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Abstract

This article examines the role of the mythical allusion to Niobe in the final verse of
Andromache’s monody (Eur. Andr. 116). Despite the fact that there is no explicit reference to
the name of this symbolic woman at this point, this study attempts, primarily through a text-
centered approach, to determine whether this allusion functions as a mythical exemplum in
Andromache, reflecting characters, themes, or motifs of the play. Since Niobe symbolizes
lamentation and serves as a reminder of human Aybris, as well as the relentless attitude of the
gods, the allusion to her myth, which is repeated (4ndr. 532-34), potentially harmonizes with a
tragedy where Andromache is not the only one engaging in lament, and where the harsh
punishment of Neoptolemus by Apollo is not the only act of violence directly or indirectly
condemned in the play.

Questo articolo esamina il ruolo dell’allusione mitica a Niobe nell’ultimo verso della monodia
di Andromaca (Eur. Andr. 116). Nonostante non vi sia alcun riferimento esplicito al nome di
questa figura simbolica in questo punto, il presente studio tenta, principalmente attraverso un
approccio incentrato sul testo, di determinare se tale allusione funzioni come exemplum mitico
nell’ Andromaca, riflettendo personaggi, temi o motivi del dramma. Poiché Niobe simboleggia il
lamento e funge da monito della 4ybris umana, nonché dell’atteggiamento implacabile degli dei,
I’allusione al suo mito, che viene ripetuta (Andr. 532-34), si armonizza potenzialmente con una
tragedia in cui Andromaca non ¢ ’unica a dedicarsi al pianto, e dove la dura punizione di
Neottolemo da parte di Apollo non € I’'unico atto di violenza direttamente o indirettamente
condannato nell’opera.

In the ancient Greek literary tradition, a mythical exemplum serves as a narrative
miniature that condenses thematic meaning and provides a parallel to a character’s
situation, as illustrated by Achilles’ reference to Niobe in /liad XXIV 599-620 when
addressing Priam, who, like Niobe, had lost numerous children'. Euripides frequently
employs explicit named paradigms to mirror a character’s fate, such as Ino as an
infanticide in Medea, or Actacon’s death in Bacchae which parallels Pentheus’
punishment?. This study argues that verse 116 of Euripides’ Andromache functions as an
equally vital mythical exemplum for the play. However, in this verse, Niobe is not

* T would like to express my sincere gratitude to Professor Angela Andrisano, Professor Giusto Picone,
and Dr. Virginia Mastellari for their invaluable support, as well as to the Editorial Board of Dionysus ex
Machina and the anonymous reviewers for their highly constructive comments.

! For Niobe as a mythic example in the Iliad, see BIERL (2024).

2 Regarding mythical paradigms in Euripides, see NICOLAI (2012); for Niobe as an exemplum in
Sophocles’ Antigone, see KORNAROU (2010). For Ino in Medea, see e.g. NEWTON (1985); for Actacon in
the Bacchae, see e.g. SEGAL (1982, 112, 166, etc.).
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explicitly named, but rather implied. While the allusion is widely accepted?, this study
focuses on the significance of her myth within the dramatic structure of the play. I will
therefore attempt to demonstrate that, even as an implicit allusion, line 116 operates as a
powerful mythical paradigm that reflects key characters, themes, and motifs of the
drama.

To this end, it is crucial to investigate why the poet deliberately emphasizes the
final verse (116) of Andromache’s elegiac monody, exploring its relationship to the rest
of the tragedy. As various scholars have observed, this drama is dominated by a
complex game of role reversals and shifting masks*; consequently, the mask of Niobe
might appear to fit multiple characters in the play.

While Neoptolemus is absent in Delphi seeking atonement from Apollo, his wife,
Hermione, seizes the opportunity to rid herself of his Trojan concubine, Andromache,
and her illegitimate child. Hermione is deeply jealous that Andromache has managed to
bear a child while she herself remains childless. Will she, then, act as another Leto —
who had fewer children than Niobe — and destroy the child of Andromache, who
functions as another Niobe? Not quite, because Euripides’ multiple reflections operate
through a distorting mirror. At the beginning of the play, Hermione recalls Clytemnestra
from the Oresteia trying to eliminate Andromache, who in turn evokes Cassandra. Yet,
as the play progresses, Hermione will transform from perpetrator into victim and begin
to lament as another Niobe.

Thus, we realize that the mask of Niobe is borrowed by other characters in the
play besides the mourning Andromache. Even Peleus, who initially gives the impression
of a very harsh and short-tempered old man, will wear the mask of Niobe when he
breaks into a deeply moving lament over the loss of his grandson. Let us begin,
however, with Andromache’s monody. The heroine, who has fled as a suppliant to the
altar of Thetis, seeing both her own life and that of her child under threat, breaks into an
elegiac lament, unique in extant Ancient Greek tragedy® (4ndr. 103-16):

TAi airewvd [Tapig oo yapov ARG TV’ dtav
Nyayet” edvaiov ¢ Bordapovg Erévay.
ag évex’, & Tpoia, dopl kai wopl dnidhoToV

3 HysLop (1900, 65) observes that line 116 «recalls the legend of Niobe». See also STEVENS (1971, 110);
ibid., 161; Pucct (1977, 194, n. 20); GOLDER (1983, 132); DUE (2006, 160f.); OLSEN (2022, 79-83); On
the theoretical capacity of a mythical exemplum to operate either explicitly or implicitly within a poetic
context, see BETINI (2023, 2).

4 BELFIORE (2000, 92) aligns Orestes with Aegisthus, effectively casting Neoptolemus as Agamemnon,
Hermione as Clytemnestra, and Andromache as Cassandra — an analogy also supported by MCCLURE
(1999, 201). For BURNETT (1971, 130), this fluidity of roles is key to the play’s experimental structure
and the multifaceted nature of its characters.

5 See PAGE (1936, 206-30). ROSENMEYER (1968, 225f.) characterizes Andromache’s elegiac lament as an
experimentation by Euripides that influenced the Alexandrian poets. See also NAGY (2010, 211f.).
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gAé 6~ 6 yudvang EALGS0G dicdg Apng

Kol TOV EUov peréag mooty “Extopa, TOV mepl telyn
efAkvoe duppedmv Taig aiiog OETid0c

vt & €k Badduwv dyouav €mi Biva Baldooag,
d0VAOGUVAV OTVYEPAV AUPIBAAODG KAPQL.

TOAAG 0€ dAKpLA pot KatéPa xpodg, avik™ EAeimov
dotou te Kol BoAdpovg Kol TOcY &v Koviag.

dpot &yd peAéa, i p Exphv €Tt péyyog Opdcbot
‘Epuiovog dodrav; b Hmo teipopéva

TPOG T00™ Ayalpa Oedc ikéTig mepl yelpe forodoa
TAKOUOL OG TETPIVA TOUKOEGTH APAC.

It was not as a bride that Paris brought Helen to lofty Troy into his chamber to lie
with but rather as mad ruin. For her sake, the sharp warcraft of Greece in its
thousand ships captured you, O Troy, sacked you with fire and sword, and killed
Hector, husband to luckless me. The son of the sea-goddess Thetis dragged him, as
he rode his chariot, about the walls of Troy. I myself was led off from my chamber
to the sea-shore, putting hateful slavery as a covering about my head. Many were
the tears that rolled down my cheeks when I left my city and my home and my
husband lying in the dust. Oh, unhappy me, why should I still look on the light as
Hermione’s slave? Oppressed by her I have come as suppliant to this statue of the
goddess and cast my arms about it, and I melt in tears like some gushing spring
high up on a cliff®.

This lament of Andromache not only marks the shift in the protagonist’s emotional
state, which changes alongside the rhythm of the meter, but also indicates, through
striking elements such as alliterations’, that Euripides intended to emphasize these
specific verses. A first reading of these verses gives the sense that the violence of war
and its consequences are strictly condemned. The brutality with which Achilles dragged
Hector’s corpse around the walls, the annihilation of Troy, and the humiliation of
slavery provoke a pain so unbearable, escalating from the «many tears» of line 111
(moALd 0¢ dakpud pot katéfa ypodc) to the image of Niobe, whose name is implied in
the final verse of the monody, melting like a rock-spring that weeps eternally: taxopan
¢ metpiva mdokoesca MPag, Andr. 116.

Moreover, in Andromache’s view, the slavery into which she has fallen is not only
hateful, but also has nothing in common with @éyyoc (‘the light of day’). Castellaneta,
analyzing line 110, where hateful slavery metaphorically veils Andromache’s face,
demonstrates how this functions as a loss of her personality®. Thus, the heroine

6 All translations of Andromache are by KOvacs (1995); Hom. /1. by MURRAY (1924); Soph. Ant. by JEBB
(1891); Quint. Smyrn. Posth. by WAY (1913); Nic. Ther. by GOW — SCHOLFIELD (1953).

7 See PAGE (1936, 219). FRADE (2022, 331, n. 22), comparing Andromache’s elegiac monody with
Hecuba’s change of meter in the Trojan Women (122ff.), points out: «It is not unusual for Euripides to
give epic undertones to Homeric characters in tragedy».

8 CASTELLANETA (2012, 65, n. 17) also comments on parallel passages where Niobe appears with her face
covered: Ar. Ran. 911-13; Vit. Aesch 6; cf. Aesch. fr. 154a 6s. R. I find particularly interesting the
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ironically alludes to the dialogue she had with Hector in the sixth book of the /liad,
where the phrase dovAlov fuop («day of bondage», 1. VI 463) was expressed as a
fearful premonition, whereas in Andromache it has been fulfilled (SovAeiov fuap
gomecods’ ava&iog, «when I fell undeservedly into slavery», Andr. 99)°. At this
moment, Andromache’s only refuge is the altar of the sea-goddess Thetis!?. Although
this goddess is the mother of the killer of Hector, her first husband (cf. Andr. 107f.),
Andromache tightly embraces her stone altar, and the weight of her pain transforms her
too — even if metaphorically — into stone, into a new Niobe.

The final verse of this elegiac lament alludes to the relentless punishment of the
mortal Niobe by Apollo and Artemis, inflicted because she had boasted of having more
children than the goddess Leto. Apollo and Artemis slaughtered her children with their
arrows, while Niobe was turned to stone on Mount Sipylus in Asia Minor, shedding
eternal tears. We will subsequently examine which characters of the play are mirrored
by Niobe — not only those acting onstage but also offstage figures, such as Priam, who is
frequently mentioned, and Neoptolemus. We will begin with Andromache and the art of
lament.

Initially, it should be noted that Andromache herself allusively attempts, within a
mournful monody, to identify with the eternally grieving Niobe. This attempt at
identification renders Andromache’s song self-referential, as once again in a play by
Euripides, poetry speaks about poetry. Andromache has already previously emphasized
both her own skill and that of women in general in the art of lamentation (fjueig &’
olomep &ykeinec®’ el / OpYvoiot kol Y6016t kai Saxpdpacty Tpdg aifép’ Ektevoduey:
gumépuke yap / yovau&i TépYig TV TOPESTOTOV KaK®V/ dva oTop’ aiel Kol o1 yYAdoong
gyewv, «For my part I shall draw out at length to the upper air the laments and groans and
tears to which my whole life is devoted. There is in women an inborn pleasure in having
their present misfortunes always on their tongues», Andr. 90-95).

Just as Niobe’s tears never dry upon Mount Sipylus, so too does Andromache use
the temporal adverb aieil (‘forever’) in line 90, indicating not only that her pain is
endless, but also that her art is eternal, as it perpetuates and immortalizes those she
mourns'!. Besides, the mythical example of Niobe’s inexhaustible tears fits
Andromache, a tragedy with such abundant and elaborate laments. Andromache’s

comparison Castellaneta makes at the end of her article with Frederic Leighton’s painting “Captive
Andromache”, where the heroine is depicted veiled (ibid., 69): «isolata nel suo velo di dolore, Andromaca
pare morta prima di morire».

9 Cassandra’s slavery in the Agamemnon (1084) provides a model for Andromache, an analogy explored
by DUE (2006, 151ff) and TORRANCE (2005, 54). The rare Aeschylean adjective dnidAwtov (cf. Aesch.
Sept. 72) further links Andromache to the collective agony of the captive city. On the Iliadic allusions in
Andromache, see DAVIDSON (2020, 510).

10 Regarding the Thetideion and the local cult of Thetis near ancient Pharsalus, see MARIANI (2018).
1'See Eur. Tro. 119: i tovg aigi daxpdmv Eréyoug.
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elegiac monody inaugurates a series of lamenting songs: in lines 501-36, Andromache
laments along with her child the fate Menelaus holds for them; later, Hermione breaks
into a lament (Andr. 829-78) as she realizes Neoptolemus will punish her for her
attempt against Andromache; while towards the end of the play (Andr. 1173-1225),
Peleus and the women of the Chorus mourn his grandson Neoptolemus, a victim of
Orestes and Apollo at Delphi.

Furthermore, the connection between Andromache and Niobe recalls the close
relationship Hector’s wife had with dirges in the Iliad"?. This specific relationship is
highlighted in Iliad’s sixth book, where Andromache is depicted mourning Hector
together with her attendants while he is still alive (ol p&v &t {oov yoov “Extopo @ évi
oik®, «So in his own house they made lament for Hector while yet he lived», /. VI
500); furthermore, shortly before her lament for Hector’s death begins in the final book,
the epic emphasizes the art of poetry and the role of the poets (mapd & gicav dodovg /
Opnvov €Eapyovg, of e otovdecoay dowdny, «and by his side set singers, leaders of the
dirge, who led the song of lamentation», 7. XXIV 720f.). Concerning the elegiac
monody of Euripides’ Andromache, Aldrich remarks:

«Andromache is not content to mourn the fall of Troy and the slaughter of her
family, but goes further back to the causes of the war, to Paris and Helen, thereby
illustrating a tendency on the part of Euripides’ characters and choruses to sound at
times like rhapsodistsy»'*.

The very first thing Andromache refers to upon appearing on stage is her origin from
Thebe in Asia Minor (Acudtidog yijg oxfua, OnPaioa noéAg, «Glory of Asia, city of
Thebe!», Andr. 1). Thus, Andromache alludes to the crimes Achilles committed against
her family, as recounted by the homonymous heroine in the /liad (V1 413-24). Achilles
not only killed her father but also her seven brothers (many, just like the children of
Niobe). Her wretched mother was eventually killed by the arrows of Artemis (//. VI
428). Immediately after, in the Prologue of Andromache, the heroine refers to Hector
and Astyanax, indicating that Achilles murdered her husband while his son,
Neoptolemus, slaughtered her child, thus implying that the role of the mourner suits her
perfectly. After all, she defines herself as dvotvyeotdrn yovr («I am, if any woman ever
was, the paragon of misery», Andr. 6) and, in verse 67, self-identifies as the ‘woman
most wretched’ (v movaBiiav éué) — descriptions that would certainly apply to Niobe
as well.

Furthermore, Andromache’s mention of Astyanax demonstrates her inability to

12 MuicH (2010, 148) maintains that «Andromache’s monodic lament in Andromache recalls her laments
in the lliad, and creates a point of continuity between the Homeric Andromache and the Euripidean
Andromachey.

13 ALDRICH (1961, 27).
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overcome the loss of her firstborn. This traumatic memory is directly reflected in her
current fear for the life of her other son, Molossus, who is threatened by Hermione and
Menelaus. Her profound grief over her children and the devastation of her family
indirectly mirrors Niobe’s incurable pain. Furthermore, another utterance by
Andromache — ot §” dvOpdmoig &p’ Qv yoyn tékv’ («all mankind, it seems, find that
children are their very souls», Andr. 418f.) — could easily have been spoken by any
parent grieving for their offspring, let alone Niobe, who stands as the symbol of parental
bereavement.

Of course, the spring on Mount Sipylus that symbolizes Niobe’s eternal tears
evokes not only divine cruelty but also the punishment of human hybris'*. Tt was
hybristic for Niobe, a mortal, to boast of having more children than Leto, a goddess,
momentarily forgetting her position in the hierarchy. Similarly, mirroring this exact
preoccupation with status and hierarchy, Hermione and Menelaus constantly attempt to
remind Andromache of her subordinate position as a slave. Does Andromache boast
about her illegitimate child and disparage the childless Hermione? While this is not the
case, Hermione and Menelaus certainly perceive it that way. Hermione confronts
Andromache, asking why she speaks so arrogantly (ti cepvopv0eic, Andr. 234), while
Menelaus considers her guilty of Aybris (d00An yey®doo punmod’ vPpilev pabng, «you
may learn, slave that you are, to commit no further outrages against the free», Andr.
434).

Could Hermione’s perspective, then, be compared to that of Leto? Not entirely,
yet both Leto and Hermione occupy a higher position in their respective hierarchies
(Leto as a goddess vs. Niobe as a mortal; Hermione as a queen vs. Andromache as a
slave). Crucially, in both cases, the dispute centers on the existence or absence of
offspring!®. Just as Niobe committed the fatal error of boasting that she bore more
children than Leto, Andromache committed the fatal error of bearing an illegitimate son
at a time when the mistress of the house remained childless.

If Andromache, traditionally established as a figure of lament, reflects Niobe —
one of the preeminent symbols of grief — this does not mean that Hermione cannot lay
claim to the mask of this tragic archetype. When Hermione first appears onstage as a
perpetrator, she vainly boasts of her golden luxury (k6écpov pév aueil kpati ypvcéag
yMdfg; «the finery of luxurious gold I have about my head», Andr. 147)'6. Yet later in

4 As LESHEM (2020, 281) notes, Niobe is «one of the many hybristai characters in Greek mythology,
since boasting of superiority over a goddess is considered an act of hybris».

5 In a characteristic passage (4ndr. 711-14), Andromache ironically mocks Hermione, arguing that
simply because she herself is barren, she cannot demand that other women remain childless as well.
Regarding the rivalry between the two women over offspring, verse 638 is equally characteristic: vofot te
molAol yvnoiwv aueivoves.

16 For Hermione’s onstage presence and her similarities to Aeschylus’ Clytemnestra, see STAVRINOU
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the play, she transitions into the role of the victim and breaks into a desperate lament,
effectively exchanging masks with the Andromache of the play’s first half. In a similar
way, Niobe’s eternal weeping was the direct consequence of her own vainglorious
arrogance. From this perspective, the mask of Niobe fits Hermione as well. Intriguingly,
in verses 462f., Andromache warns Menelaus not to boast, since he too might one day
suffer misfortune (gl 8" éy®d Tpdoc® KAK®G, / UNodLv T6d™ avyel Kol oV yap TpdEelag av;
«and if my fortune now is evil, do not make this your boast: yours may be so as well»),
a warning that encapsulates the very fate of Niobe.

After Peleus rescues Andromache from Menelaus’ threats, Hermione breaks into a
frantic lament (825ff.), effectively assuming Andromache’s former mask. Through this
striking role reversal, Hermione increasingly approaches the figure of Niobe — most
notably when she insistently proclaims that she is cursed (& katépoTog €Y KATAPOATOG
avBpomoic; «I accursed, accursed in the eyes of mortals!», Andr. 839), but also through
her use of the word métpog (‘rock’). Indeed, both times Andromache likens herself to
Niobe in the play, she relies on this very imagery, evoking the cliff of Mount Sipylus
(thkopon ¢ metpiva mdakdecoa MPag, Andr. 116; otdlw Mocddoc og nétpag, Andr.
533).

If despair and remorse constitute fundamental elements not only of Hermione but
of the play as a whole!’, then a similar argument could be made regarding Niobe’s
psyche: Apollo and Artemis did not simply reduce her to despair, but forced her to feel
bitter remorse for her boasting. However, Hermione’s lament is characterized by deep
irony; her tears are easily dried the moment Orestes arrives in Phthia as her savior. This
marks a sharp contrast with Niobe, whose weeping, unlike Hermione’s, remains
eternally unceasing. Furthermore, in her subsequent misogynistic outburst, Hermione
condemns women as ‘teachers of evil’ (abton yap S18dcKolot kakdv, Andr. 946). In a
broader sense, Niobe’s myth functions as a teacher of what to avoid; yet Hermione
blindly forgets her own gender, effectively implicating herself in her own accusations.
Even more ironically, Orestes, who is soon to treacherously orchestrate Neoptolemus’
murder at Delphi, also temporarily adopts the mask of a tragic victim when reflecting on
his own past suffering (§Ayovv p&v fikyovv, Andr. 978-80).

Both Andromache at the beginning of the play (49-55) and Peleus during his
lament (1194-96) point out Neoptolemus’ recklessness in demanding that Apollo
account for the death of his father, Achilles. According to Andromache, this audacity
was irrational (paviog, Andr. 52). Indeed, as Allan argues'®, «only in comedy can a
mortal successfully call the gods to task for their unwelcome actions. In tragedy, this

(2016, 13fF.).
17 See STEVENS 1971, 9, referencing Garzya.
18 ALLAN (2000, 248, n. 67).
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leads invariably to destructiony.

One of the messages conveyed by the myth of Niobe is the condemnation of the
harsh brutality and vengefulness of Apollo and Artemis. Similarly, the murder of
Neoptolemus, with Apollo as the instigator, is severely condemned in the play. The
Messenger who brings the news of Neoptolemus’ murder to Peleus accuses the god of
Delphi of not being so worthy of being called copdg (‘wise’), as he acts ‘like a base
mortal’ (Oomep dvOpomoc kKakdg, Andr. 1164). On the other hand, Niobe’s myth serves
not only as a denunciation of the gods’ relentless vengefulness but also as a
condemnation of mortal arrogance.

Just as the tomb of Neoptolemus was to stand at Delphi as a monument to deter
mortals prone to hybris from exceeding their limits, so too did the rock of Niobe on
Mount Sipylus function in ancient religion, serving as a reminder that the woman’s
reckless audacity in boasting of having borne more children than Leto carried a most
painful price. The concept of the Delphic yv®61 cavtov is thus a matter of self-
awareness: it means «know that you are a mortal»!®. Just as Achilles, despite his semi-
divine nature, was bound by mortality, so too was his son mortal, however much his
arrogance prevented him from realizing it. Throughout the play, the name of the setting,
Phthia, is frequently invoked, a name associated with decay and mortality?’; it is also
worth noting that one of Niobe’s daughters was also named Phthia?!.

Neoptolemus learned that he is a mortal, albeit in this brutal manner. The
expression NeomroAépelog tiolg (‘Neoptolemic retribution’) became proverbial??, yet
Euripides deliberately leaves it unclear whether this was a morally just or unjust
punishment. The mythical exemplum of Niobe could be said to reflect the fate of
Neoptolemus, who is considered by many to be the essential protagonist of
Andromache, albeit from behind the scenes?. Beyond the fact that the punishment of
their hybris was both harsh and exemplary, it was also immortalized like a monument
built for eternity. Just as the rock of Niobe on Mount Sipylus is destined to eternally
shed tears, Thetis confirms that Neoptolemus’ tomb will forever stand as a permanent

19 See BURKERT (1985, 148).

20 As MACKIE (2002, 163) emphasizes, «in later books of the lliad, a play on words takes place that
associates Phthia with the land of the dead. This association of Phthia with Hades accompanies Achilles’
sudden determination to kill Hector.

2 [Apollod.] Bibl. 111 5, 6.

22 According to Pausanias (IV 17, 4), mepifil@e pévror kai odtodg Aokedaipoviovg Gve ypovov 1
NeontoAépUel0g KOAOVUEVT] TIOIC.

23 Although Neoptolemus appears only as a corpse, he remains the central “web” of the play’s
relationships: BELFIORE (2000, 85); cf. FRIEDLANDER (1926, 101); DE JONG (1990, 10-14). Scholars have
called him the protagonist (PERROTTA 1931, 200) or the drama’s “common denominator” (DES BOUVRIE
2018, 127), even paralleling his absence to Godot (LLOYD 1994, 3; MOSSMAN 1996, 145). ROISMAN
(2023, 48) adds that his nostos and Delphic journey are the essential prerequisites for the dramatic action
(cf. RINGER 2016, 103).
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landmark in Delphi. Though branded a ‘disgrace to Delphi’ (Aghpoig dvedog, Andr.
1241), the tomb secures her grandson’s cultic veneration within the sanctuary, mirroring
the immortal glory of his father, Achilles, on the island of Leuke?*. We could add that
the rock of Sipylus grants Niobe eternal glory, even though she would have preferred to
have her children rather than such supposed “fame”.

Aghoic dveldog should not be interpreted as an indication of Euripides’ impiety
toward Apollo, since the term &vewdog is also used by Aeschylus regarding Orestes’
supplication at Delphi®®. This phrase certainly suits her, as she is speaking of the murder
of her grandson; thus, she is entitled not to be objective?®. But if killings are dveidoc,
then perhaps Thetis should not forget that not only did Neoptolemus killed many in
tradition, but so did his father, Achilles. If, in Thetis’ opinion, the tomb of Neoptolemus
is an dvewdoc, Apollo can boast of it, just as he boasted of the grave of the monster he
slew — the one that gave Delphi the name ITv0® (Pytho; cf. Hymn. Hom. Ap. 370-74)*".
Those who should not have boasted or uttered grand words were Achilles,
Neoptolemus, and Niobe. One of the greatest errors mortals can commit, according to
Aeschylus’ Niobe, is Opacvctouciv (‘to say impudent words’)?8.

In any case, Achilles’ words are characterized as ‘reproaches’ (dveidea) by
Agamemnon (/I. 1 291), and Neoptolemus’ murder of Priam could not fail to be linked
to dveldog (ov yap oMV €mi kDOog dé€etan avOpdmolsy, / GAL" dpo mov kol Oveldog
gméoovtan anpotiontov, «Ah me, not long abides the honour of man, but shame from
unseen ambush leaps on himy», Quint. Smyrn. Posth. XIII 248f.)*°. Moreover, as the
ancient Scholia on Iliad XIV 602 show, Niobe’s irreverence toward Leto could also be
called an dveidog: dveidile 1] Anrtoi 81t dvo povovg €yévvnoev, ATOAL®va Kol ApTepy,
Kol Ot evtekvaTépa avTiic €otiv, «she reproached Leto for bearing only two children,
Apollo and Artemis, claiming she was more blessed with children than her».

24 See Paus. X 24, 6 (6€eM06vtt 62 10D vaoD kai Tpamévtt &¢ dpiotepd mepiPoroc éott kai Neomtolépov
100 AyMAéwmg év aut® Taeog Ko ol kotd £tog évayilovowv ol Aghpoi). Regarding the cult of
Neoptolemus in Delphi, see FONTENROSE (1960), LLOYD (1994, 2f.), and SUAREZ DE LA TORRE (1997).
On the Panhellenic character of this cult, see NAGY (1979, 120). In Pindar’s VI Paean (62-122), the
deaths of Achilles and Neoptolemus appear to glorify Apollo. See MICHELAKIS (2002, 153) with
bibliography. On the worship of Helen and Achilles by sailors in the Black Sea, see e.g. HIND (1996);
ZEITLIN (2019).

25 In the Eumenides, the Erinyes accuse Apollo of protecting a matricide as a suppliant (10v ikétav c&Bwv,
@0eov avdpa, Eum. 151) and characterize their experience as an 6veldog (€pol 6° dveldog & dvelpdtmv
porov, Eum. 155). The ghost of Clytemnestra also underlines this word (6vedog €v @Butoicy odk
gheineton, Eum. 97).

26 It is interesting that in the play, it is not only Apollo who is accused, albeit suggestively, of dveidog, but
mortals as well. For example: nuiv 6* oveidn o1 yovaika BapPapov, Andr. 649.

27 For the parallel between the murder of Python and that of Neoptolemus by Apollo, see e.g.
FONTENROSE (1959); WOODBURY (1979, 98).

28 See KALAMARA (2019, 8).

22 On these verses, see RENKER (2020, 176); TANOzzI (2023, 437, especially n. 52). On Neoptolemus as a
second Achilles in Posthomerica, see MACIVER (2012, 171-92).
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Within the sanctuary of Delphi, Neoptolemus is bombarded from all sides by
sharp objects (‘all their missiles together’, TOAL™ opod BEAn, Andr. 1150), mirroring the
fate of Niobe’s children, who were struck from all directions by the arrows of Apollo
and Artemis (toU¢g pe&v ATOAA®V TEQVEVY A’ apyvpéoto Proio / ymoépevog NoPn, tag o
Aptepug toxéarpa «The sons Apollo slew with shafts from his silver bow, being wroth
against Niobe, and the daughters the archer Artemisy», I/. XXIV 605f.). Moreover, the
word métpa accompanies Neoptolemus (1128, 1145, 1153), as happened with
Andromache and Hermione who reflected Niobe.

Niobe is a fitting example for the story of Neoptolemus, even if we accept that her
name is etymologically linked to snow?°. According to this theory, her children — the
snowflakes — are killed every year by the spring sun. In line 1129 of Andromache, the
blows Neoptolemus receives from all sides are likened to a dense blizzard (mokvij d¢
Vipaotr mavtobev omodovpevog, «battered by a thick snow-fall of missiles from all
sides»)3!. Let us also take into account that Sophocles’ Antigone says that snow never
leaves the peak of Sipylus (yuov T ovdapd Aginet; «nor does the snow», Ant. 830).

Andromache employs the mythical exemplar of Niobe — the ultimate symbol of
tears — within an elegy that laments the misfortunes wrought by war. If we accept that
the name Neoptolemus etymologically signifies ‘new war’ (véog moiepog), then we
must not forget that a new war will invariably engender new tears. Throughout the play,
Neoptolemus is frequently addressed as the son of Achilles. This patronymic serves as a
poignant reminder that his father, too, fell victim to Apollo. Furthermore, Neoptolemus’
reckless words, which insulted the god of Delphi, evoke the insults that the Homeric
Achilles hurled at the very same deity®?. It appears that just as Achilles bequeathed his
immoderate speech to his son, Neoptolemus, so too did Tantalus pass down his own
unbridled tongue to his daughter, Niobe®?. Just as Achilles’ name is etymologically

30 For this etymology, see DAVIDSON (1875, 146).

3! The snowstorm metaphor for the attack on Neoptolemus (Andr. 1129) echoes Homeric imagery,
specifically the scenes in //. XII 154-60 and XII 278-89; cf. GARNER (1990, 133). Furthermore, according
to ibid., 133, the Delphians’ abuse of Neoptolemus’s body mirrors the mistreatment of Hector’s corpse in
1l XXII 367-74; cf. ALLAN (2000, 112). PHILLIPPO (1995, 370) points out: «Neoptolemos is never, |
think, quite free of the shadow of Hector’s death and of his father’s role in it, in the audience’s mind».

32 See Achilles’ outburst against Apollo in the lliad (XXII 15-20). ROBERTSON (1955, 82) argues that
«Achilles also is not entirely guiltless of hybris», citing Agamemnon’s charges, Scamander’s reaction, and
Zeus’s condemnation of his treatment of Hector. Conversely, DANEK (2014, 150) disputes this, claiming
that «Achilles will have to die because it was predestined right from his birth», and that the hero
ultimately achieves reconciliation. These opposing views highlight Achilles’ controversial nature. As
DOMINIK (2023, 310) underlines, «the late antique poetic perspective on Achilles, characterized by a
general ambivalence with regard to his representation as a hero, was shaped not only by the long Greek
tradition but also by the Roman poets».

33 At the beginning of Orestes, Electra does not accuse Tantalus of cooking his son and serving him to the
gods (two of whom were Apollo and Artemis), but rather of immoderate speech (dkodAactov Eoye
yADocav, aicyiotny vocov, Or. 10).
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linked to &yoc (‘inmost, intense grief’), Tantalus’ name is cognate with TdOAoG
(‘wretched/suffering’)**. These etymologies of their fathers’ names foreshadow the
symbolism of lamentation emitted by both Neoptolemus’ tomb and Niobe’s rock on
Mount Sipylus.

The lack of verbal restraint constitutes a broader motif in Andromache. It is not
only Neoptolemus who fails to hold his tongue before a god; Peleus, too, is accused of
prattling (yYAwocaAiyia, Andr. 689) by Menelaus. The quick-tempered Peleus, however,
takes up the mantle from the play’s other characters, transforming into a mourner
himself following the death of Neoptolemus. By repeating the heartbreaking
exclamation ottotototol (Andr. 11981f.), he heavily evokes the delirium of Aeschylus’
Cassandra. He laments that Apollo has deprived him of two children (SutA®dv tékvav W’
gotépnoe Poifog, Andr. 1212) and that he has been left childless and desolate (&tekvog
gpnuog, Andr. 1216). At this point, one could argue that Peleus brings Niobe to mind, as
both lost their offspring; yet, in my view, lines 1219f. imply this connection even more
profoundly: dumntépeva @podda mavta Keitor / kKOumwv petapoiov npdcw, «all that
blessedness is flown, sped beyond the reach of high-flying boasts». Niobe, too, lost
everything she once boasted about.

Peleus’ lament also contains irony. Just as Hermione’s lamentation is abruptly
interrupted by the arrival of Orestes, his own is suddenly halted by the arrival of the dea
ex machina, Thetis. She makes him realize that there is no longer any purpose in
mourning, since she will render him immortal, and thus his tears instantly cease to flow:
yet another antithesis to Niobe’s eternal tears. The “happy end” that Thetis arrives to
impose shortly before the curtain falls highlights Euripides’ bitter irony, especially if
one recalls the lamentations that preceded it, such as Andromache’s monody. This
“happy end” is another factor reminding us that Andromache’s lament is not merely a
mourning song, but also a denunciation.

In a way, a denunciation is also constituted by the murder of Neoptolemus, as
presented by the Messenger in Andromache, as well as by the slaughter of the Niobids
as it appeared in tradition (even Achilles’ detached narration of the Niobe myth in the
lliad contains a measure of pity for her). Like the spring of Sipylus, the tomb of
Neoptolemus in Delphi will eternally condemn human Aybris and immoderate speech,
while simultaneously highlighting the controversial character of the gods. Besides, just
as Niobe appears to have paid the price because her father Tantalus was one who defied
the gods®® so too was Neoptolemus slain in the sanctuary of the very god who had put

3 For the etymology of Achilles’ name, see, e.g., NAGY (1976); NAGY (1979, 69-82). Regarding the
connection of Achilles with lamentation, see MUELLNER (2012). On the etymology of Tantalus’ name, see
TSITSIBAKOU-VASALOS (2007, 185-98).

35 See KALAMARA (2019, 15).
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his father to death as well.

However, Thetis was also a symbol of lamentation in the Iliad®®. Hence the role
she undertakes in Andromache to put an end to the laments underscores Euripides’
innovation. While one would expect Thetis to be mourning and Peleus to be offering her
comfort, the reverse occurs. Peleus adopts the guise of a mourner, and she intervenes to
put an end to his anguish (madoot 6¢ AOmng TdV teBvnkodTeV Urep, «Cease from your
grieving for the dead», Andr. 1270). In contrast to Peleus, for Niobe there was no
cessation of sorrow. As Thetis prophesies, Andromache will also stop lamenting, since
she is going to live happily with a new husband in Epirus. Nevertheless, even Thetis
cannot help but evoke Niobe’s grief, particularly when she expresses her pain (kdyo®
Yap, v dxhavta ypfv tiktew tékva, «for even I, who ought not to have born children to
make me weep», Andr. 1235).

In tradition, the chasm between mortals and immortals, as well as the ordeals of
slavery, also evoked tears. Yet Euripides’ Andromache, the former princess of Troy,
emphasizes in her monody that slavery is hateful (dovAocOvav ctuyepav, Andr. 110).
When Euripides presents slavery as something that is not imposed by nature but by
society, he underlines once again his innovations®’. The tears of Euripides’ Andromache,
although presented as a continuation of those of the Homeric Andromache, place a
deeper emphasis — more so than her predecessor — on the suffering wrought by slavery.
Her tears convey the sense that the innovative poet, influenced by the radical theories of
the sophists, reshapes tradition to condemn, with the utmost intensity, the injustice
stemming from violently imposed inequalities. Andromache was not a slave before the
war38; thus, the condemnation of the war and of war criminals, such as Neoptolemus,
becomes even more stringent.

Andromache says that she cannot endure being Hermione’s slave and indirectly
likens the altar of Thetis to the rock of Sipylus. To demonstrate the magnitude of the
grief caused by these terrible inequalities, Euripides enlists even the symbol of Niobe to
intensify the pain inflicted by slavery and thus denounce its inhumanity even more
severely. To slavery, only laments are befitting-laments like those that flow eternally
from the peaks of Mount Sipylus. A modern Greek demotic poem, “The Slaves of
Barbarésso”, possesses a similar expressive power:

Sun, you come out speedily, giving light to the whole world
-rise on the whole world, on all the inhabited earth,
but on the countryards of Barbarésso, sun, do not rise.

36 Thetis acted as the leader of the Nereids’ lamentation (Oftig &° 8&fjpye yooto, I1. XVIII 51). For the
connection of Thetis with lamentation, see KELLY (2012).

37 Regarding Euripides’ negative stance against slavery, see SYNODINOU (1977).

38 See the oxymoron in Andr. 12: odt1) 8¢ 500An 1OV Ehevdepotatwy («I myself, who belonged to a house
most free, became a slavey).
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And if you do rise, my sun, hasten to set again quickly,
Because they have handsome slaves, much aggrieved
-and your rays will be dampened by the tears of a slave®’.

The image of the Sun sharing «the tears of a slave» is profoundly intense like the tears
of Niobe that transform Andromache’s monody into streams or rivers of sorrow; One
could argue that one of the passages functioning as an echo of Andromache’s monody is
the final antistrophe of the First Stasimon (4ndr. 301-308):

o0t av én’ Tadot Luyov fivbe
dovAov, 60 T dv, yova,

TUPAVVEV EoyES GV dOUMV Edpag
napélvce 8° dv ‘EALGdoc dlyevovg
noévoug 6T apel Tpwiov

OEKETEIC AAAANVTO VEOL AdYYOLG
A&y T Epnu’ v obmot’ é&eleineto
KOl TEKEMV OPPAVOL YEPOVTEC.

Slavery’s yoke would not have come upon the women of Troy and you, woman,
would have come to possess the throne of royalty. She could have loosed Hellas
from the grievous toils of ten years’ exile the young men with their spears suffered
about Troy. And marriage-beds would not now be left desolate and old men bereft
of their children.

In the preceding stanza, the Chorus emphasized that had the world listened to
Cassandra’s cries to put Paris to death, the Trojan War — which left only ruins in its
wake — would never have occurred. In this particular stanza, as in Andromache’s
monody, the yoke of slavery is presented as one of the direst afflictions wrought by war.
The phrase Aéyn © Emu’ (‘desolate marriage-beds’) recalls Andromache’s grief for
Hector. The final verse, with the oxymoron of the “orphanhood” of the elderly who have
lost their children (tekéwv Opeavol yépovteg), perhaps constitutes one of the most
trenchant denunciations of war; a force that reverses the natural flow of life, sending
children to the Underworld before their parents. Undoubtedly, this poignant verse
alludes to the myth of Niobe (another “orphan parent”, like Andromache, Peleus or
Thetis).

Before concluding, I would like to focus on two other important characters in
Andromache who act from behind the scenes: Priam and Apollo. Neoptolemus was
traditionally presented as killing Priam at an altar and casting young Astyanax, the son
of Andromache and Hector, down from the walls of Troy*’. In this version, Euripides

39 Translation by John A. Porter: see POLITIS (2024).
40 For the killing of Priam, see 1. P. (Procl., Chrest. 23, 258f.): xai Neontorepog pev amokreivel Ipiopov
£l TOV 10D A10g T0D £pkeiov fopov katapuyovrta. For the killing of Astyanax, see LI (EGF, fr. 18).
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avoids presenting Neoptolemus as the perpetrator of these killings*!. However, the mere
mentions of the names of Priam and Astyanax may suffice as allusions to remind the
audience of Neoptolemus’s dark past.

The name of Priam is repeatedly mentioned in Andromache (Ilpidpov topavvov
gotiav apucopmv, 3; ov Ilpiapog ovde ypvodg, GAL Eriag molc, 169; £Rav o0&
propidav, 287; peydiav Ipiépov moreng AdPav, 298; Tpoiav dpsitov Ipiapov, Ode
QodAog Gv;, 325; ktnoaipav, [Ipdpov mai, 525). Why this repetition? First of all, we
can realize through Euripides’ allusions that Neoptolemus’ death in the sacred place of
Delphi might have been a revenge for Priam’s murder at the Trojan altar*?. Yet, we also
realize that Euripides may repeat Priam’s name to remind us that he, too, was a famous
“orphan parent” like Niobe.

Apollo despite being the god of light, is also associated with laments**, much like
Pyrrhus (Neoptolemus’ alternative name, which likewise evokes light) is associated
with his tomb in Delphi. Mythical tradition offers various reasons for Apollo’s intense
hatred of Achilles — a vengeance that ultimately extended even to his child. Achilles had
once killed the youngest of Priam’s sons, Troilus, and he did so within the sanctuary of
Thymbraean Apollo**. Apollo’s wrath was furious, not only because his sanctuary was
desecrated or because the murder of a juvenile was no mark of heroism, but primarily
because Troilus was, in fact, his own son and not Priam’s*’. Thus, even Apollo reflects

Niobe, since he was another “orphan parent”®,

41 See STEVENS (1971, 89). According to POHLENZ (1954, ii, 119), line 9 of Andromache indicates that the
play did not intend for the audience to view Neoptolemus as Astyanax’s killer. Furthermore, as
KYRIAKOU (1997, 9) observes, Andromache does not mention in the Prologue that Achilles had
eliminated her family in Thebe of Asia Minor.

42 See Paus. IV 17, 4: nepifile pévtot kai avtovg Aakedotpoviovg dve ypdvov 1 NeomtoAépeiog
KoAovpévn tioic. NeomtoAépuw yap 1@ AyxiAémg, anokteivovtt [piopov éni tf) €oxdpa tod ‘Epxeiov,
GUVETEGE KOl 0OTOV €V AeAPOig TPOS T® POU® ToD ATOAA®VOG ATOcOayTival: Kol Gmd TovTtov O mafeiv
omoiov Tig Kol Edpace Neontolépetov tioy dvopdalovot.

43 Aeschylus employs the swan song simile for Cassandra’s lament (4g. 1444-46), «well aware of the
swan’s role as Apollo’s bird»: see HARRIS (2012, 556). Linus, who personifies threnody, was, according
to one account, the son of the Delphic god. Furthermore, in Ovid’s Metamorphoses, Apollo is portrayed
mourning, for instance, Cyparissus — who was transformed into the symbol of mourning, the cypress tree
— and Hyacinthus, in whose honor the Hyacinthia were celebrated, a festival that included funerary rites.
NTANOU (2025, 154) emphasizes Apollo’s role as a mourner: «The most substantial differentiation as
regards the mourners of pseudo-Moschus’ Lament for Bion and Ovid’s Marsyas is the presence and the
role of Apollo. In the Lament for Bion, Apollo partakes in the pastoral lament and grieves for the
deceaced poet, ogio, Bimv, Ekhavce tayvv popov adtog AToA®V (EA 26)».

4 Ayidhevg évedpevcag Tpoikov &v T tod GuuPpaiov Andrrmvog iepd povedel ([Apollod.] Epit. 3, 32).

4 Tpwilov: todtov €€ AmdAAmvog Aéyeton yeyevvnkévar, [Apollod.] Bibl. 111 12, 5.

46 Besides Troilus, Apollo lost several other children, such as Asclepius and Linus (the personification of
the ritual lament). Since most of his love affairs were with mortal women, his offspring did not possess
the privilege of immortality.
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Conclusions

Suffering in this play touches almost everyone. Even the villainous Orestes admits that
he suffers; even the dea ex machina, Thetis, acknowledges her pain, despite arriving
detached to ostensibly impose a “happy end”. Those in Euripides’ audience who were
familiar with the //iad were well aware that the goddess had been established there as
yet another mourner, even before losing Achilles. Niobe, who stands as a symbol of an
“orphan mother” in verse 116, implicitly mirrors many of the play’s “orphan parents™:
Andromache herself, who lost Astyanax and now faced the risk of losing Molossus;
Hermione, who has likely lost the title of parent permanently and would desperately
wish to be in Andromache’s position; Peleus and Thetis, who lost both child and
grandchild; the orphan elders of Troy; Priam, who had even more children than Niobe,
only to be deprived of them by war; and even Apollo, who also lost many children, such
as Troilus. All these figures, having tasted Niobe’s unbearable grief, were orphaned of
their children mainly because of the war. It is very important that the word tékvov
(‘child’) and its cognates appear very frequently in Andromache*’. So, Euripides seizes
the opportunity to condemn the hateful war in yet another of his plays.

Andromache, who delivers verse 116, weeps not only for Astyanax but also for
her enslavement, which constitutes another unbearable consequence of war. In
Euripides’ new universe, Neoptolemus is guilty of hybris, not only because he
questioned Apollo and committed killings in the Trojan war, but also because he
enslaved Andromache. In her elegiac lament, the presence of Helen, Thetis, and Niobe —
three mythical figures famous in tradition for their laments (as was Andromache) —
gives her song a strange glamour of poetic awareness. Line 116, with its allusion to the
myth of Niobe, escalates the passion of Andromache’s elegiac monody, while
simultaneously encapsulating the play’s core ideas and motifs — mirroring its
protagonists (both in the foreground and the background), as well as the art (of the
lament and beyond) in a polysemous miniature. Niobe was not only a victim. She
should have avoided boasting, arrogance and verbosity, just as Neoptolemus, his father
and other characters of the play should have.

Thus, Niobe in Euripides’ Andromache, even as an allusion, serves a multifaceted
role; she functions not merely as a condensation of the play’s central themes and motifs,
a symbol of lament poetry, a mirror of human hybris, or a critique of divine cruelty, but
also as a potent vehicle for Euripides’ anti-war, anti-slavery and anti-violence rhetoric.
To articulate the experience of slavery through the metaphor of a weeping rock is to
define it as a fundamental violation of the natural law: like the rays of the Sun

47 Striking examples are those in which this concept is emphasized through alliteration: e.g., dxAavta
xPfiv tikTew téiva (Andr. 1235); @ tékvov, 1) 1exodcd 6° (Andr. 413).
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«dampened by the tears of a slave»*®. After all, Andromache in verse 534 underlines that
she is weeping like a «sunless spring» (MPag aviiog). With the term dviilog
Andromache confirms that slavery has nothing in common with @&yyog.

This term is articulated by the heroine while lamenting with her child in a tragedy
that condemns violence and its consequences, such as slavery and infanticide.
Strikingly, while Hermione and Menelaus plot the murder of a child within the play’s
immediate action, it is revealed that yet someone else had instigated a similar killing in
the past: Cassandra, who demanded the death of her own brother, Paris, when he was a
child (Andr. 299f.). It should not be overlooked, however, that Cassandra incites such a
killing precisely because she wishes to avert the war, and consequently, the slaughter of
the civilian population, including children. Yet, it is equally important to remember that
Cassandra constitutes another reflection of Niobe as a victim of Apollo and as a par
excellence mourner®®. The suffering brought by war feels unbearable. Somehow,
Euripides leaves the impression that Astyanax, a child victim of war, deserves rivers of
tears, like those of Niobe.

Euripides’ allusion to Niobe is embedded within a broader framework of allusions
to the suffering of war, achieved through successive evocations of the //iad. Verse 116
implies that Niobe’s endless tears flow as if welling up from a spring (mdoakdecca). In
verse 285, the term mddxkwv (‘spring’) is employed to describe the bath of Hera, Athena,
and Aphrodite before their encounter with Paris. Crucially, tears seem to stream within
this very spring as well, insofar as it constitutes the fountainhead of the war. Within this
context, Paris is not addressed by his proper name, but rather as the son of Priam
(ITpropidav, 287) — the exact figure who perhaps reflects Niobe more profoundly than
anyone else. In the waters of these springs, the symbols of Niobe and Priam intertwine,
delivering a resonant condemnation of the suffering begotten by violence. War is
nothing else but tears. As Priam asserts in the [liad (IIl 165), war is ‘tearful’
(ToAVSaKPLE).

48 Similarly, in Euripides’ Orestes (1001f.), the laws of nature are overturned by the intra-family strifes of
the Atreidae: Eris changes the course of the Sun!
49 LORAUX (2002, 75) calls Cassandra «Apollo’s crying womany.
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