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7
BERENICE VERHELST

Shrunken Epic
The Poetics of Epyllion

Whether or not the ancient Greek and Latin epyllion can be regarded as
a genre has been widely discussed. Indeed, it was never conceptualised in
antiquity, and modern attempts to do so range from suspiciously detailed to
unhelpfully vague. ‘Space’ in relation to this topic leads to reflections on size
and position within or in comparison with epic. By using the metaphor of
‘shrunken epic’,1 I want to argue for a non-definition, stepping away from
attempts to define parameters and instead focusing on two purely relative
criteria: a relative brevity, and a relation of both contrast and similarity with
grand epic. After an introductory section on the history of the term epyllion
and the poems to which it may refer, I will discuss a number of poems,
ranging from the Homeric Hymns to Colluthus’ late antique Abduction of
Helen, with particular attention to aspects of relative size, and particularly
focusing on the small size of some of the characters. A key question hereby is
to what extent size matters. Is there a relation between the size of the
characters, the size of the poems and the (often humoristic) ways Homeric
grand epic features and topics are evoked?

The Invention of ‘epyllion’

The Greek word epullion (the diminutive of epos, ‘word’, ‘song’ and pl. ‘epic
poetry’) is rarely attested in ancient sources.2 It usually does not describe the

1 Cf. Toohey 1992 ‘miniature epic’ and Létoublon 2016 ‘une épopée en réduction’ (reduced
epic).

2 Particularly in Aristophanes (Pax 532, Ranae 942, Ach. 398), always in a pejorative sense
as a ‘versicle’ (e.g. in reference to Euripides’ verse).
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type of poetry that is generally associatedwith ‘epyllion’ today.3As amodern
term, it was introduced in scholarship in Karl David Ilgen’s 1796 edition of
the Homeric Hymns in reference to the Hymn to Hermes and the
Batrachomyomachia, and not much later it was also used by Friedrich
August Wolf in reference to Hesiod’s Shield, published posthumously in
1840.4 Only later on, it became associated more specifically with
Hellenistic Greek and Neoteric Latin poetics.5 The diminutive term became
associated with Callimachus’ claim of abandoning wide roads in favour of
small untrodden paths, a well-known spatial metaphor implying the rejec-
tion of epic-size poetry and of traditional epic heroic topics.6 The Hellenistic
exploration of shorter forms and unheroic topics is therefore perceived as
a counter-movement against grand epic, especially Homer.

The Theocritean Idylls are a good case in point and help to put the term
epyllion into perspective. Idyll or eidyllion is a diminutive as well, of unclear
origin and of later, non-Theocritean coinage. It is used with the general
meaning of small poem by Pliny the Younger, but is associated more specif-
ically with Theocritus’ poems in the Theocritean scholia tradition.7

Together, the Idylls form a varied corpus of poems with various degrees of
narrativity, self-contained-ness, epic/un-epic features and self-conscious
reflection on their position in the literary tradition, between epic, drama
and lyric poetry. Nowadays, scholars traditionally divide the Idylls into
bucolic poems, urban mimes and a series of three narrative poems about
Heracles, which have often been labelled ‘epyllia’ (see more on these below).
The division not only obscures the significant overlaps between these cat-
egories, but indeedmakes one wonder what to make of the relations between
the terms ‘epyllion’ and ‘idyll’, both applied to these poems.8

For the history of ‘epyllion’, an important milestone is Marjorie Crump’s
1931 monograph The Epyllion from Theocritus to Ovid, in which the
Hellenistic/Neoteric epyllion is clearly conceptualised as a genre with
a core canon of genre-specific characteristics. I here quote the definition of
Nicola Dümmler, who summarises the scholarly tradition going back to
Crump and defines the epyllion as:

3 The only exception is Athenaeus (65a), who uses the word in reference to the lost ps.-
Homeric Epicichlides.

4 Ilgen 1796 and Wolf and Ranke 1840. See Tilg 2012 for a detailed survey of the origin of
the term epyllion.

5 E.g. Heumann 1904, Perrotta 1923. 6 Call. Aetia fr. 1
7 Pliny Ep. 4.14. See Fantuzzi 2006 (DNP ‘Eidyllion’).
8 Of course, this division is made with the later bucolic tradition in mind, most prominently
Virgil’s Eclogues, without which we would probably read the Idylls very differently.
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a narrative with chronological narration of events, in a short hexameter form,
with the plot being often structured in a series of separate, picture-like scenes,
as digressions and especially ecphraseis; a rather unusual choice as regards the
parts that are narrated extensively or in condensed form; a narrator who
interferes with erudite, judging or sympathising remarks; a concentration on
few protagonists and on one specific storyline/incident; a strong, active female
character; thematic focus on a rather marginal, often non-heroic myth; if
heroes and gods appear, they are portrayed like mortals; often a tragic love-
story set in the mortal sphere; a special attention on the emotions and on the
psychology of the protagonists, mostly described in longer dialogues and
monologues (frequently in the form of lamentation); a possible aetiological
origin of the myth; and . . . an inclusion of other genre-elements.9

Already in 1940 and again in 1958, Walter Allen objected vehemently
against the use of the word epyllion in this restricted sense – he even proposed
to banish the term from scholarship altogether. The term had, however,
already found its way into handbooks and literary histories and is still
much in use. In recent specialised scholarship, when addressing questions
of genre, it is mostly used only with great caution.10

There are three main objections. First, the centrality of a small number of
‘core’ poems, on which this list of characteristics is mostly based, is con-
sidered problematic. On the Latin side, Catullus’ Poem 64, with its iconic
Ariadne ecphrasis, is the central poem in the scholarly discussion. It is the
only extant Latin poem in which all listed characteristics can actually be
found in combination. Recent studies have pointed at the problem of circular
argument: Catullus’ Poem 64 is only considered prototypical because the
type is largely based on it.11 Moschus’ Europa holds a somewhat similar
position on the Greek side, and indeed has multiple features in commonwith
Catullus’ poem. Even more problematic is the idea of the Hellenistic founda-
tion of the genre, which is often associated with Callimachus’Hecale, but the
surviving fragments are in a poor state and do not allow any firm conclusions
on the poem’s content, structure and storyline. Owing to the overall poor
state of the tradition, there is a clear danger of projecting genre assumptions
onto fragmented and lost works. On the Latin side, only two of the seven
attested ‘Neoteric epyllia’ are extant.12 Other fragmentary texts, like the

9 Dümmler 2012: 417–18.
10 For a critical overview of the scholarly discussion, see Bär 2015. The modern history of

epyllion as a genre in classical scholarship is also the subject of Tilg 2012 and Trimble
2012, both part of the important Brill’s Companion to the Greek and Latin Epyllion
(Baumbach and Bär 2020).

11 See esp. Trimble 2012.
12 See Hömke 2019 for a recent overview of the Latin tradition, with due attention to the

problem of lost poems.
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Greek Epyllium Telephi (a fragmentary papyrus from the third century ad ),
have received the label ‘epyllion’, although nothing is known about the
original size and contents of the work.

Secondly, because of a restrictive use of the term, poems not fitting the
pattern have regularly been excluded from the scholarly discussion. A clear
example is the mock-epic Batrachomyomachia (often considered either too
epic, too different or not sufficiently learned for consideration as aHellenistic
epyllion), which I will discuss in more detail below.13 Furthermore, some
object that many, if not most, of the so-called genre’s characteristics are in
fact logical consequences of the smaller size.14

Thirdly, the idea of epyllion as an exclusively Hellenistic and Neoteric
phenomenon does not hold strong because of precursors, as well as much
later examples. Recent scholarship has paid due attention to the literary
forerunners of the epyllion, such as the longer Homeric Hymns (long for
hymns but short for epics), the Hesiodic Shield and the songs of Phemius and
Demodocus, as summarised in Odyssey 1 and 8, with their modest scope.15

They are not only comparable in size to later epyllia, but also anticipate some
of the more specific features that have been deemed characteristic of the
epyllion genre, such as non-heroic, aetiological myths (e.g.Hom. Hymn 4 to
Hermes), love stories and female protagonists (Aphrodite and Anchises in
Hom. Hymn 5 to Aphrodite, and Aphrodite and Ares in Od. 8.266–366)
and, on a more structural level, a variation between swift summaries, scenic
narration and detailed descriptions (strikingly so in Hom. Hymn 7 to
Dionysus).

The importance of these precedents is highlighted by the engagement with
these poems in the later ‘short epic’ tradition. The late antique ‘epyllia’ of
Triphiodorus (Sack of Troy) and Reposianus (Adultery of Mars and Venus,
in Latin), for instance, treat the exact same topics as Demodocus in Od. 8.
and not coincidentally so. As has convincingly been argued, they seem to
consciously recreate the performance of the Homeric bard, expanding what
was only summarised in the narrative of Homer.16This results, in both cases,
not in a grand epic poem, but in an ‘epyllion’ of a size that could indeed
realistically be performed as entertainment during a Homeric banquet.

13 Finkmann 2019 includes it in her overview article about Greek epyllia.
14 See Allen 1958: 517 and Cameron 1995: 447. The quite fundamental structural

differences between long and short narratives are also apparent from comparative
narratological analysis. See e.g. Nünlist 2004 and de Jong 2021 (Homeric Hymns) and
Harder 2004 and 2021 (Callimachus’ Hymns), contrasting narrative features of hymns
with grand epic modes of narrative.

15 See Bierl 2012, Bing 2012, Baumbach 2012, Petrovic 2012 and Hunter 2012b.
16 For Triphiodorus, see Miguélez Cavero 2008: 327–30 and 2013: 120–30, and for

Reposianus, see Hunter 2012: 92.
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Shorter and longer epic narratives on various topics indeed seem to have
coexisted from the start of the history of the epic genre.17

In recent years, there has also been an increased interest in short epic
poems from late antiquity, both on the Latin and on the Greek side. There
has been a tendency in scholarship to study them as a separate phenomenon,
‘miniature epic’ as different from both grand epic and Hellenistic/Neoteric
epyllion. With their more genuinely epic subjects (often related to the Trojan
War or Argonautic journey) and structure (always startingwith an epicMuse
invocation), it was argued that these later poems do not entirely fit the
Hellenistic pattern.18 The combination of an increased scepticism regarding
epyllion’s generic status, and of the increased scholarly interest in late
antique poetry, has more recently caused a shift towards a more integrated
perspective on shorter epic forms from all periods – whether they are called
epyllia or not. For late antiquity, in Latin, Ausonius’ Cupid Crucified,
Dracontius’ Medea, Abduction of Helen and Orestes Tragoedia, the
anonymous Aegritudo Perdicae, Reposianus’ Adultery of Mars and Venus
and Prudentius’ Psychomachia deserve mentioning. In Greek, Triphiodorus’
Sack of Troy, the anonymous Orphic Argonautica, Musaeus’ Hero and
Leander and Colluthus’ Abduction of Helen are some of the most important
titles.19 The corpus, of course, always depends on the selection criteria.
Considering these objections and the earlier attempts to deconstruct the

notion of epyllion and reduce it to its core as a more inclusive, flexible
concept,20 I would propose to consider the phenomenon strictly in relative
terms, as mentioned above: as poetry that is relatively small and relatively
epic – shrunken epic. This clearly, and importantly, also gives it a secondary
status: a fluid generic category that can only be conceived in relation to the
more stably defined (but evolving) genre of grand epic poetry. Interestingly,
Simon Goldhill recently suggested not to consider epyllion merely as short
epic, but as a generic form on a continuum between two genres: epigram-
matic brevity and attitude on the one hand, and epic’s foundational narrativ-
ity on the other.21 In some cases, it may indeed also be helpful to think of
these poems as extended epigrams, focused and playful.
Long and short are always relative concepts, therefore I would argue that it

is of little use to define maximum or minimum lengths for an ‘epyllion’, now
often set to range between the 166 lines of Moschus’ Europa and the 1,000–
1,500 lines of Callimachus’Hecale. In a broader sense, ‘shrunken epic’ could
potentially include Apollonius Rhodius’ Argonautica, with his undoubtedly

17 See Toohey 1992 and Koster 2002. 18 See esp. Koster 2002. Cf. also Fantuzzi 2004b.
19 See also Verhelst 2019 and 2022.
20 E.g. in Bär 2015 and Baumbach and Bär 2012, ix–xvi. 21 See Goldhill 2020: 42–3.
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conscious choice for only four books (instead of the Homeric twenty-four),
a prominent female character and Jason as an innovative unheroic hero.22 In
mymind it can also include poems that so far have been considered too short,
as for example Moschus’ Eros the Runaway. This poem consists only of
twenty-nine lines and could be seen as a prime example of the continuum
between epic and epigram as described by Goldhill: it strikingly combines an
epigrammatic pointedness and the elaborate nature of epic speech, as will be
discussed below.

Finally, I should conclude this introduction with a note on metre. For the
ancient Greek reader, metre was beyond doubt the first orientation point in
a text to determine its genre and accordingly adjust one’s readerly
expectations.23 All poems mentioned so far are written in the dactylic hex-
ameter. Sometimes considered in relation to the epyllion but with a divergent
metre (in casu iambic trimeters) is (ps-)Lycophron’s Alexandra, an extended
messenger speech (1,474 lines) about the prophecies of the Trojan Cassandra
(Alexandra), and therefore considered a generic ‘Kreuzung der Gattungen’24

between epic and tragedy.25 One of a kind, it seems indeed to be a self-
conscious genre experiment, and that would, in my mind, already be suffi-
cient as an argument not to preclude it from this discussion.26

Size Matters: Small Characters in Small Epic

Although size is relative, it can still be relevant – or better, because it is
relative, it can be used to address the relation with other generic forms and,
most importantly, with grand epic. Several of the poems in my broadly
defined corpus make use of imagery that suggests a meta-poetical reflection
of sorts on the size of the poem. For example, Triphiodorus’ narrator in the
Sack of Troy claims to make haste to end a troublesome war;27 in Moschus’
Europa, one might say that the process of selection is highlighted both in the
language referring to the picking of flowers and in the way Europa is singled
out from among the other girls.28 In the next section, I will focus on

22 See Baumbach and Bär 2012, xii for a similar consideration. 23 See Kaufmann 2022.
24 Conceptualised by Kröll in 1924. See also Harrison 2007 for the related concept of

‘generic enrichment’.
25 See Fusillo 1984.
26 Cf. also the Ps.-Homeric Margites with its mix of hexameter lines and iambic verse.
27 See Miguélez Cavero 2013: 62 and 120–30, Maciver 2020: 66–72, Goldhill 2020: 76–7,

Verhelst 2022, 144–5 and now also Emma Greensmith (Chapter 10, this volume).
28 The idea of selectivity is especially vivid in Mosch. Eur. 63–71 (each girl picks a different

kind of flower; Europa and her flower of choice, the rose, stand out amongst the others)
and 109–11 (the other girls try to mount the bull as well, but Zeus abruptly departs
because he has the one he wants).
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a recurrent topos that could be interpreted along the same lines, namely the
small stature of a number of characters, which naturally seems to combine
with an un-epic or mock-epic characterisation. My focus will be exclusively
on Greek examples.
In roughly chronological order, example cases are baby Hermes in the

Homeric Hymn 4 to Hermes (end of sixth century bce?),29 baby Heracles in
Theocritus’ Idyll 24 (third century bce), the child Eros inMoschus’ Eros the
Runaway (second century bce ), Frogs andMice in the Batrachomyomachia
(also second century bce?),30 young Achilles in the Orphic Argonautica
(fourth or fifth century ce?)31 and young Hermione in Colluthus’ Abduction
of Helen (around 500 ce ). Apart from the mice and frogs, these small charac-
ters are all children – divine and human. The clear contrast between their small
size, associated with innocence, weakness and dependence, and their heroic,
independent and not always innocent actions is in several cases a source of
humour.32 The youth of the protagonist may also foreshadow their own later
epic adventures or offer a fresh perspective on the heroic-epic story world by
giving a voice to a child that otherwise would remain a silent witness (or
victim) of adult actions.
My choice to focus on small characters only, of course, implies a specific

selection of passages and poems that is not necessarily fully representative of
the ‘epyllion’ genre – if one would agree that it exists in some form. I hope to
demonstrate, however, that it can lay bare certain processes of generic self-
positioning that are indeed quite characteristic for shorter – shrunken –

forms of epic.

Precocious Children

Heracles

Theocritus’ Idyll 24 is alternatively known under the title Heracliscus –

a diminutive (‘baby/little Heracles’), just like epyllion and idyll. In scholar-
ship, three Idylls have been considered as epyllia, because of their narrative
compositions and (despite) their heroic mythologic topic (Idylls 13, 24

and 25). They are connected by their common protagonist Heracles, but
Idyll 13 (Hylas) is more closely connected to the bucolic Idylls because of the
opening address to Nicias, who also appears in several other poems. Idyll 25

29 Vergados 2013, 131–47. 30 Hosty 2020, 2–11. 31 Schelske 2011, 5.
32 Or could be interpreted as such. See Matthew Hosty (Chapter 15, this volume) on the

definition of humour. Hosty also convincingly argues that humour, however one chooses
to define it, is rare and slightly out of place in (grand, serious) epic, but cites several works
of smaller size which are either also discussed in this chapter or indeed could be considered
‘shrunken epics’ too.
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(How Heracles Slew the Lion) is mostly considered to be ps-Theocritean. It
reads as a discontinuous epic narrative, as if three surviving fragments of
a larger whole have been stitched together. In readings by Thomas Schmitz
and RichardHunter, the unusual elliptic and elusive structure of Idyll 25 has,
however, been appreciated as an experiment with the boundaries of epic
narrative, involving an active, learned reader capable of filling in the gaps.33

In this chapter, I will only be looking at the Heracliscus, the central motif
of which is precocious childhood: destined for great heroic achievements, the
ten-month-old baby Heracles barehandedly strangles the snakes sent by
Hera as an attempt on his life.34 He is a true miniature hero. The final part
of the poem also relates the education of the young Heracles, preparing him
for future heroic deeds.35 It breaks off after line 140, but the manuscript
tradition indicates that the end is missing, and one papyrus preserves bits and
scraps of some thirty lines more, probably expanding the portrait of Heracles
as a young boy.

The poem contrasts the quick and efficient action of young Heracles with
the failure to act of both his (foster) father, Amphitryon, and of his twin
brother, Iphicles. Amphitryon, first, needs exhortation from his wife before
he leaves his comfortable bed (35–40), then loses potentially valuable time by
first reaching for his eventually useless weapons (41–5) and by waiting
impatiently, but dependently, for his servants to bring torches (47–53). As
has been argued, this passage reads as a parody of a heroic dressing scene.
A truly comic detail in this respect is Alcmene’s advice to her husband not to
bother putting on his shoes (36).36

In the first sections of the poem, apart from the difference regarding their
date of birth that is mentioned in lines 1–2, the two brothers are not further
individuated. They are only referred to in the plural, a clear unity of two,
receiving age-appropriate care from their loving mother. They are bathed,
fed, put to bed and rocked to sleep together (1–10), and at midnight the two
brothers are being attacked by two snakes and wake up simultaneously (20–
1) when Zeus fills the roomwith light.When, at line 23, the first brother cries
out, it is not immediately clear which one of the two it concerns. The
mentioning of his name, Iphicles, is postponed as an enjambement at line
25 and is followed by a brief description of his age-appropriate and so
inefficient action: he kicks away the blankets with his feet in an ineffective
attempt to flee.

33 Hunter 1998, Schmitz 2012, Ambühl 2014.
34 For precocious childhood as a motive in Greek literature, see Pratt 2013.
35 See Acosta-Hughes 2012 for the education of Heracles as that of a Hellenistic prince.
36 See also Sens 2021.
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When finally the narrative turns to the other brother, Heracles, the details
of the description emphasise Heracles’ control and endurance: he strategic-
ally holds the snakes behind the head, does not panic when they curl them-
selves around his arms and waits patiently until they stop. The specification
that even the gods fear their poison (29) emphasises the exceptional nature of
his heroic deed, but simultaneously he continues to be called παῖδα (30:
‘child’), reminding the reader of his young age. The description that follows
on the next line (31: ὀψίγονον, γαλαθηνὸν ὑπὸ τροφῷ, αἰὲν ἄδακρυν, ‘that late-
born son, still fed at his nurse’s breast, who never wept’) further elaborates
his childlike qualities. This description is all the more conspicuous because of
its position, interrupting the narrative flow of the incident.
Heracles’ acts are heroic, but the poem does not allow for forgetting about

his young age. The contrast is even stronger in the passage when the children
are joined by their parents. Heracles is called a nursling again (54), his hands
are tender (55), his leaps of joy are explicitly cast as youthful (58). His boyish
enthusiasm to make his father proud is endearing (56–7: ‘he showed the
serpents to his father Amphitryon’; 58–9: ‘and with a laugh laid before his
father’s feet the terrible creatures’). This motif is taken up again in the final
section of the poem when it is mentioned that the child Heracles is delighted
to sleep on a lionskin close to his father (135–6). Nowhere in the poem is it
mentioned that Amphitryon is not his actual father, but, for the well-
informed reader, the attachment of the heroic boy to the comic and homely
figure of Amphitryon creates an ironic tension.37

Finally, as soon as the dead snakes are released from his hands, the
brothers are immediately back to being regular babies again. Iphicles is still
terror-struck and seeks comfort in his mother’s lap (60–1). Heracles is at this
point not mentioned by name but simply referred to as ‘the other one’ (τὸν
ἄλλον), tucked under his woollen blanket by his loving father, and immedi-
ately regains sleep, as befits his earlier characterisation as a baby that never
cries (62–3).
Marco Fantuzzi and Richard Hunter already emphasised that the intimate

setting and emphasis on family life are innovations of Theocritus, as com-
pared to Pindar’s first Nemean in which the same story is told in a more
straightforwardly heroic manner.38 The focus on childhood and endearing
details in this poem seems to be a conscious choice of the Theocritean
narrator, who treats an epic subject in an epic metre but with a novel,
small and intimate, un-epic focus.

37 Compare also Il. 9.485–91where his elderly mentor, Phoenix, reminds Achilles of theway
he cared for him as a toddler, with similar endearing fatherly care.

38 Fantuzzi and Hunter 2004: 201–9; see also Ambühl 2021.
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Hermes

Let me adduce a second telling example of a precocious child: baby Hermes in
the Homeric Hymn to Hermes. Martin West called the Hymn to Hermes
‘without doubt the most amusing’ of all earlier Greek hexameter poems.39 It
is one of the longest Homeric Hymns and has been considered a precursor of
the epyllion, in part because of ‘its highly comic plot, sometimes verging on the
absurd, and in some way looking forward to Hellenistic poetry’ – it is a clear
precursor to what we observed in Theocritus.40 Like the Hymn to Apollo,
which the author probably knewwell,41 theHymn toHermes relates the birth
of the god and the establishment of his divine domains of power. Whereas
baby Apollo, after drinking the nectar without further ado, seems to have
taken on his adult form (Hymn to Apollo 132–3: ‘Phoibos the far-shooter of
unshorn locks’), Hermes remains a baby in swaddling clothes throughout the
hymn, which is the source of much of the poem’s humour.

Both the hymnic narrator and Hermes himself insist that all of the events
described happen in the span of two days, the very day of Hermes’ birth and
the day after: Hermes is (17–18) ‘born in the morning, by midday he was
playing the lyre, and in the evening he stole the cattle of far-shooting Apollo’.
The next day he is accused of the theft and defends himself, claiming that he is
incapable of theft, because he was only born the day before (261–77 in front
of Apollo, 356 in front of Zeus: ‘but I was only born yesterday’). The
trickster Hermes may effectively be only one day old, but hides behind his
childlike appearance to cover his crime. His cradle is his hiding place (73, for
storing his invention the lyre) and his refuge where he pretends to sleep (148–
53, 235–45). Like an actor checking his costume, he adjusts his swaddling-
clothes whenever he needs to play his role of an innocent child (151, 237,
268, 306, 388). However, when his mother upbraids him, he protests and
objects to being reprimanded ‘like a baby’ (163–4: τέκνον / νήπιον). Near the
end of the hymn, after Hermes has been unmasked by Apollo, the latter
openly admires his strength, despite his small size, and jokingly adds ‘there is
no need for you to grow any more’ (οὐδὲ τί σε χρή / μακρὸν ἀέξεσθαι, 407–8).
Hermes is small, but cannot become more complete – and so is the hymn.

When compared to Theocritus’ Idyll, it is apparent that both poems share
a similar set-up in terms of time frame. The main action is condensed into
two consecutive days. Both poems use the theme of precocious childhood to
a similar comic effect, playing on the contrast between the mortal and the
heroic/divine. In the Hymn, the cradle and swaddling-clothes, associated
with parental care for regular, mortal babies, are out of place and therefore

39 West 2003b: 12. 40 Vergados 2013: 30. 41 Vergados 2013: 70–3.
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create a humorous effect. Hermes hides behind his childlike attributes, but
his divine parents immediately see through his pretence of innocence and
weakness. In the Idyll, the mortal plane is predominant, and much of the
irony and humour lies in the wayHeracles, the young herowith his obviously
divine powers, is treated and continues to be treated by his mortal parents as
a regular mortal baby and boy. Whereas Apollo jokes that Hermes should
not grow any more, Tiresias’ prophecy predicts that Heracles will indeed
become a herowith broad shoulders, after whichAlcmene ‘brings him up like
a sapling in an orchard’ (103–4) and closely monitors his education.

Foreboding Cameos

Achilles

In the next two examples, children are not the protagonists of the poems in
question, but their role is nonetheless significant. The Orphic Argonautica,
with its 1,376 lines, is the shortest – most ‘epyllic’ – of all Argonautic epics.
Orpheus, himself an argonaut, is the poem’s narrator and regularly draws
attention to the fact that he omits or summarises famous episodes. The
Lemnian episode (471–83) is summarised and the love of Jason and Medea
is explicitly left for other poets to sing about (886). Achilles’ childhood is not
a central theme for the poem, but by the time of writing of this poem (most
likely fourth or early fifth century ce ), his education onMount Pelion by the
wise centaur Cheiron is a popular theme in literature and art.42 The encoun-
ter of Cheiron, Achilles and the Argonauts is glossed over in Apollonius
Rhodius’ Argonautica (1.553–8), where the Argonauts pass Mount Pelion,
but do not stop. It is briefly treated in Valerius Flaccus’ Argonautica (1.255–
70), where the Argonauts have a picnic on the beach of Pelion and are joined
by Cheiron and Achilles. But it is only in the much shorter Orphic
Argonautica that the Argonauts visit Cheiron’s cave and the encounter is
described in a full-fledged episode (369–454).
The official reason for the stop is Peleus’ desire to see his son (as Peleus

himself explains in his emotional plea, 377–91), but the main focus of the
episode that follows is the singing contest between Cheiron and Orpheus
(406–43).43Orpheus clearly selects those episodes for extensive narration, in
which he has a crucial role to play himself, either because of his enchanting
singing powers or his spiritual guidance. Often – as in this case – these

42 See e.g. Pindar Nemean 3, Dio Chrysostom Discourses 58, Philostratus Imagines 2.2,
Statius Achilleid 1.105–58.

43 Age is also a topic here: younger Orpheus initially shrinks back from entering
a competition with the much older Cheiron, but of course eventually wins.
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passages are without precedent in the epic Argonautic tradition and only
loosely connected to a more canonical episode (here: the Argonauts’ passing
of Mount Pelion). As has been convincingly argued by Richard Hunter, the
Orphic Argonautica explicitly positions itself as a genre experiment: after
a career of didactic and/or hymnicOrphic poetry, all of which was composed
in ecstasy (7–46: catalogue of Orphic subjects), the Orphic singer decides to
turn to narrative epic by telling his own version of the epic story of the
Argonauts, in which he participated in his youth.44

The appearance of young Achilles in this poem, even if it is brief, is
significant because it may seem to contribute to the poem’s self-positioning
towards Homer (instead of Apollonius) and towards Iliadic grand epic
poetry. It further underlines the chronology of the Argonauts as one gener-
ation before the Trojan War.45 By staging the mythical singer Orpheus as its
poet-narrator, the poem indeed presents itself as older than the Homeric
poems. The Trojan War and Achilles’ adulthood lie entirely in the future.

The age of Achilles during the encounter is left unaddressed in the poem.
Peleus mentions that he was a baby when Thetis brought him to Cheiron
(386), but it is not mentioned how much time has passed since, allowing for
some ambiguity in the narrative. When the Argonauts enter Cheiron’s cave,
Achilles is playing the lyre and Cheiron enjoys the music, reminiscent of, or
rather foreboding, Iliad 9.185–96, when the embassy arrives at Achilles’ hut
and finds him singing and playing the lyre in the company of Patroclus. By
echoing the Iliad in this passage, theOrphic narrator ‘reminds us ofOrpheus’
masterly control of narrative epic’.46 Also, the goodbye scene between
Achilles and Peleus (445–7) echoes the Homeric poems in meaningful ways:

Παῖδα δ’ ἐν ἀγκαλίδεσσιν ἀνίσχανεν ἱππότα Πηλεύς,
καί ῥ’ ἔκυσεν κεφαλήν τε καὶ ἄμφω φώεα καλά,
δακρυόεν γελόων· κηλήθη δὲ φρέν’ Ἀχιλλεύς.

The horseman Peleus took up his child in his arms
and kissed his head and both his beautiful eyes,
laughing amidst his tears. Achilles’ heart was charmed.

These lines combine a number of Homeric expressions. Firstly ἱππότα Πηλεύς
(‘horseman Peleus’) occurs twice in the Iliad (16.33, 23.89), referring to

44 Hunter 2005.
45 This is considered to be an important key to understanding how Apollonius of Rhodius

anachronistically challenges Homer, by composing a novel epic, imitating and challenging
his predecessor, but on a topic that predates the Trojan War (as discussed e.g. in Harder
2019). Nonnus repeats the pattern and takes an extra step back in time by writing about
the generation of Achilles’ grandfather, Aeacus.

46 Hunter 2005: 154.
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Peleus as Achilles’ father. The next line is a variation on aHomeric formulaic
verse (κύσσε δέ μιν κεφαλήν τε καὶ ἄμφω φάεα καλά) that occurs three times in
the Odyssey: when Telemachus is welcomed back after his travels by his
worrying mother (17.39) and by the swineherd Eumaeus who clearly func-
tions as a stand-in for his father (16.15) and when baby Odysseus is pre-
sented to his grandparents (19.417). In other words, this formula is highly
appropriate to highlight an emotional and intimate embrace between
a parent and a child. Finally, δακρυόεν γελόων (‘laughing amidst his tears’)
clearly echoes δακρυόεν γελάσασα (also at line beginning) in Il. 6.484, and
connects the goodbye of Peleus and Achilles with that of Hector and
Astyanax, where it is Andromache who laughs and cries at the same time.
Both children are moreover sitting on the arm of their parents. Peleus lifts
Achilles ‘in his arms’ (potentially echoing Il. 22.503, also referring to
Astyanax, and one of only two occurrences of ἐν ἀγκαλίδεσσι in Homer).
This suggests a younger Achilles than we would expect based on his lyre play
in the earlier scene, but is consistent with his representation in Apollonius
Rhodius (1.557–8: Achilles in the arms of Cheiron’s wife) and Valerius
Flaccus (1.256: Cheiron shows Achilles to his father from afar; 1.258:
Achilles flings himself into the arms of his father).
To my mind, the most significant detail in this passage is the reaction of

Achilles. His father, who is about to leave on a dangerous expedition, kisses
him goodbye with tears in his eyes, but Achilles remains cheerful: ‘his heart
was charmed’ (447), which contrasts with the iconic cry of Astyanax (Il.
6.466–74), who is afraid of his father’s helmet and hides in his nurse’s
bosom. Thus, the connection between Achilles and Astyanax, as suggested
by the intertextual echoes, seems to compare and contrast, rather than to
assimilate the two boys, appropriately dissociating the pitiable Astyanax
from the future slayer of his father.47

Hermione

Like the Orphic Argonautica, Colluthus’ Abduction of Helen could be
characterised as a late antique prequel to the Iliad (ca. 500 ce ), and even
more directly so, because it relates the events that cause the start of the
Trojan War.48 Paris, a singing shepherd and reluctant traveller at the begin-
ning of the poem, is described in its final line as Troy’s source of woe

47 With a similarly foreboding significance, in Valerius Flaccus’ rendering of the same
encounter, baby Achilles is explicitly not drawn towards the wine of the Argonauts or
towards their weahpons, but he admires the heroes themselves and is especially drawn
towards Heracles’ lion skin (1.255–72).

48 See also Karavas 2018.
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(394: ἀρχέκακον πολιήτην). As recently pointed out by Gilka, Colluthus’
poem is quite unique in the fact that a young, mortal, female child has
a role as a speaking character.49 Towards the end of the poem, the focus
suddenly shifts from Paris andHelen toHermione,Helen’s daughter, amajor
twist of plot and perspective, which Goldhill also considers typical for the
epyllion genre.50 As with Achilles, it is not clear in the poem how old she is.
Shewears a veil whichmay seem to indicate that she has reached puberty, but
still sleeps in her parents’ bed and has childish concerns.51

What is particularly interesting in the Hermione scene are the girl’s
attempts at explaining the disappearance of her mother. Colluthus’ version
of the story describes Helen’s infatuation with Paris at first sight and her fully
consensual decision to leave with him for Troy (314–15: ‘Bring me now from
Sparta to Troy, I will follow’). The next morning, however, Hermione only
sees an empty bed and misses her mother. She does not allow herself to be
persuaded by her handmaidens that Helen is simply out on a quest and about
to return (350: ‘What are you saying, women?’). She first mentally explores
a range of explanations, but immediately rejects them and does not consider
that her mother may have been abducted or raped until finally Helen appears
to her in a deceitful dream (371: δολοφροσύνῃσιν ὀνείρων), saying that she has
been carried away against her will by a deceitful stranger (379–80: ‘My poor
child, blame me not. I have suffered terrible things. The deceitful man
[ἀπατήλιος . . . ἀνήρ] who came yesterday has carried me away!’). Within
the framework of Colluthus’ narrative, the dreamprovides false information,
but the educated reader will recognise this new version as an equally valid
alternative version of the story.52 The juxtaposition of two versions can be
interpreted in connection to the wealth of available hypotheses regarding
Helen’s guilt and her presence or absence in Troy. Ironically, despite her
earlier cautious rejection of the story of the handmaidens, Hermione imme-
diately accepts the dream’s version of the facts and sends birds to her father
with an indignant message that could easily be read as the first step towards
retaliation andwar (383–5: ‘Birds, winged children of the air, go to Crete and
say toMenelaus: “Yesterday a lawlessman came to Sparta and has laid waste
all the glory of your halls!”’).

Thus, Colluthus uses the perspective of the abandoned child to introduce
an alternative version of the abduction to the one in his main story – a first

49 Gilka 2022: 205–13. 50 Goldhill 2020: 46–61.
51 Gilka 2022: 212–13 interprets the veil as a symbol of mourning and potential allusion to

the representation of veiled women in the Iliad and Odyssey, and settles (as in Ps-
Apollodorus Epit. 3.3) on an approximately nine-year-old Hermione. See also Morales
2016: 71.

52 See also Cadau 2015: 246–52 and Morales 2016.
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seed, as it were (though anachronistically late), of the many alternative
interpretations of Helen’s story in the (earlier) Greek (and Latin) literary
tradition.53 It is a ‘counter-narrative’,54 presented as a lie, but importantly
one that is interpreted from a child’s perspective. Hermione’s grief reminds
the reader of the impact of Helen’s departure on her family and makes
Helen’s earlier eagerness to follow Paris, regardless of consequences, sound
almost irreal. From her perspective, abduction by force is a more rational
explanation for the sudden disappearance of her mother and one she is ready
to believe.

Other Small Creatures

Eros

Not all small creatures grow up, but some are (or aspire to be) great, despite
their small stature. While Moschus’ Europa is well known among classicists
and a central poem in scholarly discussions of the epyllion genre, Moschus’
lesser-known poem, Eros the Runaway, is usually not considered an
epyllion.55 It is a hexameter poem, only twenty-nine lines long, and consists
of a single speech by Aphrodite, who offers a reward for finding her runaway
son/slave Eros. The speech is preceded by only one line of narrative context
(the speech introduction). For aHellenistic epigram, typically two to six lines
long, with exceptions, twenty-nine lines would be very long,56 but it shares
characteristics with several traditional types of epigram, and therefore it does
not quite surprise that this poem ended up being part of the heterogeneous,
but mostly epigrammatical, collection of the Anthologia Graeca (as A.P.
9.440). In content, it resembles the numerous epigrams in the Anthologia
describing a statue of Eros (16.195–216), mostly making puns on the con-
trast between his tiny stature and cosmic power. This is a popular subtype of
the epigram on a work of art, which in turn is a fictionalised version of the
epigrams that were actually composed for the base of a statue.57 It also can
seem to belong to the important category of sympotic epigrams on erotic
topics.58 And thirdly, as a single speech by Aphrodite in a given context, the

53 The Hermione episode could also be read as foreboding of Hermione’s own future. Her
reading of the fact of Helen’s disappearance is similar to what Hermione writes to Orestes
in Ovid’sHeroides (Helen and Hermione as both being forced into a marriage with Paris
resp. Neoptolemus, while rightfully belonging toMenelaus resp. Orestes). See Gilka 2022,
207. See also Livrea 1968, xiv–xxiii for the discussion of whether Colluthus may have
known and used Ovid.

54 See Morales 2016: 87.
55 In older editions, it is printed as Moschus’ first Idyll. Kuhlmann 2004: 276 and Fantuzzi

2004a (DNP lemma on Moschus) describe it as an epyllion.
56 See Bowie 2007: 104–9. 57 Goldhill 2007. 58 Bowie 2007.
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poem resembles epigrams of the ethopoiia type which are numerous in Book
9 of the Anthology, the so-called ‘epideictic’ section of the collection.59 This
type of epigram is related to the rhetorical school exercise of the ethopoiia
and briefly spells out what mythological character X would say in situation
Y (often a context familiar from Homer).

But the poem also resonateswith the epic genre. In content, it resembles the
opening scene of Apollonius Rhodius in Argonautica 3 (1–155), which in
turn is a variation on the Homeric Dios Apate scene (Il. 14.154–353, the
deception of Zeus by Hera): Hera and Athena want Medea to fall for Jason
and approach Aphrodite to arrange a love match, but the latter complains
that she has no control over her fickle child Eros, whom she needs to convince
to use his arrows on the couple. Moschus’ poem could read as an excerpt
from exactly this type of epic episode of light divine comedy. The speech of
Aphrodite has the formal characteristics of an epic speech in terms of size and
structure (a complex speech structure, consisting of multiple speech acts, in
a ring composition), and it makes use of the typically Homeric device of the
embedded hypothetical speech to make the final argument or plea stand out
(28–9: ‘If he says, “Take these: I make you a gift of all my weapons,” do not
touch those treacherous gifts, for they have all been tempered in the fire’).60

Long for epigram and short for epic, the size of the poem would be
appropriate for lyric or elegiac poetry. Thematically, it corresponds to the
lighter type of love poetry, frequently involving descriptions of Eros, or
complaints at his address.61 The poem could therefore be considered
a genre experiment, between epigram, elegy and epic, and its small but
powerful protagonist Eros embodies the paradox of the poem’s size and
genre, both too long and too short. Eros is as old as the universe, but eternally
young, a reprimanded child and ‘slave’, but also master over Zeus and his
own mother Aphrodite.

Line 6 seems to hold a key to the poem’s interpretation. In the first part of
the poem (1–5), Aphrodite offers a reward for the one who brings back the
boy. The offer of a kiss as reward, ‘and perhaps something more’, rounds up
this section and closes it with an innuendo that would be an appropriate final
climax of an epigram on the topic, although it would be more common to
close the epigram on an even number of lines. The sixth line, however,
announces a slightly superfluous and longish description of the infamous
boy. The announcement of the new topic breaks with the expectations of the

59 Lauxterman 1998.
60 See Verhelst 2017: 139–77 for a discussion on the Homeric device of hypothetical

embedded speech.
61 This is particularly the case in the corpus of the Anacreontea. Poem 19 also uses the

metaphor of Eros as Aphrodite’s slave.
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rounded and pointed epigram genre, but the start of the description renews
the epigrammatic expectations. The announcement of a quick description of
a subject that is easy to recognise anyway (cf. περίσαμος) seems to hold the
promise of an epigrammatic topic and brevity. It is tempting indeed to
understand line 6 according to the meta-poetic interpretation offered in the
translation by Neil Hopkinson:62

ἔστι δ’ ὁ παῖς περίσαμος· ἐν εἴκοσι πᾶσι μάθοις νιν

The boy is easy to recognize; twenty words are enough to describe
him.63

If Hopkinson is right, the poem promises a twenty-word description, only to
break this promise. The elaborate description that follows is in fact over
twenty lines. It promises an epigram, and delivers something more like an
‘epyllion’. ‘Small’ aspects are constantly highlighted in the long descriptive
catalogue, by the presence of a number of rare/neologist diminutives (ὄμμα
δριμύλος ‘a piercing little eye’, μικκύλος ‘tiny small’, χερύδριον ‘little hand’,
φαρήτριον ‘little quiver’). Adjectives for small and gentle (τυτθός, βαιός × 2)
are not used for the boy himself, but applied to his dangerously effective bow
and arrows. The long catalogue of the small child’s distinctive characteristics
thus certainly seems to add to the paradox of the overall generic ambiguity of
a poem that starts out as an epigram, twice, but fails, twice, to hold back and
stop where the genre of the epigram would demand.

Frogs and Mice

In my final case, a whole society of small creatures fights a grand war – be it
one that, significantly, only lasts for one day. The Batrachomyomachia is
usually labelledmock-epic rather than epyllion –with emphasis on its aspects
of parody, rather than on its small size.64 It presumably dates from the
Hellenistic period, was attributed to Homer and comically expands in
a grand epic style on the conflict between the king of the Frogs and the son
of a heroic family of Mice. It reads as a miniature version of the Iliad, but
‘shrunken’ to the animal world of fables, as is confirmed by its similarity to
the Aesopic fable of the Mouse and the Frog (Perry 384), which probably
inspired the opening scene (the frog who offers the mouse a ride on his back

62 Hopkinson 2015: 445.
63 Hopkinson adds an alternative interpretation in a footnote: ‘Or, perhaps, “You would

know him among twenty.”’Most have so far interpreted this uncommon and ambiguous
expression along these lines. Hopkinson’s novel interpretation of ἐν εἴκοσι πᾶσι as ‘twenty
words are enough’ is a more imaginative solution, but fits the context very well.

64 See Hosty 2020: 14–21.
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over the pond, but drowns his passenger) and Babrius’ Fable 31 about the
Mice and their Generals, which also imagines a militarised society of mice.65

There is papyrological evidence also of a Galeomyomachia (a Battle of the
Weasel and theMice, P.Mich.inv. 6946), also in epic metre and style, probably
a precursor of the more successful and better preserved Batrachomyomachia,
which indeed occasionally may seem to hint at this earlier poem (e.g. by
referring to a mouse who fell victim to a weasel).

By the end of the first century ce , theBatrachomyomachiamust have been
widely known and considered to be a genuine poem of Homer, as apparent
from the book epigram composed by Martial (14.183) and the following
statement in Statius’ preface to the first of his Silvae:

Sed et Culicem legimus et Batrachomachiam etiam agnoscimus, nec quisquam
est inlustrium poetarum qui non aliquid operibus suis stilo remissiore
praeluserit.

But we read the (Virgilian) Culex, and we acknowledge the Battle of Frogs too;
there is none of the famous poets who has not prefaced his works with
something in a lighter style.

The analogy Statius draws between the Virgilian Culex, the
Batrachomyomachia and Statius’ own Silvae is important. It indicates that,
to Statius, they belonged to the same (generic?) category of poems: the
lighter, more playful (and shorter) works of a grand epic poet.66

Unsurprisingly, size is heavily thematised throughout the poem. The small
size of the heroes is emphasised in the search for equivalents for the arms and
armour of human warriors (122–31: arming scene of theMice; 161–5: of the
Frogs), partly from nature (the pods of green beans and chickpeas, the hides
of weasel enemies, etc.), partly repurposed human objects (a needle, the
bossed lid of a lamp, etc.). The reference to one of the mice’s death by
means of a novel wooden ruse (116: καινοτέραις τέχναις ξύλινον δόλον ‘with
novel schemes a kind of wooden snare’), a mouse-trap, seems to be
a sophisticated way of ‘shrinking’ the ruse of the Trojan horse to fit the
novel epic context of the animal world.67

On the other hand, small as they are, the magnitude and bodily strength of
these miniature heroes is often stressed, not without due irony (169–70: ‘the
throng of war, and the warriors in their strength, so numerous and large, and
wielding their mighty spears’;199: ‘the mosquitoes, holding their mighty

65 See Hosty 2020: 21–30.
66 SeeHosty (Chapter 15, this volume). Also, theCulex orGnat, considered among the Latin

epyllia, has a miniature hero, an insect looking for glory, and clear mock-epic features.
67 Hosty 2020: 178–9 points out the allusion to Callim. Aet. fr. 199.17 where another

mousetrap is described.
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battle-trumpets’; 213: ‘with a rock like a millstone’; 256: ‘a match for Ares
himself’; 276: ‘powerful though he is’). At three occasions, the two parties are
even hyperbolically compared to giants (7, 170–1, 282–3), in scenes respect-
ively focalised by the narrator, Zeus and Hera. Finally, a sudden invasion of
crabs (294–303) gives the poem a spectacular ending, after the combined
divine forces of Ares’ and Athena’s strength and Zeus’ lightning have proven
insufficiently powerful to stop such a formidable war (272–92).
The actions and reactions of the gods are also disproportioned. The gods are

not only too weak to intervene with any effect, they also have been rendered
more basely human in their (self-)characterisation. In 178–95, Athena
describes how she, as a seamstress, is plagued by mice biting holes in her
fabrics and how this causes her to struggle to pay her debts. As a soldier, she
moreover suffers a headache, and is physically exhausted after the battle, but
unable to sleep because of the croaking frogs. The very human-like portrayal
of Athena may seem to suggest that the human and divine planes of existence
have been mixed up, because of the ‘frog perspective’ that would make even
a modest seamstress or soldier seem powerfully divine.

Conclusion

To be sure, not all epyllia are about small characters, nor do small characters
appear exclusively in shorter epic narratives. The metaphorical association
of a small character with a small poemmay have been a factor in some cases.
Moschus’Eros the Runaway is, in this respect, the most convincing example.
What is more striking is the way the small size and/or young age is used in
these poems to put grand epic heroism in perspective, even challenge it, and
often with a comical effect – which, as Matthew Hosty argues (Chapter 15,
this volume), is quite alien to grand epic poetry.
Precocious babies easily defeat their adult antagonists in terms of wit

(Hermes; Homeric Hymn 4 to Hermes), strength and efficiency (Heracles;
Theocritus, Idyll 24). Slightly different because of his eternal youth is Eros
(Moschus, Eros the Runaway). Tiny though he is, he overpowers Zeus. The
size and youth of these three (semi-)divine babies is frequently emphasised,
but is never a handicap. There is indeed no real need for them to grow – and
neither do their narratives need to be expanded any further. The parody of
the mice and frogs has a different effect. The small heroes of the
Batrachomyomachia impersonate grand epic in the most pompous, trad-
itional fashion, but shrunken to the size of a hand, in a world where normal
humans have divine proportions and where the most serious of wars only
lasts one day.
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TheOrphic Argonautica’s Achilles and Colluthus’Hermione, on the other
hand,will grow up and become the characters that the late antique poets and
their audience already knew from Homer, tragedy and a wealth of literary
and artistic imagery. Simon Goldhill’s definition of late antique ‘preposter-
ous poetics’ (which Goldhill mainly, but not exclusively, applies to
Nonnus)68 holds here too: ‘what has not yet happened is always already
prequelled in the narratives of the past or the here and now’.69 The Trojan
War, which has still to happen, casts a dark shadow: Achilles (Orphic
Argonautica) is still a carefree child, but his final embrace with Peleus hints
at that of Astyanax and Hector; Hermione (Colluthus, Abduction of Helen),
losing her mother, is the first child-victim of the war.70 Whichever interpret-
ation poets and artists have given to the question of howHelen really went to
Troy – by force, divine intervention or her own will –Hermione always ends
up abandoned.

Further Reading

Silvio Bär’s 2015 article is a good starting point for diving into the discussion
of the epyllion’s problematic status as a genre and also Françoise Létoublon’s
2016 article on Moschus’ Europa offers interesting attempts to redefine the
characteristics of ‘epic reduced in size’. Brill’s Companion to Greek and
Latin Epyllion (Baumbach and Bär 2012) offers many critical essays focusing
on different aspects of this discussion. Apart from that, it includes interesting
contributions especially about the later tradition of the genre (late antique
and later). It is however not conceived as a handbook with a systematic
treatment of central authors and topics. Also very useful are the chapters on
Greek (Simone Finkmann) and Latin (Nicola Hömke) epyllia in the
Structures of Epic Poetry volume (Reitz and Finkmann 2019). Late antique
epyllia have received quite some attention in recent years. Simon Goldhill’s
2020 Preposterous Poetics offers thought-provoking discussions on
Musaeus and Colluthus. On genre, and genre awareness, in late antique
epyllia, see also my own 2022 article, comparing and contrasting Greek
and Latin examples.

68 Nonnus’ Dionysiaca, with its forty-eight books, is, by contrast, the longest epic from
antiquity. He may rather seem to expand than to shrink the epic conventions, but similar
principles seem to be at play.

69 Goldhill 2020: preface, xx.
70 Compare Emma Greensmith’s discussion (Chapter 10, this volume) of the fall of Troy in

the Iliad as ‘not yet unfolded’ but something that ‘always already has passed’.
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