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Preface: A Not-So-Simple Trick


The producers of creative texts have always had their techniques and tricks, their methods for manipulating the created concepts with which they deal.   If a trick attains a certain amount of respect and is used often enough, it becomes a device. If the device becomes very common in the medium or a genre of the medium, it becomes a convention. For example, Wolfgang Iser in “The Reading Process” refers to the “very simple trick” wherein the narrator of a text is part of the story, establishing perspectives that would not have arisen from mere narration of the events, called by Wayne Booth the technique of “dramatized narration.”
 


The device (more than a trick, not quite yet a convention) with which I am concerned here is the invoking of the meta aesthetic. Meta, coming from the Greek meaning “beyond,” implies a specific kind of attention paid to the context of reception in a created work. Meta is invoked in a wide variety of ways and intensities. It can be active via a consistent consciousness of self-creation, as in the film Adaptation, a work almost entirely about its own creation. We see someone struggling to create a movie, and he eventually conceives of the movie we have been watching. Meta can also be active through moments of specific address to the reception context as illustrated by the film Fight Club. At a very dramatic moment, a projector malfunction is digitally simulated. Especially when the film is viewed in a theatre, the drama and power of the diegesis, “the spatio-temporal universe of the narrative,”
 seem to physically impact the context of the film’s reception.
 These are but two of many ways to use the meta aesthetic.

Initially, this device struck me as very appealing, in no small part because of its novelty. However, I have learned that this conceptual framework is far from new in modern literary thought. Justin Weir, in The Author as Hero, speaks of “how accustomed we have become to the discourse of ‘meta.’” Meta is clearly a compelling and important factor in the literature of the past century, but while its discussion may be more common in criticism of Nabokov or Calvino than it is in criticism of ancient oral traditions. I have in my study of folklore encountered forms of this same device in older texts. 

Notably, there are examples of the meta aesthetic in the oral-derived poem Beowulf. These moments offer insight into the world of both the narrator and the narrated, and how they may appear at times to be one in the same. Through meta, the text moves “beyond” a simple narrative, a conventional retelling of a series of events and their interrelationships. The audience sees beyond the events, and glimpses the process of narration itself. Considering Beowulf from this perspective provides valuable insight into its narrative techniques and into the relationship between text and context. 

Chapter 1: What is “Meta”?: Defining the Object of Study

A long time ago, there were two shepherds, an old shepherd and a young shepherd, sitting in a field.

 And the young shepherd said to the old shepherd “Tell me a story!” 

And so the old shepherd began...

“A long time ago, there were two shepherds, an old shepherd and a young shepherd, sitting in a field. 

“And the young shepherd said to the old shepherd ‘Tell me a story!

“ And so the old shepherd began...

~Chinese Folk Story

The concept of the meta aesthetic is closely related to the idea of mise en abyme, a coinage by André Gide. The term plays on the French term mise en scene, “staging,” and abyme, “abyss.” Joseph Harris discusses the use of mise en abyme, “a structure of narrative repetition,” in Beowulf, noting the term’s roots in medieval heraldry; “a shield which contains a replica of itself is said to contain it ‘en abyme.’” For the time being, we will use the definition he uses, “the primary fabula containing, embedded within it, a secondary fabula that mirrors it.”
 Mise en abyme fabulae are a model of an application of the idea of infinite regression, a critical part of the meta aesthetic. 

The infinite regression is a theoretical perspective dealing with creative endeavors. Here is a useful example: a painter, after having painted a picture, realizes that there is something missing. He realizes that he has neglected to paint himself painting the picture. He remedies this, and then realizes that he has neglected to paint himself painting himself painting the picture. In order to yield an “accurate” presentation, he would have to regress an infinite number of levels. Harris is quick to point out that a perfect reproduction of a verbal narrative, such as the Chinese example with which I introduced this chapter, is possible, but only useful as a joke or intellectual exercise. 

The inference, then, is that as soon as something “real” becomes part of a created work, one must “zoom out” or “pull back” to the next level in order to see it in its proper context. As soon as the painter paints himself, he sabotages his attempt at creating a more accurate representation, because he creates another level.  A graceful example of mise en abyme in drama, also used by Harris, is the scene of Hamlet where the players stage a scene similar to the alleged poisoning of the king by his brother. More compelling than the similarity of the players’ scene to the drama that the audience is watching, is how the characters in Hamlet become an audience. Thus, the “inner” performance context mimics the “outer” performance context. I would venture to suggest that the importance of the aspect of mise en abyme in this scene is so great that movie versions of Hamlet will never capture the same intensity and power as a comparably performed stage production, so striking is the force of identification between inner and outer performance context.
 Harris writes: “the important thing is that in literature nested narrative parallels give a sense of the possibility of infinite regress and that in the mise en abyme, we feel ourselves led inward to the core of a story
.” 

Consider this illustration of the kind of nesting, containment en abyme, discussed:
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This is an invoking of the meta aesthetic in a “down” context. That is to say that the play creates a play within it, and the identification between inner and outer performance concepts draws the audience further in to the text.  In mise en abyme fabulae, the secondary fabula which mirrors the first contains items that are meta-referential, in that they refer to items beyond the level of the secondary fabula. Meta also works in an “up” context, wherein the text explicitly reaches outside of its own context and into the context of its own reception. The work takes on a greater awareness of its status as a created work, and uses this awareness to manipulate the way in which it is received and the way in which it must be analyzed. Harris flows this under the concept of “double scene.” When the Beowulf poet describes a scene of a poet reciting to an audience in a hall, the inner performance context echoes the outer one, but in “up” meta, the connection between the liminal space between secondary fabula and primary fabula and the liminal space that is the reception context is more explicit. 

At this point, the form of the model is such that the levels of meta may be built in either direction. Stories can contain themselves, or reflections of themselves, en abyme (my “down meta”), or stories can address their context, i.e. the context becomes "part" of the story (my “up meta”). We return then to the concept of the infinite regression, wherein the above model of liminal spaces shifts as follows.
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Invoking the meta aesthetic questions the biases inherent in the labeling conventions of the first figure. The labeling conventions privilege the level of context of reception as "reality." However, is this context but a mere fabula in someone else's tale? 

An answer (or even a substantive exploration of a possible answer) to the above question is more the substance of a philosophy thesis than the matter at hand. You, however, are reading a folklore thesis and will not stand for digressions into the realm of philosophy. The narratology you can tolerate, since it's being used to analyze a folklore text, and as long as it deals with the exceptions most folkloric material presents to literary theory, it is welcome here. You're pretty confident that what you're reading will handle those exceptions deftly. It is coming from a folklore concentrator, after all. He’s learned his Lord and his Ong. Puzzled for a moment, you reread this paragraph. You concede to him a point for cleverness in example of text addressing context, but you do hope he gets back on track. And he does.

The pairing of mise en abyme (largely down meta) and double-scene (a venue of up meta) is a deft and insightful one. Though Harris does not set up the paradigm this way, to use these two devices is to move along a single sliding scale, zooming in and out of the potentially infinite meta levels. The invocation of the meta aesthetic is not purely a new device that has its home in modern and postmodern literature. In Beowulf, we can observe text addressing its context, the device of mise en abyme, and meta working both outwards and inwards. 

The meta aesthetic both creates and closes narrative distance. By distance, I refer to the metaphorical space between the narrator, characters, situations and events narrated, and the receiver*. This distance can be characterized by any of a number of factors, including the temporal, intellectual, emotional, and moral.
 In a non-meta referential experience of reception, the receiver is observing one level of narrative, the primary fabula. When a work invokes meta, the depiction of the reader/audience experience within the primary fabula fixates his attention on his own narrative experience in the reception of the text. Receiver becomes character, and is distanced from himself. When this happens, the receiver must learn to relate to himself across the distance. Once he has been able to close this distance, he has been successfully ushered into the meta aesthetic. As such, the distances he faces with the other narrated entities and events become different, more like the distances between entities in his reality, but made more complex by his dual perspective. The creation of narratological distance where none previously existed points a direction for the closure of already extant narrative distances within the work and enriches the reading process. 

On Organization

Much scholarship in the field of narratology, not entirely unlike folklore, encounters meta issues, including self-definition (e.g. What is narrative? What is folklore?).  In the study of the study of folklore, Folkloristics, particularly in studies dealing with ethnography, there is a tendency towards “phenomenological” analysis and “value-free” description. This involves being very aware of one’s own biases and “lens” as one observes rituals or other cultural events. This idea mirrors a trend in narratological discussion, a movement towards a “generalized” narratology, an attempt at a “mechanical” rather than either a “Marxist” or “Freudian” analysis. Both of these initiatives strive to direct inquiry towards the question “how does this work?”

My analysis, informed by the above concerns, addresses Beowulf from a theory-heavy perspective, but I will be doing my best to let the text lead my analysis. In doing so, I hope to recapitulate some of the structural grace present in Beowulf, as articulated by John Leyerle in his article, “The Interlace Structure of Beowulf.” Leyerle describes the complex interlacing art of the Anglo-Saxon period of the seventh and eighth centuries that appears on sword hilts and monuments, and analogizes it to the structure Beowulf employs in its digressions along various themes.
 Following this lead, I will tack back and forth between the text itself and the abstract theories that inform my analysis. 

After the theoretical orientation of this chapter, I move to analyze the opening of the poem. This provides a path for some additional theory relevant to Beowulf generally, and my specific interest. The second chapter describes instances of meta aesthetic invocation in the poem, moving through progressively more complex passages which bring out different facets of the meta aesthetic’s power as the text engages it. The third chapter brings more overarching organization to some of the theoretical parallels I have discussed, and builds to the conclusion, which extends the application of the study of meta beyond that of understanding an individual text.

Lines 1-12: The Place of Beowulf in Poetic Tradition

	Hwæt! We Gardena         in geardagum, 
þeodcyninga,         þrym gefrunon, 
hu ða æþelingas         ellen fremedon. 
Oft Scyld Scefing         sceaþena þreatum, 

monegum mægþum,         meodosetla ofteah, 
egsode eorlas.         Syððan ærest wearð 
feasceaft funden,         he þæs frofre gebad, 
weox under wolcnum,         weorðmyndum þah, 
oðþæt him æghwylc         þara ymbsittendra

ofer hronrade         hyran scolde, 
gomban gyldan.         þæt wæs god cyning!
	So. The Spear-Danes in days gone by

and the kings who ruled them had courage and greatness

We have heard of those princes’ heroic campaigns.

There was Shield Sheafson, scourge of many tribes

a wrecker of mead-benches, rampaging among foes.

This terror of the hall-troop had come far.

A foundling to start with, he would flourish later on

as his powers waxed and his worth was proved.

In the end each clan on the outlying coasts

beyond the whale-road had to yield to him

and began to pay tribute. That was one good king. (SH)




These 12 lines comprise what is arguably the most studied passage in Old English scholarship, partially because of the clues it gives us in the very necessary task of contextualizing Beowulf within poetic traditions of the Anglo-Saxon period. I will be working under many of the assumptions held and developed by John Niles
. Though there is little doubt that the manuscripts we deal with were produced by monks in monasteries, the Beowulf story is not primarily the product of a literary tradition. Rather, Anglo-Saxon oral poets known as scops, analogues to the skalds of Old Norse poetry, made use of a compositional system that allowed for composition in the act of performance, a concept similar to that of Parry and Lord in their studies of singers of Serbo-Croatian oral epic. The two traditions are not exactly parallel, and in fact diverge widely in terms of mechanics. Anglo-Saxon poetic form is dependent on alliteration and stress patterns, while Serbo-Croatian oral poetry is heavily dependent on strict metrical construction. To compensate for this difference in style but use a Parry/Lord influenced model for analysis, one must alter the definition of formula, from one of “fixed phrase” constructions (Serbo-Croatian) to “abstract formulaic systems, nonverbal mental paradigms that are capable of generating any of a number of  related verbal expressions depending on the local demands of sense, syntax, and alliteration.”
 (Anglo-Saxon)


Foley elaborates on the formulaic aspects of the systems employed in Anglo-Saxon poetics in Immanent Art. His primary supposition is that both active tradition bearers and the audience members have within them aspects of the poetic tradition that he calls “immanent.” The meanings inscribed in the text are not only the meanings presented in the story, but also starting points for access to the larger “inherent” meanings of items, characters, actions or other pieces of the story that are part of the tradition. Therefore, the formulas are not merely convenient ways of speaking within a constraining tradition; they are powerful metonymic turns of phrase. The opening lines present us with the beginning of a history of a great king, with formal and content similarities to a Germanic lay, a form known to the tradition of the Beowulf poet’s audience.
 On a more specific note, the significance of the opening word of the poem, “Hwæt!” defies a one-word gloss. Hwæt (literally “what”) to the audience was a clear signal that a special form of speech, often a poem, was about to begin. It is an almost musical cue in itself. Heaney’s interpretation of “So.” would appear to be a break from the tradition that has been built up in translations of this kind of poetry. Other translations that more explicitly retain the invocative sense of the phrase are “LO!” from Francis Gummere, or a “Listen!” from Howell Chickering.
 Heaney, however, is remaining closer to the original sentiment than it initially appears; there is another tradition within which he is working. His choice, which will be explained in detail later, makes sense in the light of additional theory.


Foley contends that when modern scholars are faced with an oral-derived work, they tend to rely on tools that are biased toward purely literary work, post-oral work that is generated as writing. Foley tries to deal with scholarship’s “inadequate theory of verbal art” that often reduces discussion of oral art theory to dichotomies of “mechanism” and “aesthetics” and the like. The concept of a system of “traditional referentiality,” which expands thoughts presented by Carol Clover in “The Long Prose Form,” drives Foley’s thought processes, and one of the major consequences of this system is that the intended audience of an oral-derived work (i.e. the implied audience) is able to understand things that are left unsaid because of its shared understandings and assumptions with the author about the text.


Wolfgang Iser, from whom Foley borrows the term “the implied reader,” discusses the issue of “indeterminacy” in a literary context. “The Reading Process” discusses how the imagination of the reader and the literary text interact to create the impact of the work. It is important to consider the context of the reception of a text. Iser outlines an approach to this, and develops what narratology has called reception aesthetics or reader-response theory. 

The phenomenological theory of art lays full stress on the idea that, in considering a literary work, one must take into account not only the actual text but also, and in equal measure, the actions involved in responding to the text. (Iser 1974)

 Foley sets up his system as a modified form of reader-response theory However, aspects of Iser’s idea of the incompleteness of the text are not addressed in Foley’s paradigm. Nevertheless, there is a place for these theoretical aspects in analysis of Beowulf. Niles emphasizes how in descriptions of Grendel, who has become a focal point for study of the monstrous, there is more left unsaid than said. 

When we try to visualize his appearance, each reader is likely to call up a slightly different image… Grendel never emerges into the bright light of day. The poet leaves his listeners free to fill out the details of the monster’s appearance from the resources of their own imagination. (Niles 1983: 8)

Much of the same is said about Grendel’s mother. This is the same indeterminacy that Iser describes as granting stories their dynamism, supporting the idea that “no one reading can ever exhaust the full potential [of any given text], for each individual reader will fill in the gaps his own way.” There is still room for this literary critic’s framework of understanding of how the interactions of oral text and audience work. 

Returning then to the issue of Heaney’s translation, “So.” one of the benefits of literate communication is that we have a space in which to append explicit items to provide grounding, or, in other words a sense of  “immanence.” In Heaney’s introduction to the poem, he refers to members of his father’s family, people whom he had once described as “big voiced Scullions,” as giving him a key to the tone he in which wished to express Beowulf. “They had a kind of Native American solemnity of utterance, as if they were announcing verdicts rather than making small talk.”
He references the conundrum of hwaet and explains his choice:

Conventional renderings… tend towards the archaic literary,  with “lo” and “hark” and “behold” and “attend” and—more colloquially—“listen” being some of the solutions offered previously. But in Hiberno-English Scullionspeak, the particle “so” came naturally to the rescue, because in that idiom, “so” operates as an expression which obliterates all previous discourse and narrative, and at the same time functions as an exclamation calling for immediate attention. So, “so” it was:

        So. The Spear-Danes …

Heaney uses his privilege as a literate poet to provide an introduction that allows us to understand that he is substituting here one set of immanent referential paradigms for another. It would seem that he is making an attempt to translate both the function, and the larger context, even in this one word. He does this by prioritizing the sense of orality he is familiar with, rather than interjecting what he describes as a literary archaism. Further, note his meta referential play as he, just having made his point, “obliterates” it from discussion such that he can move on to providing the relevant textual example. “So. The Spear-Danes…”

I feel it necessary to clarify on this point that instances of use of what Foley calls traditional referentiality are not, in and of themselves, the kind of “addressing of the context” which I qualify as part of the meta aesthetic. The referential schemas that were used in the construction of Beowulf, while perhaps more specifically informative and charged, are part of the oral poetic tradition similar to the way in which a piece of writing is tacitly integrated into its respective literary tradition. That is to say, one assumes that a book/article/other literary work is being read in a context, and the text qualifies itself as part of that context through diction and stylistic choices. This is tied to notions of genre, which are tangential at this juncture. The important point at the moment is that this kind of traditional referentiality is not interchangeable with meta, though incorporating traditional referentiality into paradigms that involve narratological notions of distance requires treatment. The implicit understanding that any given text will be evaluated in its context becomes problematic when the text itself starts to define, either via implication or directly, its context; when the meta aesthetic is engaged. 

Part of the reason this makes things more complex is the narratological paradigm, not restricted to any one critic’s theory, of observing the work of different agents in the experience of a literary work, and the distances between these agents. Wayne Booth’s 1961 The Rhetoric of Fiction discusses the “implied author,” the counterpart to Iser’s implied reader, as the entity comprising the totality of the author’s choices and values. This figure need not be identical with or vastly distant from either the narrator (the direct agent of presentation) or the “real” author of the work. Notions of authorship are complex and tenuous in oral-derived work, and it rapidly becomes futile to attempt to construct a single real author.
  

Thus, there is a de facto collapse of distances on the authorial side of an oral-derived “text.” We do not concern ourselves, for example, with the distance between Beowulf’s narrator and the poetic tradition that “authored” the work, and further, the work implies an audience that is also part of the poetic tradition.   According to Booth, the disappearance of intellectual, moral, and aesthetic distances between implied author and reader is an ideal situation for enjoyment of the work.
 Enjoyment of the work is not my concern here, but this distance elimination, as I earlier described, is also a requirement for the successful engagement of the meta aesthetic. The intellectual distance between the audience and the narrator is collapsed, and this is an enabling factor. Invoking the meta aesthetic can create the impression of a closure of spatio-temporal distances between the audience and the narrated events and characters, as we shall see.

Chapter 2: Instances of Meta

Lines 866 – 874: A Simple Mise en abyme
An informed understanding of the poetic tradition now enables understanding of a relatively simple and direct example of mise en abyme and the meta aesthetic in Beowulf. Beowulf has slain the vicious monster Grendel, and on the journey home, where members of the war band find their horses racing, a singer begins to catalogue Beowulf’s doings. 

	                              Hwïlum cyninges þegn,

guma gilphlæden,         gidda gemyndig,

së ðe eal-fela          eald-gesegena

worn gemunde,        word öþer fand
söðe gebunden;        secg eft ongan

sïð Bëowulfes         snyttrum styrian
ond on spëd wrecan         spel geräde,

wordum wrixlan.         Wël-hwylc gecwæð

þæt hë fram Sigemundes         secgan hÿrde

ellendædum,
	                                    Meanwhile, a thane

of the king’s household, a carrier of tales,

a traditional singer deeply schooled

in the lore of the past, linked a new theme

to a strict metre. The man started

to recite with skill, rehearsing Beowulf’s

triumphs and feats in well fashioned lines,

entwining his words. He told what he’d heard

repeated in songs about Sigemunde’s exploits, all of those many feats and marvels…(SH)*



We have, inside the text, which is a tale of the great deeds of Beowulf, a reference to a singer performing a tale in much the way the narrator is performing the tale we are currently hearing. The inner singer then tells a tale of the Germanic hero Sigmund, who is called on in the Volsungasaga, and the prowess of the Danish King Heremod. He appends “such was Beowulf/ in the affection of his friends and of everyone alive/ but evil entered into Heremod.” When a text makes use of a mise en abyme, such as Andre Gide’s The Counterfeiters, wherein the protagonist describes that he will write a novel called, “The Counterfeiters,” we must wonder, “are we in Gide’s The Counterfeiters or the Narrator’s?” And so it is at times in Beowulf.  Are we in the Beowulf of our scop in our hall, or the Beowulf of the scop with Hrothgar’s men? One can conceive that a scop, performing this piece might puff out his chest a bit as he described the “guma gilphlæden” (lit. “man filled with high words”), identifying himself with this highly praised figure. 

This can complicate the question of “who is speaking?” a sometimes difficult matter, even in non-strictly-meta concerns. The poetic diction that the poet employs is common to all the characters; when characters are speaking, they are not differentiated by stylistic factors. This feature  is not limited to the characters who are also storytellers. For example, there is a trend of introducing generalized gnomic maxims in the poem, particularly after a passage which illustrates the lesson of the maxim.
 Another feature of diction common to the poet’s voice and that of his characters is the tendency towards longwinded digression into other related stories only tangentially related to the matter at hand.

This tale of praise we call Beowulf is not exactly the tale of praise that Hrothgar’s thane recited on horseback, but perhaps there is a notional equivalence. Beowulf’s greatness was such that even then, in the time of all these great warriors, poets sang of him, bringing his name close to yet older warriors. The impression that the audience of Beowulf gets is that, even in his time, there were audiences gathered to hear stories of Beowulf’s greatness, as they are now. There is some identification of the narrating scop with the scop in the primary fabula; there is a reflection here of the production of the text an audience member is receiving, or at least an important antecedent of said text. The identification is not driven particularly by “double-scene,” but by the functional equivalence of the tales told, the audience might place the narrator they are watching both in and outside of the tale. 

Lines 2444 – 2463: The Nestings of The Old Man’s Lament

Another example of mise en abyme, which Joseph Harris calls “the single most meaningful mise en abyme in Beowulf,” is Beowulf’s speech containing the Old Man’s Lament.
 Beowulf’s land has been ravaged by the dragon, and he is leading his troop to the dragon’s lair. As he senses his own death, he speaks of his youth as a foster child of Hrethel, telling the sad story of Herebeald’s accidental death at the hand of his brother Haethcyn. Beowulf then digresses into an illustrative anecdote, the Old Man’s Lament, beginning again with a transitional “Swa.”

	Swa bið geomorlic         gomelum ceorle 

to gebidanne,         þæt his byre ride 
giong on galgan,         þonne he gyd wrece, 
sarigne sang,         þonne his sunu hangað 
hrefne to hroðre,         ond he him helpe ne mæg, 
eald ond infrod,         ænige gefremman. 

Symble bið gemyndgad         morna gehwylce 
eaforan ellorsið;         oðres ne gymeð 
to gebidanne         burgum in innan 
yrfeweardas,         þonne se an hafað 
þurh deaðes nyd         dæda gefondad. 

Gesyhð sorhcearig         on his suna bure 
winsele westne,         windge reste 
reote berofene.         Ridend swefað, 
hæleð in hoðman;         nis þær hearpan sweg, 
gomen in geardum,         swylce ðær iu wæron. 

Gewiteð þonne on sealman,         
	So is it sad for an old man

to endure to experience that his son ride

young on the gallows, then utter a poem,

a sad song,  when his son hangs, 

a joy to the raven, and he,

aged and experienced,  cannot do any help.

Always it is remembered, each morning,

his son’s journey elsewhere.  He cares not

to live to see other heirs in his strongholds

now that the first’s deeds,

through death’s compulsion, have come to the last.
He looks, taken with sorrow, on his son’s dwelling—

a deserted wine-hall, wind-shorn resting places

bereft of joy: Horsemen sleep.

heroes in graves; absent are the sound of the harp 

and amusements in those courts, such as once was there.

Then he goes to his bed…. (DK*)


After the substory closes, there is a return with another Swa, “Such was the feeling of loss endured by the lord of the Geats.” And the story of Hrethel’s grief continues. Note the similarity of this construction with the one that closed the substory in our previous passage, “Such was Beowulf…” Beowulf has done as the narrator does; he has embedded one story within another using similar techniques to powerfully bring the stories of the past into his present context, our diegesis. He uses the present tense to describe the grief. “Swa bið geomorlic…” which I translate as “so is it sad…” (i.e. “in this manner is it sad…”), and Chickering gives, “So it is bitter…”  Heaney renders “It was like the misery…” While Heaney makes explicit the analogy between the internal fabula and the external one, he does not preserve the gnomic, universalized feel of the Lament’s introduction as Chickering and I do. The lament serves as a reflection of the narrative Beowulf is telling, a death of a prince, for which there can be no redress. Harris identifies another layer of the mise en abyme, in the italicized segment of the Lament. He interprets this as the Old Man’s considering and rejecting a maxim indicating that there is potential redress for the loss of a son. Harris posits that this maxim, while it is not a narrative, possesses a “transformational equivalence” with a narrative; such that one might “reconstitute” a narrative from the structure of ideas it presents.

I will break with Harris here and, while I do not doubt the existence of this maxim, or his rigor in determining that the Old Man knows that “some men would wait [for another son],” I think that the “transformational equivalence” he posits is not inherent in the maxim. Rather, the maxim’s presence in this context and the consequential up meta interactions with its surrounding narrative allow its “reconstitution” to occur. Consider the primary layer of Beowulf, the secondary layer of Beowulf’s story of King Hrethel, the tertiary layer of the Old Man’s Lament, and the quaternary layer of this maxim narrative-equivalent. The tertiary and quaternary layers are interrelated, and there is a two-way interaction, beyond “reflection” going on here. The age and power of the maxim gives added weight to the tertiary fabula, but the quaternary maxim may be reconstituted into a relevant fabula and exist as mise en abyme through the presence of the surrounding narrative cues. The positioning of the allusion to the maxim allows it to reach beyond its presence as a kernel of wisdom, and attain narrative character through this up meta.

In both of these cases, however, there are relatively distinct boundaries, indicating where the sub-fabulae begin and end. In the first, the primary scene is one of riders on horseback, and when horses are mentioned again, the demarcation is relatively clear. Audiences remain clear on “where they are,” and can note the parallels and the power of the image of a man whose strength is so great that singers have sung of him since his own time. The internal scop’s song reaches briefly out to its context, the primary diegesis of Beowulf, with the line “such was Beowulf...” It is clear that the internal scop has been speaking of a past event to illuminate his current reality, which may echo the performance of Beowulf in a festive context, celebrating great deeds of the present. This is simple mise en abyme, a basic reflection or “down meta” and the address to the context of reception is through implication, rather than more explicit address. In the second example, while we see more complex interrelationship between the variously nested levels, the relatively straightforward schema of “down” containment still works and boundaries can be drawn. Where the meta goes up, it doesn’t reach beyond the text into the reception context in the way with which I am particularly fascinated. The meta aesthetic as I am particularly concerned with it transcends simple reflection, and more profoundly alters the way audiences interact with the work.
Lines 86 – 101: More Complex Levels of Narrative and “Higher” Up Meta.
	Ða se ellengæst         earfoðlice 
þrage geþolode,         se þe in þystrum bad, 
þæt he dogora gehwam         dream gehyrde 
hludne in healle;         þær wæs hearpan sweg, 

swutol sang scopes.         Sægde se þe cuþe 
frumsceaft fira         feorran reccan, 
cwæð þæt se ælmihtiga         eorðan worhte, 
wlitebeorhtne wang,         swa wæter bebugeð, 
gesette sigehreþig         sunnan ond monan 

leoman to leohte         landbuendum 
ond gefrætwade         foldan sceatas 
leomum ond leafum,         lif eac gesceop 
cynna gehwylcum         þara ðe cwice hwyrfaþ. 
Swa ða drihtguman         dreamum lifdon 

eadiglice,         oððæt an ongan 
fyrene fremman         feond on helle. 
Wæs se grimma gæst         Grendel haten…
	Then a powerful demon, a prowler through the dark, nursed a hard grievance. It harrowed him

to hear the din of the loud banquet

every day in the hall, the harp being struck

and the clear song of a skilled poet 

telling with mastery of man’s beginnings,

how the almighty had made the earth,

a gleaming plain girdled with waters; 

in his splendour he set the sun and moon

to be earth’s lamplight, lanterns for men

and filled the broad lap of the world

with branches and leaves; and quickened life

 in every other thing that moved. 
So times were happy for the drihtguman 
until finally one, a fiend out of hell, 

began to work his evil in the world. 

Grendel was the name of this grim demon… (SH*)



I have left the bolded word in the original OE for the moment, because I do not yet want to bias the interpretation of this passage, and am not fully satisfied with Heaney’s or anyone else’s translation’s preservation of the nuances of the original. 

This passage sets up several levels of narrative. It is a continuation of the primary story, which has just described the building of Heorot, the great hall of Hrothgar the Dane. The narrator then describes a scene in that hall of a scop performing. The Genesis narrative that the internal scop performs is the innermost level. Examining the close similarities of this to the Vulgate Genesis, and considering Niles’ modified embrace of Parry-Lord oral theory, we can understand both what the internal scop is performing and what the narrator presents to us as notionally being Genesis, rendered through “open-ended mental paradigms.”
 I have rendered the primary fabula in normal type, the secondary fabula in italics, and have underlined material which functions in a distinctive manner that transcends this binary classification.

If we take into account the oral derived nature of the poem, and consider the context of an oral performance by a scop of this passage, Lars Lonnroth’s double-scene applies here, where we have an identification between the performance context and the narrated scene of performance in the text. One would not at first glance consider this to be mise en abyme. The secondary fabula of the Genesis excerpt does not appear to be a recapitulation of the primary fabula of the hall scene, no reflection en abyme containment is taking place. The underlined segment, beginning with line 99 “So times were happy…,” particularly the marker of the initial Swa, could be interpreted as a return to the primary fabula, a closure of an interlaced item. This reading, while it makes some structural sense, is not the only one, and it hinges on the interpretation of the word “drihtguman” for support. Assume for a moment that this line does remark a resumption of the primary fabula and an end to the digression. The people who dreamum lifdon (lit. “lived in joys”) would then be the people in the narrated hall, Heorot. This is the view taken by Howell Chickering, in his translation, “Thus the brave warriors lived in hall-joys.” This is the reading of drihtguman as a compounding of driht “troop” and guma “man” declined to the nominative plural. This would also appear to be Gummere’s understanding, based on his rendering of line 99, “So lived the clansmen in cheer and revel.” Drihtguman “troop-man” can be effectively glossed as denoting “retainers.”
One might wonder, then, what is the signification of Heaney’s choice of the much less precise rendering “So times were happy for the people there.” Heaney’s translation leaves room for interpretation, and there is ambiguity as to which story is impacted by this line. In the earlier discussed paradigm where 98 returns the narration to the primary fabula, “people there” refers to the warriors in Heorot. However, an equally valid reading of the translation is that “people there” refers to the people in the paradise of earth who “lived in joys,” before the fall, machinated by Satan, a “fiend out of hell.” It is my contention that this ambiguity is not something created by Heaney’s translation, but something extant and carefully engineered in the original. 

Part of this ambiguity is in the lexical tie of driht, “troop” to drihten, or dryhten, “lord,” which plays a part in many compounds for God, including weroda dryhten, “lord of the troop” which, in twenty-three instances across fourteen poems, clearly references God. However, the immanence of the phrase does more than to signify “God,” by the “lord” noun. Rather, this phrase has added meaning due to the system of X dryhten formulas, all of which metonymically indicate the lord and comitatus relationship.
  The motif of the comitatus, the war-band of loyal retainers, is one of the most pervasive motifs in the Anglo-Saxon poetic tradition. Foley goes over the other Beowulfian uses of his X dryhten formula in detail in Immanent Art, and describes the web of referentiality that surrounds this literary concept. Many poems in the Anglo-Saxon corpus, including The Wanderer, address the complex relationship of lord and retainer, detailing the lord’s position as friend and commander. The lack of a lord was devastating beyond belief, and the inability to serve one’s lord often considered by the retainer a fate worse than death. 

If we read drihtguman as “retainers,” which implies the presence of a dryhten, we cannot ignore the other side of the referentiality that gives expressions such as ece dryhten or weroda dryhten their immanence. Those first humans, so directly in touch with the ultimate dryhten, could be understood in the poetic context as his retainers. Thus, lines 98-100 can be read as part of the secondary fabula as well as the primary fabula, the feond on helle becoming both Satan and Grendel. Heaney’s translation preserves through grammatical ambiguity a feature of the work that was present in the oral context through traditional referentiality. A translation that preserves both the denotation and an element of wordplay to support the ambiguity of the original is Benjamin Slade’s “So the lord's men lived in joys.”

What happens here in this moment of ambiguity and overlay is that one sentence is able to act on two internal narrative levels. In the context of hall performance, I believe it acted on the meta-level as well. As the double-scene effect is already in place, there is resonance between primary fabula and reception context. The resonance effect is intensified by the presence of a line that defies strict classification in the primary, secondary, or tertiary fabula. The drihtguman listening to Beowulf view themselves as simultaneously part of the story and outside it.

Chapter 3: Parallels of Meta and Orality


The formal analysis of the previous passage calls to mind the commentary on this passage by Albert Lord in “Beowulf and Oral Epic Tradition.” He describes three traditional intermixed “areas” of Beowulf:  First, he outlines the six-point generic mythic “monster-slayer” narrative, which he distills from various Indo-European sources. Second, he describes the integration of Judeo-Christian multiforms of an ordering/order restoration motif into the tale. Thirdly, he comments on the allusions to Germanic history and legends as speaking to the poet’s presence in a rich tradition, steeped in lore. 

Oral tradition frequently duplicates meaningful elements as a subconscious means of making the magic of the tale more powerful, and the adding of an ancient story of power to a more “modern” one, if I have the chronology correct, is a way of reinforcing the strength of the basic narrative. As God established order in the universe, so Beowulf reestablished order when it had been upset by the chaos introduced, or reintroduced, by Grendel. This is a good example of oral traditional literary thinking and compositional technique. The biblical elements were properly assimilated into the oral traditional monster-slaying myth near the beginning of the story to set its tone and significance, which will permeate the whole poem.

Lord comments here on the power of allusion to other older stories to increase the power of the primary fabula’s content, messages, and “magic.”  In fact, a similar increase in power takes place when the internal scop describes the exploits of Sigemund and appends the name of Beowulf. The insertion of religious material, however, has an even greater impact. Beyond the trivial claim that religion is important in the Anglo Saxon culture of which the poetic tradition is a part, we can examine the narratological impact through the specific ways religion, narrative and reality intersect dealing with the meta aesthetic. 

This nesting of stories takes us back to mise en abyme, and it is now useful to explore Lucien Dällenbach’s tripartite definition of mise en abyme. I quote Justin Weir’s articulate paraphrase: “Mises en abyme… reflect the “utterance” of the narrative, the “enunciation” of the narrative, or the “whole code” of the narrative, terms [Dällenbach] borrows from Jacobson’s communicative model of language.”
 Utterance is the text itself, enunciation refers to the text’s production, and “whole code” refers to the text, its production, and its reception. I feel that such a multifaceted definition might overburden the term if it is applied too broadly, and I have tried to circumscribe my definition of the objects of “reflection,” in applying the term mise en abyme. I have used the more open-ended conceptual construction “meta aesthetic” to deal with the ways in which the text addresses more of the “enunciation” and “whole code” issues, particularly the reception context. 

I have described the meta aesthetic as something that can be “invoked,” that the text has the power to “define” its context, and to “profoundly alter” the way in which audiences relate to it. While it seems that Dällenbach’s tripartite definition, particularly as it pertains to reflection of the “whole code” might provide a framework that obviates the need for an “aesthetic” to describe what’s going on, I feel that the word “reflection” implies a passivity that does not do justice to the process I have illuminated. Perhaps the passivity of the term “reflection” is a choice made to excise the sometimes problematic issue of agency, and minimize questions like “Who’s doing this? The Implied Author? The Narrator?” which can be further problematized by study of oral texts and the complications they bring to authorship issues. My choice to use more active ways of describing the process is not designed to ascribe agency to a specific agent in a narratological paradigm, and I have already alluded to the difficulty of such a task, briefly describing the collapse of intratextual narratological distance on the authorial side of an oral-derived text. But, inasmuch as raising the question demands an answer, I will now clarify that my references to “the text” “profoundly altering the impact” ascribe agency of this change to an admittedly amorphous amalgam of author/narrator and implied author, all of whom are influenced by a tradition. 

And what of these traditional influences with regard to the meta aesthetic? Let us return to basic conceptions of infinite regression and context. Considering the question I posed earlier about reality in a jesting but nonetheless provocative manner, “Is not this context a mere fabula in someone else’s tale?” From a religious point of view, we can arrive at something of an answer in the affirmative. In the theoretical framework of the infinite regression, the only thing that could be the ultimate reality, or the “ultimate context,” outside of the infinite layers, is a divine power, something that transcends the understanding we have of the layering schema. Once we leave the realm of the finite, the calculable, the measurable, the truly articulatable, we run up into the wall of the divine. The point is that in the context of Beowulfian reception, the very real sense of God as the ultimate force, transcending time and space, must conceptually trump any potential sense of containment. I am not going to even come near tackling authorship issues here, but will assume that, at this point, I can feel confident in asserting that the creation story has elements of meta; it is a text reflecting the production of the world which produced the text, and its context. 

While it seems to me that my statements regarding God and the sense of “the ultimate,” are meaningful and broad enough to be defensible without reference to religio-philosophical scholarship, I find support for my suggestion in chapter 9 of Niles 1983. He interprets some of the addresses to the present tense in the form of gnomic maxims as functionally serving to tie the present to the past time of the narrative, while content-wise, they convey information about present cultural ideas and conceptions: 

“The essence of such gnomic statements is that they blunt the teeth of time by expressing what once was, is now, and ever shall be. God rules unmoved; all else moves, seasons and men, for good or for ill, in a perpetual cycle of change. In these essential features, the historical age in which the main action of the poem takes place is our own.”

Let us then suppose the thought of an ultimate context, that of the divine being, and therefore of his§ divine story. Consider “reality” then, an extension of the creation narrative. All storytellers engage in an act of creation in creating their world, and whenever their stories reflect something of the creation narrative, they are engaging in a form of mise en abyme. 

If we consider the belief in God, and the paradigm of reality as narrative, we can start already “down” one level. If reality is a narrative, then generation of further subnarratives can be discussed in terms of mise en abyme. If this is the case, then Lord, considering a tradition influenced by these religious factors, and Dällenbach, considering mise en abyme, were considering the same kind of phenomenon. This insight illuminates the parallels between the traditional “areas” of compositional influences that Lord describes and the concepts of mise en abyme as articulated by Dällenbach’s breakdown:

· Influence in Beowulf’s composition of the basic “monster-slayer narrative” is analogous to the reflection of utterance, the text itself. This can be qualified with the thought that, while we might not refer to any of the other manifestations of the monster-slayer narrative as the “same” story, we can posit a “notional” equivalence based on the concept of open-ended mental paradigms for traditional interpretation.

· Influence of the Judeo-Christian narratives, particularly the ordering/creation narrative, is analogous to reflection of the production of the text, in an ultimate sense.

· Allusions to the heroic stories of the historical/legendary Germanic past are analogous to whole code reflections. Beowulf itself is recalling stories from a legendary past, which are set perhaps earlier in the past, but are still part of the same tradition that produced Beowulf. It simultaneously adds to the tradition it draws on; it is part of the tradition. I have already discussed the importance of the poetic tradition to the reception context. 

What makes the analogy work is the change that happens when all the world becomes a story, and we become merely characters. I do not mean to suggest that consciousness of the meta aesthetic as such was part of the constructed notions of either the religious or storytelling sensibilities. However, it seems that Lord is willing to assume the concept of reality as extension of creation as something present in the minds of audience members. I would assert that their belief of this idea is a corollary of Lord’s assertion that the device of association with a Christian ordering multiform adds to the significance of Beowulf, that it strengthens the “magic;” Beowulf becomes more real.

A more elegant statement of the parallels in these theoretical frameworks might be found simply by examining Lord’s remarks on the function of oral traditional narrative:

Oral traditional epic is not merely entertainment, as it tends to become in the course of time and social change, but has a serious function in its society. It contains the ideas and values of the society, as well as a regard for the fundamental problems of both the community and the individual and how they may be met and accepted if they cannot be solved.

While Dällenbach used the term “reflect” for mise en abyme, rather than the term Lord uses for oral traditional epic, “contain,” I have freely used the term “contain” to express content/context relationship in terms of the meta aesthetic. The parallel in its entirety becomes clear when we replace “contain” with “reflect” and implement my earlier suggestion of starting one level down, and replacing “society” with, “primary fabula.” The similar manner and function described for these two concepts is striking, and suggests that crucial insight is possible in the field of oral literature with application of literary principles from this branch of narratology.

Conclusion

The clearest, most memorable and important

feature of art is how it arises, and the world’s

best works, in telling of the most diverse things,

are in fact narrations of their own birth. 
~Boris Pasternak

Weir used this quote of Pasternak’s Safe Conduct, to introduce his study of meta fiction and the author in Russian Literature. It serves to highlight the importance of the meta aesthetic, and implies its invocation in all the “world’s best works.” This reverence and understanding indeed strikes something primal, and perhaps this is why overindulgence in meta has become so widespread; simply the authorial desire to have a piece of something great works have in common. Weir is correct to note that “too much meta-information grinds art into sausage and we no longer wish to know how it is made.” Clearly there is a balance to be struck in the execution of a work that plays with the meta aesthetic. Consider the metaphor of infinite reflections through mirrors that face each other: if all a text does is set up these mirrors, we have an infinitely deep perspective of an empty room. Furthermore, balance is necessary because there is something unsettling about the way in which invoking this aesthetic changes the register of address. 

The change can be violently unsettling, like the description of a “wrecker of mead-benches” may seem to one sitting on a mead-bench, and disorienting, as both Weir and Dällenbach describe, using location metaphors (an inability to know “where” one is in a text). I believe that investigating this unsettling quality further, in the light of an aesthetic, a paradigm for interaction between text and audience, can yield fruitful results. We see that mise en abyme and meta are not merely in the realm of literature, and that these concepts are meaningful when considering oral forms. I warn you, it is here that my discussion takes off into the realm of the ineffable, in part because of the nature of the subject, and in part because this is where the writer of this thesis points out a grandiose direction for further fruitful research in his concentration.

In his 1993 Immanent Art, Foley asserted that we lacked an appropriate theory of verbal art, and proceeded to develop his concepts of traditional referentiality, expanding on the thoughts of Albert Lord, Carol Clover, and Wolfgang Iser. It is easy and for the most part effective to analogize his concepts of this kind of referentiality and its immanence to the idea of genre conventions, where a shared awareness between author and audience allows the audience facility and ease in navigating the diegesis of a text. It is too easy to let this analogy permeate and limit our understanding of the different “feeling” of primarily oral/oral-derived texts. While many comment on the notion that there is “something different” in oral culture Walter J. Ong makes some particularly pointed observations about the character of oral language as opposed to written language in Orality and Literacy. Part of what contributes to the different feel of language in a primarily oral culture is the “agonistic” trait of oral language, the deep sense of feeling, action and immediacy inherently associated with oral communication.
 In a literate context, one can see words as separate from a “speech act,” but in an oral context, words are so tied to the act of uttering the words that words notionally are actions. This agonistic trait collapses narratological distances in oral works; the words are things and actions in the present context, not just signifiers of things and actions. 

An adequate theory of verbal art ought to take into consideration the added gravitas and reality of words in the oral setting, and accept that it is only the rare literary form that overcomes the assumptions of difference and distance that permeate contemporary understanding of created works. It is only through specific effort that literary texts can engage their contexts in ways similar in fashion and degree to the way oral texts in a predominantly oral culture did and do, simply by existing. This does not contradict my earlier remarks about the non-interchangeability of traditional referentiality and meta. Traditional referentiality as I treated it earlier was a matter of signification within a context, whereas now I am considering less tangible items. It is my assertion that in a culture that thrives on literary writing and on other products of literary creation like film and literary drama, the closest we can come to a visceral understanding of the nature of oral literature is the study of the meta aesthetic, and of works that overtly engage it. 

Consider the Iserian phenomenological model of the reading process: that the total impact of the work will always exist in a virtual space between fixed text and the reader. In a manner of speaking, then, good craft in a creative discourse can be considered attention paid to the context of reception, going out far enough and drawing the reader in far enough to this virtual space.
 Texts that invoke meta, particularly “out meta,” circumvent this transition by taking the impact of the work to the meta level, to a “reality” that includes both text and reader. The reader or audience member that is successfully ushered into accepting the meta aesthetic experiences a closeness with the text, an identification that transcends mere intellectual understanding. Members of a literate culture investigating oral or oral-derived texts ought to experience and study literate works that invoke the meta aesthetic in order to experience the sense of direct address of context that was felt by members of the audience to an oral text. Ideally, students of folklore centered in or derived from oral traditions should be instructed to read a concise, but substantial scholarly work on the subject. The work in question should use as its sample text a familiar, well-studied piece, such that one could compare and contrast the conclusions that meta-centric study draws with conclusions of theorists discussing it from other angles. 

You now come to the final paragraph, expecting a resolution in the flowing formal prose you've been reading throughout this thesis, and your lips curl into a smile as you see that Dave is playing with you again. Wonder for a moment where he might choose to take you, now that he’s captured you in his text. You think that he has made his points well, and that his conclusion is only as grandiose as it should be. My gosh, look at the time! You should put this away soon, you may have another of these to read, or you’re just wanting to be done for the day. Then again, this may be a repeat reading, so you’ve planned for the time it takes. It makes a bit more sense each go around, doesn’t it? In any case, fare thee well, dear reader, I release you… until next time…


Afterword: Where now?

You are about to begin reading Italo Calvino’s new novel, If on a Winter’s Night a Traveler. Relax. Concentrate.  Dispel every other thought. Let the world around you fade. Best to close the door; the TV is always on in the next room. Tell the others right away, “No, I don’t want to watch TV!” Raise your voice–they  won’t hear you otherwise–“I’m Reading! I don’t want to be disturbed!” Maybe they haven’t heard you, with all that racket; speak louder, yell: “I’m beginning to read Italo Calvino’s new novel!” Or if you prefer, don’t say anything; just hope they’ll leave you alone. 

-Opening Paragraph of Italo Calvino’s If on a Winter’s Night a Traveler. 


Calvino’s novel, consistently making references to the thought processes of the reader, and his tendencies of perception, shows an incredible depth and sensitivity to his reception context. Making explicit references to the reader who is reading, and the reader who is being read, Calvino’s invoking of the meta aesthetic is both complex and transparent. We see distance being created and destroyed, and the reader experiences confusion and entertainment as suppositions become realities. 

*
*
*
*
*

The kind of sonnet form that Shakespeare wrote

—A poem of Love, or Time, in fourteen lines

Rhymed the way these are, clear, easy to quote—

Channels strong feelings into deep designs.

Three quatrains neatly fitting limb to joint,

Their lines cut with the sharpness of a prism,

Flash out in colors as they make their point

In what logicians call a syllogism—

(If A, and B, then C)—and so it goes,

Unless the final quatrain starts out “But”

Or “Nevertheless,” these groups of lines dispose

Themselves in reasoned sections, tightly shut.


The final couplet’s tight and terse and tends


To sum up neatly how the sonnet ends.

-A Sonnet on the Sonnet, by John Hollander from his Rhyme’s Reason


John Hollander’s poems collected here take the words of Pasternak that epigraph my conclusion very literally. The poem as a whole constitutes a mise en abyme, a reflection of itself and its production. It is a poem, and a manual for creation of poetry; it can generate itself.

*
*
*
*
*
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Fight Club


Tyler Durden, a central character of the film, stands in front of an electronics store that has just been devastated by the explosion of computer monitors and televisions that had been filled with gasoline. The camera slowly zooms in on him as he delivers a speech describing a central philosophy of the film, which rails against superficial sensibilities “You are not your job...you are not how much money you have in the bank...not the car you drive...not the contents of your wallet. You are not your fucking khakis.” As he utters this final line, what appear to be the sides of the film jump into view. It looks as if the projector has temporarily misfed the strip, and our view is jarred violently. This is, however, part of the film, a one hundred percent intentional digital effect, and we see the same effect on the DVD, from which this screenshot was taken. This effect reportedly sent projectionists and projection assistants jumping out of their seats incredulous to examine their equipment, so we hear from one of the DVD commentary tracks. From the cinematography, music and dialogue, we are fully aware that this is a moment of great impact in the film, and the impact being spread to the physical space of the projection magnifies the intensity. This also offers an excellent example of “up meta” as motion along the same axis as mise en abyme, but in the opposite direction. We observed, in the diegesis, the force of this philosophy drive people to destroy televisions and computer monitors, methods of conveying visual information. We see now this enacted on a larger level; these statements of philosophy again cause the destruction of visual information, so powerful that they cause their very method of conveyance to shudder and shake. I assert that were a shade more formal attention paid to the particulars of the concept, that the impact could have been improved for the DVD version. The filmic distortion effect could have been replaced with a more digital seeming one, like pixellation or another distortion that would be likely to occur if a DVD player was jarred during playback. 
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� Booth 1961: 152. Interestingly enough, Iser 1974 : 63 actually uses the term “unreliable narrator,” which is a misapplication of the term. Booth’s concept of reliability is separate from this particular facet of narration.


� Weir 2002 xx


� See the Afterword for a more detailed treatment of this powerful moment.


� Harris 2000 : 326- 327. He lists a concise definition from Gerald Prince, “A miniature replica of a text embedded within that text; a textual part reduplicating, reflecting, or mirroring (one or more than one aspect of) the textual whole.”


� I exclude here the unlikely, but conceivable variation wherein a filmmaker especially attending to formal concerns attempts to duplicate this effect by having Hamlet show Claudius a film rather than a play. 


� Ibid. : 327, Original Emphasis. 


* By which I mean any of reader, listener, audience member as is appropriate to the medium. 


� This definition of distance is informed by Prince 2003: 22


� Leyerle 1967


� SH= Heaney 2000 Translation


� Chapter 2 of Niles 1983. 


� Ibid. : 40


� Lord 1995 : 96  details the branching of the “Germanic sung narrative” oral tradition, and Chapter 9 of Niles 1983 describes temporal interrelations of Beowulf with other traditional forms. 


� Gummere 1910 and Chickering 1977


� These thoughts are taken from the Introduction and first chapter of  Foley 1991, particularly xii – xvi. 


� Heaney 2000 : xxxvi


� Ibid., the first 3 lines of the poem are reproduced here before Heaney continues.


� Current views on “Homer,” expressed in Lord 1960, adhere to the idea that “Homer” is a compilation of , works in a specific kind of oral tradition, similar to Cor Huso, who while not an actual singer of tales, is rather a symbol of the archetypal singer. I am not certain of the significance of the absence of a name to fill this niche for much of the Old English.


� Booth 1961: 137-138


* As I said before, the compositional necessities in Anglo-Saxon poetics privilege other factors over strict meter. A more literal rendition of  “së ðe… gemunde” might be “he who remembered very much of the old tradition found new words, faithfully (truthfully) bound.” (DK)  I’m going to hazard the guess that Heaney is using the concept of strict meter as a compact and understandable metonym for compliance to a heavily structured poetic tradition.


� “Behavior that’s admired is the path to power among people everywhere,” (24b) remarks the poet, prescribing behavior similar to that of Beow, son of Scyld. In a similar style, Beowulf remarks to Hrothgar, upon hearing of Aeschere’s death, “It is always better to avenge dear ones than to indulge in mourning.” (1384b) Wiglaf later remarks “A warrior will sooner die than live a life of shame,” (2890b) as he rebukes his comrades for fleeing the side of their lord.


� Examples of such digressions include the discussion of Queen Modthryth (1931b-1954), who is brought up primarily to emphasize the virtue of Hygd through contrast. The internal scop who praises Beowulf by speaking of Sigemund’s deeds digresses to discuss Heremod (900-912).Beowulf digresses about the Heatho-Bards as he recounts to Hygelac his account of the battle with Grendel. (2032-2068).


� Consult Harris 2000 for his excellent application of the theories of Dällenbach and Lonnroth to the Old Man’s Lament. I’ve adapted some of his points to my framework.


* This is my translation. My inspirations are by Harris’ translation of the passage, Heaney, Chickering,  and the Penguin Classics edition of Beowulf.


* My emphasis. Heaney doesn’t italicize this as he does other passages he considers an internal scop’s songs or other direct quotations.


� Niles 1983: 40 My use of the term “notional” is in the sense of “notional equivalence” or “notional similarity” discussed in Lord 1960, Niles 1983 and elsewhere. Yugoslav singers will report that they have sung the same song “word for word” in two different instances even if recordings show this not to be precisely the case. These songs, which told the same story using the same characters, locations and events, are, “notionally,” the same song.


� “God is unambiguously signaled by this phrase, but the metonymic overtones of protector and rewarder anthropomorphically molded on the comitatus relationship, still resound.” Foley 1991: 202


� Lord 1995: 109


� Weir 2002 xx


� Niles 1983 : 188. 


§ I am assuming the archaic Judeo-Christian mannerisms with regards to address of the divine. This is a matter of atmosphere, ease in cross-reference, convenience, and should not be taken to constitute a personal, or intellectual stance on the matter of God’s sex or gender.   


� Lord 1995: 106


� I draw on Chapter 3 of Ong 1982 for this term.


� “Good writing is precisely a matter of skillfully dictating what your audience should be thinking about when you want them to do so.” Todd : 2005
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