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Introdaction 

T h s  project began with a desire to understand the transmission of the classical 

epic genre from one distinct time and place to another. Studying the Iliad had provided 

me with some insight into how distant Homer's oral tradition was in practice from the 

written epic of later generations (Greek, Roman and beyond). My desire was to trace the 

path from one epic to another, in the hopes of learning what tradition preserved from 

one culture to another and what it transformed or abandoned along the way. 

The obvious destination for such a journey was Virgil's Aeneid, whose eminent 

position in Western literature promised insight into medieval and Renaissance authors as 

well. Preserving the epic tone in another language alone seemed a feat worth 

investigating. I-Iowever, I soon found the tradition far inore complex than I first 

imagined. Virgil did not pioneer the Latin epic, nor was there any dearth of epic writing 

between the 7th century B.C. and the 1" century B.C. My interest in the project seemed at 

least in part to have been founded on a q  dreams. 

Then came Apollonius of Rhodes. His Argonautika, neatly situated between Virgil 

and Homer, seemed to provide the perfect opportunity to examine how two very 

different and extremely talented poets went about performing the s d a r  task of 

resituating the epic in their own backyard. ApoUonius' epic was especially appealing 

because its poetry was so clearly dominated by clever and self-conscious literary 

allusions.' Moments such as when Herakles breaks his oar while rowing the Argo alone 

(1.1 167-71) or the omen where a hawk impales itself upon the stern of the ship (111.540- 

43) can be delightfully tongue-in-cheek without interrupting the flow of the story. 

Eventually, the Aeneid had to be left for another day in order to give the Argonaatika the 

Hunter has a nice brief discussioil of this aspect of Alexandrian poetry (Hunter 1993, 3-4). 



attention it demanded-although the Roman epic's importance and influence on the 

&scussion wdl be obvious. 

The problem of writing epic lies in the conflict between the debt to Homer's Iliad 

and O&sy and the &stance between those two worlcs and current poetry. WMe Homer 

sets the bar, h s  standards are grounded in a past time with its own dstinct set of cultural 

and poetic assu~nptions. The epic poet in the classical tradition needs not only to 

incorporate Homeric elements into h s  poem, but to translate them as well. As Edward 

Young put it so succinctly, "to imitate ... the Iliadis not to imitate Homer." 

In the Argonaatika, Apollonius consistently deals with Homer's influence by 

degradmg h s  models. His gods are less &vine, h s  battles fewer and less pitched, and his 

heroes less grand. Carspeclten calls attention to the "limited heroism" of the Argonauts, 

questioning whether they ought to be termed heroes at all (Carspecken 124). However, 

whatever one may t h l c  of its protagonists, the epic works: the story flows, and their 

lack of heroism does not impede their role as heroes in the poem. This project focuses 

on Apollonius' treatment of these characters (and in particular Jason), and how the poet 

retains their heroic standing within the epic even whde undermining the Homeric 

foundation on whch they are formed. 

In a recent overview of scholarship on the Argonaatika, Reinhold Glei laments 

the dominance of tired old arguments that inflate the question of Jason's heroic status 

(Glei 12-13). His point is well tali-en, since it is clear from even a cursory readmg of 

Apollonius' poem that h s  treatment of the heroes is very different from that of Homer 

or even Virgil. The epic does not hang upon Jason or any other Argonaut. Accordingly, 

the temptation to read Jason as an Achilleus or Odysseus must be resisted. Yet h s  role is 

nonetheless deeply significant to the poem, and the contrast with Herakles as well as the 



purposeful parallels with Homeric heroes are undeniable-see, for instance, Jason's 

cloak (1.720 ff.) or his parting with Hypsipyle (1.888 ff.).' I hope that I have avoided here 

leaning too heavily on the helpful and studed readmgs of other scholars, and that my 

portrayal of Jason's role is first and foremost faithful to Apollonius' composition. 

The lfficulty of pinning down the importance of the hero in the Argona~tika is 

typical of this poem. Sandwiched between the great epics of Homer and Virgil, it 

demands to be read against the other classic epics. Yet it also resists easily f a h g  into 

place between them-much to the dsappointment of many generations of readers who 

wished for a more recognizable epic. There is something quite dfferent about what 

Apollonius does in his poem, a flavor and style that set lum apart from his poetic 

predecessors and descendents. Although my study could never expect to be 

comprehensive, it has its share of interpretations meant to locate the hero more 

accurately on the epic map. I hope that they will not mask the value and joy of the Argo's 

journey. 

Jason's cloak is discussed on p. 42 ff. and 66 ff.; l i s  departure from Hypsipyle's island on p. 51 ff. 



Chapter I :  Between Homeric and Virgiian Heroes 

Since great feats must be attempted by those worthy and able to accomplish 

them, the protagonists of ancient epic are often great heroes. The Iliadin particular 

provides the perfect stage for heroes to prove their might in great deeds. But whde the 

poem features various instances of great aristeius and tragic choices, it also produces a 

sense of awe regarding the combatants portrayed. For instance, during Diomedes' amiteiu 

in books IV and V, the audence is consistently made aware of the exceptional caliber of 

the hero. He wounds the immortal Aphrodte and defeats even Ares, the god of war (IL 

V.846 ff.). Though Diomedes' prowess is enhanced by Athene's aid, the fact that he is 

allowed to invert the natural order by attaclcing the gods reveals h s  great dstinction 

among men. Later in the course of the battle, Athene steps "...into the chariot / beside 

brfiant Diomedes, and the oaken axle groaned aloud / under the weight, carrying a 

dead goddess and a great man" (IL V.837-9). Here the axle of his chariot serves as a 

neutral measure of 'weightiness' of the two riding upon it. 

The encounter between the Greek hero Diomedes and the Trojan hero Aineias 

captures the sense of this heroic weight:3 

But Aineias sprang to the ground with shield and with long spear, 

[. . .I 
holdlng before him the perfect circle of his shield and the spear 
and raging to cut down any man who might come to face liirn, 
crying a terrible cry. But Tydeus' son in his hand caught 
up a stone, a huge thing which no two men could carry 
such as men are now, but by himself he lightly hefted it. 
He threw, and caught Aineias in the hip, [...I 
It smashed the cup-socket and broke the tendons botli sides of it, 
and the rugged stone tore the skin baclward, so that the fighter 
dropping to one knee stayed leaning on the ground with his heavy 

3 I've used the following translations for the texts: for the Iliad, Richmond Lattimore; for the O&J-J-~, 
Robert Fitzgerald; for the Argonazltika, R.L. Hunter (Jason and the Golden Fleece); for the Aeneid, Edward 
McCrorie; for Homeric hymns and fragments of the Epic Cycle, Hugh G. Evelyn-White. 



hand, and a covering of black night came over both eyes. 
Now in this place Aineias lord of men might have perished 
had not Aplirodite, Zeus' daughter, been quick to perceive him, 
his mother, who had borne hiin to Anchises the ox-herd; 
and about her beloved son came streaming her white arms, 
and with her white robe thrown in a fold in front she shielded him, 
this keeping off the thrown weapons lest some fast-mounted Danaan 
strike the bronze spear through his chest and strip the life from him. 

(11. V.297-317) 

Homer again emphasizes Diomedes' special status with a duect comparison 

between the strength of the hero and two men "such as inen are now" (V.305). Even 

Aineias, though he is a brave and dangerous opponent (V.297-3021, is readily defeated. 

However, the manner of his failure also highlights his particular worth. By virtue of h s  

divine mother Aphrodite, his life is saved in a manner remarkable even among the other 

great heroes of the Ikad (311 ff.). The goddess' care for his preservation suggests that he 

shares a measure of heroism with the victor Diomedes. 

Due to the influence of his epic predecessor, the adoption of the Argonauts' 

quest for the golden fleece as an epic theme compelled Apollonius of Rhodes to accept 

the difficult task of portraying convincing heroes. The earlier and less effective imitations 

of Homer, such as those in the Epic Cycle, demonstrated how one might imitate epic 

action without harnessing epic's power. Conlposing a successful poem within the 

confines of a culture with chfferent priorities and sympathies compounded the chfficulty. 

Apollonius' project was further complicated by a paradoxical chronology: although he 

was writing after Homer, the feats that he chose to include were performed by the 

generation imrnechately precedng that of the heroes at Troy. Figures such as Jason (Od. 

XII.69-72), or Herakles (Od. in XI.601 ff.) were considered by even the greatest Homeric 

warriors to be matchless heroes. Achilleus makes the point that all men must che by 

remarkmg that "not even the strength of Herakles fled away froin destruction" 



(XVIII.117), whde early on in the action of the IliadNestor refers to the previous 

generation to admonish the quarrehg leaders of the Argive army: 'Yes, and in my time I 

have dealt with better men than / you are, and never once did they cbsregard me. Never 

/ yet have I seen nor shall see again such men as these were" (1.260-62). The cbfference 

between the generations of heroes complicates the task for a poet writing an epic equally 

in the shadow of its great predecessor. 

Apollonius' decision to set his epic before the Trojan War confronts h s  age's 

preoccupation with its own origins. Alexandrian poetry is constantly reflecting on the 

source of names, rituals and even poetry i t ~ e l f . ~  Thus Apollonius frequently cbgresses 

into clever etymologies or presents the beginning of a custom (e.g. 1.1345-57). The 

Argonautika also draws heavily on Homeric poetry for its form. Apollonius incorporates 

structural elements, vocabulary and allusions to specific moments from older poems into 

lus own work. In &IS manner he h k s  h s  epic closely to the prominent figures of Greek 

poetry, joining them to an Alexandrian tracbtion (Hunter 1993, 153-54). 

The Alexandrian interest in origins was more than academic; in the thud century 

B.C., Greek identity was ripe for redefinition. The residual Greek-speakng empires that 

doillinated the Mecbterranean after Alexander's death had imposed Greek culture further 

and more efficiently than ever before. Though the library at Alexandria collected the 

works of the traditional Greek world, including the tragedy, lyric poetry and epics had 

longed formed the backbone of Greek literary culture, most of its curators and scholars 

would have spent their entire lives far from the oldest centers of Greeli culture. Regions 

quite different from one another were united by a common culture and language. A 

poem colnposed in a place as specific as Smyrna could now be read as easily in Egypt as 

4 Callirnachus' composition of the Ai~icx (Ongins) seems particularly in line with this trend. 
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in Athens. As a result, the nature of this commonality and the relationshp of the broader 

Greeli culture to its origins were particularly important. 

The imitation of the foundational Homeric epics thus invited a daunting 

comparison to the touchstone of Greek literature. In the literary circles of Alexandria, 

where Apollonius and many fellow poets lived and worked, contemporary attempts at 

producing epic poetry were represented as inevitably inferior. C a h a c h u s  famously 

opined that epics of his time were like broad rivers that carried large amounts of mud in 

their waters (Hymn to  Apollo 108-1 IZ).' Surviving epic poems well known in Apollonius' 

time6 suggest ths  skepticism was based on more than snobbery. The Epic Cycle featured 

various attempts to continue or fill in the gaps in the story of Troy that Homer's works 

had left. Although they closely followed Homer in meter, vocabulary, and even subject 

matter, they lack the sophstication characteristic of Homer. 

A comparison can dustrate the challenge faced by an Alexandrian poet who 

wished to emulate Homer. The quality of Homer's integration of plot with the imagery 

and structural elements of epic becomes evident when measured against a fragment of 

the cyclic epics. Although the remaining accounts of the Trojan war in the Epic Cycle 

often record entertaining myths that could serve as the basis for a Homeric epic, they 

rely more heavily on plot than poetic ingenuity. As Aristotle noted, the amount of 

material in works such as the Kypria or Il'ioz Persis compress enough drama to serve as the 

basis for eight tragedes into one work, where the ILad I d  not produce more than a 

' The passage in question comes at the end of the hymn: 
Aoou~iou  n o ~ a p o i o  p i y a ~  Qoo~, &hhh ~h  nohha 
h 6 p a ~ a  yfjq ~ a i  noMov $@' d b a n  o u ~ $ e ~ o v  C ~ K E L .  
Aqpo'i 6' ohc &no n a v ~ o s  d 6 w ~  $o@iova~ p i h ~ o o a ~ ,  
&M' 4 ~ 1 5  1ca0a~-i  TE ~ a i  d r ~ ~ ~ i a v ~ o <  &vCgne~ 
nibalco< $6 LEQ?< ohiyq h~pixq & K Q ~ V  &w~ov.  (Wfiams 1978) 

There is no conclusive evidence that might date Apollonius very precisely; speculations range over the 
entire third century B.C. (Green 1). Hunter argues that one may cautiously date h s  tenure as curator of the 
Library of Alexandria from 270-245 B.C.(Hunter 1989, 4). 



handful (Poetics XXIII). The difference in the use of the material becomes clear in a 

contrast of one author's treatment of Astyanax with that of ~ o m e r . ~  In the ILad, 

Hektor's son never suffers the piteous death that Andromache fears for him (XXIV.726- 

38). However, his infrequent appearances always complement the h k  between his 

father's life and Troy's survival. All men call h m  his son Astyanax, o%q y iv~  ~ Q U E T O  

"Ih~ov "EUTWQ~ ("Since Hektor alone saved Ilion," II. VI.403). When Hektor falls to 

Achilleus, Andromache's lament typifies the mourning for a husband, her cries rising 

above the w a h g  of the other Trojan women (XXII.476) as she leads them in tears 

(515). A large portion of her speech bewails the fate of Astyanax, whom she imagines 

reviled by the community in the absence of his father (484-507). The miserable estate she 

imagines for h m  at the hands of his countrymen is moving, but also prepares for the 

even more pitiful prophecy of his doom. Although none of the terrible things imagined 

by Androinache actually takes place in the course of the poem, the image of a pitiless 

death that traltion confirms outside of the poem makes the moment more tragic. What 

is only a sad scenario i m a p e d  by a grieving mother will soon be a greater and real 

sorrow. With this Homeric precedent, one might expect the portrayal of Astyanax's 

death in the ILis mikros to be all the more affecting; however, in reality the scene is rather 

blunt: 

Then the bright son of bold Achilles led tlie wife of Hector to 

(frag. 14) 

7 I am indebted to Patrick Finglass of All Souls College, Oxford, for first o u h i n g  this comparison for me 
during his lectures on the Iliad, Hilary term of 2004. 

Text: Willcock (1996, 1999). 



the hollow ships; but her son he snatched from the bosom of his 
rich-haired nurse and seized him by the foot and cast him from a 
tower. So when he had fallen bloody death and hard fate seized 
on Astyanax. (trans. Evelyn-White) 

Where Homer elicits a sense of tragic irony in the Iliad without ever narrating the 

boy's end, the author of the Zlias mikros does not malie the actual gory demise more than 

a matter of factual statement. There are certainly any number of instances where Homer 

is just as cold; in fact the final line of the fragment is lifted hect ly from Homer. 

I(leobou1os' only appearance in the I a d i s  over in a matter of h e s :  

Aias, Oileus' son, in an outrush caught ICleoboulos 
alive, wliere he was fouled in tlie running confusion, and there 
unstrung his strength, liewing with the hilted sword at the neck, 
so all the sword was smoking wit11 blood and over both eyes 
closed the red death and the strong destiny. 

T h s  passage, however, occurs in the context of a pitched battle. The density of 

such passages withn the narrative during androkta~ai creates an altogether different effect 

from that of the Astyanax's death, demonstrating the callous brutality of war (Wed 50). 

Homer also makes the passing of the dead particularly poignant by affixing descriptions 

of their former homes and families, h t i n g  at other stories and lives that the battle has 

inlfferently brushed aside (e.g. 1v.527-39).' Although the immelate context of the 

death of Astyanax is not completely clear from the remaining lines of the fragment, 

enough survives to suggest that the narrator does not dwell long on the implications of 

this sipficant death. 

"riffm's discussion of h s  is particularly good: see his chapter IV but especially p. 121ff. 



Apollonius would scarcely repay study if he did not offer a more sophisticated 

development of the epic tradition. Like the authors of the Epic Cycle, he imitates 

Homer's tone by including words and scenes typical of the Iliad and the O ~ S S ~  in his 

poem. However, Apollonius frequently uses these standard features of epic to miscue h s  

readers. His Homeric allusions prompt an expectation for a characteristic treatment of a 

characteristically epic moment, only to introduce a substitute that does not meet it. Tlius 

while many parts of the ArgonaaI'ika emulate traditionally Homeric scenes, Apollonius 

uses them in novel ways that do not rely on Homer's ingenuity, but on his own. 

The Catalogue of Heroes at the beginning of the Argonaztika represents just such 

an attempt to put a particularly Homeric trope to a different use. Apollonius recalls the 

hgh  standard for heroes in epic through the catalogue's structural features, but the 

heroes he represents are different from their Homeric models. In the second book of the 

Ilidd, the narrator recounts the catalogue of the ships and the h g s  that sailed to Troy for 

war (11. 484-760). Apollonius in turn begins his epic with an account of the heroes who 

come to assist Jason on h s  quest for the golden fleece (Arg. 1.20-228). Like Homer, 

Apollonius mixes accounts of their homelands, parents and circulnstances to hint at a 

broader farmly of stories that lie behmd this particular account. Histories of one hero's 

divine ancestry or the accolnplishment of another's adventure are interrupted for ths  

particular quest. The names of the renowned heroes the poet marshals thus lend their 

fame to the mission they undertake. 

Apollonius emulates the Catalogue of Ships very closely. He even follows Homer 

in mapping out a feasible journey about Greek-speakmg lands in the order by whch the 



heroes' cities are mentioned.'' Nonetheless, h s  catalogue is not as grand: it comes upon 

the reader comes upon it too suddenly to reproduce the dramatic effect of its model. In 

the Iliad, the extensive Catalogue of Shps comes in contrast to the particular problems 

raised by the confhct between Achdleus and Agamemnon, and is preceded by the call to 

arms and three impressive shdes  describing the massive army of the Achaians (I1 

11.455-73). Apollonius launches into h s  list almost immediately after opening h s  poem. 

Instead of listing whole ships of solders and the l&gs who led them across the sea, 

Apollonius recounts the crew for a single shp  before it has set sail." The reasons for 

whch heroes come to help Jason are often kept unclear, and only a few of the short 

biographies reveal the hero's motivations, in one case, 'iva B ~ a o k ~ o o ~  p ~ ~ a s z ~ k n o ~  

$ g d ~ o o ~  ("to win glory among the bold heroes," 1.100) or in another, pq o i  bijpoq 

2vlcheiqq dry6roor~~o ("so that h s  people would not begrudge lum h s  glorious 

reputation," 141). These reasons sound Homeric; but whereas in the Iliad the drive for 

glory is produced by and in the community, these heroes leave their obligations in order 

to pursue their honor ainong others. Glory is not won by f u l f h g  a debt of loyalty or 

duty, but sought out for private reasons. In contrast, Homeric heroism has a very 

practical feel. Heroes seek glory in battle, but most go to war under compulsion of 

fidelity to famdy or lords. Before entering into the fray in book XII, Sarpedon famously 

reminds Glaukos that their preferred treatment as l&gs makes it their duty to fight 

valiantly in the front h e s  (XII.310-328). His wdhngness to fight, moreover, depends on 

lo Both catalogues feature an impressive number of 'layers' of material that has been carefully organized 
for poetic effect (names, cities of origin, stories involving the heroes, etc.). This phenomenon has been far 
more carefully examined in Homer than in Apollonius; see IGrk 168-74 and Wdlcock 205-15 for an 
overview, Beye 1993 96-97 and 118-19 for some helpf~~l  remarks. Apollonius' catalogue is discussed 
generally in Carspecken 38-58, wlde Clauss gives a reading of the organization of the heroes (26-36). 
l1 It is tempting to read the dramatic reduction in scope with respect to the Catalogue of Ships and the 
more detailed attention to the crew and their roles on the ship as a metaphor for the difference between 
Homeric and C a b a c h e a n  poetry. 



tile inevitabihty of death for mortals-one might as well go with glory if one must go in 

the end: "But now, seeing that the spirits of death stand close about us / in their 

thousands, no man can turn aside nor escape them, / let us go on and win glory for 

ourselves, or yield it to others" (XII.326-28). Given their circumstances, glory serves as a 

c o m p e h g  alternative to life for these men; the actions they take from these convictions 

embody an ideal of heroism that orders the Iliad. This order is conspicuously missing in 

Apollonius' catalogue and throughout the Argonaatika. 

Apollonius draws his audence's attention to Orpheus' first position among the 

heroes listed (rI~&.ccu 'Og$fjoq pvr)ocjp€ea, "First let us recall Orpheus," 1.23); indeed, 

the poet receives the longest entry among all of Jason's companions. His abibty to move 

inanimate rocks, streams and trees with his song suggests great and even supernatural 

power, but he is no obvious choice for thc mission. Thcrc is little concerning h s  cunning 

or prowess in battle, and Jason only takes on the poet at Cheiron's urging (32-34). If 

Orpheus contributes, it will not be with h s  actions but with h s  words, whch are enough 

to persuade even the trees to follow bun (1.28-31). The prominent place of Orpheus 

grants his fellow poet Apollonius a measure of the legendary bard's authority. But 

Orpheus' power and reputation are transmitted by stories that are reported by others 

(Ev~~couo~v ,  "Men say that ..." 1.26); even ths  greatest poet's power is only known by the 

accounts of others. Lkewise, the power of the heroes depends upon Apollonius' account 

of them. T h s  signals to the reader from the outset the importance of poetry both to the 

mission of the Argonauts and to that of Apollonius humself: these heroes are not to be 

noted simply for their prowess, but rather for the author's powerful and sophisticated 

portrayal of them. 



The care with whch Apollonius plays the significance of the epic elements of his 

poem against their actual use in the narrative is itself characteristically Homeric. Homer 

hmself used typical epic scenes to evoke certain expectations that he would later dismiss, 

foreshadowing or imitating important moments still to come in the epic. For instance, 

the grand bdd-up that includes the Catalogue of Ships in the Iliad should lead up to a 

great battle, but instead the audience is confronted with a duel between two of the most 

inept heroes on either side of the war, Paris and Menelaos (II. 111). As the protagonists of 

the quarrel that led to the war, they serve as representatives of either side-at Hektor's 

prompting their fight even gains the added importance of settling the war (111.86-94). 

However, both Paris' cowarlce (111.30-37) and Menelaos' ineptitude in battle (he is 

reduced to attempting to strangle h s  opponent after h s  spear misses and h s  sword 

breaks-111.355 ff.) make the battle a mockery. It is explicitly meant to settle the war, but 

the great battle that Homer has cued gives way to a failure. Instead, it acts as a foil to the 

great duel between the two greatest warriors at Troy, Achdleus and Hektor, whose fatal 

encounter serves as the clunax of the epic and ends Troy's hope to avoid destruction. 

Another instance where Homer sets one entire storyline in contrast to another is 

the Telemacheia, the four book opening to the O ~ S S ~  that details the coming of age of 

Odysseus' son1'. Telemachos in a very literal way must stand in h s  father's place. In 

structural terms, he inaugurates the poem about h s  father's journey home with h s  own 

travels, whde in the plot his role as heir to Odysseus is prominent. Whde h s  father is 

gone and h s  fate is uncertain, h s  own legacy is in doubt. He himself expresses doubt 

over whether he is h s  father's son (Od. I.) to the lsguised Athene, and the suitors are 

concerned over the same question (1.384-87). The journey he undertakes to meet h s  

l2 This theme is picked up again towards the end of the epic (see book XV onwards) 



father's former colnpanions parallels his father's own journey home. It also puts h 

into contact with the past that defined his father. During these travels, Nestor wonders 

at how Telemachos speaks hke Odysseus (111.122-25), whde Helen and Menelaos both 

note how he looks very much like lvs father (IV.138 ff.), confuming his heritage. In 

chastising suitors or rebulcing his mother, he begins to play the role of h s  father. His 

readmess to take on that mantle is finally demonstrated immehately before h s  father's 

great victory, where Telemachos must refrain from stringing h s  father's bow, wlvch 

heretofore only Odysseus himself might string (XXI.124-29). 

T h s  concern with fathers and sons is likewise present in the Iliad. Acldeus' 

concern for his father Peleus (e.g. XXIV.511, 534 ff.) is the strongest expression of the 

tragedy of a father outltving h s  son. Better t h g s  are hoped for a new generation, the 

continuation of the parent's life. Hektor's prayer that Astyanax become a greater man 

than he was is among the most poignant statements of a father's desire for his chdd: "as 

I am, pre-eminent among the Trojans, / great in strength, as am I, and rule strongly over 

Ilion; / and some day let them say of h: 'He is better by far than his father"' (II. 

VI.477-79). The fame Hektor wishes for h s  son is not so different from that which 

brings a warrior glory among future generations. As h s  valor earns h m  some form of 

immortality, so a man's offspring imbues h s  life with a meaning that extends beyond his 

death. 

In the Argonaztika, Apollonius plays the Homeric theme of sons growing to be 

like their fathers against his own interest in h s  literary heritage. Although the Argonauts 

represent the best of a greater past generation, their mythological pelgree was not 

matched by their literary lvstory. Their chddren, the Homeric heroes, received the 

greatest and earliest poetic treatment of any generation. As a result, even poetq about 



their dustrious predecessors must respond to Homer's heroes. The generation of the 

Trojan War depends especially upon the Argonauts, among whom are the fathers of 

some of the greatest heroes of the war: Telamon (Arg. 1.93, etc.), Oileus (1.74, etc.), and 

Peleus (1.94, etc.), among others. But since their: sons have been immortalized by Homer, 

these heroes are overshadowed by their progeny's fame.13 Patronyms such as Aiauibal 

(1.90) identify them more closely with the sons who share those names than with theit 

own fathers. When Telainon angrily (~ohoq,  1.1289) accuses Jason of abandoning 

Heraliles at Mysia because TO K E ~ V O V  ~ 6 b o q  bv' 'EMaba p4 oe uOlj\u1$7;1 (('you didn't 

want h s  glory to overshadow yours throughout Greece," 1.1292), the scene recalls h s  

son's far more famous dispute with Odysseus over the armor of AchLLleus.14 At the 

moment when Telamon asserts h ~ s  place in the center of the action, k s  behavior 

depends on his son's character rather than h s  own. 

Due to Achdeus' prominent role in the Homeric traltion, Peleus is singled out 

for particular attention. At the outset of the Argo's journey, the narrator notes that "the 

gods looked from heaven upon the ship and the generation of derni-gods who sailed the 

sea, best of all men" (AT. 1.547-48). The nymphs of mount Pelion also watch the ship 

from a &stance, followed by the centaurs. The chdd AchLLleus is even held up by the 

arms of the centaur Cheiron's wife to see his father. The echo between these b v b ~ w v  ... 

WQLOTOL ("best of all men") and Achdleus' claim to be WQLOTOV AXLXL~V (e.g. "best of 

the Achaians," I/. 1.412) is fwther emphasized by the appearance of the young Achilleus 

'"ven within the Iliad, Diomedes claims have better honor (TL~+) than the previous generation, since the 
Epigonoi successfully captured Thebes where their fathers did not (IL IV.404-410, Nagy 162-63). Nagy's 
discussion of generational differences in Hesiod's Works a ~ d  Days (151-73) is a useful resource for a more 
careful analysis of Apollonius' treatment of this theme. 
j4 Although not recorded in the Iliad itself, Aias' angry reaction and eventual suicide over the honor denied 
him were a well-known part of the Epic Cycle and the basis for Sophocles' play Aias.  



hunself. Furthermore, Achilleus is not grouped with the mortal heroes in the Arga but 

rather is a part of a progression of important myhcal figures, d w e h g  in a world apart 

from h s  father. His coming legacy haunts the mission of the Argonauts from its start. 

Peleus proves to be one of the more efficacious of the heroes on the Argo, 

se t thg  cksputes (11.878-884), giving apt counsel (11.1217-1225) and showing bravery in 

hfficult circumstances (111.504-14) (Carspecken 116-17). Nevertheless, h s  heroism is 

compromised by one of the most thorough huda t ions  that any character experiences 

during the epic. Continuing their long voyage home after Jason and Medeia have met 

with IQrke, the Argonauts spend time amusing themselves with athletic games on the 

Tyrrhenian shore (Italy) (IV.851-52). They w d  soon have to pass through the straits of 

Slqdla and Charybdis, and so Hera intervenes on their behalf, a s h g  the sea goddess 

Thetis to guide the ship through safely. Thetis next comes to Peleus, her mortal 

husband, to speak with !nun concerning the journey. 

The scene is based loosely upon IOrlie's own words of warning to Odysseus in 

O&SS~J X and XI1 concerning h s  passage through both the Underworld and those same 

maritime dangers as the Argonauts face. IOrke is fresh on the minds of Apollonius' 

readers, who have just heard her rebuke to Medeia (IV.739 ff.), and the parallel between 

two powerful females warning lovers about the same fantastic sea dangers is fairly 

explicit. But the unusual influence these two figures have as women is also remarkable. 

Odysseus' encounter with IOrke is filled with struggles between the two for control of 

the situation. Odysseus requires divine assistance and cunning to avoid being 

transformed by the witch, but following ths  victory he almost immediately concedes to 

her suggestion that they go to bed (Od. X 300s)-despite his own concern that, "now it 

is myself you hold, enticing / into your chamber, to your dangerous bed, / to take my 
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manhood when you have me stripped" (Od. 382-84). Eventually, this strong man must 

approach his hostess as a suppliant to allow lum to leave (X.530 ff.). Odysseus' cunning 

and manhood is thus matched against IGrke's wiles and &vine magc, each threatening to 

overturn the proper place of the other. 

Peleus is not able to negotiate the tension between his wife's authority and his 

own as Odysseus does with IQrke-he simply submits to her. In Hera's words, Thetis 

has been given Peleus as husband because he is TOV &QLOTOV krr~~8oviwv ("the best of 

those upon the earth," 1v.805).15 He has been rewarded the status of a husband of an 

immortal. However, he enjoys no special privilege for this honor-rather, he is 

embarrassed by lus wife's condescending behavior. Thetis comes and speaks without 

addressing him or even recognizing that he is her husband. She orders him to leave, 

rather than counseling h sympathetically. So too, while she and other Nereids wdl be 

protecting the ship, she expressly forbids him to point her out to the other Argonauts. 

Not only is he denied respect from the goddess, but he may not seek distinction even 

among the other heroes on account of his wife. As in IGrke's case, Thetis' status as a 

goddess interferes with the tradtional roles of husband and wife. 

Following this encounter, Apollonius uses the reprimand Peleus suffers to 

portend the inevitable death h s  son Acmeus will face. The narrator recounts the reason 

for Thetis' anger towards her husband (IV.864): the goddess had been anointing the 

child Achdeus with ambrosia and placing him amidst flames to make him immortal, but 

one night Peleus witnesses her actions and cries out in fear. As a result, Thetis leaves 

without a word and does not see jllm again untd the meeting recorded by Apollonius. 

This story is very shdar  to a passage from another work tradtionally ascribed to 

l5 My own translation. 



Homer, the Hymn to Demekr (Evelyn-Whte xxxiv). The goddess Demeter, her daughter 

having been hdnapped by Hades, lsguises herself as a mortal and becomes a nurse for a 

famdy. She takes a liking to the boy Demophoon and attempts to make hLm immortal by 

the same means that Thetis used with Achilleus. As in Apollonius' adaptation, the 

goddess abandons the child and its famdy upon being lscovered by a parent who cries 

out in terror. The actions taken by the characters are nearly identical: both goddesses 

anoint the children with ambrosia by day ( x ~ i e o ~ '  drpf3~ooir;1,~~ Dem. 237, and drpp~ooiq 

XQ~EOKE, Arg. IV.869-both phrases fitting into the same metrical position in their 

respective lines) whde placing them in flames by night (239, IV.870). The cries of each 

parent anger the goddess nursing the chdd and cause her to cast hLm upon the ground 

( ~ K E  rckbovbe, 253, and xtuyorb~q Ptuhe, 876). 

'l'his close relationship extends to thematic elements of the passages. In a 

continuation of the reversal of roles between husband and wife, Peleus' counterpart in 

the Homeric hymn is Metaneira, the mother of Demophoon. Within the hymn, 

Metaneira herself fdls a role parallel to that of Demeter: the goddess has lost her own 

chdd to the god of the underworld, whose rape of Persephone represents the closest an 

immortal might come to death. In moldmg Demophoon into an irmnortal replacement 

for her lost daughter, Demeter reveals that she is w&ng to inact  the same type of 

separation between child and mother that she had experienced upon Metaneira. In tlvs 

case, rather than forcing an immortal to l e ,  she will make a mortal live forever-but the 

loss wdl be the same. Demeter nonetheless does not acknowledge that Metaneira's 

potential loss is equivalent to her own wronged state. A lfferent morality governs the 

actions between gods and men as opposed to gods with their equals. 

l6 Text: Evelyn-White (2000). 



Apollonius' imitation of the hymn sets his hero in contrast to another Homeric 

model. The differences between gods and mortals and the inevitabiltty of death are both 

key themes of the Iliad. Achdleus h s e l f  is at the center of the questions posed 

concerning death, having been promised great glory if he should die young without a 

homecoming (1.505, IX.410-16). That Achdleus should serve as double to Demophoon 

is even more appropriate given the promise Demeter makes in her rebuke: 

&6drva~ov 1c6v T O L  ~ a i  ay$~aov ipa-ca R & V T ~  

rcaiba Gihov rcoiqoa ~ a i  & @ ~ L T O V  drcaoa z~y$v. 
v6v b' ou~c €00' d5q KEV 6drva~ov ~ a i  ~ f j ~ a q  &Au&xL. 
T L ~ $  b' & $ ~ L T o ~  aikv P ~ ~ ~ C J O E T ~ L ,  O U V E K ~  YOUVLIV 

$ ~ E T € Q W V  irc6pq ~ a i  PV & Y K O ~ V ~ ; ~ C T L V  iauo~v. (Dem. 260-64) 

I would have made your dear son deathless and unaging all his 
days and would have bestowed on him everlasting honour, but 
now he can in no way escape death and the fates. Yet shall 
unfaihng honour always rest upon him, because he lay upon 
my knees and slept in my arms. 

Apollonius' reference to Demeter's blunt assertion of &vine authority serves to 

reiterate the message: these heroes, unlike their Homeric counterparts, cannot strive with 

the gods. The allusion to a story that itself emphasizes the dfferences between gods and 

men sets Peleus in contrast with Homer's heroes. Homeric figures such as Achdleus, 

Diomedes, and Patroklos are consistently described as godue  (GToq). They frequently 

test the lirmts of the interactions between mortals and immortals in ways that require 

divine interference: Diomedes wounds Aphrodte with the help of Athene, while 

Patroklos' rush against Troy and the w d  of the gods is cut short by Apollo. But 

ultimately, they cannot prevail against the w d  of the gods. In Apollonius, however, 

although Peleus has been judged worthy to be yoked with a goddess in marriage, he does 

not match the Homeric model of a hero. Thetis' &sparaging words and commandmg 



presence overwhelm Peleus, crushng his mortal wdl before he can even attempt to 

contest hers. 

Virgil's Aeneid provides a great foil for Apollonius' project, as the Roman poet 

inherits many of the sensibhties and problems of hts Alexandrian counterpart. Virgil also 

models himself closely upon Homer, and so must rework the Homeric hero into lus 

Roman poem. Virgil's extensive influence on later Western literature makes hts a more 

fanubar adaptation of epic style to a dfferent time and culture. As a result, h s  

resolutions of the tension between the heroes of the I h d  and the OL&ssy and Aeneas 

often duninate Apollonius' variations on the same theme. 

Virgil offers another recreation of epic, respondmg primarily to Homer, but also 

responding to Apollonius and the tradtion of Latin epics that had begun to take form in 

Roman literature. Virgil's careful allusions and reworkings of the Homeric epics 

demonstrate an Apollonian sensibhty for creating structural parallels. The broadest and 

most obvious are frequently observed, as in the opening lines of the epic: 

arma virumque cano, Troiae qui primus ab oris 
Italiam fato profugus Laviniaque venit 
litora.. . (Aeneid I. 1-3) 

My song is of war and the f ~ s t  man from a Trojan 
coast to arrive in Italy, forced by Fates to Lavinian 
shore ... 

The opening references of amza vimmque to the warfare of the Iliad and the 

"man" that begins the OL&J- .~  irmnedately establish the poet's relationshp with Homer 

even as he refashions the two themes into a new work quite dstinct from that of h s  

Greek predecessor. The self-confident cano in turn maintains the conceit of the singing 

poet whde declaring a much more independent sort of author from the one who asked 

the muses to sing the song through hum (IL 1.1, Od. 1.1). Broadly speahg ,  the first six 



books on the voyage to Italy parallel the O&.rq, the last six the war in Latium the ILiad7 

(cleverly reversing the usual order suggested by the opening words). Virgil, however, is 

often much inore explicit about h s  debts to Homer than Apollonius is. While the 

Cyclopean figures of the Argonautika such as the bronze giant Talos clearly draw on 

Odysseus' meeting with Polyphemos, in the third book of the Aeneid Virgil records his 

hero's encounter with the exact same monster as Odysseus, the ICyklops' wound sull 

fresh from h s  encounter with his Greek opponent (111.641 ff.). Likewise, Apollonius 

recounts the Argonauts' travels simultaneously with the narrative, often crossing over the 

same territory Odysseus traveled. Aeneas follows that traditional path around the 

Mediterranean too, but his situation mimics Odysseus' more closely. He even goes as far 

as to recall h s  travels while attendmg a banquet put on by a host he encounters in the 

middle of h s  journey, just as the Greek hero did. 

As part of his transformation of Homeric themes, Virgil also recreates the epic 

hero. The character of Virgil's Aeneas is consistent with that of the Homeric Aineias at 

the beginning of the Aeneid. Lke  h s  counterpart, Virgil's hero is less powerful than the 

greatest heroes of Homer's poems. For all his purported greatness, Aineias never 

accomplishes much for the Trojans during the Iliad, but must rather be saved from battle 

by the gods on two occasions (IL V.311 ff., XX.309 ff.). So too &us Aeneas fails at most 

of what he attempts to do. He is repeatedly told to avoid fighting, but does not (Aen. 

11.292, 355 ff.; 619-20,664-70); he cannot convince h s  father to come with him without 

a sign from the heavens (11.692 ff.); moreover, he saves neither Troy, nor h s  wife. Thus, 

although he often follows in the footsteps of Achilleus and Odysseus, Aeneas must be a 

very dfferent h d  of hero if he is to be one at all. 

l7 This observation, for all its history, demands a certain wariness. There is much in either half of the epic 
that demands close comparison to both its Homeric forebears. 



Aeneas, hke the other two heroes, is also oppressed by lfficulties brought upon 

hm by the wdl of the gods. Yet Juppiter promises that he wdl be glorified rather than 

destroyed by the fulfillment of these trials (1.258-60). In h s  r e t e h g  of the fall of Troy 

and the more fantastic parts of h s  voyage (bks. I1 and 111), Aeneas recasts hmself as the 

hero of an Iliadc and Odyssean tale respectively (Beye 1993 236-37). In both cases, he 

fails to fill the role properly. In Aeneas' defeatist Iliad, the hero hardly fights at all as the 

city he defends is destroyed (11.506-558); meanwhde in his shorter and antichactic 

O&ssse_y every danger is either avoided or else vanquished before h s  arrival on an 

unsuccessful journey home. His epithetpius is neither a dynamic physical characteristic 

hke "swift-footed" nor an expression of mental acuity like "man of many turns," but 

rather a moral qualification (Beye 1993 239). In the Iliad, Achilleus declares to Odysseus, 

"I detest that man, who / hides one thing in the depths of his heart, and speaks forth 

another" (IL IX.312-13). Aeneas, however, demonstrates his virtue as a leader when he 

very purposefully hdes h s  feelmgs from h s  crew whde trying to encourage them: T a h  

uoce refert curisgue ingentibus aeger / Jpem vultu simulat, premit altzlm corde dolorem ("With such 

words, sick with great cares, he pretended hope with h s  face, he pressed deep pain in h s  

heart," Aen. 1.208-9).18 Aeneas does not quite measure up to the Homeric standard, but 

he is destined to fulfill a more difficult and more complex role as a Roman leader. 

Simdarly, the remnants of defeated Troy would need to be remolded into the 

new glories of Rome. To do so, Virgil looks to previous accounts of Troy with an eye on 

the future as well as the past. Unlike the Argonautika, whose setting before the Trojan 

war is in tension with its composition after the Iliad and the O&ssy, the events and 

poetry of the Aeneid alike come after Homer. Rather than abandoning or competing with 

' W y  own translation. 



the past, Virgil uses the Homer's cultural weight to lend his own poem strength, 

enrichmg and expanlng that inheritance.19 ~ u s t  as Rome is not the dregs of Troy 

replanted, so Virgil is not content to be another failed imitator of a master. Accorlng to 

Juppiter, Rome is neither destined to fall nor to be a mere restoration of Trojan glory: 

rather, he promises, his ego nec metas remm nec temporapono: / impem3m sinejne dedi ("I set no 

time or wealth h u t s  on Romans: / I give them endless rule," 1.278-79). 

This glorious Rome would be Ifficult to found, as Virgil's opening theme 

recounts, and would test Aeneas with hardships (1.1-7). But it is not the inevitable 

outcome of an escape froin Troy. Virgil repeatedly presents the alternative and easier 

path to a new home before h s  hero and h s  audience ahke. In her impassioned plea to 

Juppiter on her son's behalf, Venus complains that Antenor was allowed to escape the 

Achaians and found Patavus in Italy, whde Aeneas was forced to wander the seas (1.242- 

52). That there is already a successful settlement it1 Italy founded by a Trojan hero 

removes some of the exotic flavor from Aeneas' journey from Ilium. If Rome's 

foundation is unique, it wdl have to be for some other reason. In book 111, Aeneas and 

h s  crew encounter Buthrotum, another city founded by Trojan refugees, populated by 

Homeric figures such as Helenus and Andromache. They have come into possession of 

land formerly belonging to the son of Achdes, and have refounded "a little Troy that 

resembled / the great one, [with] a near-dry brook they'd labeled the Xanthus, / the 

threshold and frame of a Scaean gate" (111.349-51). The desperation and confusion of 

Andro~nache (111.310 ff.) and the almost compulsive imitation of her homeland suggest 

lwirgil owed t h s  self-confident reinvention of epic as a Roman art to early Latin epic poets, Livius 
Andronicus, Naevius, and particularly Ennius. In his Annales, Ennius told the story of his encounter with 
Homer, who greets him as a poetic son (Dominik 40). Ennius' further claim that he is the reincarnation of 
Homer is among the most audacious declarations made by Roman poets that they are the true inheritance 
of the Homeric tradition (Doininik 41). 



that though the inhabitants of the city have escaped death at Troy, they have not escaped 

being defined by Troy's fall. They are Trojans in exlle rather than citizens of a new city. 

Andromache herself serves as a tempting but ultimately poor model for Aeneas and I s  

crew, d w e h g  forever in the past. Book V adds a Sicihan settlement of Trojans to the 

list, to whch Aeneas flees from the more alluring charms of Carthage. After the 

hardslups faced on the journey thus far, the offer of a powerful and established city, 

where he might rule with a loving queen is very enticing-it requires the intervention of 

the gods to turn Aeneas back to the harder road. Even the settlement of the Greek hero 

Dioinedes in Italy (VIII.9-17, XI.239 ff.) seems to offer another possible end for 

veterans of the war: though he was the more powerful warrior in Troy, he rejects the 

opportunity to war against Aeneas again, preferring to avoid further troubles beyond 

those that were faced on the return journey from Ilium. Although Diomedes was a victor 

at Troy, he does not seek the greater glory promised to Aeneas and his people. He and 

Aeneas share a common past, but not a common future. 

Unlike Apollonius, who talies his heroes on a tour of the Homeric world, Aeneas 

must sail past h s  models and further onwards (Hunter 1993, 172). Much as a son must 

emulate but also surpass his father to become a man, Virgil's epic must go beyond its 

predecessors.20 The importance of inheritance, especially with regards to the relationship 

between fathers and sons, mirrors tlus concern with epic and is consequently a major 

theme of the poem. At the center of the work is Aeneas, who is both son to Venus and 

the Trojan Anchises as well as father to Ascanius. On the one hand he honors lus father 

by following his lead and remembering him after his death; but on the other he must set 

an example for his son: sis memor e t  te animo repetentern exempla tzomnz / etpater Aeneas e t  

20 Ennius has a more explicit version of the same transformation (Dorninik 40). See note 13. 



auuncuIus excitet Hector ("Remember: keep in mind parental example. / Your father 

Aeneas and uncle Hector should stir you," XII.439-40). This injunction to remember h s  

forebears is all the more significant because it is Aeneas' only direct speech to Ascanius, 

who w d  become the first king in Italy (1.268-71) and whose very name denotes a shift 

from Troy (IIus, 1.268) to Rome (Iulus, 1.269). The Aeneas who is natus dea (chdd of the 

goddess, Venus) must be reconciled with PaterAeneas, the father of the Roman people to 

come. 

The importance of fhal relationships to the narrative becomes clear even in a 

superficial view of the text. The catalogue of the forces opposing the Trojans in Latium 

provides a good example. Virgil's focus on the Italian army shfts the focus of the 

catalogue from the winners (as in the Iliad,) to the losers of the war-and far less well- 

known ones as well. As Virgil himself adinits, "hardly an air or wisp of their glory has 

reached us" (VII.646), and many of the soldiers mentioned are explicitly farmers or 

shepherds who have taken up their farin tools to defend their land. As a result, the 

catalogue of the Italian forces serves a somewhat different purpose from the grand 

Homeric account that focused on the prowess and merit of the soldiers. Homer's 

catalogue would be compromised by the introduction of warriors as anything but 

soldiers; here the majority of the great heroes call up bands of farmers to the defense of 

Latium. The greater characterization of the far less famous heroes of Latium also turns 

attention onto the peoples who would eventually join their races into the Roman people. 

That the descendents of the two sides wdl be united in one state gives the confhct the 

flavor of civil war." The nature of the catalogue likewise encourages attention to 

21 W. R. Johnson's "Imagnasy Romans" (Poets and Critics Read Virgi ed. Spence) takes a helpful look at 
how the union of these different peoples was glossed over by politicized histories and Virgil's awareness of 
these divisions. 



posterity, as tradtionally catalogues recount the names of sons and fathers. Virgil's 

imitation is quite Apollonian in how he fills each reference with allusions to other works 

or themes. Mezentius, mentioned first, is a called a "god-scorner," (VII.647), though his 

son, the noble Lausus, is decidedly better than he: "He hardly deserved a sire like 

Mezentius" (VII.654). Here the son is morally superior to the father, much as Aeneas 

must become morally superior to his "parents" in Greek epic. Hercules has a son present 

among the Greeks ranks, just as he did at Troy (IL 11.653 ff.). This move suggests an 

army comparable to the one at Troy; but then Virgil introduces the son of Agamemnon 

into the battle (VII.723 ff.). The poet thus puts a twist on the theme of fathers and sons 

that Apollonius used: rather than dealing with parents whose accoinplishments cannot 

match their chddren's, here he uses the name of a famous father to turn attention to a 

son whose defeat is notable precisely because of h s  inheritance. Although the reference 

to Agameinnon apportions Halaesus some measure of Homeric grandeur, but also 

recalls his father's death: to be a son of Agamemnon is to invite tragedy. 

There is also a t e h g  reference to "Twin brothers who'd left the city of Tibur / 

(their city and people named for a t h d  brother, Tiburtus)" (VII.670-71) named Catillus 

and Coras. These names could ready be replaced metrically by two other alliterative 

names of brothers, Romulus and Remus. The origin of these twins in the region of the 

Tibur and even the mention of naming a city after a brother recalls this other founding 

legend of Rome, and underscores the irony that many of those battling against Aeneas 

will later give rise to the Roman race despite their defeat. Perhaps most notable among 

those ancestors-to-be is the case of Virbius, who is introduced as, H$po!$tiprole.r, ("the 

offspring of Hippolytus," VII.761). The narrative, however, suggests that Virbius is not 

so much the son of Hippolytus as a reincarnation of the same man. He himself may 



serve as an analogy for the task of Latin epic in reviving rather than repeating Homeric 

models, as in ths  case another tragic Greek mythic hero has been revived into a Roman 

form. 

Apollonius has also tied his recreation of epic to the relationship between fathers 

and sons." The Argonauts, although they are the fathers of the Homeric generation, are 

unable to match the heroic grandeur of their sons. Apollonius' portrayal of these 

Alexandrian heroes enacts the inabhty of his poem to match the grandeur of Homer's 

epics. Aeneas hkewise constantly falls short of Homer's standards for a great epic hero. 

However, lus move from Troy to Italy also announces a transforlnation from one h d  

of heroism to another: the inadequate Homeric hero Aineias becomes the successful 

founder of Rome, Aeneas. 

During the Virghan counterpart to Thetis' visit to Peleus, Aeneas turns 

decisively from Homeric Troy towards his hstory in Rome. At the end of the fifth book, 

Aeneas is again vexed by a difficult problem. The Trojans had returned to Sicily, the site 

of yet another Trojan colony. There they held funeral games held in honor of lus father 

Ancluses, whch Virgil closely models on the games for Patroklos in book XXIII of the 

Iliad. After a parade of the armed youth, many women, having been excited by the 

goddess Iris, then attempted to burn the shps on which they had come, in order to force 

Aeneas and his men finally to settle down. Thus Aeneas must again answer the question: 

does he remain, or continue towards Rome (V.702-3)? Guidance comes in the shape of 

lus father, whose spirit instructs h m  to continue to Italy but first to enter the 

underworld to see hun 01.724 ff.). T h s  is the last time of many that the doubtful Aeneas 

22 See p. 11 ff. above. 



is unsure of the path he must take to the Tiber (Nelis 197-98). The descent into the 

underworld will mark h s  move from the death of Troy to the birth of Rome. 

The visit of Thetis to Peleus in the Argonaztika draws Achdleus into the storyline 

again and alludes to the losses of Demeter and Metaneira; Ancluses' visit hkewise 

emphasizes the relationshp of chddren to their parents. Imrnelately before Anchises' 

spirit appears to him, an older man named Nautes counsels Aeneas to leave behmd those 

who are tired or weak and continue onwards. He refers to the hero as nate dea ("chdd to a 

goddess," v .709. '~  When lus father does appear, thefacies.. . parentis / Anchisae ("form of 

parent Anchises," V.722-23) addresses lum as nate three times in less than ten lines 

(V.724,725,733) and promises that when he comes to Avernus (the underworld) he wdl 

learn genu omne tzzm ("all your descendents," V.736). Once more the transformation of 

the characters into sornethmg more than their Homeric counterparts looms large: 

Aeneas is not to settle for yet another would-be Troy, because there are generations of 

Romans destined to come from lus h e .  Although he is nate to Nautes and his father, 

nevertheless he is meant to be a father. Likewise, Anchses lvmself has been transformed 

from a mortal hero to the object of worshp. The appearance of a snake omen at the 

celebration at lus funeral mound (V.80 ff.), the celebration of games in his honor and the 

appearance of h s  shade to Aeneas all give the impression that Anchses has moved 

beyond the world of men and now serves an important role guiding and being 

worshpped by these men. 

Anchses' new position is also associated with the gods because h s  role is parallel 

to those of Thetis and IGrke in their respective instructions to heroes. As with Odysseus 

and I h k e  in the O&sy, instructions as to how one descends into the underworld are 

23 All translations in this paragraph are my own. 



accompanied by some tension as to what role is to be played by whom. The imitation, 

however, is more closely related to the scene shared by Peleus and Thetis in the 

Argonautika, where the separation between mortal and immortal plays a crucial role. As 

the Argonauts do prior to Thetis' visit, the Trojans are holding games (Arg. IV.849-52, 

Aen. V.58 ff.). These games are themselves associated with cleansing oneself of blood 

g d t ,  much as Jason and Medeia must do after slaying her brother Apsyrtos, and whch 

the inadvertent death of Dido requires following the sudden departure of Aeneas and his 

crew from Carthage pel is  190 ff.). Thetis' lsappearances in both the past and 

contemporary encounters recorded by Apollonius feature imagery suggestive of a q  

dreams that are also echoed in Anchses' exit: et tenuis fugt ceu f u ~ u ~  in auras ("and be] 

retreated like thm smoke in a crosswind," V.740; Nelis 201). 

Because of these slrnilarities the scene recalls the imagery of its Apollonian 

incarnation. Though there is no tension between men and women in the scene, there is 

still an exchange of roles. As Aeneas lvmself laments, their encounter is very brief-not 

because h s  father does not wish to see h, but because they are violating the boundary 

between the living and the dead. Aeneas is also presented as both chdd speakmg to his 

father and the father of many to come. The tension between these two roles captures 

well the problem of Rome's foundation: it must be rooted in the past figures and glories 

that brought its founder to Italy, and yet it must transcend that beginning to become 

somethmg new, even as Aeneas h s e l f  must cease to be a son of Troy to be the father 

of Rome. 

Whereas Peleus' inferiority is sealed by his encounter with h s  divine wife, 

Aeneas' father pushes him on to a higher end. The dreamlike quality of Thetis' departure 

from h s  life (IV.877) highlights Peleus' inabihty to touch the lv ine  as the Homeric 



heroes do. But Aeneas' father, who was once a mortal hero, has become a hero worthy 

of a cult. As Anchses has been integrated into a greater chine order, so too Aeneas' 

failure at Troy has been subsumed into the larger hstory of a city fated to succeed. The 

tenxis awas in whch Anchises lsappears and on which the wisps of fame of former ages 

are carried (VII.646) have solidfied into the account of Rome's foundmg in the Aeneid. 

T h s  recasting of a failed Trojan hero as a successful Roman one also points to 

the transformation that Augustus Caesar had worked with the Roman republic. Virgil 

associates his hero with the new emperor by bringing hun through politically charged 

locations such as Actium (111.274-91), where Augustus won the battle that gave hun the 

empire, as well as by placing him at the end of a history that begins with Aeneas and will 

culmmate in a golden age (1.257-96). Thus the transformation of Aeneas corresponds to 

the transformation of Rome itself: the end of the founder's wanderings and battles 

forecasts the end of the civil wars that had plagued Rome, and the fulfillment of an 

empire even greater than its legendary forbears. 

The mellng of the mythcal elements of epic into the political and hstorical 

reality of Rome infuses Aeneas' tragic story with a new meaning. When a character hke 

Telamon emulates his son, who has become famous through another epic, he declares 

h s  own inferiority. As a father, he is the original of h s  son; but in fact that originality 

has been stripped from hLm and he instead is subservient to h s  son's model. But when 

Aeneas is subsequently revealed as a model for Augustus, the emperor's great success 

raises the hero's prestige. 

In Virgil's solution to the problem of bringing the epic hero to Rome, the hstory 

of the city is essential to the character's heroism. Aeneas would not be a great hero if he 

were not so duectly connected to such a great state. The heroes of the Argonaxtika lack 



this kind of conspicuous redefinition. Their inferiority is not compensated by any explicit 

link to glory outside literature. Yet thek voyage is not unsuccessful: their mission is 

accomplished, and their poem is no artless copy of Homer. Apollonius' Argonauts, and 

particularly Jason, must travel a slightly Qfferent path in order to prove themselves 

heroes worthy of the epic tradtion. 



Chapter 2: Heroes in Love 

Critics have often found Jason to be a deficient epic hero. He lacks either the 

heft or charm of an Odysseus or even an Aeneas. He does not dominate the action of 

the Argonaztika with his grand manner, but often rehquishes h s  preeminence to other 

characters. Compared even to Homer's lesser heroes, he appears as unimpressive as the 

four books of the Argonau&a stacked next to the twenty-four of the Iliad or O&SS~J. 

Carspecken is among the most blunt in h s  judgment: 

Jason ... chosen leader because his superior declines the honour, subordnate to 
his comrades, except once, in every trial of strength, slull or courage, a great 
warrior only with the help of magical charms, jealous of honour but incapable 
of asserting it, passive in the face of crisis, timid and confused before trouble, 
tearful at insult, easily despondent, treacherous in liis dealings with the love-sick 
Medeia but cowering before her later threats and curses, coldly efficient in the 
time-serving murder of an unsuspecting child, reluctant even in marriage. 

(Carspecken 101) 

These accusations are not vastly exaggerated, but they are somewhat unfair. As 

Carspecken himself notes (102), Homer's most prominent heroes are far from perfect: 

Achdleus can burst into tears at insults hunself (11. 1.349-51), and h s  reckless behavior 

leads to the death of many, includmg Patroklos. Odysseus frequently lies to win his 

advantage in both epics (II. IX.382-89, 446-457; 0dXIV.191 ff.), delays his journey in 

the comfort of I(rrke7s isle, and loses all the men he was to bring back to Ithaka. Jason 

demonstrates a greater concern for h s  responsibhties to his comrades than either of 

these heroes (Hunter 1993,24-25). He is also the most prominent of the Argonauts. 

Jason is chosen to be leader (1.345-50), and indeed the narrative repeatedly forces him to 

the front of the action, whether for good or ill. It is Jason who gathers the heroes for a 

quest in hs interest, Jason again who is brought to the bed of queen Hypsipyle at 

Lemnos (1.853-54), and he who kills I<yzikos in the battle against the Doliones (1.1030- 



36); hkewise it is his good deed that earns Hera's favor (111.66-75), and his aristeia that 

earns the Argonauts the opportunity to get the fleece (111.1 191 ff.). The quest, certainly, 

is not a failure: despite any weaknesses or losses in the group, Jason successfully carries 

the golden fleece back to Iolkos. Why then do his faults seem so much more exceptional 

and h s  exploits so much less significant? 

Just as Jason cannot equal Achdeus' prowess in battle, neither can he match his 

influence over the Iliad. Achilleus is the focal point for both the plot and the moral 

content of Homer's epic. The poetic power of the Iliadrests as solidly upon his 

shoulders as the fate of Hektor and Troy. The reader or listener of the Iliad consistently 

feels the absence of Achilleus, waiting for h s  chac t i c  return-it is not a matter of 

whether, but when he w d  reengage the Trojans (Hunter 1993, 12). S d a r l y  in the 

O&ssty, the difficulty of the return is matched against a certainty that Odysseus w d  come 

home and successfdy accomplish his vengeance. In both cases, the poet uses the 

auhence's f a d a r i t y  with the traditional stories to increase the sigmficance of a 

character, and so structures the poem around the hero's actions. Thus the am'steiai of 

Diomedes and Patroklos earlier in the Ilidd point to the coming attack of Acmeus, and 

the journey of Telemachos prefigures the one that w d  take up much of the narrative. 

Apollonius' Jason laclis many of these advantages. The significance of the Argonautika 

does not hang upon the story of Jason or h s  rivalry with Pelias. Instead, the poet limits 

his poem to the Argo's actual journey, beginning h s  epic at the voyage's outset and 

f in i shg  with the first step onto shore at Pagasai (IV.4.1781). Many of the adventures of 

the Argonauts are &stractions rather than stepping stones toward the accomplishment of 

the mission. Whereas Odysseus is harassed by Poseidon and driven by forces beyond his 

control to and from the islands of IOrlie, the sirens or straits of Charybls, the 



Argonauts' wanderings often seem somewhat inconsequential accidents. Jason's 

preeminence does not offer a focus for the epic. For Jason h i s  may be just as well; 

AcMeus won the glory he sought, and Odysseus finally reestablished his rule at home. 

Both heroes had sons to succeed them. But Jason's story was a decidedly less successful 

one; lus terrible break with the same Medeia who is herself featured prominently in the 

epic concludes his myth with a tragic loss of chddren, wife and city alike. Jason's failure 

is as extravagant as h ~ s  success, and as a result he is not as glorious a character as his 

Homeric counterparts. 

Heraldes is an inevitable competitor for Jason's role as the most important hero 

of the Argonautika. This hero's abhties are so great that his joining the crew must change 

the story significantly-a realization shared by the entire crew and particularly by Jason 

when they find that they have left bellnd TOV & e m ~ o v  ... o $ w ~ ~ k ~ o v  6~6rgwv ("the 

best of all the heroes," 1.1284-89). Sources concerning the voyage to IColchis disagree as 

to whether Herakles was counted ainong the Argonauts, more than one author 

suggesting that he was too heavy to be born by the A r g o  (Mooney 102-3), and thus in 

some sense too great for the legend. Apollonius makes reference to ths  traltion when 

the slup7s keel sinks under his weight (Hunter 1993, 26), a mark of greatness reminiscent 

of the heft of the hero and goddess that weigh down the chariot of Diomedes (11. V.837- 

9, see above). Heraldes is overmatched to the task, because he can perform feats on his 

own that the entire crew of the Argo cannot achieve together. After he is abandoned, the 

Argonauts continually face hardships which the aulence is often told outright would not 

hmder Herakles in the least. Polydeukes must substitute for h m  in a boLxing match (11.1- 

97) that everyone imagines would not have talien place were it not for the loss of their 

slupmate (11.145-50); hkewise, upon approaching the island of the birds of Ares, tlie 



Argonauts adopt a strategy devised by the now-absent hero to protect themselves 

(11.1050 ff., Hunter 1993, 32). Aietes' arming scene before Jason's aristeia includes the 

observation that TO pkv ou 1c6 T L ~  ijlhhoq 6rc6o~q / d v b ~ G v  $ ~ c j o v ,  OTE u a M ~ n o v  

' H Q c Y K ~ ~ ~  / T ~ A E  ~ ~ C Y Q ~ S  o KEV oIoq ~ V O L V T I ~ L O V  T C T O A ~ ~ L S E V  ("none of the heroic men 

could have withstood it, once they had left Herakles far behmd, who alone could have 

clashed with hun in battle," 111.1232-4). Perhaps most impressively, Herakles is found to 

have visited the Libyan desert that nearly destroys the Argonauts immediately before 

they themselves do (IV.1432-14549). Not only does he overcome the dangers of the 

desert that nearly destroyed the crew single-handedly, but along the way he U s  a dragon 

guardmg golden apples (pfjha), in contrast to the lfficulties faced by the Argonauts in 

stealing the fleece of a golden sheep (pfjAov) from another serpent (Hunter 1993, 29). 

Herakles' inhvidual power and lus eminence in traltions outside Apollonius' 

epic is a continual challenge to Jason's prominence. His self-sufficiency recalls a 

seemingly undefeatable Achilleus or Odysseus whde his power deprives hun of the 

strong sense of obligation that possessed these Homeric heroes. Herakles serves as a 

visible reminder of a kmd of heroic excellence apart from Jason. This is made clear at the 

start of the voyage, when Jason calls upon the crew to elect a leader, askmg: TOV 

AQLOTOV ~ @ E L ~ ~ O C Y V T E ~  E A E ~ ~ E  / O Q X O L ~ O V  $ p ~ i o v  ("choose the very best man as your 

leader," 1.338-39). The selection of Heraldes is notable because it is as obvious to the 

crew that he is the best man as it is to the auhence that Jason is supposed to be selected 

as the leader. His refusal seems to acknowledge that the tasks that Jason sets out for the 

leader are best suited for one who gathered the heroes together (1.332-40). However, 

even in turning down the offer he takes control to prevent others from choosing a leader 



apart from Jason: 6 5  bi: ~ a i  a h o v  drvao~- joeoea~ E ~ u < w  ("I shall not allow anyone 

else to put h s e l f  forward," 1.346). His indvidual solution to the collective problem 

presented at once honors Jason and imposes a plan characteristic of Heraldes on the 

whole crew. 

The contrast Heraldes strikes with the captain of the Argonauts suggests that 

what is at stake in this expedition is not merely whether Jason accomplishes h s  task, but 

also what sort of figure he cuts wMe doing it. T h s  in twn reflects the influence of the 

epic traltion on the Argonautika itself. Apollonius can no more be applauded for simply 

writing an epic than Jason can be for merely achieving h s  goal. Heraldes raises the 

question of what kind of hero Jason should be, just as the project of the Argonautika asks 

what an epic should be. 

The adventure on Lemnos is the first stop on the way to IColchs that Apollonius 

dwells upon, and thus one might expect the first opportunity to see the Argonauts and 

particularly Jason and Heraldes in action. However, the account subtly but continually 

breaks with the audence's expectations as to what that action may be. The patterns of 

the epic predecessors that the narrative follows demand conclusions the plot does not 

provide. 

The story of the women on the island serves as a shock to an otherwise smooth 

travel narrative. A passage of relatively calm and detailed travel leads the Argonauts from 

one stop to another: the shadow of the peak of Athos stretches out to Myrina, and the 

heroes let out the sail untd the rays of the sun vanish before rowing to Lemnos (592- 

608). The description of the natural play of light creates a peaceful atmosphere. "Eve', 

the narrator continues, iiipub~q ~ 6 5  hfjp05 u ~ ~ ~ P a o ~ 1 ; l o ~ y u v a ~ ~ C ; ) v  / vqh€~C;)q 

hkbpqzo n a ~ o ~ ~ o p k v q  A U K ~ ~ ~ V T L  ("There, in the year just passed, the whole people 



had been pitilessly l d e d  at one stroke by the wickedness of the women," 1.609-10). 

Apollonius suddenly breaks the gentle flow of the story with a terrible crime. He cleverly 

continues using light imagery in the phrase . rccu~o~~op€vq h u l c h ~ o r v ~ ~  ("during the 

travelmg of the light's course," i.e. in the past but now the reference is to years 

rather than days and provides the backdrop for murder rather than travel. 

The Lemnian women go through a series of perversions of their societal roles. 

Aphrohte has punished the women25 because ~ L V  Y E Q ~ O V  h i  b q ~ o v  &~~ooorv  ("they 

had for a long time denied her due honors," 615), causing the men to find to conceive a 

T Q ~ X U V  EQOV ("violent desire," 613) for their slave girls. The first perversion thus begets 

more and more of the same, as the Lemnian women destroy their trusting husbands and 

then begin to take on the roles that belonged to them. Findmg that the work of men is 

easier than that of women (627-30), they plough the land, arm themselves to defend the 

island (633-7), and gather for counsels (653 ff.) s d a r  to that one called by Telemachos 

in OL$J-S~~/ I (Clauss 11 8).26 The frequent use of Hypsipyle's patronym (621, 712) 

particularly emphasizes the adoption of her father's role. By wearing Thoas' armor (637), 

and by taking his throne (667, 718), Hypsipyle also establishes herself as queen as he was 

kmg. She even puts her father to sea in a chest, much as fathers would traditionally 

hspose of unmarried daughters gullty of sexual indiscretion (Clauss 1 13). 

Apollonius compares the women warriors rushing to the beach at the Argonauts' 

arrival to Outho~v c jpo~ogo~q  ("bacchants who devour raw flesh," 636), and their 

24 My own translation. 
25 There is some ambiguity as to whether the men or the women suffer punishment, but a scholiast's 
explanation of what sort of affiction the women suffered (Mooney 108) seems to match the more 
common reading of the story. See Green 214 for a good discussion of the likelihood of the alternative 
reading. 
26 Clauss notes that several details match quite closely between Od. 11.14-22 and Arg. 1.667-74, includmg 
even the number of old Aegyptus' sons and the elderly virgins by Polyxo. 



murder and role reversals suggest a dangerous atmosphere for a group of male heroes. 

The plan to seduce the heroes joins them into a category of epic dangers faced by 

Odysseus, including IGrke, ICalypso and the Sirens, all of whom attempt to lure men to 

their islands by their desires. As discussed earlier, the &vine power of a woman such as 

IOrke threatens to &srupt the role of Odysseus as a strong male hero. Usually the 

promised sexual pleasure in these situations comes at a price, but in ths  case the men 

seem to have little to regret save the scolding Herakles gives them. The women hkewise 

accomplish exactly what they had decided to do. Neither the potentially dangerous 

situation for the men nor the possiblltty of the men Qscovering what truly took place on 

the island play out as the narrative's epic cues would lead the auQence to expect. 

The continual &sappointment of the auQence's epic expectations is matched 

with an emphasis on the IIrmtations of knowledge. Odysseus is often protected from the 

dangers of the isles he visits because he receives special knowledge that saves hum from 

Qsaster: Hermes gives h m  a h u g  and instructs hum on how to avoid Ihke's magic; 

IO.ke herself warns lum about how to best escape the sirens and Skylla and Charybdis. 

On Lemnos the heroes are protected by their ignorance. The story Hypsipyle offers 

hdes the guilt that the Argonauts might otherwise have to revenge. The women hkewise 

are helpless before their lack of knowledge and inabhty to pre&ct what the future holds. 

They must be constantly vigilant for Thracian men, and confuse the Argo for an enemy 

(630-39). Polyxo alone among them looks to the troubles of the women's future old age 

in addtion to their present concerns (683-88). S d a r l y ,  Hypsipyle does not lmow that 

her father wdl suvvive to beget more of the potentially avengvlg children who were killed 

(61 8-19, 623-26). 



The episodes involving messengers underscore these limitations. In the Ihad, 

Odysseus smoothes over Agamemnon's entreaty to Achllleus for prudence's sake, 

omitting some of Agamemnon's more offensive words froin the message he delivers 

(IX. 11 5-1 61,225-306). Given the situation, lus emendation is clever rather than 

unfaithful. In a correspondmg scene, Hypsipyle's messenger Iphone changes the tone of 

Hypsipyle's original words, ~klcheo Bcugocuhkoq & T C L ~ O Y L V ~ ~ E V  E ~ ~ E V ~ O V T L Y ~  ("Bid pis 

comrades] ... to Isembark ... without fear, provided that their intetions are friendly," 707) 

to the more eager ~ckuhe~cu~ au~iucu v6v L r c ~ ~ o r ~ v k p ~ v  E ~ ~ E V ~ O V T O I ~  ("[Hypsipyle] bids 

@us comrades] ... to Isembark ... straightaway now" 716). Iphone's change is unnecessary; 

it reveals a lack of disciphe rather than a control of words. Even in a carefully crafted 

message delivered as part of a plan to fool the men, Iphone is unable to prevent herself 

from revealmg her feelmgs. 

Through the story of Aithalides, another herald, Apollonius uses the limitations 

of the heroes to draw attention to h t a t i o n s  of the poem. Aithalides serves for the crew 

in the same function as his father Hermes does for Zeus. Upon recopzing the hero's 

parentage, Apollonius Igresses on the gift of undying memory that perseveres even after 

hls death (643-44). As a mortal, he must die and go to Hades, where even the memories 

of past lives are erased in the river Lethe. But Aithalides keeps his memory even after 

death and so gains a strange semi-immortal status: &hhoel 6rco~8ovio~q Lvcu~iep~oq, 

&MOT' i q  cuuydrq / -jehiou Cwollo~ p e ~ '  drvbgdro~v ("@us spirit] is at on time numbered 

among the dead beneath the earth, and at another it emerges to the light of the sun to be 

among the living," 647-48). 

T h s  lumted afterlife malies an effective allegory for the role of memory in 

Homeric epic. Although the hero must die, he achieves some measure of continued 



existence by being remembered. In the Iliad, Sarpedon makes the clearest argument for 

the need to win glory in battle: 

v6v b' Eprcqq y a ~  K ~ ~ Q E S  E @ E O Z & ~ L V  ~ ~ V & T O L O  

pugia~, &;IS OUK & ~ T L  @ U ~ E T V  Peo~ov 0136' ~ 7 c a h u E a ~ ~  
'ioprv, jlk TC+I ~ 1 3 x 0 ~  O Q ~ ~ O ~ E V  jlk T L ~  4pZv. (II. XII.326-28) 

But now, seeing that the spirits of death stand close about us 
in their thousands, no man can turn aside nor escape them, 
let us go on and win glory for ourselves, or yield to others. 

Given the inevitability of death, one should at least earn the honor and respect of other 

men (310 ff.). AcluVeus' situation is particularly blunt: ~i  pkv K' a d 6 ~  pkvov Tgcjov 

rcoh~v & p @ ~ p & ~ o p a ~ ,  / dhmo pkv pol v o o ~ o ; ~ ~ ,  & T ~ Q  ~ h k o q  & @ ~ L Z O V  € o ~ a ~  ("if I stay 

here and fight bedside the city of the Trojans, / my return home is gone, but my glory 

shall be everlasting," II. IX.412-13). It is the possibhty of undying glory that makes the 

battle attractive; to be remembered past one's death is to be as successful as one may be 

in a mortal life. 

The glory of heroes is preserved by poets in particular. In the OL$SS~, the bards 

Phemios and Demodokos both sing of the heroes of Troy (1.325-27, VIII.499-520), 

wMe Homer himself remembers their deeds in verse. Apollonius declares hunself in the 

same tradition of recalling glories of past generations in his poem's opening line: 

A ~ ~ o p r v o q  oko QOTFE rcaha~y~vkmv uhka @wTC;)V / pvqoopa~ ("Takmg my star from 

you Phoibos, I shall recall the glorious deeds of men long ago," Arg. 1.1-2). As in Homer, 

the theme of memory in the Argonautika is closely related to the success of its heroes. 

When the entire crew seems about to perish far from home in the Libyan desert, the 

narrator remarks that they would have &ed vcjvupvo~ uai &@avzo~ &rc~x6ovio~o~ 

("leaving no name or trace by whch mortal men might know of them," IV.1306). 

Lkewise when the quest is completed at the end of the poem, the narrator makes the 



wish: "Iha-c' dl~~o-cfj~q,  ~ ~ K ~ Y Q O V  ykvoq, a f b ~  b' dlo~bai / ~ i q  E Z E O ~  P$ E T E O ~  

~ ~ U K E Q ~ I T E Q ~ L  E ~ E V  d l ~ i b ~ ~ v  / dlv€I~dIno~q (('Be gracious, heroes, chddren of the blessed 

gods, and may these songs be from year to year ever sweeter for men to sing," IV.1773- 

However, if the narrator of the story is not reliable, then the exercise of 

remembering past glories is compromised. Apollonius' narrator is the aulence's guide to 

the heroes and deeds that are worth remembering. But when he mentions Aithalides' 

undying memory, Apollonius takes care to note that the herald remembers the journey 

even now (ETL vvv, 1.644)-that is, whde it is being retold by ApoUonius. By drawing 

Aithalides into the present, Apollonius emphasizes his own &stance from the past events 

he recounts. Immediately following this, he suddenly notices that he has strayed from h s  

intended path: &Ah& -ci pueoug / Aieahibew X Q E L ~  p~ ~ L ~ V E K ~ O ~  G ~ ~ O Q E U E L V ;  (('but 

why should I tell at length these stories concerning Aithalides?" 648-49). The very 

narrator who has emphasized his own role in preserving the memory of the heroes has 

told their story incorrectly. Although Aithalides' perfect memory may preserve the 

Argonauts permanently, the narrator's error throws into doubt I s  ability to recall the 

story. For all his memories, the shade of Aithalides remains only half alive (1.646-48). 

The tale of the heroes likewise provides an inconstant existence for the Argonauts, 

dependent on the narrator's abdity to recount the story correctly and well.28 

I dstinguish so carefully between Apollonius and his narrator because the same 

errors that demonstrate the narrator's fallibdity also sewe to draw attention to the poet's 

27 In a sense, Apollonius remembers Homer himself and preserves that poet's x h C o ~  ("fame, glory") by his 
constant allusions to his epics. See also note 27 immediately below. 
28 The hero who continues a strange half-alive, half-dead existence while still remembering things perfectly 
also recalls Ilomer: he 'lives' in some fashion through his poems, while still providing an inimitable 
account of what came before. The honoring of a poet by allusion likewise has parallels to the honoring of 
a hero by recounting the story of his KAio<. 



control of the medium. A mistake narrated in meter is hardly accidental, just as an 

author's recognition of forgetfulness following a digression on memory must be 

purposeful. Other moments in the Argonuutiku make the same dstinction between the 

art of the poet as opposed to that of the storyteller. Orpheus' song at Pagasai, for 

instance, fits snugly in the plot, recalling a story of authority and peace after a fight has 

broken out between Idrnon and Idas (1.492-95, etc.). The narration by a poet of another 

poet's song is enough to make the audence conscious of the author. As mentioned 

above: Homer h s e l f  performed a s d a r  trick in the O & s q  through the bards 

Delnodokos and Phernios. The allusion itself makes the poet's interest beyond the 

account itself evident. He is telling a story about heroes, as Homer did; but he is also 

writing a poem whose style is fashoned specifically in response to Homer's. 

Apollonius frequently incorporates Homeric models into the story but uses them 

in unexpected ways. Few are so dlrectly in the epic tradition as the long ekphrasis 

describing Jason's cloak. The consensus of critics through the ages has been that Jason's 

donning of the cloak is a h d  of arming scene with particularly prominent roots in the 

Iliad's sheld of Achdleus (Shapiro 264). The account the Homeric shleld being forged by 

one artisan draws attention to the poet behind the narrative itself.30 Apollonius s d a r l y  

uses the images on Jason's cloak to make the reader aware of the author's artifice. In the 

second image (742-46)' Aphrodite gazes upon her own reflection in a sheld as a 

representation withm a representation and an allusion withn an allusion. The last 

dustration of Phrixos upon the golden ram declares that the audience would listen 

intently to the ram: $ h n o p ~ v o q  ~ V K L V ~ ~  TLV' din0 CT@EIWV ~ C T ~ K O U ( S ~ L  / P ~ ~ L V ,  o ~ a i  

b q ~ o v  rce~L7'Co~niba eqTjoa~0 ("you would expect to hear some wise utterance from 

2". 37 above. 
30 For a more detailed account, see chapter 3 



them. With this hope you would gaze long upon them," 766-67), much as they might 

ponder the eliphrasis itself to ascertain some allegorical significance (Hunter 1993, 56). 

Again the poet duects the audience towards the m a h g  of the poetry through its 

content. 

Apollonius emulates Homer in maliing h s  audience aware of h s  artifice, but he 

goes beyond h s  predecessor in providmg a coherent link between moments where the 

audience is confronted with the poet's art. Orpheus' song (1.496-51 1) tells the story of 

Zeus' rise to power, finishing with the I<yldopes: oi b.6 p ~ v  ounw / y q y e v . 6 ~ ~  

Ku~hwrceq k i c a ~ ~ u v a v ~ o  K E Q ~ U V ~ ,  Pgov~jj TE o ~ e ~ o n j j  TE- ~h  y h ~  A& ~f iboq ondrLe~ 

("the earth-born ICyklopes had not yet armed him with h s  blazing bolts, his thunder, 

and his lightning-weapons whch guarantee Zeus h s  glory," 509-11). The next lengthy 

departure from the narrative, the ekphrasis of the cloak, continues &us account precisely 

where Orpheus left off: 'Ev @V Eoav K u ~ h o n e q  Pn' dr$Biq - jppkvo~ EQYY, / Zqvi 

K E Q ~ U V O V  &VLYKTL T C O V E U ~ E V O L  ("Upon it were the ICyklopes seated at their ceaseless 

task, fashoning a thunderbolt for Zeus their liing," 730-31, Hunter 1993, 53-54). T h s  

continuity remains completely independent of the plot, only surfacing at these two self- 

conscious allusions. The poet draws attention both to lvmself and to an alternate 

structure to h s  poem aside from the plot. The author seems to invade h s  own narrative 

with a separate record of his authorship that continues through the epic. 

Rather than returning directly to the main plot, following the description of 

Jason's cloak Apollonius continues into another interruption. A short passage of 

equivalent length to those describing the different images on the cloak tells the story of 

how Jason acquired I s  spear (769-773). The auhence has already read through seven 

such accounts, so that an eighth falls in stride with the rest; but the story is decidedly not 



part of the ekphrasis that has set the rhythm for ths  last part of the poem. Rather, the 

account of Jason's previous visit to Atalanta and her desire to join the trip would be 

more at home as part of the catalogue of heroes at the beginning of the poem (1.23-227). 

Because it fits the pattern of short descriptions but not their content, Atalanta's story 

seems to indicate a confused use of epic models. The only link between the two kinds of 

passages is their common source, as if the poet had conflated the two because both had 

Homeric antecedents. Thus on one level Apollonius has produced an incongruent 

passage; but on another, he once again points towards the poet's judgment. The failure 

of the narrator to match the smoothness of his Homeric predecessor is evident-but it is 

also under drcect control of the a ~ t h o r . ~ '  

Since these epic features of the Argonaztika tend not to measure up to their 

Homeric counterparts, the failure of the heroes to fill the shoes of Homeric heroes is not 

surprising. However, Apollonius' dstinction between the narrator and the poet also 

extends to his portrayal of Jason as h s  protagonist. Jason fails to measure up to Homeric 

standards, but in Jason's entry into the action on Lemnos, Apollonius provides a 

dfferent rubric of success for his hero. 

Jason's exploits are characterized by romantic love rather than battle.32 In the 

second panel described on Jason's cloak, Apollonius provides an allegory for h s  

reworking of the Homeric into h s  own epic. In the image, Aphrodite uses Ares' sheld, a 

C T ~ K O ~  like that of Achilleus, as a mirror in which to gaze upon her reflection. Instead of 

being covered with scenes of war or of the world, the only image upon it is the one that 

31 The passage concerning Atalanta and its place next to the ekphrasis is certainly less prominent than the 
link between Orpheus's song and the cloalc. My reading may thus seem to stretch the evidence some. Even 
so, I would at the very least maintain that the passage reflects the closeness of the two sorts of allusions in 
Apolloi~ius' own mind. 
32 This aspect of Jason's character has been discussed usefully by Beye (1969; 1982, 88-99) and Pavlock 
ainong others. 



she herself gives it. Where Achllleus was given an instrument of war, this shield is an aid 

to beauty. Apollonius reappropriates the epic shield for the goddess of love in the same 

manner as he turns the epic hero into a romantic figure. 

The story of Atalanta that immediately follows his arming exhibits a blend of 

romance and martial prowess that is characteristic of Jason's heroism. The most famous 

tradition concerning Atalanta tells that she would race potential suitors in armor, the 

prize being marriage for a victor or death for a loser (see Gantz, 335 ff.). The spear that 

Jason wields at the end of his arming scene (778) is a guest gift Atalanta once gave him 

whde he was recruiting heroes for the A r g o .  Atalanta wished to join the expedition, but 

Jason had his concerns: ooov cuu~oq k ~ h v ,  d t n e ~ l j ~ u e  K O U Q ~ V  / beioe y h ~  a~yolh€aq 

,!QL~O~S $Lno~q~oq E I C ~ T L  (('but of his own accord he refused to accept her, as he feared 

the terrible conflicts which love causes," 772-73). Jason is worried about what love may 

bring, and so rejects Atalanta. But although she is not present, her spear is: in taking it 

up, he assumes a weapon charged with romantic significance. His rejection of love 

actually introduces romance as a possible motivation for the hero. Atalanta, it turns out, 

fits a pattern of Jason's involvement with women. Later in the epic,33 the same word 

used to note Atalanta's gift of the spear (Pyyudrh~Eev, 1.770, 111.1205) is used to describe 

Hypsipyle's gift of a cloak to Jason, drb~vijq pvqplj~ov evvijq ("to remind him of their 

sweet love-making," I. 1206) .34 

Jason's strange arming scene presumes that the hero is preparing hmself for 

some unusual feat. The ekphrasis on Achilleus' shield is part of a poetic crescendo 

33 AS in the case of Atalanta's misplaced catalogue entry, again the narrator introduces a story that would 
have fit into the sequence of the narrative quite smoothly at a point where it must be narrated in the past 
rather than the present. 
34 In addition, the people at Pagasai use it praying that Aietes should hand over (PyyuahiTq, 1.245) the 
fleece to the Argonauts. 



leading up to the hero's entrance into battle for the first time in the Ihd .  Jason, on the 

other hand, goes not to do battle but to make love. Rather than a warhke sheld made by 

Hephaistos, he bears a cloak woven by Athene (721). In the Iliad, such b i n h a ~ a  

~ O Q @ U Q € ~ V  ("a double cloak of purple," 722) are only found with women, such as 

Hektor's dutiful wife Andromache (III XXII.441) and Helen (III III.126), an erotic figure 

in her own right. Jason's garment seems more appropriate to a mission concerned with 

the matters of Aphrodte. The narrator hints that ths  is not a failed aristeia, but rather 

that Jason fulfills h s  role as a hero through romance. At Jason's approach to the city, he 

is compared to a rising star (@ae~v@ ~ ~ T € Q L  looq, / ov ... &v.ckhhov.ca, "hke a bright 

star ... rising," 774-76). Acmeus too is compared to an ascenlng star (nap@aivov8' i j ~  

T' & o ~ k ~ '  ~ ~ E ( T ( S U ~ E V O V  nebio~o, "as he swept across the flat land in full shning, hke 

that star ..." II. XXII.26)' but it is during his rush towards Hektor to engage hun in their 

final encounter (Beye 1969 43).35 The nod to the Iliad's usage of the image imbues 

Jason's journey with a sirmlar significance. Jason, who is specifically referred to as a 

' i j~wq ("hero," 781), must make his way through a throng of common women (781-84). 

The romantic qualities that win the adoring attention of the women are comparable to 

the battle skdls that instdl fear into the hearts of a warrior's enemy. However, as befits a 

great hero, h s  'battle' wdl be with their leader, Hypsipyle. The queen's account of why 

there are no men on Lernnos features the clearest allusion to the Iliad yet: ouhopivq hi: 

~ E & S  ~ T O Q ~ U V E T O  ~ ~ V L S  / Kurcg~boq, q T.6 O@LV ~ U ~ O @ ~ O Q O V  € p P a h ~ v  & T ~ V  (('But the 

wrath of ICypris, a baneful goddess, was at work, for she cast mind-destroying folly on 

35 Beye also notes elsewhere (1969 43) the allusion to the simile comparing Diomedes to the dog star Sirius 
in IL V.5-6 when Jason first meets Medeia 011,956-61). See chapter 3, p.64-65. 



them," 802-803) 36 must irnmedlately recall the pfjv~v & E L ~ E  eedr, I lqhq~bbeo  A~lhfjoq, 

/ ouAop6vqv ("Sing, goddess, the wrath of Peleus' son Achdleus, baneful...") 37 of the 

opening lines of the Iliad. Hypsipyle's tale should not be taken at face value, since she is 

unquestionably lying (794-96, cf. 609-10). Nonetheless, she is repeating the same 

sentiment expressed by Apollonius h s e l f  some h e s  earlier concerning Aphrochte's 

~ o h o q  (614-15). Her anger, as is appropriate, is not manifested in wars but in ho.st.de 

relationsbps between the sexes. The confhcts of love have been raised to the same epic 

levels of those of wars3' 

The comparison of Jason to a star also introduces an extended s d e  that 

emphasizes the dsordered state of affairs for the women of the island. Jason is hkened 

to a star that is watched by young maidens chastely hidden from the world. The young 

women wonder at the star's uaAov P~eueopevoq ("red brfiance," 778), much as the 

considerably less chaste women of Leinnos will also rejoice at the sight of Jason (784), 

who wears an € Q E U ~ O S  ("red") cloali wbch is brighter than the sun (725-26). A 

particular maiden is singled out: y a v u z a ~  b.6 ~ L ~ ~ O L O  / na~e6voc;  ipe i~ouoa  PET' 

dihhobanoio~v Pov~oq divb~dro~v ("the virgin rejoices in her desire for the young man 

who is among a foreign people," 778-80).~'   he proper behavior of ths  young woman 

brings out the unusual nature of the situation at Lemnos. At the start of the epic, Pelias 

is said to send off Jason O@Q' Pvi n o v ~ y  / 46 lcai dmAobanoio~ VET' drvb~dro~ v o o ~ o v  

o h 6 o q  ("so that either on the sea or among a foreign people he might lost all chance of 

safe return," 16-17). Jason thus fits the role of the groom, while Hypsipyle's interest in 

" 1 have adapted this passage to bring out the parallels in the translation. 
37 I have adapted this passage to bring out the parallels in the translation (see note 36 above). 
38 For a similar discussion on the use of similes to set love in contrast to war, see Effe 166-68. 
39 I have adapted this passage's translation. 



Jason makes her hke the young bride. However, as the leader of the murdering, man-like 

women, her behavior is in stark contrast to that of her counterpart. Lkewise, wMe the 

maiden waits for a man to come home from foreign lands (a theme soon to be picked up 

by Heraldes), Jason is described as a ke ivo~  in Lemnos ("a stranger," 784), where all the 

local men have been kdled. Thus from all angles, the side seems to hghlight the 

dsorder of the island's society by the contrast between the exemplary behavior of the 

maidens and their Lemnian counterparts. 

Substituting love for battle as the ground on whch the epic hero proves hmself 

could easily lend itself to parody, but Apollonius is not satisfied with degradmg h s  

Homeric model. Aphrodte's wrath thrusts the Lemnian women into male social roles far 

lfferent from their usual ones due to the murder of all the island's men. The goddess 

seems to be ksrupting the norms of society in just the way Apollonius lsrupts the 

norms of the epic. However, much as Zeus famously accomplishes h s  plan through the 

wrath of Acmeus (A~og b' €~eheizo pouhq, "and the w d  of Zeus was accomplished," 

II. I.5), so as the narrative progresses Aphrodite is also revealed to have a special purpose 

in mind for the events on Lemnos: 

... Kurcg~g yhg Erci yhuuuv ~ ~ E Q O V  ~ Q C T E V  

'H@orio~o~o X&QLV ~ c o h u p ~ ~ ~ o ~ ,  O @ Q ~  lcev o r d ~ ~ ~  
voriq~or~ ~ E T O T ~ L C T ~ E V  G ~ K ~ Q O L T O ~  a v b g h o ~  Afjpvo~. (850-52) 

... as I<ypris roused sweet desire in them; 
she did this for the sake of Hephaistos, tlie god of many wiles, so that once 
again his island of Lemnos might be duly populated by men. 

Aphrodte now seeks to restore the island to its previous order. Moreover, she 

does it as a favor to her own husband (851), emulating the very sort of dutiful wife 

whose role she previously encouraged the Lemnian women to cast off. Now the women 

of the island follow the goddess in submitting themselves to their new 'husbands'. T h s  



plan is particularly atypical for a goddess who frequently and famously cheated on her 

spouse (e.g. Od. VIII.266 ff.). The shft  from battles to love was not a change from order 

to chaos, but an alternate way of restoring the community that had been destroyed. 

Neither Jason nor the Argonauts take up shelds and swords to battle the women who 

U e d  their husbands and assumed male roles. On the contrary, ignorant of that crime, 

they are manipulated by the women. Nevertheless, they suppress the women's uprising 

by their trysts. Thus when the women rush out (TCQOX~OVTO, 883) to meet the departing 

men with tears and prayers, they take on much more traditionally female roles (878-85) 

as opposed to the warhke pose they took when they first rushed out (TCQOX~OVTO, 635) 

to meet the Argo (633-37).40 The return to order is confirmed by the restitution of 

Aphrodte's rites (857-60), whose neglect had originally brought Icypris' wrath (614-15). 

Herakles' reluctance to join h s  companions in the festivities (855 ff.) is 

uncharacteristic of a hero notorious for a strong sexual appetite.41 However, h s  unusual 

restraint seems prescient in a situation that shares the same tell-tale signs of danger 

encountered by epic heroes in Homer. As noted earlier, the Lemnian women share 

important characteristics with several perilous females met by Odysseus and his crew. 

Herakles is the only Argonaut named who resists the naive impulse to accept such 

unexpected hospitality so freely given. Just as Odysseus repeatedly proves a more astute 

reader of events than his crew, on the face of things Heralsles appears to have better 

sense than the rest of the heroes. 

40 There are other layers to t h s  discussion which I cannot enter into now, but I must stress that it would 
be incorrect to read this as a simple return to womanly roles. At various moments Apollonius seems to 
imply the ultimate control of the situation by women and the female goddess Aphrodte. See p. 18 for a 
brief discussion with regard to Hypsipyle. 
41 Some critics have interpreted this as an example of Herakles as the stoic saint, ruling over his passions 
(Feeney 1986; Hunter 1993, 35). YVhile this seems plausible here, Clauss raises good questions as to the 
viability of tlvs claim in light of Herakles' uncontrolled behavior at the end of book I (Clauss 139-140). 



However, Herakles' censure of the group reveals a very dfferent set of concerns. 

He does not suspect the women any more than the rest of the crew does. For him, the 

danger of Lemnos is not physical, but moral. Herakles gathers the heroes because the 

delay of the mission from day to day (861-62) frustrates h m  (Hunter 1993,34). The first 

questions he asks the Argonauts set a patriotic tone, as he wonders aloud whether their 

actions incbcated that they were at Lemnos to avenge crimes against their own people or 

preferred the island to their own women and fields.42 The comparison of the seductive 

pleasures in one place to one's home is a recurring theme of the O&sse3/, especially in the 

episodes with IGrke and Icalypso, suggesting that Herakles' concerns are well-founded in 

such a situation as that faced by the Argonauts. He continues in a s d a r l y  trahtional 

vein, demonstrating a greater interest in ~At?oq ("fame, glory") than in romance: ou p6h' 

~UKAELEILS YE (SUV O ~ V E ~ ~ C T L  yuva~t iv  / P O O O ~ C ~ '  h b ~ '  h i  b y ~ o v  k~hp t?vo~  ("We will 

not win glory shut up here interminably with foreign women," 869-70). The problem 

Herakles sees is precisely that there is no danger. The Argonauts are not delayed along 

the way to IColchs but choosing to delay themselves at no gain to their honor. Ths  is no 

light matter for one for whom the trip interrupts the greater task of accomplishmg h s  

twelve labors (1.123-27, Hunter 1993, 34). 

Herakles' decision to remove h s e l f  from the women sets h m  in opposition to 

Jason's leadershp of the excursion and again encourages comparison between the two. 

The former's concern for honor leads him to &sparage Jason in particular, suggesting 

that they leave htm to repopulate the island with h s  children until p~y6Aq ~ t ?  2 86515 

PXTJOLV ("he has won great renown by fillulg Lemnos with h s  sons," 874). It is ironic 

Beye has pointed out that there may well be a sexual double-entendre intended here (Beye 1969 44), 
w l ~ c h  would characteristically split the hero's words between a hgh-minded epic concern and a crude 
joke. 



that the promiscuous and virile Herakles should chastise another hero for his dahances 

with women (Hunter 1993, 34). Furthermore, Herakles' judgment runs counter to that of 

the narrative, deridmg the very act of love that is treated as the proof of Jason's heroism 

(Clauss 138). Accordingly, where the allusions to Homeric models support Jason's 

romantic advances, those in Heraldes' account undermine his scolding. His recollection 

of the need to avenge the sheddmg of hndred blood specifically brings to mind both the 

dead lhsmen of the Lemnian women and the failure of the Argonauts to deal 

appropriately with their murder. Heraldes' decision to remain on the shore recalls 

Odysseus' crewman Eurylochos (Od. X.443 ff.), who fearfully wished to remain b e h d  

upon returning to IQrke's island (Clauss 136-38). Moreover, h s  taunting criticism of 

Jason is very much in the style of Thersites (II. 11.229 ff.), who also encouraged the men 

to sail home and allow Agamemnon to enjoy what he had taken for h s e l f  in Troy 

(Hunter 1993, 35; Clauss 139). Although his motives seem to be those of a Homeric 

hero, Heraldes' words and actions link h with figures who are decidedly unheroic. 

Although Herakles targets Jason for criticism in h s  rebuke, he does not confront 

the captain directly. The mocking suggestion that the rest of the Argonauts leave Jason 

6' Pvi A~KTQOLS  / 'Y+ ~nuAqq I)LCYTI R L Y V ~  ~ Q O V  ("to wallow all day in Hypsipyle's bed," 

872-73) implies that their leader is not present among h s  crewmates when they are 

upbraided. As a result, although Herakles forces the Argonauts to move on, Jason is 

allowed to justify h s  departure to Hypsipyle on his own terms. 

Many an epic hero seeking to leave a woman's company might have wished for 

so calm and accommodating a response as that of Hypsipyle. Certainly Medeia and Dido 

are only the most prominent examples of women who d ~ d  not merely assent, Niooeo 

("Go," 888). Hypsipyle does not try to keep Jason from leaving, but wishes for hxn what 



he hwlself desires: to get the fleece and return it to Pelias (888-890). As before, she 

offers him the kingdom, but adds, & A h '  ou ouye T-jvbe p e v o ~ v - j v  / ~ X T ~ ~ E L S ,  OUT' OLVTT) 

r c ~ o ~ ~ o o o o p o r ~  &be ~ e A e T o e a ~  ("but you will not want to do this, nor do I imagine that 

these h g s  wdl be fulfilled," 894-95). Her words have no sting to them, nor does her 

rhetoric appeal to a sense of responsibihty that might bring hum back. Even with regard 

to the possibhty of a son, she merely asks hum submissively for instruction rather than 

suggesting that he return to see Iwn. 

Hypsipyle's strangely muted behavior may be attributed in part to the order 

Aphrolte has sought to reestablish on Lemnos. However, her thoroughly docile attitude 

is suspicious in a woman who was so ready and able to deceive the men earlier in the 

tale. There are a number of instances that point towards the continued dominance of the 

women on the island. They are never punished for the crime they have committed. 

Although they seem to return to womanly roles and act quite submissively while the 

Argonauts take their leave, they are described by a s d e  that recalls a contemporary 

understanding that bees collected their young out of flowers (879-82; Clauss 141-42). 

The correspondmg reproductive passivity of the flowers and the men reaffirms the 

earlier dominance of the women. Ultimately, another female figure, Aphrodite, controls 

even the reordering of the island. While Apollonius provides no direct clues in 

Hypsipyle's words, the possibihty remains that the queen who lied to Jason before is now 

manipulating him. Her offer of the same kmgdom that he had rejected so vehemently at 

their first meeting (839-41, 891-92) may easily be an attempt to drive him away once and 

for all.43 

43 There is a theme of role reversal running through the adventure on Lemnos that I have not emphasized. 
Hunter for instance discusses the relationship of Hypsipyle and Jason to Paris and Helen in book three of 
tlie Iliad (Hunter 1993,49-50). 



Jason's decision to leave appears heroic due to the structural correspondence 

between Jason's farewell to Hypsipyle and its Homeric models in the O&s~q. However, 

h s  reluctance to leave Lemnos belies the shdarity of their positions. Jason abandons h s  

foreign lover on her island as Odysseus left Icalypso and IOrke, and Hypsipyle's request 

that Jason remember her (A%. 1.896-97) alludes to Nauslkaa, who asks that Odysseus 

remember her much as Hypsipyle (Od. VIII.461-62). However, the heroes' motivations 

for leaving are quite dfferent. Odysseus must beg both I<lrke and I<aplypso to let hLm 

go (the second only acquiescing under divine coercion) and turns down A h o o s '  offer 

of h s  daughter's hand in marriage. In all three instances, Odysseus sets h s  mind on the 

journey home and cannot be persuaded to stay. In contrast, Jason only leaves Lemnos 

because of h s  crewmates' actions. 

Jason does not spend any tine on regret in h s  speech to Hypsipylc. Rather, he 

seeks to excuse his exit with a combination of traditionally Homeric motivations: longing 

for home and I r e  necessity. As in h ~ s  f ~ s t  speech (836-41), he accepts her good wishes 

and turns down the responsibhty offered h. As in the case of Odysseus and even 

Herakles, his homeland plays a key role in his decision to continue h s  journey: Ercei 

T C ~ T Q ~ V  POL dh~c; IIehicuo E K ~ T L  / V O I L E T ~ E L V ,  ("since it is enough for me to be allowed 

by Pelias to live in my homeland," 902-3). Thus Jason presents his decision to leave 

Lemnos as the result of the same concerns that motivated the departure of other epic 

heroes from pleasing islands. He follows h s  second rejection of Hypsipyle's kingdom 

immediately with another mention of the h u y ~ o i  & E @ ~ O L  ("grievous trials," 8 4 1 ) ~ ~  that 

he had claimed forced hun to hurry onwards before. In both cases, h s  point is that the 

matter is out of h s  hands. poijvov P E  @ E O ~  huoe~av &~@ACL)V ("my only prayer is that 

44 I have adapted this passage's translation. 



the gods deliver me from my trials," 903): h s  wish implies that gods alone could deliver 

him from the mission he must accomplish. 

Apollonius, however, implies that had Herakles not intervened, b q ~ o v  b' a v  

Ehivuov a 6 8 ~  ~ ~ V O V T E ~  ("They would have wasted a great deal of time remaining 

there," 862). Jason and the other Argonauts might well have forgone the iireeho~ before 

them. Even though Hypsipyle has not laid any burden upon hun, Jason goes out of h s  

way to portray his departure nobly. But since Hypsipyle has not provided any resistance 

against which he might make his plea of necessity, his excuse merely confirms his own 

decision to do what he wishes. Even if he were released from these & E ~ ~ o L ,  he would 

not change any of h s  plans for Hypsipyle. Although Jason dresses hunself as a hero after 

the mode of Odysseus, compelled to f i t  from island to island as he seeks home, 

Hypsipyle's lack of resistance and h s  empty apology reveal his selfish motivations. 

Aeneas' departure from Carthage and Dido in the fourth book of the Aeneid 

provides a helpful counterpoint to Jason's parting with Hypsipyle. The similarity of the 

two stories suggests that the Argonauts' stay at Lernnos was one of the inspirations for 

Virgil's account of Dido and Aeneas' love affair (Nelis 180-81). Both women are rulers 

of foreign lands at whch the travehng heroes pause during their mission, both invite the 

heroes to stay and rule at the advice of a female counselor (Polyxo and Anna, 

respectively), and both are abandoned after male figures of authority have urged the 

heroes to move on (Nelis 180-81). In the Aeneid, the role of the chastising Herakles is 

filled by three figures: the Libyan warlord Iarbas, Juppiter and h s  messenger god 

Mercury. In his complaint about Aeneas, Iarbas chsdains the Trojan as another Paris: ille 

Paris czm semiviro comitatz ("Now even a Paris attended by eunuchs ..." Aen. IV.215). In the 

Homeric trahtion, Paris is among the weakest of the heroes, easily lstracted from battle 



by love (see II. 111.428-47). Such a comparison does not speak well of one who will later 

be matched against (or perhaps even become) a new Achtlles (VI.89-90). Moreover, 

Juppiter himself notes Aeneas' changed character: non illum nobisgenetnxpulcherrima talem / 

promisit Graiamgue ideo bis vindicat amzis ("you're not the man promised to God by your 

lovely / Mother who saved you twice from Greeks and their weapons," 227-28). Not 

only does he charge that Aeneas has forgotten better glories (oblitos famae meliorir amantis, 

"lovers now had forgotten their better name," 221) but he implies that his hopes and 

plans are oriented in the wrong manner: 

quid struit? aut qua spe inimica in gente moratur 
nec prolein Ausoniam et Lavinia respecti awa? 
naviget! haec summa est, h c  nostri nuntius esto. (IV.235-37). 

What do you plan and hope for dawdling with hosule 
people, ignoring Lavinian land and Ausonian children? 
Sail: that's the point. Give him that message. 

The greater honor promised him no longer moves Aeneas; Juppiter even tells 

Mercury to coax him by reminding hLm of I s  duty to h s  son, trying to achieve through 

shame what glory could not do (232-34). These same complaints with regard to his hope 

in a foreign land and his neglect of his son's future kmgdom are the concerns most 

clearly emphasized by Mercury (271-76). They are also preceded by a reminder that the 

message comes directly from the gods: ipse deum tibi me claro demittit Ohmpo / regnator 

("The Gods' ruler hunself dspatched me from brilliant Olympus," 268-69). Aeneas is 

bound by a necessity far clearer than that which Jason claimed. T h s  time it is a god, not 

h s  lover, who says v ioo~o:  n a ~ i g e t . ~ ~  

45 It is interesting that the two exhortations share an emphatic position at the start of the line, Hypsipyle's 
at the beginning of her speech and Juppiter's at the end of his, (Juppiter's summary almost serves to 
capture the effect of Hypsipyle's words on Jason as well.) 



When Mercury finds Aeneas, not only his position at Carthage but even his 

clothing recalls Jason at Lemnos: Qrioque ardebat murice laena / demissa ex umerir ("the cape 

that hung from one shoulder a burning / Tyrian purple," Aen. IV.262) evokes dip$' 

& ~ O L O L  ... i5irchauor T K O Q + U Q ~ ~ ~  r c~~ov- joor~o  ("around his shoulders Fe] pinned a 

double cloals of purple," Arg. 1.721-22) with its red coloring (€QEU~O<)  s b g  brighter 

than the sun (725-26) (Nelis 158). Aeneas' response to the rebuke is, as it was for each of 

the Argonauts (1.875-78, ff.) to prepare for departure without alerting his lover (IV.278- 

295). Thus when Dido confronts h, she is structurally in a position quite sirmlar to 

that of Hypsipyle, although with regard to the plot she is in an entirely different 

situation. Although she regrets his leaving, Hypsipyle has already gotten everydung she 

intended from Jason: the community's problems of coming old age and protecting 

themselves have been solved. Dido, however, is under threat from her brother as well as 

Iarbas. Due to her affair with Aeneas, she loses the confidence of her people and the 

good name she had established (IV.320-23). As a result she has nothmg left to sustain 

her when Aeneas leaves-not even the hope of a son (327-330).4" 

Dido raises the question about what sort of responsibkties are incurred by 

commitments that cannot be formally recognized. Hypsipyle twice offers the throne of 

Lemnos, going as far as to make an open-ended offer of the kingdom should Jason 

return at some time in the future (1.891-92). But Jason, although he shares her bed as a 

husband and kmg might, is satisfied to counter with the other tasks he must complete 

(the a ~ 8 h o ~  of 1.840-41 and 903) and his own desire to dwell in his r caz~qv  (902-903). 

Dido, unlike Hypsipyle, does not accept her lover's hsmissal of his obligations to her. 

4Tirgil  makes reference to Dido as a Thyiad here (IV. 301-303), much as the women of Lemnos were 
described upon seeing the Argo's arrival (AT. 1.636). The reversal is an interesting reflection of the 
opposite fortunes of the two queens at the time of the arrival and departure of the heroes. 



Gouvia 57 

Although she struggles to find a formal commitment on whch to hang her argument (cui 

me moribundam deseris ho.pes / (hoc solzm nomen guoniam de coniuge restat?), "my guest, what 

death do you leave me? / Is 'guest' all that I have?" IV.323-24) she demands that he 

recognize that a significant and mutual obligation has been formed between them: 

per ego has lacrirnas dextramque tuam te ... 
per conubia nostra, per incepts hymenaeos, 
si bene quid de te merui, fLut aut tibi quicquam 
dulce meum, rniserere domus labentis et istam, 
oro, si quis aduc precibus locus, exue mentem. (Aen. IV.314-19) 

... My tears and the hand that you gave me 
implore you ... 
our marriage rite, the weddmg we started together, 
if I've deserved well of you, think of the pleasure 
I gave you, if any, pity a house that is shaken: 
change your mind. If prayer has a place then I pray you. 

Now Dido holds the same opinion that Juppiter d d  earlier: Aeneas is no hero, 

but is driven by h s  own desires rather than duty and honor (dissimulare etidm .perash', 

perfL;de, tantum /posse nefas...?, "You actually hoped to h d e  the extent of ths  malice?" 

305).47 Dido's rebuke is fit for an Aeneas who acts like Jason. 

The Trojan hero's response, however, proves h m  to be a different sort of hero 

than either Hypsipyle or Dido would expect. As in the first bool.;, when Aeneas' 

persuasive and valiant speech to his weary men contrasts with the emotion he hdes in 

his heart (1.198-209)' so too here Aeneas makes a remarkable dstinction between heart 

and duty, whde again obnixzls curam sxb cordepremebat ("He deeply repressed h s  emotion," 

47 Virgil follows Dido's speech with the word dixerat ("she spoke," IV.331), as he concluded Juppiter's own 
criticism of Aeneas not a hundred lines earlier (238). Although the word itself is not an uncommon 
manner of expressing speech, the similar rhythm of the line (dixerat. illepatris ... and dixerat. ille Iouis. ..) and 
the reference to Juppiter's warning (Iouis ... monitis, 331) immediately following the latter passage suggest that 
the reader may read this as a cue to the words' significance. 



Lke  Jason, Aeneas calls on the necessity of his mission to excuse himself for 

abandoning h s  lover. However, unlike h s  Apollonian counterpart, he hstinguishes his 

desires from h s  duty very clearly: 

me si fata meis paterentur ducere vitam 
auspiciis et sponte mea componere curas, 
urbem Troianam primurn dulcisque meorum 
reliquias colerem, Priami tecta alta manerent, 
et recidrva manu posuissem Pergama victis. 

If God's word had allowed me to live out my life there, 
freely arrangng my own concerns and my omens, 
I'd live in the city of Troy first and care for a precious 
remnant of people. Priam's high roof would be standing, 
I'd try to restore Troy myself for the losers. 

What Aeneas wants above all is to be a loser in Troy, rebullhng the city and 

leadmg the victis. But he has not been permitted to do so; his ties to bts fatherland have 

been severed. Neither wdl he be allowed to pursue the love he desires, but must put his 

hope in Italy: hie amor, haecpatna est ("there's my love and homeland," 347). He does not 

leave because he longs for home, as Odysseus does, but by the gods' command. Lkewise 

he cannot stay simply because he loves Dido. Ifaliam non qonte seqaor ("I don't pursue 

Italy freely," 361) .~~  

Aeneas' words offer no solutions to Dido's problems. His appeal to a hgher 

duty has the same effect as Jason's empty words: he will hsregard h s  commitment (338- 

39) and leave her suffering. The promise that he wdl remember her (335-36) cannot 

satisfy Dido as it does Hypsipyle (AT. 1.896-97). Aeneas would prove h s  love to bts 

queen by remaining at Carthage, defending and honoring her as she had lwn in his time 

48 Aeneas' care for his son's future (admittedly at Mercury's prompting) distinguishes hun again from 
Jason, whose callous request that Hypsipyle send their son to his father's house to comfort his parents 
(A%. 904-909) reveals little paternal love. 



of need.49 ~ u c h  as the leader of the Argonauts, Aeneas concentrates upon excusing 

h s e l f ,  providing reasons for his departure rather than comfort for the queen. But if his 

lack of pity (nzlmfletzl ingemzlit nosfro? non Izlmina flxit? "Did you sight at my tears, lower 

your vision...?" 369) is reminiscent of Jason, his motives are higher.jO Mercury's descent 

owes much to the O&s.y, where Zeus sends Hermes to ICalypso to order the release of 

Odysseus (Wdhams 351). In the Homeric model, all the characters are moved by 

necessity. Odysseus can say sweet thmgs about Icalypso (V.211-227) precisely because he 

is no longer in danger of being kept upon her island. But Mercury must appeal to the 

hero who keeps h s e l f  captive rather than a jealous goddess (Wdhams 351), and as such 

he must demonstrate an inner strength foreign to his Homeric model. 

Both heroes part from the precedent of Odysseus. Ultimately, they are not 

forced from their lovers by the gods but by their own decision. For Aeneas this means 

failure in the eyes of those who would judge him by Homeric standards. For Dido, the 

duty to the future that impels her lover is too immaterial to compare to the protection 

and companionshp she requires. But the choice was between one Homeric failure and 

another: either he would be like the Alexandrian Jason, or he would be the Roman 

Aeneas. The virtue of such a hero is to bear the option of duty as a necessity. 

As Virgil suggests, Jason too fails to match the standard of Odysseus or to fit 

Herakles' concerns. Although he appeals to the h e  necessity that Homeric heroes must 

49 The dramatically different circumstances of each queen upon the heroes' departures may also reflect a 
difference between the two authors regarding the consequences of a woman's rule. Apollonius is decidedly 
more light-hearted than Virgd, wlio portrays another queeiz-Cleopatra-as the leader of the forces 
opposing Rome on Aeneas' sheld (683-88,697-713). 

Alternatively, one could say that the allusion to Jason renders the sincerity of his expressed motives 
doubtful. I lean towards trusting Aeneas' intentions here; he is in fact commanded to leave, and the 
strength.of his resolve parallels the dogged determination of Odysseus to return home. However, just as 
Odysseus' determination does not stop lum from making mistakes (or keeping company with goddesses 
whde away from his wife), so Aeneas' resolve is not blaizdly positive. He does h d e  lus departure from 
Dido, and he does break an implicit marriage vow. Tlzere is an inescapable tragedy here, and Virgil 
certainly does not shy away from making Aeneas carry the burden of h s  abandonment of Dido. 



endure in h s  parting words to Hypsipyle, he is neither oppressed by the gods (Od. 1.19- 

21, etc.) nor forced to fiU a role worthy of a kmg (IL XII.326-28). Jason has called 

together the heroes of h s  own accord (AT. 1.347), and faces an &~€lhoi; imposed on 

him by a mere human, Pelias, who is not even powerful enough to control his own son 

(1.15-17,321-23). Even when forced to move on from Lemnos, he is not among those 

shamed by Herakles, but is gven an opportunity to defend the decision for hunself. 

Ultimately, he leaves Lemnos because he wants to. His vain attempts to explain hmself 

to Hypsipyle, selfish as they are, only draw attention to a curious lack of any sense of 

obligation.'' Jason's break from Hypsipyle lacks the divine intervention that sends 

Odysseus home and justifies Aeneas, but it offers in its place the freedom for a hero to 

choose his battles. 

Jason's departure from the Homeric model introduces a new standard of success. 

His unwitting restoration of order to Lemnos and provision for Hypsipyle and the 

Lemnian women validates his untraditional behavior. His greatest success, however is 

overcoming a danger that does not exist in the Homeric tradition. Jason does escape loss 

of life or honor in leaving Lemnos, but the temptation of choosing an insignificant end. 

Were Jason to accept Hypsipyle's offer of her ldngdom, he would trade his place in a 

great epic for a role in the queen's story. Instead he decides to continue the path that wdl 

make lus own story one worthwhile to recount: the &.z€lho~ that wdl lead him to h s  own 

kingdom and make him famous." 

5l Tlus autonomy from social obligation is also what Dido recognizes in Aeneas, although she does not 
acknowledge the other duties that bind hm-those same duties a hero such as Jason lacks. 
j2 Jason's freedom to decide is a lstinctly unHomeric trait, but there are exceptional cases in Homer as 
well. Most notably, Achilleus is also allowed some measure of freedom to choose between two destinies 
(II. IX.410-416). However, opting out of battle can only be considered because of an unusually 
dysfunctional relationship between warrior and army (Griffin 99-loo), and Achilleus returns to battle due 
to Patroklos' death rather than of his own accord. Moreover, t h s  condition is unique to the greatest 



Chapter 3: flpol,!oniu~'Arirteia 

Apollonius' Argonautika redefines the notion of heroism. In the process, the poet 

also reinterprets the role of the epic author in the Homeric traltion. In the course of the 

epic, Jason remains largely unharried by the necessity that drives the heroes of the Iliad 

and O ~ J J ~ .  The disparity between the heroes reflects a more ralcal departure 

Apollonius takes as an epic poet. In Homer's poetry, the close relationship between the 

imagery, structure and narrative enfolds heroes into their role within the poem. 

Apollonius' hero is no less immersed in his author's project; Jason's aristeia provides an 

excellent example of how the success of the poet may be wrapped up in the success of 

lus hero to play a convincing epic part. 

Understanding how Apollonius manipulates epic tradtion to his own ends 

requires a careful examination of Homer. Due to Homer's centrality to the greater part 

of ancient epic traltions, characteristic passages and conceits of the Iliad and the O 4 s . y  

became emblems of the epic genre itself. Meter, vocabulary, formulaic scenes and subject 

matter were all chosen with reference to Homer. As a result, an ancient author who 

wrote epic in some form or another was bound to imitate Homer's hstinctive style. The 

strictures of the required allusions greatly influenced the poem's style and structure; as 

such, part of the art of a poet who would follow Homer was to maintain a Homeric style 

without compromising one's own poem. 

Some of Homer's most distinctive passages and structural elements provide 

particularly important models for succeeding poets. Catalogues, arming scenes, s d e s ,  

and other typically Homeric devices were adapted and reused. Alternatively, some poets 

fighter of the Iliad; the choice is significant because it is in such stark contrast to the necessity that drives 
all others around him, not least of all Hektor (XXII.98-130). (Griffm 92 ff.; Weil41, etc.) 



continued to tell the parts of the story of Troy that Homer neglected. Yet one does not 

continue the Homeric traQtion merely by sprinkhg one's poem with references to 

Achdleus or imitations of catalogues. The effectiveness of Homer's verse is not due to 

plot, imagery or structure alone, but to the happy marriage of the Qfferent elements of 

the poem. The narrator tends to apply s d e s  at appropriate places where they add depth 

to the narrative, such as when the use of peaceful natural imagery contrasts with violent 

human death (I,! VIII.306-307, etc.). The structural elements may obliquely introduce the 

fate of characters whch, although not narrated w i h  the poem, are essential elements 

of the story.53 The good imitator of Homer must retain not only the irnmedtate effect of 

Homer's drstinctive passages, but marry tllem to their own storyline. 

The forging of the sheld of Achilleus (XVIII.478-617) comes irnrnedtately prior 

to the clunactic reentrance of Acmeus into the war. Exactly at &us decisive moment in a 

poem concerning war, the poet chooses to put a strong emphasis on the skdlful 

manufacture of a weapon. It has become clichkd to say that the shield somehow 

represents the world (Whitman 205, Taplin 11-12, Schein 140, Brann 80), but 

Hephaistos' worls clearly demands recognition as a poetic accomplishment broad and 

deep enough for the task. Beginning with 2v pi:v yaiav E T E U ~ ,  2v b' o u ~ a v o v ,  i v  bi: 

Bahaooav ("He made the earth upon it, and the sly, and the sea's water," 483) and the 

heavens (484-89) and then workmg h s  way through cities at peace and war, marriages, 

battles, agricultural and pastoral life and finally a celebratory dance, the poet forms a 

constant flow from a number of Qfferent scenes that mesh together into a single 

s3 Consider the paralleled deaths of Patroklos and Hektor, each of whom has a parting prophecy of the 
doom of their conqueror (XVI.851-54, mI.358-360),  and each of whose souls flees protesting their 
death in the same manner (XVI. 855-57=XXII.361-63). Achilleus' impenhng death is thus anticipated, but 
does not occur within the Iliad. There are many similar situations: the Nereids' lament for Patroklos that 
prefigures the mourning for Achilleus (XVIII.34 ff.), the death of Hektor and the fall of Troy (VI.403, 
LXII.410-11), etc. 



beautiful object. Parts of the shield reflect moments recognizable in the Iliaditself: the 

stubbornness of the man who refuses a blood price in compensation for another's death 

recalls Acmeus' own unwillingness to accept Hektor's death as sufficient payment for 

Patroklos' death (497-500);~~ likewise, Hektor's suggestion that the goods of Troy might 

be offered for peace is also under lspute in the city besieged by two armies (510-512, 

XXII.lll-21; Edwards 282). However, unhke the epic, the sheld is not measured by the 

rubric of war. The images upon it are not the appropriate faces of panic, death and 

destruction, as on many other s d a r  items in the epic (Edwards 278, T a p h  1-2)' but 

rather a balance of the beautiful and the terrible (Schein 141). The sheld is a miraculous 

object, and meant to dhcit wonder from those who see it. The poet cannot show the 

object to h s  audence; but he can manufacture a sense of wonder a h  to that its viewer 

would have. For this reason, the shield represents a particularly intimate moment for the 

reader, for it is a place where h s  reaction to the poem should be the same as that of one 

who is actually w i h  it. TO blj RTTEQ'L 901Upa T~TUICTO (('Such was the wonder of the 

shield's forging," 549). 

This unusual proximity of the reader to the characters makes the ekphrasis of the 

sheld an excellent opportunity to explore the place of the poet in relation to h s  work. 

The parallel between Hephaistos' forging of the sheld and the simultaneous 'forging' of 

the verse by the poet has not been missed (Brann 83, Edwards 285). The shield is 

decorated not only with Hephaistos' sophisticated art, but also by works by artists within 

the world he makes. Daidalos provides a dancing space for Ariadne (592)' and the 

dancers are wearing well-fitting clothes and beautiful crowns and kmves (595-98). The 

54 Interpretaaon of these lines is disputed (see Edwards 281 for a brief discussion), but it seems to me that 
the echo of Achilleus' own concerns cannot be accidental, especially m light of the other scenes on the 
shield that parallel parts of the epic proper. 



poet even goes so far as to use the simile of an artisan testing his pottery wheel to 

describe the dancing of the images manufactured by the blacksmith in the poem he has 

composed. The meticulously arranged layers of different kmds of artistry grab the 

audience's imagination as firmly as the description of the layers of the slueld, subtly 

pointing to the ultimate creator of the scene. 

A divinely manufactured gift featuring baiborha n o M a  ("many cunning thgs , "  

Arg. 1.729'11. XVIII.482) must recall Hephaistos' shield and by extension Acmeus who 

receives it. This passage begins the crescendo that leads to the warrior's am'steia, lus first 

involvement in battle during the poem. His reentrance into the war resolves a plot 

element beginning when he retired from the field at the poem's start and leads hectly to 

h s  climactic confrontation with Hektor as well. To this end, the analogy between 

Hephaistos' crcation of a weapon and the poet's creation of a war seems to produce an 

appropriate parallel between the carefully crafted arms Achdleus needs in order to 

avenge Patroklos and the carefully arranged plot elements that lead to the poem's 

conclusion. The shield seems even more significant in light of the cosmological unity it 

captures. It draws together the land and sky and sea, war and peace, marriage and death, 

harvest and ploughing season onto a single round surface. Achilleus thus carries a 

weapon covered with a representation of the world, as if h s  actions portrayed or even 

determined the fate of the world (Brann 86). 

If Achilleus bears the whole Homeric world into a crucial battle, Jason brings a 

model of Hellenistic poetry with him to Hypsipyle's palace. Despite the sirmlarities 

between the treatment of their divine gifts, Apollonius places Jason in an entirely 

different position w i t h  the plot. He is not a proven fighter on the cusp of a decisive 

return to battle, but an inexperienced hero embarkmg on his first adventure. Rather than 



the warhke sheld, he is dressed in an equally rich but purely decorative cape. Moreover, 

there is no equivalent sense of a 'world' that arises from the episodes on the cloak. 

Unhke the cities and peoples of the sheld of Achilleus, the gods and men portrayed 

upon the cloak are most often specific characters in specific situations. In Homer's 

ekphrasis, the description itself seems more lifelike because the figures remain indistinct 

and general. One might recognize a god (II. XVIII.516 ff.), or else whch men are old 

(503) or herdsmen (523), but no more than would be possible on an actual sheld. 

Apollonius, on the other hand, relies on literary allusions that could not be imitated on a 

real cloak. In order to know the significance of Thebes' foundation (Arg. 1.735-41) or 

Pelops' escape (752-58), h s  readers must be familiar with the particular circumstances of 

each mythological tradition and how it relates to Jason's story. The very use of Acmeus' 

shield as a model continues a pattern of allusions that demands a thorough knowledge of 

Homer's poems. The first55 of the seven panels, whde rnimichng Homer's attention to 

artistry, also portrays ICyMopes beating out a thunderbolt for Zeus (730-34). These 

cbvine blacksmiths are, just hke Hephaistos, in the midst of creating a weapon (Clauss 

123). However, Apollonius has shifted them to a place w i t h  the ekphrasis, where they 

are not the agents but the objects of the divine craftsmanship. Furthermore, as dscussed 

earlier,56 the description of the ICyMopes picks up where the song Orpheus sings before 

the Argonauts' departure leaves off (1.496-511, Hunter 1993, 53-54). Apollonius thus 

encourages h s  audence to link two accounts of cbfferent kinds of artistry, who share 

55 Much ink has already been spilled for little satisfaction in attempts to unite the various images of the 
cloak under one rubric (or demonstrate the impossibility of the task). I do not attempt here to make a 
thorough interpretation of this notoriously difficult problem. The individual images are for the most part 
more accessible and I have limited myself to those most relevant and concerning whose characteristics I 
am most confident. 
56 See chapter 2, p. 11. 



little beyond their subject aside from a common status as digressions within h s  epic 

poem. 

Whereas in the Iliad the shield is too wonderful to be real, in the Argonautika the 

cloalr; is too literary to be real. In the Iliad, Homer suggests that to loolr; upon the sheld 

requires some degree of heroism-the Myr~nidons cannot even turn their eyes to what 

delights Achilleus (XIX.13-19). Apollonius adopts a s d a r  conceit, noting that ~ f j q  p.kv 

("You could cast your eyes more easily towards the rising sun than gaze upon the 

brdliant redness of the cloalr;," 725-26). Both authors emphasize the irony of 

unobservable visual art. However, while in the Iliad some characters cannot bear to turn 

their eyes upon what the poet describes to his aud~ence,~' in the Argonautika Apollonius 

explicitly declares the reader's inabhty to view the object with a verb in the second 

person (p~~aphh$e~orq).  Homer's attempt to make his au&ence feel the same upon 

hearing the description of the sheld as they would upon seeing it achieves a real 

response with a fictional object: the ekphrasis provokes the same response from his 

reader that the sight of the shield of Achllleus would were it real. In contrast, Apollonius 

constantly reminds the audience that the fictional object he describes can only be known 

by h s  special literary account.58 

Apollonius ends the ekphrasis of the cloali with the image of Phrixos ridmg upon 

the golden ram (1.763-67). The figures represent a journey to I<olchs parallel to that of 

Jason and the Argonauts. Achdleus' shield contains elements of the Iliad's plothe among 

its descriptions that make its scope seem broader than the poem itself. Apollonius 

57 It may also be noted that the audience has 'observed' the making of the shield but has not 'gazed' at the 
fmal product as it does through the eyes of Aeneas in Virgil (Aen. VIII.625 ff.). 
58 Compare Virgil's famous enarrabile texturn (Aen. VIII.625), a weaving impossible to tell although it is 
recorded in poetry (!). Appropriately, Aeneas admires it despite h s  ignorance of its meaning (Putnam 6). 



captures his own poem w i h  the ekphrasis in a few h e s ,  emphasizing the particular 

over the universal characteristic of Homer's description of the shield. Attempts to find a 

unity among the various images is discouraged by the poet's emphasis on the dusion of 

the passage. The image of the speaking ram seems so lifelike that if the audience saw it 

they would be deceived (+eubo~o) into listening to it (765-67); although they do not see 

it, they stdl run the risk of being deceived into believing a wise word ( n u ~ ~ v r j v  ... ~ ~ Y S L V )  

contained within the text. In the legend, the ram did indeed speak to Phrixos, but the 

representation on Jason's cloak never wd.  So too, those who expect Apollonius' 

carefully composed ekphrasis to be crowned with allegorical significance have been 

fooled by appearances (Green 21 7). 

Whde the shield's attention to craft privileges the author's voice, in the cloak the 

audence is turned towards their interaction with the artifice. Phrixos and the ram reveal 

an equal concern for observation and creation that reflects the poet's desire to privilege 

the art of poetry itself rather than its object. This emphasis serves as the organizing 

principle for Jason's greatest single accomplishment in the poem, his am'steia. 

The climax of the third book of the Argonautika is Jason's completion of the 

impossible challenge5' that Aietes sets before hm in order to preserve h s  life and win 

the fleece (111.1225-1407.). Traditionally this passage is known as Jason's aristeia, a term 

usually applied to a sequence in the Iliad where a hero distinguishes hmself with great 

feats in battle. Diomedes benefits from the aid of Athene in h s  aristeia, &g many men 

and even woundmg gods (I/. IV.327 ff., 846 ff.). Athene's blessing of the fighter marks 

the beginning of this period of the battle: 

There to Tydeus' son Diomedes Pallas Athene 

59 Aietes sets the terms for the challenge in 111.400 ff. 



granted strength and daring, that he might be conspicuous 
among all the Argives and win the glory of valour. 
She made weariless fire blaze from his shield and helmet 
like that star of the waning summer who beyond all stars 
rises bathed in the ocean stream to glitter in brdhance. 
Such was the fire she made blaze from his head and his shoulders 
and urged him into the middle fighting, where most were strugglu~g. 

(II. V.l-8) 

An amkteia marks a period where a hero will gain honor. Their greatness in battle 

is synonymous with the gods' blessing-an attention that itself grants honor-by whch 

they are made powerful enough to perform the great deeds that Qstinguish them. 

Strength is a physical characteristic, while daring describes a person's behavior, and the 

helmet's flashing is a superficial sign of greatness. Yet all are typical features of a warrior 

who fights bravely and gains fame through h s  prowess. Athene makes Diomedes a 

particularly valiant hero in order to win glory. Sjlmlarly, when Agamemnon begins h s  

own aristeia, Hera and Athene thunder around him, r ~ y w o o r ~  porolhfja m o h u ~ ~ v o o ~ o  

Muuqvqq ("doing honor to the lord of deep-golden Mykenai," II. X1.46). 

Jason's ploughmg and battling with the earthborn men is not an obvious analogy 

to these heroic moments. In Homer, a hero is in l r ec t  competition with other heroes 

who are engaged in battle; he is better than all whom he defeats as well as those 

companions who accomplish less than he does. Jason competes only with Aietes, and 

even so inerely to match h s  previous accomplishment. However, the scene has a s d a r  

effect to Homer's: during its course, Jason's power and skdl become the focus of the 

narrative. At various times throughout the epic, Jason is struck a p - j ~ o r v o ~  ("helpless") 

by events (1.460, 1286,11.885, 111.423, etc.). As a result, he often seems unable to handle 

the dfficulties set before hun, often relying on the help of h s  comrades (Carspecken 

124). His completion of the task Aietes sets before him is one of the few occasions 

during the epic where Jason is openly triumphant on h s  own. He alone is eager and 



undaunted by the task whde the other heroes quake in fear: Ebbe~oav b' ~ Q U E <  onor  

'ibov ("fear seized the heroes at the sight," 111.1293). Although he receives much counsel 

and assistance prior to the actual challenge, the most basic aspect of the plot remains 

untouched: Aietes sets a terrible task for Jason, and he accomplishes it. This in fact is 

Aietes' own perspective, since he is ignorant of all that happens between dmner with 

Jason and the yoliing of the bulls. Apollonius intersperses the account of Jason's 

preparation for the contest with Aietes' own behavior (1225 ff. and 1275 ff.) and frames 

the hero's great deeds with the king's reaction (1314, 1372-73, 1403 ff.). As a result, the 

simpler view of Jason's great accomplishment predominates in the narrative, and h ~ s  

honor is increased in the eyes of the reader by the aristeia as that of Homeric heroes 

would be. 

Numerous typical elelnents of aristeia also h k  Jason's actions to those of 

Homeric heroes.60 Aietes and Jason both have arming scenes that mimic in &fferent 

ways the beginning of most Homeric aristeiai (Finglass, lecture). Aietes (111.1225-45) in 

particular pulls h s  armor on piece by piece in the manner of a Homeric hero (cf. 11. 

XI.15 ff., XVI.130 ff.) and shares their splendorous appearance (Arg. 111.1228-30). The 

restriction on Jason's power to a single day (111.1049-50) recalls the s d a r  restriction 

laid upon Hektor's invincibility by Zeus (11. XI.200-209). The many s d e s  used to 

describe the contest are most often inodeled on the Iliad and frequently from battle 

scenes (e.g. 111.1293-94/11. XV.618-21, 1351-53/ 11. XIII.471-75). The s d e s  applied to 

the earthborn men in particular recall the tenor of Homer's treatment of dead warriors 

(Ihight 113).~' Lkewise, the challenge is a chact ic  part of the narrative, as is fitting for 

60 Ihight's analysis of the aristeia is particularly concerned with specific echoes (99-1 13). 
h1 This point is developed in more detail below. (p.74 ff.) 



an aristeia. Everything in the book following Aietes' proposal concerns the steps required 

to complete it, so that it serves as an appropriate resolution to the h d  book. 

Not surprisingly, some of the very features that recall the Iliadic aristeiai also 

distinguish Apollonius' epic most clearly from Homer. Jason's victory, as those of 

Diomedes, Agamemnon, and others, is a duect result of supernatural intervention. 

However, where in Homer the gods' attention is the instrument by whch their glory may 

be gained, in Apollonius the help is a result of Medeia's betrayal of her father for Jason 

(Hunter 1989, 31). Her human favor, although just as able to grant him aAu4 ... 

~ T K E L Q E C T ~ ~  pkya T E  00kv0~ ("boundless might and great strength," 111.1043-44) for the 

task, does not bring the glory drrectly achieved by a Homeric hero so esteemed by 

Athene or w era.^' 

Jason's reliance on Medeia also places him back in h s  famihar role as a hero who 

substitutes romance for battle.63 Just as Jason restores order to Lemnos through 

Hypsipyle's love rather than arms (albeit unknowingly), here he is able to complete the 

task Aietes sets before hzm because Medeia is infatuated with him. Both women are 

powerful daughters of kmgs, and both are natives of a foreign land. The first meeting 

between Jason and Medeia features a comparison of the hero to the dog star Sirius 

(111.956-61) s d a r  to that whch announces Jason's approach to Hypsipyle's palace 

(1.774-75), and both of these similes are modeled on Homeric counterparts (II. V.5-6 and 

XXII.6 respectively; Beye 1969 43) 

62 Certainly it is right to point out that Athene and Hera in fact do favor Jason (III.6f.), and that Medeia's 
assistance is precisely what they had planned to provide for h m .  Nonetheless, Medeia has usurped the 
l r e c t  involvement of the gods in the storyhe, even receiving a mention during the aristeia as Homer 
might gve  to a god inspiring the warrior's prowess (cf. III.1305/11: V.290 ff.). IOlight (100) discusses the 
issue of t l ~ e  convoluted influence of the gods with regard to this scene, pointing out an instance where a 
verbal echo of Hektor being inspired by Ares (II. XVII.210) is replaced in Apollonius with an impersonal 
'mighty force' (111.1256). 

See chapter 2. 



Apollonius develops the conceit of a warfie love more explicitly in IColchis. As 

in the first books of the Ihad and the Oujsy, the thu-d book of the Argonaatika begins 

with an invocation. The narrator asks Erato to tell how Jason won the fleece by the love 

of Medeia: ou yiv~ uai K U T C Q L ~ O ~  rxioav / & p p o ~ ~ q ,  dibpfj~orq b2 T E O I ~  p ~ h ~ b l j l p a o ~  

Bkhy~~q  / rca~8~v~uLxq ("I invoke you because you also have been allotted a share of 

Icypris' power, and young girls, not yet mated, are bewitched by the cares you bring" 

111.3-5). In the Iliad, the group affected by the anger of Achdleus and particularly the 

quarrel between the two Achaian leaders is comprised of other warriors, who are slain: 

~ ~ o h h h q  iq8 ipou~ + u ~ i v ~  A L ~ E S  TCQO"~L~+EV / $ ~ c j o v  ("[the anger ...I hurled in their 

multitudes to the house of Hades strong souls / of heroes," IL 1.3). Although not an epic 

concerning war, the Od3/sy begins by asking the muse to recount Odysseus' struggle to 

arrive home with his companions. However, they do not survive the journey: &Ah' 066' 

o h o v ~ o ~ ~  ("But not by wdl nor valor could he save them, / for their own recklessness 

destroyed them all," Od 1.6-7). In the invocation to both Homeric epics, the actions of 

the main players wdl involve the death of many others. Here instead the love that 

overcomes Medeia is the actor, and the virgin maidens are the subjects of her power. 

The connection is made more explicitly at a later invocation: 

Reckless Eros, great curse, greatly loathed by men, from you 
come deadly strifes and grieving and troubles, and countless 
other pains on top of these swirl up. (IV.445-47) 

" Text: Murray (1 995). 



The deadly strifes (ouhop~vcri z' E Q L ~ E ~ ; )  and countless pains (&AYE di... 

diTLEiQovCX) recount the opening of the two Homeric epics again, reaffvming the 

substitution of battles and survival by the struggles love brings. 

The violence of Eros' attack on Medeia likewise suggests strife comparable to 

war. Eros shoots her in the heart with an arrow and leaves the hall with mocking 

laughter (111.280-86). Aside from the obvious physical assault of the god, the 

nohuazovov ... iov ("an arrow destined to bring much grief," 279) sets off a number of 

images concerning fire. The arrow burns beneath her heart as a flame (287), and a simile 

is used coinparing the manner in whch odhoc; E~oc; ("destructive love,") blazes in her 

heart to a consuming fire kmdled by an old woman (291-98). The passion that w d  

continue to torture Medeia lmks to the madness of Herakles, the hero whose Homeric 

status could not save h m  from love's sting. When he discovers that ~ ~ l a s ' ~  has been 

lost, Herakles is said to rampage any whch way, hke a bull bitten by a gadfly (hc; b' OTE 

zic; TE puwm ~~zuppkvoc ;  &xnrco TO(UQOS, "AS when a bull is stung by a gadfly and 

rushes off ...," 1.1265). Eros is slrmlarly likened to an insect swarming around the herds, 

upon his approach to Aietes' palace, also specifically named a gadfly (ov TE puwna 

Powv K ~ E ~ O U ~ L  voplj~q,  "which oxherds call myops," 111.277). The wild reaction of 

Herakles (1261-72 ff.) foreshadows the danger love's affliction may bring to Medeia and 

Jason. These romantic perils may jeopardize the success of hts mission, just as they 

removed the most powerful hero from the Argonauts' company. 

In the midst of her debate as to whether to help Jason or not, Medeia makes a 

t e h g  assessment of h s  character: r'ie' O ~ E  ndrvzwv / $ e e i a ~ ~ a ~  $ ~ c j w v  

65  For a brief cliscussion of Hylas as Herakles' erastes (with further references), see Hunter 1993, 38-39. Of 
course, the connection between Medeia's love stupor and Herakles' panic strengthens the claim. 



~ C Q O + E Q ~ O T ~ T O ~  ETTE XEQEIWV, / ~ Q Q ~ T O  ("Whether he wdl die as the very best of all 

heroes or quite worthless, let hux perish!" 111.464-66). Medeia is so smitten by Jason that 

his heroism seems glaringly obvious; she is hard-pressed to convince herself to ignore it. 

Here again Apollonius demonstrates that whatever his worth as a Homeric hero, Jason's 

merits as a hero of love are indisputable. 

As Medeia fdls a role s d a r  to Hypsipyle's, her father Aietes follows Herakles as 

a representative of tradtional heroic values. After hearing the Argonauts' request for the 

fleece, Aietes debates whether to kill them irnrnedately or to try their strength (111.396- 

400). The passage originates in the introspective debates held by several heroes of the 

Iliad, most notably Achilleus' decision as to whether he should I d  Agamemnon (II. 

1.188-92, Hunter 1989, 142-43).~"he comparison to the greatest Homeric hero stresses 

Aietes' ruthless power. In contrast to his daughter's assessment, he is confident of 

Jason's inferiority, and challenges the Greek hero to prove himself as mighty as h s  host: 

6-j y h ~  d e ~ ~ k q  / &vbef ayaeov y~yaC;)~a  K ~ I C W T ~ Q ~  ~ V ~ Q L  EIEAL (('It would not be 

seemly for a man of noble birth to yield to an inferior," 111.420-21).) Aietes is 

consistently characterized as too powerful a match for the heroes. His spear is described 

as be~vov, drpa~phlce~ov. TO yiv ou K€ T L ~  ahhoq unkozq / d v s ~ i j v  $~cjwv, oze 

~ d h h ~ n o v  ' H ~ a d f j a  / ~ f j h r  n a ~ k c  6 KEV o70q i v a v ~ i p ~ o v  .n~oh.ky~cev ("his terrible 

spear, irresistible-none of the heroic men could have withstood it, once they had left 

Heraldes far behnd, who alone could have clashed with lum in battle," 1232-34). Having 

abandoned Herakles and the Homeric standard by which he was chstinguished, no 

66 Hunter notes that Apolloilius seems to have modeled h s  language most closely on I1 XIII.455-59, but 
the context of Achlleus' debate makes it a more sigilificant model. hetes,  like Achilleus, is enraged by 
something the other person has said, and considers a particularly savage and immediate course of action. 
For other debates, I1 XIV.20-22,XVI.435-38 (Hunter 1989, 142). 



Argonaut can withstand Aietes' epic strength. These contrasts are made particularly clear 

during the arming scene before Jason's aristeia. As we have seen earlier, a typical arming 

scene signals an upcoming battle for the warrior in question in whch he w d  prove h s  

great prowess (Finglass). Both Jason and Aietes arm themselves, albeit in very chfferent 

ways. Jason uses Medeia's potion to make h s e l f  magically invulnerable; but Aietes puts 

on his armor piece by piece, as warriors in the Iliad do, each weapon's virtues recounted 

in the Homeric manner. Apollonius even calls the horses of h s  chariot buurcobov 

ircrcov ("swift-footed horses," 1235), 67 recahng Achilleus' famous epithet, before 

finishing with a sirmle comparing Aietes to a god. 

Since Jason is attempting to match a feat that Aietes has accomplished earlier, it 

seems appropriate that they should both prepare to meet head on. But although Jason 

chstinguishes himself in the field, Aietes never gets an opportunity to prove himself 

within the epic itself. Every action of h s  following his arrival on the battle scene 

indcates a helpless frustration. When the Argonauts row up to the plain of Ares, he is 

pacing back and forth on the riverbank, mimicking the restless waters (1277, Hunter 

1989,240). Jason's strength amazes h when the hero is bathed in the flames of the 

bulls (1 31 3-1 4). While the I<olchans cry out when Jason hurls the shotput of Ares at the 

earthborn men, Aietes is struck speechless by the size of the boulder (1365-73, Vian 31). 

At the end of the challenge, Aietes' heavy heart is compared to that of a landowner who 

has lost his entire crop, helpless in the face of what Zeus has brought upon h (1402- 

404). The Icolchian king has become the victim of the helplessness typical of Jason in 

the rest of the epic, left to plot revenge rather than battle openly (1405-406). Although 

67 My own translation 



Aietes is presented with the regalia proper to the heir of the Homeric heroes, he is 

ultimately frustrated as Herakles was before him. ( I h g h t  108) 

Aietes' s d a r i t y  to Herakles extends to his supernatural superiority over the 

Argonauts. Aietes' fantastic challenge to Jason is beyond what even Homer's heroes are 

called to do (Vian 32-33). Sirmlarly, the IColchian h g  is himself depicted as more god 

than man (Green 286). Lke Heraldes, he is the son of a powerful god (Helios). He has 

associated with gods regularly, riding on his father's chariot (307-13), receiving the 

Theban dragon's teeth from Athena (1 183-84), and wears a breastplate he took from 

Mimas, whom Ares h s e l P 8  killed (1225-27). His lovers and consort are nymphs and 

goddesses (240-46), whde the miraculous fountain in the palace courtyard, as well as the 

fire-breathing bulls and the adamantine plough that feature in Jason's tasls, are all the 

work of Hephaistos h s e l f  (215-34). The Homeric model for his poor welcome is 

Aiolos' harsh reception of Odysseus upon his return to hts island (Hunter 1989, 131-32). 

Apollonius recalls these many links to the gods immediately before Jason's own arming 

scene, comparing the h g ' s  approach to the field where the task ( i i r~8ho~)  w d  be 

performed to Poseidon's ride to the various games (&y&va) offered in honor of hlrn 

(1240-45). In the aftermath of the catalogue of the many places that honor Poseidon, the 

large crowd of IColchans almost seems to be h s  worshippers. 

Aietes' siidarity to the I<yklops Polyphemos is another manner by which 

Apollonius marks hLm out as a representative of the Homeric tradtion. Aietes shares the 

cruelty of the ICyMops, echoing his interest in where the travelers' ship lies in hopes of 

destroying them (111.316, Od. IX.279; Hunter 1989, 134). Apollonius emphasizes the 

68 IIOught (101) points out that Ares may simply be a case of metonymy here, but the inclusion of the name 
of the god nonetheless encourages a sense of Aietes' divinity. 



connection between the two monsters with other verbal echoes: Jason's exhortation to 

the crew in imitation of Odysseus (111.176-81, Od. IX.l 72-76; Hunter 1989, 117), Aietes' 

accusation that the Argonauts are brigands (111.592-93, Od. IX.225-27,253-55; Hunter 

1989,161 -62), and a common emphasis on hospitality in both scenes (Hunter 1989,220) 

continually remind the audence of Odysseus' foe. 

Aietes' opposition to Jason recalls the other lcing who seeks to destroy the hero, 

Pelias (Vian 34). The impositions Pelias has laid upon Jason come to the fore during h s  

petition to the I<olchan ruler. Both seek to destroy Jason and force him to undertake an 

&~8hoq hoping that he wlll perish (1.16-17,111.390; 111.396 ff.). Both kings hkewise have 

children who help Jason against their desires: Akastos (1.320 ff.) and Medeia (111.616-35, 

etc.). The two hostlle rulers frame Jason's journey, their similarities suggesting that 

Jason's ho111e is no safer than this lcingdom on the far sidc of the world. Just as they are 

forced to sail at the behest of one kmg (111.389-90), so another oppresses them at their 

arrival. As a result, Jason's decisive victory wdl have particular significance as a victory 

over a king who symbolizes all the hazards that have plagued him. 

Aietes' Homeric and godlike qualities both set bun apart from the Argonauts and 

emphasize his role as the vdlain or even monster opposing the heroes. As a more 

Homeric figure, h s  antagonism towards Jason extends to the more characteristic 

features of his non-Homeric heroism. Jason warns his crew that they should ply Aietes 

with words before relying on their strength: nohh6r~~ TOL @a pC80ql o KEV poh~q 

€ ~ ~ V V O E L E V  / q v o ~ k v  zoX & Q E ~ E  ~ a z d  X Q ~ O ~ ~  ~ R E Q  &+KEL, / ' i ~ ~ q u v a q  ("In tight 

corners arguments (p68oq) have often smoothed the way and achieved what manly 

strength could hardly accomplish," 188-90). But Aietes is clear from the first that such 

things have little value to bun. He recounts h s  journey with his father past Hellas, but 



quickly lsrnisses the story: &Ah& Ti puOwv qboq; ("But what is the point of stories 

(puewv)?" 314) .69 The ineffective petition that follows underscores the lfference 

between the two men-Aietes is a man of deeds rather than words, and senses that 

Jason wdl fail if called to match the heroic standard the lsing represents. The resulting 

challenge subjects Jason to the necessity common to Homeric heroes but whch  he 

consistently shuns. Jason cannot see how to avoid the task, even if he l e s  (429), and so 

is forced to accept: ou y h ~  ET' &Mo / giyiov dvO~cj.rro~o~ ~or~cfjq E R L ~ ~ Q E T '  drvdryuqq 

("for there is nothmg worse for men than ... cruel necessity," 429-30) 

There is something innately epic in the sizable task the Argonauts have 

undertaken, and so the possibhty that they would have to prove themselves has always 

loomed large. Argos' account of the gathering of the heroes for the voyage ( ~ f j  b' Ev, 

~ ~ E L Q ~ ~ E V O ~  ~ o r v o r ~ o r ~ i b o ~  EL T L  $&QLGTOV / ̂ ~ J Q ~ w v ,  TEOV &GTU ~ E T T $ ~ I @ E ,  "collecting 

in pis shp]  all the best heroes of the whole Achaian land, he has come to your city," 

111.347-48) echoes the wondering words of each person watchng the heroes at Pagasai: 

Lord Zeus, what does Pelias have in mind? Where is he hurling such a great 
band of heroes, out from the whole Achaeian land? The very day they arrive 
they wdl raze Aietes' palace with the fire of destruction if he does not consent 
to give them the fleece. They must go, there is no way out from this terrible 
labour.70 

6"etes' lsmissal of the story he has just told is reminiscent of moments where the narrator catches 
hunself in the midst of a digression (e.g. Aithalides, 1.640-49, discussed chapter 2 p. 7-9). This similarity 
may indicate a more nuanced understanding of the power of p130o~ ("word, story") than I allow Aietes 
(whose challenge does indicate some sort of appreciation for a careful word). Nonetheless, to read too 
much into this would run against the grain of the story, in whose climax Aietes' test of physical strength is 
foiled by a combination of magic and trickery. 
70 This translation has been slightly adapted to bring out similarities in passages. 



Aietes sees what the people at the harbor do: one need not gather together the 

greatest heroes of Greece for an expecbtion unless one is prepared to use force to 

accomplish one's mission (372 ff.)-a reality which even Jason reluctantly aclaowledges 

to h s  crewmates (1 82-84). The legend of the Argonauts is one worthy of epic, and the 

deeds attributed to Jason were great enough that he was considered a hero. For Jason's 

lfferent style of heroism to be successful, h s  mission's most dfficult tasks must be 

accomplished. Just as h s  unHomeric actions at Lemnos were justified by h s  'conquest' 

of Hypsipyle and the reordering of the island, so will h s  unorthodox methods of 

accomplishmg Aietes' challenge prove h s  worth as a hero. 

WMe Jason is largely free from the lllpositions of r e ~ ~ o n s i b i h t y , ~ ~  a Homeric 

hero lives constantly under the burdens of necessity and irnpendmg death.72 The 

Homeric aristeia is the most prominent moment where necessity is spun into a hero's 

glory. In the Iliad, for example, a hero like Diomedes is bound to fight for his 

community, and gains the glory that will live beyond him by besting other men so 

burdened. In his success he seems undefeatable, and even gains a sort of immortality; 

but the underlying need for those actions and the death he forces upon others 

throughout the arirteia underscore the severity of mortal doom. Jason, in contrast, 

submits to Aietes' task because he can find no better option for getting the fleece (500- 

501). It is a dfferent sort of necessity, and as a result a lfferent sort of task. 

Although necessity forces Jason into the aristeia that Apollonius grants h, the 

nature of the task is hardly Homeric. The first half involves the yoking of bulls and 

ploughing the land (1 278-1 344)' while the half that does involve battle (1 345-1 407), 

h t s  Jason's opponents to supernatural earthborn men rather than heroes on equal 

71 Cf. the discussion of Jason's departure from Lemnos in chapter 2, p. 47 ff. 54-55. 
72 I have been heady influenced in this line of argument by Griffm and Weil. 



footing with him. Apollonius continually draws attention to how plant-like these men are 

by comparing them in slrmles to trees (1375-76) or else trampled vines (1399-1403) whde 

emphasizing their emergence from the furrows (1381-85, 1391-92). Both in sirmle (1386- 

90) and in actual fact (1391) Jason is a reaper rather than a warrior. Even h s  weapons 

have been transformed into a farmer's tools: h s  helmet, however shny, serves as a 

pouch to hold the dragon teeth 'seeds' (1280-81) and later a cup (1348-49); h s  spear is 

explicitly compared to the Pelasgian cattle prod used by a herdsman. His valor as a 

warrior is no more tested than a worker of the land would be during the harvest, since 

neither is in danger from h s  crop. Jason gains prestige as a Homeric hero though he 

does not do the same work. 

Apollonius introduces h s  unusual agricultural flavor into the narrative from the 

tradition of didactic epic. In the Works and Dqs, Hesiod responds to the pressing 

necessity of proper management of domestic matters such as ploughng and planting in 

order to ensure prosperity. Survival is at stake, as in Homer, but on a strikingly more 

mundane level. Jason's agricultural aristeia removes the dangers of its Homeric 

predecessor and introduces in their place Hesiod's practical concerns with the land- 

albeit in an extremely impractical situation. Where Homer might use a technical word 

hke ~ o ~ u h q v  (II. V.306) to describe a specific joint smashed or some other gruesome 

detail of the fight, Apollonius uses a technical agricultural vocabulary to recount how 

Jason h k e d  the plough's io~opoeus (131 8, lVD431,435) to its ~ o ~ c j v q ~  (131 8).73 The 

word for handle, or i ~ k ~ h q g  (1325), is used by Hesiod (WD 467), as well as the term for 

a plough constructed in one piece (au~oyuov, 232, 'WD 433). Moreover, Jason's 

73 The io~opoevs  is the pole connecting the yoke to the plough; there is some debate as to whether 
icoghvq refers to a ring or a tapering end of the pole (Hunter 1989,244-45). 



impressive management of the task at hand makes for a triumph beyond the Hesiodtc 

norm. As Hesiod recommends (WD 391), Apollonius' hero confidentIy ploughs naked 

(1282)' 74 whlch in the context of the challenge also demonstrates his power. The bulls 

are not simply the strong bulls who might fight in the field (WD 436-440), but brazen- 

footed, fire-breathmg ones; Jason sows not seeds but dragon's teeth, and his furrows 

leave man-sized clumps75 (1333-34). The plough he uses is not an ordinary wooden one 

(WD 427 ff.) but dtvinely crafted from adamant (232). 

A simple agricultural feat would not befit a hero; yet the supernatural character 

of the task makes it more than an ordinary Homeric hero could inanage (Vian 32). West 

points out that ploughman and the epic warrior alike have but one meal for their day of 

work (West 270). Jason's lack of a meal during his break from the work (1346-1353) 

follows both models simultaneously. S d a r l y ,  Apollonius synthesizes these two 

completely dtfferent knds of archaic poetry for h s  hero's aristeia. Realistic touches, such 

as the attention given to leaning the helmet against the spear so that it wdl not tip over 

(Green 287) or the restriction of the task to a single day (417-19, etc.) makes h s  

ploughng seem more like the practical matters about whch Hesiod wrote. But the 

helmet is fded with dragon's teeth, and the day's work includes the battle with the newly 

grown harvest. Apollonius employs Hesiod's imagery and language to emphasize h s  

dtfference with Homer and to provide a contrast for the great feat that Jason actually 

performs. Hunter notes that although the sentiment expressed by the image of Jason 

prodding the bulls with a spear "as a labourer uses a Pelasgian goad" (1323) is archaic, 

74 Although he notes Hesiod's advice, Hunter prefers to emphasize the association of a naked godlike 
figure to the nude portrayals of the gods and heroes in Greek art (Hunter 1989,241). I do not think that 
the interpretations confict with one another; it is typical of Apollonius to twist an allusion to a different 
use in his own poem. 
75 Alternatively, Gerber has suggested that the words Pwha~&< ... drvbgax0k (1335) could mean "heavy 
with men," referring to the earthborn warriors (Hunter 1989,246, quoting Gerber). 



the stylistic complexity of the sentence announces its Hellenistic origin (Hunter 1989, 

245). The adaptation of this image to a new epic style is an excellent model of the 

manner in which Apollonius appropriates Hesiod's domestic epic to supplement the 

unHomeric aspects of h s  own poem. 

The second half of the aristeia features Jason's battle with the earthborn men that 

grow from the teeth he has sown (1354-1407). Although &IS passage is filled with 

elements common to Homeric battles, Jason's triumph subverts the melancholy effect 

typical of Homer in such scenes. The use of short obituaries for fallen heroes increases 

the pathos of their death by setting it in the context of their f a d e s '  suffering (Griffin 

139). Lkewise, the contrast effected by a sirmle comparing the felling of a tree to a man's 

death (cf. IL IV.482-87, V.560, Hunter 1989, 251) emphasizes the death's significance. In 

faUmg, the man resembles an inanimate object cut down for some use. His life, though 

more valuable than the tree, has been treated just as callously. The loss of a meaningful 

existence stirs pity in their audience (Griffin 143). 

In Apollonius, such s d e s  are reserved for the earthborn men. From their f ~ s t  

appearance, these men are characterized by distinctly Homeric epithets such as 

& ~ + L ~ U O L S  (('sharpened,')) 76 and + ~ L ~ L ~ ~ Q O T O V  ("man-destroyer," 1355-58, IOlight 

106). Their arms flash through the air to Olympos much as those of the Achaians and 

Trojans do at different points of the Iliad (11.457-58, XIII.339-343, XIX.363-63). In 

addition, as more affirmation of their s d a r i t y  to an army in Homer, they are granted 

their own extended slrmle to describe their shining (1359-63). Even when Jason attacks 

them, it is as Hektor or Aias might have done-with a large stone (1365-69, cf. I/. 

VII.264-72). The earthborn men are firmly encamped in Homer's territory. 

76 The precise meaning of this word is uncertain. 



Apollonius likewise uses several &stinctly Homeric sirmles to describe the deaths 

of the men Jason M s .  The army's Homeric character encourages the reader to read the 

smiles in a pathetic tone. The poet evokes the comparison of dying warriors to trees 

cbscussed above (1375-76), and compares Jason's attack to a landowner m a h g  an early 

harvest, where the men would be the mercilessly cut crop (1386-90; Hunter 1989,252- 

53). Their blood runs in the fuvrows like a fountain, as in Homer the ground flows with 

blood (1391-92, Knight 107). The final set of images in the aristeia begins with an allusion 

to the famous description of Gorgython in death: 

He bent drooping his head to one side, as a garden poppy 
bends beneath the weight of its yield and the rains of springtime; 
so his head bent slack to one side beneath the helm's weight. 

T h s  image is striking not only because the young warrior is compared to a trivial 

inanimate object, but because Gorgythion is as beautiful and delicate in death as the 

living flower. There is no t lng  permanent about the flower's drooping head, but the 

young man's life is gone forever. The flower also points to female defloration and 

subsequent childbearing, resulting in a contrast between the beginning of life and the 

young man's death. Apollonius applies a s d a r  image to the earthborn men who have 

been slain before they finish rising out of the ground (1397-98). Their drooping heads 

recall Gorgythion's smile, and add to the allusion the irony that the men themselves 

grow from the ground hlce the flower. Their lives, actually born from the earth's fertility, 

are literally cut short by Jason's sword before they can even begin. The final s ~ d e  

comparing them to vines destroyed by a storm sent by Zeus (1399-1403) emphasizes 



their helpless plight. Called up from the ground to be destroyed, they had no control 

over their fate, but were killed by the gods as callously as a storm beats down plants. 

However, the use of exclusively plant-oriented imagery undermines the 

melancholy of the images Apollonius mimics. Those images depend on the contrast 

between the men and the object with whch they are compared. But the earthborn share 

with the plants the very characteristics that make the contrast so effective. They too are 

plants, grown from seeds sown in the ground and harvested (1391) by the ploughman. 

Thus where Homer emphasizes a man's humanity by contrasting him with a flower, 

Apollonius reinforces the plantldce aspect of the men with s d e s  that remind the reader 

that they are not quite human. 

The dehumanization of Jason's opponents is bolstered by their lack of indvidual 

identities. Hardly out of the ground, they have no history the poet might recall to dhcit 

pity at their death. Their only family is their mother earth (1347), although even h s  does 

not prevent them from warring against one another in a manner unnatural to men (1373- 

75). During Jason's indscriminate slaughter (1380-85)' none of them receives an 

individual account of his death ( Ibgh t  106). Rather, all the imagery and action seems to 

focus upon Jason's performance. In the s d e  accompanying Jason's attack, the 

emphasis is firmly placed on him as a human reaper (1386-87), while the men remain a 

crop even when the narrative resumes: hpov ~ n ~ o n ~ u b a v  KEIQEV ~ T ~ X U V  ... / dq O ~ E  

y q y ~ v k a v  K E ~ Q E V  o ~ a ~ u v ,  ("[the reaper] hurriedly cuts the crop before it is fully ripe ... 

just so did Jason cut the crop of the earth-born," 1389, 1391). Jason's h u r h g  of the 

stone consciously imitates s d a r  scenes in Homer (e.g. II. V.302, VII.264-65; Hunter 

1989, 250), but where in Hoiner the heroes hoist boulders two contemporary men could 

not budge, Jason lifts a rock four men could not move (1367). The stone Jason hoists is 



said to be the shotput of Ares (1366)' and his godbe  feat causes the I<olchans to cry 

out and stuns Aietes into silence (1370-73). In Homer, the hero throws the boulder at a 

particular enemy; but here Jason attacks inhectly, tossing the boulder into an 

indiscriminate and inhuman group that w d  turn upon itself. 

However, Apollonius stdl offers moments that remind the aulence of the 

human side of the earthborn men ( I b g h t  112-13). Many allusions carry part of the 

significance they held in their original context to their new place in Apollonius' poem. 

The blood that runs in the furrows hke water recalls the Homeric battlefields covered 

with the blood of fallen men (IOlight 107). The despair of the kmg lookulg upon h s  

ruined vines suggests that their loss elicits genuine sorrow (1401-1403). Likewise, the 

imitation of the slrmle describing Gorgythlon's death depends upon the reader's 

f a ~ d a r i t y  with the earlier poem for its ironic effect. Also noteworthy is Apollonius7 brief 

summary of the foundmg of Thebes (1 176-1 187)' where some of the earthborn men 

sown by I<admos become the first citizens of a new city: ~ a i  Q' o pkv Aovio~o~v 

hv~orcri~orq r c ~ b i o ~ o ~ v  / Kdrbyoq Ayqvoeibqq ya~qyevq ~ ' i a ~ o  haov ("I<admos son of 

Agenor sowed his teeth in the plains of Aonia and settled there a race born from the 

earth," 1185-86).~~ Immediately before the men become mere objects of Jason's 

conquest, the poet reminds the reader that in lfferent circumstances they might well 

have been as human as any hero. 

Jason's overwhelming victory on the battlefield is buttressed by a correspondmg 

dominance the imagery grants h. His attack takes the men's lives, but the smiles rob 

them of their manhood. Apollonius offers two lfferent layers of images simultaneously. 

77 In another parallel to the story of the Argonauts, I<admos too must overcome a dragon, the source of 
the teeth he plants (III.1177-79). 



He alludes to a number of Homeric scenes that bring to mind the melancholy associated 

with the death of men; but he then ironizes this sympathetic readmg. The same images 

of plants are used as the counterpoint in the smiles that describe the planted men, 

reducing the contrast and thus the dstinction between the death of plants and the death 

of human beings. 

The whole of the tlurd book b d d s  towards Jason's fulfillment of the challenge: 

the petition to Aietes, Medeia's tortured debate, the heroes' dscussions and the ritual for 

Heliate all focus the story on the presentation and solution of Jason's task. However, the 

y o h g  of the bulls and the battle with the earthborn are not the c h a x  of Jason's quest. 

As important as it feels, the contest has little to do with the golden fleece for whch he 

has sailed. Although Aietes claims he will grant it to Jason should he pass the trial (419- 

20), Jason sull must go himself to fetch his prize in a completely separate sequence of 

events, and in overcoming the dragon requires Medeia's help once again. The emphasis 

on the challenge is far stronger than that on the actual fulfillment of the Argonauts' 

quest. In contrast, Aclulleus' great aristeia in the Iliad marks the c h a x  of the epic as well 

as the immediately precedmg sequence of events-even the outcome of the war 

becomes certain after Hektor's death. Jason's aristeia certainly resembles that of 

Achdleus: he fights alone at the peak of his power, observed by a hosde aukence of 

townspeople and an anxious lung ( Ihgh t  101). Yet despite the emphasis on h s  feat, 

Jason's greatest triumph does not resolve any vital plot elements of the story. 

From the very start of the epic, Jason's journey to IColchs for the fleece has been 

denoted as an i;reehog (1.15'32)' and Apollonius uses the same term at its end (IV.1776). 

Jason himself explains to Hypsipyle that he cannot rule Lemnos because he is forced 

onwards by h u y ~ o i  ... ijleeho~ ("grievous challenges," 1.841). The frequent use of 



&eehoq to describe the challenge Aietes makes to Jason grants the feat a particularly 

significant role in the story. Apollonius tends to avoid the repetition of technical words 

common in Homeric epic.78 However, after Aietes first mentions the term at the 

beginning of the t h d  book (407) it returns regularly t h r ~ u ~ h o u t . ' ~  1ts usage becomes 

especially frequent during the uriiteia and the irnmedlately preceding passages,80 where the 

term not only refers to the task at hand (e.g. 1279) but also the dfficulties Jason must 

face (e.g. 121 1) and even games for a dead king (e.g. 1273). Apollonius might have used 

dlfferent words for each of these concepts,81 but he instead stresses the same one again 

and again. 

The term & r e h o ~  is also associated with Herakles. Homer used the same word to 

refer to h s  twelve labors in both the Iliad and the O ~ S S ~ J  (II. VIII.363, XIX.133; Od. 

XI.622-24). After the Argonauts abandon Herakles and Polyphemos, the sea-god 

Glaukos offers them a prophecy concerning these same deeds: 

T ime rcag€lc peydrho~o A~oq p e v e a i e ~ ~  Pouhljv 

Ail jzeo .nzohiee~ov &ye~v egaouv 'H~achija; 
Agye"i o i  polg' koziv azaoeahq E u ~ u o e f j ~  

Euszfjhoa~ poy kovza bucjbe~a rc6iv~aq diiehoug 

va ie~v  b' a 0 a v h z o ~ o ~  ouvkoz~ov, e i  u1 $ 9 ~  n a u ~ o u q  

Etavuoq (Arg. 1.1315-20) 

m y  do you seek to take bold Heraldes to the city of Aietes against the will of 
great Zeus? It is his destiny to accomplish at Argos all twelve labours for cruel 
Eurystheus, at the cost of great suffering, and then to share the feasts of the 
immortals when once he has achieved the few labours which remain. 

7 5 e e  for instance Hunter (1989 232-33) and Knight (102) on his variations of the typical arming scenes in 
Homer. 
'' a & @ h o ~  of some sort or another are mentioned in lines 427,502,522,561,778,788,906,942,989,1050, 
1082,1177,1189,1211,1238,1255,1268,1273,1279 and 1407. 
80 In the buildup to the ariJteia and during its performance in the last three hundred lines of the book, the 
same word is used nine tiines (see note 21 above). 
8 1 Sometimes he does; for instance, the games Poseidon will witness in the similes describing Aietes are 
aywva (111,1240). Metrical restrictions d necessarily influence this choice as well. 



The completion of h s  assigned tasks wdl grant Herakles immortality with the 

gods. Jason renews a rivalry with Herakles8' by completing h s  own & ~ e h o ~  and 

defeating the IColchan lsing whom only Heraldes could match (1232-34). Medeia tells 

Jason that with her magic, he wdl become more than strong enough for any human trial: 

oubk K E  $ L Y ~ T ] ~  / hvb~ao~v dlMh ~ E O C O L V  ioatkp~v ~ ~ C Y V ~ ~ T O L O L V  (('you will think 

yourself the equal not of men, but of the immortal gods," 1044-45). The task that Jason 

performs is thus a h  to those godhke feats for whch Herakles is famed and for whch 

he gains immortality. Jason wdl gain a correspondng immortality for h s  deeds in 

Apollonius7 poem. In the Iliad, Helen weaves a cloak that records events of the war, 

much as Homer's own poem does,83 preserving noh€aq b' .6vknaoo~v dikCIhouc; / 

T~cjwv 8' inrcoi5dpov rcai X~oliov ~ a A ~ o ~ ~ ~ c j v w v  ("[she] was working into it the 

numerous struggles / of Trojans, breakers of horses, and bronze-armoured Achaians," II. 

111.126-27). Like these Homeric heroes, Jason accomplishes an &eCIhoq worthy of fame 

in epic, but without imitating the Homeric hero. So too Apollonius creates a poem 

worthy of the epic trachtion whde departing from the style of his influential predecessor 

Homer. 

The aristeia also includes many reminders of another meaning of &eCIho~, a 

sporting contest. The mention of funeral games that would be held for a deceased king 

(1273) reminds the reader of those held for Patroklos at the end of the Iliad (XXIII). In 

this instance, the poet measures the distance the Argonauts travel by the &stance in 

which a chariot race would be run (1271-74). This explicit mention of athletic contests 

alerts the reader to elements of the arirteia that are characteristic of a sporting event 

a2 See chapter 2, p.3-5 for more oil the differences between Herakles and Jason as heroes. 
$"ee Atclvty (86-92) for a discussion of the significance of Helen's handcraft in relation to Homer's art. 



(Green 287). The many IColchians watchmg the feat use the mountainside as stadurn 

seating to get a better look (1275-76), and like a crowd at an arena, they shout at exciting 

moments (1370-71, Hunter 1989,251). In particular, they cry out when Jason hurls an 

enormous rock, ~ E L V O V  'Evauhiou oohov K Q E O ~  ("a terrible &sc of Ares Enyalios," 

1366). The hero's most impressive moment is thus reduced to an athletic exercise (cf. 

IV.859-52). The Argonauts receive Jason and encourage hun with words before h s  

battle with the earthborn men (1347-48), much as companions might support a friend 

before a boxing match (cf. IL XXIII.681-82). Jason hmself takes a break from the task as 

an athlete rests and steels b s e l f  to continue a competition, taking a drink of water and 

stretching his knees before returning to action (1348-50). He even competes in the nude 

(1282), as a Greek athlete would (ICnight 101 n.83). 

Jason's challenge is also slmilar to a sporting event because he has almost no 

chance of suffering serious injury or death. The dangers he faces are very real and the 

task he completes is certainly spectacular. Yet the honor due to Jason is compromised by 

Medeia's intervention: as long as he strives among the monsters, Jason is quite 

invulnerable to any harm. In the Epic Cycle, Achdleus is for the most part invulnerable; 

but in the Iliad he is not. Homer's epic relies on a universal mortality that wdl swallow up 

even the best of men ( I b g h t  A hero who could not be harmed would not be in 

keeping with the spirit of the epic. Thus although Zeus grants "power to Hektor / to kdl 

men, tdl he makes h s  way to the strong-benched vessels" (IL XI.192-93), he does make 

hn impervious to injury, but prevents those who might harm him from succeeding (e.g. 

Teukros: 11. XV.457-465). One reason why Jason's anheia is so conspicuously triumphant 

is that there are very few l h t s  on the hero's powers. Such a victory may be decisive, but 

84 Achilleus' famous response to Lykaon's petition for mercy (IL XXI.97-113) makes this point well. 



it cannot be Homeric. Where Homer commends heroes that find glory in the midst of 

tragedy, Apollonius has made a hero whose glory is won without danger: a hero in the 

farmer's field or the sports arena, but not in battle.85 

T h s  aristeia's reliance on a Homeric background exemplifies die sort of self- 

conscious re-use of literature typical of Alexandrian poetry.86 However, Apollonius uses 

Homer in a strange way. Rather than employ Homeric features that wdl bolster h s  

hero's credbhty as a victor, he purposefully juxtaposes Homeric allusions with 

unHomeric actions. The hero cannot compare, as one might expect; but the effect of 

allusion is not to &scre&t Jason but to contrast h s  success with that of h s  poetic 

forebears. Throughout his aristeia, Apollonius sets Jason in opposition to the great heroes 

of Homer: h s  romantic prowess, agricultural s lds,  or invulnerability all have no place in 

a good warrior in the Tbd.  But the poet proves Jason a triumphant hero whde denying 

hLm the traits and context that heroism demands in Homer. Jason accomplishes the task 

before lum with an ease that completely confounds and defeats Aietes; there is no hmt 

of the least failure on h s  part in the triumphant close to the book: qpag Pbu, uai T@ 

.ce~~heopkvo< ~ E V  iireehoq ("Nightfall came, and Jason's task was at an end," 1407). 

Jason completes the great 8 ~ e h 0 5  impervious to the dangers of the bulls and the 

85 The y o h g  of the bulls and the sowing of the dragon's teeth are a well-established part of the legend of 
Jason outside of the Argonazltika (Gantz 358-59), and it could be argued that the unHomeric qualities of 
this scene are part of the nature of Jason's task. However, Apollonius' treatment of the matter stresses the 
unheroic manner of the task when judged by Homeric standards. One need only compare Pindar's 
treatment of the same feat (Pythian Odes IV. 220-242) to see that Apollonius might have retained a more 
heroic tone than he chose to use. Although in Pindar Jason still relies on Medeia's help and does not even 
battle the earthborn, his immediate response to Aietes' challenge suggests a more collected and confident 
Jason aside from any drugs he uses. In addtion, the tdling of the land is never esplicitly compared to the 
work of war, so that the impression that Jason has traded the plough for the spear is not as pronounced as 
in A%pollonius. 
86 See Hunter 1993, (3-5) and Effe 147-48 for brief &scussions of tlvs phenomenon. 



earthborn warriors, but hkewise to the expectations placed on hun by the inclusion of 

typically Homeric arming scenes, boulder tossing,87 and Iliahc sirmles in the narrative. 

S d e s  dominate the narrative in the aristeia. Of the twenty-five sirmles in the 

thud book of the Argona~tika, seventeen occur during Jason's challenge or the scenes 

irnmelately prior.88 Where Homer may extend a battle scene with accounts of deaths or 

short biograplues of warriors, there are almost no hgressions from Jason's actions aside 

from the many s d e s  that describe them. The rhythm they keep guides the reader 

through the scene at the pace the poet desires, each half of the task containing eight 

sirmles (Carspecken 93). In between the two halves, another siimle-appropriately about 

the time of day when workers wish to unyoke their cattle-marks the midpoint of the 

aristeia (1340-42) and of the day whose dawn (1223-24) and dusk (1407) frames the 

challenge (Carspecken 93-94; Hunter 1989,247-48). The s d e s  often add multiple 

layers of meaning to their objects. The comparison of Jason to a craggy rock that 

withstands the assault of the sea's waves (1293-95) immediately denotes the hero's 

resistance to the bull's onslaught. However, the slrnile's origin in the Iliad is also 

sigmficant. The iinitation of the way in whch the Greek column was described as it 

prepared to engage Hektor (I/. XV.Gl8-21) h k s  Jason's y o h g  of the bulls to a battle 

scene between warriors in the Homeric epic. Moreover, Jason fills the same role in the 

siinile as an entire battle h e  I d  in the original model. Thus Apollonius imputes the 

significance of an army's battle to a lstinctly unwarlike task. Thus the imagery of the 

aristeia determines how the aukence will receive Jason's actions. The reader will associate 

Apollonius might have made the earthborn men attack Jason with boulders, retaining the allusion but 
establishing the hero as an anti-Homeric figure competing with Homeric models (like Aietes or Herakles). 
Notably, it is Jason who adopts t h s  strategy, and more vigorously than his Homeric forebear-his boulder 
requires twice as many normal men to lift it. The suggestion is not merely that Jason is different and better 
than Homeric heroes in his own way, but that he is better at accomplishing their goals as well. 
88 I have compiled these numbers from Carspecken's list of all the similes in the Argonautika (Carspecken 
61). He also notes that the third book as a whole has the highest density of similes (62). 



a scene that has no war at all with an image soaked in battle; Apollonius gives h s  

unHomeric scene the smell of war, although the meat of battle is largely absent. 

Apollonius' self-conscious use of Homer's sirmles draws attention to the poem's 

place in the literary tradition in a manner reminiscent of the sort of poetic technique that 

Homer uses in h s  description of the Shield of Achdleus. The connection is more than 

coincidence: the Shield seems to have been constantly in Apollonius' mind during the 

composition of the a~irteia.'~  aso on is in competition with bulls that are of Hephaistos' 

malcing (228-31)' the same deity who created Achdleus' armor. Apollonius describes 

Idas' crude attack on Jason's spear in terms of the god's craft: d h ~ o  b' ~ K W K ~  / @OILCT'tIjQ 

hcpovoc; clja~~ .rrcuh~p~v.rc€c; ("the sword-edge bounced back like a hammer from an 

anvil," 1253-54). The QOILCTTI~Q is found in Hoiner only in the hands of Hephaistos as he 

prepares to beat out the sheld (II. XVIII.477, Hunter 1989,237). Another explicit 

reference is made in the extended s d e  applied to the bulls that the god forged. Their 

blasts of flame are compared to the stream of sparks that a furnace emits when the 

bellows blow (1299-1305, Hunter 1989,242). The bellows and the smelting vats into 

whch they blow are also found in Hephaistos' smithy: @COOIL 6' €v X O ~ W O L O L V  ... ("and 

the bellows ... @lew] on the crucibles," I/. XVIII.470, cp. 1299-1300).~~ 

The allusions to the content of the shield seem even more significant, since 

agricultural work is particularly prominent in both Apollonius' narrative and Homer's 

elrphrasis. Again Apollonius uses a hstinctive farming vocabulary that suggests that he 

89 I am wary of making too bold a claim on this matter, heeding Dr. Johnson's remarks that "I have always 
suspected that ... the emendation [or in my case, interpretation] wrong that cannot without so much labor 
appear to be right" (Prfuce to Shakespeare; 333). I do not believe that there is evidence for reading this 
passage as a sustained and purposeful imitation of the Sheld; but I do hold that a) the following allusions 
and parallels exist and b) they suggest that the s i d a r  poetic concerns of the poets at these junctures are 
more than a happy coincidence. 

This is not a unique usage; these same words are also found in the Theogony (863; Hunter 1989,243, 
Campbell 1981). 



modeled hunself on the older epic poet (e.g. ck~q~op&vqv ,  "freshly ploughed land," 

1336,IL XVIII.548). The reaping that closely follows the sowing in the aristeia is 

reminiscent of the quick change in scene from planting to harvest season on the slueld 

( I b g h t  104). Homer portrays a watching kmg who oversees the collection of h s  crops 

and silently rejoices in his heart pIII.556-57). Aietes' Qsmay at Jason's successful 

reaping of the earthborn men seeins a deliberate contrast to this model: Aietes is 

compared to the owner of the vineyards that are destroyed (1402-1403) before grief 

comes into h s  breast (1403-1404). 

There is also a s d a r  tension in both passages between violence and peaceful 

agricultural life. Achilleus' otjluo~ is a weapon covered over with a broad array of images 

foreign to the Iliad, such as ploughng, herdmg and peaceful city life. After the long 

description, it is put to its proper warlike use during the hero's aristeia. Jason's sheld, on 

the other hand, is used in that hero's aristeia to protect hunself against the charge of 

Aietes' bulls (1293-96). W i h n  a few h e s  of a specific reference to the hero's otjluoq 

follows the s d e  of the bellows and furnaces that clearly alludes to the Homeric shield's 

construction (1299 ff.). The odQty in the I h d s  scene is the presence of the peaceful 

plough on the warlike sheld; in the Argonautika's it is the warhke sheld that is out of 

place on the ploughng land. Both contrasts are tied to the purpose of their respective 

passages: in Homer's case, the tension on the shield serves to emphasize its universal 

qualities, whde in Apollonius the juxtaposition of a weapon with bulls and crops is 

typical of the scene's subversion of the tradtional warlike arirteia. 

Stylistically, the use of mundane detail in the account of Thetis' visit to 

Hephaistos and her petition for her son's arms is quite slrmlar to the small realistic 

events Apollonius sprinkles into his poem. At moments such as Jason's leaning of h s  



helmet against his spear-to prevent sp&g the teeth inside-the poet grounds the 

epic's more grandiose elements in the commonplace matters usually ignored in epic 

(1287, Green 287). So too when Achilleus' mother enters the home of Hephaistos, the 

language is remarkably realistic. Charis calls her husband out with an unadorned and 

famhar address (392, Wdcocli 268, Feeney 1993 78). Hephaistos answers with a fairly 

typical digression (393-409), but he does not imme&ately go meet his guest, gloriously 

and pleasantly arrayed. Rather, he must first remove his bellows from the fire and place 

all his tools in his silver toolbox (410-13). That finished, he cleans hunself and puts on 

fresh clothing (414-417). This scene serves as one of the primary models for the visit of 

Hera and Athene to Aphrolte's home at the beginning of &us book (36 ff., Hunter 

1989, 101). Here too the gods are reduced to activities common to humans, such as 

brai&ng one's hair (43-47), or even having to make do with a ribbon in order to 

entertain guests who have arrived unexpectedly (47-50). The goddesses tease one 

another in a manner that Mcewise seems too trivial for Homer's goddesses (Green 254). 

The following passage concerning Eros and Ganymede (1 17 ff.) continues in the same 

vein, portraying &vine figures cheating at games and crying as little boys would. In this 

case Apollonius is much less &stant from Homer than usual: the homey atmosphere in 

which Thetis and Hephaistos dwell has a much more slmilar feel to its Apollonian 

counterpart than is usually the case. 

The unusually strong affinity between Hephaistos' crafting of the shield and the 

book focused on Jason's iG18ho~ centers upon the attention each passage gves to the 

poet. Homer's shield represents the height of his emphasis on the poem as a work of 

art-and so too, the poet as its artisan. Apollonius' poem continually demands such an 

awareness of the poem's craft from h s  readers. To understand the full sipficance of 



the catalogue of heroes or Thetis' visit to Peleus, the reader must recall the 

corresponding scenes in the Homeric tradition, and in particular the Iliad and the O&sse3/. 

But Apollonius draws more from Homer than h s  allusions. To make a successful epic 

poem, he must be a successful epic poet. For t l s  reason, Apollonius emulates the poetic 

self-awareness found in the Shield of Achilleus throughout the Argonautika. Apollonius 

encourages throughout h s  poem the same lsind of awareness of the poet's craft found in 

the Sheld of Achdleus. There is no element that ckstinguishes Apollonius from Homer 

as ready as this insistence that the reader read with knowledge of past poems. This 

knowledge allows Apollonius another layer to h s  work. Aside from the usual epic plot 

elements, digressions, and imagery, he also hghlights the poem's dependence on 

previous models and uses this dependence to reinforce its effect. Any emulation of 

Homer can only match h through a purposefully artificial imitation of distinctive 

elements. Such blind imitation diverts much of a poem's energy from composition to 

allusion." But in the Argonautika, Apollonius moves beyond simple emulation by 

purposefully integrating this very artificiality into the epic's story. Jason surpasses the 

Homeric hero by lifting a rock twice as big as those the greatest Homeric heroes can 

carry (1366-67)"-even though his feat relies on Medeia's magic. This action serves as 

metaphor for Apollonius' own triumph over the Homeric model: despite the restrictions 

of the tradition, he wrote a poem that was recognizably epic. He remained within the 

tracktion, but expanded rather than contracted its boundaries. 

Thus the attention lavished on Jason's otherwise anticlunactic &~8hoq derives 

from the parallel triumph of Apollonius' unorthodox arirteia. Jason consistently succeeds 

91 The most commonly cited instances of worlis where detailed attention to form overwhelms the poem's 
effect are the Hesiodic Shield ofHerakles and parts of the Epic Cycle. 
92 See discussion above on p. 83-84, 



despite h s  deviation from the Homeric norm. Aietes, who combines many aspects of 

Homeric heroes, vdlains, and gods, imposes on Jason the strictures of necessity typical of 

Homer. Jason must prove lvs abllity to succeed when challenged with a task that requires 

uncommon characteristics. Jason's victory is aclveved through magic; but tlvs 

unHomeric means is made heroic by ApoIlonius' allusions. The very use of sirmles and 

their especially Homeric character rubs off on Jason, giving h s  success an unexpectedly 

appropriate epic sheen. He completes the task emphatically, the hke of whch no 

Homeric hero could accomplish; furthermore, he is supported by imagery and allusion in 

a manner no Homeric hero could expect. Ultimately, Jason plays the part of a hero 

convincingly. The reader cannot smirk at Jason's improbable accomplishment, but must 

smde at Apollonius' successful reinvention of the aristeia. 



I started this project with the observation that the Argonauts fall short of the 

Homeric heroes. T h s  effect is deliberate: Apollonius juxtaposes this failure with the 

hero's success in his tasks. In o u h g  how he achieves ths, I have tried to relate 

Apollonius' adaptation of heroism to the poetic project of the Argonautika. I hope in the 

process to have shed a little more light on the place of the heroes in the poem. As noted 

in the introduction, there is a danger that in studying the heroes of this epic one 

translates the centrality of an Odysseus or Aeneas to Jason's role. Apollonius' poem 

demands a careful eye for Homeric allusions, and so there is a temptation to read h s  

whole project as suborhate  to Homer's. But one must read the poem for its own 

merits. Although Apollonius falls between Homer and Virgil on the literary timehe, the 

exact relation between these epics has not been well defined. It is difficult to set aJason 

in the context of more familiar epic heroes without forcing him to fit either previously or 

subsequently established categories. But for precisely that reason, it remains worthwhde 

to examine what distinguishes h m  from the heroes of other poems. Centuries of 

scholarship have allowed a farmliarity with Homer and Virgil to be envied. In order to 

gain the same rapport with Apollonius, one must first engage in comparisons with what 

is known about these more famous poets. 

There are many directions in whch I would have hked to push ths  study, most 

of whch have been thwarted by the impositions of h t e d  time and energy. The concept 

of the romantic hero demands a more careful examination. The central role Eros plays in 

bringing Medeia to Jason's aid and the narrator's continued attention to love in the thud 

and fourth books promises fwther development of ths  theme through the second half 

of the epic. Some earlier moments deserve some attention at as well: the loss of Herakles 



(1.1153-1362) is another occasion where love comes to the fore. Hylas &sappears from 

the poem, done in by the love of a nymph 1.1228-39), while HeraMes is lost because of 

the raging desperation the loss of h s  erastes brings. But although love remains an 

important aspect of the epic, any comprehensive study of this aspect of Jason's character 

must also examine moments where he succeeds in spite of breaking the Homeric model, 

but not on account of h s  romantic appeal. For instance, when he tests the crew's 

determination (11.622-47), Jason emulates Agamemnon's greatest failure (II. 11.109-1 54). 

Yet Jason's trial of the men is successful, and does not seem related to the victories h s  

romantic charm brings h. 

My greater knowledge of the Iliad has led me to privilege that poem over the 

OaJssy in drawing comparisons between the Argonaztika and the Homeric epics. Ideally, 

this would not be so. Odysseus provides the most imrnedate model for Jason as a 

traveler upon the sea, and his trickery seems more akin to Jason's largely non-violent 

successes. Jason's fantastic journey also shares geographcal and thematic sirmlarities with 

Odjisseus'. Apollonius seems to encourage comparison between one voyage and the 

other (e.g. 111.320-66)' although the Homeric hero's account has a confidence 

characteristic of a survivor's tale and which Apollonius' narration lacks (Hunter 1989, 

32). Odysseus is subject to the same apq~orviq ("helplessness," Od. IX.295) so typical of 

Jason, yet is also frequently described as nohup.j~orvo~ ("versatlle, of many devices," 

(e.g. Od V.203). LAewise, h s  trials are described by the now especially f a d a r  term 

&68hog (Od. 1.18). Lastly, he is a hero who depends upon the advice of Athene, the 

same 6.noeqpoouvq (e.g. Arg. 1.19, Od. XVI.233) on whch Jason frequently relies. 93 

" T h s  theme returns in numerous guises throughout the Argonautzka, but to my knowledge very little has 
been written upon it. 



Herakles' role in the poem following h s  abandonment deserves more scrutiny as 

well. Even after h s  abandonment Herakles haunts the Argonauts7 quest. On several 

occasions, he is remembered as the ideal man for a task now facing his former 

companions (11.145-50, 111.1242-44) or else inadvertently saves the crew (11.1050 ff., 

IV.1458 ff.)." His absence is constantly felt, always in contrast to the weakness of the 

other heroes. His transformation from hero to god on account of h ~ s  labors (dr68houq, 

1.1315-25) implies a dfferent treatment for a dfferent kind of hero, in contrast to the 

lsind of immortality the narrator wishes for the other Argonauts (IV. 1773 ff.). 

Comparisons to the Aeneid also remain fertlle ground for further inquiry. Virgil's 

invocation of Erato (VII.37 ff.) alludes to the invocation of the d u d  book of the 

Argonautika (111.1 ff.), but where Apollonius deals with the effect of love on Medeia in 

some depth, the potential romance between Lavinia and her two suitors is conspicuously 

absent-especially in light of Aeneas' detailed affair with ~ i d o " .  The invocation to 

Erato, however, may be an announcement of an Apollonian treatment of the hero. Jason 

can no longer shrink from a great feat when the amkteia is laid before him-he must 

succeed physically as a Homeric hero would. So too in the second half of the Aeneid 

Aeneas must enter a war that wdl test h s  Homeric prowess rather than h s  Roman 

heroism." 

Turnus liliewise owes some aspects of his character to Jason. He is somedung of 

an Argonaut in reverse: where Jason would consistently fail to meet the Homeric 

94 See p.54 ff. for a more thorough &scussion. 
95 This may in part be intended to suggest the parallel roles of Dido and Turnus as foils to Aeneas. 
" Another element with something of an Apollonian flavor to it is the deliberate hiding of Lavinia after 
announcing a love theme. This at times happens with great subtlety. For example, the allusion to AchiUeus' 
pursuit of Wektor in the Idad (3331.158-66) during Aeneas' final chase of Turnus (XII.764-65) 
purposefully leaves out the woman for wlvch athletes will sometimes compete (XXII.164). Since Aeneas 
and Turnus are in one sense fighting for the hand of Lavinia in marriage, the omission may suggest a 
purposeful repression of romantic tension where it would be most expected. 



standard and succeed regardless, Turnus tends to fulfd expectations for a Homeric hero 

only to fail. Although he plays the role of the vdain, he attempts to emulate Achrlleus 

(IX.740-42) and to ally hmself with Diomedes (VIII.9-17). In the end he becomes 

another Hektor, pursued by Aeneas and a flurry of allusions to the Trojan hero's 

death-but not without more ambiguous moments where he seems to match no one 

more closely than Aeneas. For instance, Turnus fails to kill h s e l f  on three attempts 

whde trapped upon the boat to which Juno led him (X.653-88), emulating Aeneas' 

thrice-failed embrace of the ghosts of his past family (11.792-94, VI.700-702). Virgil's 

complicated portrait of a hero who does not quite fit the standards set for hLm is 

reminiscent of Apollonius' definition of Jason against his Homeric counterparts. A 

comparison of the techniques used to render each hero unsuitable for the rule by which 

he is judged may well be instructive. 

The narrative style of the Argonautika dfferentiates the poem from Virgil's 

smoother and more cohesive poem. The result was somewhat less Homeric and thus less 

conducive to being traced in an epic tradtion. Hunter writes: 

Such an uneven [narrative] texture was, however, fundamental to 
Apollonius' conception of how epic should be written in the shadow of 
Homer; it is after all the extraordinary continuity of voice and 
atmosphere which is perhaps the most astonishing thing about the 
Homeric poems. Apollonius has shattered this continuity, but refuses 
(unlike Virgil) to put a new one in its place. (Hunter 1993, 109) 

In Homer's epics, the success of the heroes is intimately connected with the 

song's success as a poem. Odysseus and Achilleus must be convincing heroes in order to 

earn their respective victories; otherwise the poem becomes ineffective as a work of art. 

Aeneas exchanges h s  unconvincing Trojan heroism for a greater Roman one, becoming 

in the process part of an end greater than hunself. His victory is destined, and so as 

invulnerable to failure as Jason is to the flames of Aietes' bulls. But Jason neither 



measures up to l s  own story nor shares in any grand teleological schemes; he wanders 

through the plot to wherever Apollonius' poetic fancy may lead him. Jason is not bound 

to a heroic death, nor to the foundation of an empire. The poem is driven by its poetic 

soplstication rather than its story. 

The epic tradtion of Western Europe b d t  on the Aeneid rather than the 

Argonautika, and the epic without an overarchmg purpose for hero and poem ahke 

remains somewhat foreign to post-Virghan sensibhties. Yet stuhes such as that of Nelis 

(2001) demonstrate the tremendous influence Apollonius had upon Virgil h s e l f .  Given 

the example the Roman poet set for Western literature, it may well be worthwhde to 

investigate how much of the conscious emulation through allusions in later epic poems 

originate in Apollonius' deliberate and conscious adaptation of the epic trachtion. 
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