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IN PRAISE OF ASTRIPR OLAFSDOTTIR
By JUDITH JESCH

I Establishing a text

F THE saga accounts of Magnus inn godi’s return from Russia to

claim the throne of Norway, only Heimskringla mentions the part
played by his stepmother Astridr. This account (Hkr., III 4-6) is based on
three drottkveett stanzas attributed to the poet Sigvatr, which are also
preserved only in manuscripts of Heimskringla (Skjd., A 1248, B1231-
32).! As none of the manuscripts provides an entirely satisfactory text of
these stanzas, it is necessary to attempt a reconstruction. Bjarni
Adalbjarnarson’s version in Hkr., III 5-6 may serve as the basis for
discussion:

1. Hrein getum hdla launa
hnossfjold lofi ossu
Oleifs deetr, es atti
jofurr sighvatastr digri.
Pings beid herr 4 Hongrum
hundmargr Svia grundar
austr, es Astrior lysti
Oleifs sonar molum.

We will repay well with our praise Olafr’s daughter, wife of the stout and most
victorious warrior, for her many bright presents. A substantial army of Swedes
assembled east at Hangrar when Astridr announced the cause of the son of
Olafr.

! When referring to the manuscripts containing these verses, I use the sigla listed
in Hkr., 111 2 rather than those of Skjd. It should be noted that Skjd. does not give
variants from Jon Eggertsson’s copy of Kringla, Stockh. Papp. 18 fol. (see Louis-
Jensen 1977, 16-37, for the fullest discussion to date of the relationships of the Hkr.
mss). Until there is a new critical edition of Heimskringla, it is thus necessary to
check the Skjd. A-texts against the manuscript texts (which I was able to do at Det
arnamagnazanske Institut, Copenhagen, in the autumn of 1993). I cite variants
(especially those common to more than one ms) in normalised form, except where
the orthography is significant. For skaldic stanzas that I discuss in detail, I give page
references to both Skjd. and Hkr.; for those requiring briefer reference I give the
skald’s name in abbreviated form followed by the number of the poem and the
number(s) of the stanza(s) as for instance in Fidjestgl 1982. Thus these stanzas of
Sigvatr’s are Sigv. IX 1-3.
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2. Mattit hon vid hettna,
heilr¢d, Svia deila
meir, pott Magnus veri
margnennin sonr hennar.
Olli hén bvi, at allri
attleifd Haralds knatti,
mest med® mottkum Kristi,
Magnus konungr fagna.

Good advice-giver, she could hardly have dealt better with the daring Swedes
had bold Magnus been her own son. She, with the mighty Christ, was the main
reason that King Magnts could take up all the inheritance of Haraldr.

3. Mildr & mennsku at gjalda

Magnis, en pvi fognum,

pat gerdi vin virda

vidlendan, Astridi.

Hon hefr sva komit sinum,

sonn, at fo mun onnur,

ord gerik dros til dyrdar,

djuprdd kona, stjupi.
Generous Magnus owes Astridr a reward for her bold deed, we’re glad for it,
it gave a great realm to the friend of men. Woman of wise advice has helped
her stepson as few others would, true words I make to honour the lady.

Although these stanzas present no very serious problems compared with
some skaldic verse, there are points that need discussion. The principles for
editing the Viking Age verse preserved in Old Icelandic prose texts of the
thirteenth century or later have never been fully set out and the practice of
editors has often been eclectic. This eclectic approach has never been
explicitly justified, but it appears to be based on the assumption (cf. Bjarni
Adalbjarnarson in Hkr., Il xcv) that scribes were more likely to intervene
in the verse passages of the text they were copying than in the prose, so that
the manuscript stemma of the work as a whole cannot be used automati-
cally to reconstruct the verses contained within it. Without the support of
the prose stemma, editors turn to metrical, grammatical, lexical, stylistic or
other criteria to reconstruct the verse texts. This practice implicitly
acknowledges that skaldic stanzas operate at a different textual level from
that of their prose surroundings, and suggests that medieval scribes felt free
to add, rearrange or delete them, to ‘correct’ them from alternative versions
available to them in either oral or written form, or to reinterpret them to
their own satisfaction. Thus, in their approach to skaldic verse, medieval
scribes often anticipated the efforts of modern editors and we must take
their procedures into account when attempting to understand the poems
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ourselves.? Medieval authors and scribes valued skaldic verse as evidence
for the Viking Age, and so still do many modern scholars. The currently
fashionable reaction against the earlier privileging of the ‘original’ text
now encourages us to recognise the value of each stage in the development
of a text as a record of its own time (Haugen 1990, 136, 180). While this
is a welcome reminder that we have to work with the knowable, material
texts that survive rather than their hypothetical archetypes, for students of
the Viking Age (if not for critics of Icelandic literature) it is still more
important to reconstruct than it is to deconstruct the verbal artefacts of that
period. By reason of its restrictive metre and diction, skaldic verse is better
suited to this project than, for instance, Eddic verse, of which it is more
easily argued that the preserved texts are simply thirteenth-century mani-
festations of a ‘bagvedliggende betydningsunivers’ (Meulengracht Sgrensen
1991, 224). The following comments on the interpretations of both
medieval and modern editors of the three stanzas in praise of Astridr are
thus intended as an approach to the poem that Sigvatr actually composed
and the circumstances in which it was performed.

Most of the problems of reconstructing this poem occur in the first
quatrain:

A) Hrein getum hgla launa | hnossfjold lofi ossu. It would appear that we
should take ossu as neut. dat. sg. agreeing with lofi, and hrein as neut. acc.
pl. agreeing with hnossfjolo. However, the simplex fjol0 is normally fem.
sg. A simple way of dealing with this problem is, with Finnur Jonsson, to
extrapolate a unique instance of a neut. pl. form in this compound (LP s. v.
fjolo and hnossfjold).? The scribes of J and E (or of their archetype), on the
other hand, preferred to make the line grammatically ‘correct’ with two
minor emendations: Hveim [<Hrein] getum hgla launa hnossfjold lofi ossa
[<ossu]. As launa takes the dative of the person being paid and the
accusative of that which is being paid for, we can construe ossa with
hnossfjolo (both fem. acc. sg.) and take the whole couplet as a question
which is answered in the next couplet: “Whom do we fully repay for our
many treasures with praise? Olafr’s daughter . . .> However, all modern
editors choose the K/39/F version (as in the text above) over the J/E

21 owe this point (and the inspiration for the first section of this article) to David
Parsons. The whole question of the editing of skaldic verse certainly needs much
more extensive discussion.

3 Tt should be noted that, according to Kuhn (1937, 56), the simplex fjold does
not appear in Old Norse poetry before the thirteenth century, but this involves him
in explaining away a number of apparently earlier examples as later replacements
for an original fipl (neut.).
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version. We can only guess at their reasons, which could be that they prefer
to follow the main manuscript (K) unless there is good reason not to, or that
it seems most natural for the possessive ossu to refer back to the immedi-
ately preceding noun, or that, although Sigvatr regularly uses rhetorical
questions beginning with an interrogative pronoun in his verse (Sigv. XI
10, 11; XII 17; the first two of these begin a stanza), he is never so unsubtle
as to answer them. We would probably agree that all these reasons together
outweigh any objection to the otherwise unrecorded neut. pl. -fjold,
especially since the alternation between fem. sg. and neut. pl. in a col-
lective noun is common (Beito 1954, 95, 180; Janzén 1965, 359).

B) deetr, es dtti. Kock (NN §2775) suggested replacing deetr, sui es (K/39/
F; in Skjd., B1231 deetr, sus) with ‘det korrekta’ deetr es, as found in J and
E. Bjarni Adalbjarnarson followed Kock rather than Finnur Jonsson,
giving an example of how the reading of the main manuscript (both copies
of K, supported by other mss in this class) can be rejected when grammati-
cal criteria favour a variant reading.

C) sighvatastr. K/J/E all have sigrhvatastr while 39 and F have sig-
hvatastr. Although LP lists compounds in both sig- neut., ‘battle’, and
sigr- masc., ‘victory’, it is not clear that there was a real distinction
between these two elements, especially in a compound (characteristically,
Finnur Jonsson translates sigrgjarn as ‘kamp-begaerlig’ in LP and
‘sejrbegaerlig’ in Skjd., B 1 533). Yet both Finnur Jonsson and Bjarni
Adalbjarnarson reject the form sigrhvatastr that is suggested by the
stemma, as it is found not only in both copies of K (63 and 18) but also in
both the manuscripts of the y-class (J and E). One can only presume that
they wished to improve the pun on the poet’s name (beloved of many
scholars, see Paasche 1917, 80 and Fidjestpl 1982, 160). But Sigvatr made
use of the rhyme between the simplex sigrand his favourite epithet for the
king, digri, on a number of occasions (e. g. Sigv. XII 6, 8; XIII 15),* and
in this context it seems preferable to keep K’s reading of sigrhivatastr.
Sigrhvatastr also makes for a better rhyme.

These three examples demonstrate that it is not possible to follow any
one manuscript in reconstructing the first quatrain of Sigvatr’s first stanza

4The collocation was used by other poets, too, when referring to Olafr in his own
right or as the father of Magnus, e. g. Jok. 1, Arn. II 13 and Pjo0A. 1 15. It may have
been this common collocation that influenced the scribes of J and E (or more likely
their archetype) to write this adjective as two words, sigr hvatastr.

5 According to Kuhn (1983, 77), when r followed another consonant (especially
b, dor g), both consonants participated in the internal rhyme. Thus, digri would
presuppose a thyme in sigr-.
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in praise of Astridr. Finnur Jonsson chose the readings of K in A and B,
Bjarni Adalbjarnarson only in A, and I would follow it in A and C. It could
of course be argued that the text of J and E gives a complete version that
has meaning, without the need for any eclectic adoption of variants, but
reasons have been given above to suggest that although this version may
have had meaning for the scribes of J and E (or their archetype), it is
unlikely to represent Sigvatr’s composition. Even if we were not necessar-
ily interested in Sigvatr’s text, but only in a text that makes sense, both J
and E still turn out to be unsatisfactory witnesses as we move further into
the poem. Thus, while the other manuscripts reproduce three stanzas, J has
only one, which is a conglomeration of the first quatrains of stanzas 1 and
2 of the complete text. Whatever the reason for this peculiarity of J, it
provides a less satisfactory text than the full three stanzas. E can only
remain as a possible sole text for the poem if we are willing to accept its
witness to the first word of 1/5 as ping rather than pings. Bida + acc. is a
possible construction, and although the meaning seems less appropriate, it
can be made to make sense (the Swedish army ‘suffered an assembly at
Hangrar’).® But when we consider two closely-related stanzas by Sigvatr
(see III below), it will be seen that E is not a satisfactory sole witness there
either.

It is unlikely that we will ever be able to reconstruct the text of these
stanzas exactly as they were composed by Sigvatr, although we can be
reasonably sure of the text known to Snorri which he incorporated into
Heimskringla. Nevertheless, it has been possible to construct a ‘working
text’ which fits in well with what we know of Sigvatr’s other work. In the
attempt at some kind of reconstruction, all the variant readings have to be
considered, and evaluated against a number of criteria, of which the
manuscript stemma of the prose texts is not always the most helpful.” In
other words, the eclectic approach seems unavoidable.’

6 E also has an unsatisfactory form of the place-name in stanza 2: haumgrom.

71 have not felt it necessary to discuss in detail the following variants (not
including mere spelling variants) which are confined to one or two mss, and which
do not appear to have any authority: in stanza 1, F /idi (for lofi), 18 baud (for beid),
39 + F hvngrom (for Hongrum); in stanza 2, ] margrnenninn.

81t should be noted that the copies of Kringla do generally have the best text, and
that there are many instances where Bjarni Adalbjarnarson keeps the Kringla text
in his edition, but Finnur Jonsson was willing to admit variants from other branches
of the tradition (both in Skjd. B and in his edition of Heimskringla).
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II Let us now praise famous (wo)men

Sigvatr’s three stanzas in praise of Astridr have received surprisingly little
attention. Admittedly, Paasche (1917, 80) notes ‘det paafaldende og
sjeldne i, at Sigvat digter et kvad til @re for en kvinde’ while Petersen
(1946, 150-52) regrets that we have only three stanzas of what must have
been a longer poem and praises it for its ‘Simpelhed i Stilen’. So unusual
was it that other scholars have not known how to deal with it. Hollander
(1940) does not mention the poem at all while Fidjestgl (1982), although
he mentions it in passing, does not include it in his ‘korpus’ of ‘lovkvad om
fyrstar’. He gives no explanation for this omission, but presumably it was
because Astridr was not a “fyrste’, although it certainly is a ‘lovkvad’. In
discussing possible models for Snorri Sturluson’s lost poem on fru Katrin,
Bjarni Einarsson (1969) mentions Ottarr’s lost (if it ever existed)
mansongsdrdpa for Astridr (see IV below), but not Sigvatr’s poem which
has survived.

A poem in praise of a woman is anomalous in a genre of poetry designed
for the praise of warriors and chieftains, and this is the only example [ know
of (leaving aside the love poems which belong to a different genre and
which may well be post-Viking Age). The closest parallels from this period
are in some runic memorials for women which break into a few lines of
fornyroislag within the inscription, the Hassmyra stone in Vistmanland
(Jansson 1964, 69-76) with a full stanza, and the Dynna stone from
Norway (Olsen 1941, 192-202) with only a couplet. And these parallels
are not very close, for the runic inscriptions praise the dead women for
typically female accomplishments: Astridr from Dynna was meer honnurst
in Hadeland, and no better hifrgyia than O8indis will ever run the farm at
Hassmyra. Our Astridr, on the other hand, is praised not for her house-
wifely or craft skills, but for a successful political intervention which puts
her stepson on the Norwegian throne. The type of action being praised is
entirely suitable for skaldic treatment, even if it was unusual for women to
act in this way, and even more unusual for this to be recorded in skaldic
verse. There may of course have been other skaldic poems in praise of
women that have not survived. We know from archaeological evidence
such as the Oseberg burial, and from a number of Danish runic monuments
(without verse) to highborn women that important women could achieve
public commemoration. It is also a well-known pattern in history that
queens could act in areas that were not normally open to other women.
Thus, it is not inconceivable that there were drottkveett praise poems in
honour of other highborn Scandinavian women that have simply not been
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preserved in the selective and biased transmission of skaldic verse in the
Kings’ Sagas. Nevertheless, it is tempting to see Sigvatr as an innovator
here, for two reasons.

Sigvatr showed more interest in women than most court poets, with
females appearing in relatively many of his poems, from his daughter Tofa
to the range of Swedish hags and ladies in the Austrfararvisur. Moreover,
Sigvatr was a poetic innovator in extending the generic range of drottkveett,
as demonstrated by his Bersoglisvisur. These two facets of Sigvatr’s
poetical personality suggest that he may have been the first poet to attempt
a proper panegyric of a woman. The drottkveett genre was well developed
for eulogising the brave in battle and the successful sea-captain, but had no
vocabulary for praising a woman who could be neither of these things.
Sigvatr’s strategy was to extrapolate two aspects of Astridr’s life and
actions for which the genre did have a vocabulary, and concentrate on
those. In particular, the poem explores Astridr’s dynastic role as daughter,
wife and stepmother, and engages in a complex paralleling of her public
persuasion of the Swedes with Sigvatr’s public praise of her for doing this.

While the three extant stanzas may or may not have been part of a longer
poem originally, they form a well-rounded whole as they stand. The poem
is neatly framed by two first-person references by the poet to his poem. He
begins conventionally by stating that he can repay (launa) with his praise
(lofi ossu) the many bright treasures (hrein hnossfjolo) Olafr’s daughter has
given him and ends with a reference to the ‘true words’ he has made to the
glory of the lady (spnn oro gerik drés til dyroar). That this is not just a
matter of cosy reciprocity between skald and patron is indicated in the third
stanza, where the theme is extended to apply to Magnus, the beneficiary of
the queen’s actions. He ought to repay (gjalda) her for her mennska, and
the hint is underlined by the use of the adjective mildr ‘generous’. Thus,
both Sigvatr and Magnts owe Astridr a debt.

Within this frame of praise and repayment, Sigvatr emphasises Astrior’s
actions at the assembly, at which she proclaimed Magnus’s case (lysti
mglum). This last phrase uses the legal language appropriate to speeches
at the assembly, but in this context it has further resonances, for in skaldic
verse, both lysa and especially mgl commonly have a metatextual refer-
ence to the poetry itself, as is easily demonstrated by the examples listed
inthe entries for these two words in LP (for mglsee also Kreutzer 1977, 86).
Thus the reciprocity between skald and queen is not only in his composi-
tion of a poem repaying her for gifts given earlier, but in the parallel
between their public speech acts on behalf of the Norwegian royal dynasty,
Sigvatr’s being his poetry, and Astridr’s her speech at the assembly.
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In the second stanza, Astridr’s speech is translated into action, with verbs
like deila and valda indicating how active her persuasion of the ‘bold’
Swedes was. Then comes the unexpected statement that in this Astridr
acted med mgttkum Kristi. I cannot see that there is any way of reading this
other than as suggesting a parity in the influence of queen and Christ. Thus,
Astridr’s power is, if not exactly equal to, then certainly complementary to
that of Christ. The second and third stanzas also contain two adjectives in
-rdor applied to the queen (heilrgd and djupréd). The giving of advice
(both good and bad) is a proper female activity in Old Norse literature,
and we may wish to translate these as praising her for her advice (as I have
done above). Yet it is not clear whom Astridr is advising (her persuasion of
the Swedes is more forceful than mere advice), and the root -rdd- can have
amore active connotation. In LP Finnur Jonsson gives two translations for
heilrdor, ‘1) som giver oprigtige, gode, rdd’ and ‘2) som tager gode, hele,
fuldstendige, rad, bestemmelser, som tenker og handler derefter fuldtud’.
He assigns this passage to the first of these interpretations, but there is no
reason other than his (and our?) expectations of female behaviour why his
second translation should not be equally appropriate. Certainly there is
plenty of evidence that Sigvatr used the verb rdda in a highly active sense
(Sigv. X112, XII 20, XIII 3, 6). This active sense would also accord better
with the fact that Astridr is praised for her mennska, a word that I would
argue has a connotation of ‘manly behaviour’ in this context.” The queen

% Bjarni Adalbjarnarson (Hkr., 111 6n.) also translates mennsku as mannddém
(dugnad) rather than using the modern Icelandic mennska which has the implica-
tion of ‘humanity’. Although the Christian context of Sigvatr’s stanza may suggest
that this meaning is also appropriate here, there is simply not enough contemporary
evidence to establish the full semantic range of mennska at this early date.
However, there is auseful parallel involving the adjective mennskrin Hervararkvioa
19-20 (Heusler and Ranisch 1903, 18) which plays on both the possible contrasts
of human/not human and male/female. According to her father, Hervor is not
monnum lik both because she is wandering around burial mounds at night and
because she is kitted out in war gear. He repeatedly calls her mer ung, in contrast
to the adult male status implied by her armour. Her reply is Madr pottumk ek /
menzkr til pessa, | dor ek sali yora | scekia rédak, and she goes on to repeat her
request for the sword Tyrfingr. In this context, menzkr madr must refer to Hervor’s
male garb (note that the herdsman at the beginning of the poem assumes she is
male) as well as to her crossing of the boundary between human and non-human.
Both Hervor and Astridr are judged by a standard in which humanity and maleness
intersect. It is Hervor’s aspiration to be like a man that enables her to take on the
supernatural (i. e. non-human) threat of the accursed sword. Similarly, Astrior’s
praiseworthy ‘humanity’ arises from her speaking out like a man.
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qualifies for praise because she has acted like a man, in speaking success-
fully at a public assembly and thereby being primarily responsible (along
with Christ) for putting Magnis on the throne of Norway.

Thus poet and queen act together in the service of Magnis, who
represents the continuity of the Norwegian dynasty. This is of course
women’s traditional role in an hereditary monarchy. In the first stanza,
Sigvatr emphasises Astridr’s central position in the dynastic web: Astridr
is a person in her own right (she is named), but she is also the daughter of
the Swedish king Olafr and the wife of the jofurr sigrhvatastr digri (i. e.
St Olafr), while acting for the son of the latter. The second stanza elabo-
rates these relationships. She could not have done more for Magnus were
he her son (thus emphasising that he is not). His name appears twice in this
stanza, culminating in his becoming Magniis konungr as a result of her
considerable efforts. And his prize is dttleifd Haralds. Despite the unani-
mous agreement of editors and translators that this refers to Haraldr
harfagri, I would like to suggest the possibility that it actually refers to
Haraldr grenski, Magnus’s paternal grandfather. Sigvatr’s poem deals not
in the longer reaches of Norwegian history, but in a narrower dynastic
perspective: the immediate problem of restoring the son of Olafr to his
father’s throne. Sigvatr regularly referred to Olafr as the ‘heir of Haraldr’,
meaning the father rather than the remote ancestor; the concept of Norway
as the inheritance of Haraldr harfagri was only just emerging at this time,
and was not fully established until the time of Haraldr haroradi (Krag
1989). The dynastic relationships result, in the third stanza, in a personal
relationship between the two main participants, Magnus and Astridr.
Sigvatr explains to Magnts how he, the stepson, is to be grateful to Astridr,
whose actions made him vidlendr. The very last word (stjuipi) puts Magnus
in his proper place, at least in the context of this poem which stresses his
stepmother’s role in making it all possible. But even when praising the
dowager, Sigvatr cannot desist from his role of advising the king.

IIT The contexts of the poem

Sigvatr’s fatherly tone may be explained by the fact that Magnis was only
ten years old at this time (see Arn. III 1) and that Sigvatr had known him
since birth and was his godfather. The Bersoglisvisur show that the poet
always felt able to address Magnus in an older-and-wiser tone that was not
entirely consonant with the respect due to crowned kings. Sigvatr’s advice
to the young king in the Astridr stanzas suggests a link with two stanzas
that also are preserved only in Hkr. (Il 18-19; see also Skjd., A 1 274,
B I 253-54). The working text is once again supplied by Bjarni
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Adalbjarnarson (but I give the two stanzas their lausavisanumbering from
Skjd.):

30. Heim sottir pu haettinn
hond, en vel matt lopndum,
pinn stodak mgtt, sem monnum,
Magnus konungr, fagna.
Feerak vist, pvit vérum
vardr at pér, { Garda,
skrifnask skirinafna
skript, pjodkonungr, niptar.

You boldly made your way home, King Magnus, and you’ll be glad of both
lands and men; I support your rule. I would certainly have gone to Russia, since
I'was responsible for you, king of the nation; (his) kinswoman’s document was
written for (my) godson.!”

31. Minn hug segik monnum,
Magnus, at ek fagna,
guds lan es pat, pinu
pingdrifu vel lifi.

Atti drengja dréttinn
dyrdar son, ef yroi,

pjod metti fo foedask,
fedr glikr, konung slikan.

Itell people what I think, Magnus, that I am glad of your royal performance [lit.
‘your life attending assemblies’], that is a gift of God. The lord of men!! [Ol4f1]
would have a splendid son if he turned out like (his) father; few nations could
rear such a king.

Again, the text has to be reconstructed using the eclectic procedures
outlined above, and no one manuscript has an entirely satisfactory text,
with minor errors scattered across all the manuscripts. In these stanzas the
errors suggest scribal inattention and minor misunderstandings rather than
any major editorial activity. Thus, K is unsatisfactory because it has vardat
instead of vardr at in 30/6, the meaningless sdninstead of ldnin 31/3,'2 dtti

10 In the most recent edition of Heimskringla (Bergljot S. Kristjansdottir et al.
1991, 567) there is a suggestion, though it can be no more, that this was a written
confirmation by Astridr that her stepson was legally entitled to inherit the kingdom.
Kock’s interpretation of these lines (NN §1879) makes no sense in the context of
the stanza.

1 For Sigvatr’s special use of the term drengrin his relationship with King Olafr,
see Jesch 1993, 166.

12 This particular error should be ascribed to Asgeir Jonsson’s copying rather
than to K, since 18 has the reading ldn.
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instead of eettiin 31/5 and ferdinstead of fedrin 31/8. E, on the other hand,
has voror at in 30/6, dyrdan instead of dyrdar and er instead of ef in 31/
6, and md til instead of meetti in 31/7 (with J sharing the first and last of
these). 39 and F are more consistent, but even they have at least one minor
error each which would disqualify them as sole witnesses to the text.

If establishing a text causes no particular problems, understanding that
text is not so simple: Finnur Jonsson was unable to translate the last two
lines of 30. Since then, some progress has been made, and Bjarni
Adalbjarnarson’s suggested interpretation (see the notes to Hkr., 111 18—
19) at least accounts for everything in the two stanzas. I am unable to add
to this interpretation and move on to considering the status of these two
stanzas in their prose context. They are both presented as lausavisur in
Hkr., introduced with Pd kvad Sigvatr and Sigvatr kvad. Although the
context is Magnus’s return to Norway, these stanzas are separated from the
earlier account of Astridr’s intervention.

The saga of Magnus inn gédi (Hkr., 111 3—67) begins with his journey
from Russia to Sweden, supported by a couple of Arnorr’s verses. In
Sweden, Astridr was waiting for him, and Snorri describes her generous
welcome and her immediate calling of an assembly. In a long speech at that
assembly she tries to persuade the Swedes to help Magnts by emphasising
her own support for him, which includes both men and money. Her
clinching argument is that those who were wounded or lost relatives
fighting for St Olafr should travel to Norway to seek revenge. She
persuades a large troop to accompany Magnus to Norway. At this point,
Sigvatr’s three stanzas for Astridr are adduced as evidence for this. The first
chapter ends with a stanza by Pjodolfr describing Magnis’s sea journey.
The second chapter continues the description of his journey, supported by
two of Arndrr’s verses. Chapters 3—6 describe Magnus’s successful bid to
become sole king of Norway, having seen off Sveinn Alfifuson and come
to an agreement with Horda-Knutr of Denmark. Chapter 7 returns to
Astridr and describes her strained relationship with Magnis’s mother
Alfhildr; Magnus welcomes Alfhildr to the court and she wants to be
properly honoured there. This ought to be the cue for Sigvatr’s half-stanza
(XII 32, see below) in which he favours Astridr over Alfhildr, but in fact
that does not come until later, at the end of chapter 9. First Snorri has to
introduce Sigvatr as a character rather than just as the author of poems
cited as evidence. This leads to quite a lengthy digression explaining how
Sigvatr was in Rome at the time of Stiklarstadir, and about his return to
Norway, interspersed with some of his best-known poetry about the death
of Olafr. At the end of chapter 8, Sigvatr, who is unhappy in Norway, goes
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to Sweden to be with Astridr (‘for a long time”), waiting for news of
Magnts. Chapter 9 then returns to Magnus’s arrival in Sweden and the joy
of poet, queen and prince at being together. In this chapter, Sigvatr speaks
the two lausavisur30 and 31, and joins Astridr in accompanying Magns
to Norway. In Norway, Sigvatr recites the lausavisa in which he tells
Alfhildrto give precedence to Astrior (Hkr.,11120; Skjd., A1275,B1254):

32, Astridi lattu oedri,
Alfhildr, an pik sjalfa,
pér pott pinn hagr stérum,
pat vildi gud, batni.
Alfhildr, let Astridr take precedence over yourself, even though your status has
greatly improved; God willed that.

Snorriis clearly combining two narratives here, in such a way that we can
detect the two strands. One strand concerns Magnus’s return from Russia
via Sweden, roughly as described in other Kings’ Sagas (with some of the
same supporting verses).'> Snorri combined this with a narrative which is
not recorded in any other Kings’ Saga and which concentrates on events
in Sweden, particularly Astridr’s role in assisting Magniis’s return. Her
actions in Sweden, and the supporting verses, are brought forward into the
main thread of the narrative (chapter 1), but in fact they belong to a
narrative centred on Sigvatr and his poetry which is picked up again in
chapter 7. Even here, Snorri seems to have tampered with the narrative
logic, for the account of the enmity between Astridr and Alfhildr should
have come towards the end of this section, when everyone is safely in
Norway, just as indeed the verse supporting this anecdote comes at the end
of chapter 9. The logic of the story that Snorri has dismembered is as
follows (with chapter numbers of Magniiss saga in Hkr. in brackets):

A) Sigvatrin Rome at the time of Olafr’s death, and his poetic reactions
to that death (7)

B) his return to Norway and restlessness there (8)

C) his journey to Sweden to join Astridr in awaiting Magnus (8)

D) Astridr’s persuasion of the Swedes to back Magnus’s attempt on the
throne of Norway and Sigvatr’s poem in praise of her (1)

E) Magnus’s eventual arrival in Sweden and Sigvatr’s two stanzas
addressing him (9)

F) thereunionin Norway with Alfhildr and Sigvatr’s poem supporting
Astridr against her (7, 9)

13 This strand begins at the end of Oldfs saga helga (Hkr. 11, 414-15), with the
journey of Einarr pambarskelfir and Kalfr Arnason to Russia to fetch Magnus.
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This narrative structure can easily be reconstructed from the somewhat
clumsy way in which Snorri has incorporated these events into his basic
account which is otherwise roughly the same as in other Kings’ Sagas. All
the events described by Snorri that are not found in other Kings’ Sagas
seem to depend on skaldic stanzas by Sigvatr. It is noteworthy that not one
of the poems associated with these episodes is preserved outside Snorri’s
own writings. The two stanzas addressed to Magnis, the three in praise of
Astridr and the half stanza addressed to Alfhildr are preserved only in
manuscripts of Hkr. The lausavisur of chapters 7 and 8 (Sigv. XIII1 21-27)
are preserved in Hkr. and in part in OSH. The rather clumsy way in which
Snorri integrated the events based on these stanzas into his account might
suggest that he was following a prose source which had already linked
these stanzas to one another. However, there is evidence that at least some
of these stanzas belonged together from the beginning. In fact, I would like
to suggest that Sigvatr composed the poem in praise of Astridr and the two
stanzas addressing Magnus at the same time, for the same occasion, and
with deliberate verbal echoes between them indicating the link.

A list of the verbal echoes between the two sets of stanzas demonstrates
this link:

30/1: heettinn, applied to Magnts, recalls the hettna Svia of 2/1-2.

30/4: the line Magniis konungr fagna exactly repeats 2/8, and the echo is
strengthened by the presence of the syllable mgtt(-) in the previous line (and
alliterating with Magnuis) in both cases.

31/2: the thyme of Magniis . . . fagna is again repeated, and recalls the rhyme
of adifferent form of the same verb with Magniisin 3/2,i. . in the same position
(second line) of the stanza. Again the effect is strengthened by the alliterating
use of the same root (menn-/monn-) in the previous line. (And the same is true
of 30/4.)

31/4-8: ping-, dyroar, son, f¢ and konung repeat words that have appeared in
1/5,3/7,1/8 +2/4,3/6,and 2/8 respectively. Although not significant individually,
the cumulative effect of these is to echo the stanzas in praise of Astridr.

I'would argue that it is the two stanzas about Magnus that deliberately echo
the three about Astridr rather than the other way round. There are indica-
tions of progression between the two sets of stanzas. Thus, the poet’s
indirect address to Magnus in 3/1-2 anticipates his more direct address in
30 and 31.' Three of the four couplets in 30 (lines 3—8) have the same
alliterating sounds, in the same order, as the first three couplets of 3 (i. e.
m/Vv/s), giving an auditory link between the end of the first poem (for

141n 3/1, the scribe of F in fact uses a second- (rather than third-) person form
of the verb drt. This may suggest that he was influenced by the verses addressing
Magnus.
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Astridr) and the beginning of the second (to Magnus). There are also
echoes within the two stanzas about Magnus (monnum, Magnus . . . fagna,
pjodkonungr) which contribute to the build-up to Sigvatr’s climax in 31:
his pronouncement that Magnuis will be a good king if he is like his father.
These links do not necessarily mean that these five stanzas were part of
one poem. The internal evidence shows that 1-3 are in praise of Astridr,
without direct address. On the other hand, 30-31 show Sigvatr in god-
fatherly mood, advising the young king (with probably a reference to
Astridr in niptar), welcoming him home, promising to support him (pinn
stodak mgtf) and telling him how to be a good king by imitating his father.
The repetition of the forms of the verb fagna are the clue to the relationship
between these verses. Although they are not all one poem, the stanzas were
probably composed for one occasion, a ceremonial one in Norway to
welcome Magnus and celebrate his accession to the throne. At this
ceremonial occasion, one might speculate, the court poet declaimed a
panegyric on the dowager queen, gave a wise old man’s welcome to the
young king, and possibly even put the concubine Alfhildr in her place. This
half-stanza is too short to establish any verbal links with the other five
stanzas, but Sigvatr does refer to God’s will in it, echoing the emphasis he
put on divine intervention in 2/7 and 31/3. The whole occasion no doubt
reflected the new ideology of the Christian, divinely-appointed king.

IV Remembering Astrior

Although Sigvatr’s poems on the return of Magniis to Norway are not
recorded in any texts other than Hkr., they appear to have been known to
later poets. A half stanza attributed to Kali Sebjarnarson (Skjd., A 1434,
B 1 404) echoes the first stanza of the Astridr poem (with the verbal
parallels italicised): !

Hvé launa pér pinir

pingrikir hofdingjar;
vestr bifask rong 1 rostum
(reyn oss jofurr) hnossir?

15 The text in Skjd. B quoted here is a good example of the eclectic reconstruction
of a skaldic stanza from a number of not entirely satisfactory manuscripts.
However, I have decided to keep the B-text here, as all the words significant to a
comparison with Sigvatr’s stanza appear in all manuscripts, with the exception of
Jofurr, which is replaced by konungrboth in the Orkneyinga saga tradition and in
Bergsbok. In the latter, the half-stanza appears in the lower margin of fol. 195v, and
is attributed to Pormédr kolbranarskald (OSH, 1014-15).
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Einarr Skulason specifically refers to his predecessor Sigvatrin st. 12 of his
poem on St Olafr, Geisli (Skjd., A1459-73, B1427-45), and he has many
faint echoes of the older poet’s work that are not worth detailing. But two
stanzas of Geisli are more closely modelled on Sigvatr’s work.!® The first
stanza of the Astridr poem is echoed in:

69. Olifs hofum jofra
orBhags kyni sagdar
(fylgoi hugr) ens helga
happsdadir (pvi radi);
laun fom holl, ef hreinum
hraesiks primu likar,
gofugs o00ar 1étt, goedi,
go0s blessun, lof, pessa.

In the stanza just before the reference to Sigvatr, Einarr comes close to
plagiarising the last couplet of the second of the Magnus stanzas, with the
parallel words in the same positions as in Sigvatr’s stanza:

11. Preklynds skulu Proendir
pegnprydis brag hlyda
(KTrists lifir hann i hastri
holl) ok Nordmenn allir;
dyrd es agat ordin
eljunhress (i pessu)
pjoo- (né pengill foedisk
pvilikr) -konungs riki.

It may be too speculative to see Sigvatr’s continuing influence in the mid-
twelfth century in an echo of the third stanza of his Astridr poem in Ivarr
Ingimundarson’s Sigurdarbolkr (Skjd., A 1495-502, B 1 467-75):

14. Risu vi0 visa
vestan komnum
Proendr ok Mcerir,
beirs prifum nittu;
brugdusk holdar
i huga sinum
mensku mildum
Magnus syni.

16 Again, it should be noted that the parallels depend to some extent on Finnur’s
reconstructed text in Skjd. B, and two of the words which demonstrate the parallel
with Sigvatr appear in only one of the two manuscripts of the poem (both in st. 69:
hrein and lof).
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The name Magnis (here, as in Kali’s verse, referring to Magnus berfeettr)
would naturally attract alliterating words, and it is likely that mennska . . .
mildr was a formula used in a conventional way here, but unconvention-
ally by Sigvatr. Fidjestgl (1982, 160) has also suggested an echo of
sig(r)hvatastr in a stanza by fvarr’s contemporary, Bodvarr balti, but this
quatrain is too short to provide any verbal echoes other than the adjectival
phrase bodvar hvatr applied to the king (Skjd., A 1505, B 1478).

If Sigvatr’s verses were remembered, then the occasion for them must
also have been remembered. The verses celebrate Astridr’s eloquence, and
there are other indications in prose texts that she was remembered for her
thetorical gifts and her powers of persuasion. Thus, a number of the
versions of the saga of St Olafr preserve an account of how Astridr came
to be married to Olafr. Olafr had intended to marry Astridr’s half-sister
Ingigerdr, a legitimate daughter of the Swedish king, but this never came
about and she married the Russian king Jaroslav instead. Both the Legend-
ary saga of St Olafr, on the one hand, and, on the other, a number of texts
ultimately deriving from a lost saga of St Olafr by Styrmir fr6di Karason,
tell roughly the same story (LegS, 102-04; OSH, 769—71): Astrior takes the
initiative and visits the king, ostensibly with messages and gifts to him
from her sister Ingigerdr. Twice, she visits him, makes a little speech, only
to getsilence from him in return. On the third occasion, her speech includes
a proposal of marriage. As she is getting up to go, the king finally agrees
to speak to her and, indeed, to marry her. LegSconcludes with the statement
Gladdezt nu konongrenn oc gicette nu rikis sins. By getting the king to cheer
up and marry her, Astridr uses her persuasiveness to the benefit of the
kingdom of Norway, as in her intervention in favour of Magnus. Even if
the account of Astridr’s proposal is apocryphal, it confirms the message of
Sigvatr’s verses, that here was a woman who was not afraid to speak out
in an unwomanly fashion at significant moments, and suggests that she was
remembered for this.

Snorri did not include this anecdote in his saga of St Olafr, however.
According to Sigurdur Nordal (1914, 65), this was because it was too naive
and improbable a tale for either Snorri or the author of Fagrskinna to
include. However, scholars seem to agree that Snorri knew the anecdote,
but rewrote the account of Olafr’s courtship for his own purposes (e. g.
Bagge 1991, 103). In Snorri’s version of how Olafr got married (Hkr., 11
144-46), Sigvatr acts as intermediary. He is the one who has long
conversations with Astridr, and he reports back to the king on her fridleikr
ok mdlsnilld. But it is the eloquence of the poet, not of the princess, that
persuades the king to marry her.
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Although Sigvatr’s three stanzas are the only ones preserved that
celebrate Astrior Olafsdottir, at least some Icelandic writers believed that
there once had been others. Again, an account deriving from the work of
Styrmir Karason is preserved in LegS (p. 132) and OSH (pp. 688—89, 702—
06), telling how the Icelandic poet and nephew of Sigvatr, Ottarr inn svarti,
displeased King Olafr because he had once composed a mansongsdrdpa
for Astridr while he was at the Swedish court. This poem was apparently
full of improper suggestions and Ottarr had to compose his Hofudlausn to
save his life. Unfortunately, the anecdote does not preserve Ottarr’s
suggestive poem, and we may doubt whether it ever existed. But it is
interesting to note that such an anecdote should attach itself to the one
queen about whom we know that a more proper praise poem was com-
posed. And several of the versions of the anecdote demonstrate the
mlsnilldthat Astrir was famous for. Thus, Olafr gives Ottarr, as areward
for his head-ransom poem, not only his life but a large gold arm-ring. The
queen then takes a small gold ring off her finger to give to the poet, saying
Taktu, skald, gneista pann ok eig. When the king protests at this show of
friendship, she replies Eigi megu pér kunna mik um pat, herra, po ek vilja
launa mitt lof sem pér yovart.

As neither of these anecdotes is supported by any verses about Astridr,
we do not need to make any great claims for their historicity. Probably
Snorri did not believe in them either, though his reference to Astridr’s
frioleikr and mdlsnilld may be based on knowledge of similar traditions.
Snorri was more impressed by Sigvatr’s three stanzas in praise of Queen
Astridr and the two advising King Magnis, and these give us an idea of the
role played by all three of them in putting the Norwegian royal house on
a firm footing. We have Snorri to thank for broadening our understanding
of the possibilities of skaldic panegyric. Not only could it celebrate the
bloody deeds of men in battle, or the salty joys of sailing, but a consummate
poet like Sigvatr could also adapt the genre to acknowledge the political
achievement of a clever and resourceful woman.
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SCANDINAVIAN SACRAL KINGSHIP REVISITED
By RORY McTURK

N A REVIEW article published in 1975-76 (p. 156), I defined sacral
kingship as follows: ‘a sacral king is one who is marked off from his
fellow men by an aura of specialness which may or may not have its origin
in more or less direct associations with the supernatural.” Since this
definition was presented as a general definition of sacral kingship, it should
be emphasised that it arose for the most part out of a discussion of
specifically Scandinavian kingship, ancient and medieval, as indeed did
Strom’s definition of 1967 (p. 55), on which mine was largely based.
While my own definition has in general been kindly received by
subsequent writers on early Scandinavian kingship (cf. Lindow 1988,
273-74; Martin 1990, 378), some of these (notably Mazo 1985, 754;
Steinsland 1991, 312, n.7) have found it too broad to be helpful. Even my
critics, however, seem to acknowledge that the uncertain nature of the
evidence for early Germanic kingship, whether in Scandinavia or else-
where, makes precise definition difficult; one of them, indeed (Steinsland
1991, 312), implies that the definition of sacral kingship will vary accord-
ing to the nature or range of evidence examined. This may be illustrated by
a comparison of two recently published lists of defining characteristics of
sacral kingship, in a Germanic and a Scandinavian context respectively: in
Eve Picard’s book Germanisches Sakralkonigtum? (1991, 33), and in an
encyclopedia article by myself on medieval Scandinavian kingship, pub-
lished in 1993 (p. 353). The two lists were prepared quite independently of
each other; although my article appeared well after Picard’s book, it had
been submitted finally for publication in 1989. Picard (whose own position
on Germanic sacral kingship is highly sceptical, as will emerge below) is
careful to emphasise that writers on sacral kingship seldom define it as
decisively as might appear from her list, and that by no means all writers
on the subject would accept all items on the list as part of their definition.
Picard’s list, which it should be noted covers Germanic kingship in
general, rather than specifically Scandinavian kingship, is as follows: (1)
the king is believed to be of divine descent; (2) an essential element of the
godhead is believed to be vitally present in the king; (3) the king is regarded
as the representative of the deity on earth, either in perpetuity or on
occasions when worship is conducted; (4) the king is a priest; (5) the king’s
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‘luck’ or ‘sanctity’ (Konigsheil[igkeit]) is believed to form the basis of his
power; and (6) the society to which the king belongs has a fundamentally
religious orientation, of which the sanctification of his rule is just one
aspect. Related considerations are that (7) early Germanic law also has its
basis in religion, inasmuch as it punishes crimes because they offend
against the divine order rather than against the interests of individuals or
of the community; and that (8) early Germanic communities define
themselves in religious terms, each political group expressing its basis in
religion either by the public conduct of worship or through traditions of
divine descent. Finally, (9) Germanic kingship shows a continuity from
pre-Christian to Christian times in respect of the foregoing notions.

The question of whether Scandinavian kingship shows a continuity of
the kind referred to in Picard’s item (9) is one that I raise at the beginning
of my encyclopedia article in introducing my own list. Pre-Christian
Scandinavian sacral kingship, I suggest there, if it existed at all, involved
one or more of the following: (1) the belief that kings were descended from
gods; (2) the dedication of princes for purposes of vengeance to gods or
semi-deified kings; (3) the ritual education of kings in numinous know-
ledge; (4) the ritual marriage of the king to a bride who personifies the well-
being of his realm; (5) the priestly function of kings; (6) the attribution to
kings of a mana-like quality of luck, and also of supernatural powers; and
(7) the sacrificial slaying of kings in order to bring fertility.

While my list consists of only seven items as opposed to Picard’s nine,
it may be said that I take account of Picard’s item (9) in the remarks with
which I introduce my list, which in any case refers solely to pre-Christian
kingship, as do items (1)—(8) of Picard’s list. If we concentrate on the pre-
Christian period and compare Picard’s (1)—(8) with McTurk’s (1)—(7), we
find that Picard’s list has only three items that correspond at all closely to
any of mine, namely Picard’s (1), (4), and (5), corresponding respectively
to McTurk’s (1), (5), and (6). If Picard’s book and my encyclopedia article
may be taken as reasonably comprehensive treatments of their respective
subjects, the differences between her list and mine surely indicate that the
problem of definition is no easier to solve now than it was at the time of my
earlier article, published in the mid-seventies.

It will not be the business of this paper to discuss all the aspects of sacral
kingship covered by these two lists, which I reproduce here simply to give
an idea of the extent and complexity of the subject. My main purpose here
is to discuss three important recent books on the subject, all published in
1991: Eve Picard’s Germanisches Sakralkonigtum?, Claus Krag’s
Ynglingatal og Ynglingesaga: en studie i historiske kilder, and Gro
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Steinsland’s Det hellige bryllup og norrgn kongeideologi. (The second and
third of these, both in Norwegian, are provided with English summaries.)
First, however, it will be necessary to give some space to a discussion of
Walter Baetke’s Yngvi und die Ynglinger: eine quellenkritische
Untersuchung iiber das nordische ‘Sakralkénigtum’ (1964), which has
influenced these three books in different ways, as it also influenced my own
definition of sacral kingship in 1975-76, quoted above.

Baetke’s book is mainly taken up with a critical examination of one of
the most important of the supposed sources for pre-Christian Scandinavian
sacral kingship, the scaldic poem Ynglingatal (‘list of the Ynglingar’),
ascribed by the Icelander Snorri Sturluson (1178-1241) in his Ynglinga
saga(onwhich see further below) to the late ninth-century Norwegian poet
Pjodolfr of Hvinir, an ascription which Baetke accepts, though with some
reserve. This poem gives an account in chronological order of the lineage
of the kings of Vestfold in eastern Norway, presenting them as direct
descendants of the ancient kings of the Swedes, who ruled at Uppsala.
Ynglingatal has been preserved as a result of being systematically quoted
by Snorri Sturluson in the course of his prose Ynglinga saga, which forms
the first major section of his encyclopedic history of the kings of Norway
(known as Heimskringla), and consists largely of an exposition of the
information given in Ynglingatal. In its present form the poem begins by
recounting the death of a certain Fjolnir, who according to Snorri’s prose
account, but not according to Ynglingatal, was a son of Yngvi-Freyr.
Although the latter name does not occur in Ynglingatal, it does occur, as
Baetke himself shows (p. 108), in two other scaldic poems from before
Snorri’s time, in the Haustlpng also attributed to Pjodolfr of Hvinir, and
the tenth-century Hdleygjatal by Eyvindr skaldaspillir, in both of which it
is applied to the god Freyr. In the prose of Snorri’s Ynglinga saga, the name
Yngvi-Freyris explained by the statement that Freyr, an early ruler of the
Swedes who was worshipped as a god, was also known by a second name,
Yngvi, as a result of which his descendants were called the Ynglingar.
Many prior to Baetke’s time of writing had supposed that a number of lines
at the beginning of Ynglingatal had been lost, in which the ancestry of the
kings was traced ‘all the way back to Ingunar-Freyr, whom heathen people
called their god’, as Snorri himself seems to confirm in the Prologue to
another of his major prose works, the separate Saga of St Olifr (see
however Baetke 1964, 93-96). The precise significance of the name
Ingunar-Freyr, which is applied to the god Freyr in the eddic poem
Lokasenna, dating very likely from ¢.1000, is uncertain, but Baetke (p.
109), at any rate, has no difficulty in seeing it as a variant of the form Yngvi-
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Freyr as used in scaldic poetry, and in taking it, consequently, as an
alternative name of the god Freyr. He does not however believe that the
beginnning of Ynglingatal has perished, or that the poem provides any
evidence of a pre-Christian belief in the descent of kings from gods.
(Norway, it may be noted, effectively became Christian in the first third of
the eleventh century; Ynglingatal, if it was indeed composed in the late
ninth century, would thus date from well within the pagan period.) In
Baetke’s view, the poem begins, inits original as in its preserved form, with
its account of the death of Fjolnir, a purely human ancestor of the
Ynglingar, and Snorri’s idea that the latter were descended from Yngyvi-
Freyr, whom the heathens saw as a god, has arisen under the influence of
the Icelandic historian Ari Porgilsson (1067—1148), who in an appendix to
his Islendingabok (Libellus Islandorum), written in the first half of the
twelfth century, heads his own genealogy with the following figures:
Yngvi, King of the Turks; Njordr, King of the Swedes; Freyr; and Fjolnir.
In thus presenting Freyr as Fjolnir’s father, Ari might seem to lend support
to the view that the opening lines of Ynglingatal have been lost; but this
view, according to Baetke, is unnecessary. Baetke sees the name Yrngvias
ultimately related to that of the Ingaevones, a group of Germanic tribes
whose eponymous ancestor is referred to, though not actually named, in ch.
2 of Tacitus’s Germania (see further below), as one of the three sons of
Mannus, himself the son of the earth-born god Tuisto. This grandson of
Tuisto, whose name from other sources as well as Tacitus would seem to
emerge as *Ing, was never regarded, according to Baetke, as more than a
human ancestor of the Ingaevones, and was never revered as a god, any
more, indeed, than was Yngvi, who as Baetke notes is not included among
the gods described in the part of Snorri’s prose Edda known as Gylfaginning,
a major albeit late source for pre-Christian Scandinavian mythology and
religion. In making Yngvi King of the Turks, Baetke argues, Ari betrays
the influence of a notion deriving from the seventh-century Frankish Latin
chronicle attributed to Fredegar: that the ancestors of the Franks hailed
from Asia Minor. This idea has led Ari to present Njordr, a god of the Old
Norse pantheon, as King of the Swedes, a euhemeristic move in the sense
that Ari, from his perspective as a writer within the Christian period, is
treating NjorOr as a historical personage, whom the heathens in their
ignorance worshipped as a god; his inclusion of Freyr in the genealogy may
be explained in the same way. Snorri has then borrowed the name of Yngvi
from Ari, and for similarly euhemeristic reasons has combined it with that
of Freyr to give Yngvi-Freyr as the name of the founding father of the
Ynglingar.
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While Baetke thus gives the impression that Snorri was the first to create
the form Yngvi-Freyr out of two proper names, he seems to leave unex-
plained the forms Yngvi-Freyr and Ingunar-Freyr that survive (as Baetke
is well aware, see the preceding paragraph) from before Snorri’s time, in
scaldic and eddic poetry respectively. As far as Yngvi-Freyris concerned,
Picard (1991, 209-19) suggests that Yngvi was originally a common noun
which, like the Latin word pater, could be variously applied to a god, to a
social leader, or to a member of a class, and could indeed be used in
conjunction with a proper name, with some such meaning as, for example,
‘our lord Freyr’, or ‘Freyr the father’; only in the hands of Icelandic
historians such as Ari and Snorri, according to Picard, did it come to be used
as a proper name. She adduces for comparison the application by Roman
authors of the term Silvius to the kings of Alba Longa, and the use in Latin
of the term Cesar, suggesting that Snorri was influenced by ideas derived
from Latin sources in his use of the term Yngvi. Like Baetke, however, she
seems to leave Ingunar-Freyr unexplained.

The Roman orientation of Picard’s remarks in this context is typical of
her book as a whole, which deals more with Tacitus’s Germania than with
Old Norse literature as a supposed source of evidence for pre-Christian
sacral kingship. Picard argues that Tacitus (¢.55—c.120), a Roman author
writing for a Roman public, was deeply influenced by Roman preoccupa-
tions in his ambivalent portrayal of early Germanic social and political life,
of which he gives a predominantly ‘Republican’ impression in the aristo-
cratic, Roman sense of the term, while at the same time presenting it as
‘barbarian’ in its untamed closeness to nature. Tacitus does not seem to
have had a unified view of Germanic kingship, or to have regarded it as a
theme of the Germania, where he refers to it only incidentally and
sometimes contradictorily. His presentation of the North and East Ger-
manic tribes known collectively as the Suebi as exceptional in having
different grades of monarchical authority (chs 44-45) is probably stimu-
lated by a view of the primitive, pre-Republican stages in the history of
Rome as marked by different stages in the development of Roman
kingship. Tacitus gives Germanic names (Tuisto and Nerthus) for only two
Germanic deities, referring to others by the names of Roman deities, which
raises questions about the identification, and even the existence, of the
deities soreferred to. His use of the word nobilitasin connection with kings
in his famous distinction between kings and commanders in ch. 7 (reges ex
nobilitate, duces ex virtute sumunt) need not in the context have anything
to do with descent from the gods, and even if that were its implication, it
couldstill be a Roman rather than a Germanic view of kingship that Tacitus
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is here conveying, as is suggested by a comparable distinction in Cicero’s
Dere publicall, 12 (23) in which divine descent is clearly presented as the
Spartan criterion for entitlement to kingly rule, and is disparagingly
contrasted with the Roman criterion of election on merit. It is true that
Tacitus presents the Germanic peoples as collectively descended from a
god, Tuisto (through the latter’s son Mannus, whose name seems to
identify him as human rather than divine), but he says no such thing about
the descent of individual tribes or other groups, and makes no association
of divine descent with kingship. His presentation of Tuisto as an earth-born
god (terra editus), which underlines the indigenous character of the
Germanic peoples, may indeed be intended to contrast them with the
Romans, who saw themselves as of mixed origin (gens mixta).

Picard further discusses Tacitus’s account in Germania, ch. 39, of the
sacrificial slaying of a human victim by members of the Suebian tribe
known as the Semnones in a grove which no one may enter unless bound
by a chain (vinculo ligatus). Hofler (1952, passim; 1959, 674-76) has
related this to the three eddic poems known as the Helgi poems (Helgakvida
Hundingsbanal and 11, and Helgakvioa Hjorvardssonar), dating variously
from the ninth to the eleventh century, preserved in the Codex Regius of
the second half of the thirteenth, and dealing with two heroic kings, both
named Helgi, one of whom (Helgi Hjorvardsson) is betrothed to a certain
Svdva, a name reminiscent of that of the Suebian tribes, while the other
(Helgi Sigmundsson Hundingsbani) dies near a place called Fjoturlundr
(‘Fetter-grove”). Picard argues against Hofler on these points, and also
against his view that Tacitus’s account and the Old Norse poems reflect
ritual practices in which a king or prince was first wedded to, and later
sacrificed by, a priestess representing his tribe, the marriage signifying his
dedication as a sacred person (Helgi = ‘holy’), originally, perhaps, to a
fertility deity, but by Tacitus’s time to the god of war and the dead known
later in Old Norse as Odinn; according to Tacitus the grove of the
Semnones was the dwelling-place of the supreme god (regnator omnium
deus), to whom all things are subject and obedient (cetera subiecta atque
parentia). In Picard’s view this account of Tacitus’s is strongly influenced
by Roman memories of the Latin cult of Jupiter Latiaris, and his reference
to a chain is probably intended to emphasise the relatively primitive
character of the Semnones by recalling the disciplining of the Romans by
religion in the pre-Republican days of Numa Pompilius’s kingship.

Kings are mentioned neither in Tacitus’s account of the Semnones nor
in his account in ch. 40 of the cult of the goddess Nerthus, or Terra Mater,
which is thus relevant to the discussion of sacral kingship only insofar as
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the name Nerthus is clearly related to that of the Old Norse god Njordr,
which appears, as we have seen, just after that of Yngvi in Ari Porgilsson’s
genealogy written in the twelfth century. Picard defends Tacitus against
those who, in seeking to claim that the connection between Njordr and
Yngyvi is ancient and pagan (rather than antiquarian and euhemeristic, as
Baetke claims) have argued that Tacitus was mistaken in placing the cult
of Nerthus among a group of Suebian tribes, rather than among the
Ingaevones. She also suggests that in presenting Nerthus as a goddess who
inspires both joy and terror and is apparently ritually washed, Tacitus has
been influenced by different aspects of the Roman cult of Cybele or Magna
Mater, a Phrygian goddess whose cult was adopted in Rome in ¢.200 Bc.
Nowhere in Tacitus’s Germania, Picard repeatedly emphasises, are kings
said to have priestly functions.

It is clear, then, that Picard, with her sceptical view of pre-Christian
Germanic sacral kingship, is writing very much in the same tradition as
Baetke, even if the focus of her attention is rather different from Baetke’s,
and even though she disagrees with him on a number of points. As far as
sacral kingship is concerned, Claus Krag is clearly also writing in the same
sceptical tradition, even though the focus of his attention is not sacral
kingship in the first instance, but rather Ynglingatal itself.

Krag finds traces of euhemerism (in the sense explained above) actually
in Ynglingatal, not just in the prose surrounding it; he notes that the names
of the first two kings mentioned in the poem, Fjolnir and Sveigdir, occur
elsewhere in Old Norse poetry as names for O3inn, and argues that the
names of the third and fourth kings, Vanlandi and Visburr, may similarly
be taken as alternative names for Freyr and Odinn respectively. Ynglingatal,
then, as Krag sees it, is presenting these kings as historical figures whom
gullible pagans came to regard as gods. Another noteworthy feature of
these four kings, for Krag, is that each of their deaths as described in the
poem seems to involve one of the four elements: Fjolnir drowns, Sveigdir
disappears into a rock, Vanlandi is suffocated and Visburr is burnt.
Knowledge of the doctrine of the four elements (which can hardly have
reached Scandinavia until the late eleventh century) also seems to lie
behind two of the poetic circumlocutions (or ‘kennings’) used in Ynglinga-
tal for ‘fire’, namely Fornjots sonr (‘son of Fornjotr’) and seevar nior
(‘kinsman of the sea’); one version of the doctrine was that the element
‘earth’ contained the other three elements within itself at the first stage of
the creation of the world, and could thus be seen as their father—an idea
apparently reflected in the short prose narrative Hversu Noregr byggoisk,
preserved in the fourteenth-century part of Flateyjarbok,in which Fornjotr,
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a king in Finland, is said to have had three sons, governing fire, the winds,
and the sea respectively (see Krag 1991, 47-58, 255-56). For these and
other reasons, including the fact that the poem sometimes seems to present
paganism in a demonic light, Krag concludes that it was composed not in
pre-Christian ninth-century Norway, but in a learned environment in
Iceland ¢.1200, some two hundred years after the conversion. Only the
final stanza of the poem, the one dealing with the Norwegian king
Rognvaldr heidumheri, who lived in the ninth century, may, according to
Krag, have been composed by the ninth-century Norwegian poet Pjodolfr
of Hvinir (about whom little is known in any case), and its preservation
together with the remainder of the poem may have led Snorri to ascribe the
poem as a whole to Pjodolfr, which he seems to have done in good faith.
Krag does not in fact believe (any more than Baetke, see above) that any
lines from the beginning of the poem have been lost, but his view of when
and how the poem was conceived makes the question of whether he does
so or not almost irrelevant to the present discussion.

Krag’s examination of Ynglingatal, Ynglinga saga, and related texts
leads him to the conclusion that the original stimulus for traditions of the
Ynglingar came from two works by Ari Porgilsson: the genealogy ap-
pended to his Islendingabék, already referred to, and a work no longer
extant to which he refers in Islendingabék, his Konunga cevi, or “Lives of
Kings’. From this combined source Krag (p. 165) traces three lines of
descent: firstly, aline leading directly to the anonymous Historia Norvegice
of the late twelfth or early thirteenth century; secondly, one leading to a
group of interrelated texts of which the youngest is Ynglingatal (¢.1200)
and the others are prose sagas, with the anonymous twelfth-century Af
Upplendingakonungum (preserved in Hauksbok of the early fourteenth
century) as their one extant representative; and thirdly, one leading directly
to Snorri’s Ynglinga saga, written in the thirteenth century before 1241, the
date of Snorri’s death. Of these three lines the first, leading to the Historia
Norvegie, is quite independent of the others. Ynglinga saga, on the other
hand, to which the third line leads, has clearly been influenced by the group
of texts to which the second line leads, as is especially evident from
Ynglingatal, but also from Af Upplendingakonungum; and Ynglingatal
itself was composed on the basis of one or more of the sagas within that
group, perhaps indeed as a poetic embellishment to a saga text.

Krag’s discussion of the term ynglingr (the singular form of the plural
Ynglingar) may be interestingly compared with Picard’s discussion of
Yngvi, referred to above. The occurrence of ynglingrin scaldic poetry from
the ninth century onwards obviously needs to be explained if, as Krag
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maintains, it was not used specifically in connection with a dynasty of kings
until after the time of Ari. He notes that in scaldic poetry the term is never
used in the plural, is not applied exclusively to members of the family that
came to be called the Ynglingar, and seems to have been a standard
expression for ‘ruler’. Furthermore, the Uppsala kings, from whom the
Norwegian Ynglingar came to be seen as descended, were originally called
not ‘Ynglingar’ but ‘Skilfingar’, as the term Scylfingas, applied to the
Swedish kings in the Old English poem Beowulf, seems to confirm. Only
in the course of the twelfth century, when the genealogy of the Swedish—
Norwegian dynasty described in Ynglingatalcame to be constructed on the
basis of Ari’s genealogy, did the term Ynglingar come to be applied to
members of that dynasty, and act as a stimulus to the joining together of the
proper names Yngvi and Freyr that had been used in Ari’s genealogy, a
conjunction which Krag seems to suggest took place before Snorri’s time
of writing (see Krag 1991, 208-11, 264).

Krag’s removal of Ynglingatalfrom the ninth to the twelfth century, and
his placing of it in a learned, antiquarian tradition, obviously imply that it
cannot safely be used as a source for any kind of pre-Christian sacral
kingship, whether this is defined in terms of a belief in the descent of kings
from gods or in terms of certain religious practices involving kings for
which the poem has been thought to provide evidence, notably in its
account of the slaying of King Démaldi, which Strém (1967) saw as a
sacrificial act performed because Dodmaldi’s ‘luck’ as a king was believed
to have failed him. Those who are reluctant to abandon the idea of pre-
Christian Scandinavian sacral kingship, even after reading Baetke, Picard,
and Krag, may, however, turn for encouragement to the work of Gro
Steinsland, who in a helpful article published in 1992 has reasserted the
major arguments of her book published in the previous year.

Since Picard’sand Krag’sbooks appeared in the same year as Steinsland’s,
she naturally does not take their views into account (nor does she in her
article of 1992, which is essentially a summary of her book’s conclusions).
She is nonetheless well aware of Baetke’s arguments, and of the nature of
euhemerism as discussed above. She keeps Ynglingatalfirmly in the ninth
century, and like Baetke does not believe that any part of it has perished.
She has more respect than Baetke, however, for the thirteenth-century
prose of Ynglinga saga as a repository of information dating from pre-
Christian times; she does not look everywhere for euhemerism, as seems
to be the tendency of Baetke and Krag. She draws particular attention to
Snorri’s information in Ynglinga sagathat Fjolnir was the son of Freyr and
his wife Gerdr, and relates it to the eddic poem Skirnismal, preserved in
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the Codex Regius and (in part) in the early fourteenth-century AM 748
I 4to.

This poem describes how the god Freyr sends his messenger Skirnir to
the giantess Gerdr to sue for her hand in marriage on his behalf, lending him
for the purpose his horse and sword. Skirnir communicates Freyr’s wishes
to Ger0r, offering as inducements eleven apples and a ring. When Gerdr
refuses these and Freyr’s offer of marriage, Skirnir threatens her with
Freyr’s sword and a magic staff, and proceeds to curse her so vehemently
that she at last agrees to meet Freyr in nine nights’ time in a grove. A brief
prose introduction to the poem describes Freyr as having sat down in
Hlidskjalf—described elsewhere as the throne of the god Odinn—and first
seeing GerOr from there. Although Steinsland does not date Skirnismdl
precisely, she regards it as a poem embodying mainly pagan ideas while at
the same time showing an awareness of Christian ones, and indeed tending
to oppose the former to the latter; ending as it does with a planned meeting
of a male and a female in a grove, the poem may be seen as an inversion
of the Eden story. It would thus have been composed in the eleventh
century or later.

According to Steinsland, Skirnismdl is essentially about kingship. The
throne, the ring, the apples and the staff are all symbols of royalty, the last
two symbolising the orb and sceptre respectively. Freyr’s projected mar-
riage to Gerdr symbolises a holy marriage, the king’s marriage to hisrealm,
and the difficulty he has in obtaining her consent symbolises the king’s
difficulty in subduing the land to his control. Snorri shows relatively little
interest in this aspect of Skirnismdlin his prose Edda, even though the latter
shows clearly that he knew the poem. In Ynglinga saga, however, he seems
in presenting Fjolnir as the son of Freyr and Gerdr to be aware of a pre-
Christian tradition according to which their marriage took place and bore
fruit, a tradition which, according to Steinsland, underlies Ynglingatal,
even though it is not made explicit in the poem itself. Behind this tradition,
Steinsland argues, lies the conception that the prototypal king or ruler was
the offspring of a god and a giantess, a conception which, though no more
than latent in Ynglingatal, is manifest in the tenth-century Hdleygjatal,
which seems to have been modelled on Ynglingatal and clearly presents
the first in the line of the Norwegian jarls of Hladir as the son of the god
Odinn and the giantess Skadi.

The king’s sacral nature thus consists in the fact that he is thought to be
the product of an accommodation between two mythical extremes, the
gods and the giants, representing respectively order and chaos, an idea
reflected on a more realistic level in frequent accounts in the sagas of kings
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and heroes being the offspring of marriages in which the partners are of
markedly different extraction and social class.

A further aspect of the king’s sacral nature is that he is particularly
subject to fate, which often means that the deaths of kings are presented in
literary sources not as heroic, but as accidental or the result of treachery,
and sometimes even as slightly comic. The deaths of the first four kings in
Ynglingatal, already mentioned, provide examples of this (a point since
developed in Bakhtinian terms by Svanhildur Oskarsdéttir, 1994), but the
archetypal example of such a death in Old Norse literature is the death of
the god Baldr, which, as Snorri describes it in Gylfaginning, comes about
asaresult of the god Loki turning comedy into tragedy by subterfuge. Baldr
is hardly a king, it is true, but his name means ‘lord’ or ‘prince’, as
Steinsland (1991, 235) points out. Skirnismdl makes an explicit link with
the story of Baldr’s death when Skirnir states that the ring offered to Gerdr
is the one placed on the pyre of Odinn’s son (i. e. Baldr) and elsewhere
called Draupnir; and Steinsland seeks to make another such link by
comparing the eleven apples in Skirnismal with the eleven gods said to
have been present at the slaying of Baldr in the eddic poem Hyndluljéo
(preserved in Flateyjarbok), a poem traditionally regarded as late and
composite, but considered by Steinsland to be a unity and a genuine source
of pagan tradition, not least in the emphasis it lays on the importance of
giants and giantesses in the past and future history of the universe.

Finally, Steinsland suggests in the light of her findings certain modifica-
tions to what she sees as the traditional view of pre-Christian Scandinavian
sacral kingship. Up to now, sacral kingship has been defined in three main
ways: firstly in terms of descent from the gods; secondly in terms of the
king’s luck; and thirdly as priest-kingship. Steinsland does not disagree
with the first of these definitions, but believes that the role of the giantess
as the king’s mythical ancestor was just as important as that of the god, and
should now be recognised as such. With regard to the second definition,
Steinsland believes that it is not so much the king’s luck as his lack of it that
should be emphasised, since his exceptional origins were believed to make
him particularly subject to fate, the workings of which could sometimes
appear in almost as much of a comic as a tragic light. As for the third
definition, Steinsland does not deny that kings could on occasion function
as cult leaders, but does not regard this as a universal or defining charac-
teristic of pre-Christian Scandinavian sacral kingship. Furthermore, the
fact that the king was believed to be a new kind of being, the offspring of
a pair of opposites but not identical with either of them, meant that he was
not regarded as a god, and could not, therefore, be the object of a cult, or
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sacrificed in the manner of a fertility god that is believed to die and rise
again, a concept which, according to Steinsland, was unknown to Old
Norse mythology.

Before concluding this paper I shall briefly refer to three recent articles
relevant to the present discussion which I do not have space to treat here,
and which are not taken into account in my encyclopedia article. Wormald
(1986) argues that early Irish and Germanic kingship were not as different
from one another as the sources make them appear, concentrating as they
do on different aspects of kingship; Schjgdt (1990) argues that pre-
Christian Scandinavian kings became sacral by ritual initiation into the
possession of hidden knowledge; and Drobin (1991) maintains that the
euhemeristic presentation of figures such as Freyr and Fjolnir as human
kings depends in part on knowledge of genuine pagan traditions of sacral
kingship.!

In the definition quoted at the beginning of this paper, I used the word
‘supernatural’ rather than ‘divine’ partly in order to allow for the possibil-
ity, not admitted by Baetke, that a king may become sacral through
magical, rather than specifically religious, associations; and I used the
phrase ‘more or less direct associations with the supernatural’ in order to
make room for priest-kings as sacral kings, even if their priestly status is
not thought to confer divine or superhuman status upon them, which
Baetke seems to imply has to be the case if they are to qualify as sacral. So
far, I would stand by the wording of my original definition. I would now
suggest, however, that there is little point in talking about sacral kingship
unless the supernatural is thought to be involved somewhere, even though
it may be more in the foreground in some cases of sacral kingship than in
others. The ‘may or may not’ in my statement that the king’s ‘aura of
specialness’ which marks him off as sacral ‘may or may not have its origins
in more or less direct associations with the supernatural” was intended to
allow for the possibility that his sacrality might be thought to derive from
a natural source, such as his family or his personality, rather than from a
supernatural one, such as a god, or supposed magical powers. I would now

1 Although it is less immediately relevant to the present discussion, being
concerned specifically with Anglo-Saxon and Irish kingship, I would also refer to
Clare E. Stancliffe’s article of 1980, and to the attention it draws (p. 75, n. 97) to
the relative neglect suffered by H. Munro Chadwick’s article of 1900 on the ancient
Germanic priesthood, a neglect of which, to my discredit, I am no less guilty than
the two eminent scholars (Jan de Vries and Georges Dumézil) referred to by
Stancliffe in this connection. I am indebted to Dr Peter Orton, of Queen Mary and
Westfield College, London, for the reference to Stancliffe’s article.
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suggest correcting the phrase ‘may or may not have’ to ‘has’, since I have
come to think that a king’s family connections (unless thought to be divine)
and his personality (unless reminiscent of that of a god) are not enough, in
themselves, to make him sacral. With this in mind, I would tentatively re-
write my original definition as follows: ‘a sacral king is one who is marked
off from his fellow men by an aura of specialness which has its origins in
more or less direct associations with the supernatural.’
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A NEW PERSPECTIVE ON THE RELATIONSHIP BETWEEN THE
FINAL THREE SECTIONS OF HAVAMAL AND ON THE ROLE OF
LODDFAFNIR.!

By ELIZABETH JACKSON

AVAMAL has long been interpreted as a poem containing internal

divisions. Scribes of early paper manuscripts, for instance, added the
title Loddfdfnismadl to the section beginning at strophe 111, and later
editors followed suit. Miillenhoff (1891-1908, V 255-76) divided the
poem into six sections which still command acceptance today, although
the exact boundaries of the sections are not always agreed. Their presence,
however, encouraged the belief that the poem was a collection of earlier
material: of single separate strophes, of earlier collections of strophes, or
of both (e. g. Sievers 1922, 187). Some critics argued for corruption of the
text and proposed various excisions and rearrangements of the strophe
order (e. g. Miillenhoff 1891-1908, V 260-61; Heusler 1969, 200-09,
216-20), often in an attempt to reconstruct what they believed to be the
original text. Two major works on Hdvamal written in the last forty years
represent opposite views of the poem. Ivar Lindquist (1956) sees it as a mix
of two poems, one early and one later, both with close connections to the
ritual and moral philosophy of the old pagan religion, in fact as the
initiation of a young man by O8inn. Lindquist, however, also believes that
a pious scribe scrambled the text in order to make the pagan religion less
accessible to Christian readers, and he devotes much space to a very radical
reconstruction of the text. Klaus von See (1972) sees the poem as a unified
whole to be interpreted in its extant form, but he also sees it as a product
of the assimilation of western and southern European influences after the
Viking Age; that is, not as a relic of the old religion. Most modern readers
reject Lindquist’s extreme reconstruction of the text, but not all accept von
See’s argument for its underlying unity. David Evans, the poem’s most
recent editor (Hdvamdl 1986), cautiously keeps the question open and

! The first draft of this paper was read to the NEH Seminar ‘Beowulf and the
Reception of Germanic Antiquity’, Harvard University, 1993, and I am grateful to
the leaders of that seminar, Joseph Harris and T. D. Hill, for several valuable
suggestions. My greatest debt of gratitude, however, is owed to Anthony Faulkes
for his meticulous supervision of the doctoral thesis from which this paper was
drawn, and for his subsequent advice and encouragement.
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reiterates some of the earlier arguments for believing the strophe order to
be confused (for instance in his discussion of strophes 111 and 162).
Richard North (1991, 122-23), leaning towards Lindquist, stresses the
origin of Hdvamadlin separate poems; Carolyne Larrington (1993, 65-67),
leaning towards von See, argues for its thematic unity and overall coherence.

Strophes 111-64 encompass the most clearly differentiated of
Miillenhoft’s divisions of Hdvamdl, the last three: Loddfdfnismal (111-
37), Runatal (138—45) and Ljodatal (146—64). The common critical view
of them, endorsed by Evans, has been: (1) that these three were brought
together, like the rest of Havamadl, because of a general similarity of subject
and the fact that all are spoken by Odinn (Havi); (2) that only the first was
originally addressed to Loddfafnir; and (3) that they are essentially
independent poems. This paper will argue that, on the contrary, they are
interdependent, were intended to be read together as one unit, and are to be
interpreted as having all been addressed to Loddfafnir on the same
occasion. In other words, I propose that Havi’s speech to Loddfafnir,
spoken in his hall and overheard by the pulr who reports it to the poem’s
audience, extends from strophe 112 to strophe 163 and does not end, as
convention has it, at strophe 137. This is not a new proposal: von See holds
a similar view, although he believes that a Redaktor imposed this unity on
originally independent texts, and Lindquist suggests that the whole of
Hdvamal is addressed to Loddfafnir. However, it is not the generally
accepted view. This paper will re-examine the evidence for it from within
Hdvamal itself, and then offer further evidence from comparison with
other list poems in the Edda. In addition, although the following argument
concerns only strophes 111-64, I hope that it will lend some support to
Lindquist’s perception of the roles of O8inn and Loddfafnir and his view
of the poem’s background, while at the same time endorsing von See’s
beliefin aunifying concept underlying the poem and in the overall integrity
of the Codex Regius text.

The text

The three final sections of Hdvamadl are all list poems, and each is clearly
separate from the others both inits subject and inits structure. Loddfdfnismdl
is a list of counsels which has strong affinities with the wisdom Instruction
as defined by scholars of Near Eastern wisdom literature. Its unity of
subject is complemented by a structural unity achieved by the consistent
use of personal address (Rddomc pér, Loddfifnir, . . . pui . . .), an
admonitory tone backed up by verbs in the imperative mood (fardu, hafou
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etc.) and, especially, by the use of a refrain to introduce each new item. The
boundary between Loddfdfnismdland the second, central section, Runatal,
is clearly marked in the manuscript: strophe 138 starts on a new line with
a large, inset, decorated capital letter.2 Rinatal is an account of O8inn’s
ordeal on the tree, of how he acquired the runes and of how the runes were
distributed. It is primarily concerned with information rather than advice
and combines narrative with a series of lists contained in apparently
fragmented strophes. The lists in Riinatal use quite different techniques
from those employed in Loddfdfnismdl. In contrast with those in
Loddfdfnismdl, which each fill a strophe or more, the items in Runatal are
brief, most occupying no more than a half-line each, and there is no refrain
to provide unity. Instead the items are arranged in series with parallel
grammatical structures. In addition, the text of Runatal moves from
narrative related in the first person (ec), through direct address to a second
person (i), to report in the third person (Svd Pundr um reistetc.). This last
change of voice marks the close of the section. There is no indication from
the scribe of the Codex Regius that a new section begins at strophe 146, but
the list which follows, Ljédatal, is again clearly distinguished by its subject
and structure. It comprises a catalogue of eighteen charms which the first-
person speaker claims to know but does not reveal. Like those in
Loddfafnismal, the items are strophe length, more or less, and each begins
with a repeated formula, this time incorporating explicit enumeration: Pat
kann ec annat (it pridia, it fiordaetc.), er (ef) . . . The catalogue is brought
to a close in the eighteenth item (pat fylgir lioda locom, 163.6), and this is
followed by a strophe (164) which provides the conclusion for the whole
of Hdvamdl. In spite of this clear differentiation, it can be argued that the

2 1t is possible that the scribe of the Codex Regius also intended to mark the
beginning of Loddfdfnismdl, in strophe 111, as a new section. Evans (Hdvamadal
1986, 1) believes this to be so (see also Larrington 1993, 15) and Neckel-Kuhn
prints the initial ‘M’ of 111 as a large capital. However, although this ‘M’ is large
and distinct, it is hardly more so than some of the other capitals set off in the margin
when the beginning of a strophe happens to coincide with the beginning of a new
line on the page. This is especially true of the ‘I’ at the beginning of strophe 108,
which occurs on the same manuscript page and which Neckel-Kuhn also prints as
a large capital, but which is mentioned by neither Evans nor Larrington. North
(1991, 126) regards the ‘M’ as of ‘conventional capital size’ but believes it to be
different from the other marginal capitals because it is followed by a space the
width of one letter. However, in contrast with strophe 138, strophe 111 follows no
line break and its initial letter is neither decorated nor significantly inset into the
text. For these reasons it is not clear that the scribe intended to indicate a new
section beginning here.
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three sections are carefully joined together into one unit; that is, that they
have the same speaker and the same addressee, refer to the same fictional
situation and are contained within a single narrative frame, and are
provided with internal linking devices.

The speaker and the addressee

There is general critical agreement that the first-person speaker in the bulk
of all three sections is O8inn/Havi, who dispenses advice in Loddfdfnismal,
recounts his own experience in Runatal, and lists the charms he knows in
Ljooatal. There is, however, another speaker involved, the ec of strophes
111 and 164, whose function is to report the speeches of Odinn which he
has overheard. This speaker addresses the audience of Hdvamadl directly
and his role will be discussed further below. In the reported speeches Odinn
indirectly addresses the wider audience, but directly addresses another
character within the poem. In Loddfdfnismal the person so addressed is
named repeatedly as Loddfafnir, but no information is given about who
Loddfafnir may be or why he is being counselled. The first part of Riinatal
is a narrative addressed to no one in particular, but in strophe 142 and again
in 144 direct address to prireturns; no name, however, is given. In the same
way, Ljooatal begins with no specific addressee, but in strophe 162 pui is
again introduced and again explicitly identified as Loddfafnir. If we read
these three sections as separate poems, we will leave open the identity of
pu in strophes 142 and 144, and we will agree with Evans that the
recurrence of the name Loddfafnir in 162 is ‘mysterious’ (Hdvamdl 1986,
27). But there is no mystery if we read them as one unit. Then, as there is
no indication that a new addressee has entered at any point, it would seem
reasonable to assume that Loddfafnir is being addressed throughout and
that pu in each of its occurrences refers to him. Once his identity has been
firmly established by the repeated namings in strophes 112-37, pu is
brought into both Runatal and Ljodatal as a reminder to the audience that
Loddfafnir is still being addressed and as a link between the three parts of
the text. In Ljddatal, for good measure, his name is given again.

The frame

The frame opens the unit in strophe 111 and closes it again in strophe 164.
Both strophes are spoken in the first person by a speaker who identifies
himself as a pulr, or at least as someone who chants from the seat of the
pulr. In strophe 111, at the beginning of Loddfafnismdl, this speaker sets



Hdvamdl and the role of Loddfdfnir 37

up the fictional situation within which the speeches he reports are to be
understood:
Mal er at pylia  pular stoli 4,
Urdar brunni at;
s4 ec oc pagdac, sé ec oc hugdac,
hlydda ec 4 manna mal;
of runar heyrda ec deema, né um rddom pogdo,
Hava hollo at, Hava hollo i;
heyrda ec segia sva:

He states that he was present in person in Havi’s hall and that there, as a
thoughtful observer remaining silent himself, he listened to the speech of
men. In aline which leads straight into the list of counsels (heyrda ec segia
svd), he claims to report what he had heard on that occasion. In strophe 164,
at the end of Ljodatal , he states that Havi’s words spoken in his hall have
now been recounted and brings the whole poem to a conclusion, hailing the
speaker, an individual (sdin 164. 6 and 7) who understands the words and
who he hopes will make good use of them, and, finally, all his listeners:
Nt ero Hava mal qvedin, Hava hollo i,
allporf yta sonom,
oporf igtna sonom;
heill, sd er qvad, heill, sa er kann!

nioti, sa er nam,

heilir, peirs hlyddo!
The reference back to strophe 111 is unmistakable and is emphasised by
repetition of the phrase Hdva hollo i. As the text stands in the Codex
Regius, what the speaker had heard must include all the speeches between
his remark in strophe 164.1-2 and the opening strophe 111: thatis, he heard
Loddfdafnismal, Runatal and Ljodatal. This interpretation has not been
accepted by critics who have read the three sections as independent poems.
They have seen 111 as the introduction only to Loddfdfnismdl, and they
have pointed out that it is not altogether appropriate as an introduction to
thatsection. In his discussion of strophe 111, for example, Evans (Hdvamadl
1986, 26) cites earlier objections that the elevated style of the strophe does
not match what many have seen as the rather mundane, or even farcical,
contents of Loddfdfnismdl. In addition, he specifically notes ‘the reference
in line 7 to runes, which are not in fact dealt with in Loddfdfnismdl (apart
from a very cursory allusion in 137)’. He concludes: ‘The strophe would
in fact be more appropriately placed among the miscellaneous fragments
of Riinatal; it is even conceivable that it was at one time intended to
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introduce Ljodatal.” Some critics (e. g. Heusler 1969, 214; Boer 1922,
IT 45) recommend moving the strophe to a position before the beginning
of Riunatal. Others (e. g. de Vries 1964, 159), recognising that 111 is
intended to open the section of text closed by 164, move it to the beginning
of Ljédatal (the section which ends at 164). Miillenhoff (1891-1908, V
253), forthe same reason, believed 164 to belong to the end of Loddfifnismdl
(the section which opens at 111). Most editors, including the most recent
ones (Neckel-Kuhn 1983; Evans, Hdvamdl 1986), restore 164 to its
manuscript position, no doubt because it provides such a strong conclusion
for the whole of Hdvamdl. However, both the framing link with strophe
111, sought by Miillenhoff and de Vries, and the preferred conclusion for
Hdvamdl, can be retained without any violence to the manuscript order of
the strophes if we read all three sections as one unit.

As regards strophe 111, when it is read as introductory not just to
Loddfafnismal but to all three sections, its elevated style can be seen as
appropriate to the tone of the whole unit. In fact, 111 fits this introductory
position particularly well. The speaker tells us that, while he was listening
and observing in Havi’s hall, he heard about two subjects: runes and
counsel (of riinar heyrda ec deema, né um radom pogdo). He then goes on
to recount what he heard (heyrda ec segia svd), reciting the list of counsels
given to Loddfafnir. If Loddfdfnismal were an independent poem, he
would stop his reporting at strophe 137 and say nothing (as Evans pointed
out in the above quotation) about runes. However, if we include Riinatal
as part of his speech, then his promise in strophe 111 is fulfilled: he will
have recounted what he heard about runes and what he heard about counsel.
The reversed order (he tells us first about the counsel, then about the runes)
is natural if we regard the list which follows as ‘triggered’ by the last topic
he has mentioned: um radomleads directly to radomc. Expanding first on
the last point mentioned is, in any case, a common rhetorical technique. It
is true that there is no mention in the introductory strophe of charms, the
subject of Ljodatal,but it does seem that the connection between runes and
charms is very close (see Elliott 1959, 67-69). Runatalitself recounts that
when Odinn took up the runes at the culmination of his ordeal on the tree
he also seized/learned fimbulliod nio (140.1), and one of the charms in
Ljodatalrequires the carving and colouring of runes (157.4-7). Heusler’s
objection (1969, 214) toregarding 111 as introductory to all three sections,
on the grounds that if of ritnar heyroa ec deema points forward to Runatal
then d manna mal must point to Loddfdfnismdl and um radomto Ljooatal
and that this is manifestly not so, is a logical but,  believe, over-methodical
reading of the text. Evans (Hdvamdl 1986, 26, quoted above) shows that
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strophe 111 could plausibly be placed in any of the three sections. If it is
read as introductory to them all, then it can be seen to prepare the audience
for what they will hear in all of the latter part of Hdvamadl.

The links between the sections

Besides the unifying functions of the main speaker and the addressee and
of the frame, the four component parts of the unit which ends Hdavamadl (the
frame and the three sections of reported speech) are all joined by syntac-
tical, stylistic or verbal links. The introductory strophe is joined to
Loddfafnismal syntactically by the use of svd (‘thus’) and verbally by the
association of umradom (111.8) and r@domc (112.1). The link between the
first and second sections of the reported speech, that is between
Loddfafnismal and Runatal, is made by a transitional strophe (137). This
strophe, while remaining firmly rooted in Loddfdfnismal, introduces a new
topic and a new style signalling that the first admonitory list is ending and
a new informative section is about to begin:
Rédomc pér, Loddfafnir, enn pd r4d nemir,
nidta mundo, ef pti nemr,
pér muno god, ef pu getr :
hvars pti ol dreccir, kids pu pér iardar megin!
pviat iord tecr vid lori, enn eldr vid séttom,
eic vid abbindi, ax vid fiplkyngi,
holl vid hyrégi —heiptom scal mana qvedia—,
beiti vi0 bitséttom, enn vid bolvi runar;
fold scal vio flodi taca.
The hortatory formula (137.1-4) which begins the strophe clearly makes
it a part of the list of counsels, which uses this refrain for twenty (including
this one) of its twenty-seven strophes. In the second part of 137 (i. e.
beginning at 137.7) the abrupt change from advice to information, specifi-
cally information of a magico-medical nature, prepares the way for
Riuinatal. The allusion to runes (enn vio bolvi riinar) in the penultimate half-
line, which Evans sees as ‘very cursory’ (Hdvamdl 1986, 26, quoted
above), seems to be deliberately placed to introduce the topic of Runatal.
Itserves (as von See suggests, 1972, 60) to join these two sections together.
A transitional passage like this one, linking two lists by looking back to one
and then forward to the next, occurs earlier in Hdvamadl (strophe 84, see
Jackson 1991, 131-32). A similar bridging technique, though on a smaller
scale, is also used to link individual strophes in the poem (see de Vries
1964, 49). A further link between Loddfdfnismdl and Riinatal is made in
strophes 142 and 144 when, as was pointed out above, the speaker returns
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to the direct address and use of pui that were so prevalent in the list of
counsels.

The transitional passage (145) between Runatal and Ljodatal can be
interpreted in a similar way:

Betra er 6bedit, enn sé ofblotid,
ey sér til gildis giof;

betra er 6sent, enn sé ofsoit.

Sva bundr um reist  fyr pidda roc;

par hann upp um reis, er hann aptr of kom.
The first part (145.1-5) belongs with the preceding strophe 144, being
linked to it by the repetition of ideas in bidia/obedit, blota/ofblotid, senda/
osent, soa/ofsoit, and so anchors the strophe in Runatal. The last part
(145.6-9) provides Runatal with a clear conclusion: in the summing-up
comment Svd Pundr um reist, in the change of voice to the third person, and
in the parallel structure of the last two half-lines which form a closing
couplet. Structurally parallel couplets or triplets are used as closing devices
elsewhere in the Edda (compare, for example, the item closure effected by
similar means in Hdvamdl134.10-12,155.6—7,156.6—8 and Sigrdrifomal
13.9-10). But the final lines of strophe 145 function not only as a closure
for Runatal, they also make the transition to Ljédatal. Sijmons—Gering
(I1154) states that the events referred to in 145.6-9 are not to be ascertained
and that the lines constitute an out-of-context fragment. On the other hand,
Boer (1922, 11 48; see also Hdvamdl 1986, 137 and Larrington 1993, 62)
believes that the last long line of 145 refers back to the events in 139.6 (fell
ec aptr padan). If he is right (and a connection between fell ec aptr padan
and par hann upp um reis does make good sense), we can interpret the line
as a reminder to the poem’s audience of what happened on that occasion:
Odinn took up the runes, “fell back from there’, and received fimbulliéd nio
from the son of Bolporr. Atthe end of 145 the audience, having heard more
aboutrunes, isreminded of the earlier narrative as a preparation for hearing
more about the other reward of O8inn’s ordeal, the fimbulliéd, in Ljédatal.
There is, of course, a discrepancy between the nine charms Odinn says he
received (fimbulliod nio, 140.1) and the eighteen he lists in Ljédatal. One
explanation might be that Ljédatalis an editorial conflation of two lists, but
I have found no convincing evidence for this. A more likely explanation is
that we are expected to understand that Odinn learned the additional
charms from other sources which he does not mention. Further, remember-
ing the use of um rddom/rdadomc to link strophe 111 to the list of counsels,
and the introduction of riinarin 137.14 to lead into Runatal, we can see the
reference in 145.7 to mankind (fyr pioda roc) as a deliberate verbal link
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with the opening of Ljédatal (er kannat piédans kona, 146.2). The words
are not identical in meaning, but they do share the same root and sound. As
it did between Loddfdfnismdland Runatal, the return to direct address and
to the use of pui in strophe 162 completes the link between Rinatal and
Ljooatal.

Strophe 162 is the poet’s final strategy for linking the three sections.
Because of its break with the established item pattern of the list, as well as
because they have seen the name Loddfafnir as out of place, some critics
have dismissed this strophe as an interpolation (e. g. Sijmons—Gering, I
160; von See, 1972, 62, believes it was written by the Redaktor). However,
itis not uncommon in early verse lists to introduce a break in an established
pattern of list items to add emphasis, to mark the middle of the list, or to
signal its approaching end. The latter type of pattern break may be
relatively slight or quite dramatic and often occurs in the penultimate line
or, as here, the penultimate item. This technique is employed elsewhere in
Hdvamal (forinstance 81.5,88.1-3,137.12). Itis also found in Sigrdrifomadl
12, where the sequence peer um . . . peer um . . . per um in the penultimate
item of the rune catalogue replaces the d . . . oc d pattern of the preceding
items. Examples of the more dramatic kind occur in Voluspd 20.5-8 and
in the Old English Maxims II 4b. In the context of these other examples,
especially the one in Hdvamdl 137, the pattern break introduced in strophe
162 is not exceptional, and there is no need to suppose the hand of an
interpolator to explain it. The recurrence of the name Loddfafnir and
Evans’s comment that it is ‘mysterious’ were discussed above. Evans
suggests (and this accords with von See’s explanation) that the name may
have been inserted to provide a link with the earlier part of Havamadl. He
is surely right about the link, but his use of the word ‘inserted’ indicates that
he too is thinking of interpolation. He may, of course, be right about this
as well, but there is no evidence that Ljéodatal had an existence prior to its
association with Loddfdfnismdl, and it is possible that the link was there all
along. In any case, the link extends to more than just the recurrence of the
name. There is the return to the personal address pu (noted by Lindquist
1956, 146) which reminds us that Loddfafnir is still being addressed. In
addition, there is a return to the admonitory tone of the list of counsels with
aclear echo of the earlier refrain, especially in the repetition of the phrases
ef pu nemr and ef pu getr. This reminds the audience of the whole
instructional situation (see von See 1972, 62) and of the scene at Havi’s hall
in the introductory strophe. The changes signal the approaching end of the
list of charms (as Lindquist noted, though only in connection with the
recurrence of pu, 1956, 146), which is concluded with the eighteenth item
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instrophe 163. Reminding the audience of the narrative situation, they also
prepare for the return of the voice of the pulr in the final strophe (164),
where he says that now what had been said in the hall has been recounted.

There is no syntactical link between the end of Ljodatal and the
concluding strophe 164, as there was between the opening strophe 111 and
Loddfafnismdl, but there is in 164.7 (nidti, sd er nam) an echo of 162.8 (nyt,
ef pu nemr). Both phrases recall the repeated advice to Loddfafnir in the
initial list of counsels (niéta mundo, ef pui nemr). In addition, strophe 164
is joined to the rest of the unit by its association with 111.

The linking devices that have been detailed here do not, of course, prove
that the final three sections of Hdvamdlform a discrete unit. Such links are
found elsewhere in the poem, specifically for instance, between
Loddfdafnismal and the GunnlQd episode which immediately precedes it
(see von See 1972, 59). They do show, at the very least, a careful hand
joining the sections of the poem together in accordance with some concept
of their underlying unity. The evidence of the frame is stronger and
indicates that whoever put Hdvamadlinto its present form intended the final
three sections to be read as a unit. For von See this person was a Redaktor
who worked with previously independent poems, joining them together
and adding where necessary lines of his own (e. g. strophes 137 and 162,
see von See 1972, 60; 62). For North it was ‘yet another poet’ (1991, 123)
who was preceded, as far as the last three sections of the poem were
concerned, by a series of earlier poets culminating in ‘a tidier mind” who
‘added stanzas at the beginning and end to create a spurious unity’ (1991,
122). We might rather think of one poet who worked in a tradition which
expected the re-use of older material, and who very probably incorporated
such material into his own poem, but who composed the latter part of
Hdvamdlwith care and in accordance with a clear concept of the relevance
of its different parts to one another. In any event, whether it was shaped by
a Redaktor or a poet, the case for regarding Hdvamdl 111-64 as a unit
(which, for convenience, I will call ‘the extended Loddfdfnismal’, refer-
ring to its first section as either ‘the Hdvamadl list of counsels’ or ‘the
conventional Loddfdfnismal’) is supported by the close resemblance
between this unit and another eddic list poem, Sigrdrifomal.

The comparison with Sigrdrifomal

One of the heroic lays recorded in the Codex Regius, Sigrdrifomdl, also has
the form of a wisdom Instruction and also comprises three separate lists,
one admonitory (corresponding to the conventional Loddfdfnismdl), one
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concerned with the origin of runes (corresponding to Riinatal) and one a
catalogue of runes and their uses (corresponding to Ljédatal). The text of
the poem in the Edda begins with a prose section incorporating a few
fragmented verses, which sets the scene for the following poem in much
the same way as does the introduction to Grimnismadl. In this case,
however, the prose narrative links several poems together and Sigrdrifomdal
is part of a series concerning the story of Sigurdr. The introduction to
Sigrdrifomdl tells us that Sigurdr, having killed Fafnir, comes upon a
sleeping warrior surrounded by flames. He passes through the flames and
awakens the sleeper, whom he discovers to be the valkyria Brynhildr
(Sigrdrifa), cast by O8inn into a magic sleep. Sigurdr asks her to teach him
wisdom and she responds, first by offering him a magical drink, and then
by reciting the three lists which make up the rest of the poem.

Aswith ‘the extended Loddfdafnismal’, the three sections of Sigrdrifomdl
are clearly distinct, not only in their content, but also in their structure.
They employ different listing techniques. The first, the rune catalogue, has
long items incorporating sub-lists and a repeated formula which begins
each item but not each strophe (some items are extended with additional
information). The second, the section concerned with the origin of the
runes, employs short items arranged in grammatically parallel series. The
third, the list of counsels, has long items and introduces explicit enumera-
tion incorporated in another repeated formula. These techniques exactly
parallel those employed by the first, second, and third sections respectively
of ‘the extended Loddfdfnismdl’. Further, just as the separate components
of ‘the extended Loddfafnismal’ are linked into one structural unit, so are
the three sections of Sigrdrifomdl, and in very similar ways. In ‘the
extended Loddfdfnismadl’ the first-person speaker of all three sections is
Odinn, in Sigrdrifomdl it is Sigrdrifa. In ‘the extended Loddfdfnismdl’ the
speaker directly addresses a named individual, sometimes as pu and
sometimes as Loddfafnir. Similarly, in Sigrdrifomadl one named person,
Sigurdr, is addressed throughout. It is also possible to argue that in both
texts a frame is provided by a narrator acting as a reporter of the action. In
‘the extended Loddfdfnismal’ this narrator is the pulr who sets the scene
in the introductory strophe, reports the speeches he has heard, and com-
pletes the frame in his own voice in the concluding strophe. In Sigrdrifomdl
the frame is provided by the third-person narrator of the prose passages
linking the poems in the Sigurdr series. The narrator’s report, enn hon
vacnadi, oc settiz hon up oc sda Sigurd oc meelti (Sigrdrifomdl prose
10-11), which leads straight into the poem’s first speech, is directly
comparable with the statement of the pulr at the end of Hdvamal 111
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(heyrda ec segia svd). The frame at the end of Sigrdrifomdlis lost in the
lacuna, but we can infer its existence on the model of the narrative frames
around the other poems in the Sigurdr series, Fdfnismdl, Brot af
Sigurdarquido, Gudrinarquida in fyrsta and so on, the poems which
immediately precede and follow Sigrdrifomdl in the manuscript. This
inference is supported by the occurrence of a narrative frame around the
Volsunga sagaversion of the material covered in Sigrdrifomdl. In Volsunga
saga the admonitory list is replaced by a prose paraphrase (190608, 54—
55) but it is still spoken by Brynhildr (Sigrdrifa) and, at the end of her
speech, after abrief exchange between her and Sigurdr, the narrator’s voice
returns to close the section. In addition to the frame, Sigrdrifomdl is
provided with internal links and transitions between its sections which are
very similar to those in ‘the extended Loddfdfnismal’.

First, like the initial list in ‘the extended Loddfdfnismal’, the first list in
Sigrdrifomdlis headed by an introductory strophe (5), although this one is
spoken by the giver of instruction rather than by the narrator. In this strophe
Sigrdrifa offers Sigurdr beer which is blended with powerful magic:
charms, spells, and gamanrunar. The precise meaning of the last word is
debatable. In its two occurrences in Hdvamadlit seems to refer, not to runes
as such, but to an intimate (120.6), or more particularly to a sexual (130.6),
relationship. Fritzner (1883-96) glosses these occurrences as morende
Samtale, and Faulkes (1987) as ‘pleasant private intercourse, relation-
ship’. However, the association with /i6d, licnstafir and galdrar indicates
that in Sigrdrifomal 5 gamanrunar refers rather to runic letters used as a
spell, perhaps a spell to secure for the user the affections or the sexual
favours of another. The word manrunar is used in just this sense in Egils
saga Skalla-Grimssonar (1933, 238), indicating that runes were believed
to have been used for such a purpose. Neckel-Kuhn glosses gamanrinar
as it occurs in Sigrdrifomdl 5 as freude bringende runen. So it can be
argued that in this instance, standing at the head of a catalogue of runes, the
reference to gamanrunar introduces the subject of that catalogue in the
same way as the mention of runes in Hdvamadl 137 does for Runatal.
Further, placed at the end of strophe 5 and immediately followed at the
beginning of strophe 6 by sigrinar, the word gamanrina triggers the
catalogue of runes in the same way as um rddom triggers the Havamadl list
of counsels.

Second, the concluding strophe (13) of the Sigrdrifomdlrune catalogue
provides a close parallel to the concluding strophe (137) of the first list in
‘the extended Loddfdafnismal’. That strophe, as we saw, acts as a transi-
tional passage: it looks both back to the list of counsels which is ending by
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repeating its refrain and forward to the list of rune lore that is beginning
through a change from advice to information and a specific allusion to
runes. Sigrdrifomdl 13 begins in exactly the same way, repeating the
formula which has acted as a refrain for the first list in this poem:

Hugrunar scaltu kunna,  ef pu vilt hveriom vera
gedsvinnari guma.

This repetition anchors it firmly in the catalogue of runes. However, the
strophe then makes a change of subject matter even more dramatic than that
in Havamal 137:

paer of 1éd, per of reist,
par um hugdi Hroptr,

af peim legi, er lekid hafoi
or hausi Heiddraupnis
oc 6r horni Hoddrofnis.

Instead of providing information on the use of the runes as the preceding
items have done, this passage introduces mythological lore concerning
Hroptr/Odinn, so beginning, in an obscure and allusive fashion, the
narrative of the origin of the runes which corresponds to Runatal. Although
the change of subject is so abrupt, the second part of the strophe is fully
integrated with the first, both in sense and grammar: the repeated peer in
13.4, 5 and 6 refers directly to the hugrinar with which the strophe opens
and, more widely, to all the runes which have been listed in this catalogue.
The peer of . .. peer of . .. peer umsequence, repeating the pattern introduced
in the preceding strophe, is a further link with the rune catalogue that is
ending. In the catalogue up to this point, Sigurdr has been the subject of the
verbs in all the sub-lists detailing the use of the runes (pu scalt kunna . . .
oc ristaetc.). In strophe 13, however, although Sigurdr remains the subject
of the first two verbs (scalt kunna, vilt vera) the subject of the next three
verbs (r€0, reist, hugor) is Hroptr, and the sub-list refers to the origin of the
runes rather than their present use. The personal address, which was main-
tained in the first three half-lines as part of the link between this strophe and
therest of the catalogue, is dropped when the new subject is introduced, and
the verbs are put into the third person and the past tense. All these changes
look forward to the next section of the poem, which will deal in the third
person, and in the past tense, with Hroptr/O8inn and the origin of the runes.
The strophe ends with a galdralag couplet (13.9—10) which closes the rune
catalogue in the same way as the couplet at the end of Runatal (145. 8-9)
closes that section of ‘the extended Loddfdfnismal’. Sigrdrifomdl 13,
therefore, both closes the catalogue of runes and introduces the narrative
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of Odinn which is to follow. It is more complex than Hdvamdl 137 but,
looking both backward and forward, it performs the same function.?

The central rune lore section of Sigrdrifomdl ends in strophe 19, which
gives advice (nidttu, ef pu namt 19.8) very similar to that in the refrain in
the Hdvamdllist of counsels (nidta mundo, ef pu nemr). The introduction
of an admonitory formula here prepares for the coming list of counsels, in
the same way as the change from admonition to information and the
mention of runes in Hdvamdl 137 prepared for the beginning of Ruinatal;
and the return of direct address (niéttu . . . pui), reminding the audience that
Sigurdr is still being spoken to, prepares both for the return of Sigrdrifa’s
own voice in strophe 20 and for Sigurdr’s reply in strophe 21. Strophes 20—
21 embody an exchange between the speaker and the recipient of her lore
which introduces the poem’s final, admonitory list:

‘Nt scaltu kiosa, allz pér er kostr um bodinn,
hvassa vapna hlynr;
sogn eda pogn  hafou pér sialfr 1 hug!
oll ero mein of metin.’
‘Munca ec fleeia, pott mic feigan vitir,
emca ec med bleydi borinn;
astrad pin  ec vil oll hafa,
sva lengi sem ec lifi.”
This exchange returns us to the initial narrative situation in a way
reminiscent of the reminder of the narrative situation in ‘the extended
Loddfafnismal’ strophe 162, when Loddfafnir’s name recurs with an echo
of the refrain. Sigrdrifa offers Sigurdr a choice between speech or silence
in lines which have been understood (Sijmons—Gering, 11 217) to refer to
their betrothal, and she warns him that she foresees misfortune. Despite
the warning he replies that he will not flee, but rather dstrdd pin ec vil oll
hafa | sva lengi sem ec lifi (21.4—6), whereupon she begins the list of
counsels. There has been some discussion about these two strophes of
dialogue and about the dstrdd pin oll which Sigurdr chooses to have as long
as he lives. Gering proposes (Sijmons—Gering, II 205) that the strophes

31t may be objected that strophe 13, as it appears in Neckel-Kuhn, is not in fact
a single strophe. Sijmons—Gering (II 213) regards it as two strophes, the first of
which included the first three half-lines printed here, together with other lines
which are now lost, and the second being the rest of strophe 13 as it stands in
Neckel-Kuhn. The Volsunga saga version ends the strophe at the name Hroptr.
However, in defence of Neckel-Kuhn’s reading of the Codex Regius version, it
may be said that the strophe as it stands here does follow the pattern established by
earlier items in this catalogue and its two halves are fully integrated grammatically.
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belonged to an original erweckungslied, to which strophes 2—4 also
belonged, and that the intervening strophes were lost. He also suggests
(Il 217) that the poem ended after this exchange with two strophes
concerning the betrothal of Sigurdr and Brynhildr, strophes which are
paraphrased in the Volsunga saga version. With this situation in mind he
argues (following Miillenhoff, 1891-1908, V 162) that dstrdd pin oll
should be construed as deine ganze liebe and has nothing to do with
counsel. He adds that an interpolator, misunderstanding the word dstrdd
here, and thinking it meant ‘counsel’ or ‘advice’, appended the admoni-
tory list. Perhaps Miillenhoff and Gering felt that a lecture on behaviour
was an inappropriate response for Sigrdrifa to make to Sigurdr’s choice of
marriage. However, it does seem likely that the primary meaning of dstrdd
here is ‘counsel’ or ‘advice’, and that the word was intended to lead into
the list of counsels which follows. Astrdd clearly means ‘counsel’ or
‘advice’ in its other eddic occurrences (Fdfnismdl 35.3; Hymisqvida 4.7
and 30.3), as it does in its prose uses (see Cleasby—Vigfusson). Fritzner
(1883-96) glosses it as venligt, kjeerligt Raad and Neckel-Kuhn as
liebevoller, wohlgemeinter rat (see also Boer 1922, II 198). If we under-
stand dstrdd to mean ‘counsel’ here then, like um rddom in Hdavamdl 111
and gamanruna in Sigrdrifomal 5, it introduces the topic of, and triggers,
the list which follows. The verbal association dstrdd/reed linking the
second and third lists in Sigrdrifomadl parallels that between the second
and third lists of ‘the extended Loddfdfnismdl’ (pioda/picoans, Havamdl
145.7; 146.2).

As well as the structural similarities detailed here, there are similarities
in the content and style of the corresponding sections of ‘the extended
Loddfafnismal’ and Sigrdrifomal.

First, both lists of counsels include advice against adultery (Hdvamadl
115; Sigrdrifomadl 32), against exchanging words with a foolish man
(Hdavamal 122; Sigrdrifomdl 24), about friendship (Hdvamal 119-21;
Sigrdrifomdl 37) and about avoiding ill-luck in battle (Hdvamadl 129;
Sigrdrifomal 26-27). In addition, both lists of counsels include, amongst
all the advice, one sub-list which gives practical information. In ‘the
extended Loddfdfnismdl’ it is the list of remedies (strophe 137) and in
Sigrdrifomadl it is a list concerning the preparation of corpses for burial
(strophes 33-34).

Second, the rune catalogue in Sigrdrifomal corresponds in content to
Ljodatal but in position to the conventional Loddfdfnismdl, and it has
some stylistic affinities with the latter. It is more overtly didactic than
Ljodatal, being couched in the imperative mood (scaltu) and being
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emphatically addressed to Sigurdr (pui). This similarity probably results
from the fact that both the Hdvamadl list of counsels and the Sigrdrifomal
rune catalogue occupy the initial position in their respective texts and need
to establish the instructional mode. It is the admonitory list in Sigrdrifomdl,
corresponding in content to the Hdvamadl list of counsels, which corre-
sponds in position to Ljédatal, and we may note that both of these
concluding lists employ a numerical formula. In spite of their differences
in style, the content of Ljédatal does correspond quite closely to that of the
Sigrdrifomdlrune catalogue. The former lists charms and their uses, but the
magic formulae themselves are not given. The latter lists runes which will
be useful to the hero, specifies the words and/or actions which should be
employed when the runes are used, but does not name the runes them-
selves. (Possible exceptions are items one and two, in strophes 6 and 7
respectively, in each of which one rune name, Tyr and Naudr, is given.
This information is only partial, however, since in both items, as in all the
others, the word that heads the item is plural.) In addition, as with the two
admonitory lists, these two lists of magical lore show specific correspond-
ences in content. For example, both have spells that affect weapons
(Hdvamal 148, 150; Sigrdrifomdl 6) or the behaviour of a desired woman
(Hdvamadl 161, 162; Sigrdrifomdl 7), that ensure safety at sea (Hdvamdl
154; Sigrdrifomal 10), and that can be used to calm or avert hatred among
men (Hdvamadl 153; Sigrdrifomdl 12). In addition, both mention spells
particularly for the use of doctors (Hdvamal 147; Sigrdrifomdl 9, 11).

Third, and most interesting, is the similarity of content, structure and
style between the two central sections of rune lore. Both begin with a
narrative concerning Odinn’s acquisition of the runes. In ‘the extended
Loddfafnismal’ this narrative (Hdvamdl 138—41) starts with an account of
Odinn’s ordeal on the tree, hanging for nine nights, wounded with a spear,
sacrificed to himself:

Veit ec, at ec hecc  vindgameidi 4
netr allar nio,
geiri undadr  oc gefinn Odni,
sialfr sialfom mér,
4 peim mei®i, er mangi veit,
hvers hann af rétom renn.
As a result of this ordeal O8inn gained not only the runes and the nine
powerful charms, but also a drink (oc ec drycc of gat ins dyra miadar, |
ausinn Odreri, 140.4-6). In Sigrdrifomdl 13—14 the narrative seems to
refer to two stories, known from other sources, of how Odinn acquired
wisdom from Mimir:
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Hugrunar scaltu kunna, ef bu vilt hveriom vera
gedsvinnari guma;
per of 1éd, per of reist,
par um hugdi Hroptr,
af peim legi, er lekid hafoi
or hausi Heiddraupnis
oc 6r horni Hoddrofnis.

A biargi stod  med Brimis eggiar,
haf6i sér 4 hof6i hialm.
Pa melti Mims hofud

froolict ip fyrsta ord,
oc sag0i sanna stafi.

As noted above (p. 45), peer in its three occurrences in strophe 13 refers
grammatically to the hugrinar with which the strophe opens, and it can
also be interpreted as referring to all the runes listed in the preceding
catalogue. In strophe 13 Odinn gains control of them, carves and ponders
them, as a result of drinking the liquid (af peim legi, see Neckel-Kuhn II,
under af 1Ib) which had dripped out of Heiddraupnir’s skull and out of
Hoddrofnir’s horn. Itis not certain, but seems likely, that Heiddraupnir and
Hoddrofnir are names for Mimir (compare the reference to Hoddmimir in
Vaforuonismdl 45.3), who is named in strophe 14. According to the
account in Gylfaginning (Snorri Sturluson 1982, 17), Mimir owned a well
containing spekd ok mannvit, he drank its wisdom-giving waters from a
horn (hann drekkr or brunninum af horninu Gjallarhorni), and he gave
Odinn a drink from his well after the god had given his eye as a pledge (see
also Voluspd 28). Elsewhere (Snorri Sturluson 1941-51, 1 13) we are told
that Mimir’s severed head was a source of wisdom consulted by Odinn (see
also Vpluspd46). The bringing together of a skull, a horn, a wisdom-giving
liquid, and the acquisition of knowledge by Odinn suggests that strophe 13
is alluding to these stories about Mimir (see Boer 1922, 11 196). Strophe 14
refers more directly to the story of O3inn’s acquisition of knowledge from
Mimir’s head. Hroptr (O3inn), introduced in the preceding strophe, would
be the subject of st60 here (Boer 1922, 11196-97; Sijmons—Gering, 11213),
and it would be to him that Mimir’s head spoke wisely, telling him true
staves, namely the ‘rune-location list’ which follows in strophes 15-17.
The list is grammatically linked to this strophe by the verb gvad (15.1), the
subject of which must be Mims hofud (Boer 1922, 11 197).

In spite of their differences, there are some connections between the
narratives of Odinn in ‘the extended Loddféfnismal’ and Sigrdrifomdl.
First, in ‘the extended Loddfdifnismdl’ Odinn hangs on a tree, usually
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assumed (see, for instance, Fleck 1971a, 385-88; Hdvamal 1986, 32-33)
to be the world ash, Yggdrasill, and he searches downwards (nysta ec nior,
139.3) to take up the runes. In other words, he acquires the runes from the
base of Yggdrasill. In his account in Gylfaginning, Snorri tells us that
Mimir’s well was situated among the roots of Yggdrasill. If Sigrdrifomdl
13 does refer to Mimir’s well, then O8inn acquired his power over the runes
from the same place in Sigrdrifomdl as he did in ‘the extended
Loddfdfnismdl’. Second, in ‘the extended Loddfifnismal’, Oinn states
that he received nine mighty charms af inom freegia syni /| Bolpors(140.1—
3). Sijmons—Gering (I 151) points out that a son of Bglporr is mentioned
nowhere else but that there is repeated evidence that Odinn owed his
wisdom to Mimir, and accepts the identification of Mimir with Bolporr’s
son. This identification remains unproved, but it is relevant that an agent,
Mimir in Sigrdrifomdland Bolporr’s son in ‘the extended Loddfdfnismal’,
is involved in both stories of Odinn’s acquisition of runic wisdom. Third,
in the poem Fjolsvinnsmdl (20.1-3) the world ash is called Mimir’s tree
in words that otherwise seem to be directly parallel to the last three lines
of Hdvamdl 138 quoted above:

Mimamei0r hann heitir,

en pat mangi veit,

af hverjum rétum renn.
Fleck (1971a, 387-88) argues that both this Mimameidr and the tree of
Odinn’s ordeal are identical with Hoddmimir’s wood mentioned in
Vaforudnismadl (i holti Hoddmimis, Vaforiudnismdl 45.3) and in Gylfa-
ginning (Snorri Sturluson 1982, 54). Fourth, in both texts the acquisition
of the runes is accompanied by a special drink, the precious mead of
Hdvamal 140.5 and the liquid which had dripped out of Heiddraupnir’s
skull and Hoddrofnir’s horn in Sigrdrifomal 13.7-10.

The narrative of Odinn in ‘the extended Loddfdfnismdl’ is followed
(142—-43) by an account of the origin of the runes. They were carved by
named individuals for (or among) the different races of rational beings:
Asir, elves, dwarves, and giants.

Odinn med 4som, enn fyr 4lfom Dainn,
Dvalinn dvergom fyrir,
Asvior iotnom fyrir,
ec reist sialfr sumar.
The identity of the ec of the last half-line has caused some discussion. The
speaker would seem to be Odinn, who is certainly the speaker of strophes
138—41, but O8inn has already been mentioned in this list. The problem is
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compounded by the last two lines of strophe 145 where O8inn (Pundr) is
referred to in the third person. Who is the speaker of this part of Rinatal?
It could be O3inn; he does at times regard himself objectively, as in strophe
138.5-6, and the final line of the list could be understood as a reflective,
concluding comment. However, it is also possible that some lines in 142—
45 are spoken by someone else. Larrington (1993, 61) states unequivocally
that ec in 143.5 is ‘the poet, the hAroptr for the race of men, who are
otherwise the only class of creation* missing from the the verse’. Sijmons—
Gering (II 152) suggests that the strophe is spoken by a wandering pulr,
adding that the listed lore deals with the origin of rune knowledge for those
gifted with reason and speech: that is gods, elves, dwarfs, giants and men.
If the final line of strophe 143 does refer to the acquisition of runes by men,
the awkward repetition in the list would be avoided. There seems no need,
however, to introduce another character, a wandering pulr, as the narrating
pulr, the ec of strophe 111, is already available. If he does interpose his
voice here, between the narrative of Odinn and Ljédatal, this return of the
narrator’s own voice would correspond to the return to the narrative
situation in Sigrdrifomdl 20. Whoever speaks them, strophes 14245 are
allusive and very mixed metrically. The same is true of the whole of the
central section of Sigrdrifomdl.

Just as in ‘the extended Loddfdfnismal’, the Sigrdrifomdl narrative of
Odinn is followed by an account of the origin of the runes, this time a list
of places where they were carved (15-17), and then of their distribution to
the different races of rational beings (18). All those which were carved on
(i. e. onto the objects listed in the preceding three strophes) were scraped
off, mixed with the holy mead, and sent ‘on wide ways’:

Allar voro af scafnar, par er voro 4 ristnar,
oc hverfoar vid inn helga miod,
oc sendar 4 vida vega.

In this way they were distributed to the Asir, the elves, the Vanir and men:

bar ro med 4som, par ro med alfom,
sumar med visom vonom,
sumar hafa mennzcir menn.

The dwarfs and giants are notably absent from this list, but the presence of
men lends some support to the interpretations of ec in Hdvamdl 143.5
favoured by Sijmons—Gering and Larrington. The holy mead (18.3), like
the dripping liquid of Sigrdrifomal 13.7-10, may be compared with the

4 She must surely mean of rational beings’; the list does not attempt to include
all classes of creation.
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precious mead in Hdvamdl 140.4-5. Obscure and allusive as they are, the
narratives of O8inn and the accounts of the origin and distribution of the
runes contained in these two poems seem to represent two versions of what
was essentially the same story.

Finally, in addition to the similarities between Sigrdrifomdl and ‘the
extended Loddfdfnismal’ already described, there are specific verbal
parallels between the two texts. For example, both Sigrdrifa and O8inn tell
the recipients of their instruction that they must have knowledge of runes,
and Sijmons—Gering (II 213) and Evans (Hdvamdl 1986, 136) draw
attention to the verbal parallels between their words in Sigrdrifomal13 and
Havamal 142:

Hugranar scaltu kunna, ef pu vilt hveriom vera
geOsvinnari guma;
par of 1éd, ber of reist,
paer um hugdi Hroptr,
af peim legi, er lekid hafoi
or hausi Heiddraupnis
oc 6or horni Hoddrofnis. Sigrdrifomdl 13

Ruanar munt pa finna  oc radna stafi,

mioc stora stafi

mioc stinna stafi,

er fadi fimbulpulr

oc gordo ginregin

oc reist hroptr rogna. Havamal 142
As well as a knowledge of runes in general, both Loddfafnir and Sigurdr
must have knowledge of the art of healing (Hdvamal 120 and 137,
Sigrdrifomdl 4, 5, 9 and 11). In this connection too there are verbal
parallels:

g60an mann  teygdo pér at gamanranom
oc nem licnargaldr, medan pu lifir. Hdvamdl 120.5-7

fullr er hann lioda  oc licnstafa,
godra galdra oc gamanriana. Sigrdrifomadl 5.5-7

mal oc manvit  gefit ocr marom tveim
oc lzecnishendr, medan lifom! Sigrdrifomadl 4.4-6

And the admonitory words both instructors use are very similar:

Radomc pér, Loddfafnir, atpua...
niota mundo, ef pt nemr. Hdvamal 112.1-3 etc.

Pat raed ec pér ip fyrsta, atpa... Sigrdrifomadl22.1-2
niéttu, ef pit namt. Sigrdrifomal 19.8.
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One last correspondence demands to be noted, although there is no reason
to think that it is anything but a tantalising coincidence, and that is the
common element fdfnir in the names of the two recipients of instruction:
Loddfafnir and Sigurdr Fafnisbani.

The similarities between Sigrdrifomaland ‘the extended Loddfdfnismal’
may be summarised as follows: a supernatural authority figure who
dispenses instruction (Oéinn and Sigrdrifa); a named individual recipient
of the instruction (Loddfafnir and Sigurdr); a framed three-list format; a
correspondence between the subject matter (counsel, lore concerning
runes and charms) and between the purposes (admonitory, informative) of
the lists in each case; correspondences between the content of individual
list items; a rune origin and distribution narrative, allusive and obscure, in
the central section of each text; exactly parallel listing techniques; closely
similar linking and transitional techniques, in and between the correspond-
ing sections of each text; and specific verbal parallels. It seems reasonable
to conclude that in Sigrdrifomdland ‘the extended Loddfdfnismal’ we have
two parallel texts.

The comparison with Grimnismal

There are no other three-list instructions in the Edda, but there is another
instructional list poem. This is Grimnismdl, and Haugen (1983, 14-16) has
drawn attention to its close relationship with Hdvamadl and Sigrdrifomadl.
Grimnismadl does not have an admonitory list and so lacks the affinities
with the wisdom Instruction possessed by Loddfdafnismaland Sigrdrifomadl,
but it does combine a narrative about Odinn, lists of mythological lore and
the instruction of a young man. The narrative provides the framework for
the lists which make up the bulk of the poem. The story is as follows: O8inn
visits his foster-son, King Geirrgdr, in disguise in order to test his
hospitality. Geirrgdr has the stranger seized and, because he will not talk,
tortured by being fastened between two fires and left without food or drink
for eight days. On the eighth day Geirrgdr’s young son, Agnarr, takes pity
on the stranger and offers him a horn full of drink. Odinn responds by
telling Agnarr that he will have good luck, called down upon him by
Veratyr (that is, by Odinn himself), and that he will never receive a better
reward for a single drink. O8inn then recites a series of lists of mythological
lore, ending with a catalogue of his own names during which his identity
isrevealed. Geirrgdr jumps up to release him, stumbles on to his own sword
and dies. Odinn vanishes and Agnarr becomes king.

The similarities in the pattern of this narrative and the two poems
discussed above are evident. As in ‘the extended Loddfdfnismdl’, O8inn is
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the giver of instruction and an important place is given to an ordeal suffered
by him. In Grimnismdl his ordeal is by fire, and we may compare
Sigrdrifa’s situation at the beginning of Sigrdrifomdl where, in her magic
sleep, she is surrounded by flames through which Sigurdr has to pass to
rescue her. In Grimnismdl Odinn is deprived of food and drink for eight
days (2.1-3) and in ‘the extended Loddfdfnismal’ he hangs for nine days
and is similarly deprived of food and drink (138.3, 139.1-2). In Grimnismal,
as in Sigrdrifomdl, the recipient of instruction is a young prince, and a horn
of drink changes hands. The relief offered to Odinn by Agnarr parallels the
rescue of Sigrdrifa by Sigurdr, and in both cases the instruction follows
immediately. In ‘the extended Loddfdfnismdl’ Odinn does not suffer the
ordeal on the same occasion as he gives the instruction, rather he recounts
his experience as part of his instructional speech, and Loddfafnir plays no
part in his rescue. However, there is a form of relief at the climax of the
ordeal when Odinn grasps the runes, falls from the tree and receives a
magic drink (oc ec drycc of gat ins dyra miadar, | ausinn Odreri, 140.4—
6). This drink, which causes him to prosper and become wise or fruitful (Pd
nam ec freevaz oc fréor vera | oc vaxa oc vel hafaz, 141.1-3) and which was
compared above to the empowering liquid of Sigrdrifomdl13.7-10 and the
rune-filled mead of Sigrdrifomdl 18, may also be compared to the magic-
filled beer which Sigrdrifa offers Sigurdr when he asks her to teach him
wisdom:

‘Bior feeri ec pér,  brynpings apaldr,

magni blandinn  oc megintiri;

fullr er hann lioda  oc licnstafa,

goora galdra  oc gamanrtina.’ Sigrdrifomdl 5

The correspondences in the content of the three poems, despite their
similarity, are inexact. Unlike Grimnismdland Sigrdrifomal, for example,
‘the extended Loddfdfnismal’ has no fire ordeal (although a hanging ordeal
is substituted) and no rescue. Further, although Odinn does receive a drink
in ‘the extended Loddfdafnismal’, it is offered neither by the recipient of the
instruction, as in Grimnismal, nor by the giver of instruction, as in
Sigrdrifomdl. The horn offered by Agnarr to Odinn, although it produces
an extraordinary response, is full of ordinary drink, unlike the magical,
wisdom-giving potions of Sigrdrifomdland ‘the extended Loddfafnismal’ .
The setting for the instruction in Sigrdrifomdlis the open fell, not the hall
of a king, as it is in both ‘the extended Loddfdfnismal’ and Grimnismal.
Nevertheless, the similarities do seem too persistent to be coincidental, and
it is worth considering what the underlying pattern might mean.
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The comparison with Rigspula and the role of Loddfdfnir

One possibility is suggested in the work of Jere Fleck (1970, 1971b), Einar
Haugen (1983) and Jens Peter Schjpdt (1988) who believe that the poems
inthe Edda, or at least some of them, may have had aritual function. Fleck,
for instance, suggests that ‘a ritual education in numinous knowledge as a
part of a younger/youngest son’s individual consecration to a godly figure
formed the decisive factor in the succession to a Germanic sacred kingship’
(1970, 42). He bases this suggestion on the case of Konr ‘the young’ (ungr)
in another eddic list poem, Rigspula. Towards the end of this poem (43—
44) we are told that Konr, who was to assume the title and position of his
father Jarl, was distinguished from his older brothers because he had
knowledge of runes and other special skills:

Enn Konr ungr  kunni ranar,
@vinrinar  oc aldrranar;

meirr kunni hann  monnom biarga,
eggiar deyfa, @gilegia.

Kloc nam fugla, kyrra elda,
seva of svefia, sorgir legia,
afl oceliun  4atta manna.

If biargahere refers to help in childbirth (see Neckel-Kuhn II), then all of
Konr’s special skills find parallels in the stories of Sigurdr and Loddfafnir.
Sigurdr must know biargrinar and brimrunar (Sigrdrifomdl 9-10), he
understands the speech of birds (Fdfnismadl, prose section between stro-
phes 31 and 32) and possesses great strength (Frd dauda Sinfiptla, lines
33-35). The catalogue of charms recited for Loddfafnir includes charms to
soothe sorrow, to dull a weapon’s edge and to quell fire (Hdvamadl 146,
148, 152). We are not told how Konr acquires his knowledge, only that he
bests his father Jarl in a contest of runes (Rigspula 45). However, Jarl
himself had learned the runes directly from the god-like figure Rigr (36.1—
4),whowould seem to correspond to the givers of instruction in Sigrdrifomal,
Grimnismadl and ‘the extended Loddfdafnismal’.

In Rigspula the instruction of Jarl and the special knowledge and skills
of Konr are alluded to only briefly, but the king-making context is
illuminating. Fleck (1970, 44-45) draws a parallel with the story of
Geirrgdr and his succession to the kingship as it is told in the prose
introduction to Grimnismdl. In a later paper (1971b, 58-61) he applies his
theory to Agnarr, concluding that ‘in order to succeed to the throne, Agnarr
must receive ritual instruction’ (1971b, 61). Schjgdt criticises some details
of Fleck’s overall idea but agrees with him in principle. Haugen also agrees
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with Fleck’s idea but, rather than restricting the ritual function of the eddic
poems to the initiation of a king, he extends it to ‘the whole ceremonial
pattern of Germanic religion in which the king priest, or sacred magician,
acts out the role of the gods he tells about’ (1983, 20). He includes
Sigrdrifomdl in his discussion, saying (1983, 16):
I hesitate to say that Sigrdrifa . . . is another mask of Odin, this time in the shape
of a woman, but she talks exactly like him, and I believe she is simply Odin’s
mouthpiece. Again a slender story has been grafted on to a recital of numinous
knowledge, which serves the purpose of preparing Sigurd to become a king,
just as it did Agnar in the Lay of Grimnir.

If Fleck and Haugen are right, it may be possible to discern behind the
poems discussed in this paper some initiatory rite, and this would accord
with Lindquist’s view of Hdvamadl. The ritual would include some or all of
the following: the recital of epic narrative concerning O8inn or a surrogate,
the listing of mythological lore and/or magical lore concerning runes or
charms, and an admonitory list of advice addressed to the initiate. It might
also include re-enactment of some ordeal involving hanging or fire and
relief or rescue, and the offer or acceptance of a drink. The similarities
between the texts might be explained if they all reflect variations of the
same, or very similar, rites.

Loddfafnir’s name occurs only in Hdvamadl. The results of attempts to
interpret its meaning, for example spielmann, gaukler (Sijmons—Gering,
I 132) and Laffe (Lindquist 1956, 32), have been unflattering and seem
inappropriate for amember of a group which includes Sigurdr and Agnarr.
We know nothing about Loddfafnir except what the conventional
Loddfafnismal tells us: that he was personally counselled by a speaker
whom we can assume to be Odinn. However, the extension of his
instruction to include Runatal and Ljodatal, and the parallels between his
situation and those of Sigurdr and Agnarr, allow us to infer a little more:
that Loddfafnir was a young prince about to become a king, ready for
instruction in numinous knowledge, and deemed worthy of the attention of
the highest god—in fact, that he was a protégé of Odinn’s, as Agnarr was
and GeirrgOr had been, and as were also the Volsungs. If we accept Fleck’s
and Haugen’s interpretation of the roles of Agnarr and Sigurdr, then we
must conclude that Loddfafnir too was a candidate for sacred kingship.
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BJARNE FIDJESTOL

The sudden death on February 9, 1994, of Bjarne Fidjestsl, Professor of
Nordic Philology at the University of Bergen, at the age of 56, is a
particularly sad blow to the Viking Society, of which, over the past few
years, he had become an increasingly close friend. Many of the Society’s
members attended the Seventh Biennial Conference of Teachers of
Scandinavian Studies in Great Britain and Northern Ireland held at
University College London in March 1987, at which Bjarne gave, at the
invitation of the Conference organisers (who have since published it in the
Proceedings) a paper in Norwegian on scaldic poetry and the Conversion,
with special reference to the kingship of Haraldr harfagri. At the Society’s
centenary symposium in 1992 Bjarne also gave, at the Society’s invitation,
apaper in English on the contribution of scaldic studies to current scholarly
engagement with the problem of the extent of the Christian impact on
pagan beliefs in the Viking Age; this paper is published in Anthony
Faulkes and Richard Perkins, eds, Viking Revaluations(1993), the volume
in which the papers given at the symposium are collected. Bjarne’s books
Solarljéo: Tyding og tolkingsgrunnlag (1979) and Det norrgne fyrste-
diktet (1982) are, as it happens, reviewed by the former and current
Presidents of the Society in Scandinavica 20 (1981), 219, and 25 (1986),
74-76, respectively. Neither review does justice to the book with which it
deals, but each at least offers a way into the book in question for readers
whose nynorsk may not be entirely up to scratch.

At the Conference in 1987, mentioned above, Bjarne was asked by
Michael Barnes in my hearing to make an after-dinner speech on behalf of
the Norwegian delegates at the end of the Conference. He immediately
replied: ‘Oh, no; I can’t possibly give a speech in English.” ‘But we want
you to do it in Norwegian,” said Michael. ‘Oh; then I’ll have to think of
some other excuse,” Bjarne replied. Fortunately he was persuaded to give
the speech in Norwegian, and did so to the great pleasure of his hosts and
no doubt also to that of his fellow Norwegian guests. In addition to the
unassuming modesty and gentle sense of humour that this story illustrates,
Bjarne also had a moral courage and integrity that led him to risk making
himself unpopular in order to stand up for what he believed in. Not
everybody will have agreed with his position on the Seventh International
Saga Conference at Spoleto in 1988, which included in its programme a
contribution from a representative of the University of South Africa, but
few can have failed to admire the openness and painstaking persistence
with which Bjarne made his position clear, both at the Conference itself
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and in letters written to many of its members beforehand. It is a particular
sadness that he did not live to hear of the forming of the new government
in South Africa; he would have rejoiced at the news.

Our deep sympathies go to his wife Eva, to his children Mari, Ragna,
Alfred and Ane, and to his students and colleagues at the University of
Bergen.

R. W. McT.



PETER HALLBERG
January 25, 1916—March 4, 1995

It is a great sorrow to find oneself in the position of writing two obituaries
in the same number of Saga-Book. Although Peter Hallberg was perhaps
not as well known personally to members of the Viking Society as Bjarne
Fidjestol, his books on The Icelandic Saga and Old Icelandic Poetry,
available in English from 1962 and 1975 respectively, must for many
members of the Society have formed part of their basic introductory
reading when they first encountered Old Icelandic literature. Peter at-
tended one of the Society’s meetings in London early in 1981, when on a
lecturing visit to Leeds from Gothenburg; and in 1987 he gave a lecture on
‘Recent Trends in Saga Research’ at a plenary session of the Seventh
Biennial Conference of Teachers of Scandinavian Studies in Great Britain
and Northern Ireland, held at University College London in March of that
year, and attended by many of the Society’s members; this paper is
published in the Conference Proceedings(1987), 78-95. Perhaps the most
significant of his visits to Britain for the advancement of Northern research,
however, and certainly the most dramatic of them, was the one he made in
1944.In the previous year, as he explains in a lecture on Laxness published
in Elin Bara Magnusdéttir and Ulfar Bragason, eds, Halldérsstefna(1993),
11-19, he had been offered the post of Swedish lecturer at the University
of Iceland, but had been prevented from taking it up by the sheer difficulty
of reaching Iceland from Sweden in wartime. In order to do so, he had to
travel first to Britain; but Swedish aeroplanes flying to Britain at that stage
of the war were exposed to the risk of German attack. He managed
eventually to fly to Edinburgh, however, and proceeded from there by train
to Hull, where he boarded an Icelandic trawler for a six-day voyage to
Iceland, arriving in time to take up the lecturing post just under a year late.
On this journey he had with him a well-filled mailbag, ‘about the size of
myself’, as he puts it, which he had been enjoined by the Swedish Ministry
of Foreign Affairs never to let out of his sight and to deliver without fail to
the Swedish diplomatic mission in Reykjavik. Although this was not
Peter’s first visit to Iceland, it was surely the one that was most important
for the course his life was later to take. He remained in the lecturing post
until 1947.1n 1951 he became Docent in Literary History at the University
of Gothenburg, and in 1975 Professor of Comparative Literature, also at
Gothenburg. In 1945 he married Rannveig Kristjansdottir, from
Dagverdareyri, just north of Akureyri, in northern Iceland; she died in 1952
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atthe tragically early age of thirty-five. They had two children, Kristjan and
Maria. In 1955 he married Rannveig’s sister, Kristin, who died, also after
an heroic struggle against illness, in 1985. Both marriages were, in their
different ways, wonderfully happy ones, as was clear to anyone who knew
Peter well.

It would need more than just a mailbag—even one of the size Peter
describes—to contain all his publications on Old and Modern Icelandic
literature and related subjects. Indeed, when introducing his lecture at the
London conference in 1987, his namesake Peter Foote said that Peter
Hallberg, with his tall, imposing figure, towered above most of us physi-
cally as well as academically, and that his list of publications was ‘even
longer than himself’. While some might think that his statistical investiga-
tions of saga authorship (set out most fully in his Stilsignalement och
forfattarskap i norrén sagalitteratur (1968), and summarised in Ture
Johannisson, ed., Sprakliga signalement(1983),81-102) have been largely
superseded by the advent of the computer, he may be said to have prepared
the way for the use of computers in Northern research by his wise
assessment of the kind of information that needs to be fed into them; and
it should be remembered that his statistical approach was by no means
confined to problems of saga authorship, but touched on matters as widely
different as sacral kingship in ancient Scandinavia and free indirect style
in the novels of Halldér Laxness. Even if his methods and conclusions are
questioned, his work will remain an inexhaustible source of valuable
insights and observations. It is perhaps in his work on Laxness that he
comes across, as a scholar, at his most humane. In his Halldor Laxness
(1971), 128, he praises Laxness for ‘placing Iceland in the midst of the
world’. This is something that Peter Hallberg may be said to have done for
Halldor Laxness, by providing in his books Den store vivaren (1954) and
Skaldens hus (1956) an international context for the study of Laxness’s
work, which he discusses in relation to the work of writers as varied as
André Breton, Dante Alighieri, Knut Hamsun, Ernest Hemingway, James
Joyce, August Strindberg and Lao-tse. For the magnificent example of the
breadth and depth of his reading, and for his authoritative presence as a
bastion of Northernresearch over many years, we thank him warmly, while
sending our deep sympathies to his relatives in Iceland and Sweden.

R. W.
MCcT.



THE MILL IN NORSE AND FINNISH MYTHOLOGY
By CLIVE TOLLEY

HE MILK ocean is churned, in Indian myth, with an outlier of the

world mountain to produce the soma of immortality, as well as a host
of other guarantors of the world’s fertility and well-being, such as the sun
and moon, along with destructive forces such as the poison Kalakiita and
the goddess of misfortune.! No myth relating anything precisely compara-
ble to this striking event appears to exist in Norse, yet the image of a cosmic
mill, ambivalently churning out well-being or disaster, may be recognised
in certain fragmentary myths.

The image of the cosmic mill is better developed by the neighbours of the
Norsemen, the Finns. The tale of the sampo provides a poetically elabo-
rated myth against which the Norse remains may be assessed; I shall also
consider some of the possibilities of Norse/Finnish influence.

The Sampo

The Finnish sampo is never described in detail, nor is its precise function
determined; nonetheless, investigation reveals that it represents a highly
developed expression of the image of the world mill: the cosmic turning
regulates fertility, ‘grinding out’ well-being like a mill. At the same time,
fertility is not perfect, and efforts are made to explain this fact in the sampo
myths.2

! The myth is recounted in the Mahabharata; 1 have consulted O’Flaherty’s
translation (1975, 274-80). She gives the passages translated as being from the
Mahabharata 1.15.5-13; 1.16.1-40; 1.17.1-30; 7 lines after 1.61.35; 3 lines after
1.61.32; 3 lines after 1.16.36; 3 lines after 1.16.40; 3 lines after 1.17.7. For a study
of this myth alongside Scandinavian analogues (but not involving consideration of
any cosmic mill aspects of the Scandinavian myths) see Dumézil 1924, esp. chs 2-3.

2 Four versions of the Finnish sampo poems are given in FFPE nos 12-15; see
also the commentary there (526). Kuusi has carried out a thorough analysis of the
poem’s variants elsewhere (Kuusi 1949). By the twelfth century three poems of
different age (but going back at least to c. Ab 800)—The Creation of the World’,
“The Forging of the Sampo’ and ‘The Theft of the Sampo’—had become estab-
lished in a fixed sequence (Kuusi 1949, 350-52). This group of poems, forming the
so called ‘Sampo Epos’, had three main redactions in different geographical areas
(Hdme, Pohjanmaa, Karelia).
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In summary, the three main episodes of the epos were:

The Creation of the World.

Viindmoinen, the cosmic sage, is shot by an enemy and drifts wounded for
several years at sea where he performs various acts of creation.3

The Forging of the Sampo.*

Finally, he is washed ashore at Pohjola, whose mistress undertakes to return
him to his own people on condition that he forges® her a sampo (which is not
defined). He promises that his fellow hero Ilmarinen will do this and is allowed
to return home. Ilmarinen agrees to forge the sampo, in return for which he is
told he will receive the daughter of the Mistress of Pohjola. Thus the sampo is
made and provides the inhabitants of Pohjola with great wealth.

3 “The Creation of the World” was also sung as a separate poem: motifs vary in
the different redactions (FFPE nos 2-5):

a. The common motif is that of the bird (duck, swallow, eagle) which lays its
eggs, either on ahummock (Viindmainen is not present in many versions of the
myth), or on Vidindmoinen’s knee; the eggs are broken (e. g. by a storm) and
from them are formed parts of the world (e. g. the sun from the yolk, the
firmament from the upper half of the shell, the earth from the lower).

b. Another motif often found is that of the bird diving down to the sea-bottom
to bring up mud, from which the world is formed (see Schier 1963 on this
common Siberian mythologem, and its analogues in Norse). This motif can be
combined with a; for example, in FFPEno. 2 the bird dives down to find pieces
of the shattered eggs, which are used to create the world.

c. Only in some versions does Vdindmdoinen appear; he is presented floating on
the ocean (often as a result of shooting by a Lapp, a motif introduced from
another poem, FFPE 523), and his function (other than to offer his knee as a
nesting place for the bird) is to fashion the sea-bottom (i. e. possibly a variant
of b).

In surviving versions of the Sampo Epos Vidindmdinen’s creative activities are
not usually stressed; for example, in FFPE no. 12 (one of the fullest versions), the
only remaining sign of creative tasks is Vdindmdinen’s successful prayer to the god
Ukko to raise lumps of black slime on the waters, which reflects the motif of b.

41In the Karelian redaction of the cycle ‘The Forging of the Sampo’ is replaced
by a version of ‘The Courtship’ (FFPE nos 16, 17), in which Védindiméinen woos
the daughter of the Mistress of Pohjola, and is set as his task the forging of the sampo.

5 The sampo is not clearly of metal, but the Finnish word takoa, used for the
fashioning of the sampo, is usually translated as ‘forge’; its maker, Ilmarinen, is
chiefly a metal-smith in Finnish mythology. In the folk poems vaguer phrases are
often used to describe the forging, such as saada sampo valmihiksi, ‘to get the
sampo ready’.

¢ In some versions explicitly by grinding (jauhaa), e. g. FFPE no. 12, 11. 165-70.
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The Theft of the Sampo.”

Jealous of this, Vdindmdinen and Ilmarinen sail to Pohjola and steal the sampo.
They are pursued and a furious battle takes place at sea, during which the
Mistress of Pohjola changes into a vaakalintu, ‘griffon’, the sampo is smashed
and the pieces are lost in the sea. These and some fragments that are washed
ashore bring fertility to the land and sea.

The epos was sung in a rigid form for some time, for the poem had a ritual
function, being sung at the spring sowing, before it began to fragment and
diversify.8

The word sampo derives from an earlier *sampoi, an adjectival forma-
tion from *sampa, a word of no obvious meaning, but which appears
originally to have signified ‘pillar’ (Setild 1932, 479).° This places the

7 Kuusi and Branch (FFPE 527-28) regard the theft episode as showing clear
signs of Norse influence; I consider this below.

8 Other poems, such as The Golden Bride (FFPE nos 21, 22), became incorpo-
rated in the epos.

9 Two main interpretations have been proposed—and have been so fiercely
contested that it has been to the detriment of an understanding of the poetic
significance of the sampo. A meaning ‘pillar’ for the base word sampa, as Harva
argues (1944; 1943, 29; 1948, 47), seems more likely than Haavio’s ‘mill base’
(1967, 197-200). Lonnrot (1958 s. v. sampa) records a saying eihdn tuo toki eline
maasammaksi which he glosses as ‘icke md denne lefva till jordstolpe, till
Methusalems alder’ (‘he cannot live to [be a] world pillar, to Methusalem’s age’);
thus maasampa is used in the sense ‘world pillar’. Turunen (1979, s. v. sampo)
notes that sammas, a derivative of sampa, is used in compounds such as rajasammas
in the sense ‘(border) stone’ in Finnish, but in Vatja and Estonian the same word
means ‘pillar’.

Lexical connexions with ‘mill’ words are to be viewed as secondary: the standard
word for ‘mill-base’, sammakko, is itself to be viewed as a derivative of sampa, with
the meaning ‘that which supports a sampa [i. e. the central axle]’; Haavio (1967,
199) points out that in Veps samba is equivalent to Finnish sammakko, and indeed
sampain this sense was recorded in Tyrvid in 1853; since sammakkois the standard
word, however, sampa may be a back-formation; the evidence for sampa in this
sense is outweighed by the evidence for the sense ‘pillar’.

Sampo is a formation with two possible significances, both of which could have
been inferred by poets:

1. ‘Something fitted with a sampa’: Haavio (1967, 200) concludes ‘since
sampa (cf. sammakko, sammakka) means that part of a rotating machine in
which the vertical axle is supported and in which it turns without moving to the
sides, sampo(i) is a rotating machine, of which the important part is the sampa’
(‘koska sampa (vrt. sammakko, sammakka) merkitsee rotaatiokoneen sitd
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Finns in the well-documented class of peoples who realised the support of
the world under this image (see Harva 1922-23, 9-33). Harva (1943, 42)
points to sayings such as seisoo kun taivaan ponkki ‘he stands like the
pillar of heaven’ (from Vermland) to show that the world pillar was
regarded as unmoving. Whilst the sampo itself may have been fixed,
however, a mill-like motion is not precluded: with the sampo is closely
associated the kirjokansi, ‘speckled lid’; kansi, ‘1id’, is used to mean ‘sky’
in folk poetry, and the kirjokansi most likely stands for the sky, speckled
with stars and the other heavenly bodies (Harva 1943, 52); Harva (1943,
97; cf. 1922-23, 11) notes some evidence that the sampo was thought of
as having a nail in its head, around which the heavens turned, the rotation
being called sammasjauho, ‘pillar/sampo-grinding’. Indeed, poets have
made full use of connexions of the word sampa with parts of the mill, so
that the sampo was conceived as a mill, and is sometimes called mylly or
mellitsa, ‘mill’, grinding out salt, wealth, and so forth (Harva 1943, 80),10
perhaps increasingly so as the concept of the world pillar became blurred.

The world pillar and the firmament nailed to it act as an integral unit. The
milling arises as a result of the turning of the firmament about the pillar,
which produces the seasons, and is hence responsible for the fertility of the
world. Whilst this idea is not explicit in any Finnish traditional poetry
(Kettunen 194041, 38-39),'! it may be surmised to have been the original
mechanism, on the basis of pillars with coverings representing the heavens,
i.e. equivalent to the kirjokansi,amongst other peoples (Harva 1922-23, 15).

The proper place for the sampo is clearly Pohjola; the Finns once called
the North Star pohjan naula, ‘nail of the north’ (Harva 1922-23, 10). The
sampo, as the world pillar, would be fixed to the firmament, the kirjokansi,
at the North Nail [= Star]. The reason for the sampo’s presence in Pohjola
is, as Setdld suggests (1932, 535), that Pohjola, ‘North Land’, was
specifically the ‘land at the North Star’, where the world pillar is nailed to

osaa, johon vertikaalinen akseli tukeutuu ja jossa se sivuille liikkkumatta pyorii,
sampo(i) on rotaatiokone, jonka merkityksellinen osa on sampa’).

2. ‘Small sampa’. This is in line with Harva’s suggestion (1943, 101-04) that
the Sampo Epos concerns a cult representation of the world pillar, rather than
the pillar itself.

10 For example SKVR 1:1:34: Laai sampu valmeheksi,/ Laai laitah jauhomylly,/
Toisell’ laiall’ suolamylly,/ Kolmanelle rahamylly (‘Get a sampo ready, a grain
mill on one side, a salt mill on another side, and a money mill on a third”).

1 Kettunen dismisses the evidence of Kaisa Vilhunen, a ‘forest Finn’ (i. e. a
descendant of the seventeenth-century Finnish settlers of Vermland), as her talk of
the sky ‘grinding’ was, he believes, prompted by her questioner.
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the firmament. As the centre of cosmic rotation, it would be from Pohjola
that fertility spread; the jolting of the sampo from its home resulted in the
uneasy progression of the seasons along with a loss of unending fertility.
Setild (1932, 544—47) notes an obscure verse in which Vdindmoinen went
nouva naula pohjolasta, ‘to fetch the nail from the north’ (i. e. presumably
the North Star), which could be equivalent to his fetching the sampo from
Pohjola.

The fertility aspects are clearly fundamental to the sampo.'? The sampo
songs were originally sung as accompaniments to the ploughing and
sowing of the land.!3 The myth of the theft and shattering of the sampo
explained why the fertility of the land was not boundless. As Kuusi notes,
the actual shattering of the sampomay be derived from the shattering of the
egg in the myth of creation (FFPE 526);* the original conception may
have been of a broken, but not shattered, world pillar; clearly there is still
the seasonal return of fertility, but it is not as great as it may be imagined
to have been originally, when the sampo was in place. The concept is one
of a shattered ‘Golden Age’.

Grotti in Grottasgngr and Snorri’s Edda

The myth of the mill Grotti is told by Snorri in Skdldskaparmal (SnE 135—
38) and in the poem Grottasongr, which he quotes.!> The elements of the
myth may be summarised thus:

The Mill of Wealth

King Frodi of Denmark is renowned for his peace and his wealth (SrE). He
buys two strong slave girls Fenja and Menja (Grs) from Sweden (SrE). The

121n rejecting any mill-like aspects of the sampo, Harva (1943, 101-04) caused
himself unnecessary problems, for, confronted with the difficulty of explaining
why the world pillar should be connected with fertility, he proposed that the sampo
was a cult representation of the world pillar which was worshipped as the guarantor
of well-being. In itself this idea is quite possible, for representations of the world
pillar are found in all the peoples that have the concept at all; it is however
unacceptable to propose that the cult representation was endowed with powers that
its cosmic prototype was not.

13 Thus Jyrkiri livana explained (SKVR 1:1:88b): ‘when the spring sowing was
done, first the ‘sowing words’ were sung and then the song of the forging and theft
of the sampo, and of the driving back of the Mistress of Pohjola’ (‘Kevitkylvoja
tehtdessd laulettiin ensin kylvosanat ja sitten laulu Sammon taonnasta ja ryostostd,
sekd Pohjolan emédnnin takaa-ajosta’). The ‘sowing words’ are recorded in SKVR
1:4:1743.

14 The creation myth is recounted in poems nos 2-5 in FFPE.

15 There are brief mentions elsewhere (see Eirikur Magnusson 1910, 11-13).
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quernstones that are to form Grotti are found in Denmark and are given to Frooi
by a man with a giant’s name (Hengikjoptr) (SrE). In Grs 10-12 Fenja and
Menja claim to have discovered these millstones long ago. They caused
earthquakes when they dislodged the stones from the earth. Grotti would
produce whatever the grinder bade. No one but Fenja and Menja was strong
enough to turn it. Fr6di made the giantesses grind gold, peace and prosperity.
He granted them almost no rest. They sang Grottasongr as they worked.
Furious at Frodi’s cruelty to them they ground out an army, and a sea-king
Mysingr came and slew Frodi (SnE); in Grs there is merely a foretelling of
Frooi’s overthrow. The quern breaks, and the milling must stop (Grs). The end
of Frdodi’s reign is marked by thunderings and lightnings, earthquakes, the
disappearance of the sun, and the upsetting of prognostications (Skjoldunga
sagaonly, see Danakonunga sogur 1982, 39-40). Thus Frodi’s peace came to
an end.

The Salt Mill

Mysingr takes Grotti, Fenja and Menja. He bids them grind salt. They grind
until the excess of salt sinks the ship. This causes the sea’s saltiness.

The Whirlpool Mill

There is now a whirlpool where the sea fell into the eye of the quern.'
Comparable are traditions about the MalIstrom, which was regarded as a
‘grinder of ships’, if not a mill (see below).

Of the three motifs, the poem contains only the first; the salt mill and the
whirlpool mill may be later additions of common folk tales to the myth.
However, the poem focuses on the demise of Frddi after the cracking of the
stone, and may have excluded these elements deliberately.

The Mezelstrom

Purportedly factual reports of the Malstrom, the whirlpool off Lofoten in
northern Norway, lie very close to the more imaginative concept of a mill
in the depths, grinding everything in its stones, and causing a whirlpool
with its circular motion, such as is found in the myth of Grotti. Traditions
about this real whirlpool may reflect beliefs about Grotti; it is difficult to
ascertain whether the myth of Grotti has influenced the picture of the
Melstrom, or conversely whether the traditions about the Mlstrom have
influenced the depiction of Grotti.

The Melstrom is first mentioned in the eighth century by Paulus
Diaconus (1878, 55-56); he sites the ‘navel of the ocean’ near the
Scritobini (northern Lapps), i. . ‘on the edge of the world’, like Grotti in

16 According to AM 748 I 4to and 757 a 4to (SnE 259) this is in the Pentland
Firth; Snebjorn (see below) places his whirlpool ‘out on the rim of the world’.



The mill in Norse and Finnish mythology 69

Snazbjorn (see below), and says that the whirlpool sucks in and regurgitates
the currents twice in a day, and ships are pulled down as fast as arrows, then
cast back out again just as fast.

A similar description is given by Olaus Magnus (1555, 67), who notes
that any ships returned from the eddy were whittled down by rocks. The
cause of the phenomenon is assigned to a spirit bursting forth capriciously.
Schonnebdl (Storm 1895, 191) gives a similar report in 1591:17

But I am told by reliable people that there must be some sharp rocks concealed
out in that same current, since it flows so terribly strongly, and everything that
enters that current must go entirely under and to the bottom.

Snzbjorn’s Verse on Grotti

A lausavisa attributed to a certain Snabjorn, perhaps, as Gollancz (1898,
xvii) suggests, to be identified with Snabjorn Holmsteinsson, an Arctic ad-
venturer of the late tenth century mentioned in Landndmabdk (1968, 190—
95), alludes to a mighty water-mill turned by nine women (Skj B 1201):18

Hvatt kveda hreera Grotta
hergrimmastan skerja

ut fyr jardar skauti
eyludrs niu bridir,

par es, lungs, fyr longu
lidmeldr, skipa hlidar
baugskerdir ristr bardi
bol, Amléda molu.

They say

the nine brides

of the island quern-frame [the ocean]
turn vigorously

a most army-cruel Grotti [mill]

{the waves}

of the skerries, {whirlpool}
out at the rim of the earth [the ocean],
they who long since have ground
the meal
{sand}

of Amlédi’s liquor [sea],

17 ‘Men mig er berettet af trofaste folk, at der skall veere nogle hemmelige skarpe
klipper udi den samme strom, efterdi han ber saa saare stzrk, og alt det, som
kommer udi den samme strom, det maa alt under og til grunde’.

18 The following prose word-order is suggested: Kveda niu brudir eyliiors hraera
hvatt hergrimmastan Grotta skerja ut fyr jardar skauti, peer er molu fyr longu
liomeldr Amloda. Baugskerdir ristr bardi lungs bol hlidar skipa.
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The ring-diminisher [prince] cuts
with the prow of his vessel
the habitation

th
of the hillside of ships [the waves]. (¢ °°n)

“The nine brides of the island quern-frame’ are the waves of the ocean
(the daughters of Agir); lidr is the frame of a hand-mill;'® that which
frames islands is the sea (cf. eyja hringr, ‘ring of [i. e. around] islands’, in
the same sense) (Meissner 1921, 94); the same sense is found in jardar
skaut, ‘rim of the earth’, i. e. the sea, but in this case there is the additional
implication of the action taking place ‘out at the edge of the world” where,
it is to be surmised, the mythological ocean mill was to be encountered.

Snabjorn makes his picture of the terrible (and supposedly real) whirl-
pool vivid by using the metaphor of the mill, identified by metonymy with
the mythical Grotti. Grotta hergrimmastan skerja appears to identify
Grotti as the grinder of the skerries:?0 “The most army-cruel Grotti [= mill,
grinder] of skerries’.2! Grotta skerja, ‘mill of skerries’, would then be
parallel to eyliidr, ‘mill of islands’, if lior is taken as a synecdoche for
‘mill’.?2 The ‘mill” which grinds up skerries, or at least is sited there, is a
whirlpool (cf. the Melstrém).2? An allusion to the ‘grinding out’ by Grotti
of the army which destroyed Frodi is also clear.

19 Alternatively or additionally, liidr could stand for the whole mill; that which
grinds up islands is, again, the sea (cf. Grotta skerja below).
20 Skerja is either an objective genitive following the verbal sense ‘grinder’
implied in Grotti; or a partitive genitive following hergrimmastan.
21t is possible, but less likely, that the ‘army’ could refer to the skerries: ‘Grotti,
most cruel to the army of skerries’ (Krause 1969, 89).
22 The same meaning is apparent in another verse, attributed to bordr Sereksson
(Skj B 1304, retaining snytir, see Skj A 1330):
Svat or fitjar fjotri,
fl60s asynju blodi
(raust byrjask romm systra),
rytr, eymylvir snytir.
The island-miller [sea, whirlpool] snorts out the blood of the flood-goddess
[water], so that it bellows from the beach-fetter [sea]; a strong roaring of the
sisters [waves] begins.

2 Alternatively, Grotti may be seen as a skerry: ‘Grotti, most army-cruel of
skerries’ (or ‘most cruel to an army’: her, ‘army’, may be either the root for use in
a compound word; or the dative case, grimmastan then being taken as a separate
word; or the intensive, ‘very’ (cf. hermargr). The masculine form, rather than the
neuter, would stem from the word’s being in agreement with Grotta); this would
be an allusion to the sunken rocks in the whirlpool (as with the Malstrom),
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Liomeldr Amloda, ‘the meal of the liquor of Amlodi’. “The liquor of
Amlodi’ ({0 Amléda) must refer to the sea, the meal of which is sand.?* The
details of Amlodi’s connexion with the sea are now lost to us; that such a
connexion existed however is witnessed by Saxo; Prince Amlethus,
feigning madness, is walking with some companions along the beach
(Saxo Grammaticus 1931, I 79 (III:vi: 10)):

Arenarum quoque prateritis clivis, sabulam perinde ac farra aspicere jussus,
eadem albicantibus maris procellis permolita esse respondit.

Also, as they pass the sand-dunes they bid him look at the meal, meaning the
sand; he replies that it has been ground small by the white tempests of the ocean.

Krause (1969, 94) proposes that Aml6di began as a personification of the
irrational tossing sea, which is suggested by his etymology of the name.

Bergelmir

In answer to Odinn’s question, who was the oldest of the sir or of Ymir’s
descendants, the giant Vafprudnir replies that before the world was made,
Bergelmir was born, son of Pradgelmir and grandson of Aurgelmir (Vm
29). He repeats the first half of his reply in Vm 35 in answer to the question
of what he first remembered, and continues with more information on
Bergelmir:

@rofi vetra, Countless winters

40r veeri iord um skopod, before the earth was fashioned
pa var Bergelmir borinn; Bergelmir was born;

pat ek fyrst of man, that is the first thing I remember,
er sa inn frodi iotunn when that wise giant

var 4 1udr um lagidr. was laid on the mill-frame.

identified as the broken mill-stones of Grotti, which cause such havoc to any ship
sucked down.

24 Kock (1923-44, nos 572, 573, 1791, 3221) suggests a somewhat different
reading of the second part of the stanza. He emends lungsto Iyngs, ‘ling’ (‘the ling
of the hillside of ships’ being sea-foam), and assumes the following prose word-
order: peer es fyr longu molu lidmeldr lyngs skipa hlidar; baugskeroir ristr baroi
bol Amléoa, ‘som for linge sedan malde boljeskummets mjodmaéld; ringférodarn
skdr ijenom sjokungs bo med skeppets stam’. This reading does present a more
straightforward word-order, but leaves the word /i, ‘liquor’ on its own as a
designation of the sea, whereas it is more likely that the word was associated with
Amlodi in reference to a now lost legend.

Lio- has also been read with a short vowel; whilst this reading could suggest
further allusions to mills, it would necessitate taking hlio- at the end of the line as
being also short, where a trochee would be expected in drottkveett. Lio- would then
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The earliest interpretation of this myth is the one offered by Snorri (SnE 14):2

Synir Bors drapu Ymi jotun; en er hann fell, b hljop sva mikit blod 6r sdrum
hans, at med pvi drekkdu peir allri &tt hrimpursa, nema einn komsk undan med
sinu hyski; pann kalla jotnar Bergelmi; hann fér upp 4 140r sinn ok kona hans
ok helzk par, ok eru af pbeim komnar hrimpursa attir.

The sons of Borr slew the giant Ymir; but when he fell, there flowed so much
blood from his wounds that they drowned the whole race of frost giants with
it, except that one escaped with his household; him the giants call Bergelmir;
he went up onto his mill-frame along with his wife, and was saved there, and
from them are descended the races of frost giants.

From Snorri’s statements that the frost giants were drowned in Ymir’s
blood, and that Bergelmir and his family were the only ones to escape to
re-establish the frost giants, it is evident that he is identifying Bergelmir’s
situation with that of Noah (Genesis 6-8), and probably relying on
apocryphal accounts of the survival of the giants after the Flood (Og took
refuge on the roof of Noah’s ark in Rabbinic tradition). Such tales were
known in Anglo-Saxon England and early medieval Ireland (James 1920,
40—41; Carney 1955, 102—14). In accordance with his interpretation of
Bergelmir’s situation, Snorri refers to the /idr (‘mill frame’) as if it was
already a possession of the giant (it is sinn, ‘his’), into which he and his
family could step, as if into a sea vessel which could surmount the waves
of blood.?® In following this tradition, Snorri has ignored the text of Vm 35,

have four meanings. ‘Levy of men’ and ‘ship’ would hark back to Grotti as a grinder
up of sea-borne armies. Lidr means a ‘joint’, and hence could also refer to ‘limbs’;
whilst this could again be a reiteration of the whirlpool’s role of grinding up the
bodies of crewmen, there could also be an allusion to the myth of Bergelmir (see
below). The primary meaning however would surely be that suggested by Johnston
(1908-09, 298), ‘notch in the upper quern stone’, a sense recorded in Norn which
developed out of the common meaning in Old Norse of ‘joint’. By synecdoche lidr
would stand for the whole quern: the ‘meal of Aml6di’s quern” would be ‘sand’.
This reading is in accord with Snorri’s note (SnE 118) to Snabjorn’s verse that hér
er kallat hafit Amloda kvern, ‘here the sea is called Amlodi’s quern’. Hlidar would
mean ‘of the side (i. e. hull)’; ‘the habitation of the hull of ships’ would be an
acceptable designation of the sea, but is less satisfactory poetically than ‘the
habitation of the hillside of ships’.

25 For a synopsis of the various interpretations of the myth of Bergelmir, see
Lorenz 1984, 152-57.

26 The vivid identification of Ymir’s blood with the roar of man-drowning waves
in Sonatorrek 3 may well have influenced Snorri (Skj B 1 34: Jotuns hdls undir
bjota Ndins nior fyr naustdurum ‘the wounds of the giant’s throat [waves] roar
down by the dwarf’s boat-house doors [cliffs]’).
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which states that Bergelmir ‘was laid on a [i0r’. Snorri’s tale of Bergelmir
therefore does not go far towards explaining the myth of V.

The word [iidr has, rather unnecessarily, given rise to a good many
interpretations bearing at most a tenuous relation to the recorded meaning
of the word in Old Norse, namely ‘mill-frame’.2” If Bergelmir was placed
on a mill-frame, he was clearly ground up: Rydberg (1886,1431-32) long
ago suggested that after the world was formed from the body of the first
giant Ymir the act of creation continued with the milling up of Bergelmir
to produce the soil and sand of the beaches (cf. the sand described as ‘meal’
by the companions of Amlethus in the citation from Saxo above); equally,
Bergelmir might represent an alternative mode of creation, syncretised
genealogically by making him the grandson of Aurgelmir (who is pro-
duced from the primeval waters and then engenders the race of giants
according to Vm 31).

The name Bergelmir designates the third of a generation of giants with
names formed with the element -gelmir(cf. gjalla, ‘roar’) mentioned in Vin
29. Aurgelmir is either ‘mud roarer’ or ‘ear [of corn] roarer’.28 Priudgelmir
is “power roarer’. Bergelmir appears to be ‘barley roarer’;? this would fit
naturally with the theme of grinding (cf. Byggvir below).

27 Christiansen (1952, 101-5) notes that in modern Norwegian lur (from ON
lior) may mean ‘cradle’; such a meaning in Vm 35 is however inappropriate.
Vafprudnir is establishing his credentials, as the next in line after the succession of
primeval giants Aurgelmir, Pridgelmir and Bergelmir, whose babyhood he would
thus hardly have remembered; moreover, the description of ‘wise giant’ would be
unsuitable for a baby. Christiansen suggests that the meaning of /idr is therefore
‘coffin’—Vafprudnir remembers back as far as the end of Bergelmir’s life.
Holtsmark (1946, 53) points out that prk can mean either ‘coffin’ or ‘ark’, and
suggests that if /iidr could mean coffin, Snorri could, by association with it of the
two meanings of ork, have inferred the ark story he gives.

28 Fulk (1989, 317) suggests that aur is cognate with English ear (and is also to
be found in ON aurfalr, ‘iron spike at the butt end of a spear’). Fulk interprets Vi
33, where Aurgelmir begets a six-headed son, as presenting an image of an ear of
corn. His further suggestion, that - gelmir is related to OE gielm, ‘handful of corn’,
is less likely, in view of the lack of evidence for such a sense in ON.

29 The ostensible sense is ‘bear/bare/berry-roarer’; but these interpretations offer
no meaning in the context. Another possibility, assuming - g- is written for - gg-, is that
Berggelmir, ‘mountain roarer’, is intended (perhaps suggesting a rock-crushing
mill; cf. Grotti and the Mlstrom). Most likely however is that ber- is from barr
‘barley’; Fulk (1989, 317) shows that alternating forms of Germanic * bariz-/baraz-
will explain the difference in vowels in barr and ber-. A less likely possibility is
that bar- was changed to ber- by palatal umlaut before the g of - gelmir(see Noreen
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The element -gelmir connects these names with waters. In Rm 4 the
underworld river Vadgelmir, ‘ford roarer’, is mentioned; and the primeval
source of allrivers, existing before the creation of the world, was Hvergelmir,
‘cauldron roarer’. Gelmir is linked etymologically with Gjoll, the river
round the underworld (AR §577).3° A primordial oceanic connexion and
an underworld river connexion are thus implied for the giants of Vm
(asnoted by de Vries, AR §577), which is in line with the chthonic powers
later associated with giants; more strikingly the names betray their origin
as names of roaring waters.

A connexion with fertility is also apparent. In Aurgelmir, aur- is either
the fertile mud with which the world tree is sprinkled in Vsp,3! or an ear of
corn; in Prudgelmir, pridr, ‘power’, derives from proa, ‘thrive’; in
Bergelmir, ber- is probably ‘barley’, and the verse calls him specifically
frédr, which can mean ‘fertile’ as well as ‘wise’.

If the term /ior is accepted as ‘mill’, then Bergelmir may emerge as a
being who furthers the fecundity of the earth through being ground up in
a mill. Such a mythological motif is not unique; a tenth-century survey
of Muslim culture tells us the following about the fertility god Tammiiz,
worshipped among the pagans of Haran (Al-Nadim 1970, 758):

Tammiuz (July). In the middle of the month there is the Feast of al-Bu-qat,
thatis, of the weeping women. Itis the Ta-tiz, a feast celebrated for the god Ta-uz
[i. e. Tammiuz]. The women weep for him because his master slew him by
grinding his bones under a millstone and winnowing them in the wind.

Presumably related to this is the much more ancient Ugaritic myth of the
contest of Baal (a fertility god like Tammuz) and M6t, in which M6t is
ground up, apparently in an act of bestowing fertility on the land (Gordon
1949, 47: M6t cries out ‘Because of thee, O Baal, I have experienced . . .
grinding in the mill-stones”). In Norse too there is found the idea of a
divinity, and moreover a divinity of barley, being ground: in Ls 44 Loki
says to Byggvir (a nomen agentis from bygg, ‘barley’): at eyrom Freys
mundu ce vera ok und kvernom klaka, ‘you shall ever be at Freyr’s ears and

1970, §73 on this umlaut; he cites the example (with a different vowel affected)
bgrger for Porgeirr, which parallels Bergelmir in being a compound word).

30 AEW links several other words, see s. vv. Aurgelmir, galmr (‘sword”), gjalla
(‘cry’), gala (‘sing’), gjoll (‘noise’).

31 He could be a variant of the image of the first giant body (Snorri identifies him
with Ymir (SnE 12), an identification suggesting a syncretism of traditions about
creation from a giant’s body) conceived as a piece of aurrin the roaring primordial
waters; cf. the ‘earth out of ocean’ creation motif of Vsp 3 with its Eurasian
analogues (see Schier 1963).
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twitter beneath the quern’. Since Byggvir is the god of barley,which is the
basic ingredient of ale, the reference here is clearly to the grinding of the
grain in the brewing process.

Thus in the reference to Bergelmir being laid on the /iidr may possibly
lie an allusion to a cosmic mill, associated with water. The Indian churning
of the Milk Sea would present a parallel instance of the fertile ‘milling” of
water.

Mundilfeeri
The image of a cosmic mill may lie behind Vim 23:32
Mundilfeeri heitir, He is called Mundilfceri,
hann er Ména fadir the father of Moon
ok sva Sélar it sama; and also of Sun;
himin hverfa they are to turn heaven
pau skulo hverian dag every day
oldom at artali. for the reckoning of years for men.

The commonly accepted translation of verfaas ‘traverse’ is unacceptable,
since the use of hverfa without a preposition in this sense would be
unparalleled;33 the meaning must be transitive ‘turn’. We may note that in
Vsp 5:1-4 the sun moves her hand purposefully.

The name Mundilfceri occurs only here and in SnE 17-18 (based on this
stanza). The majority reading of the manuscripts is -feeri. Related to feera,
‘move, carry’, -feeri could signify ‘mover, carrier’, or ‘device, instrument,
equipment designed for a special purpose’ (see Fritzner 1886-96, s. v. feeri
3); or as a weak adjective, ‘effective, capable’. Mundil- may be related to
mund, ‘hand’, or mund, ‘time’; there may even be a play on both senses,
accounting for the uniqueness of the name. Cleasby and Vigfusson (1957,
S. V. Mundil-fori) suggest that the name is ‘akin to méndull [mill-handle],
referring to the veering round or revolution of the heavens’.

If Cleasby and Vigfusson are right, the name Mundilfeeri has been
designed to signify the mill-like device that turns the heavens by means of
a ‘handle’. Sun and Moon are, according to this genealogical fiction, his
children who operate the device for him or by means of him. This turning
of the cosmos, pictured as a mill, is the diurnal and yearly movement of the
heavens.

32 The interpretation of Vim 23 given here is based on that of Ursula Dronke, in
her note to Vsp5:1—4 in the forthcoming Poetic Eddavol. 2 (she points out that Vsp
5:5-10 shows every sign of being an interpolation).

3 Cf. Grm?25:5 peer [the rivers] hverfa um hodd goda, ‘they turn about the hoard
(? temple) of the gods’.
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In the Indian myth of the Milk Sea, the sun and moon arise as a result of
the churning of the milk ocean, just as in Norse they are the children of the
turner of the cosmos.

A very similar image to that suggested for the Mundilfeeri myth occurs
in a Mordvin mythological poem (text and German translation in Ahlqvist
1861, 133-34). Here, the sun, moon and stars are said to be on the handle
of a ladle which rests in a honey drink at the foot of the world tree; as the
sun wends across the sky, the handle of the ladle turns likewise. The ladle
clearly represents the firmament, turning with the sun. No one seems to be
responsible for the turning here, a feature shared with the Finnish sampo,
but differing from the Norse myths of Mundilfeeri and of Grotti.

Comparison

Although the Norse seem to have been familiar with the image of the pillar
sustaining the world,34 the world support does not appear as the pivot of the
cosmic mill, as it does in Finnish. If the myth of Mundilfceri is correctly
interpreted as the turning of the sky by a handle-like device, then this would
represent an adaptation of the cosmic mill, in this case to express a concept
of time. The ‘handle’ could be a version of the world support.

The turning of the world like a mill is the subject of the (proposed
interpretation of) the myth of Mundilfeeri, which is therefore comparable
with the turning of the heavens about the sampo. This feature is not
apparent in the other Norse myths.

Grotti is supernaturally productive, but this productivity is not related by
the sources to acts of cosmic creation, as in the Indian myth. Grotti
produces both beneficent objects (gold) and maleficent (an army), as does
the Indian churning (here may be seen the development of a concept of a
‘wheel of fortune’ out of the basic idea of the fertile mill); the Finnish
sampo does not churn out maleficent produce. The myth of Bergelmir
seems to involve creative activity (either as a continuation or as an
alternative image of primal creation). The myth of Mundilfeeri is not
concerned with creation, but with the determining of time, the seasons.

34 The ondvegissulur, ‘high-seat pillars’, dedicated to Porr, may have been
regarded as symbolising this pillar (Dronke 1992, 678-81); Porr’s title himinsjoli
in Porsdrdpaisinterpreted by Davidson (1983, 605) as ‘heaven pillar’: the god here
represents the hypostatised world support. Various aspects of the god Heimdallr
also suggest that he is a hypostasis of the world support (see Pipping 1925, 7-49;
1926, 24-64, 107-24).

35 Artal; dr implies primarily time, but can also mean ‘abundance’.
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The concept of a ‘Golden Age’ is more stressed in the myth of Grotti than
in the Finnish and Indian analogues (it does not appear in the other Norse
myths). The time of earthly paradise under Frodi also mirrors the early time
of the gods recounted in Vsp.3¢

Grotti is stolen, like the sampo and the soma; however, in Norse the mill-
stone is not desired—its theft is presented as incidental to a viking attack,
whereas in Finnish and Indian the possession of the sampo and soma
respectively is the object of the attack. No theft is involved in the other
Norse myths.

Grotti breaks (but, in SnE, causes the sea’s saltiness); the sampo shatters
(but its fragments endow earth and sea with fertility); no breaking of any
‘mill’ is indicated in the other Norse myths.3

According to SnE Grotti ends up in the sea, like the sampo; however, this
is connected with the folk-tale motif of ‘why the sea is salt’ (Thompson
A1115), not with fertility as in the Finnish and Indian analogues. By his
name and family Bergelmir is closely connected with roaring waters and
with fertility. The myth of Mundilfceri shows no connexion with fertile
waters.

It is clear that the cosmic mill was not, in extant Norse sources, a widely
developed mythologem. Nonetheless, the myth of Mundilfeeri connects
the turning of the cosmos via a ‘mill-handle’ with the regulation of seasons,
and the myth of Bergelmir suggests the concept of a creative milling of a
giant’s body, associated in some way with the sea. Grotti was a legendary
mill sunk in the depths, regarded as a one-time producer of a golden age:
the myths about it allude to the concept of a milling on a supernatural scale,
such as the Bergelmir myth may (in a different context) have exemplified.

The Sampo and Norse Tales

It is clear that the sampo forms an integral part of traditional Finnish
cosmology, whereas the mill in Norse occupies a peripheral place in

36In Vsp7 the gods forged gold in plenty, and were happy (cf. Frédi creating gold
with Grotti); three mighty giantesses arrive (cf. Fenja and Menja); it seems that the
maidens deprive the gods of the game of chequers they have been playing, possibly
by overturning it, and the pieces are lost (they turn up again in the new world in Vsp
61), signifying the loss of the prosperity that relied on gold (cf. the wrecking of
Grotti by Fenja and Menja, and the loss of Grotti in the sea, signalling the end of
Frodi’s Golden Age). See van Hamel (1934, 220-21), whose interpretation I
follow, on the ‘golden age’ of the gods in Vsp.

37 The text of Vmimplies at least that the grinding of Bergelmir was a past event
rather than a continuing one.
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mythology. It is strange then to find that two features of the sampo myth
are regarded by the authors of FFPE, who reflect the generally accepted
Finnish scholarly position, as influenced by Norse tales: the concept of the
sampo as a wealth-producing mill, and the theft of it (FFPE 527-28).

The Wealth-Producing Mill

The sampo and Grotti have some features in common; on the other hand,
many points speak against any influence.

Grotti is a quern mill, and the sampo is often pictured as a mill, though
its origins seem rather to be in the world pillar. As noted above, it is
unnecessary to seek outside influence to explain the mill-like aspects of the
sampo.

Grotti churns out whatever it is commanded to, in particular gold; the
sampo grinds out meal, salt or wealth. The ability of Grotti to grind out
ill-fortune (both physical, in the form of an army, and abstract, in the form
of the fall of Fro6di and Mysingr) finds no parallel in the sampo, which
never loses its fertile, positive effects even when shattered. The fertility-
producing aspects of the sampo are integral to its mythological nature and
no explanation involving foreign influence is required.

Grotti is turned by two giantesses; the sampo is not said to be turned by
anyone.

Grotti is stolen by a sea-king; the sampo is stolen by mythical heroes
arriving by sea. Grotti breaks and sinks into the ocean, together with all the
salt it has ground; the sampo shatters and most of it ends up in the sea,
producing salt and the riches of the ocean (see FFPE no. 13). The wealth-
producing mill is an international folk-tale motif, often coupled with the
motifs of the stealing of the mill and of its ending up in the ocean grinding
salt.3® There is no need to seek specifically Norse influence.

Grotti upon sinking produces a svelgr, ‘whirlpool’; the whirlpool
(merennielu, kurimus) is known to Finnish myth, borrowed, according to
Harva (1948, 65), from elsewhere, since the Finns could have known no
such phenomenon themselves, but it is not associated with the sunken
sampo. The sampo could not have caused the whirlpool since, in the
recorded version of the myth, it is shattered, not merely broken like Grotti.

Grotti, by the time it is represented in Norse tradition, plays a part in
certain distinct mythological situations not represented in Finnish myth.

38 Qlrik (1903-10, 1 290-96) gives several examples, e. g. a French tale of a
sorcerer who had a mill that would grind out whatever was bidden; a Newfound-
lander stole it, put it on a ship, and told it to mill salt: the mill would not stop when
told to, and sank the ship, causing the sea to be salty.
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The giants appear as antagonists of the gods or orderly society of men; the
fall of the house of Frodi is presented; and Grotti is not an artefact (as is the
sampo), but, being composed of rocks, is a part of the archaic chthonic
world (with which giants are connected).

The Theft of the Sampo
Branch writes (FFPE 527):

The theft [of the sampo] shows clear evidence of Scandinavian influence and
the main motifs, although not the themes to which they are tied, appear to have
been borrowed from medieval mythical-heroic fornaldarsogur.

Branch mentions specifically Bosa saga, noting some narrative parallels
which he considers make influence seem likely. Unfortunately he merely
leaves it to the reader to infer from the (not wholly adequate) summary of
Bdsa sagathat he gives what is supposed to have been borrowed, so I offer
my own analysis:

1. A magic egg, full of gold, must be stolen by the hero Bosi to avoid
punishment (FSNII1296); the egg resembles the sampoin that it is a source
of gold (and the temple where it is kept is sacked of its large amounts of
treasure), as the sampo is a source of wealth.

2. The setting of the Norse tale is the northern (Finnic) realm of
Bjarmaland (FSN III 296-97, 307); that of the Finnish tale is Pohjola,
‘North Land’. Little can be made of the fact that two journeys are made in
the Norse, as in the Finnish (the original drifting there by Véindmdéinen,
and the subsequent military campaign to steal the sampo).

3. The egg is in the possession of a gammyr, ‘vulture’, which attacks Bosi
when he steals the egg, and uses its claws in the attack (FSN 111 300-01);
the sampo is guarded by the Mistress of Pohjola, who turns into a
vaakalintu, ‘griffon’, and attacks, using her claws to seize parts of the
sampo.

4. An abducted princess Hlei0r is living at the temple where the egg is
kept, and is being trained to become a successor to the priestess there, and
when Bosi captures the egg, he is able to free this princess and take her
away with him (FSN1I1299, 302-03); Ilmarinen is offered the daughter of
the Mistress of Pohjola in exchange for providing a sampo (i. e. the
opposite of the Norse motif, where the acquiring of the maid is associated
with the theft of the magic object rather than with the making of it).

5. The hero Smior of the Norse (FSN III 284, 307 etc.) corresponds to
Ilmarinen the smith of the Finnish, in that the name of the one is the
profession of the other, and in that both acquire a girl on the expedition
(see 6¢).
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6. Bdsa saga involves a number of abductions of women:
a. Hleidr is rescued (the first time) and taken to Gautland (B6si’s land)
(FSN1I1303-04); the theft of the girl corresponds to that of the sampo.
b. Sheisrescued (a second time) from Gautland by her brother’s friends
and taken home to Glasir Plains (FSN III 305-06).
c. She is rescued (a third time) by Smidr (Bosi’s companion) (FSN 11
313-14); cf. the winning of the daughter of Pohjola by Ilmarinen the smith.
d. A second princess is abducted, by the hero (FSN 111 317).
7. Her brothers (one of whom was to wed the first princess) pursue and there
is a sea-battle; the Mistress of Pohjola pursues the thieves as they flee by sea.
8. The hero and his friends win the battle with difficulty, since the enemy
king (the father of the second princess) changes shape into a dragon and
then a boar (and monstrous helpers, a bird and bitch, aid the heroes) (FSN
II 319-20); cf. the Finnish Mistress of Pohjola becoming a griffon
(vaakalintu) and fighting the stealers of the sampo.

The differences between the sources are great, making the tracing of any
influence difficult. It emerges that Branch’s ‘clear evidence’ is based on
little more than a superficial reading of the Norse ‘analogue’.

The events of Bdsa saga form a startling narrative full of interlace with
no more than arbitrary motivation for many of the exploits, the objects of
which lack any significance comparable to that of the sampo. The Finnish
tale of the sampo is coherent and well-constructed, and functions within a
recognised mythological framework.

The sampo myth focuses on a central feature of the Finnish cosmology,
whereas Bdsa sagacan by no means be seen as reflecting any central aspect
of Norse religion or mythology. An example is the vaakalintu, which the
Mistress of Pohjola transforms herself into, which is clearly a form of
shamanic helping spirit (Oinas 1985, 151); this corresponds in the Bdsa
sagato grotesque fairy-tale monsters (the gammr and the dragon), with no
part in Norse religious life.

Itis difficult to see when and where the Finns could have borrowed from
anything resembling Bdsa saga , a fourteenth-century work, whereas we
know Bjarmaland to have been a major trading centre for the Norse up to
the twelfth century; they no doubt picked up more than merely the Finnish
word for ‘god’,? and the saga’s setting in Bjarmaland may witness to a
tradition that it was from there that the story derived. Ifany influence was
involved, it was no doubt from the Finns on the Norse.

39 A tale recounted in Heimskringla 11 230-32 records that the name of the
Bjarmian’s god was Jomali, which, as Ross (1981, 50) shows, derives from
Finnish/Karelian jumala ‘god’.
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EGILL’S HOFUDLAUSN IN TIME AND PLACE
By JOHN HINES

Introduction

HE EARLIEST extant long poem attributed to Egill Skalla-Grimsson,
Hofudlausn, remains seriously undervalued by both literary critics
and cultural historians. If the account of the circumstances of the compo-
sition of the poem in Egils saga chs 59-61 contains any residual element
of truth, Egill was lucky to have had a king either so exceptionally blessed
with literary taste or so singularly devoid of it as Eirikr Bloodaxe as the
intended recipient of his panegyrical peace offering. The poem has pleased
no modern critics as much as the saga claims it satisfied Eirikr. Sigurdur
Nordal epitomises a tradition of critical disquiet by summing Hofudlausn
up as ‘efnislitid og minna listaverk en bezti skaldskapur Egils annar’
(“insubstantial, and a lesser work of art than the best of Egill’s other work’,
Nordal 1933, xxi). For Stefdn Einarsson (1957, 59) this is ‘a conventional
praise poem’, only the ‘splendid form’ of which can lay claim to any lasting
approbation, a point echoed by the usual interpretation of ambiguity in the
saganarrative of Eirikr’s reaction to Egill’s recitation—Pd meelti konungr:
‘Bezta er kveedit fram flutt’—as a distinctly backhanded compliment:
“The poem’s delivery,” he said, “could not be bettered”” (Jones 1960,
165), rather than something along the lines of “This was a perfect poem’ or
“The poem is best delivered (i. e. rather than left unheard)’. Even the form
of the poem is not always acclaimed unreservedly. Gabriel Turville-Petre,
for example, writing about our modern appreciation of the sound of skaldic
poetry, remarked that we can hear, even if we do not like them, the insistent
end-rhymes (Turville-Petre 1976, Ixxvii; my italics).

On reflection, much of this antipathy to Egill’s Hofudlausn seems to
derive from considerations external to the poem itself. This poem has been
passed down to us with an extraordinary range of contextual associations
that all too readily distract attention from what it itself essentially is. From
Snorri Sturluson (principally) we derive a strong sense that skaldic poetry
subsists in a complex, finely-graded and above all definite set of metres and
devices (for an exemplary discussion, see Anthony Faulkes’s edition of
Hattatal, Faulkes 1991, xiv—xxi and 74-88). Egill’s Hofudlausn, quite
simply, is perceived to be very different from what a skaldic poem ought
tobe. While corresponding in strictly metrical terms to fornyrdislag, which
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is generally characteristic of Eddic poetry rather than skaldic, it also
presents us with an unusual—perhaps an unusually early—general use of
end-thyme (runhenda). It is probably significant that there are more
references to Hofudlausnin the index to Faulkes’s edition of Hdttatalthan
to any other poem except Hdttalykill, principally because it can be used to
illustrate several relatively rare or special devices, such as the nykrat
development of imagery and the varying of the refrain in a poem; the
concatenation of such features, of course, renders the poem yet more
strange. If the content of the poem truly is predictable and slight, it is
understandable that its startling form should be adjudged to be no more
than the flashy gilding of a banal and valueless base.

The second great distraction in the study of this poem is its fictional
context, the head-ransoming episode written around it in Egils saga. This
is self-evidently a fanciful and implausible story; what is more, it occurs
in a saga that contains some gross historical errors, not the least of which
is having Eirikr ruling in York at the same time as Athelstan ruled south
of the Humber. The narrative of Egils saga is practically useless as an
historical document; but it may still preserve some genuine facts, and some
genuine poems of a tenth-century, first-generation Icelandic skdld. There
is actually nothing intrinsically implausible about such a poem having
been used as a medium of reconciliation between the poet and King Eirikr,
although no reference to that is included in the poem itself. The earliest
extant literary version of that story is probably that contained in verses 3—
11 of Egill’s elegy Arinbjarnarkvida, where the role attributed to the poem
is clear:

Vid Yggjar midi
hattar staup
af hilmi pak.

In exchange for Yggr’s mead I received the hat’s knob from the prince
(Arinbjarnarkvioa 7).

What, more significantly, Egill’s Hofudlausn explicitly does, is locate
itself convincingly in time and place, and identify the ruler that it praises.
These ‘facts’ are more important for this study than any truth lurking in the
head-ransoming story. If this information is authentic, then the poem is
historically unique, and invaluable, as the only complete, substantial
poetic work from ‘Viking’ England of the tenth century and indeed as a
panegyric from an area in which panegyrics are rare.!

! Apart from narrative poems like the celebratory Battle of Brunanburhand a few
pieces of clerical doggerel, there are no extant Old English panegyrics, nor any
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What this essay seeks to offer is a new exploration of possible readings
of the poem. It will propose that the interpretation and appreciation of the
poem can be substantially enhanced by new insights into the actual
historical context in which it is set and to which it can plausibly be regarded
as belonging, mid-tenth-century Northumbria. Irrespective of the authen-
ticity of this historical provenance, which is admittedly beyond total proof,
the case can be made that the poetical richness of this text has never been
properly brought out. If, however, the poem is accepted as a genuine piece
from tenth-century York, then not only does the context imply yet more
meaning within the poem, and in fact render it far less odd than many critics
have thought it, but conversely the collocation of the poem and its original
context can enrich our understanding of the cultural history of Viking-
period England considerably.

The text

Such substantial claims as those just enunciated can be made for Egill’s
Hofudlausn despite the fact that it is impossible to make a perfect
reconstruction of an original text. Russell Poole, indeed, has recently
(1993) undertaken a radical review of the principles that can be applied in
editing this poem, arguing that we have to reckon with an ‘inherent
variability’ in skaldic textuality and a ‘flexible’ rather than a ‘complete’
fixity for this text.

The earliest copies of Hofuolausn, partial or whole, that we have date
from 350—400 years after its purported date of composition, in manuscripts
of Snorri’s Skdldskaparmdl and the Wolfenbiittel manuscript of Egils
saga, none of them earlier than the fourteenth century, though Snorri’s text
at least testifies to the existence of certain readings in the first half of the
thirteenth century. The textual tradition is divided into two branches as far
back as one can see. The first branch is represented in the Wolfenbiittel
manuscript (¢.1350) and a group of seventeenth-century copies such as
Arni Magniisson’s in AM 761 b 4to (the W-group), the second in the
version printed by Ole Worm in 1636, apparently based on a manuscript
now lost, and in fragment € of AM 162 a fol., which seems also to have been

evidence that any ever existed. See Shippey 1972, 185-89. In Old Norse, and
concerned with England, we also have fragments of an Adalsteinsdrdpa, again
attributed to Egill Skalla-Grimsson, discussed further below, the memorial poem
Eiriksmal, and somewhat later Porleifr jarlsskald’s drdpa on Sveinn Forkbeard,
Gunnlaugr’s Adalrdadsdrapa fragment, the anonymous Lidsmannaflokkr and oth-
ers. For some slight Latin panegyrics on ZAthelstan of Wessex, see Lapidge 1981.
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similar to the version used by Snorri for Skdldskaparmal and which again
appears in a number of important seventeenth-century copies (the e-group)
(Finnur Jonsson 1912-15, A 135-39; Nordland 1956, 142-52). The most
obvious difference between these two branches falls in verses 13—18,
where the W-group has a few lines that the e-group does not and the order
of verses is different. There are also differences in diction, some of which
are discussed in more detail below.

All modern editions of the poem agree on its length and the order of the
verses, following the Wolfenbiittel version in this. The differences be-
tween these editions are principally matters of individual words, very
occasionally of phrases. It is, however, possible to vary the character of the
poem quite significantly by the editorial choices that are made. Sigurdur
Nordal’s edition in the Islenzk fornrit Egils saga (1933) is the clearest
modern example of this. Characteristic is his acceptance of the relatively
prosaic pronouns found in some sources where other modern editors
accept richer (more figurative or pictorial) readings from other sources. In
v.1,7-8, for instance, Nordal gives:

H168k meerdar hlut
mins knarrar skut,

I loaded the stern of my ship with a portion of praise,

where Ole Worm’s text and Arni Magnusson had offered min(n)is knarrar
(i. e. minnis knarrar, ‘ship of memory’, which, of course, is hypermetrical)
and Finnur Jonsson (inter alios) emends to munknarrar (‘mind-ship”) in
Skjaldedigtning B (Finnur Jonsson 1912-15, B131). In v.17,5-6, Nordal
follows what is the clear reading of the Wolfenbiittel manuscript in giving:
Mjok’s honum fol
haukstrandar mol,

The gravel of the hawk’s shore is copiously available from him,

where most other modern editors prefer a reading of the e-group and give
mjok’s hilmi fol (‘is copiously available from the prince’). Nordal does not
transgress sound editorial principles (in fact in v.1,8 he adopts the only
reading supported by manuscript evidence that is metrically possible),
though he does not accept the authority of the oldest manuscripts in every
case, as, for instance, in his rejection of the phrase brimils mooiin v.5,6.

There is no need for anew edition of the poem here, or for a re-evaluation
of all the variant readings or of the emendations that have been proposed.
Any significant cases will be discussed as they arise in the following
analysis. There are several places where texts of the e-group provide
particular readings that could be preferred on purely evaluative grounds.
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Inaselect anthology, Carmina scaldica, published for university students’
use (firstin 1913), Finnur Jonsson published a critical edition of Hofudlausn
that is considerably closer to the e-version than that published in
Skjaldedigtning B or in any other scholarly edition. Unless otherwise
indicated, then, I quote from the second edition of this work (Finnur
Jonsson 1929, 18-20); it can, of course, be assessed in the light of the
variant readings published in Skjaldedigtning A and Finnur Jonsson’s
other critical edition in Skjaldedigtning B.

The original date and provenance of the poem

Egils saga records a tradition telling when, where and for whom Hofuo-
lausn was first performed. It was presented to King Eirikr Bloodaxe, the
exiled son of Haraldr Finehair, ruling in York in the mid-tenth century; he
isimagined, mistakenly, to be ruling as a sub-king of Athelstan of Wessex.
Some details of this story are attested, as noted above, in a second and much
more personal long skaldic poem attributed to Egill Skalla-Grimsson,
Arinbjarnarkvioa. This testifies to a poem being offered as a head-
ransom—a minor but recurrent literary scene for which, according to the
saga prose, there were precedents before Egill, and of which a number of
further, eleventh-century examples are extant (Nordland 1956, 60-87).
Arinbjarnarkvioaalso locates the event in York and identifies the recipient
as a descendant of Halfdan, Haraldr’s father. Over the years, more than
sufficient effort has been put into attempts to retrieve some real historical
facts from the more sensational aspects of the story as told in Egils saga.
Here I wish to concentrate on the story as implied by the poetry, and the
factuality of its most basic contextual details: the date, the place and the
identities of the recipient and the author.

Hofuolausn has so far survived considerable efforts to identify serious
anachronisms in the text, and consequently remains a plausible example of
a mid-tenth-century poem. One would presumably have to identify some
very persistent or deep-seated anachronisms to mount a decisive case that
the original poem was not composed in the tenth century, it being already
acknowledged that the course of textual transmission has rendered it
impossible for us to reconstruct precisely what Egill supposedly com-
posed. Jon Helgason thought he had identified a telling anachronism in the
rhyming of hjor (sword) and gjor, which he took to be an historical variant
of Modern Icelandic ger (a flock of birds), deriving from an earlier *ggr
and incapable of rhyming with Ahjor before the twelfth century (Jon
Helgason 1969). His argument was answered by Dietrich Hofmann (1973),
who pointed out a series of distinctly early-looking linguistic features in
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the poem and proposed an alternative etymology and interpretation of gjor
as a noun derived from an adjective *gerr, with breaking of e > jo, which
would be capable of thyming with /jorin the tenth century and would mean
‘desire’.

The location of the poem in England is clearly specified, if not empha-
sised, in the opening verses of the poem:

Vestr fork of ver
West I came over sea (1,1)
and
Berk O8ins mjod
a Engla bjoo.
I bear OBinn’s mead to the lands of the English (2,34).

We shall return to the artistic use that is made of this detail in due course.

Even if a tenth-century date and an English provenance of the poem are
accurate, one should not accept without question the traditional Icelandic
identification of the Ailmirin the text, an Eirikr, as Eirikr Bloodaxe. There
unquestionably was an Yric who reigned in York, possibly for two periods
of two to three years each, and one version of the Anglo-Saxon Chronicle
identifies him as Yric Haroldes sunu (MS E, s. a. 952). Some coins of this
king are known. Charles Plummer, however, once thought that the true
identity of this king was given in the story Adam of Bremen told of a Danish
Hiringus, a son of Haraldr Bluetooth, who conquered England but was
deposed and killed by the people of Northumbria (Adam of Bremen 1959,
II.xxv; Earle and Plummer 1892-99, II 148; cf. Jon Jonsson 1895, 193).
Another Scandinavian Eirikr ruling in England is often identified in the
Eo[h]ric, king of the Danes, perhaps specifically in East Anglia, whose
death is recorded in the Chronicle, MSS A and D, s. a. 905. A strong
historical argument in favour of the reliability of the Norse—Icelandic
tradition, however, is the importance of Eirikr Bloodaxe’s sons in Norwe-
gian history, deposing Hakon Adalsteinsfostri around 960 and holding
power for about a decade until deposed by Earl Hakon of Lade and his allies
at the beginning of the 970s. The Eirikr Bloodaxe of West Norse tradition
is an intriguing character: a recurrent failure as a king yet indelibly
eulogised in Hofudlausn and Eiriksmdl. At the very least the personal
history of this temporary king of Northumbria did not provide an obviously
well-suited character for historically false adoption as the father of kings
of Norway; the tradition is therefore the more credible.

There is a literary argument too which concurrently supports the tradi-
tional identifications of date and provenance, author and subject. This calls
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on the evidence of certain features common to the three extant long poems
attributed to Egill to corroborate the more precise identification of the place
(Jorvik) and the recipient in Arinbjarnarkvida. Arinbjarnarkvida and
Sonatorrek are both composed in the kviduhdttr metre, which, as Faulkes
notes, can be regarded as a variant of fornyrdislag (essentially the metre of
Hofudlausn, as noted above), but having three syllables in alternate lines.
This metre too is rare in the tenth century (Faulkes 1991, 84). Special to
Hofudlausn and Sonatorrek is the conceit of meerd (praise) as a concrete
building material for the poet to store, carry and shape:

HI160k mardar hlut
hugknarrar? skut.

I loaded the stern of the ship of thought with a portion of praise (Hofudlausn
1,7-8).

bat ber ek 1t

ur ordhofi

merdar timbr

mali laufgat
I bear this timber of praise, adorned with the foliage of speech, from the temple
of words (Sonatorrek 5,5-8, after Turville-Petre 1976, 31).

Such parallels could indeed be written into poetry composed later for
attribution to Egill Skalla-Grimsson. But that possibility is not demonstra-
bly a probability so strong that it renders invalid a discussion based on a
cautious acceptance of the truth of the traditional date, location, author and
recipient of Hofuolausn.

A separate literary tradition adding support to the authenticity of Egill’s
authorship of the poetry attributed to him is that which specifies a chain of
transmission through Einarr skalaglamm, the young poet with whom,
according to the saga, Egill had a virtually bardic tutelary relationship.
Even this tradition, however, itself implies an important duality in the
status of Egill as a literary figure from an early date: not only as the major
poet and author he presumably really was, but also as a character within
narrative, a legendary figure. He was able to represent the first-generation
Icelander, the Viking, with still intimate but highly problematic connexions
with Norway. If his poetry was genuinely preserved for such reasons, it
provides a valuable insight into the evolution of the stock figure of the
independent Icelander: an heroic exile—notably, just like Eirikr, Haraldr
Fairhair’s son.

2Thus Finnur Jonsson 1929. The variants recorded in Skjaldedigtning A are mins
knarrar, minis knarrar and minnis knarrar; hugknarrar is Finnur Jonsson’s
emendation.
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A reading of the poem

The essential quality of Egill’s Hofudlausn lies not in spectacular but
superficial displays of ingenuity in respect of form but rather in the steady
maintenance and powerful development of a series of conceits, often
paradoxical, that embody the real intellectual content of the poem much
more than do the predictable elements in the praise of Eirikr. This is
especially the case if we allow for some rich exploration of the potential
polysemy of language in this poem (cf. de Looze 1989). One of the most
central of these paradoxes is that of the Norse poet performing, in Norse
and for an appropriate audience, in England. This is underlined by images
representing Norse poetry as an integral part of Norse pagan culture and its
mythology, and their juxtaposition with the careful specification of loca-
tion (noted above):

Vestr fork of ver,
en ek Vidris ber
munstrandar mar,

West I came over sea, and I bear the sea of Vidrir’s mind-shore (1,1-3),
and:
Berk Odins mjod
4 Engla bjod.
I bear Oinn’s mead to the lands of the English (2,3—4).

An important semantic field that is introduced to the poem in the first two
stanzas is that of liquids: a variety of kinetic liquids, travelled over, like the
sea, or vital and vivifying, like O8inn’s mead. Through a powerful trope,
this symbolic liquid, the mead of poetry, becomes a microcosm of the
large, external situation: it is the sea of the mind-shore (munstrandar marr)
that is both carried by the poet and simultaneously carrying him, trans-
formed in line 8 into a boat:

H160k mardar hlut
hugknarrar skut.

I loaded the stern of the ship of thought with a portion of praise (1,7-8).

Battle and blood are subsequently merged with this cluster of imagery,
with:

Paut mekis ¢
A river of sword surged (4,6)

and:
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Par’s i bl6oi
i brimils modi
vollr of prumdi
There where in blood the seal’s plain [= the sea] resounded in fury (5,5-7),
or alternatively, adopting the reading of Worm’s text in line 6:
bar’s 1 bl6di
enn brimla-modi
vollr of prumdi.
There where the sea-worn shoreline resounded bloodily.

Thisimage in verse 5, however itisread, is the first indication in the poem
that Eirikr is being glorified for his achievement in a sea or coastal battle.
The opportunities this situation offers are further explored. The couplet
just before the first refrain (stef) of the poem,

Hné folk a fit
vi0 fleina hnit,

An army fell at the shoreline as the arrows struck (6,1-2),

contains an enriching range of possible concurrent images, including what
could be a fine example of figurative amplification achieved by a meta-
phorical meaning—‘men sank to the margin (of life)’—beyond the more
mundane ‘men fell at the shoreline” or *. . . on to the shore’. Fit has a
diverse range of attested meanings that could only encourage this sort of
polysemous interpretation: the land margin of an area of water; the edge or
hem of a piece of textile; the web or skin of animals’ or birds’ feet.
Poetically, however, the normal use of fir = ‘land’ is absolutely clear
(Lexicon poeticum; de Vries 1961; Asgeir B. Magniisson 1989, alls. v. fir).

An allegorisation of the passage through life and time as a passage
through space, which essentially is what is suggested here as the richer
potential of the image, is very rare in early Norse poetry. It seems, in fact,
to be in the poetry of, or attributed to, Egill Skalla-Grimsson that this
conceit, or related ones, are most widely developed. Imagery of the land
recurs insistently in his lausavisur. In Sonatorrek, the end of his family line
seems to be represented by the edge of a forest; his family was a freendgaror
(akin-enclosure), broken by the sea (vv.4-7, cf. also v. 21; de Looze 1989,
137-38).

These devices are being used in a eulogy of a prince. Genuinely or
feignedly, the relationship between poet and prince that supposedly
precedes this poem is one of division, antagonism and menace. This
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situation does not appear within the poem beyond the poet’s conventional
worries about not being granted the silence he needs to present his work:

Ef pogn of get.
If I obtain silence (3,4).

The essence of paradox is the reconciliation of the supposedly incompat-
ible, and this purely contextual hostility between poet and prince adds a
paradoxical aspect to the intimate apposition of these two characters that
Hofuolausn presents. Poet and prince are made very similar in this poem.
Just as the poet has carried his gift of poetry over the sea, Eirikr has come
from a battle across the sea, where he had provided the wolves with carrion,

Baud ulfum hre
Eirekr of sz,

Across the sea, Eirikr provided wolves with carrion (12,3-4; 15,3-4),

and sated benmgs granar (the lips of the wound-gull, 11,4). The parallel-
ism between poet and war-leader is emphasised particularly towards the
end of the poem. In v.1, the mead of poetry is brought Vestr. . . of ver; in
v.18 we hear, conversely:

Frétt’s austr of mar
Eireks of far.

Eirikr’s progress is heard of east across the sea (18,7-8).
To confirm the cyclical restatement of the opening themes, the poet
reiterates the mythological image at the end of the poem:

Hreerdak munni
af munar grunni
Odins &gi.
I stirred Odinn’s sea with my mouth, from the bottom of my mind (19,5-7).
This particular half-verse (helmingr) is concluded with an image that
finally makes explicit the central and most important conceit deployed by
the poet in this composition:

Of joru faegi.
Concerning the polisher of battle (19,8).
Battle is a work of art, and Eirikr an artist, just as the poem is a work of art
and Egill an artist. The first hint of such linkage between warfare and verbal

art comes in the mystifying evocation of imminent and incipient battle as
an oppressive prophecy:
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Malmbhridar spd
st’s mest of 1a.

Prophecy of metal-storm, which lay most oppressively over (4,7-8).

Possibly less bewildering is the image of the vefr darradar (the weaving
of the darradr) in the next stanza (5,2). Important here is the question of
whether one accepts the usual interpretation of darradr as ‘dart’, or Anne
Holtsmark’s fully-argued case for darradr as ‘banner’ (Holtsmark 1939;
Poole 1991, 125-31). Snorri Sturluson clearly understood darradr as a
name for a spear, but no source before him is unambiguous (cf. Lexicon
poeticum s. v. darraor). With darradr as ‘dart’, the image vefr darradar
becomes interestingly polysemous and kinetic, able to represent both the
ordered forest of spears protruding above the shields and poised for battle
(fyr grams glooum/geirvangs rooum: before the leader’s bright spear-plain
[= shield] ranks (5,3—4)) and the interlacing shafts and points once the
meélée has begun. With darradr as ‘banner’, the image seems instead to
embody a vision of the final momentary state of pomp and poise—the
banner standing still—before battle is joined and:

brimils . . .
vollr of prumdi,
und véum glumai.

The seal’s plain [sea] resounded and boomed beneath the standards (5,7-8).

With this reading, at this point, art and battle, though very closely
associated, would still appear essentially to be contrasted.

The richest development of this now tantalising conceit of the art of
battle may appear in verse 8, where the poet focuses upon the play of the
sword:

Hlam heinsodul
vi0 hjalmrodul,
beit bengrefill
pat vas blodrefill.

The saddle-of-the-whetstone [= sword] rang against the radiance of the helmet
[= shield]; the wound-engraver bit: that was a blddrefill (8,1-4).

The literal sense of the compound hjalmrodull is ‘helmet-sun’. The
interpretation ‘shield’ is suggested by a number of other kennings in which
rodullis clearly used as a base-word in a kenning for ‘shield’ together with
the protective connotations of Ajalmr as determinant. Hjalmrodull could
also be taken to mean ‘sword’; cf. hjalmeldr (Husdrdpa11) and hjalmsvell
(Hdttatal 60) which both mean ‘sword’, and there are a few instances of
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rodullas abase-word in kennings for ‘sword’ (see Lexicon poeticumss. v.).
An alternative reading to hjalmrodul in Hofudlausn 8,2 —found, in fact,
in e—is hjaldrrodul, ‘battle-sun’, which Nordal (1933, 188) accepts and
interprets as another kenning for ‘sword’. Whatever we find it more fitting
to substitute for these terms in an English translation, a clear contrast is
presented between the mundanity of the sword as first depicted, heinsodull,
metaphorically identified with a saddle and embracing the humble whet-
stone, and the image evoked of the artificial splendour of a helmet or sword
represented as flaming like the sun. The shocking, and resonant, blow of
the sword against this dazzlingly unfocused object is powerfully empha-
sised in the line by prosody (including rhyme). In turn, in the next line, the
sword itself begins to transform, explicitly becoming a craftsman’s tool, a
‘wound-engraver’.

The last half-line—pat vas blodrefill—is usually translated as an exam-
ple of tilsagt, a gloss to a kenning which produces a rather limp conclusion
to the helmingr: ‘that was a sword’. If so, it could be the fourth kenning for
‘sword’ in two lines. Bldorefill, literally perhaps ‘blood-tearer’, is twice
recorded elsewhere as a simple kenning for ‘sword’, in Hervarar saga ok
Heioreks konungs (Ch.3),

hneit mér vid hjarta
hjorr Angantys,
hvass bloorefill
her0r i eitri,
Angantyr’s sword struck me to the heart, a keen blddrefillhardened in venom,

and in a pula in manuscripts of Snorri’s Edda (see Lexicon poeticums. v.
bloorefill). The lexeme refill, however, had two meanings: besides ‘point’
or ‘piercer’ it could refer to a piece of textile, often a braid or piece of edging
of some form. Neither of these elements is particularly frequent in Old
Norse literature, and it is impossible to be sure of the precise conceptual or
associative semantic value of the lexeme in the mid-tenth century. In the
sense of ‘cutter’, refill appears only in compounds, such as, for instance,
tannrefill (‘chisel’?), and probably the recurrent refilstigr (‘harsh path”)
too, used by Porleifr jarlsskald in the late tenth century. The simplex refill
is recorded only in the sense of a piece of textile, on several occasions in
prose from the late twelfth century onwards, in medieval times mostly in
non-literary documents (cf. Cleasby/Vigfusson or Fritzner, s. v. refill).
Only in thirteenth-century poetry does the element appear in this sense in
kennings, e. g. refils grund (a dressed field [= a woman]).

The etymology of this lexeme (or these lexemes) and thus the relation-
ship between the two senses have always puzzled lexicographers. A
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relationship with Indo-European *rep, which gives Norse rafr (‘amber’;
‘strip of dried fish [halibut]’; whence, perhaps, ‘strip of cloth’, ‘thread”),
is usually accepted. It is practically impossible, however, to dissociate
refill (‘piercer’) from the verbs rifa, rjufa(‘tear’) (Alexander Jo6hannesson
1956, 721; Pokorny 1959-69, 1 865; de Vries 1961, s. v. rdf and refill;
Asgeir B. Magnusson 1989, s. v. refill). Whatever the case may actually
have been, there is no known or perceptible reason, linguistic or historical,
why the sense refill = ‘piece of textile’ should not have been current at the
time Egill’s Hofudlausn was composed. The normal use of a word in one,
possibly archaic, sense in poetic diction, and the concomitant exclusion
from poetry of what had in effect become a homonym with a very different
sense, are perfectly familiar phenomena and mean that the lack of evidence
for refill, ‘a piece of textile’, before the late twelfth century is of little
significance. We now have evidence for the advanced development of the
textile industry in Scandinavia, especially in Norway, before the Viking
Age. While it is the diamond twill cloth known—apparently rather
misleadingly—as the Birka type that forms the heart of the evidence for a
well-established textile industry by the Viking Age, at a much earlier date
it is specifically tablet-woven bands used as hems and cuffs that are most
characteristic of a distinctive and influential western Scandinavian tradi-
tion (Jorgensen 1985, passim; 1992, esp. 122-52; cf. also Ingstad 1992).
Returning to the blodrefill in Hofudlausn, a rather dull, primary sense of
v.8,4, ‘that was a sword’, is indisputable. In the context of the conceit of
battle as art, however, a concurrent metaphor ‘that was a blood-braid’, or
‘that was a blood-tapestry’, can quite justifiably be read here. This reading
is not validated by any other poet or poem more clearly having used refill
in this way. Such, however, is the nature of true poetic invention.

Eirikr, the only auditor of the poem explicitly addressed in the text (3,1),
may be the artist of battle, but he needs an artist to crystallise his glory, to
perceive and express his martial splendour and so to raise a literary
monument, aere perennius, not simply about his military prowess but
rather growing out of it and thus actually embodying it. (All this when
previously, according to the saga, Egill had raised a nidstong, a pole
inscribed with a verse attacking Eirikr, that was equally indelible from
memory.) The poet, the maker, acts with the king, the breaker of gold
(v.17), in transforming destructive battle into the creative process of art:

Ordstir of gat
Eirekr at pat.

Eirikr won (or begat) the glory of fame after this (6,3—4; 9,3-4).
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In the words of the poet, we see precisely the ordstirr (literally ‘word-
glory’), emphasised in the first refrain of the poem, that Eirikr has won and
begotten. The poet’s words breach and fill the silence that they themselves
invoke at the start of the poem (vv.2-3), just as the battle, first heard of
through verbal report and then announced by its noise, grows around the king:

Flestr maor of fra,
hvat fylkir va,

en Vidrir sa,

hvar valr of 14.
Ox hjorva glam
vi0 hlifar prom,
gudr 0x of gram,
gramr sotti fram.

Most men heard what the king won by fighting, and Vidrir saw where the dead
bodies lay. The noise of swords against the shield-edge grew; battle grew
around the king; the king advanced (3,5-4,4).

The intimate and creative union between poet and prince is a sort of mating
between two wise, horskir, men, without any scandalous overtones. Where
a king fights, wounds grow naturally, like plants:
Oxu undir
vi0 jofurs fundi
Wounds grew in the king’s presence (7,5-6)

—plants that are kissed by insects that kill rather than pollinate, directed,
again, by the king, now more like a god of nature:

Jofurr sveigdi y,
flugu unda by.

The king bent the yew; the wound-bees flew (15,1-2).

In these ways, various aspects of a mutual dependency between poet and
king are made visible. The king needs the poet to immortalise his reputa-
tion; the poet is provided by the king with material with which to establish
his own reputation, and so—as perhaps is symbolised by the dramatic
context of the head-ransoming episode—depends on the king for his life.
In more than one way, the king would deliver a mortal wound to his own
glory by destroying the poet.

3 Sice. W has estusk (‘flowed’) here.
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The text as script and stage: ‘enunciation’

Hofudlausn is a poem that meticulously sets the stage on which it is to be
performed. We have seen, above, how the English setting is conspicuously
evoked in the first two stanzas. There are two principal characters in this
‘play’: a first person ek who narrates the poem (1,1 etc.) and a second
person listener implied most directly by the imperative hygg (3,1). These
individuals, as we have just seen, enter into a reciprocal exchange relation-
ship within which the two are mutually dependent (cf. de Looze 1989, 127—
33). This play, then, subsumes a nexus of social relations (the relations of
patronage and dependency) and certain ideological assumptions: criteria
of what is valuable or praiseworthy, and why. In other words, the poem
embodies substantial parts of a cultural system, and in this respect the
contents of the poem are indeed highly conventional. Basic definitions of
human culture usually represent it as a system composed of three primary
subsystems: economic, social and ideological. The cultural system implied
by this poem is an idealised and unambiguous one, in which in fact the
economic subsystem appears only in a highly restricted form: gold, which
is not won by the prince in any specified way, is broken and cast freely in
many directions by him. Thus the same disdain that the king ought to have
towards the possession of exchangeable treasure is shown by the poem
towards basic economic processes. A single, telling exception is the firm
grip the king places on his lands:

En jofurr londum
heldr hornklofi.

And the king holds the lands in horn-cleft grip (16,6-7).

Yet the poem also postulates the very antithesis of an intimate exchange
between an artist and a king restricted to one unique and specific occasion.
Poet and prince are not isolated, inhabiting a world entirely of their own.
The text itself evokes an anonymous, surrounding group of men, in the
manna sjot (‘dwellings of men’, 20,4), a potential audience for the poem
but also its potential destroyers if the poet does not succeed in obtaining the
silence he needs. This group, of course, is not just the imagined company
assembled in Eirikr’s hall but any potential audience, who could suffocate
the poem, whatever its merits, by their indifference or their purposeless and
valueless babble. A poem of praise is not meant to be a momentary thing.
It is meant to be a monument that lasts. There is a profound tension in the
concept of ordstirr (‘word-glory’, ‘glorious reputation’). The spoken
word, ord, which itself becomes a term for fame, is notoriously fugitive.
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But real glory is lasting glory. When the poet speaks of Eirikr’s fame
spreading through all lands (18,5-8), we can recognise a trope for Eirikr’s
fame spreading through all future generations of men too. The poem is a
monument available to all future generations to interpret and appreciate,
and this must be done in the way that the poet and narrator intended;
otherwise its monumentality must be threatened. The poem therefore
needs to transcend the particular time and place in which itis rooted in order
to fulfil its purpose. It can be claimed that, as a final paradox, the poem
achieves this by successfully embodying the past time of Eirikr’s (and
Egill’s) glory for a future audience to recapture and admire. In this way, its
‘conventionality’ is truly vitalised.

The rich and sophisticated implications of this paradox can be appreci-
ated particularly well by assessing it in the light of a linguistic con-
ceptualisation of enunciation (Vance 1986, 86—110, esp. 88—89). This is a
concept which highlights the features of a text that can function only in the
context of the act of discourse in which they are located: for instance /and
you may pronominally refer to persons existing independently of and
outside the text that refers to them, but the occurrence of these terms
requires a specific discursive context in which ‘I’ speaks to ‘you’. This
phenomenon is a structural characteristic of language that can be artisti-
cally exploited. It allows a text to appropriate external referents and at least
to attempt to reposition them within itself. We have been exploring the
ways in which, for a variety of purposes of his own, the poet uses the text
to merge himself, Eirikr and the text into a knot of interdependency. The
process of relocation is nicely exemplified by the contrast between the
Vestr fork of v.1 and the frétt’s austr of v.18. With the first-person form,
the location, vestr, is the direction in which the poet, like the prince, has
travelled; by v.18 this is the position they are both locked into, looking out
now to observe what is happening—in the third person—in the other place,
austr. With all the interpenetration of art and battle in this poem, the
specific battle the poem refers to can even be felt to be superseded by the
poem. It is finished; it can only exist in memory; and now that memory is
irretrievably invaded by the poetical account.

Poem and place

As has been pointed out, Egill’s Hofudlausn represents, in a truncated but
still sharply focused and idealised form, a coherent cultural system. This
contains the traditional Germanic princeps (alias dux, rex)—comitatus
relationship, articulated through the mutual exchanging of gifts and
obligations. It is an ideal that lives on in the tenth century with real literary
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vigour and coherence only in Scandinavian verse (cf. Hedeager 1993).
Scandinavia is clearly identified as the home of this cultural system within
the text, both Eirikr and Egill having brought their ideals over the sea to
Britain. Emphasised with this are the late pagan associations of this system
within Viking culture: it is linked to an Odinic cult, the essence of which
is captured by Odinn/Vidrir’s approving gaze at the product of war:

En Viorir sa,
hvar valr of 1a.

And Vidrir saw where the dead bodies lay (3,7-8).

If we look at what otherwise was going on in England in the mid-tenth
century, especially in the Scandinavian-settled areas and indeed quite
specifically in Northumbria and York, these aspects of Hofudlausn are
very surprising. Both politically and culturally, assimilation between
invader and native had been going on for several generations; in the middle
of the tenth century this was a strong and continuing process, against which
the uncompromisingly Viking character of Egill’s poem stands in sharp
contrast. The territorial reconquest of Scandinavian England by the Eng-
lish kings of Wessex of the first half of the tenth century reached a symbolic
and celebrated climax with Athelstan’s victory at Brunanburh in 937
which variously established or confirmed his supremacy over several
Welsh and Scottish kings and princes as well as over Northumbria
(Dumville 1992). Northumbrian independence, however, proved to be
resilient, and the political ties between Northumbria and the rest of
England were to remain markedly fluid for 150 years yet. An important
development in the concept of kingship embedded in the policy of the
Wessex/English kings is a more ready and direct association of the king
with a territory (i. e. as King of England) rather than, as was conventional
earlier, with a people (King of the English). ZAthelstan indeed had coins
issued bearing the legend rex fotius Britanniae (Dumville 1992, 170; cf.
John 1966). It was precisely such a shift in Scandinavia that was perceived
by Icelanders and ‘mythologised’ in historiographical accounts of Haraldr
Finehair’s role in the settlement of Iceland. That Icelandic attitude poses
asetof problems for a conservative Icelandic poet eulogising a Scandinavian
king ruling in England.

In fact this Eirikr is hardly praised for anything he is or has been doing
in England; rather for a previous victory over the Scots. Nor, indeed, is he
especially eulogised as a king. In verses 16—18 he is described in the present
tense, but in a stylised and statuesque pose, holding the land like a boar
(jofurr is etymologically identical with Old English eofor, and this asso-
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ciation could have attached to the word in Norse) and scattering treasure.
It is striking that unambiguous social titles are very rarely used for Eirikr.
He isreferred to as gramrand jofurr (four times each), hilmir (three times),
visiand (-)skati(twice each), fylkir, folkhagi, hringbrjotrand pengill(once
each). These words are widely used in skaldic poetry as words standing for
‘king’ or ‘prince’. They are almost all of them, in some sense and to varying
degrees, figurative terms. Arguably, even the grip the king realistically
places on the land is modified by connotations of the resolute stand of the
boar—perhaps at bay (e. g. 16,6-7; see above)? How different, in
Adalsteinsdrdpa, is the perception by a Norse poet—perhaps Egill him-
self—of the steady and determined strategy behind Athelstan’s glory after
his victory at Brunanburh:

Nu hefr foldgnarr fellda
—fellr jord und nid Ellu—
hjaldrsnerrandi, harra
hofudbadmr, pria jofra.

Now, towering over the land, the enhancer of battle, the king’s [or kings’]
foremost scion, has felled three kings. Land falls under the kinsman of Zlla
(from Adalsteinsdrdpa, Nordal 1933, 146).*

There are two, possibly concurrent, ways of interpreting this approach
to the titles. As a style, it could represent the carefully measured and fitting
handling of a de facto ruler whose legal and real position was far from
definite. It could also be an ‘alternative’ representation of a hero: one
currently in the position of a contemporary king but whose glory lay in his
emulation of more ancient models.

Of all the aspects of the assimilation of Scandinavian colonist to native
English that can be seen, the one that is most conspicuously represented in
material culture and was therefore symbolically one of the most important
aspects of the whole process was the conversion of Scandinavian England
to Christianity. East Anglia, still firmly within the Danelaw, had produced
coins commemorating its last English king, Eadmund, as a Christian
martyr before the end of the ninth century, and by about 900 the coinage
of York, under Scandinavian kings, was demonstrating assimilation in the
use of Christian mottoes on the reverses of the coins and perhaps more
subtle details too (cf. Hines 1991, 417-18). To this area of evidence we can

4For a defence of the authenticity of this fragment against the doubts expressed
by Sigurdur Nordal (1933, xv) see Nordland 1956, 101-03. Nordland’s case can
indeed be strengthened, for instance by further exploration of the implications of
an identification of Athelstan as a kinsman of Z£lla and of other artistic reflections
of his annexation of Northumbria, but this is not the place to go into these in detail.
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now add the very similar evidence of continuity in funerary inscriptions
and stonecarving between late Anglian and ‘Anglo-Scandinavian’ York,
which in itself is just part of a varied but persistent pattern of artistic
hybridisation on the sculpture of eastern Yorkshire fully explored by James
Lang (1991; cf. Hines 1993). There is no room here to go into any
significant expansion of the arguments for and details of this process of
assimilation that have been introduced and discussed, admittedly briefly,
elsewhere (Hines 1989, 1991), and it would be otiose simply to repeat the
surveys already published.

It is, however, worth going further into the state of affairs in York itself
in the tenth century, as revealed by archaeological excavations; the
substantial discoveries on the Coppergate site are well known, by name if
not in detail. A very obvious question that the new insights into York pose
for the cultural historian is to what extent late ninth- and tenth-century
York can be regarded as a ‘Scandinavian’, or even a ‘Viking’, town. The
informed and sensible answer is given by the term preferred by the York
Archaeological Trust to designate this period: York grew into an ‘Anglo-
Scandinavian’ town (cf. Hall 1984). At York, and indeed at Lincoln,
archaeology reveals a clear coincidence between the Scandinavian settle-
ment of post-867 recorded by history and the substantial redevelopment of
urban areas including Coppergate and Flaxengate respectively. The
connexion between the two events seems too close to be plausibly treated
as mere coincidence, although it is true that urban development was
gathering pace generally in England and Europe in the late ninth and early
tenth centuries—for instance at Gloucester, certainly free from any direct
Scandinavian involvement even if military responses to the Danish settle-
ment were some factor in its redevelopment (Heighway 1984). Whether
Scandinavian settlers really created urban growth in York in the late ninth
and tenth centuries or just catalysed it, the process had very little in the way
of distinctively Scandinavian models of township to follow, and in fact the
particular character of York that was to emerge was a local one. The
building styles found at Coppergate and Flaxengate are varied, and
scarcely diagnostic of any specific group or culture. The high level of
artistic fusion noted in the sculpture recurs both on individual items and in
the whole range of metalwork that can be seen to have been in use and in
production at Coppergate. The trading links evidenced by material found
in York seem to be symptomatic. Trading links with the Continent were at
least as important as those with Scandinavia, from where a limited range
of commodities was imported: soapstone, stone for hones and whetstones,
and amber. In the light of the range of imagery in Hofudlausn, discussed
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above, it is interesting to note that Lise Bender Jgrgensen observes—
apparently with some surprise—the virtual non-appearance of high-
quality Scandinavian, and particularly Norwegian, textiles in York and
Scandinavian England (Jgrgensen 1992, 38—41).

If, then, Egill’s Hofudlausn was performed at Eirikr’s court in York in
the middle of the tenth century, as we can reasonably believe it was, it
would have evoked within the precincts of that court a familiar and only
partly imaginary world constructed out of a material and ideological
culture that was starkly different—perhaps painfully obviously so—from
the very streets outside. How are we to interpret this sort of contradiction
between what we have identified as opposed, normative cultural tenden-
cies: the Viking, and the Anglo-Scandinavian? It does not simply mean that
we have gone wrong in our characterisation of either tendency, as long as
particular cultures can be constituted of rnorms, which enjoin conformity
to a system of goals and values but also allow variation and opposition, not
rules. The alternative stance of Egill’s Hofudlausn to generations of
development in Scandinavian England grows, in this perspective, into an
actof dissent. Fascinatingly, the confrontational aspect of this dissent is not
focused on the anglicising Anglo-Scandinavians of the Danelaw or North-
umbria—or at least is only very indirectly focused upon them—but rather
upon the troubled figure of Eirikr, the Viking war leader and born prince,
a king unable to call any kingdom truly his own.

The text, as we have seen, functions by laying hold upon two historical
figures and reshaping them as ‘characters’ to obey and fulfil the rules of its
own fictional world. Paradoxically, this merger of two historical individu-
als and a literary text is still an embodiment of the individualist ethos that
had such an important part to play in Viking cult and culture. It is only with
the mating of the unique, creative capacities of the prince and poet that the
poem and all that it involves can be born. A useful anthropological
analogue is found in a cultural individualist finely evoked by Edward
Sapir: the figure of Two Crows, an Omaha Indian who denies any and every
generalisation about his and his tribe’s culture in the teeth of the attesta-
tions of his fellow Indians (Sapir 1938). In Sapir’s humane portrayal, Two
Crows emerges as a figure of heroic pathos, not a comic maverick. The pose
struck by the poet, and imposed upon Eirikr here, is more active, and thus
more defiant, heroic, impractical and tragic. In an astonishing way, this
poem thus transposes a typically Viking praise of action into a meditative
mode. The violence of Viking behaviour is too often and too easily
explained away as a reversion to natural human savagery. Egill’s Hofuo-
lausn could reassure the Viking, and can still warn the non-Viking reader,
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that the Vikings, however barbaric their behaviour, were not mindless
barbarians.
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SKALDS, TROUBADOURS AND SAGAS
By ALISON FINLAY

I Love and sagas

HE SPIRIT of the Sagas of Icelanders is notoriously inimical to the
IZ:Htler emotions. Not only does saga prose, often described as terse or
objective, avoid the direct expression of emotion, but love affairs and
marriages, where they do enter into the narrative, are treated far from
romantically. Theodore Andersson remarks that ‘though we think of the
sagas as being the least romantic literature imaginable, it remains a fact that
love is the most frequent cause for conflict’ (1967, 12—13). Where romantic
or lyrical expression does occur in the sagas, often in verse contrasted in
tone with the surrounding prose, it has seemed to critics to require
explanation. From time to time the rather vague suggestion has been made
that influences from southern Europe inspired the Icelanders’ treatment of
this unfamiliar narrative material (Andersson 1969, 7-8). Most recent and
influential is the study by Bjarni Einarsson of the four poets’ sagas sharing
the theme of a poet’s unhappy love for the wife of another man, in which
he argues for the derivation of this story and its treatment from the romance
of Tristan, and for the influence of Provencal troubadour lyrics on the
accompanying verses (1961; 1971; 1976).

Renewed sympathy for Bjarni Einarsson’s approach has been expressed
in the context of the recent critical tendency to seek foreign influences,
learned as well as secular, on saga literature. This arose, according to Carol
Clover, as part of ‘the dramatic reaction, in the mid-1960s, against the metho-
dological and ideological conservatism of saga scholarship’ (Clover 1985,
251). Herself the author of an attempt to derive the narrative structures of
the Islendingaségur from French romance (Clover 1982), Clover takes up
a position similar to that of Bjarni Einarsson in asserting contacts with
French culture not necessarily traceable through known surviving texts:

The methodology of the Icelandic school, despite its ostensible neutrality, has
conditioned decisively the form and direction of scholarly research. The
insistence on sources in the form of manuscripts known to have circulated in
medieval Iceland has meant, in practice, the avoidance of those areas of the
literature for which such ‘material links’ are scanty or absent . . . The reader of
skaldic and troubadour poetry and biography cannot help being struck by both
the formal and phenomenal parallels.. . . and the same goes for the reader of saga
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and prose romance . . . It comes down to the value of circumstantial evidence,
which for many readers and scholars is at least strongly suggestive if not
persuasive but which for the Icelandic school is no evidence at all (Clover
1985, 250).

The theory has implications for the composition of saga narrative; for if the
verses of the skalds were influenced by troubadour verse, dating from the
mid-twelfth century at the earliest, they cannot be the authentic creations
of the tenth- and eleventh-century poets said by the sagas to have recited
them. Bjarni Einarsson, in fact, argues that the verses were composed to-
gether with the accompanying saga prose by the saga authors themselves.

While the argument for troubadour influence is thinly argued and
generally unconvincing, it is this compositional aspect, the relationship
between saga prose and the verses it includes, which prompts me to
reconsider the subject. The verses supposedly composed by Jarl Rognvaldr
Kali and his companions on a visit to the Holy Land in 1151, some of which
seem likely to be following troubadour fashions, and the prose account in
which they are embedded in Orkneyinga saga, probably written no more
than fifty years later, give interesting insights into how such influence
transmits itself into the body of a saga.

I Rognvaldr Kali in Narbonne

For the question of the possible influence of troubadour verse on skaldic
verse, and the sagas incorporating it, the locus classicus is the episode in
Orkneyinga saga in which the Orkney Jarl Rognvaldr Kali and his
Icelandic companions compose verses in honour of Viscountess Ermengarda
of Narbonne. Rognvaldr is said to have visited Ermengarda’s court in the
course of his pilgrimage to the Holy Land, dated to 1151 (Orkneyinga saga
1965, 209-12). The saga names three poets accompanying the Jarl, two of
whom, Armédr and Oddi inn litli Glumsson, are said in some, but not all,
manuscripts to be Icelandic (pp. 200-01; for an account of Rggnvaldr and
his poets, see Bibire 1988). Ermengarda was the patroness of several
troubadours.! According to the saga, Rognvaldr follows prevailing local
fashion by offering a verse in the lady’s praise (verse 55). After leaving the

! Ermengarda, daughter of Aimeric IV of Narbonne (1143-97), held court in
Narbonne after her father’s death. The thirteenth-century vida of the poet Peire
Rogier claims that

E venc s’en a Narbona, en la cort de ma domna Ermengarda, qu’era adoncs de
gran valor e de gran pretz. Et ella I’acuilli fort e.ill fetz grans bens. Et
s’enamoret d’ella e fetz sos vers e sas cansos d’ella. Et ella los pres en grat . . .
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court, Rognvaldr speaks a further verse, capped by one each from his
companions Armodr and Oddi, all in different modes professing love for
Ermengarda (vv. 56-58). Subsequent chapters include verses of a more
familiar skaldic kind, recounting details of Rognvaldr’s adventures but
formally addressed to a woman, sometimes specifically called Ermingeror
or volska vif, ‘French woman’ (pp. 215-31; verses 59, 61, 63, 64, 66, 69, 75).

Critics have followed the invitation of the prose narrative to find that
these verses ‘bear a clear troubadour imprint’ (Andersson 1969, 13).2 If
this is so, the saga, written in Iceland ¢.1200, is an uncontroversial example
of Provengal troubadour verse influencing Icelandic saga writing before
the earliest Islendingaségur were written. Since the Orkneyinga saga
episode takes place in 1151, this does not raise the same chronological
problems as suggesting troubadour influence on verses attributed to the
tenth- and eleventh-century poets of the poets’ sagas, which demands
acceptance of Bjarni Einarsson’s wholesale view that the verses were
composed by thirteenth-century saga authors. Even the more moderate
proposition, now accepted by many scholars, that at least some verses, and
other narrative materials, were contributed at intermediate stages through-
out the eleventh and twelfth centuries,? allows little time for troubadour
fashions to reach Icelandic material used as sources by saga authors in the
early thirteenth century.

Lonc temps estet ab ela en cort e si fo crezut qu’el agues joi d’amor d’ella.
(Biographies des Troubadours 1964, 267)

He went to Narbonne, to the court of Lady Ermengarda, who was then of great
worth and of great merit. And she greeted him well and gave him great favors.
And he fell in love with her and composed his poems and his songs about her.
And she welcomed them . . . He was at her court for a long time, and it was
believed that he received the pleasures of love from her. (Egan 1984, 78)

For an account of Ermengarda’s relationships with troubadours, and reference to
arguments against identifying the Erminger0r visited by Rognvaldr with Ermengarda,
see Nicholson 1976, 160-64.

2 Orkneyinga saga names Rognvaldr as joint author (with the Icelander, Hallr
Poérarinsson) of Hdttalykill inn forni (p. 185). Rognvaldr’s authorship (or equally,
the saga author’s belief in it) of this clavis metrica, a catalogue of skaldic metres
itself following a Continental tradition of Latin verse catalogues, makes plausible
the saga’s suggestion of his interest in and willingness to experiment with
unfamiliar poetic forms.

3 For example, Jonas Kristjansson: ‘The suggestion would be that the suspect
stanzas were composed neither by Kormakr nor by the author of the saga, but by
aman of some learning who wanted to add spice to oral tales that were current about
the tenth-century poet’ (1988, 228).
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The troubadour influence apparently discernible in the verses of Rognvaldr
and his companions is partly suggested by their prose context. The early-
thirteenth-century saga author presumably knew of the Provencal custom
of composing verse homage to a patroness, and may have consciously
constructed his episode to suggest this. This is particularly clear in the
sequence placed after Rognvaldr and his companions leave Narbonne, in
which, by way of entertainment (sdtu peir pd ok drukku ok vdru allkdtir (p.
211), ‘then they sat drinking and were very cheerful”), they exchange verse
tributes to Ermengarda (verses 56-58). As Andersson comments, ‘the fact
that three men, with an air of perfect sociability, celebrate the same lady
shows that they are merely playing at the courtly game. This game is never
played in the North; no lady in Iceland or Norway is the object of half-
serious homage from several skalds’ (1969, 15).

But the singularity largely depends on the context. As Meissner noted
(1925, 146-47), the situation of two or more skalds exchanging verses on
the same subject as a jeu d’espritis found elsewhere in sagas; in chapter 85
of Orkneyinga saga, for instance, Rognvaldr composes a verse about a man
depicted on a wall-hanging, and challenges Oddi to produce another verse
on the same subject without repeating any of his words (pp. 202-03). The
saga author adapts this convention to the subject of praise of a lady, thus
ensuring that these verses are read in the ‘half-serious’ spirit suggested by
Andersson, and that they lose any narrative function they may once have
had. Placed together in this way, they read as a sampler of different styles
of love.

It is argued that the content of these three verses is unusual for skaldic
verse, showing parallels with troubadour themes. Rognvaldr’s own contri-
bution to the triad (verse 56) declares that Ermengarda has commanded his
crusade:

Or0 skal Ermingerdar

itr drengr muna lengi;

bradr vill rokk, at ridim

Ranheim til Jord4nar.

En er aptr fara runnar

unnviggs of haf sunnan,

ristum, heim at hausti,

hvalfrén til Nerbonar. (Orkneyinga saga 1965, 211)

Let the excellent man long remember Ermengarda’s words; the fine lady
wishes us to sail to Jordan. But when seafarers come back across the sea from
the south in autumn, we will come over the water to Narbonne.
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Andersson considers the conception to be ‘of pure troubadour prove-
nance’, and adds, ‘As far as I can see, the idea of an enterprise undertaken
in the service of a lady is unparalleled in Norse poetry’ (1969, 19). In fact,
comparable deference to a woman’s will, admittedly instructing the
warrior how to fight, rather than directing his movements, is expressed in
a verse spoken, according to Heimskringla and other Kings’ Sagas, by
Haraldr hardradi before the battle of Stamford Bridge:

Krjipum vér fyr vapna,

valteigs, brokun eigi,

sva baud Hildr, at hjaldri,

haldord, 1 bug skjaldar.

Hott bad mik, pars moettusk,

menskord bera fordum,

hlakkar iss ok hausar,

hjalmstofn i gny malma.

(Heimskringla 1941-51, 111 188)*

We will not creep in the presence of the din of weapons into battle in the shelter
of the shield; so the faithful Hildr of the hawk’s land (woman) commanded; the
necklace-bearer formerly bade me carry my helmet-support (head) high in the
din of swords, where the ice of battle (weapons) and skulls met.

While the placing of verse 56 alongside those of Armédr and Oddi
highlights its courtly deference, the reference to the pilgrimage associates
it rather with the subsequent verses (59-75) describing Rognvaldr’s
warlike exploits, which also refer to Ermengarda, in whose name, some
verses imply, these deeds are done. The graceful suggestion that the
enterprise is inspired by Ermengarda, and in particular the expectation
aroused (though in the event unfulfilled) of a return to Narbonne, sets up
a potential narrative frame for what follows, which is reinforced by the
allusions to her in subsequent verses.

Rognvaldr’s first adulatory verse (55; see pp. 114—15) can also be linked
with this sequence. Its incongruous periphrasis dtgjornum raudk erni/ ilka
‘Ireddened the hungry eagle’s claws’, often criticised as ridiculously inept,
suggests that it, too, despite its apparently erotic focus, originated in a
context dealing with warfare. Andersson calls it ‘a battle metaphor which
is either comically inappropriate or, more likely, indicates that the stanza
was composed a propos of a later battle, not at Ermengarde’s court, and was
simply misplaced by the author of the saga’ (1969, 18).

Some have considered the assertiveness of Armodr’s verse 57, announc-
ing his wish to sleep with Ermengarda, too crude to be acceptable in a

4 For the context of the verse, see Finlay 1986, 27-28.
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troubadour milieu, taking this as a mark of the skald’s ineptitude in
handling unfamiliar material:>

Ek mun Ermingerdi,

nema Qnnur skop verdi,

margr elr sorg of svinna,

sidan aldri finna.

Vearak szll, ef ek svafa,

syn veri pat gefa,

brudr hefr allfagrt enni,

eina nott hja henni. (Orkneyinga saga 1965, 212)

I will never see Ermengarda again unless another fate is to be; many suffer
sorrow because of the wise lady. I would be happy if I could sleep—that would
be clear good fortune; the lady has a really beautiful brow—one night at her
side.

But the directness can be paralleled in troubadour verse, especially since
it is balanced within the stanza by the more familiar declaration of
unsatisfied love. A stanza by Raimbaut d’ Aurenga (works dated ¢.1162—
73) includes explicit sexual reference alongside grandiose evaluation
comparable with that of the following verse attributed to Oddi, demonstrat-
ing that the two postures are not irreconcilable:

Ben aurai, dompna, grand honor

Si ja de vos m’es jutgada

Honranssa que sotz cobertor

Vos tenga nud’embrassada;

Car vos valetz las meillors cen,

Qu’ieu non sui sobregabaire.

Sol del pretz ai mon cor gauzen

Plus que s’era emperaire!
I shall indeed, lady, have great honour if ever the privilege is adjudged me by
you of holding you under the cover, naked in my arms, for you are worth the

hundred best together, and in this praise I’'m not exaggerating; in that merit
alone does my heart rejoice more than if [ were emperor. (Press 1971, 112-13)

Andersson gives further troubadour analogues (1969, 13 (n. 16) and 21);
see pp. 123-27 below.

The unusual end-rthymed verse form of Oddi’s verse may be a further
indication of foreign influence. This type of end-rhyme (lines rhyming in

3> Gerd Wolfgang Weber presumably has this verse in mind in commenting: ‘The
coarse and outspoken sexuality of the skaldic stanzas produced on the occasion has
little to do with amor cortois (though it is “inspired” by the subject)’ (1986, 436,
n. 56).
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pairs) is described by Snorri as in minzta runhenda (Snorri Sturluson 1991,
34-36, and Appendix, 86—88). But runhenda of the same type is also found
in Orkneyinga sagain a verse attributed to Hallr Porarinsson (p. 183, v. 42)
and in one attributed to Rognvaldr (p. 235, v. 80), neither verse associated
with the visit to southern France.

Ithas been suggested that the submissive tone of verse 58, in which Oddi
declares himself unworthy of Ermengarda, is an answer, and implied
reproof, to Armodr. The poet’s humble stance is unlike the usual skaldic
self-assertion, and could be an imitation of a troubadour’s submission to
his lady:

Trautt erum vér, sem ek vatti,

verdir Ermingerdar,

veitk, at horsk ma heita

hladgrund konungr sprunda. (Orkneyinga saga 1965,212)

I am hardly, as I think, worthy of Ermengarda; I know that the wise lady may
be called king among women.

Andersson drily remarks, “This is of course true, but it would not have
occurred to him to make the point at a Scandinavian court’ (1969, 20). The
reference to the lady as konungr enhances the parallel, since it could
translate the masculine term midons ‘lord’, applied by troubadours to their
ladies in token that their service in love was analogous to submisssion to
afeudallord. For example, from Bernart de Ventadorn (fI. ¢.1145-75), who
may have been one of the troubadours under the patronage of Ermengarda:®

Lo vers mi porta, Corona,

Lai a midons a Narbona;

Que tuih sei faih son enter,

C’om no.n pot dire folatge.
Take for me the poem, Corona, there to my lady in Narbonne; for all her deeds
are perfect, and one cannot speak folly of her. (Press 1971, 72-73)

But it should also be noted that the theme of ‘worthiness’ is echoed, and
Oddi’s humility seemingly contradicted, by a verse attributed to Rognvaldr
in the next chapter of the saga (verse 63). In self-congratulatory mode, the
poet anticipates an early reunion with a woman, celebrates the trouncing
of a Spanish horde, and concludes that therefore they are (he is?), after all,
worthy of Ermengarda:

6 William D. Paden argues against the generally accepted view of midons as a
masculine term implying feudal submission (1975, 33-36). Sarah Kay distin-
guishes between the troubadours’ largely misogynist representation of the femi-
nine, and the ‘mixed’, androgynous gender attributed to the domna (1990, 86-101).
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Voén ak, ut & Spani

var skjott rekinn flotti,

flydi margr af meedi

menlundr, konu fundar.

bvi erum vér, at voru

vaen hljod kvedin pjodum,

valr tok voll at hylja,

verdir Ermingerdar. (Orkneyinga saga 1965, 219)
I expect to see the woman; those fleeing were speedily pursued in Spain; many
a man fled in weariness. We are worthy of Ermengarda, because splendid
noises (of battle) were made to people; corpses began to hide the battlefield.

The parallelism of this with verse 58 suggests that they both belong to the
narrative sequence initiated by verse 56, said to be spoken earlier by
Rognvaldr, in which he asserts Ermengarda to be the instigator of his
journey south (considered above, pp. 108-09). Seen in this light, Oddi’s
tribute to Ermengarda loses much of its air of moral evaluation and
extravagant devotion: having been set a task by the lady, the travellers are
unworthy of her approval; once it is being achieved, Rognvaldr’s verse
asserts, they are worthy of her (and, he implies, expect a prompt reward).
Once again, the relationship between these two verses forms a narrative
link, attaching the anecdotal material about the travellers’ adventures to the
overarching theme of Ermengarda’s patronage.

Andersson sees continuing, though reduced, troubadour influence in the
subsequent verses:

These stanzas represent a contamination of lausavisaand troubadour traditions
inasmuch as they are inspired by particular situations (usually battles), like the
lausavisa, but at the same time extend the courtly fiction of the crusade stanza
at Narbonne by suggesting that Rognvaldr is performing his exploits in the
name of his lady (1969, 21).

But if the notion of Ermengarda as patroness of the pilgrimage is a ‘courtly
fiction’, it is one built on an existing drottkveett type, in which a verse about
battle is addressed to or refers in passing to a woman. Many stanzas
describing masculine activity are addressed to or imply a female audience
(Frank 1988). The use by Saxo Grammaticus of the theme of masculine
activity undertaken to win female approval in what may be a paraphrase of
a skaldic poem suggests that the idea was early and universal in Norse
poetry:

Ergo leves totoque manus conamine nisi

rimemur mare, castra prius classemque petentes,

quam roseum liquidis Titan caput exserat undis,

ut, cum rem rumor vulgaverit atque Frogertha
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noverit egregio partam conamine pradam,
blandior in nostrum moveat praecordia votum.
(Saxonis Gesta Danorum 1931, 148-49)

Let us speed then and churn the sea with all
the strength of our hands, seeking our ships and the camp
before the sun has pushed his rosy head
from the clear waves, so that when the story is known
and Frogerth hears of the plunder won through our gallant
attempt, she may turn her heart more sweetly to our prayers.

(Fisher 1979, 168)

In his discussion of Norse love poetry, Bjarni Einarsson himself quotes
several examples of this motif, which he describes as

sa sidur norskra og islenzkra skalda ad fornu ad nefna konu i visu par sem
skaldid lysir prekraunum sinum, oftast i vondu vedri & sjé eda pa i bardaga
(Bjarni Einarsson 1961, 36).

the practice of ancient Norse and Icelandic poets of naming a woman in a verse
in which the poet describes his ordeals, most often in bad weather at sea or in
battle.

But he allows no connexion between verses in this tradition, which he
acknowledges to be old, and those he considers to be influenced by the new
Provencal fashion for the expression of emotion:

[ visum af pessu tagi verdur ekki vart tilfinningasemi, astarpraar eda harms,
og 4 pessi kvedskapartizka pvi ekkert skylt vid astaskaldskapartizkuna fra
Provence og er sennilega miklu eldri i norrenum skaldskap, en ekkert er
bvi til fyrirstodu ad hvorritveggja hafi verid fylgt jofnum hondum af somu
skaldum (1961, 37).

In verses of this kind there is no evidence of emotion, love-longing or grief, and
thus this poetic fashion has no connexion with that of Provencal love poetry and
is probably much older in northern poetry, but there is no reason why both
fashions should not have been followed in equal measure by the same poets.

The arbitrariness of this distinction is well illustrated by the verses
associated with Rognvaldr’s crusade. While some, in traditional fashion,
refer only perfunctorily to the woman, others seem to incorporate trouba-
dour themes in their references to her, while retaining the conventional
interweaving of these with ‘masculine’ themes. This demonstrates that any
emotional expression borrowed from foreign sources was superimposed
upon, rather than being completely separate from, the older tradition. But
itremains, in any case, a matter of assertion that all expressions of emotion
reveal foreign influence.

In verses 59 and 66 of Orkneyinga saga, mention of the woman is
contrastive, according to a conventional opposition of seafaring or battle
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to aspects of pleasure and comfort represented by the woman. In verses 69
and 75, deeds are done in the expectation that the lady will hear of them.
Only verse 61, where the poet specifically claims to ‘feed the eagle’ be-
cause of his love for the lady, verse 63 (quoted above, pp. 111-12), and the
vaguer reference of verse 64 suggest explicit deference to the lady’s will.

It is likely that these verses originated as a sequence, whether composed
by Rognvaldr or not, in which the existing skaldic convention of address
or reference to awoman in poems about exclusively masculine activity was
combined with and exaggerated by the troubadour conceit of deeds
undertaken in a lady’s service. The theme is used to inaugurate and link a
narrative sequence describing three self-contained incidents: the siege of
a castle said (in the prose) to be in Galicia; a stormy passage through the
straits of Gibraltar; and an assault on an Arab ship. After this incident,
references to Ermengarda and to Narbonne cease abruptly, signifying,
presumably, not the notorious fickleness of sailors in love, but the aban-
donment or loss of the original series of source verses. From this point the
verses assembled by the saga author are more diverse and miscellaneous
in character.

In the case of the three verses uttered in Ermengarda’s praise by
Rognvaldr, Oddi and Armédr, it seems that the saga author, with the aim
of creating an episode in which three skalds gracefully exchange verse
tributes to a lady in troubadour fashion, has broken up and reassembled the
sequence, cutting three of the verses loose from what was originally a
narrative context, so that they appear to be primarily concerned with love.

That the theme of deference is literary convention and no more is
suggested by the discrepancy between the actual content of Rognvaldr’s
verse 56 and the prose narrative. The assertion that Ermengarda instigated
the pilgrimage is contradicted by the account of Rognvaldr’s deciding to
undertake it when in Norway long before (Orkneyinga saga 1965, 194),
and the intention expressed in the verse of returning to Narbonne, though
it is also recorded in the prose (p. 211), is never adhered to or attempted.

Troubadour influence in the first ‘erotic’ verse attributed to Rognvaldr
(verse 55) is also less obvious than has been claimed. Andersson finds it
uncharacteristic of skaldic verse, according to his ‘very tentative and
sketchy suggestions toward amorphology of Norse love poetry’ (Andersson
1969, 25), largely because the stanza progresses from generalised praise
(in itself not characteristically skaldic) to the more concrete, recognisably
Norse, detail of the second helming:

Vist ’r at fra berr flestu
Froda meldrs at godu
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vel skafadra vifa

voxtr pinn, konan svinna.

Skord letr har 4 herdar

haukvallar sér falla,

atgjornum raudk erni

ilka, gult sem silki. (Orkneyinga saga 1965, 210)

It is certain, wise lady, that your hair (or stature) surpasses that of almost all
women with locks of Frodi’s meal (gold); the prop of the hawk’s land (lady)
lets her golden hair fall on her shoulders like silk; I reddened the ravenous
eagle’s claws.

This reverses what Andersson calls a ‘consistent feature of Norse love
poetry . . . the tendency to work from the immediate situation to an
emotional expression’ (1969, 22). But Roberta Frank’s suggestion that the
verse’s unusual construction results from the combination of two helmings
from originally diverse sources (Frank 1978, 167) casts doubt on
Andersson’s argument from ‘morphology’. It strengthens, though, the
probability that the saga author remodelled a sequence of verses primarily
about battle, including the second helming of this verse, by superimposing
on it a helming more appropriate to troubadour praise (though there is no
distinct parallel). It is not out of the question that the saga author composed
the helming himself to create this impression.

On the other hand, the saga takes over-seriously the troubadour pose of
devotion to a lady by portraying Ermengarda as a young woman with
whom Rognvaldr flirts, and whose advisers suggest a marriage with him,
rather than, as in historical fact, a mature married (or perhaps widowed)
lady (Meissner 1925,163,n.). The troubadours usually (in Bjarni Einarsson’s
view, invariably) addressed their tributes to married women (see pp. 127—
31 below).

Thus the episode, while including some verses apparently composed under
troubadour influence, shows much stronger evidence of a saga author well
versed in such poems and the contexts in which they were composed,
shaping his material to reflect this interest. This process seems to have
included giving prominence and a narrative context to the theme of praise
for a woman, which may have been inspired by Provencgal models. But it
also involved the minimising and disruption of a characteristically
Scandinavian convention: the interweaving of address or reference to a
woman with martial or active narrative.

Rognvaldr’s visit to Narbonne is a well-attested but isolated instance of
cultural contact between Scandinavia (and, indirectly, Iceland) and south-
ern France. Klaus von See points to the possible contribution to the shaping
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of Orkneyinga sagamade by men known to have had contact with southern
France and/or its literature:

Selbst bei der endgiiltigen Redaktion der Orkneyinga saga haben vielleicht
noch Impulse aus dieser Richtung mitgewirkt: Hrafn Sveinbjarnarson, der
einzige Nordmann, von dem wir wissen, daf er spidter—um 1200—noch
einmal ins Land der Trobadors gelangt ist, hatte enge Beziehungen zu den
Orkneyjar und ihrem Bischof Bjarni Kolbeinsson. Dieser Bjarni wiederum ist
der Dichter der beriihmten Jomsvikingadrapa, die in ihrem Rahmenmotiv
Spuren des Trobadorstils trigt. Und von beiden—Bjarni und Hrafn—ist in der
Forschung gelegentlich vermutet worden, daf sie an der Abfassung der
Orkneyinga saga beteiligt gewesen seien (Anne Holtsmark, Edda 37, 1937,
S.1ff.). (von See 1978-79, 89)

Impulses in this direction were perhaps still at work even in the final redaction
of Orkneyinga saga: Hrafn Sveinbjarnarson, the only Norseman whom we
know to have later—about 1200—revisited the land of the troubadours, had
close connections with the Orkneys and their bishop Bjarni Kolbeinsson. This
same Bjarni, moreover, is the poet of the famous Jomsvikingadrdpa, which
shows traces of troubadour style in its structural frame. And it has occasionally
been conjectured by scholars of both—Bjarni and Hrafn—that they were
involved in the compilation of Orkneyinga saga.

But the Icelander Hrafn Sveinbjarnarson, who visited the shrine of St.
Gilles near Arles before 1200, during a pilgrimage to Compostella and
Rome, is the only other Norseman known to have been there in the relevant
period (Hrafns saga Sveinbjarnarsonar 1987, 4; Foote 1959, 32, n. 85).

Even if the region had been more commonly visited, it is unlikely that
even a French-speaking viking would have had enough understanding of
the Occitan language to appreciate complex troubadour verse forms. Ian
McDougall has investigated the extent to which Norse pilgrims understood
the vernacular languages of the countries they passed through and, for want
of any substantial evidence, surmises that their linguistic competence was
limited and functional (198788, 211-17). The fact that Rognvaldr took
with him Bishop Vilhjalmr of Orkney, who had studied in Paris, to act as
interpreter, does not inspire confidence (Orkneyinga saga 1965, 204); on
the other hand, the saga narrative has the Galician lord Gudifreyr, infiltrat-
ing Rognvaldr’s camp disguised as a beggar, address the Norsemen in
French: ok meelti d volsku; pat skilou peir helzt, ‘and spoke in French; they
understood that best’” (Orkneyinga saga 1965, 214).

Evidence of the contact of Icelanders with France as a whole, or rather
the interpretation of this evidence, is controversial. In their debate in
Mediaeval Scandinavia, Theodore Andersson and Bjarni Einarsson ex-
change anecdotes of medieval Icelanders visiting or studying in France. To
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Andersson, the listis ‘quickly ticked off” and ‘does not give the impression
of a lively Franco-Icelandic intercourse during the period in question’
(1969, 14). But Bjarni rightly challenges this (1971, 31-33). In a cultural
community as small and isolated as medieval Iceland, an educated and
influential individual could have made more impact than the small number
of instances might suggest. But the fact that most recorded contacts took
place, not unexpectedly, in northern rather than southern France suggests
that it would be more realistic to investigate the possible contacts of saga
literature not with the troubadours themselves, but with their northern
French followers and counterparts, the trouveres.

The implication of Bjarni Einarsson’s citing instances of northern
French contact, and dealing with ‘troubadour’ themes in a very general
way, is that he is using the term ‘troubadour’ loosely to cover northern as
well as southern poets. While this is a convenient shorthand, it obscures the
somewhat damaging point that trouvére poetry is generally dated from
¢.1150, some fifty years later than the earliest surviving troubadour poems,
the fashion having taken some time to spread from the south. This narrows
the chronological limits within which French love verse could have
influenced the sagas of the early thirteenth century in Iceland. Bjarni
insists, however, that he does envisage direct influence from Provence at
a much earlier date:

Vi kan ikke med sikkerhed vide hvornar den franske—egentlig den
provencalske—kerlighedsdigtning begyndte at blive kendt og fa indflydelse i
Norden. Det kan naeppe afvises at det kan vere sket sd tidligt som ca. 1100
(1976, 18).

We cannot know for certain when the French—especially the Provengal—love
poetry began to be known and to have influence in the North. It can hardly be
ruled out that it could have been as early as ¢.1100.

III The troubadours and Norse love poetry

Bjarni Einarsson’s argument for the derivation of love themes in skaldic
verse from troubadour lyrics has been criticised for failing to locate
compelling and detailed parallels in form and content (Andersson 1969,
16-17; Frank 1978, 168). The failure is not surprising, since in his
exposition of love verse (excluding, for the moment, the verse in the poets’
sagas, to which he returns in later chapters), not a line of troubadour verse
is cited or referred to specifically (1961, 7-10, 18-39; 1976, 13—16, 18-24).

Bjarni argues so generally because he believes that any verse expressing
male emotion or love-longing is alien to Icelandic traditions and must,
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therefore, have a foreign derivation, from ‘the strange new French literary
fashion which generally made the manpassionately in love, even languish-
ing to the degree of becoming depressed and almost sick. What an amazing
idea that must have seemed to most Icelanders about the year 1200!” (1971,
41). The claim that such sentiments were unknown in earlier Icelandic
verse is circular, dependent on his having rounded up as many such
examples as possible and declared them, like the poets’ sagas, to be the
inauthentic fruits of foreign influence.

In Skaldasogur, Bjarni cites some forty complete or fragmentary stanzas
including love as a theme, attributed in the Kings’ Sagas, Snorra Edda or
the Third Grammatical Treatise to eighteen named or anonymous poets.
Bjarni is justified in his scepticism about the dating of these verses to the
ninth, tenth or eleventh centuries, and in arguing that their placing in the
mouths of such historical figures as Haraldr hardradi or Olafr Haraldsson
hardly guarantees their authenticity. He is on less firm ground in doubting
the attribution of a verse because of its use of a theme supposedly
characteristic of the troubadours, as in this example:

Illugi Bryndalaskald er . . . med vissu elleftu aldar madur og verdur pvi ekki
triad ad hann hafi kvedid astarvisubrotid sem honum er eignad . . . pvi ad pad
ma telja med sigildum deemum astarharmatizkunnar (1961, 38).

Illugi Bryndzlaskald was . . . undoubtedly a man of the eleventh century, and
therefore it cannot be believed that he spoke the fragment of a love verse
attributed to him . . . because it may be considered to be among the classic
examples of the fashion of love-longing.

But the foreignness of love-longing as a theme, and indeed the assumption
that it is characteristic of Provengal verse, is not closely examined either
by Bjarni or by others seeking to establish a southern connection, such as
Meissner, who ascribed the presence of the motif of unrequited longing in
verses attributed to Haraldr hardradi to influence received during Haraldr’s
early southern travels:

Es kann natiirlich keinem zweifel unterliegen, dass diese strophen schon unter
dem einflusse fremder dichtung stehn, wie besonders das motiv des unbelohnten
schmachtens zeigt. Da Harald in seiner jugend ein abenteuerleben gefiihrt hat
und weit in der welt umhergezogen ist, kann eine solche nachahmung grade bei
ihm nicht auffallen (Meissner 1923, 240).

There can, of course, be no doubt that these strophes have already come under
the influence of foreign poetry, as is shown especially by the motif of unfulfilled
desire. Since Harald in his youth led an adventurous life and travelled widely
in the world, such imitation is scarely surprising in his case particularly.



Skalds, troubadours and sagas 119

Many of the verses quoted by Bjarni do reveal one or both of the themes
which, he claims, derive from troubadour verse: the suffering caused by
love, and love of a married woman. It is worth examining here the extent
to which each of these themes is, in fact, characteristic of the troubadours,
and comparing their treatment of each with that of the Norse verses cited.

A. Love-longing

One of Bjarni’s propositions is that the fashion for importing the theme of
unrequited love into the incongruous context of the generally historical
Kings’ Sagas was inspired by the Icelanders’ knowledge of Jomsvikinga-
drdpa, believed to be written in the late twelfth century by Bjarni
Kolbeinsson, Bishop of Orkney, which incorporates into its account of the
deeds of the Jomsvikings a refrain lamenting the grief caused to the poet
by his love for a nobleman’s wife. As in the verses attributed to Rognvaldr
and his poets, this erotic theme is interwoven with the martial narrative, to
the point, in Jomsvikingadrdpa, of baroque syntactical disruption, since
the stefoccupies lines 1, 4, 5 and 8 of the stanzas it appears in (vv. 15, 19,
23,27, 31 and 35):

Ein drepr fyr mér allri,

oOtraudr a log skeidum

orr pengill bad yta,

itrmanns kona teiti;

800 cett of kpmr grimmu,

gekk herr 4 skip, darra

hinn ’r kunni gny gerva,

geedings at mér strioi. (Skj. B11 4, v. 15)
One destroys all happiness for me—the bold prince willingly ordered the ship
to be pushed out to sea—a nobleman’s wife; the fair daughter of a lord brings
cruel—the army, well-versed in battle, embarked—suffering to me.

The syntactical arrangement is that characterised by Snorri as stelt,
‘inlaid’, and exemplified in Hadttatal 12 (Snorri Sturluson 1991, 10);
Snorri’s verse, however, does not juxtapose contrasting themes in the
dramatic manner of Jomsvikingadrdpa.

Whatever the inspiration for the erotic element in Jomsvikingadrdpa, the
interweaving of it, without narrative explanation, into the account of
warlike deeds, as in Rognvaldr’s verses, suggests at least a highly individu-
alistic use of any troubadour influence. The lack of overt explanation for
the erotic theme suggests that the inclusion of such contrasting material
was either an established convention, or self-explanatory in the light of
one. Thatis, it was developed from the more straightforward model already
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described, in which a woman is invoked or referred to in verses describing
male activity (see p. 112 above).

If, as Bjarni Einarsson claims, any expression of love-longing or other
emotion in skaldic verse were evidence of a new romantic interest inspired
by troubadour verse in the late twelfth century, we might expect a degree
of variety and exploration in the emotions expressed. Instead, the examples
he quotes reveal a remarkable uniformity in conception and phrasing,
whether in anonymous fragments devoid of narrative context:

Aura stendr fyr 6rum
eik fagrbuin leiki
(Skadldskaparmal1952,178; Skj. B1175)

The finely dressed oak of gold (woman) prevents my happiness;

or in verses embedded in circumstantial accounts of the amorous affairs of
kings, like the one attributed to Magnus berfeettr (1093-1103) in
Morkinskinna and elsewhere:

Su’s ein es mér meinar

Maktildr ok vekr hildi

(m¢r drekkr sudr 6r sorum

sveita) leik ok teiti;

sa kennir mér svanni,

sin lond es verr rondu

(sverd bitu Hogna hurdir)

hvitjarpr sofa litit. (Skj. B 1402)
She, Maktildr, is the only one who hinders my pleasure and happiness and
awakens strife; the gull of blood drinks from wounds in the south; the lady with
light-brown hair(?), who defends her lands with a shield, teaches me to sleep
little; swords cut Hogni’s doors (shields).

In this verse and others, emotional suffering is baldly stated and interwo-
ven with contrasted material; its use is plainly formulaic. Most common are
variations on the formula ‘the woman causes me grief / prevents my
happiness’; we may also mention the type alin erumk bjork at bolvi | bands,
‘the birch tree of the ribbon was born to cause me grief” which occurs in
a verse attributed to Olafr Haraldsson (Skj. B 1210-11), and, arguably, in
a verse attributed to King Magnus go6di:

Margr kvedr sér at sorgum
sverdrjoor alin verda
—uggik allitt seggja
otta—bukarls dottur.

Enn ef einhver bannar
eld-Gefn fyr mér svefna,
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vist veldr siklings systir
svinn andvoku minni. (Kock 1946, 1155; 1923-44, §808)

Many a warrior declares a farmer’s daughter to be born to cause him sorrows—
I have no fear of men taking fright; but if any fire-Gefn prevents me from
sleeping, it is the king’s wise sister who causes my wakefulness.

The text here is that of E. A. Kock, with the emendation of MS alin, which
Finnur Jonsson normalises as alinn, translating ‘Mangen en kriger erklarer,
at dgtre af bender volder dem (elskovs)bekymringer—jeg tvivler meget
lidt om den af mandene nerede frygt’ (Skj. B 1304). Kock’s emendation
is presumably based on the plausible assumption that the verse belongs
to a familiar type in which alin referred to a woman. This recalls the verse
attributed to Gunnlaugr ormstunga in Gunnlaugs saga and in Skdld-
skaparmadl:

Alin vas rygr at 1dgi,

runnr olli pvi Gunnar,

1og vask auds at eiga
60gjarn, fira bornum. (Borgfirdinga sogur 1938, 96, v. 19)

The lady was born to bring strife—the bush of Gunnr (warrior) caused that; I
was madly eager to possess the log of wealth (woman)—to the sons of men.

Given that invocation of or reference to women seems to have been a
deeply ingrained tradition in skaldic poetry, we cannot say when the theme
of unhappy love was added to it. Bjarni Einarsson implies that the
uniformity of these verses makes it likely that they are the products of one
time and one literary fashion:

Ekki ma taka pad sem sagnfredilegan sannleika pegar hofundar fornsagna
leggja bessar visur eda adrar sem sama marki eru brenndar, { munn niundu,
tiundu eda elleftu aldar manna, jafnvel pott i hlut eigi menn sem med vissu hafa
verio hin merkustu skald (1961, 38).

It cannot be taken as historical truth when the authors of sagas place these
verses, or others which are branded with the same mark, in the mouths of men
of the ninth, tenth or eleventh centuries, even if men who were undoubtedly the
most celebrated poets are involved.

But the formulaic nature of these allusions argues against, rather than for,
their novelty in the late twelfth century. Their standardisation suggests that
they belong to a long-standing poetic tradition. In a context where
references to women provided a contrastive backdrop to the celebration of
traditionally male activity, it would not be surprising if the negative aspects
of men’s relationships with women (love as a cause of grief, women born
to create trouble for men) arose as a theme independently of foreign
influence.
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In any case, how characteristic of troubadour verse is the theme of love-
longing? Bjarni singles it out as the distinguishing characteristic:

Skyrasta audkenni hinnar sudranu astaskaldskapartizku sem 4 raetur sinar ad
rekja til Provence, er pad a0 skaldid kvedur um astarharm sinn, soknud og pra
ut af konu (1961, 11).

The most distinctive feature of the southern style of love poetry whose roots are
to be traced to Provence is that the poet speaks of his unhappy love, his sense
of loss and his desire because of a woman.

As already noted, Bjarni fails to support this characterisation with refer-
ences to particular poems (see p. 117 above), relying rather on generalisa-
tions such as that of C. S. Lewis: “The lover is always abject. Obedience
to his lady’s lightest wish, however whimsical, and silent acquiescence in
her rebukes, however unjust, are the only virtues he dares to claim’ (Lewis
1936, 2). But a survey of troubadour verse reveals, as one might expect of
arefined and subtle verse tradition which took love as its principal subject,
a wide spectrum of attitudes. Among these, frustrated desire is indeed
important but not universal, and is itself expressed in a variety of modes.

Over the nearly two hundred and fifty years in which the flourishing of
troubadour love poetry is documented (though the earliest surviving
poems presuppose an already well-established tradition), changes in style
and treatment took place, as L. T. Topsfield outlines:

In the first half of the twelfth century we find a primarily experimental and
seeking type of poetry . . . This early poetry . . . is often more abstract than
worldly in intention and is concerned more with the personal quest for joy and
the absolute ideal of an ultimate happiness than with conformity to social
convention. In the second ‘stage’ from about 1150 to 1180 . . . there appears
to be...a clash for some of the greatest and more individually minded
troubadours between the demand from their noble audiences for poetry of
‘courtly love’ in the light, easy style and their own inclination towards the
composition of more reflective poetry. This conflict appears to be resolved in
the period from about 1180 to 1209, by the victory of the ‘light’, courtly type
of poetry . . . and in the changed world of the late thirteenth century love
for the courtly lady or domna is transformed into love for the Virgin
(Topsfield 1975, 2-3).

Only the earlier stages of this evolution are relevant to the question of
influence on saga literature. But the work of even a single poet may reveal
avariety of attitudes to love, depending on the seriousness of the treatment
in particular poems and, evidently, the specific audience addressed. Peter
Dronke distinguishes two styles of address in the poems of the earliest
known troubadour, Guilhem IX of Aquitaine:
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While some of Guillaume’s songs are intended for a mixed audience of lords
and ladies, who laid claim to cortezia, others are explicitly addressed to his
companhos—knights and soldiers, acompany of men only, whose literary taste
can hardly have been over-delicate (Dronke 1978, 110).

For this less fastidious audience, Guilhem produces bold and assertive
parodies of the refined hyperbole apparently already characterising the
love verse of his time, as in his light-hearted exaggeration of the conceit of
amor de lonh, love for a distant, or even unseen, beloved:

Amigu’ai ieu, no sai qui s’es,
Qu’anc non la vi, si m’ajut fes! . ..

Anc non la vi et am la fort,
Anc no n’aic dreyt ni no.m fes tort;
Quan non la vey, be m’en deport,
No.m pretz un jau,
Qu’ie.n sai gensor et bellazor,
E que mais vau. (Press 1971, 16)

Who is my love? I can’t conceive—
I’ve never seen her, I believe . . .

Never have seen, yet love her well:
She’s never done me good or ill;
I haven’t met her, so I feel
Quite free of care—
For I know a better lady still,
Surpassing fair! (Translated in Dronke 1978, 112)

Guilhem elsewhere more seriously celebrates a mutual, and consummated,

physical love:

La nostr’ amor vai enaissi

Com la branca de 1’albespi
Qu’esta sobre 1’arbre tremblan,
La nuoit, a la ploja ez al gel,

Tro I’endeman, que.l sols s’espan
Per las fueillas verz e.l ramel.

Enquer me membra d’un mati

Que nos fezem de guerra fi,

E que.m donet un don tan gran,

Sa drudari’ e son anel:

Enquer me lais Dieus viure tan

C’aja mas manz soz so mantel! (Hill and Bergin 1973, I 8)
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Our love together goes the way

of the branch on the hawthorn-tree,
trembling in the night, a prey

to the hoar-frost and the showers,

till next morning, when the sun

enfolds the green leaves and the boughs.

One morning I remember still
we put an end to skirmishing,
and she gave me so great a gift:
her loving body, and her ring.
May God keep me alive until
my hands again move in her mantle!
(Translated in Dronke 1978, 116)

The idea of unattainable love is most famously, yet mysteriously,
expressed by Jaufre Rudel, whose repeated address to an amor de lonh
‘distant love’ has frequently been interpreted literally, as it was by his
thirteenth-century biographer:

Jaufres Rudels de Blaia si fo molt gentilshom . . . et enamoret.se de la comtessa
de Tripol ses vezer, per lo ben q’el n’auzi dir als pelegrins que vengron
d’Antiochia; e fetz de lieis mains vers ab bons sons, ab paubres motz.

E, per voluntat de liei vezer, el se crozet e mes.se en mar; e pres.lo malautia
en la nau, e fo condug a Tripol, en un alberc, per mort. E fo faich asaber a la
comtessa, et ella venc ad el, al sieu lieich, e pres.lo entre sos bratz; et el saup
q’ella era la comtessa, e recobret lo vezer e.l flazar, e lauzet Dieu e.] grazi ge.ill
avia la vida sostenguda tro q’el ’ages vista; et enaissi el moric entre sos bratz.
(Hill and Bergin 1973, 131)

Jaufre Rudel de Blaia was a very noble man . . . and he fell in love with the
Countess of Tripoli without seeing her, because of the good which he had heard
tell of her by the pilgrims who returned from Antioch. And he composed many
poems about her with good melodies but with poor words. And resolved to see
her, he took the cross and sailed; and he was taken ill on board ship and was
taken to Tripoli, to an inn, as if he were dead.

And it was made known to the countess, and she came to him, to his bedside,
and took him in her arms. And he knew that she was the countess, and he
immediately recovered his sight and his sense of smell and praised God who
had sustained his life until he had seen her. And thus he died in her arms. (Egan
1984, 62)

The romantic idea of a love so exalted as not to depend on even the sight,
let alone physical enjoyment, of its object seems the ultimate in idealised
refinement. But in a less literal reading, this love can be seen as one side
of amore complex polarisation: ‘alow, furtive, adulterous and humiliating
type of love’ (Press 1971, 28) is rejected for the more spiritual ‘distant
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love’. The precise value of this concept is, however, deliberately left
obscure. In any case, the poet does not suffer straightforwardly from
frustrated physical desire, but voluntarily turns away towards a higher
good:

Amors, alegre.m part de vos

Per so qu’ar vau mo mielhs queren;
E fuy en tant aventuros
Qu’enqueras n’ay mon cor jauzen.

Love, gaily I leave you because now I go seeking my highest good; yet by this
much was I fortunate that my heart still rejoices for it. (Press 1971, 38-39)

The beloved woman, rather than imperiously rejecting the poet’s desire,
shares his lack of fulfilment:

Ben sai ¢’anc de lei no.m jauzi,
Ni ja de mi no.s jauzira.

I know well that I never had joy of her, nor will she ever have joy of me. (Press
1971, 36-37)

The stance of exaggerated humility commonly considered characteristic
of the troubadours is found in the verse of Bernart de Ventadorn; but as
Peter Dronke has argued, he artfully employs the pose to woo the beloved
towards the goal of sexual fulfilment (Dronke 1978, 121). The poet’s
apparent timidity is expressed so as to give full weight to her sexuality:

Can eu vei midons ni I’esgar,

Li seu bel olh tan be 1’estan

Per pauc me tenh car eu vas leis no cor.
Si feira eu, si no fos per péor,

C’anc no vi cors melhs talhatz ni depens
Ad ops d’amar sia tan greus ni lens.

When I see my lady and behold her, her lovely eyes so well become her that I
can scarce hold back from running towards her. So would I, were it not for fear,
for I never saw person more well-shaped and fashioned for love to be yet so
slow and reluctant. (Press 1971, 80-81)

Bernart articulates the code of courtly behaviour which was probably
evolved at the court of Eleanor of Poitou, and which elevated the domna
orbeloved lady to a plane above her suitor, whose service of her demanded
courtly virtues of humility and patience (Topsfield 1975, 122). Yeteven his
expression of this distance from the lady has a sensual emphasis suggesting
a more direct attitude to love than that of his predecessors:

Be la volgra sola trobar,
Que dormis, o.n fezes semblan,
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Per qu’e.lh embles un doutz baizar,

Pus no valh tan qu’eu lo.Ih deman.

Per Deu, domna, pauc esplecham d’amor!
Vai s’en lo tems e perdem lo melhor.
Parlar degram ab cubertz entresens

E, pus no.ns val arditz, valgues nos gens!

Well would I like to find her alone while she slept or pretended to, that I might
steal from her a sweet kiss, since I’m not so worthy as to ask it of her. By God,
lady, little of love do we achieve! Time goes by and we lose the best of it; we
should speak with secret signs and, since boldness avails us not, may guile avail
us! (Press 1971, 80-83)

Bernart’s pose of unfulfilled desire is rooted in a sense of love’s mutuality,
set out manifesto-like in a lyric insisting on truthfulness in love:

En agradar et en voler

Es I’amors de dos fis amans.
Nula res no.i pot pro tener
Si.lh voluntatz non es egaus.

In accord and in assent is the love of two noble lovers. Nothing can be of profit
in it if the will thereto is not mutual. (Press 1971, 66—67)

These examples from the lyrics of some early and well-known trouba-
dours could be multiplied to illustrate further the diversity of the treatment
of love in troubadour verse. The work of even the earliest known trouba-
dour shows that the established convention of love from afar could be
treated on more than one level; by parodying it, poets not only question the
value of unattainable love, but undercut it with the hint of a more
approachable love closer at hand (‘For  know a better lady still, surpassing
fair!”). Jaufre Rudel’s more serious development of the theme gives amors
a mystical value, such that, while of its nature it remains unfulfilled,
experiencing it furnishes the poet with joi:

La dolors que per joi sana,
Don ja non vuelh qu’om m’en planha.

The pain which by joy is healed and for which I want no one ever to pity me.
(Press 1971, 30-31)

Poets frequently echo this perception that unfulfilled love may be a positive
and refining, rather than frustrating experience, an affirmation unparal-
leled in skaldic verse.

But as well as unfulfilled love, troubadours also, at times, celebrate alove
which is reciprocated and physically experienced, even if only in fantasy.
There are analogues to the formulaic lament of the Norse verses, ‘the
woman causes me grief’, but this is one mood among many, often treated
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ironically. Troubadour verse most evidently lacks the consistently nega-
tive tone of the skaldic references to the grief caused by women; the
lyricism of the troubadours, and the emotional value given to even the
unsuccessful pursuit of love, has no parallel in the skaldic verses cited by
Bjarni Einarsson.

B. Love of a married woman

Bjarni also emphasises the prevalence of the theme of love for another
man’s wife in troubadour poetry:

Hid einkennilegasta vid astakvadi trobadora var pd ad venjulega voru pau
kvedin um og til eiginkvenna annarra manna; hrein undantekning var ef
kvedid var lofkvedi um 6gefna mey (Bjarni Einarsson 1961, 9).

The strangest feature of troubadour love poems was that they were usually
composed about, and for, the wives of other men; it was quite exceptional for
a poem to be composed in praise of an unmarried girl.

He argues that this has inspired the stef of Jomsvikingadrdpa (Ein drepr
fyr mér allri.. . . itrmanns kona feiti; see p. 119 above), and other skaldic
verses, which he cites. But the theme is less prevalent in these verses than
that of ‘love-longing’, and in some cases fugitive. The poet of the so-called
Striokeravisur, only one stanza of which is preserved, in the 1609 version
of Snorra Edda made by Magnus Olafsson of Laufas, represents himself
sitting miserably, wishing to hear the name Stridkeriused of the woman he
addresses. Only the accompanying seventeenth-century prose, however,
explains that the name means ‘widow’: pess kuadzt hann a van (jvon) sitia,
ad menn mundu kalla hana konuna eda eckiu, pad kallade hann . . . kiera
jardarinnar (Faulkes 1979, 375).

A verse attributed to ‘Olafr’ (Pordarson hvitaskald?) in the mid-
thirteenth-century Third Grammatical Treatise exemplifies punning,
playing on eigi (negative / part of the verb ‘to possess’), with reference to
a husband’s relationship with his wife; he will either possess her for a long
time or not enjoy her for long:

Koenn njoti vel vennar
vinr minn konu sinnar,
vist erat dapr of drosir
drengr, ok eigi lengi. (Skj. B II 110)

May my wise friend have pleasure with his beautiful wife, and possess her for
a long time (or, and not for long). Indeed, the man (the poet?) is not downcast
about women.

Neither of these verses is definitely old enough to be relevant, or is
unambiguously about a love story. But if they do refer to a man’s love for
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amarried woman, their focus is the husband’s desired absence or death, as
if only the woman’s reverting to single status could validate the poet’s love.
This compares with the concentration in the poets’ sagas on the dispos-
sessed lover’s aggression towards the woman’s husband.

Like the Stridkeravisur, two verses attributed to Olafr Haraldsson in
Flateyjarbok are interpreted as referring to a married woman in the
accompanying prose explication (Flateyjarbok 1860-68, I1I 237). The
beloved woman must stay behind to wither vio galla grjotolnis (Skj. B 1
210-11), apparently a kenning for winter, ‘the flaw of the stone-bender
(snake)’. But the prose explains Galli as the nickname of the woman’s
husband Porvardr (Kock 192344, §2773).

Bjarni’s final example is a couplet attributed to Einarr (Skitilason?) in the
Third Grammatical Treatise where it exemplifies barbarismus or ofljost,
‘excessively clear’:

Vist erumk hermd a hesti
hefr fljo0, ef vill, gédan.
(Skj. B1456; Third Grammatical Treatise 174)

Indeed, I am angry with the horse; the woman has a good . . . if she wishes.

Once again, it is the prose commentary which interprets: Vist hefi ek d
Joreidi pokka géoan, konu Mdna, ‘1 have taken a liking to Joreid, Mani’s
wife’. It is striking that in all these cases, as in Orkneyinga saga, apparent
similarity with a troubadour theme seems likely to have been superim-
posed on the verse by a prose author or commentator. I have argued
elsewhere for a similar phenomenon in Kormaks saga, where the author of
the prose at times seems to project a theme from the Tristan romance on a
verse in which the theme cannot be detected (Finlay 1994, 333).

This evidence for the theme of love for a married woman in skaldic verse
issosparse thata detailed examination of its use by troubadour poets hardly
seems necessary. However, it should be noted that this question of extra-
marital love has been central in the critical debate on ‘courtly love’ since
the first attempts, in the late nineteenth century, to relate the phenomenon
to social and economic conditions of twelfth-century Europe. Gaston
Paris, the first modern critic to use the term amour courtois, described it as
‘I’amour tel que 1’avaient présenté les troubadours, I’amour qui faisait le
charme et le danger des réunions mondaines, I’amour illégitime et caché’,
stressing that it was a love essentially illicit, furtive and extra-conjugal
(1883, 522). Violet Paget attributed the exaggerated veneration of women
in ‘medieval love’ to the sex ratio in the medieval castle, envisaging
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an enormous numerical preponderance of men over women; for only the chiefs
in command, the overlord, and perhaps one or two of his principal kinsmen or
adjutants, are permitted the luxury of a wife . . . a whole pack of men without
wives, without homes, and usually without fortune. High above all this
deferential male crowd, moves the lady of the castle. (Paget 1884, I1 136-37)

Born of this elevation of the female was ‘a love all chivalry, fidelity, and
adoration, but alove steeped in the poison of adultery’ (Paget 1884,11216).
C. S. Lewis perpetuated this highly-coloured language, arguing that the
materialistic basis of medieval marriage inevitably made adultery one of
the four mainstays of courtly love (‘Humility, Courtesy, Adultery, and the
Religion of Love’): ‘Any idealization of sexual love, in a society where
marriage is purely utilitarian, must begin by being an idealization of
adultery’ (Lewis 1936, 2, 13).7

Love of a married woman, and, indeed, adulterous love, are of course
central to the romances of Tristan and Lancelot; on the other hand,
Chrétien’s Erec et Enide and Chaucer’s Franklin’s Tale at least attempt a
reconciliation of married love with courtly ideals. But troubadour lyrics
have little narrative or circumstantial content. Even where the lady
addressed or celebrated is identifiable (from either the poetic context or
known circumstances of the poet’s life) the poet rarely, if ever, mentions
her married state or her husband. The intimacy shared by lovers may be
threatened by jealousy or hostility, not from the husband, but from rival
lovers or the soulless and spying lozengiers, ‘liars’, and love sometimes
gains intimacy through a need for secrecy, presumably, but rarely explic-
itly, dictated by the lady’s married state.

Raimon de Miraval (composing 1185-1213), a troubadour knight re-
buked in verse by Uc de Mataplana for abandoning his wife, composed a
defence elevating a man’s devotion to his domnaabove that due to his wife:

Que cavalliers q’en pretz se fi

Deu laissar, so.ns mostra Jovens,
Moiller que pren per enfanssa;

Mas si sa dompna 1’enanssa

Tant ge.l prenda, estre deu estacatz
D’un certan homenatge,

Qe ja nuill temps non seg’autre viatge.

7 Roger Boase points out the inappropriateness of the term adultery: “This
argument is obviously fallacious. If love was not normally connected with
marriage, we must conclude that love was extra-conjugal, which is not to say that
it was necessarily adulterous’ (1977, 92).
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For aknight whose trust is in courtly renown must leave, as “Youth’ (the courtly
code) tells us, a wife whom he marries lightly. But if his lady does him such
honour that she accepts him, he must be bound by such constant homage that
he will never at any time take another path. (Topsfield 1975, 222)

But this literally cavalier view of marriage is expressed not in a love lyric
but in a polemic; the emphasis throughout the poets’ exchange is on the
enhancing of public honour through service of the lady, not personal or
sexual fulfilment.

The reputation of the troubadours as celebrators of adulterous love was
partly constructed by the authors of their thirteenth-century vidas, who
supplied a narrative context for their subjects’ lyrics, sometimes over-
literally interpreting the poems themselves, sometimes deploying fre-
quently-occurring and presumably fictional motifs (see p. 143 below). For
instance, Bernart de Ventadorn, about whom almost nothing can be
historically verified, figures in his vida as protagonist of a story of secret
love for his patron’s wife:

Elovescons, lo seus seingner, de Ventadorn, s’ abelli mout de lui e de son trobar
e de son cantar e fez li gran honor. E.I vescons de Ventadorn si avia moiller,
joven e gentil e gaia. E si s’abelli d’En Bernart e de soas chansos e s’enamora
de lui et el de 1a dompna, si qu’el fetz sas chansos e sos vers d’ella, de I’amor
qu’el avia ad ella e de la valor de leis. Lonc temps duret lor amors anz que.l
vescons ni I’autra gens s’em aperceubes. E quant lo vescons s’en aperceup, si
s’estranjet de lui, e la moillier fetz serar e gardar. (Biographies des Trouba-
dours 1964, 20)

And the Viscount of Ventadour, his lord, grew very fond of him and of his
inventing and his singing, and greatly honored him. And the Viscount of
Ventadour had a wife who was young, noble, and lively. And she also grew
fond of Bernart and of his songs, and fell in love with him. And he fell in love
with the lady, and composed his songs and his poems about her, about the love
which he had for her, and about her merit. Their love lasted a long time before
the viscount or other people became aware of it. And when the viscount
perceived it, he banished Bernart from him and had his wife locked up and
guarded. (Egan 1984, 11-12)

As in the case of the Norse poetry cited above, the theme of adulterous
love attributed to these poets is to some extent superimposed on the verse
by a later prose narrative.

It might be considered appropriate to question, not the degree of
similarity in content and style between troubadour verse and its supposed
Norse derivatives, but what the Norse poets, working from possibly
garbled, partially understood models, believed troubadour poetry to be
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about. According to this argument, a Norse poet might be inspired simply
by the externalities of the troubadours’ situation: that they composed lyrics
celebrating love, often unfulfilled, for ladies forever unattainable because
married to other men. The result might be verse stressing themes such as
‘the wife of a nobleman causes me grief”’, though it is questionable whether
this would constitute significant influence. But in any case, the Orkneyinga
saga account of Rognvaldr’s encounter with Ermengarda of Narbonne
gives a clue to Norse ignorance of the troubadour’s courtly role. Appar-
ently desiring to cast Rognvaldr’s visit in the mould of courtly homage, the
saga writer nevertheless portrays the ruling lady as a young girl, whom
Rognvaldr brazenly takes on his knee, and whose advisers start promising
negotiations for a betrothal with him. Though they used frustration as a
narrative theme, Norse writers seemed automatically to assume that the
ideal outcome of relations between men and women, in terms both of the
honour it conferred on the hero, and (often subsidiarily) of emotional
fulfilment, was marriage.

IV The troubadours and the poets’ sagas

The only poet’s saga in which Bjarni Einarsson claims influence from
troubadour verses is Kormaks saga. This is readily accounted for by the
unusually high proportion of verse to prose in Kormaks saga, and the
unusually high proportion of that verse that can be called lyrical; Andersson
estimates that ‘Kormakr’s twenty-four stanzas [of love poetry] comprise
about half the corpus’ (1969, 22). But the claimed influence extends to all
four poets’ sagas by way of Bjarni’s conviction that Kormaks saga is the
earliest and the channel through which European influence reached the
group (1961, 52):

Kormadks saga er elzt peirra astarsagna sem kvedskapur fylgir, og um leid ad

ymsu leyti fyrirmynd peirra sem 4 eftir koma.

Kormaks saga is the oldest of the sagas of love accompanied by poetry, and
thereby in various ways the model for those which followed.

I have argued elsewhere that the thematic relationships among the poets’
sagas are too complex to be explained by the derivation of their material
from Kormaks saga (Finlay 1994). The unusual concentration of verse,
especially love verse, in Kormaks saga raises the question whether this
particular emphasis owes something to foreign influence, possibly from
the troubadour tradition. Buteven if this could be demonstrated, it is clearly
not an influence that extended beyond this saga.
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Theodore Andersson (1969) has assessed Bjarni Einarsson’s claims of
troubadour influence in the verses attributed to Kormakr. His arguments
are considered and some further points added here.

1. Verses 2—4: Love penetrates the eyes (Bjarni Einarsson 1961, 67-69; 1976,
42-45)

The sequence of verses expressing Kormakr’s ‘love at first sight’ for
Steinger0Or repeatedly stresses the effect of her eyes. In verse 2,

Brunnu beggja kinna
bjort ljos & mik drosar (Vatnsdeela saga 1939, 209)

The lady’s bright lights of both cheeks burned on me;
in verse 3 (also in Gunnlaugs saga, where it is attributed to Gunnlaugr),

Bramani skein brana

brims und ljosum himni

Hristar horvi glestrar

haukfrann 4 mik lauka (Vatnsdeela saga 1939, 209)

The hawk-keen eyelash-moon of the linen-clad Hrist of ale (woman) shone on
me under the bright sky of the brows;

and in verse 4,

Hofat lind, né ek leynda,

1i8s, hyrjar pvi stridi,

bands mank beida Rindi,

baugscem af mér augu. (Vatnsdeela saga 1939, 210)

The ring-seemly ale-tree did not take her eyes off me; nor did I conceal my fiery
anguish on that account; I remember the (entreating?-)Rind of the ribbon.

Of these verses Bjarni Einarsson remarks,

Pessi rika dherzla sem soguhofundur leggur 4 ad lysa pvi hve hugfangio skaldio
verdur er hann kemur auga a4 meyna i fyrsta skipti, er engin tilviljun eda
uppafinning hans sjalfs, heldur er hiin skirgetid afkvaemi hinnar provensku
astaskaldskapartizku. Nefna metti fjolda deema um svipadan kvedskap
frakkneskra skalda og peirra sem eftir peim hermdu um pennan hlut (Bjarni
Einarsson 1961, 68-69).

This powerful emphasis placed by the saga author on describing how enrap-
tured the poet becomes when he lays eyes on the girl for the first time is no
accident or invention of his own; rather it is a genuine product of the Provencgal
style of love poetry. Many examples could be named of similar poetry by
French poets and those who imitated them in this respect.

There are many instances of the literary phenomenon of love at first sight
in medieval French poetry, but few in troubadour verse specifically,
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because of its avoidance of narrative detail. Instead of offering exam-
ples, however, Bjarni particularises the comparison by quoting Joseph
Anglade:

Les ‘yeux’ jouent un grand role dans la poésie provengale: c’est par eux que com-
mence le phénomeéne un peu mystique de I’enamorament. La vue de I’objet aimé
frappe les yeux et produit souvent I’extase; une sorte de fluide mystérieux va
delaaucceur ety éveille I’amour (Anglade 1908, 84; Bjarni Einarsson 1961, 69).
The ‘eyes’ play an important part in Provengal poetry; it is by means of them
that the slightly mystical phenomenon of falling in love begins. The sight of the
beloved object strikes the eyes and often produces ecstasy; a sort of mysterious
fluid passes from there to the heart and awakens love there.

Anglade is referring to something rather different from the powerful effect
on the poet of Steingerdr’s intent and brilliant gaze. He is describing the
figure common in courtly literature, of the observer who, on sight of the
beloved, is struck through the eye by the wounding dart of love, and
subjected to what Andreas Capellanus defined as ‘an inborn suffering
which results from the sight of, and uncontrolled thinking about, the beauty
of the other sex’ (Walsh 1982, 32 and 33). The theme, apparently derived
from classical antiquity, exploits ‘the paradox that the one who looks is
wounded by what the eye receives, whether or not that is itself a look
returned by its object’” (Spearing 1993, 10).

While the suffering gazer is most often male, a woman might also be
smitten in the same way, like Lavine in the anonymous romance Eneas
(¢.1150):

N’avra Amors de moi merci?

Il me navra an un esgart,

en I’0il me feri de son dart,

de celui d’or, qui fet amer;

tot lo me fist el cuer coler. (Eneas 1925-29, 11 68)

Will Love not have mercy on me? He has wounded me with a glance. He has
struck me in the eye with his dart, the golden one which causes love. He has
struck me to the heart.

But this is not the situation in Kormaks saga. Steingerdr’s feelings may be
suggested by the fixity of her gaze, but the powerful effects of love and
intimations of tragedy belong to the poet’s consciousness. A. C. Spearing
quotes a ballade by Charles d’Orleans (?1394-1465), representing the
male as passive before a penetrating female glance:

How may he him diffende pe pouer hert
Ageyn two eyen when they vpon him light
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Which naked is withouten cloth or shert
Where in plesere the eyen are armyd bright.
(Spearing 1993, 24; Steele 1941, 11)

This relationship between transfixing female gaze and apprehensive male
observer corresponds roughly to that in Kormaks saga, but the imagery of
the saga verses is of light and fire, not the courtly warfare, sickness and the
personification of Love (and, in the last example, of eyes and heart).

Referring to eyes in terms of light is a convention in skaldic poetry, as
Skaldskaparmadl indicates: Augu . . . md svd kenna at kalla sl eda tungl,
skjoldu ok gler eda gimsteina eda stein brad eda bruna, hvarma eda ennis,
‘Eyes . . . may be referred to by calling them sun or moon, shields and
glass or jewels or stone of eyelashes or brows, eyelids or forehead’
(Skdldskaparmdl 1952, 224-25). Other examples (such as brdtungl
‘eyelash-moon’ in Porsdrdpa 14, referring to giantesses killed by Porr)
have no erotic connotation.

2. Verses 7 and 8: Evaluation of the beloved (Bjarni Einarsson 1961, 70-71)

Reference to Steingerdr’s eyes recurs in the pair of verses in which
Kormakr puts a financial value on a single eye, her hair, and, in verse 8, her
whole person. The extravagance of the praise has led others besides Bjarni
Einarsson to detect foreign influence. Einar Ol. Sveinsson likened the
verses to Petrarch’s sonnet XVIII, which professes the impossibility of
describing the beloved lady (Vatnsdeela saga 1939, xci). And Theodore
Andersson is impressed by the parallel located by Bjarni in a verse of Peire
Vidal (fl. 1180-1205):

E plagra.m mais de Castella

Una pauca jovensella

Que d’aur cargat un camel

Ab I’emperi Manuel. (Peire Vidal 1960, II 315)

Alittle 1ass of Castille would please me more than a camel laden with gold and
the empire of Manuel.

But, as Andersson notes, Kormakr’s formula of evaluation, a series of
sentences beginning metk, ‘I value’, and assigning a commercial value to
each itemised feature, differs from that of Peire Vidal and other Provengal
analogues, which declare unwillingness to exchange the lady for posses-
sion of land (usually kingdoms) or goods (1969, 28). Heather O’Donoghue’s
point that Kormakr’s two verses differ in tone—the first perhaps ironically
pedantic, the second expansive—suggests that they may have had diverse
origins (O’Donoghue 1991, 31-32). Once again, the similarity in theme is
not specific enough to prove derivation from troubadour models.
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3. Verse 19: Rivers run uphill (Bjarni Einarsson 1961, 79-80)
In verse 19, the poet declares that he will never give up the lady:

pvi at upp skulu allar,

olstafns, a0r ek pér hafna,

lysigrund, 1 landi,

linns, pjédaar rinna. (Vatnsdeela saga 1939, 222)
For all the great rivers in the land shall flow backwards, bright ground of the
alecup’s fire, before I give you up.

Several have noted this use of what appears to be the classical figure of
adynaton. Specifically, the image of rivers running uphill is widespread in
classical and later verse (Schroder 1952, 123-33). There are examples in
Ovid:

Cum Paris Oenone poterit spirare relicta,

ad fontem Xanthi versa recurret aqua. (Heroides V, 29-30)

When Paris can breathe after abandoning Oenone, the water of Xanthus will
turn and run back to its source.

The famous anecdote in Jons saga helga about Bishop Jon reproving the
young Klaengr Porsteinsson for reading the Ars amatoria demonstrates
Icelandic familiarity with some of the works of Ovid, though it may reflect
conditions when the saga was composed (c.1200) rather than in Jon’s day.
The author’s outline of the work’s content (En  peirri bok talar meistari
Ovidius um kvenna dstir . . .), suggests that it was not universally known
(Biskupa sogur 185878, 1 237-38).

The classical parallel was first remarked upon by Alexander Bugge, who
speculated that Kormakr himself encountered the idea on his travels:

Med Romerne, Europas sterste Kulturbarere, er Billedet vandret videre til
Vest-Europa, hvor det findes i Middelalderens kristne Litteratur. Dér maa
Kormakr eller en af hans Landsmand ha lert det at kjende, og saa har
Skaldedigtningen optaget Billedet. (Bugge 1904-06, I 299)

The image was spread by the Romans, the greatest bearers of culture in Europe,
further into Western Europe, where it is found in the Christian literature of the
Middle Ages. There Kormakr or one of his compatriots could have learned of
it, and skaldic poetry could have adopted the image by this means.

Bjarni Einarsson agrees that the image’s origin is classical, but rightly
doubts whether a tenth-century skald could have had the access to it that
Bugge suggests (1961, 80). However, it is so prevalent in classical and
Christian writings that any educated man in the Christian period could have
encountered it, more probably through schoolroom reading of classical
texts than from a European secular genre. In classical texts, the image is not
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confined to erotic subjects, and no specific analogues in troubadour verse
have been proposed.

Theodore Andersson hesitates to attribute the verse to a later skald
because of its use of two archaic forms, pjéddar and rinna, concluding,
‘Perhaps we should compromise on the twelfth century’ (1969, 31). This
suggests that it was contributed to the saga’s materials after the lifetime of
the poet himself, but composed earlier than the saga; but the argument is
inconclusive since, as Bjarni Einarsson argues, the author could have
reconstructed the archaic form pjéddar, or copied the metrical irregularity
of the younger pjoddr, from its similar use in Porsdrdpa 5. Pjoodr is one
of several contracted forms in Hdttatal 7, offered by Snorri to demonstrate
licence for a light line of fewer than the regular six syllables (Snorri
Sturluson 1991, 7 and 50). This indicates that, by the thirteenth century, the
origin of these contracted forms was forgotten; but equally, that their use
in positions metrically requiring the longer forms remained conventional.

Two further adynata occur in verse 61, where Kormakr declares that
Heitask hellur fljota, ‘stones will begin floating” and feerask fjoll en storu /
freeg [ djiipan eegi, ‘the great glorious mountains will move into the deep
sea’ (Vatnsdeela saga 1939, 274) before another woman as beautiful as
Steinger0r is born. Again, the source, if any, is likely to be a classical one.
Einar Ol. Sveinsson (1966, 46-51) argues against imitation of Horace’s
Epode XVI, 25-29; Theodore Andersson (1969, 31-32) considers the
occurrence together of the two motifs in both Horace’s and Kormakr’s
verse significant, and speculates that this text may also have been encoun-
tered in a schoolbook context, though there is no other evidence that
Horace was known in Iceland.

4. Verses 20-21: Question and answer (Bjarni Einarsson 1961, 81-82)

Bjarni proposes that the exchange of helmings in which Kormakr asks
Steingerdr whom she would choose as husband, and she replies, also in
verse, choosing the ‘brother of Frédi’ (Vatnsdeela saga 1939,222-23), has
a French parallel:

Hér skal 4 pad minnt ad vidredur ungra elskenda eda avarp astfangins
karlmanns og svar konu voru algengir og alkunnir hlutir i astaskaldskap Frakka
4 tolftu 61d og sidan peirra sem foru ad demi hinna frakknesku skalda. (Bjarni
Einarsson 1961, 81)

Here it may be pointed out that dialogues between young lovers, or the speech
of a young man in love and the woman’s reply, were common and well-known
elements in the love poetry of the French in the twelfth century, and afterwards
that of those who followed the example of the French poets.
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Bjarni again names no particular poems or even genres of French poetry,
but appears to have in mind the Provencal genres of alba and pastorela.
These poems frequently take the form of a dialogue about love between a
man and a woman. Peter Dronke’s definition suggests another potential
parallel with saga verse: these are songs that ‘have a more objective,
narrative or dramatic, frame, songs that grow out of imagined events rather
than an imagined state’ (Dronke 1978, 167). But the narrative themes of
both genres are unusually specific; the alba dramatises the ending at dawn
of a secret meeting between lovers, the pastorela, a knight encountering
and trying to seduce a girl, usually a peasant. The situation in Kormaks saga
is not similar; in particular, the focus on marriage, as the poet asks the girl
whom she would choose pér at ver, ‘as your husband’, tells against locating
the verse in the context of French love poetry. Bjarni’s emphasis on this
poetry’s preoccupation with adulterous love has been shown to be over-
rigid; it is more accurate to see in these two genres an idealised or playful
escapism, which is equally inimical to marriage. This is described by Peter
Dronke in his account of dance songs as set ‘in Arcadia—not in a world of
arranged marriages, social barriers and feudal laws, but in that enchanted
forest or countryside where the only law is love. In Arcadia love is not
complicated by social pressures or by guilt’ (Dronke 1978, 199).

Bjarni’s proposal that verse 21 has a French source is less than whole-
hearted, since he simultaneously finds similar wording in Brynhildr’s
speech in Sigurdarkvioa in skamma 58; and more tellingly, a pair of
dialogue helmings in Helgakvioa Hundingsbana II 29 parallels, as he
notes, not only the dialogue structure but also the content: a question and
answer in which the woman affirms her love:

bé grét Sigriin. Hann qvad:
‘Huggastu, Sigrin!  Hildr hefir pu oss verid;
vinnat scigpldungar scopom.’

‘Lifna mynda ec nu kiésa, er lidnir ero,
oc knatta ec pér po 1 fadmi felaz.” (Edda 1962, 155)

Then Sigran wept. He said, ‘“Take comfort, Sigrin! You have been our shield-
maiden; warriors cannot defeat the fates.’

‘Now I would choose that those who are dead should live, if I could still hide
in your embrace.’

Bjarni adduces further thematic links between this poem and Kormaks
saga. But it seems unnecessary to press for a specific parallel with this
poem when the ubiquity of dialogue throughout the Poetic Edda, including
the catechism form of mythological poems such as Vafprionismdl, pro-
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vides an obvious model for the verse in Kormaks saga. The admittedly less
common sharing of a single stanza between two speakers is found in, for
instance, Reginsmdl 10:

Hreidomarr kalladi & doetr sinar:
‘Lyngheidr oc Lofnheidr, vitid mino lifi farit!
mart er, pat er porf piar.’

Lyngheidr svaradi:
‘Fa mun systir, pott fodur missi,
hefna hlyra harms.” (Edda 1962, 175)

Hreidmarr called to his daughters: ‘Lyngheidr and Lofnheidr, know that my
life is gone! There are many things to which need constrains one.’

Lynghei0r answered: ‘Few sisters, if they lose their father, will avenge their
misfortune on a brother.’

Atlamal 78 (Edda 1962, 259), and 87:

Atli: ‘Brend mundu 4 bali  oc barid gridti adr,
pa hefir pu arnat, paztu @ beidiz.’
Guorun:  ‘Seg pér slicar  sorgir ar morgin!
friora vil ec dauda  fara i 1ids annat.” (Edda 1962, 260)

Atli: “Youwill be burned on a pyre, and pelted with stones before that; then you
will have gained what you have always asked for.’

Guorun: ‘Tell yourself such sorrows early in the morning! By a fairer death I
will pass into the other light.’

A skaldic example consisting of question and answer, without erotic
refere