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Summary

his thesis studies the evolution of a particular riddle complex within the sub-
Tgenre of the Symphosian Riddle, a development over more than a thousand
years in which, I argue, the line of influence is unusually clear. Chapter one is
divided into a translation of the Symphosii Scholastici Aenigmata—the first
complete translation to appear in English since that of Raymond Ohl in 1928—and
an essay dealing with the problems entailed in translating both Symphosius and
riddle texts in general. Thereafter, the thesis traces a progression through four main
“texts” which, it agues, mark significant stages in the development of the
Symphosian Riddle. The first, Symphosius’ Aenigmata is the foundation text of the
genre. The next, De Creatura, is an ambitious eighty-three line work by Aldhelm,
Symphosius’ closest imitator who, in effect, “invents” the Creation Riddle. The line
of development continues through Riddle 40, 66, and 93 from the Exeter Book which
variously rework the dualistic imagery of De Creatura. Most significantly, Riddle
93 distils this imagery into short, discrete riddle “clues” which pass into oral
tradition. Finally, the influence of the Symphosian Riddle can be discerned in the
adaptations, over six versions, of an English ballad known as “Riddles Wisely
Expounded” (Child 1). In this latter stage, the descriptive “clues” of the Exeter Book
Creation Riddles separate into a series of single line questions in a riddle contest
between the Devil and a young girl over the nature of the world—and the fate of her
immortal soul. These single line questions reappear in ballads concerned not with

Creation and the nature of things, but rather with love and matrimony.

Common to each of these riddle “collections™, either collectively or singly, is
that it deals with and interprets the nature of things. This thesis credits Aldhelm
with the further development that becomes the Creation Riddle, the idea that the



manifest world of physical phenomena encompasses and unites all contraries and
contradictions—in short, that creation is the ultimate paradox and is therefore the

ultimate riddle subject.

In using a literary methodology of close textual and aesthetic analysis to
chart the dynamic evolution of this particular riddlic idea, this thesis offers a
substantially new approach to the study of riddles. It differs from literary scholars
(such as Orchard or Lapidge) who have approached riddle texts as if they were static
literary artefacts, from folklorists (like Pavlovskis or Blauner) who offer generalist
surveys of diverse riddle traditions, and from anthropologists (like Dundes or

Maranda) whose focus has been on the social function of riddles.

Furthermore, in undertaking what might be described as a “case study” of a
particular riddlic idea, this thesis demonstrates the capacity of literary and cultural
forms to persist, transform, and reinvent in ways that reflect and respond to changing
cultural imperatives. This demonstration is, in itself, a contribution to the field of
cultural studies. Equally important, the thesis shows that, whatever their status in
the modern world, in antiquity and throughout much of our history, the Riddle has
been a serious poetic genre which, by virtue of its deployment of paradox at the
furthest edges of linguistic signification, is uniquely suited to expressing and
meditating upon the otherwise unsayable and ineffable aspects of the human
condition. Indeed, for ancient thinkers, the process of unravelling and penetrating to
the meaning of a riddle may, under certain circumstances, enact the religious
experience of passing from ignorance into understanding. Finally, this thesis
suggests that the riddlic disposition to see the miraculous in the mundane and to
reconceive the world in surprising new ways is at the heart of English poetry and are

still an important route to wisdom.
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Preface

Your soul covered the earth,
and you filled it with parables and riddles.
Sirach 47:15 (RSV)

first encountered what I now term a “Symphosian Riddle” as a child. Quite
Iserendipitously, [ started looking through Michael Alexander’s The Earliest
English Poems, intrigued by its title; I had no idea of what the history of English
poetry might be, nor what its earliest poems might be like. Of all the strange and
wonderful poems in the volume, it was the riddles from the Exeter Book which
caught my attention—or more accurately, it was the idea that riddles were amongst
our earliest poems. [ started reading them, trying to guess their answers but I soon
realised that, not only could I not see their solutions, I could not even see that they
were riddles. They were not phrased as questions and, in the main, they did not turn
on a logical or linguistic trick. Increasingly perplexed, I went looking for other
riddles in other volumes and came across this: “Wha[n] antecryst is come in to this
worlde what thynge shall be hardest to hym to knowe?” A perplexing question
indeed, yet I found the answer even more perplexing: “A hande barowe for of that he

sl

shall not knowe whiche ende shall goo before.” My unarticulated but strongly felt
definition of a riddle at the time dictated that a riddle should be a puzzle whose clues
could only be satisfied by one answer so that a diligent guesser could, with careful
thought, solve it. The answer to this riddle, a “hande barowe”, though it conforms to
the implicit “logic” of riddles, seemed random. Certainly, the Antichrist might be
perplexed by a hand barrow, but why should he find it most perplexing of all? Why
should he not be more perplexed by a plate, beaker, bowl or jar? After all, none of

these has a front and back. Why should he not be more perplexed by a sieve? A

' Anon. The demau[n]des ioyous [Enprynted at London: in Flete strete at the sygne of the sonne by
me wynkyn de worde, In the yere of our lorde a M.CCCCC. and xi.] [1511]. from Electronic
reproduction (Ann Arbor, 1999) Early English Books Online, 34:10.. 2, accessed 15/12/2008.
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sieve is a container which does not contain what is put in it! Indeed, why should the
Antichrist be most perplexed by an object at all? Why not be more perplexed by a

bow or handshake or any other human custom without obvious function?

It was not until my first academic encounter with riddling that I started to
guess the answer, or at least, to understand that I had asked the wrong questions.
This encounter came during my Masters thesis which was initially conceived as a
study of the survival strategies of female characters in the Child Ballads but rapidly
became concerned with the single most successful of these; riddling. I came to see
that in the folk culture which produced the ballads, riddles performed a range of
psychological and cultural functions. My myopic concern with the riddle’s answer
had, in the kind of irony I now regard as an occupational hazard for the riddle
scholar, prevented me from “solving™ the riddle; certainly it had prevented me from
understanding it. 1 came to realize that the answer is important not in itself, but
because it valourizes a particular kind of thinking (what I term “riddle wit™) and
even more significantly, because of what it suggests about the nature of the world.
The point of the riddle is that, despite the might and power of the Antichrist, in fact
because of it, he is ignorant of the simplest pieces of common knowledge
concerning everyday life. Worse, when confronted with the alien hand barrow, the
Antichrist is so lacking in riddle wit that, like myself, he asks the wrong question; it

does not matter which way a hand barrow faces.

So this subversive riddle, in mocking the horrors of the Apocalypse and the
powers of the Antichrist, is cathartic. It reminds its audience that the mighty are
fallible, that the humble may know things of which the powerful are ignorant and,
most importantly, that things are not always as they seem. This riddle, like all
riddles, takes the audience through a process. The audience must first ponder the
question and then, when the riddle is solved, fathom the answer. During this
process, there is a constant negotiation between the audience and the riddle as the
audience measures the riddle against its experience of the world. Teaching riddle

literature I have found that students who would not dream of criticizing the structure,
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conceit, thought or imagery of a poem will challenge an answer or dismiss entirely a
riddle which does not satisfy riddle logic and their experience of the nature of things.
When a riddle does satisfy these criteria, the audience experiences a catharsis born
of being shown the world in a new light which each nevertheless recognizes as true;

a strange mixture of unfamiliarity and recognition.

Intrigued by this glimmer of understanding, my Masters thesis became a
study of the mechanics and narrative function of riddles and riddling in the Child
Ballads. 1 was especially intrigued by the ballad singers’ constant adaptation of
traditional riddles to suit the changing nature of the encounters described in their
narratives. Naturally, I became increasingly curious about the history and origins of
the riddles (if oral traditions may be said to have origins). Through Atkinson’s The
Englia:h and Scottish Popular Ballads 1 became aware of the connection with the
Exeter Book riddles and from there with Aldhelm and finally Symphosius. And so |
came back to my childhood perplexity over how the enigmatic descriptions in the
Exeter Book acted as “riddles™; all the more so now | was aware that they were part
of a wider tradition—what I now call the “Symphosian tradition”. Although they
have elements in common with the “Antichrist riddle”, Symphosian riddles prove far
more complex and far more culturally alien to the modern world. This thesis does
not aitempt to encompass the whole tradition. Rather it follows the strand from
which the Child Ballad riddles are descended: riddles on Creation. It presents an
analysis of how these riddles work and of how they interpret that Creation. The

present thesis, then, charts my own journey with riddling in reverse.



A Note on the Texts

Our earliest text of Symphosius’ Symphosii Scolastici Aenigmata appears in the
Codex Salmasianus, a North African miscellany of the seventh century
(though it was probably compiled in the early sixth century)® which includes
fragments from various famous ancient authors, lesser late antique Latin poetry, and
collections of epigrams. Bergamin has identified thirty-two manuscripts of the
Aenigmata spanning a period from the seventh to the fourteenth century, more or
less divided into two recensions, B and D. Riese suggests that both of the two
recensions date back to the sixth century and that the D tradition derives from an
authorial revision, though, increasingly, the latter hypothesis is thought to be
unlikely. Rather, scholars have adopted Baehrens’ 1882 theory that two scholars or
grammarians emended a parent manuscript of Codex Salmasianus, each making
different “corrections” and so producing the two recensions. Ohl sums up current

critical estimation of the two recensions when he comments:

“the readings of B... are often less felicitous than those of D, in a few
instances they are quite unmetrical; they seem, too, to have suffered
greater corruption in transmission. On the other hand, while none of
the versions of D are unmetrical, many are at the best obvious

attempts to better something not quite fully understood in B.”

In view of this, Bergamin has recently produced an edition of the Aenigmata based

o4 (GL

“sulla collazione completa di tutti i codici noti on the complete collation of all

2 R. Ohl The Enigmas of Symphosius (Philadelphia, 1928).15.

* Ibid.. 26.

* M. Bergamin Aenigmata Symposii: La Fondazione dell’Enigmistica Come Genere
Poetico (Firenze, 2005), Ixxxviii.



the known codices™). 1 have adopted Bergamin’s Latin text throughout the thesis,

with a few minor alterations. These will be signalled in their places.

For Aldhelm’s Enigmata 1 have used Ehwald’s masterful edition throughout.
I have used Muir’s edition of the Exeter Book. All pre-twentieth century versions of
the ballad known as “Riddles Wisely Expounded”, including the mid-fifteenth
century lyric Inter Diabolus et Virgo (Rawlinson MS. D. 328, fol. 174 b), are drawn
from Child’s monumental five volume masterpiece English and Scottish Ballads
published between 1882—1898, but recently reprinted in 2003. For later versions of
the ballad 1 have relied on Bronson’s equally authoritative 1959 The Traditional
Tunes of the Child Ballads. For Symphosius’ text | have provided a translation and
commentary. For the other texts, which are less problematic, I have provided full
texts in the order they are discussed. For all Biblical quotations I have endeavoured
to use the version of the Bible which had greatest currency or was most likely to be
known to each poet. For Symphosius, Aldhelm and the Exeter Book poet(s) I have
used Jerome’s Vulgate’ with English translations taken from the Douay-Rheims
Bible. For the Child Ballads, I have used the King James Version. For convenience
and clarity, I have used Loeb editions of Greek and Latin texts. I have used standard
English titles for all works in Greek; for non-English texts written in languages
which use the Latin alphabet, I have retained the titles of the original language. All
translations are my own unless otherwise stated. In the interests of clarity and in the
absence of an agreed convention, I write “riddle” for an individual riddle, but

capitalize it “Riddle” when referring to the genre as a whole.

> I have accepted the view that the Vulgate became standard relatively quickly, as Pope Damasus
hoped when he commissioned it in 382 and although. as Rebenich notes, figures such as Augustine
used both the Vulgate and the Old Latin texts, the Vulgate was popular and the version most likely to
be known to Symphosius. See G. Bowersock, P. Brown and O. Grabar, eds. Late Antiquity
(Cambridge, MS., 1999). 341, S. Rebenich Jerome (London, 2002), 25. For the Vulgate as the Bible
of the Anglo-Saxons, see M. Lapidge. ed. The Blackwell Encyclopaedia of Angl-Saxon England
(Oxford, 2001), 64. Although Aldhelm occasionally uses the Old Latin Bible, he seems to have
favoured the Vulgate, with which he was clearly very conversant. See R. Marsden The Text of the
Old Testament in Anglo-Saxon England (Cambridge, 1995), 65.
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Introduction

Riddling: Symphosius in Context

“émel 08 ToU @ihooogeiv,” Eom, “To (yrelv agyn. ToU O0¢ (wreiv To
Savualety xal amomely, eixotws Ta mola T@y mepl Tov Seov Eoixey
alviyuwaot xataxexoipSar.

——Plutarch, On the E at Delphi 385.2

he Riddle is a perplexing form, especially in the modern world where it has
Tlargely been consigned to school playgrounds and Christmas bon-bons. But,
as this thesis will show, it was a significant, complex genre in the ancient world. On
the one hand, it was regarded as a fitting form for oracles, prophecies, and, as the
quote from Plutarch (above) suggests, a form through which the Divine mysteries
might be understood and explored. On the other, as ancient authors from
Aristophanes to Athenaeus demonstrate, when used comically it is a form which
could be turned to biting social commentary. The formal qualities of riddles are
similarly chameleonic. Unlike poetic forms such as the sonnet, villanelle, rondeau,
or even the ballad, the Riddle genre is not defined by its form. Nor is it, like an
elegy or an ode, defined by its content or mood which may vary from the sublime to

the ridiculous.

Given the divide between modern and ancient conceptions, and the sheer

diversity of riddle literature, for many years the most important discussion in Riddle

! “Since.” he went on to say. “inquiry is the beginning of philosophy. and wonder and uncertainty the
beginning of inquiry, it seems only natural that the greater part of what concerns the god should be
concealed in riddles.” Plutarch's Moralia, F. Babbitt, trans. (London, 1936), 203.



scholarship was concerned with developing a definition for the genre. This
discussion, conducted mostly by folklorists such as Taylor, Dundes, and Georges,
was deeply influenced by mid-twentieth century Structuralism. They attempted to
devise a general definition of the Riddle as a genre of folklore® which could be
applied across cultures—sometimes to traditions as disparate as the Finnish and the
West African—which promoted a scholarly discourse concerned with finding
common ground between the numberless texts at one time or another described as
“riddles”. Commonalities, recurrent motifs, and structural parallels were sought
(and often found) in texts originating from all over the globe and across time. This
generation of folklorists is responsible for demonstrating that modern European
culture is unusual in the status it currently attributes to the Riddle genre. Moreover,
they have forced us to see the Riddle’s interconnections with various other kinds of
literature, in particular, with proverbs and wisdom literature. Awareness of these
interconnections has shed light on apparently unrelated material. The observation,
for example, that riddles are central to marriage rituals in many cultures’ has allowed
us to reconsider their significance in texts like 7he Merchant of Venice or the libretto

for Puccini’s Turandot.

Yet, despite the undoubted importance and insight of this work, it has also
fostered serious misconceptions. A corollary of the search for parallels has been a
tendency to blur the distinctions between different riddling cultures, and within
these, between different kinds of riddles. Instead, riddles have been categorized
along Structuralist lines either in terms of motifs or semantic structure—important
categories to be sure, but not the only ones. This Structuralist approach is
particularly unhelpful in understanding heterogeneous riddle collections such as, for
instance, the one Athenaeus preserves for us. In all cases, it is more productive to
assume the cultural specificity of riddles, and to inquire into why they are regarded

as paradoxical or riddlic at any particular time and place, than to expect that they

% The most notable of these attempts were made by early scholars such as Archer Taylor and later by
Georges and Dundes in their influential critique of Taylor’s theories. See A. Dundes and Georges. R.
“Toward a Structural Definition of the Riddle™ in Journal of American Folklore, 76 (1963), 111—18.
? Especially, in Greece, Turkey. and Eastern Europe.



should conform to predetermined criteria. Perhaps most significantly, folklorists
have been assiduous in separating oral from written riddles, the folk from the literary
riddle. Blauner makes this his main methodological focus by opening his study of
the literary riddle (which, in nine pages, covers riddling cultures from China to
England over a period from the eleventh century BCE to the eighteenth century CE)
with the assertion that “[a]lthough literary material and folk-material are often
inextricably entwined, it is best for the folklorist to separate them as much as
possible”.* One might be forgiven for thinking that such historically and culturally
diverse material would suggest other distinctions which are of at least equal
importance. In fact, the oral/literate divide has seemed to be of overarching
importance because it describes the circumstances under which each riddle was
“collected™ and so came to the attention of scholars. It has dictated which scholars
would attend to a particular riddle; oral riddles are studied by folklorists, while
literary riddles have been the province of literary scholars. Consequently, the Latin
and vernacular riddles of Anglo-Saxon England, which represent one of the richest

sources for riddles in the English tradition, have largely been ignored by folklorists.

Anglo-Latin and Anglo-Saxon riddles—the high point of English literary
riddling—have been within the purview of literary scholars. These scholars take the
opposite approach from that of folklorists and encounter opposite problems. Where
folklorists tend to view riddles ahistorically and solely in terms of riddle theory,
literary scholars tend to treat riddles as an unusual species of poetry, even when they
are reworkings or retellings of ancient riddles. This has produced close, careful, and
specific literary readings which have not been vulnerable to the kinds of infelicity
sometimes produced by the inclusivity of folklorists. However, in regarding, for
example, the Exeter Book riddles as individual poetic creations, an essential aspect
of the Riddle and riddling has been ignored. Thus it is crucial to read any particular

version of a riddle within the context of its own history.

‘D. G. Blauner “The Early Literary Riddle™ in Folklore 78 (1967). 49—58. 49.



Both literary scholars and folklorists have been prevented from a full
appreciation of the history of the riddles they consider because of their reluctance to
cross the oral/written divide. Indeed, to some extent, both approaches deny the fact
that riddles are particularly prone to appearing in all sorts of places, across media,
traditions, cultures and historical periods. In many, maybe even most, instances a
riddle will have been recorded orally as well as appearing in written texts. The
essence of a riddle—its device—is durable and often remains relatively unchanged

over long periods of time and through many different media.” Gimbutas writes:

when oral tradition offered a wellspring for written texts, in epochs
such a Homer’s Greece, the early Middle Ages, and the nineteenth
century, the literary riddle was apt to be a recorded version of a folk

riddle or a literary imitation of the folk genre.’

Yet even this under-estimates the lively, productive cross-pollination that riddles
undergo as they pass through various cultural forms. Some sense of just how
pervasive a riddle can be is demonstrated in the work of scholars like Hill and
Borthwick who each trace the history of a single riddle. (The latter cites examples
of his chosen riddle in sources from the Homeric Hymn to Hermes to an inscription
on an eighteenth century Italian Octave Spinet.) Moreover, as the work of scholars
like O’Brien O’Keeffe, Scattergood, and Klein’ demonstrate, by comparing different
“versions” of a riddle produced by different cultures we are afforded a more precise

insight into their cultural values.

* Gimbutas describes riddles as having a “kernel metaphor” but this excludes all those riddles which
turn on puns, word play and other kinds of misdirection. So instead I refer to the trick, paradox,
metaphor or ambiguity which makes a riddle a riddle as its “device™. This is the heart of the riddle,
the aspect of it which does not change regardless of whether it is being recounted orally or in
literature, and in whatever culture or period. This is a concept I shall discuss at length below. Z.
Gimbutas, The Riddle in the Poem (Lanham, MD.. 2004). 23.

¢ Ibid., 23.

7K. O’Brien O’Keeffe “The Text of Aldhelm’s Enigma no. ¢ Oxford. Bodleian Library, Rawlinson
C. 697 and Exeter Riddle 407 in Anglo-Saxon England 14, P. Clemoes. ed. (Cambridge. 1985) 61—
74., T. Klein “The Old English Translation of Aldhelm's Riddle Lorica™ in Review of English Studies,
New Series, 48 (1997), 345—49. and J. Scattergood “Eating the Book: Riddle 47 and Memory™ in
Text and Gloss: Studies in Insular Language and Literature, H. Conrad-O’Brien, A. D’Arcy and J.
Scattergood, eds. (Dublin, 1999), 119—127.



The Symphosian Riddle

The project of this thesis is to trace the history, not of a single riddle, but a particular
riddle topic (Creation) in a particular riddling tradition, the “Symphosian tradition”.
To some extent, by virtue of their interest in the nature of things, all riddles are
concerned with Creation, but the Symphosian tradition is the first extant to make it
explicitly and consistently a riddle topic. As we will see, riddles in the Symphosian
tradition which take Creation are their subject—what Tupper calls the “Creation”
Riddles—share a common form and a common conception of what a riddle is.®
They constitute a distinct and separate genus historically and, eventually, culturally

and geographically as well.

The vogue for riddles in early England was not echoed elsewhere in Europe.
It was produced by a matrix of cultural influence and agendas all combining in this
particular time and place, but the catalyst is the surprising and intriguing Symphosii
Scholastici Aenigmata, a collection of one hundred Latin riddles which are the sole
surviving work of an early fifth century author identified only by the pseudonym
“Symphosius™.” Set at the feast of the Saturnalia, each riddle deals with a different
subject drawn from the physical world. Unlike most previous riddling, these
enigmata took the form of obscure and witty descriptions, each designed to
illuminate the aspects of their subject which are most extraordinary, paradoxical, and

obscure. With a few exceptions, Symphosius’ riddles are not explicitly framed as

questions and each is solved by its own lemma. The challenge then is for the

® I follow Tupper in using this term. F. Tupper The Riddles of the Exeter Book (Darmstadt, 1968),
238.

° There has been considerable debate around the correct dating of Symphosius. Miiller places him as
early as the second or third century because of his excellent Latinity and command of metrics. See L.
Miiller De re metrica poetarum Latinorum praeter Plautum et Terentium libri septem (Leipzig,
1894). 39. By contrast, Riese argues that he was contemporary with the compilers of the earliest
manuscript, the Codex Salmasianus. See A. Riese, ed. Anthologia Latina (Leipzig, 1894), xxvi.
However, there is now a scholarly consensus that Symphosius probably lived in the late fourth and
early fifth century. See M. Bergamin Aenigmata Symposii: La Fondazione dell’Enigmistica Come
Genere Poetico (Firenze, 2005), xiv, and R. Ohl The Enigmas of Symphosius (Philadelphia, 1928),
15.



audience to follow Symphosius’ obscure and intricate twists of thought and unpick
the implications of his multiple intertextual allusions. More significantly, as I shall
argue, the sum is greater than the parts; Symphosius arranges his riddle topics so that
by virtue of their interaction, they map and interrogate the human and natural
worlds. More than anything else, the challenge for the audience is to engage with

his vision of, as Lucretius has it, “rerum natura”, “the nature of things”.

Several factors ensured that the Symphosii Scholastici Aenigmata inspired a
sub-genre of riddles in England. It might perhaps be better to say that it inspired an
entire tradition of riddling. For one thing the riddles which belong to it borrow fairly
heavily from those which have gone before. For another, Symphosius presents the
riddles in such a neat and regular form—one hundred riddles, each three dactylic
hexameter lines—that his collection had the effect of bestowing a typical formal
structure on a genre which previously had been marked by its absence. Although
many of his imitators made minor alterations in terms of their riddles’ length, the
regularity of Symphosius’ metre persisted and had the effect of transforming the
Riddle into a form which could be used to demonstrate Latin metre in Anglo-Saxon
England. The number of his riddles, one hundred, became canonical for riddle
collections, and, at least to begin with, his imitators adopted his most peculiar
convention; entitled solutions to each riddle. Finally, and most significantly, riddles

in the Symphosian tradition are marked by the absence of narrative context.

Some scholars have seen Symphosius’ separation of the riddle from its
narrative context (we might even say, from its narrative “cause”) as the beginning of
“true” riddling. Pavlovskis claims that Symphosius is a significant author because
his work represents “a sizable collection of genuine riddles and nothing but riddles,
without extraneous material such as fictional or mythical contexts™.' This view
suggests that it is only when the riddle is separated from context that it may

genuinely be regarded as a riddle. However, [ will argue that in extracting the riddle

19 7. Pavlovskis “The Riddler’s Microcosm: from Symphosius to St. Boniface™ in Classica et
Medievalia 39 (1988), 219—51, 221.



from narrative, Symphosius is not purifying the form, but rather, somewhat
artificially, divorcing it from its more usual state. The Symphosian tradition lasts for
a thousand years, but eventually, his riddles (or the riddles descended from his
riddles) find their way back into narratives in the ballad tradition. Moreover, as we
will see, the riddle-writers considered in this thesis who produce collections free of
narratives each construct some kind of “context™ to replace them. Symphosius
himself creates a “context” for his riddles by presenting them in an interrelated,

unified collection so that each is contextualized by the others.

When riddles are separated from all context, they become almost epigrams.
This is, of course, what eventually happens to the literary Riddle. The literary
fashion for wit in the Renaissance leads several significant poets, including Wyatt,
Herbert, and Jonson, to compose epigrammatical riddle-poems in order to display
their poetical dexterity. We see a similar phenomenon in the eighteenth century—
another period in which the poetical fashion is for wit—particularly in Italy and
France."" Yet, for all their dazzling dexterity, these “riddles™ are predominantly a
vehicle for their author’s ingenuity, rather than a form which expresses the wider
concerns of the text and which ultimately compels its audience to “to sharpen wits
and turn to those inner things which are to be grasped”.'* The shift marks the end of
the riddle as a serious genre and the beginning of its debasement into a species of

joke."

Symphosius’ riddles “contextualize” each other because the collection is
governed by such complex and intricate taxonomies.'* However, Symphosius’

imitators, including the Bern riddler and a host of English clerical riddlers such as

"' See M. de Fillipis The Literary Riddle in Italy in the Eighteenth Century (Los Angeles, 1967) and
A. Taylor The Literary Riddle Before 1600 (Los Angeles, 1948).

"% This is Isidore’s understanding of the riddle is drawn from Augustine’s discussion of 1 Corinthians
13:12 in De Trinitate 15.9. It became the dominant understanding of riddles amongst the medieval
clergy. Isidore De Fide 2.22, 2. translated in V. Law Wisdom, Authority and Grammar in the Seventh
Century (Cambridge, 1995). 24. It is discussed at greater length below.

" In Jokes and Their Relation to the Subconscious Freud argues that riddles are a related to jokes, and
perform some of the same psychological functions. though in opposite ways. See S. Freud Jokes and
Their Relation to the Subconscious, J. Carey. ed. and J. Crick. trans. (Harmondsworth, 2003), fn. 46.
'* See appendix A.



Tatwine and Eusebius, tend to compose collections with less complex structures.
They copy the accepted form with more or less assiduity, but their interest is literary,
theological, or philosophical rather than riddlic. Their riddles are moving towards
other literary forms and represent dead ends from the point of view of the Riddle as
a genre. This thesis follows those riddle-writers whose variations on the
Symphosian Riddle shift it inexorably back towards the more usual forms of folk
riddling and towards the reinstatement of “context”. These are also the texts which
feature Creation Riddles; an interesting coincidence. While the subjects of other
Anglo-Latin riddles (primarily Natural History and Theology) appeal mainly to
scholars and clergymen, the nature of the created world and of the powers that rule it
is a subject which, either explicitly or implicitly, dominates the cuitural imagination

across demographics. Perhaps the coincidence is not so surprising after all.

Chapter one of the thesis is divided into two parts: the first comprises a
translation of the Aenigmata Symphosii Scolastici—the first complete translation to
appear in English since that submitted by Raymond Ohl for his Master’s thesis in
1928—accompanied by an essay dealing with the particular challenges which
confront the translator of Symphosius and of riddle texts in general. The second part
is an interpretative discussion of Symphosius’ Aenigmata with a view to articulating
the operation and vision of this foundation text. Thereafter, the thesis traces a
progression through three main “texts” which mark the most significant
developments of the Symphosian Riddle."”” De Creatura is the final riddle of the
Enigmata Aldhelmi, a work by Symphosius’ closest imitator, Aldhelm. Despite his
adoption of Symphosius’ form for individual riddles, Aldhelm does not produce an
interrelated riddle collection. Instead, as he explains, he uses his riddles for the
double purpose of demonstrating the principles of Latin metrics and the
dissemination of Christianity. But in the epic eighty-three line De Creatura with its
grand sweep of sequential imagery consisting of a series of implied questions on
Creation, Aldhelm engages in a totalizing exploration of the created world. He

attempts, and achieves, in a single riddle what Symphosius accomplished over his

' See appendix B.



riddle century. In so doing Aldhelm “invents” the Creation Riddle as a single riddle
which attempts to encompass the diversity, majesty and, indeed, the enormity of
Creation. It is a composition whose device (or riddlic conceit) is an expression of
faith, namely, that every extreme and consequently, every contradiction, is
reconciled in the riddle’s answer (“Creation™), since all contraries are contained
within the created world. De Creatura’s ending adopts a more usual, agonistic
riddle form in that it directly challenges the reader to name the subject of the
description. As this riddle, rather than the Latin collections (above), represents the

development of Symphosius’ conception, it is the focus of chapter two.

De Creatura was so popular and widely influential that there are no less than
three “Creation Riddles™ in the Exeter Book; Riddles 40, 66, and 93. These three
texts are the focus of chapter three. Between them they chart the stages by which
the sweeping imagery of De Creatura is distilled into a litany of short, discrete
“clues”, still cosmographical in nature, but in increasingly condensed works—Riddle
93 is the final stage of the sequence. The Exeter Book “variations’ on Aldhelm’s De
Creatura transform it from scholarly, ecclesiastical Latin into lively vernacular. In
particular, Riddle 93 condenses Aldhelm’s complex images into oral forumalic
elements which can be used in folk forms. The concern of chapter four is with the
use of these elements in folk ballads. In particular, it considers the adaptations, over
six versions, of an English ballad known as “Riddles Wisely Expounded™ (Child 1)
beginning with the earliest manuscript, which dates from the fifteenth century, and
tracing it through folk versions from the eighteenth century onwards, the most recent
dating to the mid-twentieth century. Over the evolution of this ballad, the riddles
return to narrative and pass from literary into oral tradition. Now the descriptive
“clues” of the Exeter Book Creation Riddles separate into discrete single line
questions which form the substance of a riddle contest between the Devil and a
young girl over the nature of the world. “Riddles Wisely Expounded™ is the most
recent text to show the influence of the Symphosian riddling tradition—the content
is drawn directly from it and its final development marks the end of this tradition of

Creation Riddles. But it is not a dead end in itself. Its riddles continue on. They
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mix and match, as it were, with each other and with folk-tale riddles in a group of
riddle ballads concerned not with Creation and the nature of things, but rather with

love and matrimony.

The four chapters of the thesis describe an arc, beginning with Symphosius’
adaptation of folk and traditional riddles'® and ending, via their vernacularization in
the Exeter Book, with their absorption into the ballad and folk tradition. The texts
considered in this thesis offer us a unique opportunity: to study a series of riddles,
spread over a period of more than a thousand years, in which the line of influence is
unusually clear. Moreover, they are all linked by virtue of the fact that they each
offer a view of the created worid; an interpretation of its nature and of humanity’s

place within it.

In tracing this tradition, the present thesis attempts something new: to chart
within a particular tradition the evolving nature of a riddlic idea. Such a project is
closest to the work of both Bothwick and of Hill, who have variously attempted
studies of the history of an individual riddle. But, where they each focus on a single
riddle which remains essentially the same with only superficial alterations over the
centuries, this thesis considers a riddlic idea so culturally significant that it evolves
to reflect changing world views. So much so that, if we place texts from opposite
ends of the arc, Symphosius’ riddles and the ballad “Riddles Wisely Expounded”,
side by side their relationship would not be evident. However, I believe that in
following the intervening stages the relationship is clear. Though I have used a
literary methodology of close textual analysis, this project differs sharply from those
undertaken by literary scholars like Orchard and Lapidge who have studied
individual riddle texts or a group of riddle texts from a particular historical period as
if they were static literary artefacts. Nor do I follow folklorists like Pavlovskis and
Blauner who have produced wide-ranging surveys, nor even folklorists like Dundes

and Maranda who have studied the social function of groups of riddles taken from a

' C. and D. Ingemark “Teaching Ancient Folklore™ in The Classical Journal 102 (2007), 279—89,
285. The article argues that “riddles were an important part of the oral traditions of antiquity™ and
suggests that Symphosius” collection draws on this oral tradition.
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particular community—though I have benefited greatly from their work. On the
contrary; this thesis attempts the study of Creation Riddles, within a sub-genre of the
Riddle, the Symphosian Riddle. The riddlic idea at its heart is the paradox of
Creation; Creation, “made manifold” as Aldhelm says,"” which encompasses and

unites all contraries.

Ancient Riddle Terms: Aenigmata and Griphoi

In order to understand Symphosius as an innovator in the Riddle genre, it is
important to understand the riddling culture of the ancient world. Perhaps the best
place to begin is with a consideration of the etymologies of the Greek and Latin
words for “riddle” and their implications. The old Latin word for riddles, scirpus,
“bulrush™, is based on the analogy between the intricate trickery of riddles and the
intricate patterns of woven baskets made from bulrushes. This analogy is also at the
heart of one of the Greek words for “riddle™, griphos (yeipos), which takes its

meaning from the act of weaving, particularly the weaving of fishing baskets.'®

A Latinized version of the word, usually griphus, is occasionally used by
Latin authors. However, the more usual word for “riddle”, the word used by
Symphosius and adopted by medieval riddlers is the Greek-derived “aenigma”.
Aenigma came to mean “riddle” by virtue of the metaphor of darkness; a reference to
the obscurity of riddles. This idea of darkness is so persistent that the King James
Bible usually translates aiviyua/ aenigma as “dark sayings”. It is worth noting that
Saint Paul does not say that we shall see God “through a glass, darkly’ (1Cor. 13:12)

5 s s ¢ 9
but rather “év awviyuat’’: by means of, or in, riddles.'

"7 Ald. Enig. 100.4, “varium fecit”.

'® This adds an extra aspect to The Contest of Homer and Hesiod and to the riddle which Homer fails
to solve, resulting in his death. The riddle told by fishermen, is prompted by Homer’s question about
what they have caught in their nets and revolves around a word-play on catching.

' J.R. R. Tolkien is perhaps playing on this in his chapter title “Riddles in the Dark” from The
Hobbit. The play is a rather neat one since Gollum and Bilbo are literally in the dark but also
figuratively; neither is sure of the other’s motives or situation.
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Not so clear is whether these words were strictly synonymous or whether
they refer to two strands of riddling; griphos/ scirpus on the one hand and ainigma/
aenigma on the other. Athenaeus’ The Dinner Guests suggests that perhaps there

were. He has Aemilianus the Grammarian, say:

e\’ queic Cyriowuey mooTepov uev Tic 0 Opoc ToU vpigou, Tiva Of

KAeoBovAivy 5 Awdia mpolBalley év Toic atviyuaay (10. 69, 7)

(Let us, then, first ask what is the definition of the riddle [griphos];
but (we will not consider) what it was that Cleobulina of Lindus

propounded in her riddles [ainigmatal)*

Cleobulina’s work does not survive so we are not in a position to compare the two.
However, Athenaeus includes such a diverse range of literary and linguistic forms in
his account of griphoi that it is hard to conjecture about the nature of the distinction.
This is further complicated by the fact that Symphosius, by his own admission a
writer of aenigmatal ainigmata, reworks several riddles which Athenaeus counts as

“griphoi”.

It is possible, then, that the difference between ainigmata and griphoi is not
one of form, but rather of context. Hesychius defines a griphos in terms of riddling
at symposia and links the form to competitive drinking games and forfeits. This
might suggest that griphoi were told as part of a more licentious kind of riddling,
while ainigmata were more oracular and serious in tone. Such a suggestion must be
tentative since Hesychius is our only source for this association between drinking
games and griphoi. Moreover, according to Plutarch, both griphoi and ainigmata

were told as part of the religious festival, the Agrionia:

...ToU deimvov  Tédos  Eyovtos, alviyuata xal  yeigous arAqAalg
neoParrovary, Tol pverypiov didagxovtos, 0TI Adyw Te Oei yphodar maga

/’ ’ 1 1 ~ ¥ 1 ’ ’ ~ ’
motoy Jewpiav TIva xal wotgav Exovri xal Aoyou TolouTou TR wUédp

2 Athenceus: The Deipnosophists, C. Gulick, trans. (London, 1930), 531.
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T@POYTOS ATOXQUTTETAl TO Ayploy xai pavixoy, vmo Ty Movo@y suuevis

xateyouevoy (Plut. Sym. 8. 1,171)

(...when their dinner is over, the female initiates quiz each other with
riddles [ainigmata] and conundrums [griphous]. The meaning of this
ritual is that when drinking we ought to engage in conversation that has
something speculative, some instruction in it, and that when
conversation like this accompanies indulgence in wine, the wild and

manic element is hidden away, benevolently restrained by the Muses.)™'

Nevertheless, when Plutarch is writing about riddling, not in the context of religious
festivals of misrule but rather in the context of more sober expressions of the sacred

22

such as oracles, he does tend to use the term ainigmata rather than griphoi.

Whatever the distinction might be, it does not seem to have been universally
observed and therefore cannot have been of marked importance. Over time, it seems
to diminish further, especially in the Latin tradition. Gellius, one of the few late
antique sources to comment on the Riddle genre, implies that by his lifetime, the
distinction has been lost: “quae Graeci dicunt “aenigmata,” hoc genus quidam ex
nostris veteribus “scirpos” appellaverunt” (“[t]he kind of composition which the
Greeks call “enigmas,” some of our early writers called scirpi”).”  Gellius’
comment not only fails to distinguish between scirpi/ griphoi and aingimata/
aenigmata, but may also hint that the word scirpus had become archaic—a further
indication that the distinction was not significant. We might conclude that any
distinction was more significant in the Greek tradition than the Roman since it is still

meaningful for the Greek-speaking Athenaeus a hundred years after the Latin-

2! Plutarch's Moralia V111, F. Babbitt, trans. (London, 1961), 111.

22

~~ Similarly, in Christian religious writings. the words ainigma and aenigma are used, especially in
the Bible and Augustine’s De Trinitate. but not griphos or scripus.

# “The kind of composition which the Greeks call “enigmas,” some of our early writers called
scirpi.” The Attic Nights of Aulus Gellius, J. Rolfe. ed and trans. (London, 1927—38), 382—3.
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speaking Gellius. Symphosius was conversant with Greek tradition® but there is not
sufficient evidence to conclude much from the fact that Symphosius designates his
riddles as aenigmata. Nevertheless, it is interesting that though Symphosius
dismisses his riddles as works improvised on a whim, he chooses to give them what
appears to have been the more serious name of “aenigmata”, where the

contemporary Ausonius designates his work as a “griphus”.

Riddles in Antiquity: Athenaeus’ Riddle Types

The substantial body of riddle texts that survives is a fraction of those composed in
antiquity and late antiquity—perhaps this high rate of attrition is in part because later
periods have not valued the Riddle enough to preserve such texts. Apuleius claims
to have written riddles® and Athenaeus cites a wealth of now-vanished works. But
much ancient riddling was probably never written down at all. The association
between riddling and symposiac modes of speech suggests a strong oral riddle
tradition, a suggestion confirmed by the assumption in writers such as Aristophanes
that audiences will be familiar with particular riddles.®® Even with the high rate of
attrition, the extant riddle literature is considerable. There are riddles in the Old
Testament and Paul discusses the notion that we see God in riddles in the New
Testament.”” In the Greek tradition, there is the famous riddle of the Sphinx (the
basis of Sophocles’ Oedipus Rex), the riddle contest in The Contest of Homer and
Hesiod, and the Elektra plays of Euripides and Sophocles. The Greek Anthology

* He constructs Greek/Latin bilingual puns in the Aenigmata and shows a preference for Greek over
Roman traditional riddles and for Greek over Roman myths. For example, while he often draws on
the mythic matrix surrounding the foundation of the Greek people concerning Prometheus, Deucalion
and Hellen, he shows no interest in foundation stories of Rome concerning Romulus and Remus.
Similarly, he draws on the //iad but not the Aeneid.

* The word he uses for riddle is “griphus™. an unusual loan word from Greek. (Apul. Flor. 9).

* For a discussion of Aristophanes’ play on a particular riddle in Wasps. see 92—6.

*” The most prominent of these are Samson’s Riddle and the writing on the wall deciphered by
Daniel. Interestingly, Thatcher argues for a culture of riddling in the Bible. He claims that much of
Jesus® ministry may be understood in terms of riddles since Jesus teaches through dialogue; questions
and answers and speaks in riddlic modes: his parables, metaphors and puns are all similar to the
language of riddling. Moreover, many of the most important Biblical conflicts are in the form of
verbal duels. Neither Jesus nor the devil can force piety or impiety on humanity, but rather, must
persuade mortals; Jesus most notably in the Sermon on the Mount. the devil. in the Garden of Eden.
T. Thatcher The Riddles of Jesus in John: a Study in Tradition and Folklore (Atlanta, 2000).
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preserves riddles, problems, and mathematical puzzles, Plutarch includes a series of
riddles in his The Dinner of the Seven Wise Men, and Athenaeus devotes a large
portion of Book 10 of The Dinner Guests to a discussion of riddles. In the Latin
tradition there are riddles in Ovid’s Fasti and Vergil’s Eclogues. Writers as
disparate as Plautus and Gellius tell riddles and Ausonius wrote a remarkable poem
devoted to riddles on the number three. In addition, Aristotle, Plutarch, Gellius,
Athenaeus, and Hesychius all wrote definitions of the Riddle of one kind or another.
With such a body of theoretical material and of individual riddles to work from, it
should be possible to form a relatively clear idea of the genre. However, because of
lack of agreement between authors about the nature of riddles, and the absence of a
common form, semantic structure, riddlic conceit, content, or mood in the riddles

they cite, this material raises more questions than it answers.

Of the extant “riddle texts” the most illuminating is Athenaeus’ discussion in
Book 10 of The Dinner Guests, the most comprehensive work on the genre surviving
from late antiquity. Rather than giving a single definition of the Riddle, it lists
several different sorts of riddling, all of which are illustrated with examples.
Although Athenaeus turns his attention specifically to griphoi, several factors,
especially Symphosius’ reworking of traditional riddles mentioned by Athenaeus,
suggest that his understanding of the riddle genre is relevant to a reading of

Symphosius.?®

The discussion in The Dinner Guests purports to move from one riddle type
to the next, progressing from simpler forms of riddling to more complex ones. But,
disappointingly, Athenaeus provides very little analysis of the various features of
these riddle types. Instead he has one of his characters, the host Larensis,” list
examples grouped together by subjective associations which are sometimes based,

not on riddle type, but on their presence in a particular author or in the same text. It

* Other factors which indicate the relevance of Athenaeus to Symphosius are the remarkable breadth
of Symphosius” influences, and the dilution of the aenigmata/ griphoi distinction in Latin authors.
29 ks . . . .

P. Livius Larensis was an historical figure: a consul at Rome in the late second century
contemporary with the setting of the feast. See P. E. Easterling, ed. The Cambridge History of
Classical Literature (Cambridge. 1989), 122.
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is not always clear which riddlic features match which riddle type. The situation is
further complicated by Athenaeus’ frequent digressions and the fact that many of the
“riddle-types™ appear to be represented more than once and at different points in the
text. It must also be said that, at least for the modern reader, many of the riddles
would not qualify as such. However despite these shortcomings, one may gain some
impression of the qualities that Athenaeus regards as definitional by considering

each riddle in relation to those placed on either side of it.

It seems to me that Athenaeus’ riddles fall into five basic types. The first
turns on the substitution or subtraction of letters or syllables. These are obviously
the ancestors of the literary, rather that the folk, riddie and most are dependent on
the literacy of the riddle’s audience. Athenaeus cites as riddlic an episode in a play
by Agathon in which an illiterate man spells out the name “Theseus™ by having the
letters described to him—an indication of the still tenuous nature of literacy in the
ancient world which also helps to explain the significance of “spelling” riddles, so
perplexing to modern audiences in cultures of almost universal literacy. Symphosius
incorporates an element of spelling riddles in Lapis and Porcus where letters are
subtracted from the lemmata to reveal the answers to the secondary puzzle within
the main riddle (lapis/apis and porcus/orcus). But this is certainly not a substantial
aspect of Symphosius’ riddling.® Perhaps more interestingly, Athenaeus quotes
riddles made by combining the first and last syllables of Homeric lines to form the
names of various objects. These are reminiscent of several of the texts included with
Symphosius’ riddles in the Codex Salmasianus which modern scholars have not
identified as riddles, though perhaps Athenaeus’ comments give grounds for

wondering whether they might have been riddlic to a late antique mentality.

The second riddle type in Athenaeus is what I term the “Metaphorical
Riddle”. Of course, almost all riddles employ metaphor—indeed the great riddle

scholar Archer Taylor makes this central in his definition of a riddle; “the true

** In fact it becomes more common amongst the riddlers of early England such as Tatwine and
Eusebius.
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s 31

riddle...compares an object to another entirely different object”.” In general, it is
true to say that riddles work by encouraging the reader to look for the answer in the
wrong place, in effect, the riddle question appears paradoxical because we misread
the metaphor.”®> However, the Metaphorical Riddle deserves this name because it is
constructed from a single, extended (in some cases overly florid) metaphor which
makes up the entirety of the riddle. The Metaphorical Riddle depends for its
obscurity on the fact that this metaphor is misleadingly uncontextualized. The type
encompasses what Athenaeus terms the “riddles of Pythagoras™ (essentially gnomic
verses), charms, proverbs, oracular utterances, and other kinds of wisdom literature.
It also includes the riddles whose overblown and ridiculously tenuous metaphors
Aristotle instances in support of his claim that the overuse of metaphors leads, not to
poetry, but to riddles, Poetics (22. 1458a, 20—25). These riddles are also derided
by Athenaeus who quotes a lengthy passage from Antiphanes’ Amorous in which the
speaker’s elaborate metaphorical descriptions are mocked by an interlocutor who
advises that he use plain words instead!” Symphosius’ Navis, Ericius, Pons,
Balneum all fit this category, although Symphosius more usually employs a range of
different and often only implied metaphors rather than a single, extended, explicit
one. However, the type becomes very popular amongst his literary descendants. In
early England, in the context of a vernacular poetic tradition rich with kennings in
which poets heap metaphors upon each other, this becomes the obvious riddle type.

Most of the Exeter Book riddles could be said to belong to it.

Interestingly, Athenaeus includes in this group a riddle which he attributes to

Theognis, but which becomes traditional and is finally reworked by Symphosius:3 X

n0m vap pe xéxAnre Salacaios oinads vexpos
redvmnws Swd eSeyyouevos oronat ((Athen. 10.85, 3—4)

' A. Dundes and R. Georges. (1963). “Toward a Structural Definition of the Riddle” in Journal of
American Folklore 76: 111—118, 113.

*2'W. Pepicello and T. Green The Language of Riddles: New Perspectives (Columbus, 1984)

¥ C. Gulick, trans., 534—537.

3% See E. Borthwick “The Riddle of the Tortoise and the Lyre™ in Music and Letters 51 (1970), 373—
387.
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(For already the corpse from the sea summons me home, which

though dead it be, speaks with living tongue.)*

Athenaeus tells us that the answer is “a cockle-shell used as a horn™. The riddle uses
two related and interconnected riddlic strategies; the first is the extended metaphor
which compares the shell to a corpse and the second is the apparent contradiction
that a dead creature speaks with a “living” voice. Symphosius’ version, Testudo,
(Tortoise) employs only the second strategy36 so that his version is no longer an
instance of the riddle type Athenaeus is discussing. Rather it becomes what
folklorists now term an Oppositional Riddle, the third type of riddle discussed by

Athenaeus.”’

Tarda, gradu lento, specioso praedita dorso;
tdocta quidem studiot, sed saevo prodita fato,

viva nihil dixi, quae sic modo mortua canto. (Symp. 20.1—3)

Deliberate, with slow step, gifted with a splendid back,
[...], but betrayed by cruel fate,

Living I said nothing, as soon as I die I sing in this way.

These attributes appear to be paradoxical since they are framed in terms which are in
strict contradiction. In riddles of this type the contradiction is always in the words
not the fact. That is to say, the riddle appears to express a paradox, but its solution
reveals it to be an ordinary, everyday feature of the world. Such riddles exemplify
another Aristotelian riddle definition: “aiviyuatos e yap éa avrty éoti, To Aéyovta

Unaggovta advvata cuvayar’ (Poet. 22, 25—6) (“[t]he essence of a riddle consists in

** C. Gulick, trans., 572—3.

% As a description of a tortoise. not a cockle shell, naturally.

*” For more on Oppositional Riddles, see R. Georges and M. Jones Folkloristics (Bloomington,
1995). 100.
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”).38

describing a fact by an impossible combination of words. Athenaeus returns to

this type of riddle later in the discussion where he describes it as:

agyatotaTic O E0Ti Aoywmos ypipls xal TS TOU YOIQEVEI QUTEWS

oixerotatos (Athen. 10. 453)

(A very ancient kind of riddle, and one that is most closely related

to the true nature of the riddle, has to do with logical concepts.)*

The Metaphorical type includes a range of riddles whose semantic structures are
differently categorized by modern folklorists. It includes Homer’s riddle from The
Contest of Homer and Hesiod and reworked by Symphosius in Pediculus; “ooo’
eAoucy Aimousada, oo’ ovy elouey gegoucada” (Cert. 325) (“The ones we caught we left
behind, the ones we missed we carry”).* This riddle employs an apparently
straightforward contradiction; how can anyone bring home what they did not catch?
The answer, “lice”, reveals that the riddle was framed so as to encourage us to
assume that the speaker did not already possess whatever it was they simultaneously
“left behind” but still “carry”. Athenaeus gives an example which runs, “7/ raiTov v
ovpav® xal émi yis xai ev JaAarTy’ (Athen. 10. 453 b) (“What is the same in the sky,
on the earth, and in the sea?”’)* The solution to this riddle can be one of a number of
animals, since, as Gulick explains, the bear is “the Great and Little Bear, also the
bear-crab” the snake is the “constellation Serpens, also a kind of fish, Ophidium™
and the eagle is the “constellation Aquila, also Myliobatis aquila, a kind of ray”.*
But the conundrum derives from the fact that the riddle’s audience is encouraged to
try to think of a single beast found in the sky, on land and in the sea, when in fact the
solution involves different entities, all with the same name. This riddle type is given

an especially sophisticated expression in Symphosius’ 7 aurus.”

3% Aristotle: The Poetics, W. H. Fyfe, trans. (Cambridge, MS., 1932), 85.

3% C. Gulick, trans., 552—5.

% Homeric Hymn, Homeric Apocrypha, the Lives of Homer, M. West, trans. (Harvard, 2007), 351.
' C. Gulick. trans.. 555.

2 Ibid.. 555.

4 See discussion below, 110—12.
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Athenaeus’ final riddle types seem, to a modern sensibility, especially out of
place in a catalogue of riddles. The fourth type, which Athenaeus claims were
associated with performers such as Aristonymus the harp-virtuoso and Cleon the
mime actor, turn on a central pun more like a joke than a riddle. In the fifth type
contestants attempt to best each other with the breadth of their knowledge of poetry.
Unlike those previously discussed, these “riddles” cannot be transformed into a
poetic genre because they are too firmly rooted in the contest situation; they make no
sense outside an agonistic wit-combat setting. Usually, as Taylor and Auden point
out, riddle contests either “appeal to a process of thought™ or rely on “an inventory
of knowledge™.** But both seem applicable in the case of this final riddle type. One
would expect a “cutting contest” around memorized bodies of poetry would simply
require “an inventory of knowledge”. However, in a culture which still retained
certain values associated with orality, the contest is an educational exercise which
develops habits of thoughtful and discerning engagement with the material.
Athenaeus gives several examples of the different forms such riddling might take.
One riddler might recite one line of poetry and the other respond with the next line.
A riddler might recite a passage which illustrates a particular author’s opinion on a
subject and the other respond with an example from another writer who writes to the
same effect on the subject. The contests might also give displays of metrical agility
in which all “riddle” solutions had to be offered in a pre-determined metrical pattern.
This sort of contest may also involve naming everything in a particular category; for
example, all the Trojan leaders whose names start with a particular letter. Although
Symphosius does not directly engage in this kind of riddling, the breadth of literary
knowledge required to follow the intricate twists of his riddles is evidence of the

same kind of literary culture.

“p, Taylor and W. H. Auden The Elder Edda: a Selection (London, 1973). 21. Taylor and Auden
make this point in order to differentiate riddles in general from the Germanic tradition of riddling
which does require its riddle-readers to demonstrate “an inventory of knowledge™.
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A similar culture of riddling may also have existed as the backdrop to
Symphosius® successors. Of course, most extant Germanic riddling"’ post-dates our
earliest English riddler, Aldhelm, and is therefore a problematic model for
reconstructing the anterior tradition he inherited. However, Germanic literature
gives evidence of a highly conservative oral poetic tradition, as illustrated in the

oral-formulaic phrase “warriors among the folk™, which persists as follows:

...firar i folk “warriors among the folk,” which appears in “The
Treachery of Asmund,” occurs in the OIld High German
Hildebrandslied (fireo in folche) and in the Old English riddles
(firum on folce), although the forms in which these poems
appear suggests that their dates of composition span half a

: o
millennium.

Moreover the love of kennings (described by Cassidy and Ringler as “riddles in
embryo”)*” in Germanic tradition and the proliferation of riddling in Germanic
literature across Europe, suggests a deeply-rooted, long-held love of riddling, the
echoes of which reverberate in our earliest extant texts. Thus, it is worth noting that
riddle contests similar to the “cutting contests™ described in Athenaeus are found in
the Edda. Here the riddle-readers must name things or number geographic features
(such as rivers or stars).*® In the Alvissmadil, for example, Porr requires his opponent,
Alviss, to tell him the different names used among the various “races”—men, giants,
gods, elves, dwarves—for the earth, the heavens, the moon, the sun, the clouds, the
wind, the calm, the sea, fire, wood, night, barley, and ale. The list of things to be
named by Alviss forms a catalogue of the universe, not unlike the encyclopaedic

Symphosii Scholastici Aenigmata.

** The Edda are the richest source.

“P. Taylor and W. H. Auden The Elder Edda: A Selection (London, 1973), 14.

“7F. Cassidy and R. Ringler. eds. Bright’s Old English Grammar and Reader (New York, 1971)
* P. Taylor and W. H. Auden, 21.
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This type of riddling is also similar to some of the riddles in Plutarch’s The
Dinner of the Seven Wise Men. Plutarch’s riddles are classed as Superlative
Riddles.”” In contrast to Symphosius® enumeration of the diversity of concrete
phenomena, Plutarch offers a conceptual framework for the world and even the
conditions of moral existence. Plutarch’s riddles, like many Superlative Riddles,

become almost a series of maxims, a kind of catechism:

4 ’ y
i mpeaBuTaToy; yooves.
T/ WéYIoTTOY; HOTILOS
’ ’ ’ ’
Ti copwTaToy; aAnSeia
i naAigToy; i
Ti xowotaToy; JavaTos
7 ’ /
i weehuwTaToy; deos
11 BAaBepwraToy; daiuwy
Vs ’ ’
T/ owparewTaToy; TUYY

i o@oTov; oV

(What is the oldest thing? Time.

What is the greatest? The Universe.
What is the wisest? Truth.

What is the most beautiful? Light.

What is the most common? Death.

What is the most helpful? God.

What is the most harmful? An evil spirit.
What is the strongest? Fortune.

What is the easiest? Pleasure.)*

Plutarch has his character, Neiloxenus the episkopos, give these riddle pre-eminence

over other riddle types, because they are, in his opinion, more cultivated and

“* For a further discussion of Superlative Riddles. see 185.
%0 F. Babbitt, trans., 384—387. Interestingly, it would also be possible to class such riddles as
“Superlative” riddles, a category which is represented elsewhere, as we have seen, in Athenaeus.
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civilized. There are also obvious parallels to be drawn with the Cotton Maxims of

Anglo-Saxon England.

Even from this brief analysis it is clear that some of the verbal manoeuvres
Athenaeus describes would no longer be regarded as riddles, especially the so-called
“cutting contest”. However, his discussion of the riddle types is invaluable for
understanding the nature of riddling in the ancient world and into the medieval.
Athenaeus’ discussion, in effect a normative survey, is especially important in
giving us a point of reference for understanding so complex and iconoclastic a
riddler as Symphosius, both his immersion in contemporary riddle culture and his

innovative divergences from it.

The Form of Symphosius’ Riddles: Martial’s Saturnalian Epigrams

Symphosius did not invent the literary form of his riddles; rather his originality lies in
adapting a pre-existing form, in this case from Martial’s Saturnalian epigrams. The
“literary closeness of [Martial’s] Xenia (and the Apophoreta) to Symphosius’
riddles™" has been much remarked. Like Symphosius’ riddles, the epigrams in the
Xenia and Apophoreta contain witty descriptions of everyday things, each obfuscated
by the paradoxical description but revealed in the lemma. Both Martial and
Symphosius use a fixed number of lines, the former distiches, the latter tristiches.
Further, since the epigrams in the Xenia and Apophoreta describe gifts given at the
Saturnalia, they also share their festive context with Symphosius’ riddles.”> Martial
explains his composition of the epigrams by remarking in the introductory poem of

the Apophoreta:

...quid agam potius madidis, Saturne, diebus,

quos tibi pro caelo filius ipse dedit? (Mart. 14.1, 9—10)

' F. Grewing, 38.

>2 The Saturnalian context and Martial’s ready wit makes these an obvious model in some ways,
though in others the choice is rather perplexing. The lemmatical solutions are an example of one of
the stranger formal aspects of the riddles. Full a fuller discussion of Symphosius® use of this
anomalous feature, see 91—S5.
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(...what else am I to do, Saturn, on the unsober days your son himself

gave you in exchange for Heaven?)™”

Leary notes that during the time of the Saturnalia it was “customary for the mottoes
attached to gifts distributed at dinner to contain riddles™.> Suetonius attests to this
custom, though he does not describe the labels as “riddles”. Instead, he tells us that
the Emperor Augustus had a fondness for labelling the gifts “titulis obscuris et
ambiguis” (Suet. Aug. 75) (“with obscure and ambiguous labels™); that is to say, the

titles were playfully misleading about the gifts they accompanied.

There are also strong similarities between Symphosius’ Praefatio and
Martial’s introductory poem in the Apophoreta. Both start by referring to the year’s
cyclic return to the time of the Saturnalia and then give details of the license that
characterized the festival observances. Both take the self-deprecating stance of
dismissing their own work and excusing their professed “failings™ by attributing
them to the excesses of the season. Symphosius’ Praefatio also follows Martial’s
conceit, introduced in the Xenia, that the epigrams themselves might be given as a
Saturnalian present. Symphosius tells us that he invents his riddles by way of

compensating for having arrived at the feast empty-handed:

Ast ego, ne solus foede tacuisse viderer,
qui nihil adtuleram mecum quod dicere possem,

hos versus feci subito (Prae. 13—5)

(But I, not to seem the only one to be disgracefully silent,
Who had brought nothing with me which I was able to say,

I improvised these verses)

%3 Martial: Epigrams 11, W. Ker, trans. (London, 1978), 441.
20 Tk Leary Martial Book XIV (London, 1996), 58.
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If Martial is anything to judge by, such verses would be considered a poor substitute

for material goods. He jokes:

Haec licet hospitibus pro munere disticha mittas,

si tibi tam rarus quam mihi nummus erit . (Mart. 13.3, 5—6)

(These distiches you can send to your guest instead of a gift, if a coin

shall be as rare with you as with me.).”

There are also parallels in the substance of Symphosius’ and Martial’s collections.
Many of Martial’s epigrams take subjects which Symphosius was later to treat in his
own work. Some of Symphosius’ riddles seem to refer explicitly to Martial >
Indeed, Glorie claims that Symphosius® Beta and Grus are based on Betae (13) and
Grues (75) from the Xenia, and that Symphosius’ Tessera, Strigilis Aenea, Lanterna
and Spongia allude to Turricula (16), Strigiles (51), Lanterna Cornea (61), and

Spongea (144) from the Apophoreta.”’’

However, ultimately, Symphosius’ vision is more encompassing than
Martial’s. The sheer quantity and scope of the riddles that make up the Symphosii
Scholastici Aenigmata is such as to provide readers with a virtual taxonomy of the
material world. Symphosius has ordered his topics to reveal at every turn new and
unexpected insights into familiar things.”® The difference between the two authors is
most apparent in their respective authorial voices. In the Xenia and Apophoreta,
Martial describes his subjects from a distinctive dry, witty, self-deprecating third

person stance. The audience is encouraged to participate in his urbane, occasionally

5 W. Ker, trans.. 393.

*® Interestingly. in arguing for his “literal interpretation™ of Beta, Rehnan claims that Symphosius is
using a technique which may be found, among other places, in Martial. R. Rehnan “Symphosius 41.1:
A Literal Interpretation™ in Classical Quarterly 31 (1981), 471.

7 Variae Collectiones Aenigmatum Merovingicae Aetatis, F. Glorie ed., Corpus Christianorum,
Series Latina, 133—133a (Turnholt, 1968), 862.

*® In fact, it was clearly part of Martial’s intention not to write an overly inter-dependent collection;
he admits as much himself in his repeated suggestion that his readers skip over those epigrams which
do not interest them. (Mart. 13.3, 7—38: 14.2, 1—4)
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acerbic even outrageous, view of the world. By contrast, each of Symphosius’
riddles describes itself in its own autonomous voice, thereby encouraging the

audience to take on a series of Other perspectives.

The Function of Riddles

By virtue of the fact that riddles are framed so as to conceal the obvious and draw
out the atypical and anomalous, they inevitably have the effect of revealing their
subjects in a new light; whether that turns out to be comic, disconcerting, distressing,
or enlightening depends on the particular riddle. Riddle readers revise their
preconceptions in light of the riddle’s solution. While this aspect of riddling has
been lost to modern Western cultures, the ancient and medieval worlds had an
appreciation of, and indeed greatly prized, the “eureka moment™ that accompanies
satisfactory resolution of a riddlic paradox. Even during the seventeenth to
nineteenth centuries, when riddling had disappeared from high literate culture, they
were still valued, and widely circulated in an oral, folk tradition of ballad narratives

whose heroes and heroines were marked by their “riddle wit”.

In ancient cultures, riddles were felt to be an appropriate medium for the
revelation of divine mysteries. Thus Plutarch, who had a pronounced interest in
riddles and eventually became a priest of the Oracle at Delphi, writes of the Orphic

Mysteries that the greatest truth is to be found in their most enigmatic aspects:

1 Al ~ ’ rl ’ \ -~ Al v ’
oow yap waMoy mapadobov éomi xal TepaT@dss TO aiviyua, ToTOUTQ®
waroy Eoixs drauaptipsadar un Tois alTodey Asyoutvors maTeUely, aAAa

Ta AeApdota megiepyaleadal... (E. Del. 8—16)

(For just in proportion as the enigma is more paradoxical and
wonderful, so does he [Orpheus] warn us to distrust the appearance,

and seek for the hidden meaning...)*

*° Quoted and translated in G. R. S. Mead Orpheus (London, 1896), 40.
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In the Old Testament prophets speak in riddles (E£ze 17:2) and so does God Himself
(Num. 12:8). So it is not surprising that this notion—that the Riddle is the proper
medium for approaching the spiritual realm—dominates medieval Christianity, as in
Isidore of Seville’s definition: “aenigma enim est obscura similitudo, per quam
monetur homo ut cor suum acuat, et ad interiora intelligenda confugiat™ (Isa. De
Fide 2.22, 2) (“[a] riddle is an obscure analogy through which one is warned to

sharpen wits and turn to those inner things which are to be grasped™).’

Throughout the world, throughout time, riddles have been put to many
different purposes—their function is another area of perennial scholarly debate
especially amongst folklorists—but it is their ability to take an inquirer from
puzziement to insight which is felt to reproduce the experience of divine revelation.
Symphosius, Aldhelm, the Exeter Book poet(s), and the Child Ballad singers all, in
their own ways, use riddles to probe the nature of things. In the case of the Child
Ballads, the added elements of narrative and a fictional riddle contest, give the
audience a degree of distance, but, in essence, the riddles’ function is the same. All
four “texts” considered in this thesis, Symphosius’ Aenigmata, Aldhelm’s De
Creatura, the “Creation Riddles™ of the Exeter Book and the ballad “Riddles Wisely
Expounded”, have a religious context. Symphosius sets his riddles at the feast of the
Saturnalia, Aldhelm declares the purpose of his riddles to be the exploration of the
hidden secrets of God (Ald. pree. 7), Riddles 40 and 66 of the Exeter Book chart the
relationship between God and Creation,”’ and “Riddles Wisely Expounded”
preserves a riddle contest between a young girl and the Devil which re-enacts and
reverses the outcome of the earlier contest between Eve and Lucifer in the Garden of

Eden.

 Quoted and translated in V. Law Wisdom, Authority and Grammar in the Seventh Century
(Cambridge, 1995). 24.

' Riddle 93, the third Creation Riddle in the Exeter Book, is so fragmentary that it is impossible to
guess what kind of contextualization it may once have had.
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Each of these four texts uses the Riddle to engage with the religious
discourses of their time and with the contemporary conception of the Divine.
Because the historical and cultural context for each of these riddle texts is widely
different, the forms and means of expression also differ. For Symphosius, who was
probably an educated pagan writing in an increasingly intolerant Christianized
Roman Empire sometime around the beginning of the fifth century CE, the riddles
may be seen as a plea for cultural plurality. In their allusions and intertextuality they
simultaneously preserve the old pagan literature of the Classical world (now at risk
of being lost or forgotten), and argue that this Classical tradition is not necessarily in
conflict with the new Christian religion. For Aldhelm, the clergyman, writing some
three centuries later at the beginning of the eighth century CE, the problem is exactly
opposite. His England is only a generation or two away from paganism. His riddles
adopt some of the refinements of pagan literature in the service of religious
instruction. In the case of the Exeter Book the exact circumstances of their
composition are unknown; however, it is unlikely that all the riddles were composed
by the same person or at the same time, so we cannot speak of an agenda which
holds for the entire collection.®’ In the specific instances of Riddles 40, 66, and 93
the concern appears to be seeing God in the everyday experiences of the Anglo-
Saxon world. Finally, “Riddles Wisely Expounded™, like all English and Scottish
folk ballads, and arguably, the folk tradition as a whole, reflects a heterodox
amalgamation of pagan, Christian, and folk-Christian beliefs and legends, expressive

of the often-subversive folk culture of the ballad singers.

Conclusion

The present thesis is a study of the treatment of a specific riddle subject (Creation) in
a specific riddling tradition (the Symphosian Riddle) over a period of more than a
thousand years. Because each text is deeply influenced by its predecessor, the
variations and innovations of each author are particularly significant in illustrating

cultural shifts and reflecting changing conceptions of Creation and humanity’s place

%2 C. Williamson 4 Feast of Creatures: Anglo-Saxon Riddle-Songs (London, 1983), 4—S5.
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in it. Creation is imagined as orchestrated or random, benevolent or indifferent,
abundant or deficient. For Symphosius, Creation exists in a hundred interrelated
facets, it is abundantly pluralistic. For Aldhelm, who describes Creation in a single
poem structured around a series of oppositions, it is the ordered magnus opus of
omniscient and omnipotent God. For the Exeter Book poet(s)—especially the Riddle
40 poet who reproduces Aldhelm’s form but allows his sumptuous evocation of
detail to disrupt Aldhelm’s dichotomies—it is teeming, abundant with life of all
kinds. And for the singers of “Riddles Wisely Expounded”, who imagine Creation
as the subject of a riddle contest between a young girl and the devil, the created
world is poised between good and evil, full of snares for the unwary which may only

be overcome with virtue and riddle wit.
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Chapter One: Part |

Translation and Commentary

of the Symphosii' Scholastici Aenigmata

Words, words. They re all we have to go on.

Rosencrantz and Guildenstern are Dead 1.348

his translation of the Symphosii Scholastici Aenigmata is made from
TBergamin’s thorough and meticulous 2005 edition of the text.” In line with
recent philological thinking, I follow her preference for a more conservative
approach than that of Shackleton Bailey in his 1982 edition. But in a few difficult
cases | have accepted Shackleton Bailey’s conjecture or simply marked the text as
corrupt and not attempted a translation (see below). Bergamin’s textual
conservatism epitomizes the ideology of a small group of Italian Symphosius
scholars, including Spallone, Murru, Vitale, and particularly Guarducci,” who have
produced some of the most insightful and influential work on Symphosius in recent
times. Their approach does not deny the losses, corruptions, and interpolations

inevitable in the process of textual transmission; on the contrary, much of their work

! Like many Italian scholars, Bergamin prefers “Symposius™ to “Symphosius”. However I have used
the latter spelling throughout as it is the more usual among English-speaking scholars.

% For a fuller discussion of Bergamin’s use of the manuscript tradition, see the note on the texts, viii—
ix.

? See M. Spallone “Tradizioni Insulari e Letteratura Scolastica: 1l ms Angelicanus 1515 e Gli
Aenigmata di Simposio™ in Studi Classici e Orientali 25 (1985), 185—228, F. Murru, “Aenigmata
Symphosii ou Aenigmata Symposii?” in Eos. 67 (1980),155—58, M. Vitale “Gli Enigma di Simposio
e le Citazioni dei Grammatici™ in Studi e Ricerche dell Istituto di Civilta Classica Cristiana e
Medievale. Facolta di Magistero. Genova 7 (1986), 201—17. M. Guarducci “La Chicciola Cristiana™
in Rivista di Filologia e di Istruzione Classica. 119 (1991), 447—56.
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is devoted to the rigorous assessment of manuscript evidence. But they recognize
that with only the evidence of the text to go on, and without other contemporary
extant riddle collections for comparison, extensive scholarly textual emendation runs

a high risk of writing preconceptions into the text.

Problems of Translation and Riddle Translation

Since antiquity,” translation methodology has been the topic of fierce debate. In the
mid-twentieth century translation theory, the questioning and refining of ideas about
how to achieve equivalence between texts, has become an area of academic inquiry

in its own right. Nord and Sparrow write:

The concept of equivalence has been questioned ever since it was
first established. From Nida’s formulation of “dynamic equivalence”
(Nida 1964) it is a long and tortuous path via Koller’s specification of
denotative, connotative, text-normative, pragmatic and formal
equivalence (1979: 187ff., cf. also Koller 1995) to Neubert’s “text-
bound equivalence” (1984: 68 and 1986: 87ff.), which the translator
constantly has to strive after and which may compensate for non-
equivalent translations on lower ranks (e.g. at the level of words and

phrases).’

Of course, some of these approaches are not suitable for a scholarly translation, such
as the one I offer here, whose purpose—to support a close literary and cultural
academic study of Symphosius’ riddles—necessarily dictates close, literal
translation. Such a translation is, to use Newmark’s phrase, “a means not an end”,

an aid to understanding, not a literary work in its own right.’® So, for example, a

* Cicero and Horace both discuss translation. However, in Western Europe the driving force of
translation methodology has been the dissemination of Christianity. The most influential translators
have been Biblical scholars such as Saint Jerome. For a fuller discussion, see chapter three.

* C. Nord and P. Sparrow Text Analysis in Translation: Theory, Methodology, and Didactic
Application of a Model for Translation-Oriented Text Analysis (Amsterdam, 2005)

® P. Newmark About Translation (Bristol, 1991), 1—15.



32

translation in which equivalence is achieved through cultural “transplantation”’ is
not appropriate for an academic audience seeking to understand the culture of the
source text.® As the projected audience for my translation is an academic readership,
my approach has been to translate as literally as possible and, in order to ensure that
the reader has the requisite information and understanding of cultural nuance, my

practise has been to provide detailed notes on any point which might be obscure.

Translating riddles presents its own particular problems, which is not
surprising given that modern western culture does not value riddles as a literary or
high culture form. Such work as exists on riddle translation has been done by
scholars studying riddles (Bantu or Shona riddles, for example) which, because of
their linguistic structures or cultural specificity, “cannot be translated into English”.’
However, because of the close linguistic reiationship between English and Latin, and
the cultural continuities between the Late Roman Empire and the modern Western
world, this work is not pertinent to translating Symphosius’ riddles. But while this
closeness does give us entrée into Symphosius’ work, it also complicates the task of
translation because it encourages us to overlook, or segue, the significant cultural
differences. Symphosius” popularity in early England means that his work has been
formative on the English literary tradition and yet, as this thesis demonstrates, both
Roman culture in general and Symphosius’ work in particular are profoundly
foreign, especially in their attitudes to riddling. This “similarity in difference”,

makes the problems of translation less obvious, but not less important to address.

" A Dictionary of Translation Technology defines the term as “referring to the replacement of details
of the source culture in the original text by relevant target culture elements.” S. Chan 4 Dictionary of
Translation Technology (Hong Kong, 2006). 52.

8 L. Venuti The Translation Studies Reader (New York, 2000), 68.

° E. Gwaravanda and D Masaka “Shona Reasoning Skills in Zimbabwe™ in Journal of Pan-African
Studies 2 (2008), 1—15. 3—4. For a fuller discussion of Bantu riddling, see P. Beuchat “Riddles in
Bantu™ in the Study of Folklore A. Dundes. ed. (Englewood Cliffs, 1969), 182—205. In fact there are
many other fundamental differences, not least that riddle contests are adjudicated differently. In
Shona riddling, the contest is lost when one contender can not think of any more riddles to ask.
Gwaravanda and Masaka claim that because of this the winner is always “the one who is more
knowledgeable”, but for a scholar used to European riddling traditions, the more knowledgeable
riddler would prove him/ herself by being able to answer more questions. This represents a
fundamental ideological difference in the approach to riddles and in the kind of mental facilities
which are valued.
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The current notion that a “translator should make explicit in the translation

351

what is implicit in the source text 0 presents a particular difficulty for riddle
translators because, under such a rubric, the aims of a translation are directly
opposed to those of a riddle. If a translation should attempt to make meaning
explicit, by contrast a riddle always attempts to obscure it. If a translation should
provide its audience with an accurate understanding of the source text, by contrast a
riddle always misdirects them to focus on a single, and inevitably incorrect, reading
of its clues—often by means of exactly the kinds of cultural miscommunication
which a translator seeks to clarify. If a translation should seek to illuminate (or

elide) cultural ambiguities, a riddle often works through them. In short, the

workings of riddles cut against much of current translation theory.

The aims of riddle translation must be appropriate to the nature of the genre.
The Riddle is interactive, eliciting particular mental processes from its audience, so
that a translation must retain this function while reproducing the imagery and overt
meaning. The Riddle works through a central paradox, usually established (and
enacted) by means of linguistic quirks and puns, so that a translation must preserve
and convey this paradox rather than explain or clarify its ambiguities. With all of
this in mind, I have tried to render an English version which translates the text as
riddles, not as poetry. As I note above, I have scrupulously avoided finding cuitural
equivalents, since it is in understanding the original components of the central
paradox, and the ideas and imagery associated with it, that we may achieve an

insight into a particular riddle and the riddling culture that produced it.

Since the central riddle paradox is of paramount importance, it is crucial to
represent it accurately. For example, there is a temptation to translate aAline such as
“Virtutes magnas de viribus affero parvis™ (4.1), so as to reflect the play on virtus—I
initially considered something like “I bestow great virtues by virtue of so little”.
However, this rendering displaces the word play and, more importantly, does not

faithfully reflect Symphosius’ construction of the paradox. My solution, “I bring

1S, Chan, 52.
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great merits with little strength”, more accurately expresses the contrast between the
smallness of the key and the greatness of its power to guard or expose the contents
of the house—although it does not retain the neatness of Symphosius’ turn of phrase.
On a very few occasions, when | have felt that it did not obscure or distort
Symphosius® meaning, | have allowed a slight displacement of the word play. Thus
in Mula, 1 have translated “confusi generis, generi non apta propago™ (37. 2) as “of
mingled blood, a breed not fit to breed”. The word play would have been more
exactly preserved in a rendering such as, “of mingled blood, a blood not fit to breed”
or “of mingled lineage, a lineage not fit to breed”, but neither is true to Symphosius’
sense or to the requirements of acceptable English. Since there is no English word
which reflects Symphosius’ use of generis and generi, the only other option is to
exclude the word play altogether—as Ohl has in the rendering, “of mingled race, a
breed unfit for progeny”. All things considered, I have felt that the slight

displacement of the word play is an acceptable compromise.

English Translations of Symphosius

Both made almost a century ago, the two currently used translations of Symphosius’
riddles into English are by Peck (1912)'' and Ohl (1928)."* In addition, Wilbur
recently translated a handful of Symphosius’ riddles: Clavis, Ericius, Funambulus,
Tigris, Rosa, Viola, Tus, Pistillus, Anulus cum Gemma, Papver, Rana, Mus,
Formica, Musca, and Pediculus.” None of these translations uses Bergamin’s
edition of the Latin text and for this reason alone, there is a need for a new
translation. The translations by Ohl and Peck represent opposite ends of the
spectrum in terms of translation methodology. Ohl’s translation, the only scholarly
translation of Symphosius into English, is often literal to the point of retaining

Symphosius’ syntax, which is, at times, simply too convoluted to transfer

" Unless otherwise stated, all Peck’s translations are from E. Peck The Hundred Riddles of
Symphosius (Vermont, 1912).

"2 Unless otherwise stated. all Ohl’s translations are from R. Ohl The Enigmas of Symphosius
(Philadelphia, 1928).

" The “translation” breaks with Symphosius’ original order, as the list demonstrates. R. Wilbur
“Some Riddles in Symphosius™ in The Hopkins Review 1 (2008), 152—4.
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successfully to an uninflected language. While this syntactic flexibility is an integral
part of Symphosius’ riddling technique, the riddles become taxing to read, and
sometimes even incomprehensible, when transferred directly into English. By
contrast, Peck chooses the perilous route of cultural transplantation. Both she and
Wilbur have produced verse'* translations which inevitably take a rather more
liberal attitude to their source text, but neither is a serious attempt to produce a

scholarly translation.

Let us turn first to these freer renderings. The translations of Peck and
Wilbur, though occasionally ingenious, are symptomatic of a dismissive attitude
toward Symphosius, which is quite widespread. Both render the riddles in a light-
hearted, even comical, tone which perhaps reflects the view that riddles are
inevitably light-hearted. They adopt rhythm and rhyme schemes, variously derived
from English nursery rhymes and limericks, which are alien to Latin and which do
not accurately reflect the sophistication of the Aenigmata or the great variety of tone
and mood in the utterance of Symphosius’ riddle creatures. For example,
Symphosius’ ant speaks in a manner which matches her patient, hard working

nature:

Provida sum vitae, duro non pigra labore,
ipsa ferens umeris securae praemia brumae.

Nec gero magna simul, sed congero multa vicissim (22.1—3)
I have rendered it:
I am provident in the conduct of my life, not slothful in hard work,

Carrying on my shoulders the cost of a safe winter.

I do not carry much at once, but I amass much bit by bit.

'* Peck “translates” the quantitative metrics of Latin poetry into the stress-based metre and rhyme
more usual in English poetry. Wilbur’s translation employs rhyme but not metre.
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Wilbur gives Symphosius’ fussy ant a slack-jawed colloquialism which is entirely

alien to her nature:

[’'m provident, and not an idle bum.
I lug home food before the snowflakes come.

Not in great loads, of course, but crumb by crumb.”

In general, Peck and Wilbur have been reductive in their rendering of the
Aenigmata. In particular, they have resisted the grave tone which Symphosius
sometimes adopts, replacing it with an unacceptable lightness, even in a riddle such

as Mulier quae geminos pariebat where the woman recalls her near-mortal distress:

Plus ego sustinui quam corpus debuit unum.
Tres animas habui, quas omnes intus habebam:

discessere duae, sed tertia paene peregit. (92.1—3)
I have rendered it:
I have sustained more than one body should
I had three souls, all of which I was holding within
Two left, and the third nearly perished.
Peck’s jingly version down plays the anguish of Symphosius’ lines:
More have I carried than from one was due;

Three lives I had and all I nourished too;

Now two are gone, the third came hardly through.

S R. Wilbur, 154.
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In fact, even Ohl’s more academic version which renders the final line “a pair
departed, but the third pretty nearly perished too™ fails to convey the mother’s plight.
His jarring use of the phrase “pretty nearly” is not faithful to Symphosius’ original
and, to my mind, would be more apt to a P.G. Wodehouse character than a woman
who had faced one of the severe trials of ancient life.'"® Such misrepresentations of
tone occasionally result in the kind of gross cultural projection which is an ever-
present risk for those adopting a methodology of cultural transplantation.'” Thus
Peck renders the ambiguous tombstone inscription, “Vita tamen superest morti post
tempora vitae” (100.3) (“Nevertheless, life survives death after the time of life”),

with the moralizing, anachronistic “Yet for the good there is an after-life instead.”

Turning from Peck, we find that Ohl’s translation, which has been standard
in English, is equally problematic. On one or two points he appears to
misunderstand Symphosius’ thought. For example, he translates “falso...vento”
(23.3) (“false wind”) which probably refers to the breezes created by fly-flaps to
keep flies off the food at banquets'® as a “deceptive breeze” (cf. Peck’s “fickle
winds™). Though falso may mean “deceptive” that is not the meaning here. It is not
that the wind tricks the fly, but rather that it is not a natural wind. In fact, Wilbur’s

1% is the only translation to catch Symphosius’ thought.

“man-made breezes

Ohl’s translations are often designed to clarify Symphosius® riddlic
ambiguity, as we see in his treatment of Murra.”® Symphosius’ uses nascor (“I am
born™), a verb usually used of sentient creatures, to describe myrrh. This acts to blur

the already-precarious distinction between the metamorphosing woman and the tree

' In this context we might think of Medea’s famous declaration that she would rather stand in the
front line of battle than give birth once. (Eur. Med. 250—1) Current estimations put maternal
mortality rates in the Roman Empire around 25 per 1,000. The IMR (Infant Mortality Rate) is thought
to be around 300 per 1,000. D. Todman “Childbirth in Ancient Rome: From Traditional Folklore to
Obstetrics™ in Australian and New Zealand Journal of Obstetrics and Gynaecology 47 (2007), 82—S5,
84.

17 peck, of course, pre-dates the theoretical articulation of this idea, but her text, nevertheless,
conforms roughly to its principles.

'8 Bergamin, 114.

" Wilbur, 154.

2 For a full discussion of Murra, see 114—S5.
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to great riddlic affect. Ohl’s translation, which renders “ex oculis fluxi sed nunc ex
arbore nascor” (48.2) (“I have flowed from eyes, but now I spring from a tree™) as
“from human eyes I flowed, but now I start from a tree”, does the opposite. He
attempts to “explain” the riddle by translating “nascor” with the inaccurate and
inelegant verb “start”. Moreover, his translation of “ex oculis” as “from human
eyes” imports the idea of humanness which Symphosius has deliberately excluded
from the original. Perhaps most perplexingly, Ohl renders “laetus honor frondis™
(48.3) (“[t]he happy glory of green boughs™) with the nonsensical “the happy
adornment of my leaf”. This misunderstands Symphosius’ careful opposition
between the great value of myrrh resin and the shame from which, according to the
myth, it was created. Having over-explained other points in the riddle, Ohl’s
translation of this phrase is enigmatic. One is constrained to ask, in what sense can

the myrrh resin be a decoration for the leaves of the myrrh tree?

Even those scholars most dismissive of Symphosius agree that his turn of
phrase is witty and dexterous, so Ohl’s labourious, clumsy phrasing is a significant
distorition of the original. A brief consideration of his rendering of Pediculus makes

the point. First, the Greek version from which Symphosius works:
ooa’ Ehopey MimoueaSa, oo’ oly louey wepoucada (Cert. 325)
- (The ones we caught we left behind, the ones we missed we carry).ﬂ

Next Symphosius’ text—already a “translation” of the Greek:

Est nova nostrarum cunctis captura ferarum:
ut si quid capias, hoc tu tibi ferre recuses,

et quod non capias, tecum tamen ipse reportes. (30.1—3)

My rendering:

*' Anon. The Contest of Homer and Hesiod, M. West, trans. (Harvard, 2007), 351.
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There is a new kind of hunting of wild beasts for us all
That if you catch something, you refuse to carry it with you

And whatever you do not catch, you carry back with you.

This neat line of the Greek is metrically balanced; each half line reflecting the other.
Symphosius’ version also exhibits these traits: there is an internal rhyme on
“nostrarum” and “ferarum” which marks the half lines, each of whose endings
alliterate. The second and third lines mirror each other, with the second half line in

“t”

each alliterating on and concluding in a consonantal rhyme on “recuses” and

“reportes”. This stands in the greatest contrast to Ohl’s rather clumsy:

There is a new kind of catching of our game for all, on condition
that if you catch anything you may refuse to carry it off as your
own and what you do not catch you may nonetheless bring back

with you.

The combination of the profound with the profane is the mark of
Symphosius’ riddles and yet Ohl’s translation seems to shy away from both ends of
the spectrum. In Strigilis aenea, for example, he translates the riddle rather
unclearly, apparently to obfuscate the sexual innuendo. But in so doing, he loses the
effect of the riddle which is to suggest an obscene meaning only to disappoint with a
solution which is entirely innocent. (The device appears again in a group of riddles

from the Exeter Book known as the Obscene Riddles.)* Symphosius writes:

Robea curva capax, alienis humida guttis,
luminibus falsis auri mentita colorem,

dedita sudori, modico subcumbo labori. (88.1—3)

*? Like all Anglo-Saxon riddles, this group is influenced by Symphosius’ riddling.
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I have tried to render it so both the entitled solution and the subtext to remain

evident:

Red, curved, large, damp with foreign drops,
Falsifying the colour of gold with deceitful flashes.

Devoted to sweat, I succumb to a little toil.

Ohl’s translation is not so much a riddle as a puzzle. Even with the entitled solution,

it is a little difficult to read this as a description of a strigil:

Ruddy, curved, capacious, bedewed with strange drop
By means of metal mendacious set up for gold in improper streams

Devoted to sweat, I succumb to trifling toil.

The greatest disservice modern scholars have done Symphosius is to take
him at his word in the praefatio when he claims his works are “nugas™ (prae. 7), but
to disregard the “words”, as it were, of the Aenigmata which show him to be a
subtle, strange, comic and serious poet. My translation attempts to reflect the
myriad moods of Symphosius’ array of personalities and objects: the cheeky
description of the strigil, the brazen fly, the mother’s distress, the humble mouse, the
raucous frog, the vicious wolf, the broken down soldier, and finally, the ominous

tombstone which marks the end of the riddle collection—of its author and of us all.

So far, I have considered the typical problems that confront the translator of
ancient material, and especially of riddles, into modern English. But sometimes,
these are compounded by uncertainty about what the text actually means. This is the
case with Miles Podagricus. In particular, there is much scholarly disagreement
over the meaning of the “quinque pedes”. In the following, I will review this debate

and propose my own solution. Here is Symphosius’ text:
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Bellipotens olim, saevis metuendus in armis;
quinque pedes habui, quod numquam nemo negavit.

Nunc mihi vix duo sunt; inopem me copia fecit. (93.1—3)
I have translated it:

Once valiant in war, to be feared amongst savage weapons,
I had five feet, which none ever denied.

Now I have barely two; plenty has made me poor.

The most popular of various solutions, the one preferred by Bergamin, is that the
“five feet” refers to the height requirement for soldiers in the Roman army.”
However, this suggestion is problematic because the minimum height for soldiers in
the Roman army was always greater than five feet. According to Vegetius, it was
“VI pedum uel certe V et X unciarum” (Veg. Mil. 1.5), (“six feet or at least five feet
and ten inches™). Even after the reduction of the height requirements in 367 CE, a
“delectus” (“chosen man”)** was required to be five foot seven inches tall (CTh.
7.13.3). Some editors, including Glorie, amend the riddle substituting “six feet” for
the “five feet”, but since the height requirement seems never to have been quite so
tall, and was certainly less in Symphosius’ time, this is also problematic.
Shackleton-Bailey’s suggested emendation, that “bis™ (“twice”) be added to the line,

2925 (“I have

is even more drastic: “quinque pedes habui bis, numquam nemo negavit
twice five feet, which no one has ever denied”). Shackleton Bailey takes the “twice
five feet” to refer to the ten foot measure, the decempeda. The obvious objection to
this (apart from the intrusion into the received text and the metrical disruption of the

line™®) is that the decempeda ruler is used in all kinds of surveying. It is not

B M. Bergamin, 194.

* A “delectus” met the requirements for admission to the Roman army.

** Shackleton Bailey, 41.

*¢ Bergamin claims ““quinque pedes habui, quod numquam nemo negavit’ ¢ la lezione
prosodicamente corretta” (““quinque pedes habui, quod numquam nemo negavit® is the metrically
correct reading”). M. Bergamin, 194.
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inherently military or associated with weaponry and therefore does not support the

old soldier’s claim to have been fearsome in battle.

I would like to propose the new solution that the “five feet” refers to the
soldier’s own two feet in addition to the three feet of frontage assigned to each
soldier in close formation. These three feet, mentioned in both Latin and Greek late
antique sources—Vegetius’ “ternos pedes” (Veg. Mil. 3.14) and Polybios’ “rgigs
moo1” (Polyb. 18.28)—were roughly the same width as a shield and represented both
the area each soldier was required to defend and the space within which he must
fight. In other words, it was the space which defined a soldier’s duty and with which
he, presumably, felt identified. My reading would fit with Symphosius’ other
“human riddles™ in which the riddle subject is described as having, in addition to his
own limbs, those of the objects associated with him (see note 79). It would also
explain why the old soldier no longer has the five feet of which he boasts in the
second line, a point not addressed by Bergamin’s solution since even when he was
shrunken with age the soldier must still have a height of at least five feet. If I am
correct, there is true pathos in the soldier’s lament “Nunc mihi vix duo sunt; inopem

me copia fecit” (93.3) (“Now I have barely two; plenty has made me poor™).

The phrase inopem me copia fecit, the only direct quotation in the whole of
the Aenigmata, is used by Narcissus in Ovid’s Metamorphoses and Symphosius
seems to be drawing a parallel between the way in which Narcissus” excellence (his
beauty) spoils itself and the way the soldier’s excellence (his military valour)
destroys itself. In Narcissus’ case, his beauty is such he becomes infatuated, staring
at his reflection until he wastes away. In the soldier’s case, using his strength at

arms invites the injuries which incapacitate him.

I have translated “inopem™ “poor™ since this may refer to reduced resources
both financial and physical, and also to the soldier’s reduced spirits. Peck’s rending
“Now scarce I’ve two, for wealth does not abide”, fails to convey either the paradox

or the pathos of the line. By choosing to “explain™ the riddle in terms of material
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goods or wealth, conveys only one aspect of Symphosius’ meaning—the least

interesting at that.
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Symphosii Scholastici Aenigmata

Praefatio

[Haec quoque Symphosius de carmine lusit inepto;
o 2 . . o

sic tu, Sexte,‘7 doces; sic te deliro magistro. ]

Annua Saturni dum tempora festa redirent
perpetuo semper nobis sollemnia ludo,

post epulas laetas, post dulcia pocula mensae,
deliras inter vetulas puerosque®® loquaces,

cum streperet late madidae facundia linguae,
tum verbosa cohors studio sermonis inepti
nescio quas passim magno de nomine nugas

est meditata diu; sed frivola multa locuta est.
Nec mediocre fuit magni certaminis instar,
ponere diverse vel solvere quaeque vicissim.
Ast ego, ne solus foede tacuisse viderer,

qui nihil adtuleram mecum quod dicere possem,
hos versus feci subito Fdiscrimine vocist.*’
Insanos inter sanum non esse necesse est.

Da veniam, lector, quod non sapit ebria Musa.>’

[These too did Symphosius playfully write in foolish verse,
Just as you teach, Sextus; so similarly I rave under your teaching.]

When the time of the feasts of Saturn was making its annual return—
always a ritual of endless fun for us—

afier joyous banquets, after the sweet drinking cups at the table,
between revelling old women and prattling slaves,

when the eloquence of drunken tongues resounded far,

then the garrulous crowd in eagerness for foolish speech

" It is not known to whom this refers.

% A feature of the Saturnalia is that slaves were given license.

?* Many reconstructions of this line have been suggested; indeed, almost every edition reads it
differently. None, however, is entirely satisfactory. See M. Bergamin, 4.

3% Cf. Ausonius® declaration in the dedication of the Griphus Ternarii Numeri to Symmachus
“Iniurium est de poeta male sobrio lectorem abstemium iudicare™ (“It is outrageous that a strictly
abstemious reader should sit in judgment on a poet a little drunk™). H. Waddell, trans. The
Wandering Scholars (London, 1954). 37.
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long pondered over I know not what frivolities under grand names
but frivolous were the many things said.

It was no ordinary matter, but resembled a mighty contest;

each one in turn to put various questions or to solve them.

But I, not to seem the only one to be disgracefully silent,

who had brought nothing with me which I was able to say,

1 improvised these verses [...]

1t is necessary not to be sober among the insane.

Be indulgent, reader, because the drunken Muse shows no sense.

1. Graphium

De summo planus sed non ego planus in imo.
Versor utrimque manu diverso et munere fungor:
altera pars revocat quidquid pars altera fecit.

Stylus

Flat on top, but not flat at the bottom.

I am turned both ways in the hand and am engaged in opposite functions:
One part undoes what the other has done.

2. Harundo

Dulcis amica dei,31 ripae vicina profundae,
suave canens Musis, nigro perfusa colore,
nuntia sum linguae, digitis signata magistris.32

Reed

The dear sweetheart of a god, neighbour to steep banks,
Singing sweetly for the Muses, drenched with black,

I am the messenger of the tongue, pressed by expert fingers.

*! This refers to the story that when the nymph Syrinx was transformed into a reed to escape his
amorous advances, the god Pan cut the reeds and made from them the first syrinx or pan-pipes. (Ov.
Met. 1.689ff). Bergamin suggests that the reference is to the story that when Karpos drowned,
Kalamos, son of the river god Maiandros, transformed into a reed out of grief (Nonnus Dion. 11.
369—481). (Although Nonnus claims that it is an old story. no prior attestation survives except in
Servius’ commentary on Virgil’s Eclogues (5. 48), which indicates that the story was known in late
antiquity, but probably not before.) Bergamin prefers this solution because “kalamos™ is the name
given to a reed pen, and harundo was sometimes a poetic word for it. (Bergamin, 81). However,
Kalamos is the son of a god, not the sweetheart; certainly he is not the female “amica”, which is why
the riddle must refer to Syrinx.

*2 The riddle refers to the reed in its natural state but also in its use as both a pen and a musical
instrument. In this last line the two possibilities are held in tension; both the pen and the pipes may
be the “messenger of the tongue™ worked by fingers, since ancient reed pipes had finger-holes. See
A. Barker Greek Musical Writings (Cambridge, 1989), 16.
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3. Anulus cum gemma

Corporis extremi non magnum pondus adhaesi,
ingenitum dicas, ita pondere nemo gravatur.
Una tamen facies plures habitura figuras.”

Ring with Gem

No great weight at the body’s end, I clung,

Implanted, you might say, and so no one is oppressed by my weight.
Though having one face, I shall have many figures.

4. Clavis

Virtutes magnas de viribus affero parvis:

pando domos clausas, iterum sed claudo patentes.
Servo domum domino, sed rursus servor ab ipso.

Key

1 bring great merits with little strength:

I open shut houses, but I also shut open ones.

1 guard the house for the house-holder but in return I am guarded by him.

5. Catena

Nexa ligor ferro, multos habitura ligatos.
Vincior ipsa prius, sed vincio vincta vicissim.
Et solui multos, nec sum tamen ipsa soluta.

Chain

Bound, tied with iron, I will hold many bound.

Myself bound first, yet bound I bind in turn.

And I have freed many, yet I have not been freed myself.

6. Tegula

Terra mihi corpus, vires mihi praestitit ignis.
De terra nascor, sedes est semper in alto;

et me perfundit qui me cito deserit umor.

Roof-Tile

My body is earth, fire gave me strength.

1 am born from the earth, my home is always on high;
And water drenches me but quickly deserts me.

*3 This riddle depends on the Roman practice of engraving scenes into gemstones used in jewellery.
The pun on facies suggests a creature with one face but many bodies, whereas the gem has a single
face engraved with many figures. Moreover, both facies and figura may mean “shape™, so it is
possible to read the sentence as a straight contradiction: “Though having one shape, I shall have many
shapes™.



7. Fumus

Nunc mihi sunt lacrimae, sed non est causa doloris.
Est iter ad caelum, sed me gravis impedit aer;

et qui me genuit, sine me non nascitur ipse.

Smoke

Now tears are mine, but there is no reason for grief.
My path is to the sky, but the heavy air hinders me;
And what gave me birth itself is not born without me.

8. Nebula

Nox ego sum facie, sed non sum nigra colore,
inque die media tenebras tamen affero mecum.
Nec mihi dant stellae lucem nec Cynthia lumen.

Cloud

I am night-faced, but I am not black in complexion,
Nevertheless, at midday I bring the dark with me.

The stars do not give light, nor Cynthia illumination, to me.

9. Pluvia

Ex alto venio, longa delapsa ruina.

De caelo cecidi, medias transmissa per auras:
sed sinus excepit qui me simul ipse remittit.

Rain

1 come from on high, dropping in a long fall.

I fell from the sky, sent through the middle air;

But a bosom received me which itself sends me back.

10. Glacies

Vnda fui quondam, quod me cito credo futuram.
Nunc rigidi caeli duris conexa catenis

et calcata pati possum nec unda teneri.

Ice

Once I was, and I believe soon shall be again, water.

Now held by the harsh chains of a frozen heaven

And I can suffer being trodden on but not to be held as water.
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11. Nix

Pulvis aquae tenuis, modico cum pondere lapsus.
Sole madens, aestate fluens, in frigore siccus,
flumina facturus totas prius occupo terras.

Snow

A fine dust of water, I fell with little weight.

Melting in the sun, flowing in summer, dry in the cold,
I will make rivers, but first I occupy whole lands.

12. Flumen et Piscis

Est domus in terris, clara quae voce resultat:

ipsa domus resonat, tacitus sed non sonat hospes.
Ambo tamen currunt, hospes simul et domus una.

River and Fish

There is a house on the earth and it resounds with clear voice.
The house itself resounds, but the silent guest does make a noise.
Both move at the same time, guest and house together.

13. Navis

Longa feror velox, formosae filia silvae,
innumeris pariter comitum stipata catervis.
Curro vias multas, vestigia nulla relinquens.

Ship

Long, fleet daughter of the beautiful wood, I ride,
Crowded together with numberless bands of companions.
1 travel many ways, leaving no footsteps.

14. Pullus in ovo

Mira tibi referam nostrae primordia vitae:
nondum natus eram nec eram iam matris in alvo.
Iam posito partu natum me nemo videbat.

Chicken in Egg
1 shall recount to you the strange origins of my life:
I was not yet born, nor was I yet in my mother’s womb.

Although my birth had already taken place, no one saw me being born.

48
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15. Vipera

Non possum nasci si non occidero matrem;’”
occidi matrem, sed me manet exitus idem:

id mea mors patitur quod iam mea fecit origo.

Viper

1 cannot be born, unless I kill my mother;

1 killed my mother, but the same end waits for me:
My death allows what my birth has already done.

16. Tinea

Littera me pavit, nec quid sit littera novi;
in libris vixi nec sum studiosior inde.
Exedi Musas nec adhuc tamen ipsa profeci.

Bookworm

Literature has nourished me, though I do not know what a letter is.
1 have lived in books, though I am not more studious for it.

I have consumed the Muses, yet I have still not made progress.

17 Aranea

Pallas me docuit texendi nosse laborem:
nec pepli radios poscunt nec licia telae.
Nulla mihi manus est, pedibus tamen omnia fingo.

35

Spider

Pallas taught me to know the labour of weaving:

Neither do my robes demand a shuttle, nor the warp its heddle.
1 have no hand, yet I form everything with my feet.

** A common belief in the ancient world, attested, among others, by Pliny (N.10. 82) and Herodotus
(3.109.1).

3% This refers to the story of the competition between Pallas and Arachne over who was the more
skilful at weaving (Ov. Met. 6, 5—145). According to Ovid, Pallas, enraged by Arachne’s ability,
tore her tapestry and struck her. Arachne tried to hang herself rather than bear such an insult but
Pallas saved her by transforming her into a spider and the noose into her cobweb.
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18. Coclea

Porto domum mecum, semper migrare parata,
mutatoque solo non sum miserabilis exul,

sed mihi concilium de caelo nascitur ipso.

Snail

I carry my house with me, always ready to move.

And when I have moved land, I am not a wretched exile
But my wisdom is born from heaven itself.>®

19. Rana

Raucisonans ego sum media vocalis in unda,

sed vox laude sonat Tquasi quaet laudetur et ipsa;
cumque canam semper, nullus mea carmina laudat.

Frog

1 sing with a raucous voice in the middle of the water,
But my voice sounds with praise, [...] it itself praises.
And though I am always singing, no one praises my song.

20. Testudo

Tarda, gradu lento, specioso praedita dorso,
tdocta quidem studiof, sed saevo prodita fato;
viva nihil dixi, quae sic modo mortua canto.”’

Tortoise

Deliberate, with slow step, gified with a splendid back,
[...], but betrayed by cruel fate,

Living I said nothing, as soon as I die I sing in this way.

* Both Peck and Ohl render “concilium™ as “wisdom™; a reasonable enough translation, though it
makes the line rather perplexing. I am intrigued by Guarducci’s view that “concilium™ might be
rendered “society” and refer to a late antique use of the snail as symbolic of a Christian. However, I
regard this opinion as rather too speculative to incorporate in my translation. M. Guarducci “La
Chiciola Cristiana™ in Rivista di Filologia e di Istruzione Classica, 119 (1991), 447—356.

*7 The tortoise’s “cruel fate” is that Hermes made the first lyre out of his shell. (HH. 4, 41). Itis
through the lyre’s music that the tortoise sings after death.
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21. Talpa

Caeca mihi facies, atris obscura tenebris;
nox est ipse dies nec sol mihi cernitur ullus.
Malo tegi terra: sic me quoque nemo videbit.

Mole

My face is blind, dark with gloomy shadows,

Day itself is night nor is any sun seen by me.

1 prefer to be covered by earth; in this way no one will see me.

22. Formica

Provida sum vitae, duro non pigra labore,

ipsa ferens umeris securae praemia brumae.

Nec gero magna simul, sed congero multa vicissim

Ant

I am provident in the conduct of my life, not slothful in hard work,
Carrying on my shoulders the cost of a safe winter.

1 do not carry much at once, but I amass much bit by bit.

23. Musca

Inproba sum, fateor: quid enim gula turpe veretur?
Frigora vitabam, quae nunc aestate revertor.

Sed cito submoveor falso conterrita vento.*®

Fly

I am wicked, I confess; for what disgusting thing does my maw fear?
I shunned winter, I who return now in summer;

But I am quickly driven away, terrified by a false wind.

** As noted above (see 37) the “false wind” refers to the fanning of fly-flaps used at banquets. See C.
Jackson Peacock (London, 2006). Interestingly, Martial includes an epigram on a fly-flap in his
Apophoreta (14. 67).
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24. Curculio

Non bonus agricolis, non frugibus utilis hospes,
non magnus forma, non recto nomine dictus,39
non gratus Cereri non parvam sumo saginam.

Weevil

Not good to the farmers, nor a useful guest to the crops,

Not great in size, nor called by my rightful name,

Not dear to Ceres, nor do I consume a small amount of food.

25. Mus

Parva mihi domus est, sed ianua semper aperta;

exiguo sumptu furtiva vivo sagina.

Quod mihi nomen inest, Romae quoque consul habebat.*’

Mouse

My house is humble but the door is open.

1 live at small expense on stolen food.

The name which belongs to me, a consul ai Rome also had.

** Presumably this is a reference to the alternative pronunciation of curculio as gurgulio. However,
this has been a point of some debate. Wernsdorf suggests that such a long name as curculio is
incongruous for so small an animal. (C. Wernsdorf Poetae Latini Minores, 11, (Altenburg, 1782),
413). Shackleton-Bailey dismisses the problem entirely by suggesting the line should be read “non
certo nomine dictus™ not “non recto nomine dictus”.

“0'In fact there were three consuls called Mus. Publius Decius Mus (consul in 340 BCE), his son, also
Publius Decius Mus (consul in 312 BCE, 308 BCE, 297 BCE, and 295 BCE), and his grandson,
another Publius Decius Mus (consul in 279 BCE). They comically contrast with Symphosius’
humble mouse since all three are known for their martial bravery. The three consuls are thought to
have died heroically at the battles of Vesuvius (340 BCE). Sentinum (295 BCE). and Asculum (279
BCE) respectively.
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26. Grus

Littera sum caeli penna perscripta volanti,"’
bella cruenta gerens volucri discrimine Martis;
nec vereor pugnas, dum non sit longior hostis.**

Crane

1 am a letter of the sky, written with a flying feather,
Waging bloody war with the swift changing peril of Mars;
Nor do I fear fighting, so long as the enemy is not too large.

27. Cornix

. . 431, .
Vivo novem vitas,”~ si me non retia fallunt,
atraque sum semper nullo compulsa dolore,
et non irascens ultro convicia dico.

Crow

1 live nine lives, if snares do not entrap me;

And I am always in black, though not constrained by grief;
And though not angry, 1 scream abuse of my own accord.

28. Vespertilio

Nox** mihi dat nomen primo de tempore noctis.
pluma mihi non est cum sit mihi penna volantis;
et sedeo in tenebris nec me committo diebus.

Bat

Night gives me name from the first period of the night.

1 do not have feathers, though I have the wings of a bird,

And I remain in darkness, for I do not entrust myself to the day.

*! This refers to the way cranes fly in a “v” formation. Martial also uses the image of the flying letter
ir; his epigram on cranes in the Xenia (Mart. Epig. 13.75)

“There was a long-standing belief in the enmity between cranes and Pygmies. Pliny writes of the
Pygmies that “quos a gruibus infestari Homerus quoque prodidit™ (Plin. (E) HN. 7.26) (“this tribe
Homer has also recorded as being beset by cranes™). Again, in Book 10, Pliny writes “Indutias habet
genus Pygmaea abscessu gruum, ut diximus, cum iis dimicantium™ (Plin. (E) #N. 10.30) (“By the
departure of the cranes, which, as we have already stated, were in the habit of waging war with them,
the nation of the Pygmies now enjoys a respite™). The Homeric passage Pliny mentions is //iad (3.1-
7).

“ In the ancient world crows were thought to live nine human life spans. The most famous source for
the idea is Hesiod (fr. 304.1). Pliny mentions Hesiod’s belief, though he dismisses it (HN. 7.153).
Other authors, such as Aristophanes (Birds, 609) and Horace (Odes 3.17, 12—3) attribute to the crow
different numbers of life spans.

* Bergamin reads “vox”, but I have adopted “nox™ since it is preferred by most editors, including
Shackleton Bailey. Both grammatically and contextually it makes more sense.
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29. Ericius

Plena domus spinis, parvi sed corporis hospes,
incolumi dorso telis confixus acutis;

sustinet armatas segetes habitator inermis.

Hedgehog

The house is full of spikes, though the guest is of small body,
Pierced with sharp spikes on its unharmed back,

The unarmed inhabitant keeps armed crops.

30. Pediculus

Est nova nostrarum cunctis captura ferarum:

ut si quid capias, hoc tu tibi ferre recuses,

et quod non capias, tecum tamen ipse reportes.*

Louse

There is a new kind of hunting of wild beasts for us all

So that if you catch something, you refuse to carry it with you
And whatever you do not catch, you carry back with you.

31. Phoenix

Vita mihi mors est, morior si coepero nasci;
sed prius est fatum leti, quam lucis origo.
Sic solus Manes ipsos mihi dico parentes.

Phoenix

Life to me is death; I die if I begin to be born;

But the doom of death is before the beginning of life.

Thus I alone say that the Manes themselves are my parents.

** A reworking of a traditional riddle found in The Contest of Homer and Hesiod, 325. It was clearly
a popular riddle—versions of it and allusions to it abound; for example, Pliny appears to be playing
on this conceit when he says that he takes notebooks when he goes fishing so that even if he catches
nothing he will bring something home (£p. 1. 6. 1. and 9. 36. 6).
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32. Taurus

Moechus eram regis, sed lignea membra sequebar,4f’
et Cilicum mons sum, sed mons sum nomine solo,”’
et vehor in caelis et in ipsis ambulo terris.

Bull

Iwas the cuckolder of a king, but followed wooden limbs.
1 am a Cilician mountain, but a mountain in name only.

1 ride in the heavens and walk on the earth itself.

33. Lupus

Dentibus insanis ego sum qui vinco bidentes,
sanguineas praedas quaerens victusque cruentos.
Multaque cum rapiam vocem quoque tollere possum.*®

Wolf

1 am he who overpowers lambs with frenzied teeth,
Seeking blooded prey and gory nourishment.

And when [ pillage much, I am even able to steal the voice.

34. Vulpes

Exiguum corpus sed cor mihi corpore maius;
sum versuta dolis, arguto callida sensu;

et fera sum sapiens, sapiens fera si qua vocatur.

Fox

A small body, but my mind is greater my body.

I am well versed in tricks, clever in my clear perception.

And I am a knowing animal, if any wild thing may be called knowing.

% Pasiphae, wife of King Minos, offended Venus and in vengeance the goddess cursed her to lust
after a bull. Pasiphae convinced Daedalus to build a wooden cow to conceal her and thereby trick the
bull into copulating with her. The ploy worked. and Pasiphae conceived the Minotaur. (Ov. Met. 9.
735.)

" Here I have adopted Ohl’s text. Bergamin’s reading, “sed non sum nomine solo” (“but not only
one name”™), seems to defeat the very point of the riddle: that each of these things, the mountain
range, the constellation, the mythological Taurus and a bull, is “Taurus™ in name only. Bergamin
defends her reading by saying that the mountain “infatti ¢ il monte dai molti nomi” (Bergamin, 126)
(*“is, in fact, a mountain of many names”) and further, that her explanation is valid even without
Shackleton Bailey’s suggested textual emendation: “[nJon ¢ necessaria la congettura di Shackleton
Bailey, non uno sum nomine solo, per giustificare questa esegesi” (Bergamin, 126) (“Shackleton
Bailey’s conjecture, “non uno sum nomine solo™, is not necessary to justify this explanation™.)

“® This refers to the ancient belief which Pliny outlines as follows: “creditur luporum visus esse
noxius vocemque homini, quem priores contemplentur, adimere ad praesens.” (Plin. (E) HZN. 8.34)
(“it is believed that there is a noxious influence in the eye of a wolf; it is supposed that it will
instantly take away the voice of a man, if it is the first to see him.”) J. Bostock, ed. and trans. The
Natural History of Pliny (London, 1855), 282—3.



35. Capra

Alma Iovis nutrix,*’ longo vestita capillo,
culmina difficili peragrans super ardua gressu,
custodi pecoris tremula respondeo voce.

Goat

Nourishing nurse of Jove, dressed in long hair,
Wandering over the steep heights of difficult access,
I answer the keeper of the flock with trembling voice.

36. Porcus

Setigerae matris fecunda natus in alvo,

desuper ex alto virides exspecto saginas,

nomine numen habens si littera prima periret.”’

Pig

I was born from the fertile womb of a bristly mother.
I wait for fresh food from high above.

I have divinity in my name, if the first letter disappears.

37. Mula

Dissimilis patri, matri diversa figura,

confusi generis, generi non apta propago;

ex aliis nascor, nec quisquam nascitur ex me.

Mule

Unlike my father, a different shape to my mother.
Of mingled blood, a breed not fit to breed,

1 am born of others and none are born of me.

% Jupiter is said to have been raised by the goat, Amalthea. (Hyg. Poet. Astr. 2. 13).

0 4.e. orcus. a god of the underworld.
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38. Tigris

A fluvio dicor, fluvius vel dicitur ex me.
lunctaque sum vento, quae sum velocior ipso;
et mihi dat ventus natos nec quaero maritum.’’

Tiger

I am called after a river, or a river is called after me.

I am yoked to the wind, but am faster than it;

The wind gives me children and I do not seek a husband.

39. Centaurus”

Quattuor insignis pedibus manibusque duabus,
dissimilis mihi sum, quia sum non unus et unus;
et vehor et gradior, quia me duo corpora portant.

Centaur

Distinguished by four feet and two hands,

1 am unlike myself because I am not one and yet I am one.
I both ride and walk, because my two bodies carry me.

40. Papaver

Grande mihi caput est, intus sunt membra minuta.
Pes unus solus, sed pes longissimus unus.

Et me somnus amat, proprio nec dormio somno.

Poppy
My head is large, within it are small pieces.

One foot only but that a one very long foot.
And sleep loves me, though I do not sleep my own sleep.

*! In the ancient world it was believed that certain animals conceived by the wind. Aristotle was
among those who subscribed to the idea. However, interestingly. the only extant reference to this
belief in relation to tigers belongs to late antiquity. (See Opp. Cyn. 1. 320, 3. 350 ff.) References are
strikingly absent from earlier sources, like Aristotle, where we might reasonably expect to find them.
This precious, if inconclusive, clue supports the now accepted dating of Symphosius as roughly fifth
century.

32 There are several different accounts of the origin of the centaurs. Chiron, perhaps the most famous
centaur and the teacher of culture heroes such as Achilleus and Theseus, is the son of Saturn
(disguised as a horse) and the nymph Philyra (Bib/. 1.2.4). However. his lineage is exceptional. Most
centaurs are descended from Ixion and Nephele (an eidolon of Hera devised by Zeus), or, in
alternative tradition, from Centaurus and the Magnesian mares. It is not clear whether Symphosius
has a specific tradition in mind when composing this riddle.



41. Malva

Anseris esse pedes similes mihi, nolo negare;
nec duo sunt tantum, sed plures ordine cernis;
et tamen hos ipsos omnes ego porto supinos.

Mallow

I do not wish to deny that my feet are like those of a gander,
Though are there not only two, instead you see many in a row
And yet I carry them all upside down.

42. Beta

Tota vocor Graece, sed non sum tota Latine;53
‘tante tamen mediam cauponis scripta tabernamt
In terra nascor, lympha lavor, unguor olivo.

Beetroot
Whole I am called in Greece, but I am not whole in Latin.

[-]

I am born in the earth, washed with water, anointed with olive oil.

43. Cucurbita

Pendeo dum nascor; rursus dum pendo cresco;
pendens commoveor ventis et nutrior undis.
Pendula si non sim, non sum iam iamque futura.

Gourd

I hang while I am born, again, while I hang, I grow;
Hanging, 1 sway in the wind and am nourished by moisture;
If I am not hanging, I shall very soon I shall cease to exist.

44. Cepa

Mordeo mordentes, ultro non mordeo quemquam.
Sed sunt mordentem multi mordere parati:

nemo timet morsum, dentes quia non habet ullos.

Onion

1 bite the biters, though I do not willingly bite anyone.
There are many prepared to bite me, though I bite:
No one fears my bite, for it has no teeth.

> This puns on the Latin beta (the second letter of the Greek alphabet, B) and beetroot. Moreover,
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according to Renehan, Symphosius’ use of 7ota should make us think of o td. He reads the line “My

name is whole (with TA) in Greek, but not whole (with TA) in Latin. R. Rehenan “Symphosius
41.1: A Literal Interpretation™ in The Classical Quarterly, the New Series, 31, (1981), 255.
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45. Rosa

Purpura sum terrae, pulchro perfusa rubore,
saeptaque, ne violer, telis defendor acutis.
O felix, longo si possim vivere fato!

Rose

1 am the purple of the earth, imbued with beautiful blush.
Encircled, so as not to be violated, I am defended by sharp spears,
O blessed, if  were able to live for a long time!

46. Viola

Magna quidem non sum, sed inest mihi maxima virtus;
spiritus est magnus, quamvis sim corpore parvo.

Nec mihi germen habet noxam nec culpa ruborem.

Violet

Certainly I am not big, but I have the greatest virtue in me;

My essence is great, though my body is humble.

Nor does my sprig bring injury nor does any guilt bring a blush.

47. Tus

Dulcis odor nemoris, flamma fumoque fatigor;

et placet hoc superis, medios quod mittor in ignes.
Nec mihi poena datur, sed habetur gratia danti.”*

Frankincense

Smell of the sweet forest, I am wearied by flame and smoke

And it is pleasing to the gods that I am cast in the middle of the fire,
Nor is this a punishiment for me, but the giver receives favour.

** In his letter to Trajan probably written between 111—13 CE. Pliny the Younger cites the ritual use
of incense as a means of identifying Christians because, he writes, it is not possible to force true
Christians to perform these acts (Plin. (Y) Ep. 10.96). Ante-Nicene texts are uniform in their
condemnation of the practice, and although frankincense came into honorific use amongst Christians
in the fourth century, the idea that it is pleasing to the superi and that it ensures divine favour is
pagan. Thus, in response to Glorie’s assertion that “nihil in aenigmatibus christianum eum fuisse
indicat”,(Glorie, 149), (“[n]othing in the riddles indicates him [Symphosius] to be a Christian™) we
might add that 7us indicates that he was not.
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48. Murra™

De lacrimis et pro lacrimis mea coepit origo;
ex oculis fluxi sed nunc ex arbore nascor,®
laetus honor frondis, tristis sed imago doloris.

Myrrh

My birth began from tears and for tears.

I have flowed from eyes, but now I spring from a tree;

The happy glory of green boughs, but the sad image of sorrow.

49. Ebur

Dens ego sum magnus populis cognatus Eois.
Nunc ego per partes in corpora multa recessi;
nec remanent vires, sed formae gratia mansit.

Ivory

I am a great tusk, kin of the people of the East

And now I have left in pieces passed to many bodies;
No power remains, but the grace of my beauty endures.

50. Fenum

Herba fui quondam, viridi de gramine terrae;
sed chalybis duro mollis praecisa metallo
mole premor propria, tecto conclusa sub alto.

Hay

Once I was a plant from the earth’s greenery,

But cut down while soft by the steel's hard blade,

I am crushed by my own weight, packed beneath a lofty roof.

51. Mola

Ambo sumus lapides, una sumus, ambo iacemus.
Quam piger est unus, tam’ non est et piger alter:
hic manet immotus, non desinit ille moveri.

Millstone

We are both stones, we are one, but we both lie together;
Just as one is lazy, so the other is not.

This one stays immobile, that one does not stop moving.

> The more usual Latin word for myrrh is myrrha. Symphosius® murra is a rare form, closer to the
Greek ulpga.

% This refers to the myth of Myrrha who fell in love with her father, Cinyras, and by him conceived
Adonis. In her flight from her father when he finds she has deceived him, she is transformed into a
myrrh tree (Ov. Met. 10, 298—502).

7 Here I have accepted Shackleton Bailey’s reading of zam over Bergamin’s fantum. It seems to
make more sense contextually and “quam...tam™ is a more usual construction.
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52. Farina

Inter saxa fui quae me contrita premebant;

vix tamen effugi totis collisa medullis.

Et nunc forma mihi minor est, sed copia maior.

Flour

1 was between stones which pressed together and crushed me;
Nevertheless, with difficultly I escaped, all my inner parts crushed
And now my form is smaller, but its quantity greater.

53. Vitis

Nolo toro iungi, quamvis placet esse maritam.”®
Nolo virum thalamo: per me mea nata propago est.
Nolo sepulcra pati: scio me submergere terrae.

Vine

1 do not wish to be joined in a bed, although I am glad to be married.

1 do not wish a man in my chamber; through me are my offspring born.
1 do not wish to suffer the grave; I know how to plunge under the earth.

54. Hamus

Exiguum munus flexu mucronis adunci
fallaces escas medio circumfero fluctu.
Blandior ut noceam; morti praemitto saginam.

Hook

A meagre gift on the curve of a hooked point,

1 offer my deceptive bait in the middle of the stream;
1 entice in order io harm, I preface death with food.

55. Acula

Longa sed exilis, tenui producta metallo,
mollia duco levi comitantia vincula ferro;
et faciem laesis et nexum reddo solutis.

Needle

Long but thin, drawn from fine metal,

With slender iron I lead soft attendant bonds,

And I restore form to the torn, and connection to what is undone.

%% Roman farmers used trees (especially elms) as stakes for growing vines. See Cato.4gr. Orig 32,
Plin. (E) HN. 16.1. Accordingly, the vine and the elm became a common image of marriage in
Roman poetry. (eg. Catull. Carm. 62, Ov. Met. 14.661—8.) However the vine as an image of the
wife predates these Augustinian Age poets. It may even be found in the Old Testament. (Psa. 128:3).
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56. Caliga

Maior eram longe quondam, dum vita manebat;
at nunc exanimis, lacerata, ligata, revulsa,
dedita sum terrae, tumulo sed condita non sum.

Boot

Once I was far bigger, when life remained,

But now lifeless, cut, tied, stripped

I am consigned to the earth, but not buried in the tomb.

57. Clavus caligaris

In caput ingredior, quia de pede pendeo solo.
Vertice tango solum, capitis vestigia signo;
sed multi comites casum patiuntur eundem.

Hob-Nail

I'walk on my head, because I hang from a foot alone;

I touch the ground with my head, I mark with head-prints,
But many comrades suffer the same fate.

58. Capillus

Findere me nulli possunt, praecidere multi.
Sed sum versicolor, albus quandoque futurus;
malo manere niger: minus ultima fata verebor.

Hair

No one is able to split me, many are able to cut me;

I am colour-shifiing, at some time 1 will be white:

I prefer to stay black, the less I shall fear my final fate.

59. Pila

Non sum cincta comis et non sum compta capillis:
intus enim crines mihi sunt quos non videt ullus;
meque manus mittunt manibusque remittor in auras.

Ball

1 am not framed with locks nor am I adorned with hair,

For I have hair within that no one sees;

And hands send me and by hands I am sent back through the air.



60. Serra

Dentibus innumeris sum toto corpore plena.
Frondicomam subolem morsu depascor acuto;
mando tamen frustra, quia respuo praemia dentis.

Saw

1 am full with innumerable teeth over my whole body.

1 graze on leafy shoots with sharp teeth;

Never the less I chew in vain, because I spit out the reward of my tooth.

61. Anchora

Mucro mihi geminus ferro coniungitur uno;

cum vento luctor, cum gurgite pugno profundo.
Scrutor aquas medias, ipsas quoque mordeo terras.

Anchor

My twin spikes are joined by a single iron;

I wrestle with the wind, I fight with the deep water,

1 search the middle of the waters, I bite the earth itself.

62. Pons

Stat nemus in lymphis, stat in alto gurgite silva,
et manet in mediis undis inmobile robur.

Terra tamen mittit quod terrae munera praestat.

Bridge

A forest stands in the water; a wood stands in the deep raging flood,
And the immovable oak remains in the middle of the water,

Yet the earth sends what fulfils the duty of the earth.

63. Spongia

Ipsa gravis non sum, sed aquae mihi pondus inhaeret;
viscera tota tument patulis diffusa cavernis:

intus lympha latet, sed non se sponte profundit.

Sponge

1 am not heavy in myself, but a weight of water clings to me,

All my innards swell, spreading out in gaping caverns,

Water lies hidden within, but does not pour out of its own accord.

63



64

64. Tridens

Tres mihi sunt dentes, unus quos continet ordo;
unus praeterea dens est solus in imo;

meque tenet numen, ventus timet, aequora curant.

Trident

I have three teeth, held by one row;

In addition there is one tooth, alone at the bottom.

A divinity holds me, the wind fears me, the seas attend me.

65. Sagitta

Saepta gravi ferro, levibus circumdata pinnis,
aera per medium volucri contendo meatu.
Missaque discedens nullo mittente revertor.

Arrow

Girt with heavy iron, surrounded with light feathers,

1 fly through the middle of the air, in swift flight,

And when sent, I return in departing, though no one sends me back.

66. Flagellum

De pecudis dorso pecudes ego terreo cunctas,
obsequio cogens moderati lege doloris.

Nec volo contemni, sed contra nolo nocere.

Whip

1, who come from the animal’s back, terrify all animals,
forcing obedience by a regime of moderate suffering;

1 do not wish to be despised, and neither do I wish to hurt.

67. Lanterna

Cornibus apta cavis, tereti perlucida gyro,
lumen habens intus, divini sideris instar,
noctibus in mediis faciem non perdo dierum.

Lantern

Fitted with hollow horn transparent in a smooth circle,
Having light within, like a divine star.

In the middle of the night, I do not lose the appearance of day.



68. Specular

Perspicior penitus nec luminis arceo visus,
transmittens oculos intra mea membra meantes;
nec me transit hiems, sed sol tamen emicat in me.

Window-Pane

I am looked deep into and I do not prevent light being seen,
Sending wandering eyes inside my limbs

Nor does the cold pass through me yet the sun shines within me.

69. Speculum

Nulla mihi certa est, nulla est peregrina figura.
Fulgor inest intus radianti luce coruscus,

qui nihil ostendit nisi si quid viderit ante.

Mirror

For me no shape is fixed, no shape is foreign.

Radiance is within me, shining with flashing light,

Which shows nothing except if it has seen something before.

70. Clepsydra

Lex bona dicendi, lex sum quoque dura tacendi,
ius avidae linguae, finis sine fine loquendi,

ipsa fluens, dum verba fluunt, ut lingua quiescat‘59

Water Clock

A good control of speech, 1 am likewise a harsh control of silence.
Law to a greedy tongue, the end of endless talking.

Flowing myself, while words flow, so the tongue may come to rest.

71. Puteus

Mersa procul terris in cespite lympha profundo
non nisi perfossis possum procedere rimis,

et trahor ad superos alieno ducta labore.

Well

Water sunk far in the ground in the deep earth,

I cannot proceed unless a crevice has been dug,

And I am dragged to those above, drawn by foreign labour.

65

% Borrowing from the ancient Athenian practice, water clocks were used in Roman law courts from

the Republican period on to limit the length of speeches.
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72. Tubus

Truncum terra tegit, latitant in stipite lymphae.(’o
Alveus est modicus, qui ripas non habet ullas.
In ligno vehitur medio quod ligna vehebat.

Pipe

Earth covers a tree-trunk, waters hide in a log;

1t is a moderate channel which does not have any banks;,
In the middle of wood is carried what used to carry wood.

73. Follis

Non ego continuo morior, dum spiritus exit:

nam redit adsidue, quamvis et saepe recedit;

et mihi nunc magna est animae, nunc nulla facultas.

Bellows

1 do not die immediately while my breath leaves

For it continuously returns, although it often withdraws;
Now my ability to breathe is great, and now I have none.

74. Lapis

Deucalion ego sum, crudeli sospes ab unda,
affinis terrae sed longe durior illa.®’

Littera decedat: volucris tum nomen habebo.®

Stone

1 am Deucalion, safe from the cruel flood,

Akin to the earth but much harder than it.

Let a letter leave: I shall have the name of a flying thing.

% In addition to lead pipes, wooden water pipes were also used in the Roman Empire, especially in
Britain and Northern Europe. See R. Ulrich Roman Woodworking (New Haven, 2007), 88. Pliny
discusses the merits of different kinds of wood for this purpose in Historia Naturalis (16.224).

®! Deucalion and Pyrrah were the sole survivors of Jupiter’s world-obliterating flood. When the
waters subside, they appeal to Themis who tells them “Discedite templo/ et velate caput cinctasque
resolvite vestes/ ossaque post tergum magnae iactate parentis.” (Ov. Met. 1.381—3) (“Leave the
temple, and with veiled heads and loosened robes throw behind you as you go the bones of your great
mother.”) They obey. rightly interpreting the bones of the mother to be stones. Those thrown by
Deucalion become men and those by Pyrrah, women. Ovid comments that this is the reason for the
resilience of humans (Met.1.414—35) and it was believed that the Greek word Aadg, “person” derives
from Agzas “a stone™, as a reflection of our origins. (Bibl. 1.7.2)

% i.e. apis, “bee”.



75. Calx

Evasi flammas, ignis tormenta profugi.

Ipsa medella meo pugnat contraria fato:
tardeo det lymphis, gelidis incendor ab undis.

Lime

I have evaded the flames, I have escaped the torments of fire,
The very remedy fights against my fate.

[...] water; I am kindled by the icy waves.

76. Silex

Semper inest intus, sed raro cernitur, ignis;
intus enim latitat, sed solos prodit ad ictus.
Nec lignis ut vivat eget, nec ut occidat undis.

Flint

Fire is always within it, but rarely seen;

Indeed it hides itself within, it appears for blows alone;
It needs neither wood to live, nor water to die.

77. Rotae

Quattuor aequales currunt ex arte sorores;

sic quasi certantes, cum sit labor omnibus unus,
et properant pariter nec se contingere possunt.

Wheels
Four identical sisters run by means of science
As though vying, although a single task is for all,

And they hurry together though they are not able to touch each other.

67
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78. Scalae

Nos sumus ad caelum quae scandimus alta petentes,
concordi fabrica quas unus continet ordo,

ut simul haerentes pronos comitemur® ad auras.

Ladder Rungs®

We are those who climb towards heaven, seeking the heights,

With a harmonious construction, one row contains us

So that we accompany to the breezes those who lean forward and cling to us.

79. Scopa

Mundi magna parens, laqueo conexa tenaci,

iuncta solo plano, manibus compressa duabus

ducor ubique sequens et me quoque cuncta sequuntur.

Broom

Great mother of cleanliness, bound by a firm noose,

Attached to the flat ground and held by two hands

Following, I am led everywhere and everything together follows me.

80. Tintinnabulum

Aere rigens curvo patulum componor in orbem;
mobilis est intus linguae crepitantis imago.

Non resono positus, Tmotus quoqueT saepe resulto!

Bell

Rigid with curved bronze, I am put together to form a spreading globe;
The image of an agile, clattering tongue is within,

Placed down I do not resonate, [...] I often resound.

% Here I have adopted Shackleton Bailey’s reading over Bergamin’s rather perplexing “per nos
comitentur”.

8 “Ladder”, scalae, is plural in Latin, rather like the English stairs, and for the same reason: the
ladder is made up of a series of rungs, just as stairs are made up of a series of steps. Thus the Scalae
speak about themselves in the plural and the riddle turns on them being, in a sense, at once singular
and plural. Ohl resolves the issue by translating scalae as “stairs™ but this renders the last line of the
riddle rather mystifying. “Ladder Rungs™ seems to me to most accurately convey Symphosius’
meaning.
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81. Lagena

Mater erat Tellus, genitor fuit ipse Prometheus;*
auriculaeque® regunt redimitae ventre cavato.
Dum cecidi, subito mater mea me laniavit.

Wine Jar ‘

My mother was Tellus, my progenitor has been Prometheus himself;
And my ears guide me, encircled by my hollow belly,

When I fell, my mother suddenly tore me to pieces.

82. Conditum®’

Tres olim fuimus qui nomine iungimur uno;

ex tribus est unus, et tres miscentur in uno;
quisque bonus per se; melior qui continet omnes.

Spiced Wine

Once we were three who are joined by one name.
Out of three comes one, and three are mixed in one;
Each good in itself: better the one who has all.

% This is heavily reminiscent in both its conceit and its entitled solution of Thomas Wyatt's
“Description of a Gun™:

Vulcan begat me, Minerva me taught

Nature my mother, craft nourish’d me year by year;

Three bodies are my food, my strength is in nought;

Anger, wrath, waste, and noise are my children dear,

Guess, friend, what I am and how I am wrought,

Monster of sea, or of land, or of elsewhere;

Know me, and use me, and I may thee defend,

And if I be thine enemy, I may thy life end. (The Poetical Works of Sir Thomas Wyatt, G. Fillan, ed.
(Dublin, 1858), 155.

 Symphosius’ use of the later auricula rather than auris is one of the few ways in which he departs
from classical Latin. The diminutive, auricula, only became standard in late antiquity.

%7 The late antique cookery book De Re Coquinaria (dating from the fourth or fifth century CE) opens
with a recipe for conditum paradoxum. This recipe, which calls for honey. pepper, mastich, laurel,
saffron, and roasted date stones is very similar to one given by Pliny (HN 14.108): in fact Book 14 of
Historia Natralis is devoted to discussion of various kinds of spiced or mixed wines. The conditum
referred to by Symphosius is much simpler. probably consisting of wine, pepper, and honey: cf. Aug.
De Tri. 9, 7, which refers to a drink consisting of wine, water, and honey.
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83. Vinum in acetum conversum
Sublatum nihil est, nihil est extrinsecus auctum:
nec tamen inveni quidquid prius ipse reliqui.

quod fuerat non est; coepit quod non erat esse.”

Wine Changed to Vinegar

Nothing is taken away, nothing is added from outside
Yet I have not found what I left earlier.

It is not what it has been;, it begins to be what it was not.

84. Malum

Nomen ovis® Graece, contentio magna dearum,70
fraus iuvenis pulchri,7l multarum cura sororum.””

Hoc volo, ne breviter mihi syllaba prima legatur.”

Apple

The name for sheep in Greece, the great strife among the goddesses,
The trick of a handsome youth, the care of many sisters.

1 do not want my first syllable to be read short.

% ] have followed Shackleton Bailey in reversing lines 2 and 3 because the adversative “tamen” does
not otherwise make sense.

% This clue is somewhat devious since the most obvious Greek word for “sheep™ is i, cognate of
ouis, when in fact Symphosius is referring to another word for sheep. uiAsv. However, the bilingual
pun was well known, it was remarked upon by both Varro (Rust. 2.1.6) and Servius (Auct. Aen.
4.484).

° At the wedding of Peleus and Thetis, Eris (Strife), who had not been invited, threw into the throng
a golden apple inscribed “xaAdiory”, “for the fairest”. Hera, Athena and Aphrodite all claimed it,
causing the “contentio” to which Symphosius refers.

"' The identity of the handsome youth is disputed. Bachrens suggests that it is Acontius who tricks
Cydippe into marriage with an apple inscribed with a promise to marry him. When Cydippe picks up
the apple and reads the writing out loud, she inadvertently plights her troth to him (Ov. Her. 20). Ohl
and Shackleton Bailey prefer to identify the youth as Hippomenes who wins a race by distracting his
opponent, Atalanta, with golden apples (Ov. Met. 10.569—707). Bergamin favours Paris. Certainly,
it is difficult not to think of Paris since he is defined by his beauty and he figures in the story alluded
to in the previous line, in that he judges the beauty of the three goddesses. However, if the reference
is to Paris, “fraus”™ is rather obscure.

" i.e. the Hesperides, nymphs who tend the orchard which bears the immortality-giving golden
apples.

3 If the first syllable were read as short then malum “apple” would become malum “evil”. Well
might the malum worry: in each of the myths mentioned the apple is the cause of some discord,
treachery, or sorrow.



85. Perna

Nobile duco genus magni de gente Catonis.
Vna mihi soror est, plures licet esse putentur.
De fumo facies, sapientia de mare nata est.

Ham

I come from a noble lineage, from the gens of Cato.””

1 have one sister, though more may be thought to exist;
My complexion is born from smoke, my taste from the sea.

86. Malleus

Non ego de toto mihi corpore vindico vires,

sed capitis pugna nulli certare recuso:

grande mihi caput est, totum quoque pondus in illo.

Hammer
1 do not claim strength from my whole body,

But in a battle of heads, there is no one with whom I refuse to fight:

My head is large, my whole weight is in it.

87. Pistillus

Contero cuncta simul virtutis robore magno.

Vna mihi cervix, capitum sed forma duorum:

pro pedibus caput est, nam cetera corporis absunt.

Pestle

I crush all together with the great vigour of my strength;

I have one neck, but my form is double-headed:

Instead of feet, there is a head, but the rest my body is missing.

88. Strigilis aenea

Robea curva capax, alienis humida guttis,
luminibus falsis auri mentita colorem,
dedita sudori, modico subcumbo labori.

Bronze Strigil

Red, curved, large, damp with foreign drops,
Falsifyving the colour of gold with deceitful flashes.
Devoted to sweat, I succumb to a little toil.

" This is a punning reference to Marcus Porcius Cato Uticensis (95—46 BCE).
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89. Balneum

Per totas aedes innoxius introit ignis;

est calor in medio magnus quem nemo veretur.
Non est nuda domus, sed nudus convenit hospes.

Bath-house

A harmless fire goes through the whole building.

There is a great heat in the middle, which no one fears.
The house is not bare, but a bare guest is at home there.

90. Tessera

. 75 .
Dedita sum semper voto °, non certa futuri;
iactor in ancipites varia vertigine casus.
Non ego maesta malis, non rebus laeta secundis.

Dice

I am always associated with a vow, uncertain of the future,

I am thrown with different spinning in the face of uncertain chances:
I do not mourn in bad luck, nor rejoice in good.

91. Pecunia

Terra fui primo, latebris abscondita terrae;

nunc aliud pretium flammae nomenque dederunt,
nec iam terra vocor, licet ex me terra paretur.

Money

At first I was earth, hidden in the secret places of the earth;
Now the flames have given me another value and name.

I am no longer called earth, but earth is obtained with me.

92. Mulier quae geminos pariebat

Plus ego sustinui quam corpus debuit unum.
Tres animas habui, quas omnes intus habebam:
discessere duae, sed tertia paene peregit.”®

Woman in Labour with Twins

I have sustained more than one body should

I had three souls, all of which I was holding within
Two lefi, and the third nearly perished.

7 1t was Roman practice to say prayers over the dice upon which were written promises of votive
offerings in exchange for luck.

’® I have accepted Shackleton Bailey’s reading of peregit over Bergamin’s secuta est. This is in part,
because, with the exception of Bergamin, there is a universal consensus around peregit and in part,
because it seems to make more sense.
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93. Miles podagricus

Bellipotens olim, saevis metuendus in armis;

quinque pedes habui, quod numquam nemo negavit.””
Nunc mihi vix duo sunt; inopem me copia fecit.”®

Gouty Soldier

Once valiant in war, to be feared amongst savage weapons,
1 had five feet, which none ever denied.

Now I have barely two, plenty has made me poor.

94. Luscus alium vendens”’

Cernere iam fas est quod vix tibi credere fas est:
unus inest oculus, capitum sed milia multa.

Qui quod habet vendit, quod non habet unde parabit?

One-Eyed Garlic Seller

Now you may see what you may hardly believe:

There is one eye, but many thousands of heads.

He who sells what he has, whence will he buy what he does not?

"’Symphosius’ meaning is obscure here and is the subject of scholarly controversy. Bergamin
suggests that the “five feet™ refers to is the minimum height requirement for the Roman Army
(Bergamin, 194) but, though commonly accepted, is problematic because the height requirement for
the Roman army was never five feet. Some editors, including Glorie, amend the text so that it
specifies six feet. Shackleton Bailey’s elaborate solution requires considerable emendation of the line
in order to support his view that the correct reading is to “twice five feet” and refers to a decempeda.
I would like to propose a that the five feet are the soldier’s own two feet in addition to the three feet
of frontage assigned to each soldier in close formation. (See Veg. Mil. 3.14 and Polyb. 18.28). This
has the advantage, among others, of explaining why the soldier no longer has the five feet, a point not
addressed by Bergamin’s solution. For a full discussion, see above 40—3.)

78 The phrase “inopem me copia fecit™ is a direct quotation from Ovid’s Metamorphoses (Met. 3.466).
It is apt, not only for its immediate context, but also for the wider Saturnalian context of the
Aenigmata since it puns on the name of Saturn’s wife, Ops. It fact. as Tissol explains, it is a double
play since “inops and copia, from *co-opia, are etymologically connected”. (G. Tissol The Face of
Nature: Wit, Narrative, and Cosmic Origins in Ovid’s Metamorphoses (Princeton, 1997), 13.) The
pun is concerned with plenty and privation and so is a fitting pun, not only for a misrule festival, but
also for Saturn’s annual feast. There may be a military pun here too: the plural of copia. copiae may
refer to troops, and a copis is a short sword.

7 This is perhaps the strangest riddle 7opos in all the collection. Stranger still, it proved popular—a
reworking may be found in the Exeter Book (Riddle 86). Bergamin links it to a tradition of riddling
in which the limbs of several creatures are added together and described as though they belong to a
single creature; she cites the riddle of Odinn and Sleipnir in the Hervarar saga ok Heidreks as one
such example. More pertinently, we might argue that the Sphinx’s Riddle (a riddle Symphosius must
have known) is another since the description of a human as walking on three legs relies on counting a
walking stick as the third. Bergamin speculates that Luscus alium uendens might be “la
rielaborazione di un enigma preesistente” (Bergamin, 194), (“the reworking of a pre-existing riddle™),
though no source can be found for it.
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95. Funambulus

Inter lucifluum caelum terrasque iacentes,

aera per medium docta meat arte viator.

Semita sed brevis est, pedibus non sufficit ipsis.

Tightrope Walker

Between light-flowing heaven and the low lying earth,

A traveller passes through the air by expert skill.

But the path is narrow; it is not sufficient for his feet themselves.

[96. De VIII tollas VII et remanet VI

Nunc mihi iam credas fieri quod posse negatur:
octo tenes manibus, sed me monstrante magistro
sublatis septem reliqui tibi sex remanebunt.

Concerning Eight, Take Seven and Six Remain

Now you can believe me that what is said to be impossible can happen,
You hold eight in your hands, but under my demonstration as a teacher,
when seven are removed you will have six remaining.|

97. Umbra

Insidias nullas vereor de fraude latenti;

nam deus attribuit nobis haec munera formae,
quod me nemo movet, nisi qui prius ipse movetur.

Shadow

1 fear no tricks from hidden treachery,

For god has given me this gift of form;

No one moves me, except the person who first moves himself.

* This riddle is almost certainly an interpolation and is the only one with a lemma which is not self-
explanatory. It is most usually solved by modern scholars as a description of Roman finger notation:
“If a person with his two last fingers lowered for 8 raises the little finger. the one which by itself
indicates 7, he now has his hand in the proper position for 6.” J. H. Turner “Roman Elementary
Mathematics: the Operations™ in The Classical Journal 47 (1951), 63—74 and 106—38, 106. This
solution was first proposed by Gesner and Kraus in 1720, and although others have been proposed in
the meantime, this is in many ways the least problematic. Ohl also argues that the riddle refers to a
kind of finger mathematics, though his solution is slightly different in the details: “hold up one hand,
spreading thumb and forefinger so as to form a V; these plus the three remaining digits can be read as
VIII. Depress the V and two digits; one is left, which, plus the five on the other hand, makes six.” (R.
Ohl The Enigmas of Symphosius (Philadelphia, 1928). 131.
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98. Echo

Virgo modesta nimis legem bene servo pudoris;
ore procax non sum, nec sum temeraria linguae;
ultro nolo loqui, sed do responsa loquenti.*’

Echo

An extremely shy girl, I observe well the law of decency.

1 am not impudent of mouth, nor rash of tongue,

I do not wish to speak on my own initiative, but give answers to a person who
speaks.

99. Somnus

Sponte mea veniens, varias ostendo figuras.
Fingo metus vanos nullo discrimine veri,

sed me nemo videt, nisi qui sua lumina claudit.

Sleep

Coming of my own will, I show various images.

I devise false fears without any distinction of the truth
But no one sees me who does not close his own eyes.

100. Monumentum

Nomen habens hominis post ultima fata relinquor.
Nomen inane manet, sed dulcis vita profugit.

Vita tamen superest morti post tempora vitae.

Tombstone

1 remain, preserving the name of a man after death.
The hollow name stays, but sweet life has fled
Nevertheless, life survives death after the time of life.

8 Echo was a nymph who fell in love with Narcissus but when she is rejected by him, fades in grief
to become an insubstantial echo. Ovid recounts the story (Metz. 3.339—510). In his version Echo
loses corporeal form because of her unrequited love, but loses the ability to speak of her own volition
because of Juno’s curse (Met. 3.366—7). Juno curses the nymph because she waylaid the goddess
with conversation and thus prevented her from catching Jove in one of his many adulterous liaisons.



Chapter One: Part I1

Writing Plurality:

Symphosius’ “Encyclopaedia” of the Universe

furor est profecto, furor egredi ex eo et, tamquam interna eius cuncta plane iam nota
sint, ita scrutari extera, quasi vero mensuram ullius rei possit agere qui sui nesciat,
aut mens hominis videre quae mundus ipse non capiat.'

—— Pliny, Historia Naturalis 2, 1

Symphosius’ Aenigmata is a strange, anomalous work. It also appears to be an
innovative work; as we have seen, nothing similar is to be found in Gellius,
Athenaeus, or even Aristotle’s discussions of the riddle genre. Indeed, Symphosius’
own praefatio suggests that his collection of one hundred highly wrought (and as |
will argue) interconnected literary riddles is unusual, even unique. For here
Symphosius gives an account of his riddles’ origin which, though clearly false,
assumes a culture of oral riddling familiar to his audience. The Praefatio reveals
that within Symphosius’ milieu there is still a conception of riddles as oral and
agonistic—as in our best late antique source on riddling, Athenaeus.” Symphosius’

riddles, presented to their audience already solved, are in the greatest possible

" “It is madness, perfect madness. to go out of this world and to search for what is beyond it, as if one
who is ignorant of his own dimensions could ascertain the measure of any thing else, or as if the
human mind could see what the world itself cannot contain.” J. Bostock, ed.. and trans. The Natural
History of Pliny (London, 1855), 16.

? On riddling and other verbal Symposia games not covered in the account of Athenaeus in the
Introduction, see A. Luknovich “The Play of Reflections between Literary Form and Sympotic
Theme in the Deipnosophistae of Athenaeus™ in Sympotica: A Symposium on the Symposion. O.
Murray, ed. (Oxford, 2000), 263—71.
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contrast. It appears that in composing the Aenigmata Symphosius transforms or
“translates” a genre which, even when it appears in literary works, was still
essentially connected to its oral, “folk™ past. In thus removing the Riddle from its
popular context as a guessing game, so to speak, and endowing it with a new
autonomy and intertextual sophistication Symphosius “invents” what was later
termed the Literary Riddle; it is no wonder that he is regarded by modern scholars as

“il fondatore di un genere” (“the founder of a genre”).’

But Symphosius not only honed the form of individual riddles, he also
opened new expressive and noetic possibilities by assembling a collection of one
hundred riddles organized as an interconnected, unified work in its own right. As I
will argue in this chapter, Symphosius’ Aenigmata offers a unique imaginative
representation of the material universe in all its diversity and ability to confound our
expectations. [ will argue that Symphosius has produced a carefully schematized
work in which every aspect—imagery, form, structure and setting—is integral. It
seems to me that his innovative departure from past models of riddling is, in itself,
enough to warrant our search for such a schema and that our search rewards us with
an enhanced understanding of the complexity and interwoven intratextuality® of
Symphosius’ collection. Indeed, because his use of titular solutions deprives the
audience of the possibility of “guessing™ his riddles in the usual way, this becomes
the game or challenge for the audience; to perceive the complexity of the riddles’
mechanisms, the layered patterns which order the collection, and the world view
expressed by it. By presenting us with solved riddles, Symphosius forces us to go
looking “in scirpo nodum™, “for a knot in a bullrush”, to go looking for trouble. Or,

since scirpus may also mean “riddle”, to go looking “for the knot in the riddle”.’

3 M. Bergamin Aenigmata Symposii: La fondazione dell ‘enigmistica come genere poetico (Firenze,
2005), xx.

* Intra-textuality, or the internal relation between parts of a text, has been well explored in a recent
volume which offers the memorable definition of intratextuality as the study of “how parts relate to
parts, wholes, and holes™: Alison Sharrock and Helen Morales, eds. Intratextuality. Greek and Roman
Textual Relations (Oxford. 2000) 5.

* The proverb “in scirpo nodum quaeris™ is widely attested. The earliest example is in Plautus. (Men.
2.1.22). It means “you are looking for trouble™, literally, “you are looking for a knot in a bullrush”.
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When we are presented with a riddle collection which gives us answers before

questions, as it were, what else should we do?

The extent of this departure from the “game” of riddling has often been
overlooked by scholars. This oversight is well demonstrated in Riese’ assessment
that Symphosius’ riddles are too easily guessed, of which, in turn, Peck jokes “[t]he
fact...that Symphosius has very considerately given the answer to each [riddle] as its
title, may have something to do with Professor Riese’s criticism that they are “easily
guessed”.” There has been a tendency to regard Symphosius’ century of riddles as
an anthology of individual riddles rather than as a unified work in which all textual
features—including lemmata’—contribute to the overall effect. This scholarly
disposition to think about each riddle in isolation arises from the practice of
medieval writers and editors who cannibalized Symphosius’ text and commandeered
riddles for their own works or for inclusion in new poetic or riddlic miscellanies:
Symphosius’ riddles “circulated widely in the medieval period; later riddle
collections frequently rephrased those of Symphosius or simply borrowed riddles

from him wholesale.”®

As has long been recognized, Symphosian riddle centuries—collections like
that of Symphosius or those he inspired—act as “a kind of encyclopaedia™.’
However, the taxonomical principles that govern its organization are not
immediately clear to a modern audience, except in the most general way, and very
little scholarly attention has been paid to what the overall effect of this structure
might be. Yet, Symphosius gives us every cue that the Aenigmata is a highly

literary work, not least in that he sets his riddles in the context of a Saturnalian feast

¢ E. Peck The Hundred Riddles of Symphosius (Woodstock, 1912), 9.

7 Of course. lemmata are later additions of a manuscript tradition; however, as Du Bois’ comment
suggests, in the case of Symphosius, they appear to be original. Indeed, Bergamin sites their
similarity to Martial’s lemmata in the Xenia as evidence for the Saturnalian “ambientazione™
(“ambience™) of the Aenigmata. See M. Bergamin, xix.

¥ M. Bayless “Alcuin’s Disputatio Pipini and the Early Medieval Riddle Tradition™ in Humour,
History and Politics in Late Antiquity and the Early Middle Ages, G. Halsall, ed. (Cambridge. 2002),
157—78, 157.

° E. von Erhardt-Siebold “An Archeological Find in a Latin Riddle of the Anglo-Saxons™ in
Speculuum 7 (1932), 252—6, 252.
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and in so doing immediately associates the Aenigmata with the time of the winter
solstice and with a particular set of religious ideas which encompass notions of
renewal and misrule. In itself this suggests that Symphosius has overarching literary
aims and may well prompt us to expect that they will be reflected in all aspects of
the Aenigmata. The present chapter will examine the structure of the Aenigmata and
outline the world view implicit in it. It will consider how this world view
corresponds to the mechanics of Symphosius’ riddles; that is to say, how
Symphosius enacts his world view in the process the audience undergoes in their
reading of the text and contemplation of the solutions. Symphosius also reveals an
interest in origins and change as a way of interrogating and understanding the nature
of things; I hope to show that Symphosius creates a Saturnalian view of the world

which stresses cyclical change, reversal and above all else, plurality in all things.

I began this chapter with a quote from Pliny which argues that an
understanding of the natural world is necessary before any other kind of
philosophical or religious speculation can be productively undertaken. In particular
he argues against the madness of one “qui sui nesciat” (“who is ignorant of himself™)
attempting to understand other, greater things. He presents his Historia Naturalis as
an attempt to understand the human world and the human condition as a preparation
for greater questions. Symphosius’ “encyclopaedic” Aenigmata may be viewed in
similar terms. In their interest in life and death, origins and metamorphoses,

reversals and cycles, the riddles probe the material world and ultimately beyond it.

The Order and Structure of Riddles in the Aenigmata

Of all the innovations which set Symphosius apart from his predecessors and most
heavily influence his literary descendants, the most significant is the notion of the
collection itself. This is a trademark which persists in the Symphosian tradition after

all its other elements have been transformed almost beyond recognition. Even

e



80

Symphosius’ closest formal parallel, Martial’s Xenia," differs on this point since the
Xenia often presents several epigrams on the same topic, and the work moves from
one topic to another with no stronger structuring principle than that all the epigrams
on the same subject are collected together. The number of epigrams on any given
subject seems entirely dictated by the limits of Martial’s inventiveness, that is, by
the number of paradoxes, puns or verbal plays which occurred to him in relation to
it. Symphosius, on the other hand, composes one riddle per subject and orders them
so that they trace a trajectory through the totality of the physical world that finally

circles back upon itself.

Over the course of the one hundred riddles, Symphosius emphasizes the
paradoxical, even the miraculous, in the everyday and the familiar. In fixing upon
those aspects of a thing which are surprising, he makes his reader reconsider their
perceptions of the world. The hundred riddles are organized in terms of a range of
internal ordering devices rather than by a single principle—even here Symphosius is
disposed to plurality. The three major strategies are: similarity of riddle subject,
similarity of motif or theme, and aural similarity of lemmata.'" The primary
organizing principle is similarity of riddle subject. By this means, the Aenigmata are
categorized into loose groups, the three largest and most prominent of which are
animals, plant life and man-made artefacts. Often subject-based groups overlap; it is
not unusual for sequences of riddles to belong to more than one of these. In addition
to subject-based groups, clusters of riddles often share similar ideas or themes. For
example, several neighbouring riddles from the “animal” category share the motif of
“mixed species parentage”. This thematic similarity is not necessarily evident from
the lemmata, but rather emerges from the notions, imagery, and motifs foregrounded
by Symphosius in the content of a riddle. It is important to note that this kind of

noetic linking often cuts across the larger, subject-based groupings. Finally,

'“ M. Bergamin, xix. As Grewing points out in his review of Leary’s Martial Book XIII: the Xenia,
the “literary closeness™ of the Aenigmata and the Xenia is an area in need of further investigation.
Grewing, F. “Review of T.J. Leary, Martial Book XIII: the Xenia™ in Bryn Mawr Classical Review 38
(2002).

" The interrelationship of these three are outlined in appendix A in columns marked “Subject”,
“Theme”, and “Lemma”.
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individual riddles may be placed together on the basis of a rhyme, consonantal
rhyme, or assonance in their lemmata, as in Grus and Mus (“Crane” and “Mouse™),
or Tinea, Aranea, and Coclea (“Bookworm”, “Spider” and “Snail”), or Calx and
Silex (“Lime” and “Flint™). Or they might be placed together because of a similarity
of word, as in Specular and Speculuum (“Window Pane” and “Mirror™), or Malum
and Malleus (“Apple” and “Hammer”)."> This system of internal echoes cuts across
other groupings. In what follows it will emerge that reading the links,
commonalities, and divergences is part of the riddling challenge Symphosius sets his
audience. However, the intricacies of the Aemigmata’s web of almost infinite

interconnections ultimately defy total analysis.

Thus the following discussion offers an outline of these groupings and also
follows Symphosius® complex and highly idiosyncratic patterns of association but it
does not aim to be exhaustive. Rather it sets itself the task of identifying the primary
strands and major patterns operating in the structure of the Aenigmata. These
patterns seem to reflect both oral and literate modes of thought and categorization."
A psychological study of these different modalities would be of great interest in
relation to the changing cultures of orality and literacy in the late antique world but
is beyond the scope of the present inquiry. Of greatest interest to this thesis is what
these strategies and associations reveal about the conceptualization of the world in
the Aenigmata. The most important thing to note in the complex matrix of
relationships which the riddles bear to each other is that every riddle is linked to the
next by at least one strategy. (In addition, each riddle is likely to link to others that
are further afield.) So, overall Symphosius presents us with an intricately

interconnected and complex, but decentralized, pluralistic world.

"2 This delight in aurality is apparent in Porcus and Lapis (“Pig” and “Stone™) where, as we have
seen, the riddle asks a secondary riddle which may be solved by taking away letters from the riddle’s
lemma, leaving us with words which rhyme with the riddles’ titular solutions, orcus and apis (“deity”
and “bee”). It is also expressed in Symphosius® puns on Greek words. In Malum (“Apple™) he puns
on uwlov meaning “sheep”. In Beta, not only is the title a bilingual pun but, according to Renhan,
Symphosius’ use of fota should make us think of 7w ra. See R. Rehnan “Symphosius 41.1: A Literal
Interpretation™ in The Classical Quarterly, the New Series. 31 (1981). 471.

®'W. Ong Orality and Literacy (London, 2002), 52.
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The first three riddles, Graphium (“Stylus™), Harundo (“Reed”), and Anulus
Cum Gemma (“Ring with Gem™) seem disparate at first glance. They seem disparate
at second glance too because, as befits a riddle writer, Symphosius muddies the
water, so to speak, about what they have in common. However, the commonality is
that all three are associated with writing. The connection is obvious in the case of
the stylus, and, when the other two are read rightly, the incongruous reed is revealed
to be a reed pen,'* and the jewelled ring, a signet ring for sealing letters. The signet
ring suggests a link to the next riddle, Clavis (“Key”), which is also concerned with
sealing things and marking property. The next riddle, Catena (“Chain™) relates to
the key of the riddle before, while the one after that, Tegula (“Roof Tile™), returns to
the idea of the house, already mentioned in Clavis. From there Symphosius seems to
have associated roof-tiles with chimneys and chimneys with the subject of our next
riddle, Fumus (“Smoke™). The next four, riddles 8—11, Nebula (“Cloud™), Pluvia
(“Rain™), Glacies (“Ice™), and Nix (“Snow”), are meteorological. Within this group
there is the progression from the cloud (a relation of smoke) to riddles on water in its
various states, starting with rain which is most closely associated with clouds. The
water riddles bring us to the next group Flumen et Piscis (“River and Fish™), Navis
(“Ship™) and Pullus in Ovo (“Chicken in the Egg”). The first two riddles suggest
that the continuing theme here is water related, however the egg riddle reveals that,
although water may be the image which brought us here, the common theme of these
three is that they are all dependent upon something else; the fish upon the river, the

ship upon the sea, and the chicken upon the egg.

Pullus in Ovo is the cue for the next grouping. From here the Aenigmata
turns to the animal kingdom, the next twenty-four riddles are on animals: Vipera
(“Viper”), Tinea (“Bookworm™), Aranea (“Spider”), Coclea (*Snail”), Rana
(“Frog™), Testudo (“Tortoise™), Talpa ("Mole”), Formica (“Ant”), Musca (“Fly”),
Curculio (“Weevil™), Mus (“Mouse™), Grus (“Crane”), Cornix (“Crow”), Vespertilio

(“Bat™), Ericius (“Hedgehog™), Pediculus (“Louse”), Phoenix (“Phoenix”), Taurus

" In fact, Symphosius apparently imagines the reed as both the reed pipes and a reed pen. However,
it is the reed as pen which Symphosius uses to link the riddle to its neighbours.
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(“Bull”), Lupis (“Wolf”), Vulpes (“Fox”), Capra (“Goat™), Porcus (“Pig”), Mula
(“Mule™), Tigris (“Tiger”), and finally Centaurus (“Centaur”). Within this group
there are several overlapping subsections. The viper and the bookworm are linked
by their unusual and destructive sources of nourishment. The snail, frog, tortoise,
mole, and ant, at least in Symphosius’ depiction of them, are all marked by their
self-sufficiency. The fly, weevil and the mouse are scavenging pests. The crane,

crow, and the bat are flying creatures."’

However, the grouping of the louse, phoenix, and bull is distinguished by
fact that it appears to be based on content rather than subject. All three riddles
allude to famous ancient Greek narratives. Pediculus is a riddle taken from the story
of Homer’s death,16 phoenix is a mythical creature, and the bull riddle turns on the
fact that the mythological figure, Taurus, shares his name with the generic name of
his kind. The theme, in the story of Taurus, of hybrid parentage is revived a couple
of riddles later in Capra, Mula, Tigris, and Centaurus, all of which have to do with
abnormal parentage. In Capra the goat is the nurse of divine offspring which is not
its own, the god Jupiter. This links Capra with the following riddle, Porcus, which,
as the creature says, has divinity within it “si littera prima periret” (36.3) (“if the first
letter disappears). In addition, this group is structured so that the predatory wolf,
fox, and tiger are juxtaposed against their prey, primarily farm yard animals such as
the goat, pig, and even the mule. At any point in the text one may discern a series of
ramifying connections between riddles that are not in immediate proximity, for
instance, Centaurus also links to Tigris, Taurus, and Mula as a further instance of
mixed parentage, with Capra in relation to the theme of nurture, and with Phoenix

on the ground that each is a mythic creature.

From riddles on fauna, Symphosius moves to flora. Riddles 40—46 are
concerned with plants: Papaver (“Poppy”), Malva (“Mallow™), Beta (“Beetroot™),
Cucurbita (“Gourd”), Cepa (“Onion”), Rosa (“Rose”), and Viola (“Violet”). In

'* Unlike his Anglo-Latin imitators, Symphosius is not especially interested in bird riddles. nor does
he represent birds in an especially positive light.
' See above 19.



84

many of these, Symphosius creates riddlic obscurity by describing plants in terms of
animal imagery. This section is also marked by inversions. Beetroot, whose edible
part grows under the ground, is placed next to the gourd, whose character as a
hanging plant is emphasized for greatest contrast. The onion, a sharp smelling and
uncomely plant is contrast with the rose, a fragrant and beautiful one. Yet both have
their own defences. Rosa and Viola, the scented flower riddles, lead into the next
group, Tus (“Frankincense™), Murra (*“Myrrh™), and Ebur (“Ivory”), all of which are
precious commodities. Here the inversion is between nature and civilization. These
three are natural substances whose preciousness derives from processes of
refinement that are the mark of civilization. Situated at the half way mark, these
three riddles bring us back to the opening themes of the collection and in particular,
to those of the first three riddles which are also concerned with objects commodified

by the civilized world.

By contrast, the next set of riddles, 50—66, Fenum (“Hay”), Mola
(“Millstone™), Farina (“Flour™), Vitis (“Vine), Hamus (“Hook™), Acula (“Needle™),
Caliga (“Boot™), Clavus Caligaris (“Hob Nail”), Capillus (“Hair), Pila (“Ball”),
Serra (“Saw™), Ancora (“Anchor”), Pons (“Bridge”), Spongia (“Sponge™), Tridens
(“Trident™), Sagitta (“Arrow”), and Flagellum (“Whip™), is concerned not with the
refined aspects of civilization’s interaction with nature but with the concrete and the
practical. Within this group Symphosius shows human attempts to cultivate nature
(Vitis and Fenum) but also to subdue it to human purposes (Serra, Ancora and
Pons). This more pronounced interest in human interaction with nature establishes
the theme of much of the second half of the Aenigmata—the first half, by contrast,
might be thought of as more concerned with nature’s interaction with humanity. In
the final riddle of this group, Flagellum, the hide of an animal is transformed by
humans in order to subdue and control other creatures. This forms the link with the
next riddle, Lanterna (“Lantern”), which turns on human use of another part of the
ox or bull, the horn, out of which is made the lantern cover. In this case, the horn
becomes a container of light, an especially miraculous and intangible aspect of the

physical world. The phenomenon of light and radiance is the central image of the
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next three riddles; Lanterna (“Lantern™), Specular (“Window Pane™), Speculum
(“Mirror”) leading to a final riddle, Clepsydra (“Water Clock™), which equally
speaks of human attempts to contain the ineffable, namely the water clock which

measures and orders intangible time.

From light and time, the riddles shift to a focus on the four elements.
Riddles 71—76, Puteus (“Well”), Tubus (“Pipe™), Follis (“Bellows™), Lapis
(“Stone”), Calx (“Lime”), and Silex (“Flint”) are each marked by the combination of
two (or more) of the elements earth, fire, air or water. The riddles on the well, pipe,
and stone'” are composed to stress the combination of earth and water. In Silex earth
and fire combine, in Follis it is fire and air, and in Calx it is earth, fire, and water. In
what we shall see is a common pattern, most of these riddles conform but one
deviates slightly. Thus, in this group five out of the six riddles evoke human
attempts to govern or direct the elements to their own advantage. The sixth, Lapis,

tells of Deucalion’s transformation of stones into human beings.

Riddles 77—381, Rotae (“Wheels™), Scalae (“Ladder Rungs”), Scopa
(“Broom™), Tintinnabulum (“Bell”), and Lagena (“Wine Jar”) relate to Follis
(Riddle 72) rather than the directly preceding riddle in that they represent basic,
everyday technology from the wheel to acoustics to the firing of clay and the
invention of pottery. Riddles 82—83, Conditum (“Spiced Wine) and Vinum in
Acetum Conversum (“Wine Changing into Vinegar™) take their cue from the wine jar
riddle, then Riddles 84—35 Malum (“Apple”) and Perna (“Ham™) broaden the theme
to include other foodstuffs. Overall, there is an emphasis on those foods which
humans treat to preserve or to make edible. Riddles 86—8, Malleus (“Hammer”),
Pistillus (“Pestle”), and Strigilis Aenea (“Bronze Strigil”), are all about abrasive
instruments or tools. The pestle, an implement used in preparing food forms the link
back to the previous group while the szrigi/ has an obvious connection with the
following riddle, Balneum (“Bath House™). Similarly, Balneum links with Tessera

(“Dice”)—they are to do with leisure and pleasure. The gambling in Tessera leads

'7 Symphosius makes it clear in this riddle that we should regard stone and earth as kin.
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naturally to Pecunia (“Money”). Again this riddle emphasizes the relationship
between nature and civilization. Money is made from metal taken from the ground
which, in its incarnation as coins, may be used to buy earth. This recurrent theme
underscores Symphosius’ fascination with the difference between the human and the
natural and, in particular, with the abstract value assigned to nature by humans.
Land is valuable in itself (since it produces food, fuel, and metals) while money is

the abstract representation of wealth; this riddle neatly juxtaposes the two.

Pecunia introduces the “human” riddles—a biting, if all too apt comment on
humanity. Until now, human beings have appeared in the riddles only by
implication as the presumptive makers of tools and foodstuffs, the wearers of rings
and shoes and the users of lanterns and mirrors. Occasionally, they have appeared
indirectly; the key tells us that it minds, and is minded by, the master, the weevil that
he brings no joy to farmers and Lapis refers to the mythic Deucalion. But for the
first time, in riddles 92—S35, Mulier Quae Geminos Pariebat (“Woman in Labour
with Twins™), Miles Podagricus (“Gouty Soldier”), Luscus Alium Vendens (“One
Eyed Garlic Seller”), and Funambulus (“Tightrope Walker”), human beings become
riddle subjects in their own right. It is one of the most interesting sequences in the
Aenigmata and it marks a change in the whole tone and import of the collection.
There is a new mood of self-conscious pathos, psychological dislocation, decay,
disfigurement, a personalized sense of individual destiny, of the past and the future.
The human beings in next four riddles are depicted in various kinds of extremity or
duress. The woman in labour with twins has returned from the brink of death, the
soldier is aged and sorely disabled, the garlic seller permanently disfigured,
dysfunctional, and disadvantaged, and (in the pattern we have already observed in
Symphosius) the riddle on the tightrope walker both conforms to the theme of
human beings in extremity, and anticipates the notion of “presence in absence”
which dominates the following group (see below). The tightrope walker negotiates
the margins of what is possible since he walks “aera per medium” (95.2) (“through
the middle of the air”) between “lucifluum caelum terrasque iacentes™ (95.1) (“light-

flowing heaven, and low-lying earth™).
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These four characters are without mythic or literary precedent. They appear
to be the unique product of direct observation. The soldier and woman in labour are
engaged in activities that are fundamental for human beings and animals alike, by
contrast with the one eyed garlic seller and the tightrope walker who represent the
human pursuits of commerce and entertainment. Nevertheless, the former pair is
individualized by virtue of the fact that one is gouty and the other giving birth to
twins—regarded as a prodigy in the ancient world. It is worth noting in this
connection that one of the few famous riddles that Symphosius did not adapt for his
collection is the riddle of the Sphinx, to which the answer is “Man” or “Human
Being”. The generic facts of human development and aging provide the paradox and

prove so strange as to be difficult to guess.

éoTi Oimovy émi yic xal TeTpamoy, 00 wia Qwvy,

\ ’ s i \ ’ ’ & 5 3 ~
xal Toimoy, alacael 0 ploty wovoy, oo’ émi yaiay
(4 . ’ \ I’ ’ 3 ’ \ 1 ’
éomeTa yivovTal, xal av’ aidépa xal xaTa TOVTOV.
al’ omotay mAsioToioty dpetdouevoy Toat PBaivy,

évda Tayos yioig agavpotatoy mélder avtol. (Asklepiades frag. 21b 4—38)

(Two-footed and four-footed and three-footed upon the earth, it has a
single voice, and alone of all those on land or in the air or sea it
changes form. And when it goes supported on three feet, then the

speed of its limbs is weakest.'®)

It seems that such a generalizing riddle may not have suited the purposes of a poet

fascinated by human diversity. In the Aenigmata Symphosius’ focus, at least where

'8 T. Gantz Early Greek Myth. A Gide to Artistic and Literary Sources (Baltimore, 1993), 496. Gantz
cites Asklepiades® version as the earliest source.
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human beings are concerned, is on instances of anomaly and difference rather than

on our common traits.

Tantalizingly, the following riddle in the Aenigmata is lost. Widely agreed
to be an interpolation, De VIII tollas VII et remanet VI maintains the correct number
of one hundred riddles. However, as a mathematical riddle, it does, in some ways,
fit quite nicely with the preceding riddles, as mathematics is a theoretical and pre-
eminently human activity.'” This leaves the final four most elusive riddle subjects of
the Aenigmata: Umbra (“Shadow”), Echo (“Echo”), Somnus (“Somnus’™), and
Monumentum (“Tombstone™). Each of these is at a remove from something else;
each exists because of an absence. A shadow is the reflection of, but is not, a solid
body; an echo is the reflection of, but is not, the voice; and the dreams of sleep (the
real subject of Somnus) are the reflection of, but are not, our waking life. Indeed,
Symphosius tells us that sleep shows “varias...figuras” (99.1) (“‘various images™)
not only of waking life, but also of imagined, and often fearful, things.
Monumentum, the final riddle, is a marker, if not a reflection of, death. It exists
because of death and is the quintessential sign of absence. The tombstone
interrogates the conception of the human from another vantage: the body is in the

grave, the name is on the tombstone, but the human is gone.

Monumentum marks the gap between life and death and, in Symphosius’
construction of it, between language and the reality; a wonderfully fitting final
riddle. As we shall see, many of Symphosius’ riddles play with the distinction
between the sign and the signified; here that distinction reveals a grim reality. As a
further revelation, Symphosius regards the tombstone as the marker of the separation

between body and soul, matter and essence:

' As the only unsolved riddle in the collection. this riddle has been the source of considerable
speculation. Alcuin adds to its mystique by including it in his Disputatio Regalis et Nobilissimi
Iuventis Pippini cum Albino Scholastico but without supplying the answer. Instead, Pippin “solves™ it
enigmatically “Pueri in schola hoc sciunt™ (“the boys at school know that™). C. H. Beeson Primer of
Medieval Latin (London, 1925.)
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Nomen habens hominis post ultima fata relinquor;

nomen inane manet, sed dulcis vita profugit. (100.1—2)

(I remain, preserving the name of a man after death

The hollow name remains, but sweet life has fled.)

The early riddles of Symphosius’ collection are often (though not always) light-
hearted, in the vein of the witty and linguistically dexterous Graphium. However, as
the collection progresses towards Monumentum, the riddles become increasingly
sombre.”” The body of the Aenigmata is a catalogue of the empirical and the finite
but in his final riddles, Symphosius looks beyond this. At the very end of the
collection, Symphosius asserts that “[v]ita tamen superest morti post tempora vitae”

(100.3) (“[n]evertheless, life survives death after the time of life”).

This is a statement appropriate to the Saturnalia, a festival concerned with,
on the one hand, time, seasonal, and cyclical change, and misrule and reversal on the
other. Unlike a teleological view in which events build upon each other in a linear
progression towards an ultimate goal, the Saturnalia celebrates a world constantly in
flux, always moving on and always returning. Temporarily, the high-born are
mocked and the low-born raised to power. The festival of Saturn, the god of time,
celebrates the turning of the year and so enshrines the conception of circular or
cyclical time. Within this circular conception, Symphosius emphasizes images of
reversal, renewal, and return. The writing of the szylus is ephemeral, while the
pathos of Monumentum comes from the futility of the attempt to transcend time by
erecting a lasting monument to the dead individual. Yet, as we have seen, the riddle
also envisages that even death gives way to life: “[v]ita tamen superest morti”

(100.3) (“[n]evertheless, life survives death after the time of life”). Like the Phoenix

%% The three final riddles, Umbra. Echo and Somnus have morbid overtones. In addition to signifying
“shadow”, umbra may refer to the ghosts of the dead. In the plural the word can refer to the
Underworld. Echo too is imbued with gloomy associations since the nymph, Echo. loses the power to
speak for herself as she loses her corporeal form and transforms into an intangible sound—a kind of
death. Finally, sleep and death are indissolubly linked in ancient thought. In the //iad they are
described as twins. (Hom. /I. 16. 681)
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who claims in one of the earlier riddles that “[v]ita mihi mors est, morior si coepero
nasci;/sed prius est fatum leti, quam lucis origo™ (31.1—2) (“[l]ife to me is death; I
die if I begin to be born;/ But the doom of death is before the beginning of life”),
Monumentum, proclaims that life and death are part of an endless cycle in which

endings and beginnings are inextricably entwined.

This cyclic conception informs every aspect of Symphosius’ collection. The
opening image of the Aenigmata is of the seasons (re)turning. It begins: “Annua
Saturni dum tempora festa redirent” (Prae 1) (“When the time of the feasts of Saturn
was making its annual return”). Similarly, the first riddle is about the sty/us which
writes and erases and writes again (1.1—3). Even Symphosius’ syntax enacts
reversal; the undoing of the stzylus’ actions is positioned before their doing, “altera
pars revocat quidquid pars altera fecit” (1.3) (“one part undoes what the other has
done™). Later, in Murra, the final line of the riddle also reverses the order in which
events occurred. Symphosius speaks first of the “laetus honor frondis” (48.3)
(“happy glory of green boughs™) that is, of the tree which Myrrha®' eventually
becomes, and then of the, as yet, untransformed woman as the “imago doloris”
(48.3) (“image of sorrow”). As we shall see, this narrative of Myrrha’s
transformation is part of an intertextual fabric of aetiological myths which underpins
the collection, all recounting new beginnings from old endings.”> But perhaps most
significantly, circularity is enacted in the very structure of the Aenigmata which
begins and ends with riddles on writing. Furthermore, this circularity is confirmed
by the echoing of the lemmata of the first and final riddles, a relation of assonance
which neither shares with its neighbour. The opening pair is Graphium/ Harundo

and the closing pair is Somnus/ Monumentum. Thus Monumentum completes the

' Myrrha, the most usual Latin word for myrrh. is the name usually given to the woman. When
referring to the resin or the plant, I have used the usual English spelling, “myrrh”. Symphosius,
characteristically. blurs the issue by using the less common Latin word for myrrh, “murra™

** Aetiological myths explain the origins of things. most usually through the transformation of a
person or creature.
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circle by forming a half rhyme with Graphium and so the collection loops back upon

itself.”

Multiple viewpoints in the Aenigmata

One of the most striking aspects of the Aenigmata is that Symphosius endows
inanimate things and animals with a voice and consciousness. Animal subjects and
objects speak directly in the first person and the audience is encouraged to identify
with them and their concerns. In fact there are only ten riddles (Flumen et Piscis,
Pediculus, Pons, Tubus, Silex, Rotae, Balneum, Luscus Alium Vendens, Funambulus,
and De VIII tollas VII et remanet VI) which are not written in the first person.
Significantly, most of these are not about animals, but about human figures or the
products of civilization. The exceptions prove the rule: Pediculus, for example, is a
third person animal riddle but here Symphosius is retelling an old riddle (Homer’s
riddle) rather than composing a new one and he has retained the original third person
perspective because the riddle does not work without it.** The overwhelming effect
of the Aenigmata is to force us to see in new ways and from new perspectives. In
general we are alienated from the familiar human perspectives and aligned with the
animal, vegetable, mineral, meterological, (and sometimes even the manmade)
Other; a radical reconceptualizing of the world fitting for a misrule festival. In most
of the human riddles, the human figure is not distinguished from the elements in
their environment: the mother from her twins, the garlic-seller from his garlic, the
soldier from his battle line. Thus, their physical boundaries and distinct human
identity are blurred. Indeed, in Mulier Quae Geminos Pariebat, the mother begins
by telling her story in the first person, but retreats into the third person: “tertia paene

peregit” (92.3) (“the third nearly perished”). Here we see her alienated from herself

* John Donne uses a similar structure in La Corona. La Corona is a cycle of poems in which the last
line of every poem is reprised as the first line of the next. The final poem, “Ascension”, ends with the
line “Deign at my hands this crown of prayer and praise”. This becomes the first line of the first
poem, giving the poem its circular “crown” structure. John Donne: the Complete English Poems, A.
J. Smith, ed. (London, 2005)

* See above 19. Symphosius, as we shall see below. often reworks traditional, ancient paradoxes,
many of which, if they are not in the first person already. are easily transferred into it. Pediculus and
Flumen et Piscis are exceptions to this rule.
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by her own anguish. In Symphosius’ representation, humans are distant and
physically removed by contrast with the vividly realized psychological immediacy

of, for instance, the vine in Vitis.

Having alienated the audience from the normative human perspective,
Symphosius’ riddles encourage us to adopt the view point and stance of a range of
Others. Rather than present us with a hierarchical view which privileges the human
perspective, Symphosius seems to delight in giving a voice to all who are usually
denied it. He is even prepared to defy Juno’s curse and restore to Echo the ability to
speak for herself and so, mischievously, he has her tell her own story. From riddle
to riddle, the reader is forced to shift perspectives and inevitably allegiances as well.
Each new perspective may be opposite of the previous one, tangential to it, or only
slightly divergent from it. This dynamic multiplicity ensures that the Aenigmata

cannot be reduced to dichotomies any more than to a single perspective.

Entitled Solutions in the Aenigmata

Plurality is expressed in the very mechanics of Symphosius’ riddles. Typically, a
riddle starts with ambiguity; its disparate clues suggest various possibilities, none of
which turn out to be completely satisfactory, but ultimately, the conundrum is
resolved by a single answer and certainty is achieved. In short, riddles tend to move
from a complex of potential answers to a single solution. By contrast, each riddle in
the Aenigmata begins with a simple entitled “answer” but, as 1 will argue in the
following, this initial “answer” is increasingly problematized. Symphosius uses
language in such a way that although the clues are (in most cases)” consistent with
the stated answer they are suggestive of other answers as well. Thus Symphosius’
riddles move their audience, not from complexity to certainty, but in the opposite

direction from certainty to complexity.

* Lapis. whose answers do not seem entirely consistent, is the exception which proves the rule. See
below 106—S8.
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Although the entitled solution® became ubiquitous later, it was apparently
unusual in Symphosius’ time.”” Ancient critical works on riddling suggest that the
very idea of presenting a solution defeated the purpose of a riddle. Aulus Gellius
says of his riddle®® that “reliquimus inenarratum, ut legentium coniecturas in
requirendo acueremus”™ (Noctes Atticae, X1, 6, 1), (“I have left it unanswered, in
order that I might whet the reasoning of my readers in seeking for an answer.”) In
order to avoid both negating the purpose of the riddle and leaving the riddle
unanswered, he advises his readers to look up the answer for themselves: “Hoc qui
nolit diutius aput sese quaerere, inveniet quid sit in M. Varronis De Sermone Latino
ad Marcellum libro secundo” (Noctes Atticae, X11, 6, 3), “He who does not wish to
puzzle himself all day will find the answer in the second book of Varro’s Latin

Language, addressed to Marcellus.”

On the other hand, in the ancient world it was not unusual for riddles that had
become widely known and orally disseminated to play off against the universally
known answer. Although, so far as I am aware, scholars have not identified this

strategy as a typical kind of ancient riddling, there are numerous examples of it in

% This surprising aspect of Symphosius’ riddling has attracted almost no scholarly interest. Howe has
written on the same feature in Aldhelm, although there the feature is not so surprising since Aldhelm
is following Symphosius® model. See N. Howe “Aldhelm’s Enigmata and Isidorian Etymology™ in
Anglo-Saxon England, 14 (1985). 37—59. 37.

" As noted in the introduction, this feature was probably copied from Martial’s Xenia—as Bergamin
notes, these epigrams have “in alcuni casi titoli identici a quelli di Simposio™ (*in some cases
identical titles to those of Symphosius™). M. Bergamin. xix.

% Gellius’ riddle consists of three verses, just like Symphosius’ riddles:

semel minusne an bis minus sit nescio,
an utrumque eorum; ut quondam audivi dicier,
Tovi ipsi regi noluit concedere. (12.6.3)

I know not if he’s minus once or twice,
Or both of these, who would not give his place,
As I once heard it said, to Jove himself. J. Rolfe, trans., 383.

However, as we see. the comparison ends there. for Gellius’ riddle is constructed around a play on
words, unlike Symphosius, whose riddles usually lack such a “trick™ but instead rely on enigmatic,
partial or metaphorical descriptions of things.

** Gellius® solution to this perennial problem for anyone writing down riddles is particularly
ingenious. However, there are many possibilities. By the late renaissance collections of riddles such
as Riddles of Heraclitus and Democrates are being published with solutions printed below the riddle
itself so that the answer came affer the question, while the modern convention is to print solutions in
microscopic font upside down at the bottom of the page.
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ancient sources, enough, I believe to suggest that it may well have been a common
kind of verbal sparing. For example, we know from Athenaeus that the following

well known riddle was variously answered “bear”, “eagle”, “serpent”, or “dog™:*’

T TalTov év olpavid xail éml yic xai év SaAarry (Athen. 10. 453 b)

(“What is the same in the sky, on the earth, and in the sea?”)”

In Wasps Aristophanes adapts this riddle in order to mock the cowardice of
Kleonymos who is supposed to have dropped his shield so as to more speedily save
himself during the battle of Delium in 424 BCE. The slave, Sosias, suggest

mockingly that men may now ask each other a new riddle:

/ 2\ ~ 9 3 7 > ’ ~
T/ TalToy év vy T’ améBaley xav olpavid

xay 14 Sararry Imeiov Ty acmida (lines 23—4)

(“What is that brute which throws away its shield alike in air, in

ocean, in the field?”)*?

Aristophanes clearly alludes to the well-known riddle but, by the addition of the
phrase “throws away its shield”, suggests a new answer. The implication in the
original riddle that any creature which could inhabit the earth, the seas, and the
heavens must be marvellous indeed, becomes a measure of boundless cowardice.
Athenaeus’ Cynulcus, a Cynic philosopher, refers to this technique of playing a new

solution off against a universally known answer when he speaks of a “a well-known

U e stire E0TIY OUWVULIG Xal Yap GeXTOS Xai 0pIs xal aleTos xal xUwy 0Ty &V ovpav@d xai &v
i xal év Sadaooy” (Athen. 10. 453 b) (“This involves the use of equivocal words; for the
bear, the serpent. the eagle and the dog are found in the sky, on earth and in the sea.”) C.
Gulick, trans., 555. Gulick explains that the bear is “the Great and Little Bear, also the bear-
crab” the snake is the “constellation Serpens, also a kind of fish, Ophidium™ and the eagle is
the “constellation Aquila. also Myliobatis aquila. a kind of ray™.

31 C. Gulick. trans., 555.
32 Aristophanes: Wasps. B. Rogers, trans. (London, 1924), 411.
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riddle about a fish recast as an insulting joke directed at a rival musician™ 3 or about
the hetaera who “recasts the riddle posed by the Sphinx and solved by Oedipus...
into an obscene advertisement for her sexual expertise.”* Athenaeus also quotes an
example of a similar reworking by Antiphanes of the riddle which the fishermen ask

Homer. This well known riddle runs:

ooa’ Elopey Mimoueada, oo’ oly Elouey pepoucada (Cert. 325)

(The ones we caught we left behind, the ones we missed we carry.)*

The answer is, of course, “lice”, but Antiphanes punningly reworks it so as to have a

different solution:

4 ’ ’ ’

...0moTe mpoaTatal TE TIS

J ~ ) ~ 1 7 1 ’
eimely épeiic 6 TI pepwy TIS L) PEQEL,

’ ’ /) ~ ’ » ’
evedwy vouilwy Afpoy olx av yevouevoy

IN/ ’ 7 ~ ~ /
0U0émoTé 7', oluat, mpayua mavTeAds Aéyery,
evédpag 0 Evexa. vuvi 0¢ ToUT Evwy’ 6TI
) o ’ \ ” ’
aAnSés v wépoucy yag avpwmor déxa
Epavoy TIv', oU @Epel O TOUTWY TNV Qopay
0U0els. TaE@S 00y 0 TI QEPWY TIC W) QEPEL,

ToiT’ éoTv, W ¥ 0 yoigos évraida gémwy. (Athen. 10. 448 £—449 b)

(...whenever a man enjoined us to guess in succession what
somebody brought which he did not bring, I used to laugh, thinking
he was talking drivel of a thing which could never by any possibility
happen, just to catch us. But today I have come to realize that it is
true after all; for we are ten men contributing to a club, and yet not

one of us contributes any contribution of these viands. Plainly, then,

3 L. McClure, 270.
** Ibid., 266.
3% Anon. The Contest of Homer and Hesiod, M. West, trans. (Harvard, 2007) 351.
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what somebody brings which he does not bring is this, and that riddle

applies to us here).”’

The audience was familiar with Homer’s riddle and its usual solution and, as in
Aristophanes, the play between the two solutions is the source of the passage’s
humour. The poet uses this riddling technique to give force to his point. This kind
of riddling tends to be used as a mechanism of topical social critique since in each

case the riddler takes a well known riddle and applies it to a present situation.”’

It is only possible to use this technique if the riddler employs riddles which
are well known to his audience. But Symphosius’ riddles are largely original and his
audience therefore could not possibly know the answers. So, in his case, the
technique may only be employed if he first establishes the answers to his new riddies
which he will later problematize. It is an ingenious solution. It also has the
consequence of ensuring that the comic effect which this technique creates in the
other examples cited is absent in Symphosius. Usually, the ancient audience would
be anticipating the well-known answer to the riddle right up to the point where they
are surprised with a new solution, the comedy deriving from their disappointed
expectations. But in Symphosius, the audience is faced with an “answer” before
they know the question. So reading the riddle involves a continuous comparison
between the already-provided answer and each new clue. This process is
contemplative, not comic, and rather than displacing one answer with another,
Symphosius’ text encourages us to see that the entitled solution is one among many

possible answers.

% C. Gulick. trans., 533—S5.

%7 Tellingly. playing alternative answers against a riddle’s “real” answer is a common feature of later
riddles in the Symphosian tradition. It is most obviously found in the Obscene Riddles of the Exeter
Book, though some critics even detect it in the riddles of the Child Ballads. See D. Atkinson The
English Tradition Ballad: Theory, Method and Practice (Burlington, 2002). It is perhaps also present
in Thomas Wyatt’s “A Riddle of a Gift Given By a Lady™.
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The Triune Riddles

The plurality inherent in the proliferation of possible answers to any single riddle is
played out in the content and imagery of the Aenigmata. Many of the riddle subjects
define themselves as simultaneously singular and plural. Sometimes this is in rather
modest ways, as in Rotae and Scalae. In Rotae, the wheels proclaim “labor omnibus
unus” (77.2), (“a single task is for all”), while the ladder’s rungs describes
themselves as “concordi fabrica quas unus continet ordo” (78.1—2), (“those who
one row held in a united shape™). The idea takes a more philosophical expression in
Centaurus where the creature declares, “dissimilis mihi sum, quia non sum unus et
unus” (39.2), (“I am unlike myself because I am not one and one”).”® However, the
most striking example of this uniting of the singular and the plural is in Symphosius’
triune riddles, Conditum, Mulier Quae Geminos Pariebat and Tridens. These are a
marked site of the kind of riddlic play described above since each riddle bears a title

which does not reflect the solution hinted at in its “Trinitarian™ imagery.

The presence of Christian imagery in the works of a pagan author may seem
surprising but in recent years scholars have recognized a much greater level of
interaction between pagans and Christians in late antiquity than was previously
assumed.” Macrobius included a Christian, one Evangelos, amongst the guests at

the feast in his Samurnalia.® Why should not Symphosius draw on Christian

% In this phrase “non sum unus et unus” we see Symphosius characteristic negation of a statement
yet to be made. The full riddle runs:

Quattuor insignis pedibus manibusque duabus,
dissimilis mihi sum, quia sum non unus et unus;
et uehor et gradior, quia me mea corpora portant.

(Distinguished by four feet and two hands,

I am unlike myself because I am not one and yet I am one;

I both ride and walk, because my body carries me.)

%% Sogno, for example. argues that religion was secondary to politics in determining the alliances and
friendships of the elite in late antiquity. See C. Sogno. Q. Aurelius Symmachus: a Political
Biography (Ann Arbor. 2006)

“* Macrobius makes no definite statement of Evangelos’ religion. However. the name is suggestive.
as is the fact that he is initially unaware that the Saturnalian feast is taking place. In addition,
Macrobius attributes to him attitudes which pagans regarded as typical of their Christian
contemporaries. Macrobius does not seem to feel an incongruity in including Evangelos in the pagan
festivities. Indeed. although Evangelos arrives, as I have said, without realizing that a feast is taking
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imagery in his Saturnalian riddles? Moreover, Ausonius, a riddling poet and,
according to Ohl, a “kindred spirit™*' of Symphosius’, exploits the riddlic potential
of the triune in his Griphus Ternarii Numeri. In this text Ausonius refers directly to
the Trinity in a way that is “not mocking or blasphemous, but typical of the author’s
broad-minded urbanity”.*> This seems to me equally the spirit of Symphosius’ use

of Trinitarian imagery.

It is worth pausing here to consider the mechanics and imagery of the three
triune riddles mentioned above in turn. The first is Conditum (“Spiced Wine™), a
riddle which, in Bergamin’s view, is constructed around an extended double play on
the “termini della questione dogmatica trinitaria™* (“terms of the dogmatic question

of the Trinity™):

Tres olim fuimus qui nomine iungimur uno;
ex tribus est unus, et tres miscentur in uno;

quisque bonus per se: melior qui continet omnes. (82.1—3)

(“Once we were three who are joined by one name
Out of three comes one, and three are mixed in one;

Each good in itself: better he who has all.”)

The late antique cookery manual, De Re Coquinaria, begins with an elaborate recipe
for conditum and Pliny devotes Book 14 of Historia Naturalis to a range of complex
variations, all involving a large number of ingredients. The fact that Symphosius’
riddle refers to fewer ingredients—Symphosius does not even make it clear which
three substances “miscentur in uno” (82.2) (“are mixed in one”)—suggests, as
Bergamin thinks, that he has in mind the work of his contemporary, Apponius, who

regards conditum as a metaphor for the Trinity (Cant. 11, 20). It seems that,

place. he does not scruple to join the festivities; on the contrary, he seems rather offended at not being
invited with more enthusiasm.

1 Ohl, 15.

“2R. P. Green, ed. The Works of Ausonius (Oxford, 1991), 445.

“ M. Bergamin, 180.
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amongst Christian writers, spiced or mixed wine was a common metaphor for the
Trinity in late antiquity; it is also used indirectly,* by Saint Augustine in De
Trinitate.””  Saint Augustine’s language, like Symphosius’, emphasizes that the

drink is both one and three and also that the parts are mixed, yet separate:

Num ergo sicut ex vino et aqua et melle una fit potio et singula per

totum sunt et tamen tria sunt. (Aug. De Tri. 9, 7)

(It is, then, as one drink is made from wine and water and honey, and

each is through the whole, and yet they are three things.)

In the next triune riddle, Mulier Quae Geminos Pariebat, the woman also
describes herself as having once had a triple nature: “tres animas habui” (92.2) (“1
had three souls™). As in the last example, the riddle draws on a metaphor already
imbued with significance in the Christian tradition. In the Gospel of John, Jesus

uses the image of a woman in labour to refer to his own death and resurrection:

Mulier cum parit, tristitiam habet, quia venit hora eius; cum autem
pepererit puerum, iam non meminit pressurae propter gaudium, quia
natus est homo in mundum.

Et vos igitur nunc quidem tristitiam habetis, iterum autem videbo vos,

et gaudebit cor vestrum (John 16:21—2)

(A woman, when she is in labour, hath sorrow, because her hour is
come; but when she hath brought forth the child, she remembereth no

more the anguish, for joy that a man is born into the world. So also you

*“Augustine uses the metaphor of three ingredients to illustrate the relationship of amor (“love™),
mens (“mind”) and notitia (“knowledge™). which, he writes, is itself an “imago trinitatis” (Aug. De
Tri. 9, 18), (“image of the Trinity™).

3 Bergamin also sees a connection with Augustine (whose influence she regards as pervasive
throughout the Aenigmata) and especially with his De Trinitate. See M. Bergamin, 180.
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now indeed have sorrow; but I will see you again, and your heart shall

rejoice)

The riddle’s description of a body which has suffered “plus... quam corpus debuit
unum” (92.1), (“more than one body should”) might express the scourging,
wounding, and crucifixion of Christ, especially in view of the ambiguity of the word
sustinui, which may mean “to sustain”, but equally “to endure”. There is a further
possible allusion to the passion of Christ in this riddle. The Gospel of Matthew
depicts Christ on the Cross as suffering a moment of human distress when he
laments “Deus meus Deus meus ut quid dereliquisiti me” (Matt 27:46) (“My God,
my God why hast thou forsaken me?”). There may be, in the woman’s moment of
greatest suffering when she is abandoned by the two souls she was
carrying—"“discessere duae, tertia paene peregit” (92.3) (“two left, the third nearly
perished”)—a parallel with the moment in which Jesus suffers a sense of

abandonment by the other two persons of the Trinity.

Tridens is perhaps the least “Trinitarian” of Symphosius’ triune riddles.
Although it also proclaims its triunity in a way which might be interpreted as
metaphorical—*Tres mihi sunt dentes, unus quos continet ordo™ (64.1), (I have
three teeth, held by one row”)—the language is not particularly suggestive of the
Trinity. However, in the last line the trident claims “meque tenet numen, ventus
timet, aequora curant” (64.3), (“and a divinity wields me, the wind fears me, the seas
attend me”), which suggests parallel with the passages in The Gospel of Matthew
where the astonished crowds exclaim, “Qualis est hic, quia venti et mare obediunt
ei?” (Matt 8:27) (“What manner of man is this, for even winds and sea obey him?”).
This echo of The Gospel of Matthew may even work to liken Christ to the pagan
god, Neptune, who is, after all, the traditional wielder of the trident and ruler of the

se€as.
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Christian Imagery in the Aenigmata

Although by no means the major theme, Christian imagery, allusion, and intertext
are ubiquitous in the Aenmigmata. The existence of such imagery exemplifies
Symphosius’ engagement with the whole spectrum of ideas abroad in late antiquity
and for this reason alone it is worth pursuing. As noted above, this view is shared by
recent scholars. Bergamin points to Christian echoes in the rain’s description of
itself in Pluvia “[e]x alto veniens” (9.1) (“I come from on high”).46 Guarducci has
even argued for a Christian subtext in Coclea.'”  As the following will show,
Speculum and Specular, Funambulus, Clavis, Caliga and Vitis, and finally Vinum in

Acetum Conversum each exhibit overt Christian imagery.

Riddles like Specular and Speculum inevitably engage with Saint Paul’s
pronouncement that we see God “per speculum in enigmate” (1 Cor 13:12)
(“through a mirror in a riddle™). Specular begins “perspicior” (68.1) (“I am looked
through™) perhaps an aural play on Paul’s phrase “per speculum™; certainly it echoes
his meaning. A similar kind of glancing, highly literate word play occurs in
Funambulus. Symphosius describes the tightrope walker, who passes between
heaven and earth, travelling a “narrow way”. Symphosius’ phrase, “semita...brevis
est” (95.3) (“the path is narrow™) could not have less in common with Jesus’ phrase,
“arta via” (Matt. 7:14). However, Symphosius’ rather startling syntax allows him, in
the preceding phrase, to place “arte’” and “viator” side by side so that he achieves an
aural echo of “arta via”. This may seem like rather attenuated word play, but it is
related to a kind of riddling described by Athenaeus*® in which the aim is to
construct words out of the syllables of a line of poetry so we may assume that such

rarefied and virtuoso word play enjoyed a certain currency in late antiquity.#

The striking image of the “way” which leads the tightrope walker “aera per

medium” (95.2) (“through the middle of the air”) is also resonant with the Christian

¢ M. Bergamin, 92.

" M. Guarducci “La Chicciola Cristiana” in Rivista di Filologia e di Istruzione Classica 119 (1991)
447—56.

* This corresponds to the first of Athenaeus’ riddle type (as I discern them). See introduction.

* C. Gulick, trans., 578—81.



102

belief that the saved will meet God “in aera” (1 Thes. 4:17) (“in the air”). Thus Paul
writes to the Thessalonians: “deinde nos qui vivimus qui relinquimur simul rapiemur
cum illis in nubibus obviam Domino in aera et sic semper cum Domino erimus™ (1
Thes 4:17) (“Then we who are alive, who are left, shall be taken up together with
them in the clouds to meet Christ, into the air, and so shall we be always with the

Lord.”).

In Caliga (“Boot™), Symphosius returns to the Passional imagery of Mulier
Quae Geminos Pariebat. The riddle subject is described in terms that recall the
crucified Christ: “exanimis, lacerata, ligata, revulsa/ dedita sum terrae, tumulo sed
condita non sum” (56.2—3), (“now lifeless, cut, tied, stripped/ I am consigned to the
earth, but not buried in the tomb.) A more complex and ambiguous use of this
imagery, is found in Vitis. Like the boot, the vine implies that it is buried but will
not remain in its tomb: “[n]olo sepulcra pati: scio me submergere terrae™ (52.3), (“1
do not wish to suffer the grave; 1 know how to plunge under the earth.”) Both
sepulchre and patior (the etymon of “passion”) are familiar in the Christian religious
vocabulary and the paradoxical idea that the subject of the riddle does not suffer the
grave because it can plunge under the earth perhaps recalls Christ’s disappearance
from the sepulchre in order to descend to Hell. The inevitable link between Christ
and the vine, established by Christ’s words in John 15:1 “ego sum vitis vera”, (“I am

the true vine”) prompts and reinforces this set of associations.

Since the Aenigmata is so specifically set in the context of the drunkenness
of the Saturnalia celebrations, Vitis inevitably conjures associations with wine. So
we might be tempted to read this riddle as disrespectfully drawing on religious
imagery only to supply a comically licentious answer instead. However, 1 believe
that, like Ausonius, Symphosius exploits the parallel between the wine and vine
imagery present in both the Christian and pagan religious traditions. Certainly
Eucharistic imagery is emphasized by Symphosius’ placing Vitis, the primary

ingredient in wine, after the riddle on flour, Farina, the primary ingredient in
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bread.”® Vinum in Acetum Conversum seems to allude quite overtly to the ideas
surrounding the Eucharist in its account of vinegar changing into wine: “sublatum
nihil est, nihil est extrinsecus auctum” (83.1) (*Nothing is taken away, nothing is
added”) yet its nature is changing; “quod fueram, non sum; coepi, quod non eram,
esse” (83.3) (“What it was, it is not, it begins to be what it was not”). In De
Mysteriis, Saint Ambrose writes of the Eucharist: “non hoc esse quod natura
formavit, sed quod benedictio consecravit: majoremque vim esse benedictionis quam
naturae; quia benedictione etiam natura ipsa mutatur.” (De. Mys. 9, 54) (“this is not
what nature made, but what the blessing consecrated, and the power of blessing is
greater than that of nature, because by blessing nature itself is changed.”)’" The idea
must have been intriguing to a pagan audience, and particularly to Symphosius who,
as we shall see in greater detail below, has such a marked interest in metamorphoses

of all kinds.

Perhaps the most interesting example of Symphosius’ use of the Christian
tradition may be found in Clavis, a riddle often dismissed as an example of

essentially trivial linguistic dexterity.”> The riddle itself runs:

Virtutes magnas de uiribus affero paruis
Pando domos clausas, iterum sed claudo patentes

Seruo domum domino, sed rursus seruor ab ipso. (4.1—3)

(I bring great merits with little strength
I open shut houses, but I also shut open ones.

I guard the house for the house-holder but in return I am guarded by him.)

This is a familiar idea in Old and New Testament texts and in countless hymns and

prayers. The earliest extant of these is from Isaiah 22:22: “dabo clavem domus

%0f course the association between bread and wine is older than Christianity.

' Ambrose: Select Works and Letters in Nicene and Post-Nicene Fathers: a Select Library of the
Christian Church. Second Series X, H. Romstein, trans. (Edinburgh, 1896), 324.

*> M. Lapidge and J. Rosier Aldhelm: the Poetic Works (Cambridge, 1985), 63.
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David super umerum eius et aperiet et non erit qui claudat et claudet et non erit qui
aperiat”, (“And the key of the house of David will I lay upon his shoulder; so he
shall open, and none shall shut; and he shall shut, and none shall open™).
Symphosius’ riddle clearly alludes to these ideas.’ 3 But it bears an almost uncannily
close resemblance to the Fourth Advent Antiphon, O Clavis David. In it Jesus is the
key (he is addressed as “Clavis David™) which, though not bound, has the power to

unbind:

O Clavis David, et sceptrum domus Israél, qui aperis, et nemo
claudit, claudis, et nemo aperuit: veni, et educ vinctum de domo

carceris, sedentem in tenebris, et umbra mortis.>*

(O Key of David, and rod of the House of Israel, who opens and no
one closes, who closes and no one opens: come and lead those

bound, lying in darkness, out of jail and the show of death.)

In is interesting then that Symphosius’ next riddle Catena, picks up where Clavis
leaves off and continues the second half of the line from the Fourth Advent

antiphon:
Nexa ligor ferro, multos habitura ligatos;
vincior ipsa prius, sed vincio vincta vicissim;

exsolui multos, nec sum tamen ipsa soluta. (5.1—3)

(Bound, tied with iron, I will hold many bound.

> Jesus’ promise in Matthew 16:19 draws on Isaiah 22:22: “tibi dabo claves regni caelorum et
quodcumque ligaveris super terram erit ligatum in caelis et quodcumque solveris super terram erit
solutum in caelis™ (“To you I will give the keys of the kingdom of the skies and whatever is bound
upon the earth will be bound in the skies and whatever is freed on the earth shall be freed in the
skies™). Later, addressing a more general audience. Jesus says: “dico vobis quaecumque alligaveritis
super terram erunt ligata et in caelo et quaecumque solveritis super terram erunt soluta et in caelo™
(Matt. 18:18) (“Verily I say unto you. Whatsoever ye shall bind on earth shall be bound in heaven:
and whatsoever ye shall loose on earth shall be loosed in heaven.”)

* P. Guéranger The Liturgical Year (Paris, 1879), 518.
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Myself bound first, yet bound I bind in turn.

And I have freed many, yet I have not been freed myself.)

The language is not as close to the second half of the antiphon as Clavis is to the
first. Nevertheless, the fact that Symphosius has juxtaposed the two riddles is
unlikely to be accidental. Of course, the shift from the imagery of opening and
closing found in Clavis to the imagery of binding and unbinding is common, not
only in the antiphon, but also in the Biblical literature. Isaiah 22:22 emphasizes
opening and closing, while the later passages from Matthew (see note above)
emphasize binding and unbinding. These parallels are most suggestive in view of
the fact that the Advent Antiphons are sung on the days leading up to Christmas,

which is exactly the same time that the Saturnalia feasts took place.

It is always difficult to be certain to what extent intertext reflects the
conscious intention of the poet. In the case of Symphosius about whom so little can
be known, it is even more perilous to hazard an opinion. Moreover, it should be
recognized that Christianity and the various other religions of the Roman Empire
share a vocabulary of religious images despite their profound differences, and that
this may distort our perception of how deliberately Symphosius is drawing parallels.
On the other hand, given the religious climate of the fourth and fifth centuries,” it is
difficult to believe that Symphosius could have been entirely unaware of this
interplay, so very much in keeping with the pluralist ideology of the Aenigmata.
Perhaps, the emphasis on paradox in Christian literature appealed to Symphosius as

providing a source of ideas that were especially suitable for riddling.

> The fourth century in particular is noted for the great inroads made by Christianity amongst the
pagan elite.
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Classical Allusion in the Aenigmata

Those riddles which draw on Greek and Roman myth (with which Symphosius is
obviously extremely familiar) tease and confound the reader by setting various
strands of mythological narrative against each other.”® Two intricate and complex
examples of this kind of play are Lapis and Lagena. Lapis immediately breaks the
cardinal rule of riddling by beginning with a direct statement of identity, “Deucalion

ego sum’:

Deucalion ego sum, crudeli sospes ab unda,
affinis terrae sed longe durior illa.

Littera decedat: uolucris tum nomen habebo. (74.1—3)

(I am Deucalion, safe from the cruel flood,
Akin to the earth but much harder than it.

Let a letter leave: I shall have the name of a flying thing.)

This is such an unusual opening gambit that eighteenth century editors such as
Heumann, Lenglet, and Wernsdorf"’ preferred to adopt the doubtful variant

L »58
“Deucalionis ego sum™" (

“I am of Deucalion”)—a suggestion rejected by modern
editors. Despite such an emphatic opening declaration, “Deucalion” seems to be the
wrong answer, or at least an answer in conflict with the entitled solution, but then,
the entitled solution, “lapis™, is by no means a straightforward answer either. Most
irreconcilable is the identification of Deucalion with the stone. Certainly the two are
metonymically associated through the myth of the re-creation of humanity after the
great flood. Deucalion and Pyrrha, the sole survivors, pray to Themis that the
human race might be restored. According to Ovid, the goddess answers with what is

a riddle in its own right:

% Stroumsa claims that thinkers in late antiquity understood all “myths as riddles”. G. Stroumsa
“Myth as Enigma: Cultural Hermeneutics in Late Antiquity™ in Untying the Knot: on Riddles and
Other Enigmatic Modes. G. Hasan-Rokem and D. Shulman, eds. (Oxford, 1996), 271—283, 271.

°7 L. Caecilii Firmiani Lactantii Symposium. C. Heuman, ed. (Hanover, 1722), N. Lenglet du
Fresnoy. ed. Lactantii Opera, 11 (Paris. 1748), and C. Wernsdorf. Poetae Latini Minores, 111,
(Altenburg, 1782).

%% M. Bergamin, 53.
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“discedite templo
et velate caput cinctasque resolvite vestes

ossaque post tergum magnae iactate parentis!” (Ov. Mer., 1. 381—3.)

(Leave the temple, and with veiled heads and loosened robes throw

behind you as you go the bones of your great mother.”)

Distressed by what she believes is an instruction to desecrate her mother’s grave,
Pyrrha refuses to obey, until Deucalion realizes that their “magna parens™ is the
earth itself, and that the “bones of the mother” must refer to the stones that are, in a
sense, the earth’s skeleton. Thereupon, Deucalion and Pyrrha fulfil the goddess’
oracular’’ command and repopulate the earth. It is reasonable to assume that
Symphosius was particularly familiar with this episode from the Metamorphoses
since he later plays on it in Scopa when he describes the broom as “Mundi magna
parens” (79.1) (“Great mother of cleanliness™). The pun turns on the word mundi; if
read as a noun it would mean “of mankind” suggesting the Ovidian “magna parens”,
but if read correctly as an adjective it means “of cleanliness” and it refers to the
riddle’s solution, a broom. As in Ovid, the “Great Mother” turns out to be other than
she seems. Themis’ words seem to refer to Pyrrha’s mother when they actually refer
to the earth; in Scopa, the figure that appeared to be the earth, is actually merely a

broom.

While the myth of the repopulation of the world explains the link between
Deucalion and “‘stone”, its paradox turns on the fact that Deucalion and Pyrrha are
both descended from the primal Titans, so they of all humankind do not find their

genesis in stones, even metaphorically speaking. The metaphor is only appropriate

> Athenaeus actually includes an oracle related by Plato. in his list of riddles (C. Gulick, trans.,
568—569) which suggests that there is a link in the Ancient world between riddles and the language
of oracles. It is characteristic of Symphosius that his allusions are to texts which are in themselves
riddlic.
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to the post-diluvian humans born from Deucalion and Pyrrha’s stones.”’ Because
these are the humans who, mythologically, thereafter populated the world it was a
recognized fopos in ancient literature that Azag “stone”, cognate of lapis, is
etymologically linked to Aags, “people”. Apollodorus concludes his telling of the
story of Deucalion and Pyrrah: “63ev xai Aaoi uetagogixas wvouasSnoay ano tov Adag
0 AiSos” (Apollod. Bibl. 1.7.2), (“This was how people came to be called “laoi”, by
metaphor from the word “laas”, “a stone™).”" Ironically, Deucalion and Pyrrha are
the only postdiluvian humans who cannot be regarded as metaphorical or actual
stones. The “lapis” of the riddle’s lemma is not Deucalion, but his is the
indispensable intervention which brings about its metamorphosis into a human

being.

Symphosius has not finished yet. In the last line the speaker tells us that if
one letter were to be taken away “volucris quoque nomen habebo™ (74.3) (“I shall
have the name of a flying thing’"). The answer is obviously “bee” (/apis without the
first letter is apis). However, within the mythic context of the creation story, a lapis
is already a “flying thing” by virtue of having been thrown by Deucalion or Pyrrah;
there is no need to take a letter away, the puzzle is solved by the riddle’s lemma. In
a sense the riddle works counter to the myth. The riddle claims that the stones will
be transformed info flying things by the subtraction of a letter, but in the myth, the
stones transform from flying things into human beings. In the riddle, when a stone is
no longer a stone it is a bee (apis), in the myth when a stone is no longer a stone it is
a human being. Thus like Deucalion, Symphosius, transforms a rock into a living
thing. But while Deucalion works this metamorphosis entirely through the
miraculous agency of the gods, Symphosius transforms the stone through the power

of his wit and words.

% Ovid stresses the difference between those human before and after the flood. He writes that the
rock-born humans demonstrate their origins in their strength and endurance (Ov. Met. 1. 414—S5).

Sl Apollodorus: The Library, J. Frazer, ed. and trans. (Cambridge, MA., 1921). 55, Apollodorus: The
Library of Greek Mythology. R. Hard. trans. (Oxford, 1997) 37.
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Lagena draws on the same aetiological mythological matrix as Lapis. Both
riddles are concerned with parentage and each begins with what is apparently a
direct statement of identity. Bergamin observes that the riddle subject proclaims its
lineage in “tono epico™® (“epic tone™): “Mater erat Tellus, genitor fuit ipse
Prometheus™ (81.1) (“My mother was Tellus, my progenitor has been Prometheus
himself”).*> Arguably, this is a greater violation of the riddle genre than the direct
naming in Lapis, since parentage is such an essential part of identity. It is by
proclaiming their lineage that heroes on the Greek stage or in Greek epic identify
themselves. Indeed, Symphosius may be alluding to the opening scene of
Aristophanes’ Frogs in which the god Dionysos identifies himself as “Aowoog, viog
Srauviov” (Ar. Frogs. 22), (“Dionysos, son of Flagon™).* Aristophanes depicts a
god proclaiming descent from a wine jar, but in Lagena, Symphosius has a wine jar
claim descent from gods (the primal Titans, Tellus and Prometheus). In
Aristophanes, the stamnos is metaphorically Dionysos’ progenitor, while in Lagena
the goddess Tellus and the titan Prometheus, stand metonymically for earth and

fire,” the two defining elements required for pottery.

However, as in Lapis, the metaphor is displaced. Just as Deucalion is not the
stones he throws, Prometheus is not the fire he steals from the gods. The parallel
continues: Deucalion has stones before he throws them away, his father,
Prometheus, has fire but gives it away. Symphosius identifies each with what he no
longer has. Moreover, these “displaced” personifications allow a confusion between
the sign and signified. In the case of Lagena, this confusion is unsettling in that it
leads us to imagine that the riddle subject is the product of incest. Tellus,
Prometheus’ partner in metaphorically engendering the wine jar, is also his mythic

grandmother.66 This “improper parentage” ends with the unnatural act of a mother

2 M. Bergamin, 179.

% Symphosius makes Prometheus stand for the fire needed to engender the wine jar from the raw
clay. This departs somewhat from the archaic Greek formulation in which Prometheus is the giver to
humanity of divine fire stolen from the gods. It should be noted that the literal identification of
Prometheus with fire is a typical late antique riddle strategy. see (Athen. 10.76).

% J. Henderson, trans., 11.

% A frequent coupling in Symphosius.

 SeeT. Gantz Early Greek Myth. A Guide to Artistic and Literary Sources (Baltimore, 1993), 40—1.
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destroying her child, “mater mea me laniavit.” (81.3) (“my mother tore me to

pieces”).

On the other hand, if we read the mythological clues with a different
emphasis we are confronted with a new answer. Glorie suggests that Lagena alludes
to Propertius’ description of Promethius creating human beings by fashioning their
forms from the earth (tellus) (Elg. 3.5,7—8).%” In this reading “tellus” does not refer
to the Titan (Tellus), but only to the earth (tel/lus) which she personifies. It also
suggests that an alternative answer to the riddle is “humanity”, rather than “wine
jar”, since human beings are the “child”, so to speak, of “zellus” and Prometheus.
Symphosius exploits the potential for ambiguity by referring to the earth as Tellus

rather than the more usual rerra.®®

The reference to Propertius exposes the conflict between the literal and the
metaphorical readings of the riddle’s terms and alerts us to the fact that Lagena
offers three ways of reading the lineage of the wine jar. The first is that both
“Tellus” and “Prometheus™ are understood metaphorically (earth and fire). This
gives the solution announced in the lemma, “wine jar”. The second is that both
“Tellus” and “Prometheus™ are understood literally as the two Titans, in which case
the riddle subject would be an incestuous offspring that does not exist in the myth
tradition. (Here Symphosius wickedly invites the guesser to rack their brains—and
their presumably extensive knowledge of myth—in order to recall a character who
does not, in fact, exist.)” The third, if we accept Glorie’s suggestion of a reference
to Propertius, mixes the literal and metaphorical so that Prometheus is literally the
Titan, but Tellus is the clay from which was made humans, the third answer to the

riddle.

7 Glorie, F. ed. “Variae collectiones aenigmatum Merovingicae aetatis™ in Corpus Christianorum,
Series Latina 133a (Turnholt, 1968), 703.

° In fact, both ze/lus and terra may be used interchangeably to refer to either the earth or the titan.
Tellus is slightly more common when referring to the titan, rerra when referring to the earth.

% Athenaeus confirms that extensive knowledge of myth was a highly prized. much exhibited
acquisition in late antiquity.
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The Name and the Thing: Etymology and Aetiology in the Aenigmata

To some extent, all riddles are an expression of the power and importance of the
word. However, within the Aenigmata there is a subset of riddles which embody
what we might term the “Aristotelian conception of riddles as a genre which creates
impossibility through the use of words.”” In Aristotle’s view, it is the word, rather
than the thing itself, which creates the paradox, and it is the word, which, in naming
the riddle subject, has the capacity to resolve a conundrum. Riddles of this kind rely
on puns and other forms of word play for their paradoxes. In the most extreme
manifestation, it is the word, the sign in and of itself, which proves to be the solution
to the riddle. Here the object is to guess the word, entirely dislocated from a specific
meaning. We have already encountered an example of this kind of riddling in
Athenaeus: “What is the same in the sky, on the earth, and in the sea?”””" The answer
is not a single animal but rather a word which may refer to three different animals,
one flighted or celestial animal, one land, and one marine. So for example, the
riddle was sometimes answered “bear” since the bear is a land animal but there is
also a constellation, Ursa Major, the Great Bear, and finally the marine animal, the
bear-crab.”> When Symphosius employs this kind of riddlic conceit he constructs
clues which refer to any of the possible meanings of the “answer-word”. But more
usually, Symphosius prefers to draw his riddles from metamorphosis stories where
the protagonist’s name becomes generic for whatever she or he has become. Such
stories or, more properly, aetiological myths dramatize the idea that an essential

connection exits between name and named.

Let us consider Taurus, perhaps one of the most striking examples of

Symphosius’ use of this technique:

Moechus eram regis, sed lignea membra sequebar;

et Cilicum mons sum, sed mons sum nomine solo

0 “ulviypatis Te yag déa aliry éori, T0 Aéyovra Imdpyovra adivara awaar’ (Poet. 22, 25—6) (“The

essence of a riddle consists in describing a fact by an impossible combination of words.”) Aristotle,
W. H. Fyfe, trans. (Cambridge. MS.,1932), 85.

"' C. Gulick, trans., 555.

7 Ibid., 555.
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et vehor in caelis et in ipsis ambulo terris. (32.1—3)

I was the cuckolder of a king, but followed wooden limbs.
[ am a Cilician mountain, but a mountain in name only.

[ ride in the heavens and walk on the earth itself.

Here the ambiguity turns on the fact that, depending on whether it is used as a
common or proper noun, the riddle’s solution “zaurus”, may refer to several different
things—the riddle even tells us that, in some instances, the answer fulfils the clues
“nomine solo” (32.2), (“in name only”). The mythological bull transformed into a
constellation and the ordinary farmyard animal are both faurus—which solves the
clue: “vehor in caelis et in ipsis ambulo terris” (32.3) (“I ride in the heavens and
walk on the earth itself”). Here, as one of Symphosius’ riddle subjects says in
another connection, the different entities are “nomine iung[untur] uno” (82.1)
(“joined by one name™). The word faurus refers to no less than four entities: a
generic bull, the mythological bull that coupled with Pasiphae, a constellation, and a
mountain range. In the “clues”, Symphosius stresses the aspect unique to a
particular one of each of the four entities. This makes the riddle as elaborate,
complex, and deceptive as possible. For example, “[m]oechus eram regis, sed lignea
membra sequebar” (32.1) (1 was the cuckolder of a king but followed wooden
limbs™) is only true of the bull which coupled with Pasiphae when she hid inside
Daedalus’ wooden simulacrum. Only the Taurus Mountains are Cilician mountains
(32.2). Finally, alone of the four, the constellation taurus resides in the sky. There
is nothing to unify these disparate elements except that they share the word “taurus™.
There is an additional confusion that the mythological Taurus, Pasiphae’s bull, later
became the constellation and that, like the mythological creature, the male animal
“taurus”, might also claim “ambulo terris™ (32.3) (“I walk on the earth™) at one stage
in his story. In these latter instances, the clear distinction between the multiple
referents is blurred, placing even greater semantic stress on the single signifier

taurus.
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There is an interesting comparison to be made here with a later “bull” riddle,
Riddle 12, of the Exeter Book.” In Riddle 1 2, as with Taurus, the clues are multiple;
they refer to the animal and also to the different products made from the animal, for
instance, to wine skins (Il. 5—6) and skin rugs (11.7—9). But unlike Taurus, these
clues refer to things with different names. Taurus depends on the idea that a single
sign can refer to a mélange of seemingly incompatible elements, Riddle 12 depends

22 e

on the idea that a mélange of seemingly incompatible signs (“wine-skin”, “‘skin-
rug”, “beef”) can refer to a single element, namely the bull. Regarding all the parts
and the products made from the animal as identical, Riddle 12 is solved, not by the
word as sign, but by the word as signifier of the physical matter which makes up the

animal.”

The contrast between Taurus and Riddle 12 serves to demonstrate
Symphosius’ delight in abstraction. Taurus works entirely in the realm of language,
while Riddle 12 is grounded in an intimate and visceral interest in the physical world
and in the specific processes involved in making things. When Symphosius
composes a riddle about what one might think was a similarly concrete topic, such
as Vinum in Acetum Conversum, Symphosius does not engage with the activities and
accoutrements of vinegar production but develops a riddle around the various tenses
of the verb “to be”. Even riddles which take their subject from processed foodstuffs,
such as Beta and Perna initially describe themselves using abstract language clues:
the former begins “[t]ota vocor Graece, sed non sum tota Latine™ (42.1) (“[w]hole I
am called in Greece, but I am not whole in Latin”), the latter begins “[n]obile duco
genus magni de gente Catonis™ (85.1) (I come from a noble lineage, from the gens

of Cato”).

73 The collection of riddles in the Exeter Book is directly descended from Symphosius’® Aenigmata
and includes translations of some of his riddles.

™ While most riddlers are relatively consistent in their riddling techniques, it is typical of Symphosius
to employ as many, in as much variety, as possible. Symphosius uses a simpler version of Riddle 12
of the Exeter Book in Testudo, in which the living tortoise and the lyre made from it after death are
regarded as identical, and in Flagellumm where the whip asserts “[d]e pecudis dorso pecudes ego
terreo cunctas™ (66.1) (“I, who come from the animal’s back. terrify all animals™).
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Symphosius’ fascination with the word expresses itself in a relatively simple
series of puns on “faurus”. Yet even here Symphosius plays with the relationship
between the mythological Taurus both before and after his metamorphosis into a
constellation. However, a more complex example of Symphosius’ investigation of
the matrix between words and names on the one hand, and aetiological myths and
ontology on the other, is foregrounded in Murra. This riddle operates around two
puns. The first is on “murra”. This is the name both of a mythological woman and
of the tree and sap into which, according to myth, she is metamorphosed. A second
pun on the word /acrima, the word for both a “tear” and for “sap”, is intertwined
with the first; the latter derived metaphorically from the former. Thus the woman
and the tree are designated by the same word, “murra”, while Myrrha’s tears and the
sap of the myrrh tree are designated by the same word “lacrima™. By opening the
riddle “De lacrimis et pro lacrimis mea coepit origo™ (48.1) (“My birth began from
tears and for tears™), Symphosius plays on both puns; he puns on puns. The origin
of myrrh, the precious ointment, is from the /acrimae, the resin of the myrrh tree.
However, its origin is also in the tears (lacrimae) wept by Myrrha when she was
transformed into the myrrh tree. The play is repeated in the second line in which the
riddle subject claims: “ex oculis fluxi, sed nunc ex arbore nascor” (48.2) (“I have
flowed from eyes, but now I spring from a tree.””) Here tears (lacrimae) flow from

the eyes of Myrrha and resin (lacrimae) flows from the myrrh tree.

The riddle, Murra, is dynamic. In the first two lines our understanding of the
words, read sometimes with one meaning and then another, are kept in tension.
Literally, the pun acts to produce two separate meanings. However, mythologically
speaking, there is only one: Myrrha and her tears, and the myrrh tree and myrrh resin
are all Myrrha. Yet, no sooner do we resolve the problem by recognizing them as
being identical, than Symphosius forces us to separate them again. The final line of
the riddle distinguishes the two entities and, by giving each a half line, divides them
formally as well: “laetus honor frondis, tristis sed imago doloris’ (48.3) (“The happy
glory of green boughs, but the sad image of sorrow”). Here Symphosius resolves the

entities into a polarity marked by the oppositional qualities of joy and sorrow. Each
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