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6. Jason’s Cloak (A.R. 1.721-68) 
 
6.1 Introduction 
The ekphrasis of Jason’s cloak is part of the Lemnian episode in the first book of 
Apollonius Rhodius’ Argonautica (1.601-909). Hypsipyle, queen of Lemnos, summons 
the Argonauts to the city (708-20). Before Jason sets out, he fastens a purple cloak 
around his shoulder. The cloak is described by the narrator in extenso (721-68). Jason 
next takes up his spear (769-73) and is on his way (774ff). 
 The ekphrasis of Jason’s cloak has received ample scholarly attention. Most studies 
offer an interpretation of the passage, or discuss the function of the ekphrasis within 
the episode or poem as a whole.1 The narrativity and descriptivity of the ekphrasis have 
received little attention.2 This chapter does therefore not contain a state of the art, but I 
will start with some important observations. 

As in the case of the ekphrasis of the goatherd’s cup in Theoc. Id. 1, scholars are 
agreed that the Apollonian narrator refers to static images.3 Schmale argues that the 
narrator strictly avoids narrative elements, with only one exception (πῖπτεν, 758).4 In a 

                                                            
1 For overviews of existing interpretations, see e.g. Clauss 1993: 123, note 28; Merriam 1993: 70-2; 
Thiel 1993: 40, note 4; Bulloch 2006: 58, note 21, Otto 2009: 197-203. Hunter 1993: 52-9 offers a 
concise discussion of many issues. For the interpretation of the ancient scholiast (ad 763-64a), 
see Wendel 1935: 67 (translated by Collins 1967: 79-80). 
2 Two studies deal with narration and description in the Argonautica, Fusillo 1983 and Thiel 1993. 
Both scholars extensively discuss Jason’s cloak (Fusillo 1983: 83-96 = Fusillo 1985: 300-6; Thiel 
1993: 36-89), but their main interest lies in the ekphrasis’ interpretation and significance, rather 
than its narrative and descriptive properties. For their views on description, see Fusillo 1983: 65-7 
and Thiel 1993: 12; for both, the halting of fabula time is the most important marker of 
description. 
3 E.g. Byre 1976: 99: “[t]he stasis of the represented scenes is maintained throughout, the nearest 
approximation to a violation of it being the iterative ἐλάασκον (733)”; Zanker 1987: 69: “(…) 
Apollonius views the cloak as a work of art, more self-consciously than Homer does with 
Achilles’ shield, where the scenes are treated as actions, not merely as depictions”; and Klooster 
2012: 73, who speaks of “static images rather than dynamic scenes”.  
4 Schmale 2004: 118: “[n]arrative Elemente sind zugunsten genauer Darstellung strikt vermieden, 
was bei der Kürze der Beschreibung auch leicht möglich ist. (…) Innere Zustände werden nicht 
apostrophiert, es sei denn, sie sind an einem äußeren Gestus erkennbar (…). Es gibt nur einen 
einzigen Ausbruch ins Narrative, und zwar bei der Beschreibung des Wagenrennens zwischen 
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similar vein, Palm notes that the Apollonian narrator refers to images which consist of 
one moment in time. He adds that the narrator at times also alludes to what happened 
before and/or what will happen after the represented moment, thereby creating the 
impression that the image is part of a sequence of events (“ein ‘Nacheinander’”).5 Thiel, 
on the other hand, states that six out of seven scenes (the exception being the second 
scene with Aphrodite, in lines 742-6) are “dissolved into action” (“in Handlung 
aufgelöst”).6 For Thiel, then, the Apollonian narrator creates a narrative;7 the remarks by 
Schmale and Palm point in the direction of a description. 

This chapter will investigate which prototypically narrative and/or descriptive 
elements are present in the ekphrasis of Jason’s cloak (section 6.2). As in the other 
chapters, a distinction will be made between the text that represents the image, and the 
image itself. After the conclusion (section 6.3), I discuss the visualisation of the cloak 
(section 6.4). 
 

                                                                                                                                                       
Pelops und Myrtilos: Wenn die Achse bricht, fällt Oinomaos (758: πῖπτεν), der im Vers zuvor 
noch neben Myrtilos stehend beschrieben ist, vom Wagen”. 
5 Palm 1965-6: 139: “[z]u den illusionsfördernden Kunstgriffen gehört auch, dass der Dichter 
darauf anspielt, was in der Zeit vor oder nach dem im Bilde gezeichneten Augenblick liegt (…). 
Er lässt sich am leichtesten verwenden, wenn das Motiv eine mythologische Szene ist, denn in 
einem solchem Fall weiß man ja, was vorher oder später geschehen ist. So wird ein 
stillstehendes Bild in ein Geschehen einbezogen; man bekommt den Eindruck, ein ‘Nacheinander’ 
statt einer Augenblicksexposition zu sehen. Homer mahlte das Geschehen, das Nacheinander, in 
sich auseinander entwickelnden Situationsbilder aus; Ap[ollonius] hält sich an den Augenblick 
und erweckt dennoch durch seinen kommentierenden Eingriff ungefähr dasselbe Gefühl beim Hörer 
oder Leser” (emphasis mine). 
6 Thiel 1993: 67 notes regarding the scene with Aphrodite: “[d]as Besondere unserer Szene ist ihr 
‘Bildcharakter’, das Statische, Starre, während die anderen ‘Dias’ der ‘Ekphrase’ in Handlung 
aufgelöst sind: Symptomatisch dafür steht die Tatsache, daß innerhalb der fünf Verse [742-6] 
kein einziges finites Verb im Aktiv zu finden ist (…)”; cf. also Pavlock 1990: 27, who states that 
“the cloak is a loose and fluid assemblage of events”. 
7 Though not stated with so many words, this seems implied by Thiel 1993: 89: “[z]um Punkt 
Geschehen und Zeit innerhalb des Exkurses hatten wir für unsere Szene feststellen können, daß 
auch hier ‘Beschreibung’ durchaus ‘erzählt’ wird; Davon ausgenommen ist aber unsere 
‘Minimalekphrase’ [the scene with Aphrodite], die einen Abschnitt absoluten 
Handlungsstillstands inmitten von erzählter Vergangenheit bildet, was ihre sehr wohl 
beabsichtigte Sonderstellung noch stark herausstreicht” (emphasis mine). 
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6.2.1 Jason’s Cloak: Its Descriptivity and Narrativity. Text and Translation8 

                                                            
8 I use the Budé text by Vian (1974), it being more conservative than Fränkel’s OCT (1961). For 
example, Fränkel prints – dubitanter – his conjectured hapax περιπορπίδα in 1.767 (criticized by 
West 1963: 9). The translation is based on the Loeb edition by Race (2008). I have altered the 
punctuation in 721, for which see below. 

721 
 
 
 
725 
 
 
 
 
 
730 
 
 
 
 
 
735 
 
 
 
 
740 
 
 
 
 
 
745 
 
 
 
 
 

Αὐτὰρ ὅ γ’ ἀμφ’ ὤμοισι θεᾶς Ἰτωνίδος ἔργον,
δίπλακα πορφυρέην περονήσατο, τήν οἱ ὄπασσε 
Παλλάς, ὅτε πρῶτον δρυόχους ἐπεβάλλετο νηὸς 
Ἀργοῦς καὶ κανόνεσσι δάε ζυγὰ μετρήσασθαι.  
Τῆς μὲν ῥηίτερόν κεν ἐς ἠέλιον ἀνιόντα 
ὄσσε βάλοις ἢ κεῖνο μεταβλέψειας ἔρευθος· 
δὴ γάρ τοι μέσση μὲν ἐρευθήεσσα τέτυκτο, 
ἄκρα δὲ πορφυρέη πάντῃ πέλεν. Ἐν δ’ ἄρ’ ἑκάστῳ 
τέρματι δαίδαλα πολλὰ διακριδὸν εὖ ἐπέπαστο. 
 
Ἐν μὲν ἔσαν Κύκλωπες ἐπ’ ἀφθίτῳ ἥμενοι ἔργῳ,  
Ζηνὶ κεραυνὸν ἄνακτι πονεύμενοι· ὃς τόσον ἤδη 
παμφαίνων ἐτέτυκτο, μιῆς δ’ ἔτι δεύετο μοῦνον  
ἀκτῖνος, τὴν οἵ γε σιδηρείῃς ἐλάασκον  
σφύρῃσιν, μαλεροῖο πυρὸς ζείουσαν ἀυτμήν. 
 
Ἐν δ’ ἔσαν Ἀντιόπης Ἀσωπίδος υἱέε δοιώ, 
Ἀμφίων καὶ Ζῆθος. Ἀπύργωτος δ’ ἔτι Θήβη  
κεῖτο πέλας, τῆς οἵ γε νέον βάλλοντο δομαίους 
ἱέμενοι· Ζῆθος μὲν ἐπωμαδὸν ἠέρταζεν  
οὔρεος ἠλιβάτοιο κάρη, μογέοντι ἐοικώς·   
Ἀμφίων δ’ ἐπὶ οἷ χρυσέῃ φόρμιγγι λιγαίνων 
ἤιε, δὶς τόσση δὲ μετ’ ἴχνια νίσετο πέτρη. 
 
Ἑξείης δ’ ἤσκητο βαθυπλόκαμος Κυθέρεια  
Ἄρεος ὀχμάζουσα θοὸν σάκος· ἐκ δέ οἱ ὤμου  
πῆχυν ἐπὶ σκαιὸν ξυνοχὴ κεχάλαστο χιτῶνος 
νέρθε παρὲκ μαζοῖο· τὸ δ’ ἀντίον ἀτρεκὲς αὔτως  
χαλκείῃ δείκηλον ἐν ἀσπίδι φαίνετ’ ἰδέσθαι. 
 
Ἐν δὲ βοῶν ἔσκεν λάσιος νομός· ἀμφὶ δὲ βουσὶ 
Τηλεβόαι μάρναντο καὶ υἱέες Ἠλεκτρύωνος,  
οἱ μὲν ἀμυνόμενοι, ἀτὰρ οἵ γ’ ἐθέλοντες ἀμέρσαι,  

aor.; [aor.] 
[impf.] 
[aor.] 
 
opt. aor.; opt. aor. 
plupf. 
impf. 
plupf. 
 
impf. 
 
plupf.; impf. 
[impf.] 
 
 
impf. 
 
impf.; [impf.] 
impf. 
 
 
impf.; impf. 
 
plupf . 
 
plupf. 
 
impf. 
 
impf. 
impf. 
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And he fastened around his shoulders a work of the Itonian goddess, double-folded, purple, 
which Pallas had given him, when she first laid the oak props of the ship Argo, and taught him 
how to measure the cross-beams with a ruler. You could cast your eyes more easily on the rising 
sun than gaze at that red colour. For indeed, it had been made red in the middle, and it was 
purple at the edges on every side. In each border many intricate designs had, separately, been 
skilfully woven. (730) On it were the Cyclopes, busy with their endless work, toiling over a 
thunderbolt for Zeus the king. It was already so far finished, in all its brightness, and it still 
lacked only one ray, which they were beating out with their iron hammers, while it was spurting 
a jet of raging fire. (735) And on it were the twin sons of Antiope, Asopus’ daughter, Amphion 

750 
 
 
 
 
 
755 
 
 
 
 
 
760 
 
 
 
 
 
765 
 
 
 
 
 
770 
 

ληισταὶ Τάφιοι· τῶν δ’ αἵματι δεύετο λειμών 
ἑρσήεις, πολέες δ’ ὀλίγους βιόωντο νομῆας.  
 
Ἐν δὲ δύω δίφροι πεπονήατο δηριόωντε.  
Καὶ τὸν μὲν προπάροιθε Πέλοψ ἴθυνε τινάσσων 
ἡνία, σὺν δέ οἱ ἔσκε παραιβάτις Ἱπποδάμεια. 
Τοῦ δὲ μεταδρομάδην ἐπὶ Μυρτίλος ἤλασεν ἵππους· 
σὺν τῷ δ’ Οἰνόμαος, προτενὲς δόρυ χειρὶ μεμαρπώς,  
ἄξονος ἐν πλήμνῃσι παρακλιδὸν ἀγνυμένοιο 
πῖπτεν, ἐπεσσύμενος Πελοπήια νῶτα δαΐξαι.  
 
Ἐν καὶ Ἀπόλλων Φοῖβος ὀιστεύων ἐτέτυκτο,  
βούπαις, οὔ πω πολλός, ἑὴν ἐρύοντα καλύπτρης  
μητέρα θαρσαλέως Τιτυὸν μέγαν, ὅν ῥ’ ἔτεκέν γε  
δῖ’ Ἐλάρη, θρέψεν δὲ καὶ ἂψ ἐλοχεύσατο Γαῖα.  
 
Ἐν καὶ Φρίξος ἔην Μινυήιος, ὡς ἐτεόν περ  
εἰσαΐων κριοῦ, ὁ δ’ ἄρ’ ἐξενέποντι ἐοικώς.  
Κείνους κ’ εἰσορόων ἀκέοις ψεύδοιό τε θυμόν,  
ἐλπόμενος πυκινήν τιν’ ἀπὸ σφείων ἐσακοῦσαι  
βάξιν, ὅτευ καὶ δηρὸν ἐπ᾿ ἐλπίδι θηήσαιο. 
 
Τοῖ’ ἄρα δῶρα θεᾶς Ἰτωνίδος ἦεν Ἀθήνης. 
Δεξιτερῇ δ’ ἕλεν ἔγχος ἑκηβόλον, ὅ ῥ’ Ἀταλάντη 
Μαινάλῳ ἔν ποτέ οἱ ξεινήιον ἐγγυάλιξε,  
πρόφρων ἀντομένη, πέρι γὰρ μενέαινεν ἕπεσθαι 
τὴν ὁδόν. Ἀλλὰ γὰρ αὐτὸς ἑκών ἀπερήτυε κούρην, 
δεῖσεν δ’ ἀργαλέας ἔριδας φιλότητος ἕκητι.  
βῆ δ᾽ ἴμεναι προτὶ ἄστυ… 

impf.
impf. 
 
plupf. 
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impf. 
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and Zethus. Still without towers, Thebes was nearby [them], of which they were just now laying 
foundation stones with great zeal. Zethus was carrying the top of a high mountain on his 
shoulders, like a man toiling hard; and Amphion, [following] after him, playing loudly on his 
golden lyre, was advancing, and a boulder twice as big was following in his footsteps. (742) Next 
in order had been fashioned thick-tressed Cytherea, holding up Ares’ agile shield. The juncture 
of her dress had slipped from her shoulder onto her left forearm beneath her breast; opposite 
her, exactly as it was, her reflection could be seen in the bronze shield. (747) And on it was a 
pasture of dense grass for cattle; around the cattle the Teleboae and the sons of Electryon were 
fighting, the ones defending them, but the others longing to steal them, Taphian plunderers; and 
with their blood the dewy meadow was wet, and the many [attackers] were overpowering the 
few herdsmen. (752) And on it had been wrought two competing chariots. Pelops was steering 
the one in front while shaking the reins, and with him was Hippodameia at his side. Myrtilus 
had driven the horses of the other [chariot] in close pursuit; at his side Oenomaus, gripping his 
forward-pointing spear in his hand, because the axle was breaking in the hub, was falling, while 
moving to stab the back of Pelops. (759) On it had also been wrought Phoebus Apollo, while 
shooting, a big boy, not yet fully grown, at enormous Tityus, who was audaciously pulling his 
mother by her veil, [Tityus] whom divine Elare had borne, and whom earth had nursed and 
given a second birth. (763) On it was also Phrixus the Minyan, like someone who was really 
listening to the ram, and he looked as though he was speaking. When looking at them, you 
would fall silent and be deceived in your heart, expecting to hear some wise pronouncement 
from them, in expectation of which you would gaze even for a long time. (768) Such then was 
the gift of the Itonian goddess Athena. And in his right hand he took up his far-darting spear, 
which Atalanta had once given him as guest-gift on mount Maenalus, when she gladly met him; 
for she was most eager to follow on his voyage. But [she did not go] because he himself 
deliberately kept back the girl, out of fear for bitter rivalries on account of love. He went on his 
way toward the city… 
 
6.2.2 Jason’s Cloak: Its Descriptivity and Narrativity. Overview of Tenses 
In this section, I will establish which discourse modes are found in this passage (721-
74a). Lines 721-4 and 769-74 contain the diegetic discourse discourse mode: they feature 
aorists (περονήσατο, 722; ἕλεν, 769; δεῖσεν, 773; βῆ, 774) and an imperfect (ἀπερήτυε, 
772).9 Of the aorists, three further the action of the fabula: περονήσατο (“he fastened”, 
722), ἕλεν (“he took up”, 769), and βῆ (“he went”, 774). These are the only three actions 

                                                            
9 For the tense analysis, only main clauses are taken into consideration.  
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that Jason performs in these lines. Consequently, between lines 722 and 769 and 
between lines 770 and 773 fabula time comes to a halt; a pause occurs.10  

Within lines 721-4 and 769-74, two relative clauses are found (722b-4; 769-72a). 
Both relative clauses feature an anterior aorist (ὄπασσε, 722; ἐγγυάλιξε, 770). They 
constitute external analepseis which narrate the history of the object. The relative 
clause in 722b-4 also contains a subordinate temporal clause (ὅτε πρῶτον…, 723-4). In 
lines 769-72a, the relative clause contains a temporal adverb (ποτέ, 770). It is followed 
by a γάρ-clause (771b-72a). The analepsis continues in a main clause (772b-3), 
containing an imperfect and an aorist (ἀπερήτυε, 772; δεῖσεν, 773). 

In lines 725-6 and 765-7, only second-person optatives are found. These lines thus 
contain the discursive discourse mode.11 In lines 725-6, two aorist optatives occur with 
κεν; in 765, we likewise find two optatives (though present) with κε, followed by a 
relative clause (ὅτευ) with an aorist optative. All optatives are potential. In both 
passages, the primary narrator addresses the primary narratee.  

The bulk of the passage contains the descriptive discourse mode (727-64; 768).12 
These lines form the core of the ekphrasis. Mostly pluperfects and imperfects are 
found.13 Only one aorist occurs (ἤλασεν, 755).14 Textual progression is spatial. In lines 
761-2, a relative clause with three anterior aorists is found; this clause constitutes 
another external analepsis.  

I sum up. By far the largest part of the passage contains the descriptive discourse 
mode (727-64; 768). As such, the ekphrasis of Jason’s cloak resembles the other 
                                                            
10 Cf. Klooster 2012: 72: “[t]he passage [721-68] thus forms a pause of 47 lines during which the 
story remains stationary: it opens with Jason preparing to fasten the clasp and ends with his 
doing so”. 
11 For the linguistic features of the discursive discourse mode, see section 5.3.2. 
12 Alternatively, one could regard line 768 (τοῖ’ ἄρα δῶρα θεᾶς Ἰτωνίδος ἦεν Ἀθήνης) as a descriptive 
line belonging to the previous or following discourse mode (discursive or diegetic). 
13 It should further be noted that in these lines not a single aorist participle is found. All 
participles are either present or perfect. Present participles: (referring to the res ipsae) ἥμενοι 
(730); πονεύμενοι (731); παμφαίνων (732); ζείουσαν (734); ἱέμενοι (738); μογέοντι (739); 
λιγαίνων (740); ὀχμάζουσα (743); ἀμυνόμενοι (749); ἐθέλοντες (749); δηριόωντε (752); τινάσσων (753); 
ἀγνυμένοιο (757); ὀιστεύων (759); ἐρύοντα (760); εἰσαΐων (764); ἐξενέποντι (764); (in narrator-
narratee communication) εἰσορόων (765); ἐλπόμενος (766). Perfect participles: ἐοικώς (739); 
μεμαρπώς (756); ἐπεσσύμενος (758); ἐοικώς (764). 
14 Fränkel prints Platt’s conjecture ἤλαεν (imperfect); the manuscripts and testimonia read 
ἤλασεν. See further section 6.2.5, 5 below. ἴθυνε (753) could also be an aorist, but this is unlikely. 
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ekphraseis of this study. This core with a descriptive textual organization is surrounded 
by two passages which feature the discursive discourse mode (725-6, 765-8). The 
addresses to the primary narratee are found only in this ekphrasis of this study; in 
Theocritus first Idyll, the discursive mode is also found, but there a character speaks to 
another character. The passages with the discursive discourse mode are, in turn, 
surrounded by passages which contain the diegetic discourse mode (721-4 and 769-74). 
These refer to events which are part of the fabula.  
 
6.2.3 Jason’s Cloak: Its Descriptivity and Narrativity. Preliminaries 
The ekphrasis of Jason’s cloak is part of an epic poem. In the other epic ekphraseis, the 
shields of Achilles and Heracles are appropriate objects in their context. Both shields 
are huge, and are meant to be used in battle. Jason prepares for battle, too, but one of a 
rather different nature. The passage in which Jason puts on this cloak and grasps this 
spear is generally regarded as an erotic rewriting of an Iliadic arming scene.15 His “arms” 
consists of a cloak and spear only. Jason, then, is arming himself for an amatory 
encounter with Hypsipyle. 
  The ekphrasis of the cloak has a number of intertexts. First, the passage as a whole 
is reminiscent of the typical Homeric arming scene. The half-line αὐτὰρ ὅ γ’ ἀμφ’ ὤμοισι 
is also found at the beginning of Paris’ arming scene: αὐτὰρ ὅ γ᾽ ἀμφ᾽ ὤμοισιν ἐδύσετο 
τεύχεα καλὰ / δῖος Ἀλέξανδρος Ἑλένης πόσις ἠϋκόμοιο, “and he put about his shoulders his 
splendid armour, / divine Alexander, husband of the lovely-haired Helen” (Il. 3.328-9). 
Il. 3.328 is the only instance of the phrase αὐτὰρ ὅ γ᾽ ἀμφ᾽ ὤμοισιν which occurs at the 
beginning of a major arming scene.16 This reference to Paris is appropriate for a love 
hero. Second, the cloak recalls other pieces of cloth.17 According to Hunter, the “main 
situational model” of the cloak ekphrasis is found in book 19 of the Odyssey, where a 
disguised Odysseus tells Penelope about a meeting with her husband: Odysseus was 

                                                            
15 See Clauss 1993: 122-3 and Hunter 1993: 48, 52-3. This idea is already present in the scholia (see 
Wendel 1935: 60). 
16 In the four major arming scenes in the Iliad (see note 89 in section 2.4.2), ἀμφὶ δ᾽ ἄρ᾽ ὤμοισιν 
refers to the slinging of the sword around the shoulders (ἀμφὶ δ᾽ ἄρ᾽ ὤμοισιν βάλετο ξίφος…, 3.334; 
11.29; 16.135; 19.372). The other occurrence of the phrase αὐτὰρ ὅ γ’ ἀμφ’ ὤμοισι (without the ν) is Il. 
15.479, where Teucer, an archer, puts his shield about his shoulders. Vian and Delage 1974: 83, 
note 2 refer especially to Agamemnon’s arming scene (Il. 11.15-46) on account of the large 
amount of descriptive material (Vian speaks of “l’ecphrasis du bouclier d’Agamemnon”). 
17 See Shapiro 1980: 266-71. 
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wearing a woolen double cloak of purple (χλαῖναν πορφυρέην οὔλην ἔχε δῖος Ὀδυσσεύς / 
διπλῆν…, 19.225-6); he ends with stressing the admiration of many women (ἦ μὲν πολλαί 
γ᾽ αὐτὸν ἐθηήσαντο γυναῖκες, 19.235).18 Another piece of cloth that is recalled is the 
δίπλακα πορφυρέην which Helena is weaving in Il. 3.125-8. It contains images, too: … 
πολέας δ’ ἐνέπασσεν ἀέθλους / Τρώων θ’ ἱπποδάμων καὶ Ἀχαιῶν χαλκοχιτώνων, / οὕς ἑθεν 
εἵνεκ’ ἔπασχον ὑπ’ Ἄρηος παλαμάων, “in which she was weaving many struggles of the 
horse-taming Trojans and bronze-armoured Achaeans, which they had endured for her 
sake at the hands of Ares”.19 It would seem that Helena is weaving the δίπλαξ for Paris.20 
 Third, the Apollonian ekphrasis draws on other ekphraseis. In particular, the 
shields of Achilles and Heracles are important models.21 Correspondences which are 
relevant for my argument will be discussed below.  
  
6.2.4 Jason’s Cloak: Its Descriptivity and Narrativity. The Lines surrounding the 
Images (721-9; 768-73) 
The main theme of the ekphrasis is found in lines 721-2: θεᾶς Ἰτωνίδος ἔργον, / δίπλακα 
πορφυρέην. Editors usually print a comma before θεᾶς, which turns θεᾶς Ἰτωνίδος ἔργον 
into an apposition that is placed before its noun (δίπλακα πορφυρέην). However, usually 
the main theme is announced first, after which other information follows.22 In my view, 
lines 721-2 are no exception, since θεᾶς Ἰτωνίδος ἔργον (721) can only refer to a cloak. 
Ἔργον, when accompanied by a genitive auctoris referring to a female person, most 
likely refers to a woven garment.23 In combination with ἀμφ’ ὤμοισι (…) / (…) 
περονήσατο (721-2), the phrase θεᾶς Ἰτωνίδος ἔργον must refer to a cloak.24 The words 
                                                            
18 Hunter 1993: 52-3. 
19 These lines are also interpreted metapoetically, for which see e.g. Kennedy 1986. 
20 See Collins 1967: 60-4. 
21 See Hunter 1993: 53-6 and Otto 2009: 203-5. 
22 Il. 18.478 (ποίει δὲ πρώτιστα σάκος μέγα τε στιβαρόν τε); Hes. Sc. 139 (χερσί γε μὴν σάκος εἷλε 
παναίολον), Theoc. Id. 1.27-8 (καὶ βαθὺ κισσύβιον κεκλυσμένον ἁδέι κηρῷ, / ἀμφῶες, νεοτευχές, ἔτι 
γλυφάνοιο ποτόσδον), Mosch. Europa 37-8 (αὐτὴ δὲ χρύσεον τάλαρον φέρεν Εὐρώπεια / θηητόν, μέγα 
θαῦμα, μέγαν πόνον Ἡφαίστοιο). Cf. also e.g. Od. 19.225-6 (χλαῖναν πορφυρέην οὔλην ἔχε δῖος 
Ὀδυσσεύς / διπλῆν). 
23 See the LfgrE s.v. ἔργον B 4c (“Werk, Arbeit = handwerkl. Produkt (…) weibl. Handarbeit(en)”). 
They refer e.g. to πέπλοι…ἔργα γυναικῶν in Il. 6.289 and Od. 7.96-7; the phrase ἔργα γυναικῶν in 
Hes. Th. 603 does not refer to woven garments, as the context makes clear (see also West 1966: 
333 ad loc.). 
24 A comma before θεᾶς is therefore unnecessary. 
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δίπλακα πορφυρέην stand in apposition to this phrase, and specify the type of cloak 
(“double-folded”), and its colour (“purple”). The adjective πορφυρέην does not only refer 
to colour, but also suggests brilliance and radiance.25 
 The maker of the cloak is Athena.26 The cloak is thus made by a god, as are all 
objects in the ekphraseis of this study of which the maker is known. The shields of 
Achilles and Heracles were appropriately made by Hephaestus. Jason’s cloak is made by 
Athena, the patron goddess of crafts.27 The cloak is a finished object. In the relative 
clause in 722-4, which forms an external analepsis, not the making or the history of the 
cloak is narrated, but the moment when Athena handed the cloak over to Jason. It is 
not stated whether Athena has made the cloak specially for Jason, but this seems a 
likely assumption. 
 In lines 725-6, the primary narrator addresses the primary narratee; he will do so 
again in lines 765-7 below.28 These lines have various functions. First, they refer to the 
intense brilliance of the cloak’s red colour (ἔρευθος).29 Second, they make explicit that 

                                                            
25 In Archaic epic, the exact meaning of πορφύρεος is unclear (see the discussion in the LfgrE s.v. 
πορφύρεος B). Cf. also the discussion of this word in Schrier 1979: 316-22, who argues that the 
adjective also denotes radiance or lustre, and that πορφύρεος rather frequently occurs in 
connection with Aphrodite. 
26 Otto 2009: 190 notes that the ekphrasis is characterized by double ring composition. The 
ekphrasis is opened and closed by the name of its maker, Athena (θεᾶς Ἰτωνίδος, 721; θεᾶς 
Ἰτωνίδος…Ἀθήνης, 768). This outer ring encloses an inner ring, which indicates the effect of 
Jason’s cloak on the onlooker (725-6; 765-7). As for ring composition within the images, Hunter 
1993: 52, note 26 states that “[t]he first six scenes on the cloak are bounded by ring-composition: 
both the Kyklopes and Tityos are children of Gaia (cf. Hes. Theog. 139)”. 
27 In Hes. Sc. 124-7, Heracles puts on a corselet, given to him by Athena: δεύτερον αὖ θώρηκα περὶ 
στήθεσσιν ἔδυνε / καλὸν χρύσειον πολυδαίδαλον, ὅν οἱ ἔδωκε / Παλλὰς Ἀθηναίη, κούρη Διός, ὁππότ’ 
ἔμελλε / τὸ πρῶτον στονόεντας ἐφορμήσεσθαι ἀέθλους, “second, he put around his chest a corselet, 
beautiful, golden, richly worked, which Pallas Athena, Zeus’ daughter, had given him, when first 
he was about to set out on his painful tasks”. 
28 The addresses to the primary narratee in the Argonautica are investigated by Byre 1991. See 
further my remarks ad 765-7. 
29 Faber 2000: 52-3 speaks of the “motif of the brilliant appearance of the weapon”; he compares 
e.g. Hes. Sc. 142-3. Fowler 1989: 17 notes that “[t]he word ἔρευθος ‘red’ is thematic in the 
Argonautica; it will take on several qualities and be part not only of the magic but of the 
eroticism that pervades the poem”. On ἔρευθος and its erotic association, see further Pavlock 
1990: 29-34. 
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the ekphrasis is addressed solely to the primary narratee;30 not a single character looks 
at the cloak.31 Third, the lines are an invitation to look at the cloak. At the same time, 
they express the difficulty of looking at it, as the narratee runs the risk of being 
blinded.32  
 Lines 727-9 refer to the opus ipsum, and provide the narratee with the general lay-
out of the cloak. The narrator had first stated that the cloak was purple (722), after 
which he had turned to its red colour (726). In lines 727-8a, he clarifies the relation 
between these colours: the centre of the cloak is red (μέσση μὲν ἐρευθήεσσα), but it is 
purple at the edges (ἄκρα δὲ πορφυρέη).33 The particle γάρ in line 727 indicates that lines 
727-8 must be regarded as elaboration or explanation of lines 725-6. The interactional 
particles δὴ…τοι (727) refer to shared perception between narrator and narratee (“as 
you might have seen”).34 
 In lines 728b-9, the narrator turns to the images on the cloak: ἐν δ’ ἄρ’ ἑκάστῳ / 
τέρματι δαίδαλα πολλὰ διακριδὸν εὖ ἐπέπαστο, “in each border many intricate designs 

                                                            
30 Fränkel 1968: 100: “[z]ugleich ist aber hier die Ekphrasis abgesetzt von der umgebenden 
Erzählung und in einen Rahmen für sich allein gestellt durch Zwischenbemerkungen am Anfang 
und Ende (Vs. 725f. und 765-67), die nicht Personen des Epos zu Betrachtern des beschriebenen 
Gewandes machen (etwa die Argonauten oder die Frauen, analog zu IV 186-86 und 1147f.), 
sondern einen undefinierten Jemand, mit dem sich automatisch der Leser identifiziert”. Other 
scholars have also stated that the addresses to the narratee mark off the ekphrasis from the 
surrounding narrative (e.g. Shapiro 1980: 264, Rengakos 2006: 8). 
31 Fusillo 1983: 84. 
32 Goldhill 1991: 310: “[t]he brightness of the cloak is dazzling. Its depiction is introduced by an 
image of the difficulty of looking at it” (emphasis in the original). He concludes that “[t]he 
introduction to the ekphrasis and its final scene both emphasize, then, the difficulty of seeing 
the cloak distinctly, of not being dazzled by its purple (passages), of not being deceived by 
appearance. This is not to replace other allegorical readings with the suggestion that the cloak is 
an allegory of its own unreadability. It is rather to stress once more how Apollonius as he offers 
the allusive structures of allegory, prefigurement, a modelling of the narrative, interlaces his 
offer with the imagery of illusion, or misreading” (ibid.: 311). 
33 He does so by making use of ring-composition: πορφυρέην (A, 722), ἔρευθος (B, 726); ἐρευθήεσσα 
(B, 727), πορφυρέη (A, 728). 
34 Cf. Cuypers 2005: 58; Cuypers notes that of the five instances of τοι voiced by the narrator, 
three must be interpreted as an appeal to the narratees (1.727, 2.841, 3.958): “[i]n each case it 
appears in the context of a description, and reinforces an accompanying δή (…)” (ibid:. 63). 
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had, separately, been skilfully woven”.35 As in the case of Achilles’ shield, δαίδαλα πολλά 
refers to the images which will be described in the following lines. Ἐπέπαστο most 
likely indicates that these images have been woven into the cloak.36 Alternatively, they 
may have been embroidered on the cloak.37 Διακριδόν (“separately”) indicates that each 
image is separate and self-contained.38 The phrase ἐν δ’ ἄρ’ ἑκάστῳ / τέρματι locates the 
images in each border of the cloak. Yet how many borders does a cloak have?39 And 
what happens to the images when the cloak is folded?40 As in all other ekphraseis, the 
precise location of the images remains unclear. In other words, the Apollonian narrator 
remains vague on the precise lay-out of the opus ipsum, too. 
 After the narrator has dealt with the images in detail (730-67), he closes the 
description via ring-composition; τοῖ’ ἄρα δῶρα θεᾶς Ἰτωνίδος ἦεν Ἀθήνης (768) refers 
back to 721 (θεᾶς Ἰτωνίδος). The words τοῖ’… δῶρα refer to the cloak as a whole. Jason is 
not yet fully armed: he next takes up his far-darting spear (ἔγχος ἑκηβόλον, 769). The 
narrator does not describe the appearance of the spear. Rather, he narrates the moment 
of the spear’s handing over. He does so in another an external analepsis, which starts in 

                                                            
35 It should be noted that ἐπέπαστο is a conjecture; the manuscripts read ἐκέκαστο. This is also 
the reading of the scholia, who gloss ἐκέκαστο as ἐκεκόσμητο, ἐπέκειτο (Wendel 1935: 61), “were 
embellished/adorned, were on”. For this meaning of καίνυμαι, see LSJ s.v. καίνυμι ΙΙ (“to be 
adorned, equipped”). 
36 Kirk 1985: 280 comments ad Il. 3.126, where the verb ἐνέπασσεν is found, that “there is no doubt 
that the patterns are woven into the cloth and not embroidered on afterwards”; see also the 
LfgrE s.v. θρόνα B. 
37 E.g. Shapiro 1980: 263, the cloak “is embroidered with a number of mythological scenes”. 
38 Palm 1965-6: 137, Shapiro 1980: 275. 
39 Collins 1967: 67 (see also next note) envisages a square cloth; the picture in Shapiro 1980: 277 
contains an more round or oval cloak. 
40 Cf. Collins 1967: 67: “[t]he question is this, Along what hems, or borders, were the scenes 
woven? Opened out as a spread, the diplax has four borders: how would seven tableaux be 
arranged on four borders?”. I thus disagree with Zanker 1987: 69, who states that the narrator 
“tells us all we need to know about the disposition of the figures: they are woven separate from 
each other on each border of the cloak (728f.). This is a refinement on the procedure of Homer 
in his description of Achilles’ shield (Il. 18.478-608), where the arrangement of the scenes still 
defies convincing reconstruction. Having clearly stated where the scenes are on the cloak, 
however, Apollonius can proceed with traditional tags like ‘on it there were …’ (ἐν μὲν ἔσαν) (…)”. 
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a relative clause. The spear was a guest-gift from Atalanta. Thus, just as the cloak, the 
spear has an erotic connotation.41  
 
6.2.5 Jason’s Cloak: Its Descriptivity and Narrativity. The Images (730-67) 
The δαίδαλα πολλα (729) consist of seven images. As in the Homeric shield ekphrasis, 
the images are enumerated; the passage is thus characterised by refrain-composition.42 
The Apollonian narrator makes use of the same introductory formulas (ἐν μέν, 730; ἐν δέ, 
735, 747, 752), but varies them at the same time (ἑξείης δέ, 742; ἐν καί, 759, 763).43 Each 
introductory formula is followed by a verb that expresses stasis; these verbs are either 
imperfects of εἰμί (ἔσαν, 730, 735; ἔσκεν, 747; ἔην, 763) or pluperfects of verbs of making 
(ἤσκητο, 742; πεπονήατο, 752; ἐτέτυκτο, 759). Scholars have tried to link the various 
introductory elements to a certain structural arrangement of the images on the cloak.44 
The word ἑξείης seems to indicate that the images are arranged in a linear sequence on 
the cloak.45 Yet the text does not offer conclusive evidence for any structural 
arrangement.46 
 All images draw their subject matter from myth. The cloak shares this mythical 
subject matter with Heracles’ shield. The images are not directly connected to each 

                                                            
41 For example, Otto 2009: 206, note 694, following Manakidou 1993: 123, writes that “[d]amit 
wäre die Beschaffenheit des Speeres und seine Herkunft eine Metapher für die (sexuelle und 
allgemeine) Potenz der jeweiligen Träger”. On the spear, see also Fränkel 1968: 104 and Collins 
1967: 78-9.  
42 For refrain composition, see section 3.3.2. 
43 It should be noted that the last two images are asyndetically connected; καί means “also” in 
759 and 763 (so Vian and Delage 1974: 85, “aussi”). 
44 Collins 1967: 66, for example, groups the images into three groups: images 1 and 2 (ἐν μέν, ἐν δ’); 
images 3, 4, and 5 (ἑξείης, ἐν δέ, ἐν δέ); and images 6 and 7 (ἐν καί, ἐν καί), on account of the fact 
that the introductory formulae change direction twice among themselves. Yet on the basis of 
this assumption, image 3 should form a separate unit. Furthermore, the varying verbs that 
introduce each subtheme are not taken into account; for example, ἐν καί in 759 is followed by 
the pluperfect ἐτέτυκτο, but in 763 by the imperfect ἔην. Shapiro 1980: 276 argues for an ordering 
on the basis of symmetry and balance. 
45 Byre 1976: 97. Strictly speaking, ἑξείης only locates image 3 next to image 2. 
46 Cf. Hunter 1993: 57: “(…) but in the description and viewing of such a cloak one could 
presumably begin anywhere; descriptions of works of art in fiction always impose an order 
which dramatises this tension between ‘static’ material art and narrative, in which chronological 
sequence is crucial”; see also section 1.3.1. 



279 
 
other through their subject matter or by a single theme.47 The last image is directly 
related to the main story (Phrixus and the ram, 763-7).48 The other images are 
connected to the Argonautica only by implication. Thus, the connections between the 
images themselves as well as between the images and the Argonautica are dynamic, 
indirect and polyvalent.49  
 The cloak contains the following seven images: 
 
1. Cyclopes are forging a thunderbolt for Zeus (730-4) 
2. Amphion and Zethus are laying the foundations for the walls of Thebes (735-41)  
3. Aphrodite is holding up Ares’ shield (742-6) 
4. The Teleboae/Taphians and the sons of Electryon are fighting (747-51) 
5. Pelops and Hippodameia are in a chariot-race against Myrtilus and Oenomaus (752-
8) 
6. Apollo is shooting at Tityus, who is pulling Leto by her veil (759-62) 
7. Phrixus is listening to the ram (763-7) 
 
In what follows, the images will be investigated separately. First, I will discuss the text, 
after which I turn to the image.  

                                                            
47 Fränkel 1968: 101-2: “(…) der Bildschmuck [ist] nicht irgend einer übergreifenden Idee 
unterstellt, sondern er besteht aus einer bunten Folge von Einzelbildern; sie sind sämtlich 
interessant und alle von einander sehr verschieden. Drei haben ein Thema aus der Götterwelt, 
und vier eines aus der bisherigen Geschichte der griechischen Menschheit”. 
48 According to Byre 1976: 105, “the mention of Phrixus and the ram, whose fleece is the object of 
their quest, reminds us both of the past events that led up to the present voyage and of that 
voyage’s future goal, and helps to lead from the ekphrasis back to the narrative”; according to 
Thiel 1993: 47, “Phrixos am Ende der Bilderreihe dient als Sphragis, Symbol für die Reise und 
deren Ziel, das Vlies” (emphasis mine). 
49 I have borrowed these terms from Bal 1982: 144: “[t]he relation between description and novel 
is dynamic, indirect and polyvalent” (emphasis in the original). This point is often made in 
connection with Jason’s cloak, for which see Hunter 1993: 58 (“scenes which are partial 
analogues of elements of the epic, with correspondences which are both oblique and 
polyvalent”) and Klooster 2012: 73 (“[w]hereas some wish to read all the images as corresponding 
strictly to single events in the narrative, or functioning as lessons for Jason, it seems more 
attractive to read them in an associative, at times clearly paradigmatic, at other times more 
obliquely symbolic way: they do not all relate in the exact same way to elements of the narrative 
and often predicate on various themes and events simultaneously”). 



280 
 
1. Cyclopes are forging a thunderbolt for Zeus (730-4) 
The text which represents the first image has a descriptive structure. Only imperfects 
are found; the text proceeds by enumeration. As for other prototypically descriptive 
elements, I note two visual details: παμφαίνων (732) and σιδηρείῃς (734).50 Other details 
are ἀφθίτῳ (“endless”) and μαλεροῖο (“raging”). The text also contains two temporal 
adverbs (ἤδη, 731; ἔτι, 732). I discuss these below. 
 The image depicts an unknown number of Cyclopes, who are just about finishing a 
thunderbolt for Zeus.51 That the thunderbolt is made for Zeus is probably an inference 
by the narrator. Zeus need not be depicted, for the Cyclopes only forge thunderbolts for 
him.52 The image does not refer to a specific myth, but depicts the Cyclopes in one of 
their characteristic activities. This also seems to be implied by ἐπ’ ἀφθίτῳ ἥμενοι ἔργῳ, 
“busy with their endless work” (730).53 
 The pluperfect ἐτέτυκτο in line 732 merits some attention. Usually in ekphraseis, 
pluperfects refer to the opus ipsum, that is, they direct attention to the physical medium 

                                                            
50 Dubel 2010: 15 notes that references to colours are scarce: “seules les trois premières scènes 
comportent une indication de couleur, laquelle concerne trois objets, trois détails 
emblématiques de l’activité figurée (…)”; the other two references concern metals, too: 
Amphion’s golden lyre (χρυσέῃ φόρμιγγι, 740) and Ares’ bronze shield (χαλκείῃ…ἐν ἀσπίδι, 746). 
Dubel interprets these references metapoetically. 
51 Shapiro 1980: 276, note 43 writes that “[i]n the first scene, the number of Cyclopes represented 
is not specified, but I think three is a likely guess. There must be more than one, since the plural 
is used, and should be more than two, since the dual is not. Any more than three would become 
unnecessarily crowded”. Although this is mere conjecture, Otto 2009: 193 agrees. 
52 See Hes. Th. 139-46. Fränkel 1968: 102 states that Zeus himself is not depicted out of respect for 
his person, but by the symbol of his glory only. 
53 Perhaps ἀφθίτῳ is a meta-narrative remark of the narrator (see for other examples note 266 in 
3.3.3.3). Vian and Delage 1974: 84 translate ἐπ’ ἀφθίτῳ ἥμενοι ἔργῳ with “se livrant à leur tâche 
éternelle”, “devoting themselves to their eternal task”. The scholia gloss ἐπ’ ἀφθίτῳ as ἐπὶ θείῳ καὶ 
θαυμαστῷ καὶ ἀθανάτῳ ἔργῳ (Wendel 1935: 61), “at their divine and wonderful and perpetual 
work”. According to Fränkel 1968: 103, Cyclopes that are working while sitting (ἥμενοι) are 
grotesque. He consequently reads ἡμμένοι, perfect participle of ἅπτομαι; he also notes that 
ἐφάπτομαι + dative, “sich befassen mit”, “busy oneself with”, only occurs in Pindar. Vian and 
Delage 1974: 257 note (ad this line) that ἥμαι becomes a synonym of εἰμί, but the two parallels 
they cite offer no support for this observation. Campbell 1971: 417-8, note 1 suggests that the 
sitting must be understood in deliberate opposition to Call. Cer. 49, where the fact that the 
Cyclopes are standing is stressed (so too Giangrande 1973: 11). 
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or surface representation of the object. For example, the pluperfect τέτυκτο in 727 
indicates that the centre of the cloak – the opus ipsum – itself is red. Very often, such 
pluperfects are found in the introductory lines of an image;54 ἐτέτυκτο stands out, 
because it is not found in an introductory line.55 In line 732, ἐτέτυκτο refers both to the 
opus ipsum as well as the res ipsae: not only does it refer to the way Athena has made 
the cloak, but also to the way the Cyclopes have made the thunderbolt (note ἐλάασκον, 
733).56 
 The first basic element of narrative, event sequencing, is absent: the image depicts 
a single moment in time only. It does, however, suggest both the previous stage and the 
next stage of the action. This is made explicit by the narrator in the text by two 
temporal adverbs. With ἤδη (“already”) the narrator suggests that the Cyclopes have 
been working on this single thunderbolt up until the “now” depicted on the cloak. Ἔτι 
(“still”), on the other hand, looks forward to the completion of the thunderbolt.57 By 
stating that only one ray is missing (μιῆς…μοῦνον / ἀκτῖνος), the narrator indicates that 
its completion is not far off. Lines 733-4 (τὴν οἵ γε σιδηρείῃς ἐλάασκον / σφύρῃσιν, 
μαλεροῖο πυρὸς ζείουσαν ἀυτμήν) indicate that the Cyclopes are working very hard to 
beat out this last ray.58 The verb ἐλάασκον may function as an imperfect.59 Alternatively, 

                                                            
54 For pluperfects found in introductory lines, see ἐπέπαστο (729), ἤσκητο (742), πεπονήατο (752), 
ἐτέτυκτο (759); similar pluperfects in Il. 18.574, Hes. Sc. 208, Mosch. Eur. 44, 56; see also the 
perfects in Theoc. Id. 1.32, 39. 
55 Just as the pluperfect κεχάλαστο in 744, for which see below. 
56 Cf. also Dubel 2010: 15, who notes regarding the pluperfect ἐτέτυκτο: “il s’applique, dans le reste 
de l’ecphrasis au travail de l’étoffe (v. 727 et 759), mais le verbe ἐλάασκον, caractéristique du 
travail du métal, le fait ici basculer dans l’espace du référent; de même le terme ἔργον, qui 
désignait le manteau de Jason en ouverture de la description, s’applique ici à l’activité des 
Cyclopes, sinon à leur ouvrage même”. 
57 For ἔτι in reference to a past state of affairs, see Hes. Sc. 241; ἤδη is also found in Hes. Sc. 172. 
The use of adverbs such as ἤδη, ἔτι, οὔπω will become frequent in Philostratus’ Imagines (see 
Palm 1965-6: 168 and Guez 2012: 47). 
58 I interpret ζείουσαν as a participle going with τήν (732) and ἀυτμήν as its direct object. 
Alternatively, one can connect ζείουσαν with ἀυτμήν, which makes the ἀκτίς itself a glowing blast 
(so Mooney 1912: 115; Vian and Delage 1974: 84; Pavlock 1990: 34, note 39). 
59 See Bühler 1960: 135: “[i]n nachhomerischer Zeit tritt die iterative Bedeutung der -σκ-
Erweiterung ganz zurück. Meist soll diese die Tätigkeit als intensiv oder durativ kennzeichnen. 
Nicht selten läßt sich überhaupt kein Unterschied zwischen der erweiterten und der 
Normalform erkennen”. 
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ἐλάασκον has iterative meaning, in which case the repeated hammering of the Cyclopes 
is emphasized. This means that the image suggests a sequence of identical events.60 
 The element of world disruption is not present in the image. The thunderbolt will, 
of course, be used by Zeus in battles against his opponents, but image depicts the 
forging of the thunderbolt, not its use. As for ‘what-it’s-like’, the present participle 
πονεύμενοι (“working hard”) may refer to how the Cyclopes experience their work. 
However, the two most important narrative elements, event sequencing and world 
disruption, are absent from the image; as a consequence, it is low in narrativity. The 
image only suggests a sequence of events. 
 Scholars agree that the first image on the cloak is connected to Orpheus’ 
cosmogonical song in 1.496-511. In fact, the image is regarded as a continuation of that 
song, since it depicts “(…) the next stage in world history after the point at which the 
cosmogonical song of Orpheus concluded (1.511)”.61 I quote the last five lines (507-11): 
 

οἱ δὲ τέως μακάρεσσι θεοῖς Τιτῆσιν ἄνασσον, 
ὄφρα Ζεὺς ἔτι κοῦρος, ἔτι φρεσὶ νήπια εἰδώς,  
Δικταῖον ναίεσκεν ὑπὸ σπέος, οἱ δέ μιν οὔ πω  

510  γηγενέες Κύκλωπες ἐκαρτύναντο κεραυνῷ,  
βροντῇ τε στεροπῇ τε· τὰ γὰρ Διὶ κῦδος ὀπάζει. 

 
These two [Cronus and Rhea] in the meantime ruled over the blessed Titan gods, while Zeus, 
still a child, still thinking childish thoughts, dwelt in the Dictaean cave, and the earthborn 
Cyclopes had not yet armed him with the thunderbolt, thunder, and lighting, for these give Zeus 
his glory. 
 
The connection with the song of Orpheus slightly changes the interpretation of the 
image. First of all, the event depicted in the image is now seen to belong to a larger 
sequence of events, a sequence that starts with Zeus as a child (Ζεὺς ἔτι κοῦρος, 508). 
Second, the narratee may start to wonder (οὔ πω / γηγενέες Κύκλωπες ἐκαρτύναντο 
κεραυνῷ, 509-10) whether the image depicts the forging of Zeus’ first thunderbolt. This 
would change the depicted event from a habitual action into a specific one. This action 
                                                            
60 According to Byre 1976: 99, “[t]he stasis of the represented scenes is maintained throughout, 
the nearest approximation to a violation of it being the iterative ἐλάασκον (733)”. Here, I would 
argue that a distinction between text and image is helpful: the image is necessarily static, but it 
may suggest repeated action. This suggestion is expressed in the text by ἐλάασκον. 
61 Hunter 1993: 53-4. 
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is, furthermore, significant, because the thunderbolt gives Zeus his glory (τὰ γὰρ Διὶ 
κῦδος ὀπάζει, 511). Along this line of interpretation, the narrativity of the image is 
augmented: it no longer depicts an habitual, normal action, but a significant one with 
important consequences. 
 It is surely no coincidence that the narrator has the ekphrasis begin where the song 
of Orpheus ends. If Orpheus’ song exemplifies poetry, and Jason’s cloak visual art, then 
the conclusion could be drawn that the narrator of the Argonautica views the 
relationship between poetry and visual art as complementary: both media tell stories, 
though by their own means.62 The effect of poetry and visual art is comparable, too. 
After Orpheus has finished his song, the Argonauts are enchanted: τοὶ δ’ ἄμοτον λήξαντος 
ἔτι προύχοντο κάρηνα, / πάντες ὁμῶς ὀρθοῖσιν ἐπ’ οὔασιν ἠρεμέοντες / κηληθμῷ· τοῖόν σφιν 
ἐνέλλιπε θελκτὺν ἀοιδῆς (1.513-5), “and they, although he had ceased, still leaned their 
heads forwards longingly, one and all, with intent ears, immobile with enchantment; 
such was the spell of song that he left within them”. We may compare lines 765-8, 
where the viewer of the last image likewise becomes enchanted.63 
 Scholars are agreed that the song of Orpheus alludes to the Homeric shield of 
Achilles. In later antiquity, a cosmic interpretation of Achilles’ shield was common.64 In 
the words of Nelis, “Apollonius was obviously aware of the allegorical reading of the 
Homeric shield in Empedoclean terms when he began his Empedoclean song of 
Orpheus with verbal allusion to the shield in Iliad 18”.65 Furthermore, the song of 
Orpheus is modelled on the songs of Demodocus in Odyssey 8.66 Thus, the first image on 
                                                            
62 Conversely, DeForest 1994: 93 draws attention to the differences between the arts. After having 
noted the similarity between διέκριθεν (1.498, in the song of Orpheus) and διακριδόν (1.729), she 
comments: “[t]he verbal echo also catches the essential difference between narrative and 
pictorial art. Narrative describes events moving through time; pictures show an event frozen in 
time. The song describes elements in the process of separating, the pictures illustrate the 
product of separation”. 
63 Cf. DeForest 1994: 143. 
64 Hunter 1993: 54. The scholiast on A.R. offers a cosmic interpretation of Jason’s cloak, too 
(Wendel 1935: 67; translation in Collins 1967: 79-80). See Hardie 1985: 15-7 for Hellenistic 
interpretations of the “cosmic” shield of Achilles. 
65 Nelis 2001: 351 (with further references). For the correspondences between song and shield, see 
Nelis 1992: 158. 
66 Hunter 1993: 149-50; the correspondences are listed by Nelis 1992: 157-9 and, in brief, by Feeney 
1991: 67, note 32: “(…) Orpheus’ song begins with νεῖκος, as does Demodocus’ first song in the 
Odyssey (8.75); and its theme is cosmogony, which was thought to be the (allegorically 
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the cloak continues a story told in a song. This song, in turn, is inspired both by visual 
art (the shield of Achilles) as well as by song itself (the songs of Demodocus). The 
relation between poetry and visual art, then, is indeed complementary.67 
 
2. Amphion and Zethus are laying the foundations for the walls of Thebes (735-41)  
The text has a descriptive structure. Only imperfects are found. The text proceeds by 
enumeration, but in line 737 progression is spatial (πέλας); spatial markers are also 
found in lines 738 (ἐπωμαδόν), 740 (ἐπί), and 741 (μετά). As in the previous image, two 
temporal adverbs are found, too: ἔτι (736) and νέον (737). As for other prototypical 
features of description, I note the following visual details: the mountain is high 
(ἠλιβάτοιο, 739), Amphion’s lyre is made of gold (χρυσέῃ, 740), and the rock is twice as 
big as the mountain (δὶς τόσση, 741); Thebes is said to be ἀπύργωτος (736). 
 The image depicts Amphion and Zethus, who are laying the foundation-stones 
(δομαίους, sc. λίθους) for the walls of Thebes. The story is known from a number of 
sources. In Od. 11.260-5, the narrator relates that Odysseus saw Antiope, daughter of 
Asopus, who bore Amphion and Zethus; they first founded Thebes and fenced it with 
towers.68 According to Hesiod (fr. 182 M-W), the brothers built the walls of Thebes with 
a lyre.69 In the image, however, only Amphion uses the lyre. 
 The image does not contain a sequence of events. It does, however, suggest a future 
state of affairs. Thebes is said to be ἀπύργωτος δ’ ἔτι, “still without towers” (736). The 
temporal adverb ἔτι modifies the adjective ἀπύργωτος. The adjective ἀπύργωτος, on 
account of its alpha privans, would on its own also refer to a future state of affairs, since 
                                                                                                                                                       
expressed) theme of Demodocus’ second song, with Ares representing νεῖκος in the universe, and 
Aphrodite φιλία (Od. 8.266-366)”. 
67 It should be further noted that the first image on Jason’s cloak also recalls the maker of the 
shield of Achilles, Hephaestus (see e.g. Clauss 1993: 120-1, 123; Dubel 2010: 15). The image alludes 
to the lines preceding the shield ekphrasis, when Hephaestus is visited by Thetis while working 
on twenty tripods (Il. 18.372-9). There, too, the objects that are being made are not yet finished: 
the tripods still miss their handles (οἳ δ’ ἤτοι τόσσον μὲν ἔχον τέλος, οὔατα δ’ οὔ πω / δαιδάλεα 
προσέκειτο, “and they were so far finished, but the cunningly fashioned handles were not yet on 
them” (378-9). 
68 In both passages, Antiope is called the daughter of Asopus (Ἀντιόπην … Ἀσωποῖο θύγατρα, Od. 
11.260; Ἀντιόπης Ἀσωπίδος, A.R. 1.735); the Homeric hapax ἀπύργωτόν (Od. 11.264) is repeated in 
A.R. 1.736. 
69 For other ancient sources that tell this myth, see the references by Stoll in Roscher 1884-90: 
313-14 and Heubeck 1990: 93 (ad Od. 11.260-5). 
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Thebes was famous for its towers. By using ἔτι, however, the narrator underscores the 
fact that Amphion and Zethus are now building Thebes. The narrator indicates by 
another temporal adverb, νέον (“just now”, 737), that the brothers have just started to 
build Thebes.70 Thus, although the narrator refers to a future state of affairs – the 
completion of Thebes – its completion lies in the distant future, as its construction has 
only just begun. In the case of the previous image, the completion of the thunderbolt 
lies in the near future: the Cyclopes are working on the last missing ray (732-4).  
 The image does not contain world disruption. Both brothers are working eagerly 
(ἱέμενοι, 738).71 Zethus is shouldering a high mountain, and looks like a man toiling hard 
(μογέοντι ἐοικώς, 739).72 Amphion, following after him, is playing on his lyre; he is 
moving a rock twice as big (740-1).73 The twins are working in harmony, and the text 
offers no direct indications that this harmony will be disturbed. Yet in the fact that both 
are eager, that Zethus is working very hard, and Amphion is moving a boulder twice as 
big by simply playing on his lyre, the narratee could discern a certain rivalry between 
the two brothers.74 This interpretation is facilitated by the fact that both brothers were 

                                                            
70 For νέον used adverbially see LSJ s.v. νέος III; Vian and Delage 1974: 84 translate “ils venaient 
seulement d’en jeter les fondations” (emphasis mine). 
71 As all ekphrastic narrators, the Apollonian narrator also describes mental states: ἐθέλοντες 
(749) and ἐπεσσύμενος (758). 
72 In most ekphraseis, phrases with ἐοικώς and the like compare art with reality (see e.g. Hes. Sc. 
198, 206; differently Theoc. Id. 1.41). In the Apollonian ekphrasis, according to Shapiro 1980: 280, 
the phrase “is reserved for those figures who transcend not simply the limits of art, but of natural 
life, viz. a man lifting a mountain and, later on, a talking ram [764]. Such scenes of wonder 
(θαῦμα) complement the wonderful workmanship of the garment, its colors and luminosity, to 
reinforce the impression of its unique splendor”. 
73 The participle λιγαίνων (740) refers to sound, which cannot, strictly speaking, be depicted. Yet 
because the narrator first mentions Amphion’s golden lyre (χρυσέῃ φόρμιγγι), this detail is easily 
accepted as an inference; similarly Il. 18.495 and 570-1. 
74 Frazer 1921: 339, note 2 writes that Apollonius “seems to have intended to suggest the 
feebleness of brute strength by comparison with the power of genius”; Lawall 1966: 155 notes that 
“[t]he lesson is obvious: magical charm accomplishes more than muscle”. Merriam 1993: 75, on 
the other hand, emphasizes the necessity of cooperation between the two brothers: “[w]hile it is 
true that Amphion, with his lyre and singing, is moving twice as many stones as Zethos is by 
main force, Zethos is moving stones and is contributing to the building of Thebes. Both forces 
[charm and strength] are essential to the establishment of the city” (emphasis in the original). 
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regarded as embodying opposite values (e.g. the practical life and the contemplative or 
artistic life).75 The narrator, however, remains silent on this issue.  

As for the element of ‘what-it’s-like’, this is expressed by the phrase μογέοντι ἐοικώς 
(739). In conclusion, the narrativity of the image is low: event sequencing and world 
disruption are absent. The image does suggest a future state of affairs; in addition, the 
image may allude to rivalry or antagonism between Amphion and Zethus. 
 
3. Aphrodite is holding up Ares’ shield (742-6) 
The text has a prototypically descriptive structure. Two perfects occur (ἤσκητο, 742; 
κεχάλαστο, 744), and one imperfect (φαίνετο, 746); all verbs are middle(-passive). 
Textual progression is enumerative. The text is rich in spatial markers: ἐκ (743), ἐπί 
(744), νέρθε παρέκ (745), ἐν (746); note also ἀντίον (745). As for other prototypical 
descriptive elements, the following visual details occur: βαθυπλόκαμος (742) and χαλκείῃ 
(746). Other details are θοόν (743), σκαιόν (744), and ἀτρεκές (745). 
 In contrast to the two previous images, which depicted figures at work, the third 
image depicts a figure in complete stasis.76 Aphrodite is holding up Ares’ shield, half-
naked; in this shield, her reflection can be seen. The image lacks all three basic 
elements of narrative. The image does, however, suggest a sequence of events. In line 
744, the narrator uses the pluperfect κεχάλαστο. Just as ἐτέτυκτο in line 732, this 
pluperfect refers to the res ipsae. By using a pluperfect, the narrator can also refer to the 
action of which the state expressed by the pluperfect is the result.77 Thus, in the case of 
κεχάλαστο, even though the narrator refers to a state (the juncture of Aphrodite’s dress 
has slipped down), the previous action (the slipping down) is simultaneously also 
referred to.78 This effect is strengthened by the word order, which iconically mirrors this 

                                                            
75 E.g. Frazer 1921: 338, note 1; see also Klooster 2012: 73-4. Vian and Delage 1974: 258 note that 
Euripides made use of the opposition between the strong Zethus and the musician Amphion in 
his Antiope; on this point, see further Gibert 2009: 23. 
76 Cf. Palm 1965-6: 140: “[h]ier, wie im Motiv 7 [763-7], ist eine ruhende Gestalt beschrieben, 
anschaulich, aber ohne die vielen Details, die wir bei Hesiod fanden. Nur einige wesentliche 
Züge sind angegeben, diese aber sind detailliert angegeben”. 
77 See Rijksbaron [1984] 2002: 38: “the pluperfect locates the state resulting from the completion 
of the preceding state of affairs in the past” (emphasis in the original). 
78 This was already recognised by Friedländer 1912: 12: “[u]nd das Zufallsmotiv eines von der 
Schulter der Aphrodite herabgeglittenen Gewandes dient dem gleichen Zweck, einen Schein der 
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act of slipping down: from Aphrodite’s shoulder (ἐκ δέ οἱ ὤμου, 743), onto her left 
forearm (πῆχυν ἔπι σκαιὸν, 744), and then beneath her breast (νέρθε παρὲκ μαζοῖο, 745).79 
 In line 743, the narrator states that Aphrodite is holding up Ares’ agile shield (θοὸν 
σάκος), which she seems to be using as a mirror.80 It is not explicitly stated whether 
Aphrodite is actually looking at her own reflection; it also remains unclear what 
precisely is reflected (her breasts?).81 At any rate, by making Aphrodite’s reflection 
(δείκηλον) the subject of the verb φαίνετο (746), the narrator draws attention to what is 
depicted on the cloak, rather than to what Aphrodite is doing; the verb refers both to 
the opus ipsum and the res ipsae. By using the middle infinitive ἰδέσθαι to suggest an 
emotional overtone of wonder,82 the narrator draws attention to the exquisite quality of 
the cloak, which contains the representation of a reflected image.83 

                                                                                                                                                       
Bewegung hervorzurufen, ohne doch durch das Hereinziehen wirklicher Bewegung den 
Eindruck zu fälschen”. 
79 Cf. Pavlock 1990: 38, who writes that “[t]he seductive appeal of this panel is reinforced by the 
arrangement of its elements so as to direct the reader’s gaze in a linear movement”. 
80 Dubel 2010: 16 draws attention to the metapoetic play in these lines: “[d]e la même façon que 
le bouclier d’Achille est devenu l’étoffe d’un manteau, le bronze d’Arès n’est qu’un effet du 
travail de broderie ou de tissage. La pièce d’armement est détournée en objet de toilette; son 
épisème, en place d’un terrifiant gorgonéion, présente le visage de la déesse de la beauté: le 
motif héroïque a été systématiquement détourné en motif érotique, et ce ‘bouclier de bronze’ 
n’est plus ni bouclier ni bronze. L’objet qui servait de support à l’ecphrasis archaïque est ici 
devenu l’ornement d’un nouveau support, un manteau, où il continue d’ailleurs à générer des 
images, en l’occurrence le reflet d’Aphrodite – un joli symbole du travail de réécriture opéré par 
Apollonios”; see on this point also Schmale 2004: 119-20. 
81 Zanker 2004: 56: “[w]e are left to assume that the picture of Aphrodite’s décolletage is what 
appeared on the depiction of the shield. Interestingly, we are not told that Aphrodite is actually 
looking at the reflection of herself”. 
82 For this use of the middle verb ὁράομαι, see Allan 2006: 112-3. The infinitive ἰδέσθαι also occurs 
in the phrase θαῦμα ἰδέσθαι, sometimes found in ekphraseis (see e.g. Sc. 140, 224, but 318 θαῦμα 
ἰδεῖν). Here, φαίνετ’ has the same (metrical) position as θαῦμα; in addition, the phrase has the 
same position in the hexameter as θαῦμα ἰδέσθαι, i.e. at line-end. The Apollonian narrator, then, 
does not state that the image was a wonder to behold; rather, he expresses this wonder through 
what can be seen on the cloak. 
83 Feeney 1991: 70 (building on Zanker 1987: 69) notes that that the lines are reminiscent of 
statuary, and that the image is “a representation in words of a representation in cloth of a 
representation in marble of a goddess – and her reflection”. 
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 The narratee may wonder in what situation Aphrodite finds herself. Zanker notes 
that the image contains an everyday element, in that it shows Aphrodite at toilet.84 Yet 
the fact that the shield belongs to Ares is important. The mention of Ares is an 
inference, just as the mention of Zeus in 731. Ares does not seem to be depicted, since 
he is not described by the narrator. Ares’ name is a sign for the narratee how to 
interpret the image: Aphrodite and Ares were lovers. For example, Collins writes that 
the image “is an amusing picture of the goddess as a tousled courtesan, on the morning 
after a night with Ares, who, because of the presence of his shield, must still be in bed, 
sleeping late”.85 It could also be the case that the robe has slipped down because 
Aphrodite was undressing, and that she is now admiring herself in the mirror before 
she will share Ares’ bed. The mention of Ares, then, makes clear that the image does not 
merely depict Aphrodite at her toilet, but that it depicts Aphrodite as an unfaithful 
wife.86 
 Berkowitz has drawn attention to the fact that it may strike the narratee as strange 
that Athena, a virgin goddess who characterizes herself as unfamiliar with erotic affairs 
(A.R. 3.32-3), has fashioned an erotic image on Jason’s cloak.87 He notes that there are 
ancient statues and coins which show an armed Aphrodite; and that Aphrodite could 
be called ὡπλισμένη even when holding a shield only. He suggests that the primary 
narrator may have read eroticism into the image of Aphrodite on the cloak, eroticism 
for which Athena is not responsible, who only wanted to depict an armed Aphrodite.88 
In that case, the narrator “wrongly” infers that the shield belongs to Ares. We may 
compare the goatherd in Theocritus’ first Idyll, who is also said to misinterpret the 

                                                            
84 Zanker 1987: 69. 
85 Collins 1967: 73, who is followed by Pavlock 1990: 36 (“[t]he shield is presumably in her 
possession because she has just made love to her paramour”). Otto 2009: 191 is less specific on 
the represented moment of time: “[b]ei dieser Szene handelt es sich offensichtlich um einen 
Ausschnitt aus der Affaire zwischen Aphrodite und Ares, von der in der Odyssee Demodokos am 
Hofe der Phaiaken berichtet (Od. 8.266-366)”. 
86 As in Od. 8.266-369, Hephaestus is Aphrodite’s husband in the Argonautica, too (see e.g. 3.37-
40).  
87 Berkowitz 2004: 124. 
88 Berkowitz 2004: 125: “[i]t would surely be appropriate for a warrior goddess such as Athena to 
present an armed Aphrodite on Jason’s cloak. Athena, then, would not be responsible for the 
eroticism that people see in the image of Aphrodite. This eroticism should instead be attributed 
to the moral narrator who describes the image”. 
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images.89 However, as in the case of the goatherd, there seems to be no good reason to 
distrust the Apollonian narrator.90  
 
4. The Teleboae/Taphians and the sons of Electryon are fighting (747-51) 
The text has a prototypically descriptive structure. Only imperfects occur; textual 
progression is enumerative; one spatial marker is found (ἀμφί, 747).91 As for other 
prototypical descriptive elements, I note the following visual details, which relate to the 
appearance of the meadow: λάσιος (747) and ἑρσήεις (751). The other details relate to the 
number of people involved: πολέες δ’ ὀλίγους (751). 
 The image depicts a fight in progress between an unspecified number of figures 
(but see below). It is a general mêlée: no individuals are singled out. A fight for cattle is 
also depicted in the city at war on the shield of Achilles (18.525-9).92 In the Homeric 
ekphrasis, the figures are anonymous; here, the figures are identified by the narrator: 
the attackers are the Teleboae (748), which are also called Taphians (ληισταὶ Τάφιοι, 
750); the owners and defenders of the cattle are the sons of Electryon (748). The myth, 
of which there are a number of different versions, is found in various sources.93 In the 
Catalogue of Women, Electryon has nine sons (and a single daughter, Alcmene) who are 

                                                            
89 See section 5.3.3, 1. 
90 As for A.R. 3.32-3, cf. Pavlock 1990: 31: “[a]lthough depicting erotic material in this tapestry, the 
goddess later ironically admits to no understanding whatsoever of love affairs and is totally 
incapacitated when Hera asks for advice about helping Jason through Medea” (emphasis mine). 
Another explanation in Merriam 1993: 77, note 16: “[t]he picture on the cloak of Aphrodite 
admiring herself was originally fashioned by Athene [sic], whose gift the cloak was. And yet 
Athene claims to be ill acquainted with Aphrodite and her works (3.32-5), and seems to hold the 
Cyprian goddess in mild contempt. We should also recall Athene’s mockery of Aphrodite when 
the latter is wounded by Diomedes in Iliad 5 (421-25). That Apollonius has Athene portray 
Aphrodite in such mock-martial circumstances may be taken as an amused comment on the 
relations between the two daughters of Zeus” (emphasis mine). 
91 ἀμφί (747) may mean either “around the cattle” or “about, for the sake of the cattle” (see LSJ s.v.  
ἀμφί B I and IV); cf. Il. 18.528. 
92 The introductory line of this image (ἐν δὲ βοῶν ἔσκεν λάσιος νομός) also sounds Homeric, in that 
it introduces a location, rather than figures (730, 735, 742, 759, 763) or objects (752). 
93 For the ancient sources, see Bulloch 2006: 62, note 26. He notes that “[t]he whole sequence of 
events is recounted (though not with all details) as early as Hesiod’s Catalogue of Women”. 
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all killed by the Taphians;94 according to the scholiast ad 747-51a, Electryon also dies.95 
The reason for the fight is given by the scholiast ad 1.747-51b: the Teleboae had come to 
claim the cattle as part of their inheritance, but Electryon refused.96 The aftermath of 
the cattle raid is disastrous for Electryon: Amphitryon, who marries his daughter 
Alcmene, kills him when retrieving the cattle, either accidently or out of anger.97 
 The image does not contain a sequence of events. It does refer to the way the fight 
will end, since the sons of Electryon are outnumbered (πολέες δ’ ὀλίγους βιόωντο νομῆας, 
751). The allusion to the cattle raid on the shield of Achilles further supports this 
interpretation: there, too, the herdsmen (though only two in number) are killed 
(18.530). The exact stage of the fight cannot be determined: it is not stated how many 
attackers or defenders have already been killed.  
 World disruption is present: a fight is by definition a disruptive event. As is to be 
expected, the two parties have different motives, which the narrator indicates in line 

                                                            
94 See fragment 193.12-20 (M-W) and West 1985: 111. In Apollod. 2.4.6, one son of Electryon 
survives. 
95 γενομένης δὲ μάχης καὶ ὁ Ἠλεκτρύων καὶ οἱ τούτου παῖδες ἀνῃρέθησαν (Wendel 1935: 63), “after a 
battle had arisen, both Electryon and his sons were killed”. 
96 περὶ δὲ τῆς μάχης Ἡρόδωρος (31 fg 15 J.) ἱστορεῖ, ὅτι Περσέως καὶ Ἀνδρομέδας δ’ [sic] παῖδες 
ἐγένοντο, Ἀλκαῖος, Σθενέλαος, Μήστωρ, Ἠλεκτρύων, καὶ κοινὴν ἔσχον τὴν βασιλείαν. Μήστορος δὲ 
θυγάτηρ Ἱπποθόη, ἧς καὶ Ποσειδῶνος Πτερέλαος· Πτερελάου παῖδες Τηλεβόας καὶ Τάφιος, ἀφ’ οὗ ἡ 
νῆσος. ὡς δέ τινες, Τηλεβόου τοῦ Πτερελάου ἐγένοντο παῖδες οἱ καλούμενοι Τηλεβόαι. ἐλθόντες δὲ 
ἀπῄτουν Ἠλεκτρύωνα τὰ τῆς μάμμης ἑαυτῶν Ἱπποθόης, ἀντιστάντες δὲ αὐτοῖς οἱ Ἠλεκτρυωνίδαι 
ἀνῃρέθησαν ὑπ’ αὐτῶν (Wendel 1935: 63-4), “Herodoros states about the fight, that the sons of 
Perseus and Andromeda were Alcaeus, Sthenelaus, Mestor, Electryon, and that they jointly had 
the kingdom. The daughter of Mestor was Hippothoë; of her and Poseidon Pterelaos [was a son]; 
the children of Pterelaos were Teleboas and Taphios, after whom the island [is named]. As some 
[say], those who are called the Teleboae were children of Teleboas, the son of Pterelaos. After 
they had gone to Electryon, they demanded back from him what belonged to their grandmother 
Hippothoë; and the sons of Electryon, having withstood them, were killed by them”; see also 
Apollod. 2.4.6. 
97 The first version in Apollod. 2.4.6, the latter in Hes. Sc. 11-2 (on which see Russo [1950] 1965: 10-
11). The Shield (14-56) also relates that Amphitryon was not allowed to have sex with his wife 
before he had avenged the death of her brothers; on the night he returns, he has sex with 
Alcmene, who earlier on that night had had sex with Zeus. She gives birth to twins, Iphicles and 
Heracles. The latter is, of course, one of the Argonauts. See further Collins 1967: 74-5 and 
Merriam 1993: 74. 
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749: one party defends the cattle, but the other is bent on stealing it (οἱ μὲν ἀμυνόμενοι, 
ἀτὰρ οἵ γ’ ἐθέλοντες ἀμέρσαι, 749). With ἐθέλοντες, the narrator moves away from what 
can be depicted, but the inference is a likely one. The disruptive nature of the event is 
also clear from the fact that the dewy meadow is wet with human blood (τῶν δ’ αἵματι 
δεύετο λειμών / ἑρσήεις, 750-1).98 Merriam even speaks of “the only truly horrific scene on 
the cloak”.99 As for the element of ‘what-it’s-like’, the narrator does not refer to the 
feelings of the figures. The bloody meadow does indicate that the fighting is brutal. 
 The narratee may wonder how the narrator has been able to identify the figures as 
the Teleboae/Taphians and the sons of Electryon – in other words, what clues the 
image contains so as to make their identification possible.100 In all other images, the 
identification of the figures is easy. A fight between herdsmen and their attackers need 
not refer to a specific myth, as the city at war on the shield of Achilles makes clear. If 
the image would depict nine herdsmen, these could then be identified as the sons of 
Electryon; he has nine sons in the Hesiodic Catalogue of Women. The narrator does not 
specify the number of figures, however: he speaks of few herdsmen (ὀλίγους…νομῆας, 
751). Yet it seems safe to assume that the learned Hellenistic narratee would know that 
Electryon had nine sons. Thus, the words υἱέες Ἠλεκτρύωνος may automatically refer to 
nine figures; this, in turn, would have allowed the narrator to identify the figures in this 
image. 
 
5. Pelops and Hippodameia are in a chariot-race against Myrtilus and Oenomaus (752-8) 
The text has a prototypically descriptive structure. It features one pluperfect and two 
imperfects. The aorist ἤλασεν (755) may seem out of place, but can be accounted for 
within the descriptive discourse mode as an anterior aorist (see further below). Textual 
progression is enumerative. Three spatial markers occur: προπάροιθε (753), 

                                                            
98 I wonder how the adjective ἑρσήεις, “dewy” should be interpreted. Does it characterize the 
meadow as lovely, and hence creates a contrast between the bucolic meadow and the carnage 
taking place in it (cf. Hunter 1993: 54)? Or does ἑρσήεις rather point to a meadow that is wet with 
(because of) blood? For the association of dew and blood, see e.g. Il. 11.52-5 and Boedeker 1984: 
74-9. 
99 Merriam 1993: 73. 
100 Cf. Collins 1967: 74: “Apollonius is practically the only source for this part of the story – 
perhaps its obscurity attracted him to it”; he refers to Peschties 1912: 23 (non vidi). 
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μεταδρομάδην (755), and ἐν (757).101 As for other prototypically descriptive features of the 
text, visual details are scarce. I note δύω (752) and προτενές (756). 
 The image depicts two competing chariots in full speed. The chariot in the lead is 
guided by Pelops; Hippodameia is standing next to him. The other chariot is guided by 
Myrtilus; Oenomaus is falling out, because the axle is breaking. The race depicted is 
part of a larger myth that is well-known, though the story varies. The myth is told by the 
scholiast ad 1.752-58a as follows (I quote the paraphrase by Collins): “Oenomaus had an 
oracle saying that he would be undone by his son-in-law; and so he decided to marry 
his daughter to no one but the man who could defeat him in a race. In this fashion he 
had disposed of thirteen suitors. But Pelops came with horses given him by Poseidon. 
And Hippodameia persuaded Myrtilus (…) to substitute a piece of wax for one of the 
linch-pins in her father’s own chariot (…)”.102 
 The image does not contain a sequence of events: it depicts one moment only.103 It 
does suggest what happened before the depicted moment, and what will happen after. 
Pelops and Hippodameia are in the chariot in the lead (753-4). Myrtilus is just behind 
them: τοῦ δὲ μεταδρομάδην ἐπὶ Μυρτίλος ἤλασεν ἵππους, “Myrtilus had driven the horses 
of the other [chariot] in close pursuit” (755).104 The anterior aorist ἐπὶ…ἤλασεν refers to 
an action that is already completed.105 On the cloak, not the action itself but its result is 
depicted: Myrtilus is just behind Pelops, which means that he has driven his horses just 

                                                            
101 ἐπί (755) goes with the verb ἤλασεν. 
102 Collins 1967: 75-6; scholiast in Wendel 1935: 64-5; the thirteen suitors are mentioned in Pi. Ol. 
1.79. In this same ode, the victory is due to the golden chariot and winged horses that Pelops gets 
from Poseidon (1.87-8; cf. Gerber 1982: 134-6 ad 1.87). For other versions, see Apollod. Epit. 2.4-9 
with Frazer’s extensive notes. 
103 According to Schmale 2004: 118, “[w]enn die Achse bricht, fällt Oinomaos (758: πῖπτεν), der im 
Vers zuvor noch neben Myrtilos stehend beschrieben ist, vom Wagen; hier liegt das einzige Mal 
Unklarheit darüber vor, welcher Moment tatsächlich auf dem Bild dargestellt sein soll”. 
However, σὺν τῷ δ’ Οἰνόμαος does not mean that Oenomaus is standing; it means that Oenomaus 
is depicted next to Myrtilus.  
104 The manuscripts read τὸν δέ. If this reading is retained, ἐπελαύνω governs a double accusative 
(cf. Mooney 1912: 117 ad loc., who notes that “the double acc. with ἐπελαύνειν is an innovation”). 
105 The aorist is understood as anterior by Vian and Delage 1974: 85, note 1 (“[l]’aoriste ἤλασεν 
avec valeur de plus-que-parfait peut être maintenu comme en 3.762 (…)”. According to Platt 
1919: 74, “the context shews ἤλασεν to be an impossible tense”. Comparing ἔλαεν in 3.872, he 
proposes to read the imperfect ἤλαεν (adopted by Fränkel). 
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behind him. By using an anterior aorist, this foregoing action is implied.106 The verb also 
suggests that Myrtilus was first (perhaps far) behind Pelops, and has just now reached 
Pelops. The narrator thus adds tension to the image. 
 Oenomaus is depicted while falling out of the chariot, because the axle is breaking. 
Both breaking and falling are telic verbs, which means they have a natural endpoint.107 
The present participle ἀγνυμένοιο (757) and the imperfect πῖπτεν (758) both refer to 
actions that are not completed, but that are ongoing in the now of the picture. Yet 
because they are telic verbs – the action of which takes, furthermore, only a short time 
to complete – the completion of this action is anticipated. Thus, both ἀγνυμένοιο and 
πῖπτεν imply a moment in the near future, in which the axle will be broken and 
Oenomaus will have fallen.  
 Although the image is necessarily static, the narrator describes the figures in a way 
which suggests that the actions are following upon each other. (1) Pelops is in the lead, 
shaking the reins (753-4), probably to incite his horses to go faster. (2) Close behind 
him, Myrtilus has almost overtaken Pelops (μεταδρομάδην, 755). Oenomaus is 
positioned next to him (σὺν τῷ δ’ Οἰνόμαος), with a forward-pointing spear in his hand 
(προτενὲς δόρυ χειρὶ μεμαρπώς, 756). This line lacks a verb, which may lead the narratee 
to assume that Oenomaus is standing. Furthermore, from the fact that Oenomaus has a 
forward-pointing spear in his hand, the narratee will infer that he is trying to stab 
Pelops. (3) Yet Oenomaus is not standing, but falling out of the chariot in his attempt to 
stab Pelops in the back (757-8). By the order of the description as well as the piecemeal 
disclosure of information, the narrator suggests that these actions follow after each 
other. This procedure strengthens the idea that the image is full of action and 
movement.108 
 World disruption is present. Oenomaus clearly expects to kill Pelops, just as he 
killed the previous thirteen suitors. He is depicted in the very act of trying to kill Pelops, 
an attempt that fails because the axle of the chariot breaks. This must come as a 
surprise for Oenomaus. The mention of Myrtilus may remind the narratee that he 

                                                            
106 As such, ἐπὶ…ἤλασεν is used in a similar way as the pluperfect κεχάλαστο in line 744 above.  
107 For a definition of telicity, see Smith 2003: 293: “[t]elic events have a natural final endpoint 
(draw a circle, walk to school)”. 
108 According to Hunter 1993: 57, note 53, “[t]he narrative of the chariot race and perhaps the 
details in ἱέμενοι and λιγαίνων (738, 740) may be thought to stretch the bounds of 
‘representability’” (emphasis mine). The narrative of the chariot race can be represented, for it is 
very much a visual one. 
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betrayed Oenomaus.109 The element of ‘what-it’s-like’ is not present. The narrativity of 
the image, then, is due to the disruptive nature of the depicted event. Important, too, is 
the presence of action and movement. The image also suggests a sequence of events.110  
 Hippodameia stands out in this dynamic image, because she is the only figure not 
involved in an action. She is merely standing in Pelops’ chariot (ἔσκε παραιβάτις 
Ἱπποδάμεια, 754). The scholiast cannot believe that Hippodameia would actually take 
part in the race. He sees a reference to another future event, Pelops’ victory: οὐχ ὅτι 
αὐτῷ κατὰ τὸν ἀγῶνα συμπαρῆν, ἀλλ’ ὅτι ὁ τεχνίτης ἀμφότερα δεῖξαι θέλων, καὶ τὸν δρόμον 
καὶ τὴν νίκην, τοῦτο πεποίηκεν, “not because she stood by him [sc. Pelops] during the 
contest, but because the craftsman, wanting to show both things, both the race and the 
victory, has made it [sc. the picture] [thus]”.111 Fränkel agrees that Hippodameia’s 
presence is symbolic. He further notes that the image is perhaps synoptic.112 
Hippodameia is, of course, the “prize” of the contest, but even if she were not present 
the narratee would know that Pelops wins the race and marries her. Yet in some 
versions of the myth, Hippodameia does accompany Pelops on his chariot.113 In most 
ancient visual depictions, Hippodameia is found in Pelops’ chariot, too.114 Lastly, the 
other images on the cloak are not synoptic. The interpretation of the scholiast must 
therefore be rejected. 
 
 
 
                                                            
109 Cf. Manakidou 1993: 108-9: “[d]er Name des Wagenlenkers steht bedeutungsvoll zwischen den 
beiden Gegnern und deutet an, daß Myrtilos eine Zwischenrolle (die des Verräters) spielt”. 
110 In the end, Pelops will be victorious. We may compare the chariot race depicted on Heracles’ 
shield (Hes. Sc. 305-11). The pseudo-Hesiodic narrator states that “never for them [the 
charioteers] victory was achieved, but they had a contest undecided” (οὐδέ ποτέ σφιν / νίκη 
ἐπηνύσθη, ἀλλ’ ἄκριτον εἶχον ἄεθλον, 310-11). The Apollonian narrator, on the other hand, refers to 
an image which suggests a victory. 
111 Wendel 1935: 65 (ad 1.752-58b). I want to draw attention to the fact that the scholion speaks of 
ὁ τεχνίτης rather than ὁ ποιητής: the scholiast, too, discusses the image, though he forgets that 
Athena is a woman. 
112 Fränkel 1964: 105: “Apollonios meint es symbolisch (und vielleicht auch dem archaischen 
Bildstil entsprechend), wenn er bereits auf dem Wagen im Rennen Pelops vereint sein läßt mit 
dem Mädchen, das der Fahrer durch seinen Sieg gewann”. For the term synoptic, see 1.4.3. 
113 See e.g. Apollod. Epit. 2.5. 
114 Lacroix 1976: 337; see also Shapiro 1980: 283. 
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6. Apollo is shooting at Tityus, who is pulling Leto by her veil (759-62) 
The text of the sixth image has both a prototypically descriptive and narrative textual 
structure. Lines 759-761a have a descriptive textual organization; only one verb is found, 
the pluperfect ἐτέτυκτο (759), accompanied by two present participles (ὀιστεύων, 759; 
ἐρύοντα, 760), which refer to the ongoing actions in which the figures are involved. One 
temporal adverb occurs, too (οὔ πω, 760). Lines 761b-2 have a prototypically narrative 
structure. The relative clause forms an external analepsis (three anterior aorists: ἔτεκεν, 
761; θρέψεν, ἐλοχεύσατο, 762).115 Thus, these lines are clearly marked as diegetic. They do 
not refer to what is depicted on the cloak, but provide background information 
regarding Tityus’ birth.116 As for other prototypically descriptive elements, the occurring 
details relate to the size of the figures (βούπαις, οὔ πω πολλός, 760; μέγαν, 761). 
 The image depicts three figures: Apollo is shooting at Tityus, who is dragging 
Apollo’s mother by her veil. In Od. 11.576-81 the punishment of Tityus is mentioned, who 
had assaulted Leto. In the Odyssey, it is not told who killed Tityus. In Pi. P. 4.90-2, it is 
Artemis who kills him; according to another version, he is slain by both Artemis and 
Apollo.117 In the image on Jason’s cloak, it is Apollo alone who is killing Tityus.118  
 The image depicts one moment in time. Event sequencing is absent, but the image 
does refer to a future event: the killing of Tityus is foreshadowed by ὀιστεύων (759). 
Apollo is called βούπαις, οὔ πω πολλός, “a big boy, not yet fully grown” (760).119 The 

                                                            
115 The scholia mention two versions of Tityus’ birth, for which see Mooney 1912: 117; see also 
Frazer ad Apollod. 1.4.1. 
116 Scholars are bothered by these lines. For example, Hunter 1993: 57, note 53 states that “[t]he 
genealogy of Tityos is always adduced as the ‘unrepresentable’ exception; the point is not be 
pressed, however, as it can be argued that to represent ‘a person’ is to represent their genealogy 
– Tityos and ‘the child of Elare, the nursling of Earth’ are, in this sense, synonymous”. Apart from 
the fact that this is a dubious line of reasoning, there is no need in the first place to view Tityus’ 
genealogy as an “unrepresentable exception”: the relative clause is by its verbal form marked as 
background information that does not refer to what is depicted on the cloak. 
117 See Braswell 1988: 184 (ad 90 (c)): “sch. 160b reports that according to Pherecydes (= FGrHist 3 
F 56), Tityus was slain by both Artemis and Apollo”. This is also the version in Apollod. 1.4.1. 
118 According to Merriam 1993: 79, “[t]his is the only version of the story of Tityos in which Apollo 
is solely responsible for avenging his mother’s insult” (emphasis in the original). 
119 For the meaning of βούπαις, the commentators refer to the scholia, who explain it as μέγας 
παῖς, οὔπω τέλειος ἀνήρ, “a big boy, not yet a fully grown man” (Wendel 1935: 65). According to 
Collins 1967: 76-7, note 48 and Byre 1976: 114 βούπαις, also used in Ar. V. 1206, may carry a comic 
overtone. 
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combination οὔ πω (a negative and a temporal adverb) modifies the adjective πολλός.120 
The phrase οὔ πω πολλός suggests that Apollo will be fully grown one day, and as such 
looks forward to a future state of affairs. This future state of affairs is, however, not 
directly related to the ongoing action (as is ἔτι in 736 above). Οὔ πω rather emphasizes 
the (young) age of Apollo – he is not grown up yet – as depicted in the image. 

World disruption is present: Tityus, a giant, is attempting to rape Apollo’s mother 
Leto (ἑὴν…/ Μητέρα, 760-1; she is not named by the narrator). This action is 
characterized by the narrator as θαρσαλέως, “audaciously” (760). Evaluative comments 
on the ongoing action in the image occur rarely in the ekphraseis of this study.121 The 
narrator also draws attention to the difference in size between Apollo (οὔ πω πολλός, 
760) and Tityus (μέγαν, 761). This contrast reinforces the wondrous nature of the 
depicted action.122 The element of ‘what-it’s-like’ is absent. 
 
7. Phrixus is listening to the ram (763-7) 
The text of the last image differs in two respects from that of the other images. First, it 
contains both the descriptive discourse mode (763-4) as well as the discursive discourse 
mode (765-7). Second, the descriptive discourse mode is found in two lines only. The 
lines contain only one imperfect (ἔην, 763), accompanied by three participles (εἰσαΐων, 
ἐξενέποντι ἐοικώς, 764). They have a descriptive textual organization. As for the passage 
as a whole (763-7), there are no other prototypical features of description present. 
 The subject matter of the image, Phrixus and the talking ram, takes the narratee 
back to the purpose of the Argo’s voyage, the golden fleece.123 The narrator focuses only 
on the two figures and their actions: he does not mention a location or setting.124 This 
makes it difficult to decide which moment from the myth is depicted. Two moments 
from the Argonautica could be depicted: (1) the ram comforts Phrixus after he has lost 

                                                            
120 According to Hunter 1986: 53, note 22, lines 759-62 allude to an etymology of Ἀπόλλων from 
πολλός. I might add that at the same time οὔ πω πολλός seems to be a gloss on βούπαις. 
121 Cf. ἐτώσια in Theoc. Id. 1.38; there a secondary narrator is speaking.  
122 Cf. the scholiast ad 760-62d (Wendel 1935: 66). 
123 For all references to Phrixus in the Argonautica, see Klooster 2007: 70. 
124 In comparison with the Homeric and pseudo-Hesiodic narrators, the Apollonian narrator pays 
little attention to either the setting or scenery of the images. He touches upon the setting in the 
second image (Thebes) and locates the action in a meadow in the fourth image.  
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his sister Helle (1.256-7); or (2) the ram orders Phrixus to sacrifice him (2.1146-7).125 The 
first version is advocated by the scholia (ad 1.763b and 1.256-9). I quote the paraphrase 
of both scholia by Fränkel: “[d]em verzweifelnden Phrixos (er stand unter dem Schock 
von Helles versinken in den Wellen und glaubte nicht mehr daran daß er selbst lebend 
davonkommen könnte) sprach der Widder Mut zu, und verhieß ihm im Namen des 
Zeus (der dem Tier für diesen Zweck momentan die Gabe der Rede verlieh), er (der 
Widder) würde ihn gesund (διασώσειν, σωτερίαν) nach Kolchis hinbringen”.126 Following 
this version, the ram speaks to Phrixus in the Hellespont, just after he has lost his sister 
Helle.127 As for the second version, Fränkel has argued that in A.R. 2.1146-7 the ram does 
not speak at all.128 Fränkel draws attention to another version (3) that is not found in the 
Argonautica, in which the ram would have spoken to Phrixus and Helle before their 
flight.129 Following the evidence from the Argonautica itself, it is most likely that version 
(1) is depicted on the cloak.130  
 The narrator furnishes little information about what is going on in the image. 
Nevertheless, it would seem that the image lacks all three elements of narrative: event 

                                                            
125 Otto 2009: 192: “(…) wobei allerdings aus den Versen nicht deutlich hervorgeht, welche Szene 
genau gemeint ist, den der Widder spricht den Argonautika zufolge zweimal: Einmal tröstet und 
ermutigt er Phrixos, nachdem Helle ins Meer gestürzt ist (1,256 – 259). Ein weiteres Mal redet er, 
als er Phrixos aufträgt, ihn selbst zu schlachten und sein Fell Zeus zu weihen (2, 1146f.)”.  
126 Fränkel 1968: 59. The scholiast ad 1.256-9: λέγεται γάρ, ὅτι τῆς Ἕλλης καταπεσούσης ἀγωνιῶντι 
τῷ Φρίξῳ κατὰ Διὸς βούλησιν ἐφθέγξατο θαρσύνων αὐτὸν ὁ κριὸς διασώσειν αὐτὸν εἰς τὴν Σκυθίαν 
(Wendel 1935: 30), “for it said that when Helle had fallen the ram spoke according to the will of 
Zeus to an anxious Phrixos, while encouraging him, that he would bring him safely (διασώσειν) 
him to Scythia (= Colchis)”; the scholiast ad 1.763b: ἐφθέγγετο γὰρ ὁ κριὸς πιστούμενος τῷ Φρίξῳ 
τὴν σωτηρίαν κατὰ βούλησιν Διός (Wendel 1935: 67), “because the ram spoke guaranteeing Phrixus 
salvation according to the will of Zeus”. 
127 In 1.256, Apollonius refers to the version in which the ram swam across the Hellespont (see 
Fränkel 1968: 58, and cf. Braswell 1988: 243). This could mean that the figures are depicted in the 
sea. 
128 Fränkel 1968: 294-5; it is Zeus who orders the sacrifice, speaking through Hermes. According to 
Vian and Delage 1974: 283, either the ram, Zeus or Hermes could be meant. 
129 Fränkel 1968: 59, note 85. Collins 1967: 77, referring to Peschties 1912: 29-30, writes that 
“[c]ritics are agreed that the moment depicted is the ram’s arrival at the intended sacrifice of 
Phrixus, plotted by his lying step-mother”. 
130 It should be noted that both in 1.256-7 and 2.1146-7 characters are speaking. The narrator may, 
of course, choose to depict a version on the cloak which the characters do not know. 
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sequencing, world disruption and ‘what-it’s-like’ are absent. It does depict a wondrous 
event, a man listening to a speaking ram. The narrator twice draws attention to the 
miraculous nature of the image: Phrixus is depicted “like someone who was really 
listening to the ram” (ὡς ἐτεόν περ / εἰσαΐων κριοῦ, 763-4);131 the ram “looked as though he 
was speaking” (ὁ δ’ ἄρ’ ἐξενέποντι ἐοικώς, 764).132 I also note the particles περ (which 
strengthens ἐτεόν) and ἄρα (which underlines the miraculous nature of what is said).133  
 In lines 765-7, the narrator addresses the primary narratee (as he did in lines 725-6 
above).134 The narrator draws attention to the lifelikeness of the figures depicted on the 
cloak. The narratee would take the figures for real, on account of which he would want 
to hear something from them – perhaps the narratee would want to know what the 
figures are saying, so as to determine which moment is depicted in the image. At the 
same time, the lines comment on the illusionary nature of the image.135 By placing this 
address at the end of his ekphrasis, the narrator may want to suggest that the other 
images share this quality.136 

                                                            
131 I interpret ὡς as “like, just as” (with εἰσαΐων); cf. the translation of Vian and Delage 1974: 85 (“il 
semblait écouter vraiment le belier”). Others translate “as if” (e.g. Race), but this could imply that 
Phrixus was not listening. The phrase ὡς ἐτεόν περ recurs in Q.S. 5.84, also an ekphrasis. In Q.S. 
5.84, Vian 1963: 21 prints a comma before ὡς (but there, too, a participle follows in the next line) 
and translates with “comme dans la réalité”. 
132 Shapiro 1980: 285 argues that the participle ἐοικώς is reserved for figures who transcend the 
limits of natural art. He also notes that “[a] talking ram is in itself a θαῦμα, but here it is doubly so 
because of another θαῦμα: the woven figures are so lifelike that the viewer would be convinced 
he could actually hear the ram’s words” (see also note 72 above). 
133 For περ, see Bakker 1988. For ἄρα, see Ruijgh 1971: 435: “(…) la valeur fondamentale de ἄρα 
consiste à souligner le caractère intéressant du fait exprimé: ἄρα marque l’intérêt vif du sujet 
parlant à l’égard d’un fait nouveau”. 
134 Such addresses to the narratee later become conventional (see e.g. Belsey 2012: 194-5). 
135 Zanker 1987: 69 writes that the final scene “(…) emphasizes the artistic illusion that the ram is 
actually speaking to Phrixus. Coming last in the description, the scene suggests that the 
preceding ones were executed in a similar vein of trompe l’oeil”; similarly Shapiro 1980: 285. 
Schmale 2004: 118, following Simon 1995: 134-5, writes that “es liegt sogar eine Übersteigerung 
von Realismus vor, denn einen sprechenden Widder gibt es auch in der Realität nicht – Kunst ist 
hier also wirklicher als die Wirklichkeit” (emphasis mine). 
136 Cf. Palm 1965-6: 138. The last image in an ekphrasis often has special importance (so Kakridis 
1971: 123 ≈ Kakridis 1963: 25). 
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 The lines have been interpreted in a number of ways. Byre interprets them 
metapoetically, as a mise en abyme for the reception of the poem as a whole.137 Others 
state that the lines hint at the problems of interpreting the cloak as a whole.138 I, for my 
part, want to draw attention to the fact that the narrator refers to seeing (κείνους … 
εἰσορόων, 765; θηήσαιο, 767) as well as hearing (ἐσακοῦσαι, 766).139 If visual art can suggest 
that figures speak, what about poetry that refers to visual art that suggest that figures 
speak? This, I would argue, is ekphrasis at its best: we would be looking – even for a 
long time – in the expectation to hear something. 
 
6.3 Jason’s Cloak: Its Descriptivity and Narrativity. Conclusion 
The text (721-74) contains three discourse modes: the diegetic mode, the discursive 
mode, and the descriptive mode. The lines that contain the diegetic discourse mode 
refer either to actions of Jason that are part of the fabula, or they contain external 
analepseis. In the lines that refer to the appearance of the cloak (725-68), only the 

                                                            
137 Byre 1991: 226-7: “[i]n fact, the hypothetical situation posited in the address playfully 
thematizes the relationship between the narratee, the narrator and his narrative, and the 
fictional world. Phrixus listening to the ram is depicted on the mantle so realistically that the 
narratee, in his hypothetical situation, finds himself in a position like that of both the ‘real’ 
Phrixus and the depicted Phrixus: contemplating the scene, he would, like the former, hearken 
to the ram; but, like the latter, he would experience the stasis of art, silently waiting in long and 
vain expectation of hearing the ram’s utterance. Moreover, this hypothetical situation of the 
narratee, as he views a scene drawn from the Argonautic saga, seems to mirror the actual 
situation of the narratee in hearing/reading the description of the scene on the mantle, and, 
beyond that, in hearing/reading the Argonautica and becoming caught up in the characters and 
events of its fictional world. (…) the narrator is playfully alluding to the narratee’s enthrallment 
by what he communicates. (…) what the narratee’s attention is drawn to is to a mirror image of 
his own activity. The scene with Phrixos wrought by Athena upon the mantle and the address to 
the narratee, thus, together become a mise en abyme of the reception of the poem (…). 
138 E.g. Klooster 2012: 73: “[i]nviting the participation of the narratees, this final passage hints at 
the problems of interpreting the pictorial program on the cloak as a whole: it would seem to 
evoke the narratees’ amazement, their wish to hear ‘some wise pronouncement’ on its 
(prophetic) meaning”; cf. also Collins 1967: 78. 
139 Clauss 1993: 127 writes that “this last scene corresponds by way of contrast with the first, and 
neatly brings the ecphrasis to a close – whereas in the first the accent was on the visual quality 
of the scene (the brilliance of the thunderbolt), here Apollonius underscores the aural quality 
(the message we hear)”. 
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discursive (725-6; 765-7) and the descriptive discourse modes (727-64; 769) occur.140 The 
lines that contain the discursive discourse mode frame the description of the images; 
the two addresses to the primary narratee make explicit that the ekphrasis is oriented 
towards them. Lines 730-64, which refer to what is depicted in the images, only contain 
the descriptive discourse mode.  
 The text which represents the images (730-64) has a prototypically descriptive 
structure. Some temporal adverbs are found, as well as one aorist, but these do not 
create a sequence of events. The text does not feature many other prototypical features 
of description. In comparison with Homer and pseudo-Hesiod, the text contains 
relatively few visual details; other details are scarce, too. Focus is on the res ipsae 
throughout. When describing the images, the narrator does not draw explicit attention 
to the opus ipsum, by saying, for example, that the figures were made of cloth, or that 
they were dyed in a certain colour. References to the opus ipsum are concentrated in 
lines 727-9, which relate the appearance of the cloak as a whole. 
 The images have various degrees of narrativity. They all depict a single moment in 
time, which means that event sequencing is absent. Because the subject matter of the 
images is mythical, the narrator and the narratee may recognize the depicted moment 
and use their knowledge of the myth to supply events that have happened before or will 
happen after the depicted moment.141 It is not always clear, however, which version of a 
myth is depicted, so that the precise course of events sometimes remains unclear. The 
narrator also uses verbal means to suggest events which precede or come after the 
depicted moment: temporal adverbs (images one and two), a pluperfect (image three) 
or aorist (image five), telic verbs (image five), and the order of the description (images 
three and five). 
 The images have a mythical subject matter, but this does not mean that they 
therefore necessarily have a high degree of narrativity. Images one, two, three and 
seven do not feature world disruption, which means that their narrativity is low. Images 
one and three do not necessarily refer to specific events from a myth; they thus also 

                                                            
140 The diegetic discourse mode is found in a relative clause (761-2), but it should be noted that 
for tense analysis only main clauses are taken into consideration. 
141 Cf. Baumann 2011: 56, note 42: “[b]ei einem Bild, das eine mythische Geschichte erzählt, setzt 
eine Rezeption, die sein erzählerisches Potential aktualisiert, grundsätzlich voraus, daß der 
Rezipient ein (Vor-)Wissen über den Erzählzusammenhang besitzt und dieses bei der 
Betrachtung zur Anwendung bringt”; Baumann refers to Stansbury-O’Donnell 1999: 162-4 and 
Giuliani 2003: 79ff; see also Webb 2012: 19-20.  
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possess a certain amount of descriptivity, in that they depict the figures in a situation in 
which they are frequently found. Images two and seven, on the other hand, do refer to a 
particular moment from a myth.  
 Of the images which feature world disruption (four, five and six), the chariot race 
(five) has the highest degree of narrativity. It is the image to which the narrator devotes 
most attention (seven lines), and it is full of movement and action. It consists of a 
pregnant moment: both what happened immediately before and what will happen 
immediately after the depicted moment is suggested by the image. The other two 
images (four and six, the fight between the Teleboae and the sons of Electryon, and 
Apollo who is shooting at Tityus) do not consist of pregnant moments. Rather, they 
depict ongoing actions, of which the completion lies farther away from the depicted 
moment. As for the element of ‘what-it’s-like’, this is nowhere strongly present.142 
 
6.4 Coda: Visualizing Jason’s Cloak 
I want to start this section by contrasting two opinions regarding the visualization of 
Jason’s cloak. I begin with Wilamowitz: “[e]ine Ekphrasis ist es doch nicht geworden, 
denn von der Verteilung auf dem Gewande und von den Darstellungen selbst kann sich 
niemand eine Vorstellung machen”.143 Almost a century later, we find Otto. Contrasting 
Homer with Apollonius, she writes:  
 

Ganz anders verhält es sich bei Apollonios, der in der Mantelbeschreibung nicht nur die 
Bedürfnisse des Hörers/Lesers hinsichtlich der Visualisierbarkeit des Beschriebenen in weit 
stärkerem Maße berücksichtigt, sondern sich auch eng an die Möglichkeiten, die der 
Bildenden Kunst zur Verfügung stehen, hält: Die Aufteilung der einzelnen Bilder auf die 
Mantelfläche bereitet keine großen Schwierigkeiten, sondern scheint im wesentlichen 
eindeutig, wenn sich auch im Detail freilich noch manche Fragen ergeben mögen.144 

                                                            
142 Cf. the emphasis on ‘what-it’s-like’ in the first and second image on the goatherd’s cup in 
Theoc. Id. 1.32-44. 
143 von Wilamowitz-Moellendorff 1924: 220; he also writes that “[n]iemand kann einem Widder 
auf einem Gewebe oder auch Gemälde ansehen, daß er spricht, 764; daß die Steine nach dem 
Takte von Amphions Kitharodie zum Mauerbau von Theben marschieren, 741, ist vollends nicht 
darstellbar. Und wenn der Lichteffekt in der Schmiede der Kyklopen hervorgehoben wird, und 
Aphrodite sich in einem blanken Schilde spiegelt, so begrüßen wir die Zeugnisse für die 
hellenistische Malerei, aber im Gewebe was es undenkbar” (ibid.: 221, note 1). 
144 Otto 2009: 214-15; she concludes: “Achilles’ Schild ist im ganzen nicht visualisierbar, nicht 
vorstellbar. Dagegen hindert nichts daran, anzunehmen, daß es einen Mantel wie den von 
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Otto’s ideas are shared by a number of scholars.145 We must not, however, overstate the 
case. Although it can indeed be argued that Jason’s cloak is more easily visualizable 
than the shield of Achilles, there remain issues, too, regarding the visualization of 
Jason’s cloak.146  
 The visualization of the cloak resembles the visualization of the goatherd’s cup in 
Theocritus’ first Idyll. In both ekphraseis, the images are described in detail, but their 
arrangement on the object itself is unknown. Pace Otto, we have no clue how the 
images are arranged on the cloak.147 This is a feature that all Hellenistic ekphraseis share 
with their archaic counterparts: the narrator remains silent on the precise lay-out of the 
images on the object. 
 One can argue that the images on Jason’s cloak are more easily visualizable than 
those on the shields of Achilles and Heracles. Otto draws attention to two features: (1) 

                                                                                                                                                       
Apollonios beschriebenen gab oder zumindest gegeben haben könnte. Auch steht die 
Darstellungsart einer Visualisierung nicht im Wege” (ibid.: 216-7). For Otto on the shield of 
Achilles, see section 3.5. 
145 Cf. e.g. Byre 1976: 100 (“[i]n general, the poet describes only what is visible and only what 
belongs to the represented moment. (…) the poet restricts himself not only to the visible but to 
the readily representable (…)”); Fusillo 1983: 94 (“(…) si associa una spiccatissima attenzione alle 
rappresentabilità e al lato visivo-spaziale, con probabili richiami all’arte del tempo (…)”); Zanker 
1987: 69 (“[c]learly, Apollonius is conscious of the boundaries of plastic art, and his description 
of Jason’s cloak, for all that each scene is drawn from mythology, is realistic in this respect as in 
its pictorial detail”), Manakidou 1993: 140-1 (“[e]in Vergleich mit der überladenen Häufung von 
Darstellungen in den epischen Vorlagen in Ilias und Aspis zeigt den wesentlichen Unterschied 
(…): während sich das alte Epos keine Gedanken über die Glaubwürdigkeit des Dargestellten 
bzw. Beschriebenen macht und alle mögliche Elemente in die Beschreibung einführt, 
beschränkt sich der hellenistische Dichter auf das Darstellbare, nämlich auf eine luxuriöse 
künstlerische Schöpfung, die der Realität entspricht, d.h. die auch in der Wirklichkeit existieren 
könnte”); and Schmale 2004: 117 (“[m]an kann sich also die Anordnung der Bilder auf dem 
Mantel gut vorstellen. (…) Details werden ausgespart, denn die Szenen tragen typischen 
Charakter, man konnte sie auch in der zeitgenössischen bildenden Kunst finden und sie sich 
deshalb leicht vor Augen stellen”). 
146 Cf. Hunter 1993: 57: “[t]hough the case has often been overstated, it is clear that the scenes are 
much more plausible as decorative images than are the elaborate narratives of the Homeric 
shield. The apparent archaic unconcern with verisimilitude has been replaced by an apparent 
Hellenistic ‘realism’”. 
147 See my remarks in 6.2.5 above. 
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the number of figures is reduced from an unknown number to a representable number; 
and (2) the images do not depict movements which cannot be represented.148 It should 
be kept in mind, however, that in image one and four the number of represented figures 
is unknown;149 and that what one regards as ‘representable’ seems to depend on one’s 
own – necessarily subjective – views.150 
 The images on Jason’s cloak – as those on the goatherd’s cup – do not only contain 
less figures, they also contain considerably less detail.151 The Apollonian narrator focuses 
almost solely on the figures and the actions they are engaged in; he uses spatial 
indicators only where necessary. The Homeric narrator, on the other hand, devotes 
more attention to the scenery and to the appearance of the figures. Thus, a curious 
paradox arises: by incorporating less detail, it becomes easier to visualize the image. It 
would seem, then, that it is not the amount of detail that matters. Rather, it is the 
selection of significant details, or even the omission of detail and a sole focus on the 
ongoing action, that makes an image easier to visualize.152 What is not described by the 
narrator can be imagined by the narratee.153 For this purpose, he may use his knowledge 
of (contemporary) visual art.154 As such, the reader of, or listener to, Apollonius’ 
ekphrasis finds himself in the same position as a member of Homer’s audience: much 
goes untold, and much needs to be supplied by the mind’s eye.

                                                            
148 Otto 2009: 215-16. 
149 Otto 2009: 193 acknowledges that the number of figures in image four is many; as for image 
one, she limits the number to a maximum of four (following Shapiro, for which see note 51 
above). 
150 See further my remarks in section 3.5. 
151 This observation also holds for the goatherd’s cup in Theocritus’ first Idyll (see my remarks in 
section 5.4). 
152 Cf. Jajdelska et al. 2010: 444, who note that “some features are likely to be more salient than 
others in any description; simply adding more information will not necessarily increase 
vividness”. The authors investigate which methods are likely to make descriptions of faces more 
vivid. They list, among other things, “describing the face as a whole (…) rather than listing 
individual features” and “describing changes and movements in the face” (ibid.: 447). 
153 Cf. Nünning 2007: 99. 
154 For the relationship between Apollonius and visual art, see e.g. Fowler 1989: 15-7 and Shapiro 
1980. 


