PL R. 391e 6-9. However, given that Plato’s treatment of aeschylean quotes is often deliberately
misleading and exploited to justify the banishment of the poets from his ideal state, we cannot
rely on the philosopher’s comments too much. See also KYRIAKOU 2019, forthcoming.

23 PENNESI 2008, 91 suggests that Niobe mentions only her father in her lament in 154a (1-2)
because he is the only member of her family left alive. The fact that in the same fragment the
Nurse mentions the ending of Niobe’s wedding (tovrutéppiov yapov) also agrees with this hy-
pothesis.

24 Paus. 6, 20, 18

%5 In the epic poem Minyas (Min. fr.3 PEG), Amphion is punished in Hades for his behavior
towards Leto and her children, whereas according to Telesilla, (see n. 9) Amphion too becomes a
theomahos and is killed by Apollo and Artemis right after the massacre of his children. In Sopho-
cles” Niobe, Amphion challenges Apollo to a duel and is immediately killed by the divine arrows
that had previously killed his children (See P.Oxy. 3653 fr. 2 which contains the hypothesis of the
play). In later versions of the myth, Amphion commits suicide. (Cf. Ov. Met. 6, 271-272.)

10
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lost the privileges he might once have. Hence, her only consolation is Tantalus.
Niobe’s father is her only close relative left alive that has an important part in the
play. He is the speaker in some of the surviving fragments* and mentioned in
many, while Niobe seems to only break her silence after his arrival in Thebes?. It
is fair to assume that his presence next to Niobe is supposed to be at first sight
comforting, but, if we look more deeply, utterly disturbing. At this point, Niobe
seems to have yet to realise that it is her lineage, in which she takes such pride,
that makes it more difficult for her to gain any sympathy from any higher force?.

Fragment 160 is also an ambiguous one, since we only know of it by means of
Aristophanes’ parody in the Birds, but it can be read as an answer to the previ-
ously examined fragment. Its text runs as follows:

X — HéAaBoa kat dopovg Auglovog
KaTatOaAwo(w) TUEEPOEOLOLY AlETOLG

Ar. Av. 1247s.: péAaBoa pev avtov kal dopovs Augilovog/ katalBaAwow
TLEEPOEOLOLY ateTolg X R: péAabpa pév avtov kat dopouvg Augilovog: €ott de
&k Niwopnc AiloxvAov katalBaAwoet Bothe' katatOalovtw Fitton-Brown:
katnOaAwoe Ahrens

<CHORUS>
...the palace and house of Amphion,
he (i.e. Zeus) will burn down with his fire-bearing
[eagles.

We should keep in mind that Zeus is in no mythographical source involved in
Niobe’s cruel punishment; on the contrary, he is the merciful god who takes pity
on Niobe after the death of her children and turns her to stone to assuage her
pain®. With that in mind, we must read these lines as a warning for the future.
Zeus has not showed his wrath yet. The speaker, possibly the coryphaea, warns
Niobe that further contempt or rage against the divine will could very well cause
the complete annihilation of Amphion’s estate. Zeus will burn down the palace

26 We know he is the speaker in fr. 158 and 159 RADT and perhaps fr.157a too. On fr.157a see
also KEULS 1997, 197.

27 FITTON-BROWN 1954, 178.

28 Jt is impossible -however desirable- to dismiss the hypothesis that the fragment is part of a
prayer, perhaps the prayer that eventually grants Niobe her transformation to stone. However, it
would be peculiar for Strabo to describe this speech as one that is about Tantalus, if it was in fact
Niobe’s plea to gods to deliver her from her agony.

2 Cf. e.g. a fragment by Bacchylides (20D, MAEHLER 2004) where we read: Zelc €Aénoev
AVakéoTolg axeowy,/ ONKéV te viv 0kQLoevTa/ Adav aumavoév te duotAat. (“Zeus took pity in
her incurable pain/ and made her a steep/ rock and offered comfort to the wretched woman”).

11
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and everyone left alive in it with his lethal thunders*®. Consequently, I opt for
Bothe’s kataBaAwoet, which fits well with the oncoming annihilation of Ni-
obe’s oikos by the king of gods.

Considering that in fr. 162 Niobe seems to speak out against Zeus for allowing
the disaster to strike her family, it is possible that fr. 160 constitutes an answer to
Niobe’s rage, an attempt by the chorus to keep her away from a new hubris. At
the same time, it becomes apparent that Niobe is now in control of her fate. It is
her words that bring about divine wrath and cause her misery. Unless she sees
the error of her ways soon, she will perish too. In fact, it is probable that at some
point during the play Niobe begins to understand her fault -and therefore con-
firm the mightiness of the aeschylean law of ma0et paBoc-, just like her father,
who upon hearing of the death of the Niobids says:

Oupog OO APOG OVEAVQ KLEWV AVW
éoale mimtel kal pe TQOOPWVEL TADE:
"yiyvwoke TavOowTelax pn oéfewv dyavs”

My heart that once was high up in the sky
falls to the ground and tells me:
“Learn not to rely too much on human things”.

Perhaps only after she understands that she is at fault, she can be granted her
transformation to stone in order not to hurt so much for her loss.

4. P.OXY.213 FR.1 = TRAG. ADESP. 700 KN.-SN32

The next and last fragment offers useful information concerning the ending of
the play. P.Oxy. 213 fr. 1 is an adespoton papyrical fragment that was first at-
tributed to the aeschylean Niobe by Reinhardt in 1934%. The papyrus has suffered
extensive physical damage and has many misspellings and letters that are im-
possible to read. The last two-thirds of twelve iambic trimeters survive, the style
and language of which refer directly to the genre of tragedy. It contains two ex-
cerpts, the first of which has several similarities to the myth of Niobe, with vo-
cabulary that offers an obvious connection to the ending of the story, i.e. Niobe’s

% The reference to fire-bearing eagles leaves no room for doubt as to who the speaker is talking
about, given that the eagle is a bird that has always been associated with Zeus and thunders are
his weapon of choice.

31 Fr. 159 RADT.

32 KANNICHT/SNELL 1981.

3 See REINHARDT 1934, 233-261. More recently, SEAFORD 2005, 120 has deemed valid the hypoth-
esis that said fragment belongs to Aeschylus’ play.

12
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petrification. Phrases such as Atbovpyég eikoviopa (“image made of stone”) and
kw@alow elkeAov Tétoaig (“same as the mute rocks”) are consistent with the
oftentimes attested transformation of Niobe to stone after the traumatic loss of
her children. Moreover, the mother’s prolonged immobility during the first half
of the play could be foreboding of her imminent metamorphosis* and thus
strengthen the hypothesis that P.Oxy 213 fr.1 belongs to Aeschylus” Niobe and not
a different play®.
The text runs as follows®:

] w...av |

TV’ ETel HOVOG QOPWV

AJBovgyecg elkoviop’ eV Taa

Jatkwpalow eikeAov méToag

Jetvng olda kal pdyovg mhyag 5
AJuyo® k&ALPL KOO oeTaL

éloxov Oappoc- 1 Yoo mvevp’ £t

Jowc métpatow 1) ‘uTdALy o0ével

Jwoar toryapovv O[po]eité pot

Jv olktox ovppopx damtel pEévag 10
Jvaw époAev éxovoiovg pfax]og

Jowwv dvt’ aAalov [wv ...]tot

1-9 Tantalo dedi- 1-2 choro dedit Reinhardt 2 émtei povog Reinhardt 3 idetv maoa
Reinhardt 3-9 Tantalo dedit Reinhardt 5 payouvg mayag Barrett 6 Avypq Barrett-
kaOVyow Reinhardt 7 mvevp’ €1t Reinhardt 8 1) "pundAwv Reinhardt 9 Opoeité
pot Reinhardt 10-12 choro dedit Reinhardt 11 poAovO' Barrett- époAev Rein-
hardt paxag Reinhardt 12 powwv Barrett aAalovwv Reinhardt

<TANTALUS>
...Because out of all these my only fear
...to see an image made of stone
...same as the mute rocks.
...I know the treacherous traps 5
...she will rest in a sorrowful covering
...I'm dazzled! Is there really still life
...in these rocks or can she have the strength again
... So, tell me!

3 See CAGNAZZzO0 2018, 11.

3 Barrett tries to connect the fragment with a tragedy concerning the myth of Perseus and Me-
dusa. See CARDEN/BARRETT 1974, 236-241.

% For this fragment, I use the text of CARDEN/BARRETT, with a few adjustments. KAN-
NICHT/SNELL present a text with many loci desperati, whereas REINHARDT's restoration involves
considerable and sometimes unjustified manipulation of the text on the papyrus.

13
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< CHORUS>
...Pitiable disaster eats away at my mind 10
...she willingly went to battle
...for <her> arrogance...

The most reasonable reading of this fragment, if we indeed attribute it to Ni-
obe, is to treat it as a part of the exodus, where we also witness the initial stages of
Niobe’s metamorphosis®. Tantalus (1-9) notices the change and fails to under-
stand whether his daughter is still alive inside the rock. Terrified, he asks the
chorus for help. The girls (10-12) mourn for the queen’s plight, but contempla-
tively emphasize her guilt; it was Niobe that driven by her arrogance chose to
engage in a fight with gods. It is interesting that by -what we presume to be- the
ending of the play, the chorus has shifted from almost instinctively looking for
the culprit among men (Apollo or Zeus and Amphion in fr.154a) to understand-
ing that Niobe is the one that should be held responsible for the loss of her good
fortune. Her sorrowful fate is now literally set in stone and is what she gets in
return for her boastful attitude.

The word aAalov] of the fragment reminds us of the previously examined
¢EapOeloa and highlights once again Niobe’s offence. Resembling Ovid’s arro-
gant -to the point of self-deification- Niobe, the aeschylean queen seems to have
been unquestionably guilty for offending the gods and disrupting the ethical bal-
ance by daring compare herself to them. Exovoiovg paxac suggests that the per-
sona loquens considers the whole theomahia Niobe’s fault and the initial thought
that some god made her sin is no longer entertained.

5. CONCLUSIONS

Aeschylus’ Niobe errs indeed by daring compare herself to Leto and exceeding
the limits gods have set for humans. Therefore, gods snatch away from her what
she takes pride in, her children. The punishment is harsh, but not unfair. In his
own Niobe, Sophocles presents gods that are merciful enough to allow one child
to escape punishment. Aeschylus chooses not to do so and shows instead the

37 KEULS 1997, 197 proposes a different reading of the fragment. She reckons it does not belong
in the exodus but rather in an earlier part of the play when Tantalus, before being informed of
the disaster, sees his daughter sitting next to the children's tomb for the first time. Surprised by
the immobile form he sees in front of him, he compares it with a stone statue, inadvertently hint-
ing at the imminent petrification of Niobe. However, the emotion and surprise of Tantalus (¢oxov
Oappoc) and his desperate cry for help to the chorus (Ogoeité pot) can hardly be caused by seeing
a woman he does not know sit near an unknown grave. On Tantalus not recognising Niobe when
he first sees her see fr. 157a RADT and FITTON-BROWN 1954, 177.

14



Frammenti sulla scena (online) 0« 2019

destruction of the family. However, this cruel punishment might be a means for
Niobe to atone not only for her mistakes but for what previous generations did
too. Surely, the crimes of Tantalus have placed a heavy burden on her shoulders,
one that she could not get rid of easily, even if she tried to. Tantalus” presence
next to his daughter recalls the famous aeschylean stasimon®:

et de Tixtewy “YPBolg
HEV TaAQL VeQ-
Covoav &V Kakolg oTwV 765

ancient hubris breeds, again and again,
another hubris, young and stout...*

Niobe is the daughter of a theomahos, and gods cannot allow her to live happily,
given that she carries the miasma of her family. But at no point does she seem
eager to try and cleanse herself from it. Instead, she herself disrespects divine
authority, furthering the need for atonement. Consequently, her own hubris sets
the cruel punishment in motion, ensuring the reinstatement of ethical order*. The
almost inextricable interdependence of human and divine causality in the play is
thus verified. Niobe’s ethos incites her actions, which ultimately lead to the impo-
sition of divine justice and the preservation of ethical balance.

3 A. Ag. 763-765.

3 Translation by ROSENMEYER 1982, 289.

40 Similar is the case with many other aeschylean characters. E.g. Eteocles in Septem is burdened
by his father’s curse, which means that we cannot expect him to live a long happy life. However,
he freely chooses to fight his brother during the siege of Thebes and thus meet his fate. One could
argue that Eteocles walks towards his predetermined death on his own free will. On the interplay
of necessity and freedom in Aeschylus and the aeschylean cosmic order in general, see also CO-
HEN 1986, 129-141.
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