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There are found throughout saga literature a number of

transiticnal or reorienting phrases which serve tc suspend and

retrieve lines of the story:

1)

2)

3

%)

5)

B)

7

8)

NG skal par til taka, sem fyrr var frd horfit.
Oldest Saga (fragment 3)

Sverris saga:

Nu munum ver segia nocc@ra Nv er at segia nokcura atburdi
parta pa er gerduz i fundi ba er gerduz i fundi pessa
beira .ii. keonunga, er nu .1j. konunga. er par til at
hefir a¥dr verit noccut af taka at Berkibeinar rsyru vies.
sagt verpr nu par til at Eirspennill

taca, er apr var fra
horfit. at Birkibeinar
reru ut fra landi...

AM 427 4°2
Trdjumanna saga:"“
Nu er at segia J odrum stad er En i odrum stab
fra Priamo konungi fra ad segia ad gsendi Priamvs
at hann sendi... 0 Priamus konungr konvngr...
senndi... § - Hauksbdk

Nu er bar til sogo at taca er fyR var fra horfit. er beir
finnaz iDanmorc,.. Morkinskinna

N ferr tvennum SgEum fram, ok skal bar nfl til taka, sem fra
var horfit, er fra pvi var sagt, er 0l4fr Haraldsson haféi
frid gort... 014fs saga helga, Hkr

Nd er at segja frd bormddi, hvat hann hafdisk at, medan bor-
geirr var i forum, Féstbresedra saga, ch, 9

NG munu vér hvilask ldta fyrst frasqgn bormobar Kolbrinar—
Skalds ok segja ngkkut af borgeiri. (Ch 11) Ni er at segja
frd Porgeiri... (FSstbredra saga, ch. 11)

Hermundr hét sonr hans Eyv1ndar ok Hromundr inn haltl, er
sidar var getit. (Ch. 24) Litum bar ni fyrst 1f%a um, en
segjum ngkkut frd Hrolleifi... Vatnsdwela saga, ch. 23
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9) Nd er fyrst frd horfit, (Ch. 28) N er par til mdls at taka
um varit, at Borkr ferr +til Porskafiarbarbings... Gisla saga

10).Nd munu vér fyrst lata dveliask sgguna c¢f hrid ok segia heldr
nakkvat frd beim jarteignum hdleitum...Orkneyingas saga, ch. 36

11) Nd vikr sggunni vestr +til Breidafjardardala...Nidis saga, ch.

12) N4 er par til mdls at taka, at peir Grimr ok Helgi Njdlssynir
for" a¥ Tslandi bat sumar, sem beir Brdinn féru dtan, ck vidru
g Py
4 skipi med beim J14Fi eldu Ketilssyni ok Bardi.

Njdls saga, ch. &3

13} Par er nd til a: taka, er d4%r var frd horfit, at Porbjern
i © % R
dxnamegin spurdi vig borbiarnar ferdalangs, sex fyrr var
SAETen Grettis saga, ch. %

14) Vikr nd aftr sdgunni bangat, er fyrr var frd horfit, pv1 at
eigi verdr af tveimr hlutum sagt k1 senn, pé+t bddir hafi
jafnfram ordit., (Ch, 24%) NJd er frd bvi at segia, &t bau

. i t e
f8ru dr Garbariki... Géngu-Hrdifs saga, ch. 24

Because of *heir formulaic nature and their evocation of a story-
teller ir action, such phrases tend *tc be ascribed automatically
to oral tradition. Closer inspection, however, prdduces some
facts which argue agains*t that assumption, at least in unmodi-
fied form: 1) +he extant texts give evidence not of an unaltered
traditicn taken over from oral prototypes, but cf a distinct
literary development in the use of such phrases; 2) the compo-
sitional form sﬁch phrases presuppose is itself generally held

to be scophisticated or artificial, not coral; and 3) there are in
3>

|_|

romance tradition eguivalent formulas, the rhetorical ccntext and
literary evelutior of which offer a meodel against which to meas-

ure Norse practice. The cbject of this essay, then, i8 to trace,
to the extent the documents permit, the parallel evolution of

these formulas, first in the sagas, thern iIn French rcmance tradi-

tion. Three roughly chrdnological stages can ke distinguished:
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on the Norse side, 1) the pre-classical texts in the historical
(king*s saga) tradition; 2) the Icelandic family sagas; and 3)

the encyclopedic phenomenon represented in the Greatest Saga of

01ifr Tryggvason and Flateyjarbdk; and on the French side, 1) the

verge romances, particularly those of Chrétien de Troyes; 2) the
prose romances, particularly those of the Vulgate Cycle; and 3)

the encyclopedic phenomenon represented in Les Prophécies de

_yerlin{ ' Since the study of transitional phrases is in effect
a study of composition, the comparison raises larger questions
about the exact relation of the sagas to romance tradition and
to medieval narrative in general.

The main body of FlatezjarhékB consists of the adjacent
biographies of the two Olifrs, into which have been inserted
numerous semi-independent tales. As the prefacé explains:

»ssbar nest fra 0laafi konungi Tryggua syni medr

ollum sinum baattum. bul n=st er sagha Olafs

konungs hins helga Haralldz sunar med ollum sinum

baattum ok bar medr sdgur Orkneyia jarla...

The "pazttir" here come in twe forms: wholesale {(in single units)

and piecemeal (subdivided and interspersed in the longer narra-

tive). To the former group belong Nornagests battr, Sgrla bittr,

Raudalfs bdttr, ete. To the latter group belong the histories of
the skald Hallfredr (told in seven segments), Kjartan Oldfsson
(five segments), the Jémsvikings {two segments}, Stefnir borgils-
son (three segments), the Vinland voyages (two segments), and the
political histories of the Faroes and the Orkneys (five and four
segments respectively). The fact that the preface does not
differentiate between these types of insertion is of some inter-

est, for it suggests that the two were equated in the contempo-
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rary mind and, mcreover, that as expansion procedures they were
sufficiently familiar to require no further explanaticn. The
verbal connectives are, in both cases, transitional fermulas:

Particularly telling is the case of Hallfredar sagas, which exists

in an integral version (preserved in MB&ruvallabdk)} derived from
the .same original. A comparison of the fourteen narrative seams
of the versior intercalated in seven parts inte the Greatest
Saga (0) with the correspending passages in M gives an insight

into the mecharics of plot-braiding:

bat sumar fér Hallfredr til Nv er bar til at taka er.

Svibjddar ok kom & fund Hallfreydr uandrabda skalld

konungs ok kvaddi hann. var austr & Sautiandl .ii.
(Ch. 9 uetr. ok hafdi gengit at eiga

heidna korno. hann for & fund
Olafs Suia kenungs ok flutti
honum dr?pu er hann hafdi ort

vm hann. (Chr. 219)
Ok um vdrit, er hann fér Nv skal bar til taka sem fyrr
nordr, bd rakx & fyrir peim var fra horfit at Hallfredr
hrid. (Ch, 16) vandrafa skalld sigldi ut til

Islandz vm svmarit abr en
oy L

bardagiN vard a Crminum. kom

Hailfredr vt fyrir ncrpan land

ok reid sudr vm heidi sem adr

er sagt. (Ch. 26L4)
It is clear that the § formulas are not criginal but are gener-
ated by the interspersing process. The mest artificial of com-
positional preccedures, in other words, is effected by the mest
standard of -verbal ciichés. What Phase 3 documents, therefcre,
is the practical mechanics of rarrative strandirng In conjunction
with the larger esthetic of copiousness and discontinuity.

It is useful to see the Flatex*arbék phernorenon not as a

thing apart frem classical saga corposition (Phase 2), but as its

logical extensicn: the exaggerated and mechanical reaiizatiorn of
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a story not as a single, progressive line, but as a number of
lines or threads which the narrator plays out alternately either
at shorter intervals (e.g., in ambush passages) or longer ones
(e.g., when major characters part ways). The former, the shift-
ing of focus between the colliding parties before a climax, is
a familiar feature and requires no further explanation;10 the
intervals are sufficiently short that transitional formulas per
Be are optional. As an example of the latter, chs., 75-89 of
Niéls saga may be cited, where no fewer than five parallel sto-
ries are charted for a three-year pericd. The passage begins
with the departure from Iceland of brdinn (strand 1), Grimr and
Helgi (strand 2), the decision of Gunnarr to stay (strand 3), the
departure of Kolskeggr (u4), and the arrival of Kolbeinn, whose
story eventually merges with that of Hrappr (strand 5). It ends
with the rearrival in Iceland of four of these men (Prdirnn,
Hrappr, Grimr, and Helgi) plus a fifth, Kdri Sglmundarson, who
will eventually move to the saga’s center stage. These strands
are developed in the following order:
1: Prdinn leaves.
2; Grimr and Helgi leave.
3: Gunnarr decides to stay.
4: Kolskeggr leaves
3: Gunnarr spends an uneventful winter and declines a spring
invitation from 0ldfr pd. At the Albing, plans are laid
for his attack, and he is killed in the autumn. His revenant
puts in an appearance. Skarphedinn and Hogni slay Tigrvi in
revenge. Njdll negotiates a settlement.
4: Kolskeggr arrives in Norway and winters with Hdkon. He kills
Kolr, He accompanies Hdkon to Sweden, spends the following

winter with him, hears of Gunnarrss death in the spring, and
delays his return tc Iceland on that account.
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2: Gri{mr and Helgi are caught in a storm at sea. They fight with
vikings, and engage in a later battle in Sgotland., They stay
the winter, spring, qnd part.of the summer in the Orkneys.

They go “a;dlng with Xdri the following summer Tbey spend a
second winter in the Orkneys and leave for Norway in the spring.

5: Xolbeinr, having arrived in Iceland, stays the winter in
Breiddalr. He takxes Hrappr to horway the following summer.
Hrappr is outlawed after the Cudrin episcde.

2: Grimr and Heigi arrive in Norway and begin trading.

1: brdinn prepares for his return to Iceland.

5: Hrappr burns the temple and tries to arrange passage tc Ice-
land.

i+5: Prdinn takes Hrappr aboavd. The *wo cof them escape anc
. = =
live on Prainn.s farm.

2: Grimr and Helgi flee Norway with Hikon in pursuit. They stay
with Firfkr, sail to the Orkneys, winter with Sigurdr, go
raiding it the spring, and veturn with Kéri to Iceland in the
summer

These strands stand in the same relation to Njdis saga as the

component "battir" do to Fiateyjarbdk. They compriée substories

which, however miniature, trace whele plets and are temporally
complete {every season is accounted for in each of the five
stories), Theyiare incorporated both wholesale and plecemeal:

Cunnarrss and Kclskeggr®s stories are related cornsecutively, but

the other three are broken apart and interbraided in such a way

as to bring out certain gontrivances of destiny--the three-plct
convergence in Norway in the summer of the second year, for
example, or the synchronic idea that while Sunnarr is heing

attacked in his house, Hrappr is in Norway involved in a liaison

b

with Gu¥rin, Prdinn is in Sweden, Xolskeggr is in Russia, and
Grimr and EHelgi are raiding off the Orkney ccast.

If this passage is a scmewhat elaborate example of narrative
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stranding during the classical period, it is by no means an
unrepresentative one. There is some variation, but on the whole
one is struck less by the differences than by the persistence of
the practice in certain standard forms over the full range of

texts: short as well as long (Porsteins saga hvita, N3&4ls saga),

blography as well as district chronicle (Grettis saga, Eyrbygsia

sagal), and early as well as late (Heibarviga saga, Viglundar
saga). The formulas in these sagas are frequent and for ‘the
most part functional and impersonal (see examples 5, 6, 9, 11,
12, and 13). Such first-person formulas as exist {see examples
7 8, and 10) tend to be in earlier sagas or in earlier manu-
scripts of the same saga--a fact which suggests that the epic-
dramatic stance is an acquired habit and not a venerable feature
of the tradition.1l
No such claim for uniformity can be made for those pre-clas-
sical vernacular works in the historiecal tradition which comprise’

Phase 1. Apgrip, Islendingabdk, and Landndmabdk all lack transi-

tional formulas per se {(although they make use of the related

cross-referencing phrases er fyrr var getit, sem d¥%r er ritat,

gem enn mun _sagt verbda, etc.). Hryggiarstykki may be ascertained

(on the evidence of Fagrskinna, Morkinskinna, and Heimskringla)

to have been two-ply in parts, but without clear transitional

formulas.12

Fagrskinna in general lacks such phrases (despite a
tendency toward stranded composition). The more clearly stranded
Morkinskinna, on the other hand, contains several striking exam-
ples of suspension and retrieval phrases (see ex. 4). The

Legendary Saga is for the most part single-ply, but on those

occasions when the narrative divides (e.g., between the king and
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Dala-Gudbrandr in c¢hs, 234-36) there are found phrases of the type

frd bvi er nd at segja. Parts of Sverris saga exhibit stranding

patterns and language to a remarkable degree; example Z indicates
the regular terdency of Eirspennill tc have impersonal formulations
where AM 427 4° has personal ones.13 The "articles" attributed

+tc Styrmir (preserved in Flateyjarbdk) give no evidence of
multi-ply composition cr transiticnal formulas, aitnough the
reconstructicn of his saga suggests ample use of both (the

famous example b may have coriginated in Styrmir:s version of the

614fr bicgraphy). -7

ot
4]

Of particular interes re 3ddr Sncrrasonis and Gunnlaugr
Leifsson’s biocgraphies of (14fr Tryggvason, written originally
in Latin but surviving orly in translations (and even then, in

Bunnlaugr’s case, in the form of plecemeal Irserts in the

Greatest Saga and Flateyiarbdk). Jédr’s sageﬁ“5 can be assumed

with some degree of certainty tc have consisted of a combination
of single-ply and multi-ply narraticn, depending on whether the
focus is on the king himself or on the political matrix. But the
MSS differ scmewhat on the use of formulas, At some junctures
the corresponcdence is word for word, but the general rule seems
to be that the longest and oidest versiocn contains more and
longer formulas ané uses the first perscn where later versicns

prefer impersonal cons*tructions {(thus PFat viliom ver cc rifa in
1

[$3]

A becomes Pat er sag:t in §).

Gunnlaugr®s version of the Jidfr biography

A

5
4

appears-—-to the
extent it can be ascertained at ail--tc be beth more complete and
more systematic than 0ddr's version in iis pursuit of muitipie
parallei lines. Contained in the passages of Createst Saga
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aseribed to Gunnlaugr are such phrasces as:

Nv er bar til at taka er beir Olafr konungr ok Pang-
brandr skildu med vinattu sem fyrr er ritat... ch. 81

Nv er bar til at taka sem fyrr var fra horfit at
Olafr konungr TryGva scn haf®i uerit .ii. uetr
iNoregi... ch. 188

Alsc attributed to Gunnlaugr is the following comment:

Nv bo at margar raSur ok fra sagnir se skrifadar
ilpessu mali, bar er eigi bickia midk--til heyra ségu
O0lafs konungs TryGva sonar ba barf bat eigi at vndraz.
bviat sua sem rennandi vdtn fliota af ymissvm vpp
sprettum. ok koma oll j einn stad nidr, til peirar
sému likingar hafa bessar fra sagnir af ymislipgv wpp
hafi eftt endimark at rydia til at burba sem Olafr
konungy verdr vid staddr ebr menn hans, sva sem enn
man synaz ipvi er eptir feR. ch.177

This defense of multiplicity is of considerable interest, for
although its immediate reference in this context is the Greatest

Saga (or Flateyjarbdk), its original referent--assuming that it

is coprectly attributed to Gunnlaugr--is Gunnlagur’s own lLatin
version of 0l4fr’s biography. This is not to say that Gunnlaugr
meant by the "network of streams" metaphor what the encyclopedists
chose for it to mean, but we may judge from:its tone and from

the fact of its inclusion that it indicates a procedure more
copious than was considered customary by the esthetic standards
of the late twelfth century.

The problems of transmission and attribution in these early
texts are such that the work of the author is hard to separate
from the work of later copyiste. But it is reasonable to suppose
in this case that the transitional formulas are as old as the sort
of composition they facilitate, for they are punctuation marks
without which the story would be all but incomprehensible. Thelr

outer form may have undergone mutation, but their existence would
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seem to be guaranteed at an early stage by their compositional
function. It is furthermore unlikely on the face of it that such
formulas sprang into prolific and fully functional existence in
classical saga narrative without some prehistory in the pre-clas-
sical period (nor is it likely that every such formula in the .
early texts is a scribal flourish). If we therefore assume for
the moment that our picture of the verbal apparatus in this
period is & roughly true one, we observe 1) that the transitional
formulas are fewer in number and less varied in kind than in the
classical textsy 2) that their appearance is sporadic--they are
used fluently in some texts but not at all in others; 3) that
they appear to exist in texts translated from Latin; and 4)
that first-person examples comprise a substantial mincrity. In
other words, the regular and patterned use of imperscnal transi-
tional formuias we take for granted in classical saga prose is
not reflected in the early pericd. The impression is one of a
practice in its formative stagés and, moreover,oné with boockish,
not oral, origins. If such verbal tags as svad_er sagt are in
fact oral remnants, they amount in this context to a kind of
camouflage, for the longer formulas in which they are contained
are the concomitants of a specifically literary form of composi-
tion which itself appears to have been in the process.of evolu-
tion in the pre-classical period.

The Latin prototype is that figure which Quintilian labelled
an aphodos--a phrase by which an excursus or digression is
joined to the main topic ("longius evectus sum, sed redeo ad

propos:i.tum").18 Aphodoi appear frequently in medieval Latin
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historical writings,

In Jordanes» Getica,ls‘ for example, chapters

are regularly concluded and begun with such phrases as these:

Et quia de eius continuatione
paueca libabimus, ad Amazonas,
unde divertimus, redeamus. (VII)

Nune autem ad id, unde digres-
sum fecimus, redeamus doce-
amusque, quomcdo ordo gentis,
unde agimus, cursus sui metam
explevit. (XIV)

Ceterum causa exegit, ad id,
unde digressimus, ordine
redeamus. (XV)-

Ad propositum vero, unde nos
digressimus, iubante domino
redeamus. (XIT)

Adam of Bremen?0

Now that we have devoted a few

words to describing its extent,
let us return to the subject of
the Amazons from which we have

digressed,

But let us now return to the
point whence we made our
digression and tell how the
stock of this people of whom
I speak reached the end.:of
its coursas.

But our subject requires ug to
return in due order to the
point whence we digressed.

But let us now with the Lord’s
help return to the subject
from which we have digressed.

employs the figure in a more general way to link

and synchronize component parts of the same story:

Nunc ad cetera, unde incepimus,
regrediamur. (I:17)

De cuius fortitudine vel
potentia, quam super barbaros
habuit, postea dicemus. Et
haec quidem foringecus dum

varia sorte gesta sunt, in Bremis

status rerum labefactari cepit.
(IX:79-80)

Nunc per hystoriae ordinem
redeamus ad ecclesiae
legationem..., (II:50)

Now let us vreturn to ghe other
matters with which we ‘began.

0f his valor and the power he’had
over the barbarians we. shall
speak presently. While, indeed,
these things were with varying
fortunes taking place abroad,
the state of affairs in Bremen
began to slip,

Now let us return in the order
of our history to the mission
of the Church...

Aphodoi are well represented in both senses (to link digressions

proper to the propositum and to coordinate component parts) in

Scandinavian sources as well.

From the Historia Norwegi5521

{ror which Adam of Bremen’s history stocd as one source) come
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several phrases of the type Revertentes a maritimis transferamur

ad montana (But let us ieave the coastal vegions and turn to the
meuntains). Trom the Latin of Theodoricus,22 who professes
acquaintance with Jordanes?® work, come many aphodoi of the type

Sed revertamur (regrediamur, persequamur, etc.) ad nostra (in

Norwagiam, etc.) as well as such phrases as

Sed quia longum est singulis But since it is time-consuming

immerari, transeamus ad to linger over individual

catera. (XXIV) items, let us shift to other
matters.

From the De Prcofectione Danorum in Hierosolymam:23

Nunc autem ad ea, que in Dacia But now let us turn the "arti-

super hoc lachrymabili negotio cie {(portion of the narrative)

gesta nouimus, uertamus to those matters that we know

articulum, (III) transpired in Denmark concern-

ing these lamentable dealings.
.+ .8ed ad narranda, que . «..let the discourse return
restant, reuccetur oratio. (VI) to those things which remain
to be narrated.

Vt enim ea, que narrare gestio, So that I may be able to explore

luculentiori stilo ualeam more clearly those matters I

indagare, superiori reincipiendum desire to relate, it is neces-

est exordioc. (XIII) sary to return to my previcus
peint of departure.

Ad illos iterum reuertamur, Let us turn back to those people

quorum menticnem supra factam of whom the reader will find

lector inueniet. (XXII) mention above.

The First Grammarian surely had some such Latin phrase in mind

when he wrote:

Ni 13k ek hér umrcebu raddar- Here I close my consideration
stafanna, en ek leita vidr, ef of the vowels, and, God willing,
gud lofar, at reda ngkkut um I shall try to say something
samhljébendr. about the consonants.
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The correspondence between such Latin phrases as Nunc ad

cetera, unde incepimus, regrediamur or sed ad narranda, que

restant, reuocetur oratio and such Norse phrases as NU er par til

at taka, er 3br var frd horfit is likewise such that we may

consider the saga formulas to be vernacular aphedoi--character-
istically depersonalized, and of the sort used to join parts
of the same story.

If this use of aphodos seems to stretch its classical defi-
nition.as a figure used to terminate a digression and return to
the propositum, it should be recalled that the idea of digression
itself underwent a corresponding reconception during the pericd
in question. One of the chief differences between classical and
medieval treatises on the art of poetry is the insistence of the
latter on amplification. O©Of the various devices to that end,
digréssio was the one advocated repeatedly, enthusiastically, and
in remarkably broad terms by the medieval rhetoricians. Geoffrey

of Vinsauf recommended digression in two forms: ad aliud extra

materiam (introducing outside matter--a digression proper) and

ad aliam partem materiae (moving to another part of the same

matter). The second, he explaing further, involves omitting

the part of the matter thatifollews ddrectly and jumping instead
te a later part of the matter.?® This "intramural digression"
of Geoffrey»s is of some interest to literary historians, for it
codifies in theoretical terms a literary practice of such pro-
portions and duration that it may be regarded as a defining
characteristic of medieval narrative. The digression ad aliam

partem materiae amounts to a description of what Ferdinand Lot,
27

writing of the prose Lancelot, termed entrelacement®’--a form
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of literary composition by which a story is *told in twc or more
lines with the narratcr moeving from one action to ancther, inter-
rupting an episcde from one seguence tc launch into the matter

of another, and agairn breaking off to reiurn tc the suspended
narrative line: 423, 123, 123 rather than 2131, 222, 333, The
precise origing of narrative interlace are not clear, though it

is convenientiy associated with the interweavings both of northern
and Rcmanesqgue art?® are witn pelyphony in music (C.S5. Lewis,
writing independently of Lot, called the same practice in Spenser
"narrative polyphony").25 Tnrerlace tendencies have been dis-

cerned in Anglo-Saxon and Anglo-lLatin poetry,30

but the technigue
is associated above all with remance tradition, where it is
considered tc have its formal beginnings in the works of Chrétien
de Troyes, particularly in *hose Irstances (e.g., Perceval) where
the parting of ways cf major characters necessitates the forking
of the plot, and where the narrator alternates focus Letween
lines cf acticn which are understood to be simultarecus. The’
synchrornic impulse, Vinaver argues, is centrally implicated In
the emergence of interlace composition as the deminant form in
the prese romances of the thirteenth century:

The next and possibly the decisive step towards a

proper understanding of cyclic romance is the realization

thet since it is always possible, and cften even necessary,

for several themes to be pursued simultareously, they

have tc alternate like threads in a woven fabriec, one

théeme interrupting ancther and again another, and yet all

remaining constantly present in the author:s and the

reader’s mind.

This describes the procedure in, e.g., the Prose Tristan, the

Suite du Meriin, the Livre d’Artus, Amadfs de Gaula, and the
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Vulgate Cycle (these alone amount to some 7,000 pages). Narra-
tive interlace in all these works is both the point of departure
for their genesis and development and the basic principle of
their construction. Isolated examples of the technique can be
found in earlier literature, but it is principally a medieval
phenomenon, whase gratultously developed and extended use in
prose romance "may well derive its status as a legitimate artis-
tic procedure from the authority of the rhetoric manuals."32 It
has been called "one of the fundamental esthetic issues of the
thirteenth century,“ag'but its popularity survived in some
sectors for three centuries beybnd fhat. When Tasso, championing
the classical precepts of epic unity, attacked the compositional
esthetic of multiplicity in the work of Boiardo and Ariosto, he
was in effect attacking the entire medieyal system of narration.>?
But let us return to the topic from which we have digressed:
the language of interlace. In the verse romances (Phase 1),
transitional phrases are few, largely first person, and used for

digressions dn both of Geoffrey of Vinsauf’s senses. Examples

include:
Meis nsi vugl feire demorance But I do not wish to stop to
A parler de chascune chose. describe all this in detail.
A Thessala qui ni repose To Thessala, who does not

e poiscns feire et atanprer, pause in preparing and -
Vuel ma parole retorner. a5 tempering her potions, my

Cligés, vv. . 3245-50 story wishes to return.

De monseignor Gavain se taist The story is silent about
Ichi 1i contes a estal, 8ir Gawain at this point.

Si commenche de Percheval, Perceval, as the story tells
Pérchevax , cé nos dlstJ)eSUnIe, us, had so lost his memory that
0t si perdu la miemoire - he had forgotten God.

Que de Dieu ni 1i sovient mg%s.
Perceval, vv. 6214-18
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Alle ir unmuoze Let us leave their bustle and

die 1%8zen wir nu stn tell how Xrierhild arnd her
und sagen wie vrou Kriemhilt maidens, journeyed on towards
unt ouch ir maged®n the Rhine fvom the land of
gegen Rine fuéren the Nibelungs.

von Nibelunge lant. "
Das Nibelungenlied, st. 77837

Or vreviendrai al pedre et la redre, Kow I shall return to the

Et la 2spose qui scle fut remese: father ané¢ the mether, and
Quant ii go sovrent qued il fuiz s’en eret, tc the spouse who had re-

Go fut granz dols qued il en demenerent, mained alone; when they

Et granz deplainz par fete 1a correde. knew that he had fled, they
La Vieide Saint Alexis, st. 2138 mourned greatly, and great
was the Zamenting throughout
the country.

It is, predictakly, in the prose romances (Phase 2} that aphodoi
appear with mechanical repularity. They ave mostly of the
"intramural® type, impersonal, and standard irn ferm. FPhrases

like this cone from La Queste del Saint EGraal cccur throughout

the Grail cycle:

Mals atant laisse ore 1li contes But here the fale leaves them
a parler daus tous. & retorne a and tells of Galakad, for he

parler de galaad por ce quil it was whe and irnstigated this
estoit 1i souereins & ccmmenche- Quest. Now the story relates
ment de a queste. Cr dist Li that when Galahad had parted
contes . que quant galaas se fu frem his companions...

partis des ses compaignons.
La Queste del Saint Graal

38

The equivalent cliché in the Amadis de Gaula ig: 19

Do los gquales dexard la hystoria The story will cease to talk
de hablar, y contaria de don Gal- of them, and teil of Con
aor...(I:20) Galaor,..

Phase 3,.as in the Norse casze, is not sc much a phase as a
specific application of the technique for purposes of encyclo-

pedic expansion, The French counterpart of Flateyiarbdk is

Les Prdphecies de Mer-linl.f1 (ca, 12753, a cataiogue cf political
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prophecies into which are interspersed nineteen semi-~independent
stories of a more romantic nature. Thus the story of the Saxon
invasion is related in ten parts; the story of Morgain la Fee in
three parts; the story of Perceval in three partsj the story of
Alixandre d>Orphelin in five parts, and so forth. The Alixandre

H2 stands in the same relation to the Proghécies as the

history
Hallfredr history does to Greatest Saga. In each case, a free-
standing biography of considerable dimensions has been laced onto
a host narrative (itself little more than a compilation of such
strands); in each case, the parts of the substory, removed from
the host text and set together single file, form a continuous
and complete biographical history; and in each case, the inter-

spersing process generates transitional formulas. Two examples

of these formulas in the Prophécies are:

Mes atant s’en test ore li But at this point the stevy
contes et parole d2une autre is silent on this matter and
aventure. (I:87) speaks of ancther adventure,
Mais je retornerai apres a vos "But I will return to you
peour conter de ce que jrai later to tell what I have
comencie. Ici fenest nostre begun. Here our matter
matiere et retorne a l’autre. concludes and returns to
(I:116) something else.

In summary: the aphodos is a concomitant of digressio
represented with some frequency in Latin writings in the North
as well as on the Continent; digressio was; together with other
forms of amplification, advocated in the broadest of terms by
the medieval rhetoriecians; the reciprocal development in the
literary sphere was narrative interlace, a compositional technique

evident in varying degrees in both romance in saga; the transi-
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tional formulas of both Iiteratures--in some cases remarkably
similar--may be regarded as derivatives of the aphodoij in both
cases these vernacular aphodoi underwent, in their new literary
environments, a rapid geéneralization in use, particularliy in
prose Works, and a deperscnalization in formj and, finally, they
are used in the later stages tc effect encyclopedic compilation

which are themselvee hyrertrophied expressicns of the interlace

't:c-:«':hnit;_ma.;43

It is finally less the form than the function of such
phnases that identifies them as aphedei. That the kind of
composition cn which they are predicated Is not oral, but liter-
ary, is a point on which scholars from B28th on are generally

agneed.uu Cirik®s eighth "law" remains the most forceful. staté-~

ment on the subject:

Moderne Zichiung...liebt die verschiedenen fdden

der handlung In einander zu verwickeln. Die vclks-
poesie h#l*t den einzelnen strang fest, sie ist immer
eirnstridngig. Sie geht nicht zurllek, um fehlende
voraussetzungen nachzuholen....Wenn in den isidndischen
geschichtswerken s#tze wie dieser vorkommen: *3etzt
gekn geschichten neben einander’® |[Nd ferr tvennum

sggum fram--see ex. 5] , dann ist die stufe der
volkspcesie verlassen, es ist litteraturq Die volks-~
sage hat nur eine geschichte auf einmal.

Tollowing Olrik, W.H. Vegt detected multi-ply narration in the
first nhalf of Egils saga and judged it to be "literary" cn that

account} converseély, he regarded the single-ply seconéd half tc

be indicative of oral traditior."® He tried on similar grounds

to distinguish the traditional from the literary layer in

Bjarnar saga hf*dmlakapna.*7 Reinhard Prinz, using more or less

the same scheme, found ingtances of stranded composition, and
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hence a literary sensibility, in @fsla saga..48 Liestdl found
some cases of simple stranding in folktales and for this reason
preferred, like Heusler, to reduce Olrik®s "law" to a "tendency",
but he nevertheless affirmed the underlying principle.ug Heusler
considered to be clear signs of literary structure (buchmissiger
Aufbau) the sagas® copiousneas, pelycentricity, and broken chron-
ology:
Snorris 8aga von Olaf dem Heiligen flicht mannigfaltige,
polyzentrische Stoffmassen ineinander zu einem chrono-
logisch vorriickenden Ganzen, so dass oft ein Faden
abbricht und viele Seiten splter wiederaufgenommen
wird. Dieses kunstvolle Verfahren liegt weit ausserhalb
des Knnens der unliterarischen Sagam¥nner. Auch die
dussere Stoffbegrenzung, der Umfang des Werks, ﬂbeg-
schreitet das dem milndlichen Vortrag Zuzutrauende. 0
M. van den Toorn arrived at much the same conclusion by using
the tools of modern narrative theory (L&mmert, G. Miller, Jolles,
etc.).®l Ian Maxwell perceived the non-Aristotelian nature of
saga composition: "These were different stories, with rules of
their own; and although some made complex and beautiful wholes,
their form is not what I should have expected in epic or novel."%?2
Einar Olafur Sveinsson refers to the composition of Njdls saga
as a "web" or "network of events" and distinguishes it from the

more straightforward patterns of biography or chronicle.®?® What

R . . 54
Anne Heinrichs has recently termed "intertexture" in the sagas

is remarkably like Lot’s "principle of inseparahility"ss—-the
and
"system of forecasts,concordances” which binds together the

56 1ee Hollander, in an

narrative mass of the prose romances.
ingenious essay on the "exceedingly multifarious" composition of

Eyrbyggia saga, compared its interbraiding with the practice of

Clover 19



sentence intercalation in skaldic poetry, and councluded tnat they

. . b7
were manifestations of the same esthetic.’ ndersson focuses on

the macrcstructure of the Icelandic family sagas but notes in
passing some puzzling instances of "unnecessarily complicated"
plot organization.55 He speculates trnat the author cf Eyrbyggia
saga "had chronological sources that called for the interspersing
of these episodes"59 and agrees with Hollanrder that since the
interweaving ¢f plots in +this saga could easily be eliminated,

it must be deliberate.

What all +these commentaries describe, witheut naming it as
such or relating it to its Centinental counterpart, is interlace
composition. For their stylie, structure, and subjeot matter, the
sagas are indebted in varying degrees To folktales, hercic poetry,
romance, and learned traditions; but as formal censtructions they
resemble nothing so muchk as the French cyclic rcmances. The
specific patterns differ: romances pursue fewer lines at greater
length and focus on remarkable chronclcgical ccincidences, whereas
the sagas intertwine a larger nuxber of shorter strands in th
interest of *tracing subtle webs cf acts and censequences in the
breader sccial fabric. But in their copicusness, their iInter-
weaving of synchronic plet lines, and their cobviocus delight i=n
the estheiic cof multiplicity and recurrence, the sagas and the
prose romanrces aré sufficiently alike *c be considered manifes-
tations of the same phenomencn, The romance model is most
immediately helipful in understanding the rapid evolution of the
saga from shorter and clearer plots to the volumirnous amalgams

that we find in the latest period of saga writing.

@]

o]
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This history of phrases has suggested that romance interlace
and saga interlace represent, at least in the first stages,
responses to a common medieval esthetic. Whether such a general
drift sufficés to explain the parallel evolution in both tradi-
tions is of course open to question, Té the extent that there
was direct influence~--the only sure peoint of contact is the *
translation into Norse of the verse romances--1it would have
served to reinforce existing habits and perhaps to contribute
certain technical refinements (e.g., the use of suspended ani-
mation at transition points). The precise relation, on the
compositional level, of sagas to romances and to late medieval
narrative in general is a chapter of Norse literary history that
remains to be written; what this essay has tried to show is that
it is a chapter worth writing. From the point of view of medie-
val esthetics it is of some interest that interlace literature
has a substantial representation in the north. TFrom the point
of view of Scandinavian &ultuval history it is correspondingly
important to understand that the sagas are, in the central
aspect of their composition, not so anomalous as they are often
taken to be, but are full partners in the European literary

community.
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