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Between Babrius and Ignatios,

between Fable and Metaphrasis:
Rephrasing in Byzantine Dodecasyllables

Abstract: The Tetrasticha of Ignatios the Deacon (c. 775-847) are fables written in
dodecasyllabic quatrains rephrasing the verses of Babrius. With the Tetrasticha,
the genre of Aesopic fable meets the aim and technique of the metaphrasis, which
is typical of Byzantine literature. Despite its origin as a school exercise, a meta-
phrasis could occasionally become poetry in its own right. The fable quatrains by
Ignatios are not just abridged fables from a longer hypo-text of Babrius. In his
Tetrasticha, Ignatios addresses the choices, purpose, and features of the Byzantine
concept of petappadlewv: the Aesopic tale perfectly fits four dodecasyllables not by
mere subtraction or substitution of words, but with a clear pursuit of breuitas, at
the opposite pole from the auxesis typical of other kinds of Byzantine metaphrasis.
Through the analysis of Ignatios’ metaphrasis and its particular technique, we can
appreciate the process of transformation of Aesopic and Babrian ancient fables
into Byzantine tetrastich poetry.

1 Introduction

The long journey of the ancient fable as genre and literary product through the
centuries — and through other literary genres as well — finally reaches the gates
of the Black Sea with a look at Byzantium and its fertile reception of ancient fa-
bles. Our discussion begins with the humdrum, together with the conundrum. On
the one hand, fables were one of the most common school exercises in Byzantium,
so their diffusion and reuse is far from unexpected — this is the humdrum. On the
other, the Byzantine metaphrasis, here mentioned for its connection with the
genre of the Aesopic fables, is not simply a ‘genre’ — this is the conundrum.

This chapter is a revised version of the paper given at the conference held in Graz (June 2nd-4th,
2022). On that occasion, I took advantage of many ideas proposed in the final discussion, for which I
am truly grateful. I wish to thank Luigi Battezzato, Marco Catrambone (together with all the col-
leagues of the Seminario di Ricerca at the Scuola Normale Superiore of Pisa), and Enrico Magnelli,
who read this paper in advance and gave me insightful suggestions.
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2 Fables in Byzantium and the teacher Ignatios
the Deacon

Fables, especially the Aesopic ones, enjoyed a great fortuna in Byzantine literature
and culture.! This fact is particularly highlighted by practical evidence: not only
are fables often quoted by other authors or referred to in other works, but the
Aesopic corpus (or rather, corpora)® has one of the widest and most complicated
manuscript traditions,* demonstrating the diffusion and survival of the fables in
Byzantium and all over the Byzantine Empire. In the Aesopic corpora, it is widely
known that the Medieval tradition preserves some fables written in Byzantine
times and inspired by the ancient Aesopic model: they are Byzantine rewritings of
ancient fables. And on closer inspection, while some of those ‘ancient’ fables date
back to the Classical Age, many others in the Aesopic corpora are quite late, some
of them even Late Antique.

At any rate, the Aesopic material offered Byzantine authors the opportunity
to continually rewrite and renew, recall and revive the ancient tradition of fa-
bles.* Suffice it to mention, as an example of rewriting, the famous paraphrase of
Babrius’ fables, the so-called Paraphrasis Bodleiana:® it is considered an inde-

1 It must be said that Aesopic fables were much appreciated in Byzantium as ‘pieces of morality’,
as well as anthologies of anecdotes and sayings (e.g. the Apophthegmata Patrum and the like). We
should think of the ‘fable in Byzantium’ as a means to explain and apply moral precepts. This
notion helps us understand why ‘pagan features’ were often permitted when reusing ancient
fables: allegory was important in this sense. Of course, the survival of moralistic materials (Ae-
sopic fables included) was ensured by schools, which used fables as didactic material. For fables
in Byzantium, see for example Papademetriou 1983; Adrados 2000 (esp. part three ‘The Fable in
the Middle Ages’); van Dijk 2002.

2 Working with Aesopic corpora can be rather puzzling. Some scholars refer to the fables as
‘Aesop’s fables’, others prefer (as I do) the open definition of ‘Aesopic material’: the first is a
common term (too narrow in scope, in my opinion) that scholars may use for the sake of brevity,
but the latter gives more attention to the philological status of the material we find in the manu-
script tradition, i.e. more than just one recensio of fables and very different manuscript tradi-
tions. In the present contribution, I discuss recensio/recensiones of Aesopic texts according to the
definitions and numberings of Chambry 1925/26, 1-28, Hausrath 1959/1970, and Perry 1952.

3 Other authors whose manuscript traditions are broad and difficult to organize, and whose
witnesses are almost countless, are for example Gregory of Nazianzus, John Chrysostom, and
John Damascene. Of course, they were very famous and much studied in Byzantium.

4 See on this Lauxtermann 2003/2019, II 229-231.

5 On the dating of this group of fables, and its genesis, see also Vaio 1984; Adrados 2000, 463—492.
I have studied the Paraphrasis Bodleiana both as a paraphrase of Babrius and as a precise collec-
tion of fables with a moralistic aim, see Scognamiglio 2022a.
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pendent Aesopic recensio — namely, the fourth one —,° and shows the distinctive
patterns of paraphrasing an ancient text, such as the prose renderings of Babrius’
verses, which are simplified and contain explanations or additional details. The
mention of the Paraphrasis Bodleiana of Babrius here is not arbitrary: it is in a
certain way a good term of comparison for our discussion.

Apart from the fables specifically named after Aesop and/or attributed to him,
another significant figure in the fortuna of fables in Byzantium was an author
who decided to stick to one precise model, namely to Babrius and his iambic fa-
bles,” an author whose work is sometimes so close to the Babrian version that it
could be considered almost an indirect witness to the lost Babrian fables, while at
the same time the author is an independent poet deeply and creatively reusing the
ancient model: Ignatios the Deacon.

Ignatios, a school teacher in Constantinople whose life probably spanned
from the late eighth to the mid-ninth century (c. 775-847, or c. 795-870 CE, accord-
ing to different scholars)® during the Second Iconoclasm,’ is the author of short
verse fables in the ‘Aesopic manner’, the so-called Tetrasticha.® The great number

6 According to Chambry 1925/26, 17-19.

7 Unlike Aesopic corpora and the many textual witnesses that preserve them, Babrius’ fables rest
on a very poor manuscript tradition: only three manuscripts have their text (and not even the
alleged complete collection by the author, as far as we can establish), while the Paraphrasis
Bodleiana can be considered an important indirect witness, preserving the paraphrases of some
fables by Babrius that would otherwise be completely lost. The latest critical edition of Babrius’
fables is Luzzatto/La Penna 1986, but the edition by Perry 1965 is still important (although the two
editions have a different treatment of some fables and the prologues).

8 For the life and works of Ignatios the Deacon, we have an important yet somewhat obscure
Byzantine witness: an entry dedicated to him in the Suda (1 84 Adler). It says that Ignatios was a
deacon and okevo@vAag of the Great Church of Constantinople, metropolitan of Nicaea, and a
teacher (ypapuatikog), and that he wrote some prose works and poems. The entry fails to men-
tion many works that in the manuscript tradition are attributed (most probably) to Ignatios;
moreover, the Suda gives no precise chronology of his positions at Constantinople and Nicaea.
Many scholars have discussed the meaning and genesis of the entry in the Suda on his life and
works, see Krumbacher 1897, 716-720; Wolska-Conus 1970; Makris 1997, 3-22; Mango 1997, 3-18;
Efthymiadis 1998, 38-46; Adrados 2000, 493-515; Pratsch 2000; Lauxtermann 2003/19, II 237-241;
lastly, Scognamiglio 2022b, 479-481. I will thoroughly discuss other issues about the authorship
and context of Ignatios in the critical edition of his dodecasyllabic works that I am currently
preparing.

9 The Second Iconoclasm dates from 815 to 843 CE, the victory of the worshippers of icons. The
struggle was not only a matter of religion, but also a political struggle between different parties
(imperial and patriarchal) in Constantinople.

10 The most recent and only critical edition of his Tetrasticha is that of Miiller 1897. My view is
that some Tetrasticha are most probably Ignatios’ genuine work (such as other dodecasyllabic
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of manuscripts” demonstrates the wide survival of Ignatios’ tetrastich fables,
often as exercises, but also as allegorical expressions of advice and ‘pieces of mo-
rality’ to be recollected. His Tetrasticha are rewritings of Babrius’ iambic fables,
thus a transformation from verse to other verse. Not surprisingly, the main ques-
tion at this point shall be: what is the difference, then, between Aesopic rewritings
in the Aesopic corpora (such as the Paraphrasis Bodleiana, or the different ‘ar-
rangements’ of the same fable), and Ignatios’ Tetrasticha as rewritings? As I will
show, Ignatios’ authorial voice is stronger than in the anonymous rewritings of
the other corpora, and his work is enriched with something innovative. Ignatios
strives for well-balanced, not merely abridged fables. He is thus not only a ‘chap-
ter’ of the reception of Aesopic fables in Byzantium, though an important one: he
is also a witness to the fruitful meeting of poetry, the reuse of an ancient model,
and reflection on the form of a genre, the Aesopic fable. His tetrastich fables can
be considered a clear example of metaphrasis, the transformation a text under-
went by means of rhetorical devices.

Since metaphrasis cannot simply be defined as a genre tout court — its defini-
tion is the subject of critical and scholarly discussion — we will see how the fea-
tures of this process of transformation can lead to the quasi-definition of an au-
tonomous type (in my view) of poetry, if not a ‘genre’ in its full sense. Or, at least,
this is what I shall attempt.

3 A Genre thatis not a genre?

In dealing with the link between ancient fable and other literary genres — to the
extent that we have a precise definition of ‘genre’ in Antiquity and beyond — the
important point to make is that, not unexpectedly, a metaphrasis (the Byzantine
‘brother’ of the ancient and late antique term paraphrasis) cannot be defined as a
‘genre’ stricto sensu: it refers to a technique, namely for school exercises”” — or at

works: Lazarus et dives, Versus in Adamum, Acrostichon alphabeticum), whereas some others are
later compositions added to Ignatios’ corpus. For the status quaestionis concerning the Tetrasticha,
see below, n. 23.

11 If we consider manuscripts up to the 16th century, the Tetrasticha are preserved in around
fifty extant ones, in very different types of collections and anthologies. But if we also consider
more recent manuscripts, the number of witnesses increases notably.

12 This is the definition by Lauxtermann 2003/19, II 225-228. However, it is not the only possible
one: for example, on metaphrasis in a hagiographical context with Symeon “the Metaphrastes”, see
Resh 2015, 754, who remarks about Symeon’s rewritings: “This success marked the appearance of
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least to the ‘final product’ of this technique.”® The metaphrasis as a technique may
transform a text in length, syntax, vocabulary, style, and in its prose or verse
form: the most common practices of metaphrasis are (a) ad¢noig (the addition of
words), (b) substitution of words, and (c) subtraction of words, breuitas.

Speaking of metaphrasis as a process of rewriting a hypo-text in a different
shape (prose or verse), or with a different purpose, is a demanding task. The con-
cept raises the notions of ‘genre’, authoriality, literature as an original work of art,
the presence of an author — a number of notions that are often questionable,
especially in Byzantine literature. In this regard, as for the text that underwent a
process of metaphrasis, a question may arise: is the final text (i.e. the result of a
metaphrasis) an independent work of art, or is it merely dependent upon the
hypo-text?™* The concept is rather difficult to investigate. Yet the final text result-
ing from a process of metaphrasis is indeed a literary product, whether independ-
ent of its model or not. In a broader sense, then, the metaphrasis as the result of a
process of ‘metaphrasing’ has its own features and can sometimes fit into one or
more ‘genres’: this does not imply sic et simpliciter that metaphrasis is a ‘genre’,
but rather suggests that it can be an independent literary product and so be per-
ceived by the Byzantines — and by modern readers — as something more than
the mere ‘application of a technique’.

Ne multa, the question is whether the metaphrasis can be defined as a genre
or not. I would rather say that the question is whether form or content can define
the genre, at least in Byzantine literature: once again, a demanding, nearly pio-
neering task. It would not be implausible, I believe, to consider the metaphrasis to
be something in-between the two concepts of form and content (and so, ‘genre’ in
a modern sense). Likewise, with the sonnet — say, Shakespeare’s or Foscolo’s” —

metaphrasis as a genre that dominated Byzantine hagiographical discourse from this point on-
ward, involving a significant number of writers, scribes, illustrators, readers, and listeners”, and
(ibid.) “That is, the success of metaphrasis resided not only in its popularity, but also in the high
appreciation that it enjoyed among the learned rhetoricians [...]” (the discussion is focused on
Symeon’s ‘metaphrastic corpus’). As with many aspects of Byzantine literature, the theoretical
effort of producing a definition is clearly far from establishing a definitive truth. On metaphrasis,
see also Roberts 1985 and Constantinou/Hggel 2020, but there is much more work to do.

13 See once again Resh 2015, 756: “In Byzantine Greek, petdopaotg designates specifically a
translated text, not the process of translation in general”. However, I believe that both perspec-
tives should be considered in the discussion of metaphrasis and Byzantine poetry.

14 The answer to this question can be given according to each single case study. In a broader
sense and without any ‘aesthetic limit’, any creation can be defined as an original work of art and
literature.

15 I am no expert in the field, and I know that the origin of the sonnet is a large subject, but I
think that the example here, mutatis mutandis, fits our case.
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it is clearly a metrical form, yet no one would ever think that Shakespeare or
Foscolo could have written, for instance, epic or historical poetry in the form of
the sonnet. Hardly anyone, I believe, would perceive the term ‘sonnet’ merely as a
form of poetry: the ‘sonnet’ is a type (a ‘genre’?) of poetry with certain defined
contents. The form (sonnet as four stanzas) is directly connected to the content
(sonnet as specific type of poetry). I wonder whether the malleable connection
between metrical form and specific content can be ontologically considered as
‘genre’. Thus, I believe it would not be entirely wrong to speak of the metaphrasis
as ‘quasi-genre’: a sonnet can be defined by its form and also by content more or
less ascribable to a ‘genre’, just as the metaphrasis, therefore, can be.

But let us move from the theoretical discussion of the genre and let us now
focus on the practical outcome of this process in Ignatios’ fables. As for Ignatios,
however, we can say that his metaphrasis of Babrius is not only the result of the
rhetorical process mentioned above,' but a work into which the author has put
something new, in either form, style, content, or language. Whatever Ignatios’
intention was and whatever our idea of metaphrasis is, it is true that his Tetrasti-
cha were transmitted not as part of Aesopic corpora and not mixed with other
Aesopic materials, even if strictly linked to Babrius’ name:" for the manuscript
tradition, the work of Ignatios was independent enough from his Babrian hypo-
text, and capable of being an independent collection of (rewritten) fables.

What are the objects, then, and which texts underwent transformation? As
has rightly been pointed out,”® the genre of the Aesopic fable is one of the most

16 It is interesting to note what happens in the manuscripts as regards the title of Ignatios’ col-
lection. In most of them, the fables are described as “tetrastichs from the original Gabrias/
Babrius” (the name of Babrius was often mistaken), but in some manuscripts the fables are de-
fined as tetpdotya [...] petagppacBévta xal mpog apetnyv énaleigovta (“tetrastichs [...] meta-
phrased and set for virtue”). They are not defined precisely as a metaphrasis (except in one man-
uscript, Milan, Biblioteca Ambrosiana, E 64 sup., of the 15th century, iyvatiov Siakdévou
TeTpaotiya U tauBwv €ig Tovg pUBoug TOLG alowmKoLg UETAPPAaTIKOVG), also because the very
concept of metaphrasis arose later. Yet we find a rising awareness of that process of transfor-
mation and of its literary outcomes.

17 In the manuscript tradition of Ignatios’ Tetrasticha, Babrius’ name (or corruptions of it, such
as Gabrias, Fabrias ...) appears in a great number of witnesses together with that of Ignatios
himself, so it sometimes happens that the only remaining name is Babrius and not Ignatios (titles
very often suffer corruption). The ultimate example of the ‘strong presence’ of Babrius’ name in
titles of the Tetrasticha is given by the Aldine edition (printed in Venice in 1505): in that edition,
the Tetrasticha were attributed to a certain ‘Gabrias’ (i.e. Babrius).

18 Lauxtermann 2003/2019, IT 225-229, esp. 229: “No literary genre lends itself more to meta-
phrasis than the fable, a genre that is in a constant process of transformation, from prose to verse
and back again [...]".
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significant (and suitable) examples of metaphrasis in Byzantium, since meta-
phrasis is a typical school exercise. And there is no better school exercise than a
metaphrasis of a school text itself, such as the Aesopic fables.

In this sense, another point about Ignatios’ poetry has to be made: if the meta-
phrasis of Aesopic fables is the school exercise par excellence, Ignatios goes a step
further in composing fables that are not simply school exercises themselves. Igna-
tios has written something, the Tetrasticha, that can also be meant as metaphrasis
and school exercise, yet the final result is a new collection of fables with its own
features and style — and its own manuscript tradition.”” The Tetrasticha are the
above-mentioned ‘quasi-genre’. Within the transformation there is also an origi-
nal contribution by the author (in our case, Ignatios), besides the rhetorical tech-
nique. With the Tetrasticha, the ‘genre’ of the Aesopic fable matches the aim and
technique of the Byzantine metaphrasis. Eventually, Ignatios’ work as a final liter-
ary product can be labelled a metaphrasis, ‘quasi-genre’.°

4 Long story short: fables in four lines

Ignatios followed the common trend of rewriting Aesopic fables and using them
mainly as school exercises, yet he had the brilliant idea of writing them in only
four lines, as the title Tetrasticha makes clear. The tetrastichic form of poetry (i.e.
poems in four lines) was most probably nothing odd to Byzantine taste,” yet Igna-

19 There were other genres that were part of rhetorical studies, especially in Late Antiquity:
ethopoiiae, chreiai, proverbs, and so on. They were all progymnasmata, preliminary rhetorical
exercises very popular in Late Antiquity: important contributions on this subject are, for exam-
ple, Cribiore 1996 and 2001 (esp. 221-230 for the progymnasmata), for Graeco-Roman Egypt.

20 A further insight in this complicated analysis of the metaphrasis as technique or genre or
product: it is not by chance, in my opinion, that some other poems by Ignatios can be defined
more or less as metaphrasis (as final product, or just ‘metaphrased’ poems): this is true of Lazarus
et dives, a 70-line poem concerning the tale of Lazarus and the rich man from the Gospel of Luke,
a prose parable that Ignatios rewrites in verse (dodecasyllables). The Versus in Adamum, another
poem by Ignatios concerning the original sin in Genesis, can be considered a metaphrasis (from
prose to verse, a poetic rewriting), but some other features suggest other ideas (for example: a
dramation?). The issue both of ‘genres’ in Byzantium and of ‘genres’ in Ignatios’ ceuvre is clearly
still a uexata quaestio.

21 It occurs, for example, in John Mauropous, Theodore Prodromos, and Manuel Philes, though
they are later than Ignatios.
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tios’ collection of fables is the first one composed exclusively of tetrastichs,”? and
his fables in four lines display, in some cases, a keen ability to shorten a model
without trivializing it. Ignatios’ skill is twofold: not only does he ‘metaphrase’
Babrian verses with a literary and not just didactic purpose, but he also chooses
the difficult form of four lines to rewrite fables that are sometimes very long in
their original form.

The work of Ignatios was much appreciated, so even later poets imitated his tet-
rastich fables: in fact, in the manuscript tradition of Ignatios’ Tetrasticha, there are
some fables that, although inspired by Ignatios and his quatrains, are indeed later.”
In any case, rewriting in verse was a common practice in Byzantium: no wonder,
then, that there are some (late) verse fables in the Aesopic corpora as well.

In comparison to other Byzantine verse fables, Ignatios’ Tetrasticha display
some unique features: besides the four lines, their metrical facies is correct,”® and

22 To the best of my knowledge, this is true of the first period of Byzantine literature. Ignatios’
choice can be appreciated even more in this light. A precise study of the evolution of the tetra-
stich form in Late Antique and Byzantine poetry is still lacking, but there are some clues to why
the four-line form (or a multiple of four) was appealing as poetry. For example, even Babrius
wrote some fables with the recurring number of four or eight or twelve lines. The path of the
tetrastich form in Greek poetry is something that needs deep but careful investigation. A certain
taste for a ‘four-line poetry’ can be found in the epigrams of the Anthologia Palatina. I cannot be
certain that the path of the tetrastich poetry in Byzantine times led from that specific source, but
it is extremely likely: tetrastichic poetry would be a ‘new side’ of the epigrams. Yet the question
badly needs a more in-depth investigation. For Hellenistic epigrams and the Anthologia Palatina,
see for example Gutzwiller 1998 and Cameron 1993.

23 The division into ‘genuine’ and ‘later’ (i.e. spurious) Ignatian fables was first made by Miiller
in his critical edition, dividing the fables into two sections. Most recently, Lauxtermann 2003/2019,
1T 232234, has stated that all the fables under the name of Ignatios (or corruptions of his name)
should be divided into three groups for metrical and stylistic reasons (with which I absolutely
agree): the first group, the original ones, is 1.1-45 (in Miiller’s numbering); the second group, the
“spurious but prosodic”, is 1.46-57 and 2.1-17, 28; and the third group, 2.18-27, 29-32, is the spuri-
ous and “unprosodic”. Moreover, this three-way division is strongly supported by the manuscript
tradition of Ignatios’ Tetrasticha, as I have discovered and as I will show in the critical edition.

24 The so-called recensio Vindobonensis (thus Hausrath 1959/1970, xi—xiii; this is the second
classis according to Chambry 1925/1926, 10-12; see also Perry 1936, 185-190, and Adrados 2000,
429-462) preserves many fables rewritten in Byzantine verses, sometimes attested only in single
manuscripts (codices unici). This is also true of the recensio mixta (the fifth classis according to
Chambry 1925/1926, 19-24). In those cases, the verse fables appear to be precise rewritings of
previous fables, not independent of the model — unlike Ignatios’ more original work. For anon-
ymous Byzantine fables, see also Adrados 2000, 472-492.

25 Ignatios’ verses are consistent with the ‘rules’ of the dodecasyllable of his time: paroxytonism,
isosyllabism, and (in most cases) isometry. To be brief, in the time of Ignatios (8th—9th centuries)
skilled poets (i.e. the ‘classicizing’ ones) were able to write dodecasyllables with prosodic accura-
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the choices in rewriting are not simply done in order to shorten the Babrian model.
The division into four lines reveals an internal structure of the tale. It can be out-
lined as:

1. introduction,

2. breakpoint,

3. turning point,

4. theend.®

Some questions may arise: what happens to a fable when it is transformed from
several lines to only four? Is its internal message clear enough, at the end of such
a ‘metaphrastic process’? Or what happens to the style and vocabulary of Babrius,
in Ignatios’ metaphrasis?

The three following examples? will show how Ignatios managed to write fa-
bles with their own literary character, even while cleverly imitating Babrius.
Ignatios did not simply summarize the fables or cut what was unnecessary — and
even in that case, reducing several lines to just four without losing any important
narrative feature would be challenging enough. Reading Ignatios’ Tetrasticha,”®

cy, according to ancient rules of prosody, demonstrating their ability to still ‘feel’ syllabic quanti-
ty. On Byzantine metrics, the most important and up to date study is that of Lauxtermann
2003/2019, II 265-383, ‘Appendix metrica’. Though not among the most gifted poets of Byzantine
literature (gifted poets as Christopher of Mytilene, John Mauropous, Theodore Prodromos, and
Nicetas Eugenianos) according to several scholars, Ignatios the Deacon nonetheless fits into the
legacy of the learned poetry of his era, and his verses can be considered ‘correct’ — however that
is defined — in metre, rhythm, and syntax. The later Byzantine verse fables attested in Aesopic
corpora are less accurate in metre, prosody, and style, which is one of the main differences be-
tween them and Ignatios’ fables.

26 The ‘internal structure’ divided into four lines is also supported by the isometry, the Byzan-
tine ‘rule’ in poetry of “full correspondence between form and content” (Lauxtermann 2003/2019,
1I 350), which derives from the aim to give full information (when possible) in each line: this
criterion holds true for some fables by Ignatios, though not for all. I will discuss this topic in the
Prolegomena to my critical edition.

27 I have chosen fables only from the group of ‘original’ tetrastichs by Ignatios, nos. 1.1-45 (see
above, n. 21).

28 I am well aware that all the remarks on Ignatios’ Tetrasticha are something of a hysteron
proteron, since the text we will analyse in detail in the next paragraphs is still that of the latest
edition (Mtuller 1897, but see below), unless otherwise indicated. The reader may rightly argue
that reflections based on an ‘old’ text may mislead without a modern, complete critical apparatus.
However, in this paper I have chosen fables whose text is more or less ‘certain’, even in its cor-
ruptions, as we will see. Some technical and literary features (such as rearrangement of lines or
precise lexical choices or structural changes) can be easily recognized and outlined, even while a
critical edition is in progress and before its completion.
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we find that there is some technique in rewriting, not by mere substitution or
subtraction of words: Ignatios’ work cannot be labelled a ‘mechanical’ exercise, an
arithmetical reduction of lines and words in a brief re-arrangement of a previous
text. There are three recurring patterns (or devices) in the process of transform-
ing (i.e. ‘metaphrasing’) Babrius’ fables into a new tetrastich fable:” the striking
ending, the pursuit of narrative breuitas, and the total line-to-line reshaping.*

4.1 Fulmen in clausula: the fox, the crow, and the cheese

(Ignat. Diac. 1.15 ~ Babr. 77; see Aesop. 124 P. [= 126 Hsr.; 166 Ch.])

In a short tale, every part (and every line) has its own importance and meaning. But
in a moral tale, such as a fable, the moral message is an important feature, usually
given at the end of the fable as a revealed universal truth that the reader grasps
while reading the fable: in this way, the ending can easily become a ‘striking end-
ing’.® This is something that happens very often in fables, either in prose or in verse,
since the solution or moral must be clear at the end of the story. In Ignatios this is
even more evident, as the following example shows: a crow takes a piece of cheese,
and the fox wants to eat it as well. So the fox deceives the crow with a lot of fake and
fancy compliments in order to get the cheese, and successfully.®

Kopag 8ednywg otépatt Tupodv eiotrikel

TUpoT & aAwnNE Lyavhoa Kepdwn

UVBw TOV BpVLY TATNOE TOLOVTW:

“kOpag, KaAai ool TTEPUYES, OEEN YN,

0enTOg avyVv- oTéPvov aietol Qaivelg, 5
GVUEL TAVTWY ONplwv KATIoXVELS.

29 The three patterns that I will discuss are not the only ones, and they are not strictly inde-
pendent: sometimes the different patterns (or rhetorical devices) are used together to obtain an
effective line, or a vibrant ending, or a precise narration. The three patterns mentioned above are
the most significant, and most easily identifiable.

30 For each fable by Ignatios or Babrius quoted here, the corresponding tale in the Aesopic
corpora is also cited.

31 The moral in Babrius, Ignatios’ model, is a rather difficult issue: we are not sure whether the
epimythia are original or not; if not, then the ‘striking ending’ ought to be found not only in the
epimythia, but also in the last lines of the poem. On the epimythia, see Luzzatto/La Penna 1986,
xci-xcvii, and Holzberg 2019, 13-17.

32 All translations of Ignatios here are mine, whereas for Babrius I use the translation of Perry
1965, sometimes slightly modified. The fable from the Aesopic corpus (printed below) is also
translated by me.
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‘0 70106 6pVLG KWPAC GG KOV KPWIELS.”
Kopa€ & énaivw kapdinv éxavvwdn,
0TOpaTOG 8¢ TUPOV EKPOAWY EKEKPAYEL.
Tov 1} cogn Aafodoa keptéuw yAwaon 10
“OUK 00’ Apwvog” elrtev “6CANI QWVHELS:
€yeLg, kopag, anmavta, volc 8¢ ool Aeimel.”
(Babr. 77)

A crow, holding in his mouth a piece of cheese, stood perched aloft. A crafty fox who
hankered for the cheese deceived the bird with words to this effect: “Sir Crow, thy wings are
beautiful, bright and keen thine eye, thy neck a wonder to behold. An eagle’s breast thou
dost display, and with thy talons over all the beasts thou canst prevail. So great a bird thou
art; yet mute, alas, and without utterance.” On hearing this flattery the crow’s heart was
puffed up with conceit, and, dropping the cheese from his mouth, he loudly screamed: “Caw!
Caw!” The clever fox pounced on the cheese and tauntingly remarked: “You were not dumb,
it seems, you have indeed a voice; you have everything, Sir Crow, except brains.”

(Transl. Perry)

Tupov kopag €8axve, kepdw & Hmdta

“el yAdooav elyeg, Znvog {G 6pvig uéyag.”

0 vigmog & £kpadev, 1y 8 elhev tTupov.
“¢yeLs, kopag, dnavta, vodv ktijoal 8 ” Egn.

"ExBp®v énaivolg un meteveLy.
(Ignat. Diac. 1.15)

A crow bit a piece of cheese, and the sly <fox> deceived him: “Had you a tongue, you would
be Zeus’ great bird!” The foolish one cawed, and she took 1 the cheese. “Crow,” she said, “you
have everything, but you should acquire brains.”

Do not trust enemies’ praises.
(Transl. F.S.)

As we can clearly see, the fable by Babrius is longer than the Ignatian one, yet the
tetrastich has everything needed to understand the fable, and it seems that Ignatios
stressed its moral message. In fact, as we have said, every line of the tetrastich has a
precise function: every fable has four major moments (introduction, actio, reactio,
and conclusion), and in the tetrastich every line contains one of these moments. The
first line is a presentation of the actors of the story (the crow, the fox, a piece of
cheese), and, if possible, with verbs or other details of their distinctive characteris-
tics; the second line is the breakpoint of the story (the dishonest and unkind com-
pliment); the third line is the turning point, turning towards the end and the resolu-
tion (the fox takes the piece of cheese); finally, the fourth and last line is the striking
ending, often given in direct speech, to make it sharper and more effective (the fox
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taunts the crow). Comparing the two fables, Ignatios’ story’s division into four parts
is evident, as is the fact that he quotes only the essentials. The four lines of fancy
compliments in Babrius (4-7) are summarized in one line in Ignatios (2), but with
mention of none other than Zeus himself: the one-line compliment in Ignatios’ fable
finds room for (and even needs) a hyperbole. In the third line, something happens
all of a sudden:® the crow drops his precious piece of cheese and the famished (and
deceitful) fox takes it. Finally, the fulmen in clausula: Ignatios writes almost along
the same lines as Babrius — the first hemistich is, in fact, identical — and the strong
juxtaposition makes the unpleasant compliment (“you have everything but brains”)
clear. Only in the epimythium following the tetrastichs does Ignatios warn against
trusting the flattery (however effective) of enemies; whereas in the fourth line of the
fable he chose to stick to the model and kept the effective direct speech. The exam-
ple of the fox and the crow with the cheese shows how important it is that the final
words be striking, especially with only four lines available.

4.2 Pursuit of breuitas: the jackdaw and the fake plumage

(Ignat. Diac. 1.29 ~ Babr. 72; see Aesop. 101 P. [= 103 Hsr.; 163 Ch.] )

Although summarizing is neither the main purpose nor the most brilliant tech-
nique of Ignatios in rewriting Babrian fables, it is undeniably an important part of
his process of metaphrasis, as illustrated in our second example.

"Ipig ToT oVpavoio TOPPLPI] KijPULE

TTNVOIGL KAAAOUG €lmev &v BeGv 0iKoLg

ay®va keloBar ndoL § evBLG RKovAEDN,

kal dvta Belwv €oyev tuepog Swpwv.

"Eatale métpng aiyt SuoPdrov kpryvn, 5
08wp Te Bepvov kal Slavyeg elotrikel

TAVTWY T & avTd @DAoV RABEY 6pVibwv,

npoowna § avtdv ¢EEAove Kal Kviuag,

€aele Tapoovg, EKTEVLLE TAG Yaltag.

"HABev & ékeivnv kal KoAoLOG €ig KprvNV, 10
YEPWVY KOPWVNG LIOG dAA0 & €€ GAAov

33 The third line is very problematic. Miiller printed it with a crux (since the line-ending is certainly
wrong), but it is reasonable to think that: 1. the original text was not very different, and perhaps we
should change only the last word; and 2. even if the original word is lost, the surviving readings (for
example, a line rewritten as kOpag 8¢ pimtel Tupdv fj & elrev Tdyog, or even yaivel KOpag: mimel
TUPOG KePSW & €@n) in the different manuscripts show us what happened in that line.
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TITEPOV KAOVYpwV €vTog Appdoag Huwv
UOVOG TA TAVTWY TOKIAWG EKoaprin,
kal mpog Beovg fjL&ev aietol kpeloowy.
‘0 Zevg & €0appet, xatl mapelye v viknv 15
el un xeABwv adTtov wg Abnvain
fiAey&ev EAkboaoa T0 TTEPOV TPWTN.
‘0 & elrtev avTij “wrj ue cukopavtriong.”
Tov & Gpa Tpuymv omdpatte Kal Kixin
kal klooo kal kopuSaArog obv Tagolg Tatlwv, 20
X0 vnrtiwv €pedpog opvéwv {png,
T4 T 6AN’ Opoiwg, Kal KoAoLog Eyvnaob.
"Q nai, oeavtdv kOopov {8Lov kdopeL:
aAAoTpiolg yap éumpénwv atepndion.
(Babr. 72)

Once Iris, heaven’s bright-hued royal messenger, proclaimed a contest in beauty for the
feathered tribe, to be held amid the dwellings of the gods. The news at once was heard by all,
and every bird was filled with yearning for the prize forthcoming from the gods. There was a
spring dripping from a rocky cliff that scarce a goat could tread, and there the water in a pool
stood summer-like and clear. Thither birds of every kind now came, to wash their feathers and
to comb their crests. Among them to that fountain came a jackdaw, an old fellow, the son of a
crow. Taking one cast-off feather from one bird and another from another, he fitted them to his
wet shoulders, and thus having plumed himself variously with all their feathers, he darted off
to the gods more impressive than an eagle. Zeus marvelled and was on the point of giving him
the victory, had not the swallow, like the true Athenian that she was, confuted him by being the
first to pull out her own feather. In vain the jackdaw said to her: “Don’t show me up!” The
turtle-dove clawed him viciously, so too the thrush, and the jay, and the lark who plays about
the tombstones, and the hawk who lies in wait for fledgling birds, and likewise all the others. So
came the jackdaw to be known for what he was.
Deck yourself out in fine clothes of your own, my boy; if you parade in finery that belongs to
others, yow’ll be stripped of it.

(Transl. after Perry, modified)

AMotpiolg mTePOlaLy RUPLEGUEVOC,
NUXEL KOAOLOG OPVEWY DITEPPEPELY.
Ipwtn 8¢ 8OPov i} XeEASWV 1pTaKEL,
ued’ fv dmavteg elta yopuvog svpéon.

To €€ épavou Bpaoog aioyel SloahveTal.
(Ignat. Diac. 1.29)

Once he was clothed with others’ feathers, the jackdaw was confident that he would surpass
all birds. But the swallow first took off the gift, and after her everyone else: then, he [the
jackdaw] was naked.

The arrogance from a loan is dissolved by shame.
(TranslL. F.S.)
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We can see that the hypo-text by Babrius is far longer than the tetrastichic one by
Ignatios. In Babrius, the backstory of the birds’ contest proclaimed by the gods
occupies the first nine lines. Then, the jackdaw steals other birds’ feathers, but he
is caught out by the swallow first, and then by other birds. In Ignatios, we find
only the essentials, yet with smart hints towards the longer text.

Regarding breuitas and the ‘rule’ of putting all the information in the smallest
possible space, it is interesting that the first line consists of only three words, a
‘three-word trimeter’ — or, here, a three-word dodecasyllable.** Although the
contest is absent in Ignatios’ tetrastich, we can imagine it: in line 2, the jackdaw is
confident of surpassing (Unep@épewv) all other birds with the stolen feathers, and
this evokes the contest even without mentioning it.* Further, a ‘gift’ is mentioned
in both texts, albeit with slightly different meanings and at different moments of
the story. The list of birds is shortened, but the swallow, the one who brings jus-
tice in this fable, is still mentioned in Ignatios. By the end, just three words clearly
sum up the ending of the story.

4.3 Rephrasing line-to-line: the cat and the sick bird

(Ignat. Diac. 1.16 ~ Babr. 121; see Aesop. 7 P. [= Hsr.; 14 Ch.])

The last characteristic is rewriting almost anew, according to Ignatios’ own ‘taste’.
This is the case in an intensive rephrasing, and, we should note, the case in which
Ignatios introduces something new, i.e. a distinctive detail at the end. In our third
example, the fable in Babrius and Ignatios is the same, but the outlook is different.*

34 On three-word trimeters, their definition and use (and their diffusion in some Byzantine poets),
see Marcovich 1984, esp. in the appendix (200-211) on Byzantine authors. The feature is common in
ancient trimeters, and also in Late Antique and Byzantine dodecasyllables, though a deeper investi-
gation is badly needed. In this case, it is all the more impressive that Ignatios chose to write a three-
word dodecasyllable (a difficult verse) within the already difficult structure of four lines.

35 We assume that an ideal reader of Ignatios’ fables would not have had to read Babrius’ fables
(or other Aesopic fables) to understand Ignatios’ short tetrastichs. I believe that the main theme
would have been clear to a reader who knew which fable he was reading. Yet it is an important
question still to be discussed thoroughly. I will address it in the Prolegomena of my critical edition
of Ignatios’ Tetrasticha.

36 The fable by Babrius is four lines long, since one line (which I print in square brackets) must
be deleted as spurious: see Luzzatto/La Penna 1986 ad loc. The spurious line is attested only in the
tabulae ceratae Assendelftianae, a Late Antique witness to Babrius (see Luzzatto/La Penna 1986, xxx),
whereas the Medieval tradition of Babrius (the ms. Athous Mus. Brit. Addit. 22087, see Luzzatto/La
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"0pvig moT obévnae. Tij 8¢ mpookvag

airovpog elre: “TIEG £xelg Tivwv xpRleg;

£yw mapétw mdvta ol uovov owlov.”

[N & 6pvig elmev pdBov GELov yvoung]

H & “fjv améAdng”, elnev, “ovk anodvijokw.
(Babr. 121)

»

A hen once fell sick. A cat bent over her and said: “How are you getting along? What do you
need? I'll get you anything you want. Only take care of yourself and don’t die.” Said the hen:
“If yow’ll just go away from here, I won’t die.”

(Transl. Perry)

Kapvovoav 6pviv (8ev ailovpog voow.
npog fv épnoe “TIRG €xelg Ta Tiig vooov;”
Tpépovoa & elnev “ei TapéAdolg pakpodev,
Cwnv VTEABW Soprddwy VrepTépayv.”

duAdTTEGHAL TOAEUIWY VTTOKPLOLY.
(Ignat. Diac. 1.16)

A cat saw a bird who was sick, and told her: “How about your illness?” The frightened bird
then said: “If you pass by keeping your distance, I will have a life longer than that of deer.”

Beware of enemies’ hypocrisy.
(Transl. F.S.)

In Babrius, we find a bird and then a cat, in Ignatios instead there is a cat looking
at a bird — it may seem a very slight difference, but Ignatios has tried to be brief
and perhaps to give more details in less space. The most effective part of this re-
writing is the answer of the bird in Ignatios’ tetrastich. While in Babrius we have
the bird saying “if you leave, I won’t die” in just one line, in Ignatios’ fable the
answer merits a line and a half, and, above all, the bird says something that is not
traceable in Babrius: “I will have a life longer than that of deer.” Ignatios did not
simply paraphrase and rephrase the Babrian half-line “I do not die” (ovx damo-
Bvnokw): the brilliant and ‘new’ image of deer and their long life represents the
personal addition of Ignatios from his own cultural heritage — an image that may
have been common in Late Antique and Byzantine outlines of that animal.”

Penna 1986, xxiii-xxv) has the fable in only four lines. It is most likely that Ignatios read Babrius’
fable in the four-line form attested in the Medieval tradition.

37 This image seems to be borrowed from the Physiologus (or, better: from the Greek version of
the text), an anthology of moral outlines of animals (the snake, the deer, the swallow, and so on)
and descriptions of their behaviour, often with allegorical hints. Sometimes the descriptions are
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But we can go a step further. The work of Ignatios is precise, and quite differ-
ent from another Byzantine (and later) rewriting of the same fable:®

"OpVLg 8¢ ToTE KATAKALOELG IPPWOTEL

eig 6v ailovpog mpoxvag £pn tadtar

“TI®G &xetg, eide; L 8¢ ool &v TLYPRING,

dvayyeAlov pot kai mévta oot Tapégw.

‘Ouwg €yelpe, Kat tevgn Tiig Lyelag.” 5
‘H & anexpibn mpog tov ailovpov tadtar

“Ei o TapéABng, £yw ovk AmoBvioKw:

Cwniv yap {ow Sopkddog umeptépav.”

Tolg SoAlovug UTTOKPLTAG, TOVG AEyovTag UAELY, O HBBog EAéyyeL.
(Aesop. 14 Ch. aliter [recensio Vindobonensis])

Once a bird was lying down and was sick; a cat pointing at him said these words: “How are
you, dear? Whatever can be useful to you, tell me and I will provide for you. Nonetheless
wake up, and you will recover.” But the bird replied to the cat: “If you pass by, I do not die:
in fact, I will live a life longer than that of deer.”

The fable refutes the deceitful pretenders who claim to love.
(Transl. F.S.)

enriched by quotations from the Septuaginta or the NT; more often, the description of the animal
and its behaviour serves the exegesis of biblical references and quotations. The edition of the
Physiologus is still that of Sbordone 1936: its text has been transmitted in three versions (redactio
prima, redactio Byzantina, and redactio pseudo-Basiliana). For the image of the deer, the Physio-
logus is a likely source (to the best of my knowledge), in the chapter on deer and snakes, 2.4 (i.e. in
the redactio Byzantina): o0tog pév {ff &t mevrikovta [...] St toto #Aagog ovopdletal, Sui o
EAEWV TOVG OeLS €k BABoug. AaPwv 8¢ TOV 6@LV, Tpéxel eig TAG TNYAg TMV V8ATWVY- €av Yap Sla
TPLOV BPGOV A’ 00 TOV 6@V A4Pn oV i B8wp, TeAeLTY, el 8| Ttin BSwWP, {fjoeTal GANA TIEVTIKOVTA
&tn (“It [scil. the deer] lives for fifty years [...] Which is why the deer is so called, because it catch-
es the snakes from the depths. When it catches the snake, it runs to the streams of water: in fact,
during the three seasons after which the deer catches the snake, if the deer does not drink the
water, it dies, but if it drinks the water, it will live for another fifty years”). The long life of deer
was not unknown to Ancient Greek literature; see for example Hes. fi. 304.1-2 Merkelbach-West:
€vvéa ToL JweL yevedg Aaképula kopwvn | av8pdv nBovtwv- Ehagog 8¢ te teTpaxdpwvog (“the
cowing crow lives for nine generations | of adult men; but the deer has four times the life of the
crow”). Yet for a Byzantine author writing of animals and their (more or less realistic) features,
the most likely source was indeed the Physiologus.

38 Aesop. 14 Ch. aliter in dodecasyllables belongs to the second recensio (the so called Vindobonen-
sis), in which a lot of late verse fables are preserved. Incidentally, the fable is attested also in manu-
scripts of the fifth recensio (the recensio mixta). The same tale but with some different stylistic fea-
tures is also found in the recensio Augustana and in the Paraphrasis Bodleiana (i.e. the prose
paraphrase of Babrius). I will not discuss the ‘metrical features’ of this later version thoroughly: it
differs from Ignatios, and the ‘rules’ of a learned dodecasyllable are not always respected.
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This anonymous verse fable can be considered a rewriting of the Babrian one as
well, yet it also recalls the structure of the fable in the recensio Augustana. Although
the phrasing is very similar to that of Babrius in being very barebones, the cat here
pretends to be a doctor: in fact, the cat speaks about recovery (kai tevgn tfig Lyeiag),
as happens only in the Augustana.®® But, finally, the epimythium given in this late
version sticks to what the epimythium of the Paraphrasis Bodleiana of this Babrian
fable says.* The anonymous fable thus ‘mixes’ the Augustana (the mention of the
recovery) together with the elements of the Babrian fable (the beginning of 14 Ch.
aliter: dpvig 8¢ mote ~ Babr. 121: 8pvig noT, or the use of direct speech, asking
whether the bird is fine or not) and its paraphrase (the epimythium similar to the
one in the Paraphrasis Bodleiana), and finally with Ignatios by mentioning the deer
and their long life (almost a quotation, 14 Ch. aliter: {wiv ydp {jow Sopkadog
umepTépav ~ Ignat. Diac.: 1.16: {wiv UEABw Sopkadwv Umeptépav). It may be diffi-
cult to reconstruct the exact process of imitation and tell who is the imitator, who
the model, but it seems most likely that influences developed in this way:

rec. Aug.
\\ Babr.
Par. Bodl. \\
\\ AN Ignat. Diac.

“>._ 14 Ch. aliter
[epim.]

The ‘contamination process’ beneath the text of the anonymous fable Aesop. 14
Ch. aliter, together with its stylistic and metrical features,* proves that it is a late

39 Aesop. 7 P. [= Hsr., 14 Ch.]: [...] oxnuaticag €avtov eig latpov kal ta Tfig EmaTiung mpoceopa
avarapov épyanela [...] (“disguising itself [scil. the cat] as a doctor and taking the tools relevant to
the science [...]").

40 The epimythium reads (Chambry 1925/1926, 57): [0t VvmoxpLTag SoAiovg QAETY AéyovTag 6
udbog éAéyyel (“the fable puts to shame the deceitful hypocrites who claim to love”). We may
suppose that the Paraphrasis Bodleiana, late as it may be, was written before the later Byzantine
recensiones of Aesopic fables: in that case, it is most likely that a late rewriting (such as this one
from the recensio Vindobonensis) may have borrowed from both the Paraphrasis Bodleiana and
the Augustana, rather than being a model for the Paraphrasis (let alone for the Augustana!).

41 As well as the mere rearrangement, as a juxtaposition of previous sources and their phrasing,
the anonymous fable also has metrical features (let us say, metrical ‘mistakes’) that prove its
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rewriting of the topic, later than Babrius, the Paraphrasis Bodleiana, and also
later than Ignatios.” The late anonymous fable is clearly a mixture of different
materials and different sources available to the writer, with no precise aim of
being either brief, lengthy, or explanatory. This is notably different from what
Ignatios did in his fable.

The example of the anonymous version from the recensio Vindobonensis is
striking. The comparison, however, between Ignatios’ tetrastich fable and the
anonymous one, besides supporting the late chronology of the latter, proves per
differentiam the skills and the personal contribution of Ignatios in (re)writing
Babrius. Not only did Ignatios choose a specific author (not simply mixing Aesopic
fables tout court) as main source and hypo-text for his rewritings, but he managed
to write poetry with its own literary dimension, combining form, function, and
content — a delight for learned eyes.

5 Conclusions: tetrastich poetry

Without setting precise boundaries of ‘genres’, Ignatios wrote his fables both as
metaphrasis (i.e. the school exercise) and independent poetry (the ‘quasi-genre’)
by using the form of the tetrastich. As regards their genesis, Ignatios’ quatrains
cannot just be defined as ‘fables’: they are metaphrased fables. Moreover, as re-
gards their literary status, they cannot be labelled simply ‘metaphrased fables’:
they are a poetic metaphrasis of fables.

Had Ignatios not chosen the tetrastich form with all its features, his fables
would probably have been only school exercises, or been similar to the later
anonymous fables that were quite common in Byzantine anthologies of Aesopic
materials, as is commonly known and clearly demonstrated by the evidence of the
manuscript tradition. But Ignatios chose the tetrastich form, its features, and its
stylistic demands. The fables remain fables but their shape distinctly changes.

As for the connection between fables and other genres, Ignatios’ fables elude
precise definitions: the content is the fable, the form is tetrastich poetry, the origin
is the process of metaphrasis, and the genre is a ‘quasi-genre’. In this case, Ignatios

language to be later than that of Ignatios: there is no correct (or rather, ‘classicizing’) prosody in
the lines of the anonymous versifier, unlike Ignatios’ verses.

42 Moreover, it is interesting that the anonymous Aesop. 14 Ch. aliter used different sources, and
not all of them were easily available — for example, Babrius’ fables. It would be interesting to
find out how the anonymous fables (such as those of the recensio Vindobonensis) quoted and re-
elaborated their sources, and how they read them.
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chose to stick to poetry, the ancient form of Babrius’ collection: albeit in the di-
dactic context of preliminary school exercises, Ignatios’ fables are poetry. His
collection cannot be labelled a ‘collection of exercises’ (incidentally, Aesopic fa-
bles): it is a corpus of refined, carefully produced short poems. The manuscript
tradition, in this regard, teaches us an important lesson of Textiiberlieferung: Igna-
tios’ fables were copied as an autonomous collection of poetry, and they were
perceived as such. It is useful to note that Ignatios’ tetrastich fables have some-
thing in common with epigrams and their witty breuitas, and we may wonder
whether the epigram as genre had some influence on the tetrastichs of Ignatios
and later Byzantine poets. At any rate, epigrammatic wit seems to perfectly match
the style of Aesopic fables, and the interaction between the two genres — epigram
and Aesopic fable — may be pivotal to the definition of Ignatios’ tetrastichs.”

It is certainly no coincidence that in the following centuries the tetrastich as a
poetic form became increasingly popular in Byzantium (either tetrastichs alone or
groups of four lines in a longer poem): the ‘tetrastich aesthetic’, so to speak, and
its internal balance found an initial, though already well defined example in the
early Byzantine period in Ignatios the Deacon, who transformed the ancient fa-
bles not as anonymous copyists might do, but as an author, a poet. His fables re-
main fables, but in the Byzantine manner.
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