FOLKTALE AND THATTR:
THE CASE OF ROGNVALD AND RAUD

Joseph Harris

Among the several folkloristic studies
of the Old Norse-lcelandic saga literature,
none can be considered a grand synthesis,
and the more recent work in this vein tends

to be detailed and limited. However, the
years 1927-1929 produced two very different
major surveys; Einar Olafur Sveinsson's

introductory essay in his index of lcelandic
tale-type searches conservatively for Aarne's
tale-types among a wide range of sagas,
while the wunderlying theoretical basis of
Heinz Dehmer's study of the family sagas
derives from Hans Naumann's conception of
folklore as primitive Gemeinschaftskultur
and so has as much to do with beliefs as
with narrative ;:)atter*ns.1 Both books are
stifl very useful and Dehmer, at least, still
suggestive; but the single indispensible
tool in the field is Inger Boberg's Motif-
Index of Early Ilcelandic Literature.?2 These
works and others by, for example, Knut
Liestdl, Toralf Berntsen, and Alfred Bock,
vary according to the author's conception
of folklore and of their task.3 A contempo-
rary folkloristic approach could make use
of all these and other older studies in the
service of--what? a structural study, a
generic approach? The example of the O0Old
Norse short story or thattr (pluralthaettir)4
suggests that these methodologies, while
possible, would be premature and that a
simpler, more empirical and detailed analy-
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sis of the composition of individual tales
ought to have scholarly priority.

|. Folktale and thattr

The thaettir constitute, for the liter-
ary folklorist, a promising corner of the
saga literature, but generalizations about the
relationship of thattr to folktale have been
scarcely attempted. | have argued at some
length that the position of the short forms
in the overall economy of the saga litera-
ture affiliates them with folktale in a very
broad context of literary typology, but a
further generic comparison is certainly pos-
sible, perhaps one grounded in the Jollesian
generic framework.? But comparison is not
derivation, and T. M. Andersson's geneal-
ogy of the narrative structure of feud
(family) sagas also suggested to me an
analogous historical connection of Proppian
folktale structure with that of a type of
thattr in which the hero (usually an lce-
lander) moves out of and returns to the
good graces of a king or powerful noble
(usually Norwegian) .6 The similarities
between the six narrative units of these
"King and Icelander thaettir" and Propp's
thirty-one functions are, on the face of it,
slight; yet | pointed out that both patterns
contain only two obligatory elements and
that these elements stand in a similar
logical relationship to each other.?7 Just
recently Claude Bremond, in an important
article, has shown how, from an ethical
point of view, the Proppian functions are
equivalent to three pairs of functions which
bear an obvious transformational relation-
ship among themselves and reduce to Deteri-
oration and Impr*ovement.7 Bremond's "al-
most purely deductive" model 'should be
applicable, a priori, to every kind of
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morally edifying narrative which is gov-
erned by the optimistic requirement of a
happy ending" (p. 49). Indeed, his simplest
"initial model" (p. 49-53) is sufficient to
account for the core, the movement from
Alienation to Reconciliation, of most of the
thirty-odd "King and Icelander thaettir*,"9
and the fact that this "ethical" model deals
with rewards and punishments, good and
bad actions, tends to confirm our literary
intuitions about the ethical, even didactic,
nature of many of these thaettir.10 How-
ever, because it is so general, the applica-
bility of Bremond's folktale model is but
a weak argument for the history of this
particular thattr genre.

Such structural and generic specula-

tions will not be convincing without comple-
mentary content studies, down-to-earth
accounts of how international narrative

folklore is used in particular thaettir, and
recent scholarship provides some examples
of this type of detailed, ultimately literary-
critical approach. Dag Strombiack, John
Lindow, and | have all tried to demonstrate
concrete derivations of this kind and to
analyse the more or less artistic deployment
of motifs and whole tale-types in individual
thaettir.11 Earlier there was a lively
debate about the relationship of the widely-
admired Story of Audun to the tale best
known as Schrdtel und Wasserbdr, and
Lindow has provided a contemporary review
of this controversy, which is methodologi-
cally related to problems raised by the
three articles just cited and by the present
essay. It should be added that The Story
of Audun seems to me to contain a version
of another international motif (or tale),
K187 Strokes shared.12 Several further
thaettir have been mentioned in connection
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with particular international tales or
motifs. 13

This kind of literary-folkloristic anal-
ysis has its risks. W. H. Vogt argued (in
1931) that the story of Asbjorn Selsbani
derived parts of its fable from the frame-
story of the Seven Sages and from the
Masterbuilder legend in the specific Devil-
as-builder form.14 The stories are too
fengthy to be summarized here, but Vogt's
case must be judged very weak. The thattr
certainly shows stylization; but the image
of Norwegian royalty does not suggest the
oriental setting of the romance as Vogt
claimed (p. 46), and obvious disagreements
and the extreme difficulty of the chronology
led even ¥ogt ito (comcede: '"Die Annahme der
Entlehning miisste (berall mit Vorformen
rechnen" (p. 48). There seems to be even
less similarity with the Masterbuilder tale,
which, however, was certainly known in
medieval Scandinavia; for all the essential
elements of that tale are missing, and only
the commonplace idea of a false signal re-
mains.15 Vogt also failed to notice that
the motifs he regarded as borrowed from
the oral tale were aliso found in The Story

of Gisl Illlugason and that the explanation
is, therefore, more complicated than he
allows; | would assume that these two works
are related through literary borrowing of
events that would have been plausible in
the everyday realism of the saga litera-

ture.16  Coincidence and not dependence on
international narrative materials accounts
for all the simple agreements Vogt pointed
out here.

With this cautionary example of an
unsuccessful quest for the folktale roots of
a particular thattr in mind, | turn to a
story for which a better case can be made,
The Story of Rognvald and Raud, and first
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to its generic relations within the saga
literature.

I1. Conversion thaettir

One group of short stories comprise as
their central narrative moment a conflict
or opposition of Christianity and paganism.
in The Story of Rognvald and Raud (= R&R),
The Story of Eindridi lilbreid (= Eindridi),
and The Story of the Volsi (= Volsi) the
main action gets under way when the Chris-
tian king sets out to eradicate another
trace of heathenism and baptise the pro-
tagonists of the story, and all three stories
climax in the confrontation and baptism.17
Volsi and R&R are very circumstantial in
giving details of the pagan cults, and R&R
also of the |life histories of the heathen
protagonists, The hero of Eindridi is not
a practicing heathen but one of the noble
atheists that the Ilcelandic Christian writers
presented as having no faith in idols but
believing in their own "might and main."
This story, however, resembles R&R in
having the conversion depend on a direct
test of the strength or skill of the king
himself.

In The Story of Svein and Finn (=
Svein) the hero Finn is a strange, brash,
and unpredictable youth whom many thought
a fool.18 He refused to honor the gods as
his father and brother did and only entered
the temple to abuse the statues. He Ileft
home after making a vow, which he himself
did not fully understand at the time, to
seek service with the greatest king. In
Denmark he was converted--after some comic
business--and eventually returned to Norway
when he heard that Olaf Tryggvason had
Christianized the fand. In the meantime Olaf
had compromised with Finn's father Svein
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and promised to allow the old man to keep
his splendid temple if the pagan cult were
not practiced. Finn is outraged to learn
this and journeys home to destroy his fa-
ther's temple and vilify the image of Thor.
Finn became one of Olaf's most constant and
zealous retainers and died in the Kking's
presence.

This story, like the others in the
group, centers on the conversion; and, as
in Volsi and R&R, there is a certain glee
in the scornful treatment of paganism. How-
ever, Svein largely lacks the element of
direct conflict between Christianity and
heathenism, even though the tale is con-
structed on the contrast between the two.
Svein further resembles R&R in that both
combine conversions with a story of family
quarrels, the resolution of which coincides
with the conversions.

The heroes of all these thaettir are
Norwegian and the setting, Norway, but
The Story of Helgi and UIf takes place in
the Orkneys and lreland.19 The first part
of the story tells of the conflict between
Helgi and UIf and how Helgi abducted
Helga, UIf's daughter, and lived in obscu-
rity as a small farmer until UIf died and
Helgi took over his lands. In the second
part of the story Bard, son of Helgi and
Helga, announces that he is unlike his
(pagan) father in temperament and wishes
to journey to those lands where the '"god
of the skies" is worshipped. Young Bard
goes to Ireland, and after being thrice
tested by '"Peter the Apostle'" disguised as
a pilgrim, he is granted special grace and
a vision. Later he becomes the bishop of
Ireland and invites his mother and father
to visit him. Helgi, thus, has some of the
same elements as the other conversion tales;
the contrast of pagan and Christian is co-
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ordinated with a conflict of generations and
conversion with a reunion, as in R&R,
Svein, and to some extent Volsi, and the
hero Bard leaves home to pursue his reli-
gious instincts in a foreign fand, just as
Finn did. However, little emphasis is given
to the actual conversion in Helgi, and con-
flict and contrast are expressed only in
muted form.

Four thaettir that are closely related
to these conversion stories have as their
literary common denominator a Norwegian
king's contact with the heroic or pagan
past. In The Story of Norna-Gest (= Norna-
Gest) and The Story of Toki (= Toki) a
strange old man (Gest, Toki), who has lived
an exceptionally long life and remembers
heroic figures from the past, comes to visit
the king (Otaf Tryggvason, Otaf Haralds-
son).20  He tells about the famous heroic
figures he has known; at the end of his
narration the old man is baptised and dies
soon after. The Story of Sorli (= Sorli) is
somewhat similar but lacks the framework
provided by the old saga-teller.21 The
story opens with a mythological prologue
that explains the illogicalities of the tale
that follows as effects of the spells laid by
Freyja; next there follows a series of vik-
ing adventures in the families of a certain
Sorli and of Hogni; the purpose of the ad-
ventures seems to be to explain a verse.
The story puts itself on a ‘firmer foundation
in the next section as a rivalry develops
between King Hogni and Hedin, and the
tale continues as the familiar eternal battle
of the Hild story, the abduction of Hild,
daughter of Hogni and the ensuing chase

and “fight. One hundred and forty-three
vears later Olaf Tryggvason, the new king
of Norway, landed at the island where the

perpetual battle of Hedin and Hogni was
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taking place, and one of the king's cham-
pions, lvar ljomi (Beam-of-light), ended
the conflict by giving the warriors the per-
manent death that only a Christian could
effect. Hedin, however, did not die before
explaining the curse and the tale.

All three of these thaettir can be seen
as merely an excuse to tell about the an-
cient heroes, though Toki's tale is obvious-
ly not a traditional story but a situation
invented to contrast the great Danish king
of the heroic age with his Norwegian coun-
terpart, to the advantage of the Norwe-
gians. However, all three stories can also
be regarded as a symbolic burying of the
heathen past by the Christian king, and
that seems to be their larger meaning.

The fourth tale of this type is The
Story of Albanus and Sunnifa (= Albanus)
which tells how a band of Irish Christians
under the royal brother and sister Albanus
and Sunnifa set themselves adrift from the
coast of Ireland and arrived at an island
off the Norwegian coast where they at first
lived as hermits.22 Later they were at-
tacked by the pagan ruler Earl Hakon, and
in answer to their prayers God caused them
to be buried in a landslide that hid their
remains until, in the Christian reign of
Olaf Tryggvason, their bodies were discov-
ered, exhumed, and worshipped. This story,
of course, differs considerably from the
other three but is nevertheless constructed
around the contact of the Christian period
with events from the pagan past.

The structural idea of all nine of
these tales may be derived from Christian
history since it seems to be the idea of a
divine intervention that converts an 0ld
Dispensation to a New. The paradigm resem-
bles a supernaturally sanctioned rite of
passage: |) an original (old, damned, pa-
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gan) state of affairs; 2) intervention by
a Christian agent; and 3) a new (redeemed,
Christian) state. Volsi and R&R emphasize
the original state 1), while Eindridi ex-
pands the intervention 2). In Svein this
paradigm is complicated by the prefixing
of the youthful adventures of our Christian
agent Finn; but that part of the story is
itself modeled on the same paradigm, thus:
Part One: 1) Svein and Finn at home,
Svein's paganism; 2) Finn in conflict with
pagan gods, leaves home, and is converted;
3) Finn a Christian; Part Two: 1) Svein's
paganism continued; 2) Olaf converts Svein
but compromises on the image of Thor,
Finn's intervention; 3) Finn a faithful pal-
adin of Olaf and Christianity until his
death. Helgi executes a related variation
on our paradigm: 1) Helgi, Helga, and Bard
at home; 2) Bard feels out of place, jour-
neys abroad, is tested and converted; 3}
tater as Christian bishop of lreland he re-
wards his parents with gifts. However, here
the original state is fully developed as a
feud story involving a bride-theft, an in-
cluded narrative pattern with independent
existence elsewhere; and the narrator loses
interest in Helgi and Helga so that their

conversion and new life is left obscure.
Thus a potential doubled conversion narra-
tive like that of Svein hovers incomplete

behind the extant text.

In Norna-Gest, Toki, Sorii and Albanus
this intervention paradigm is developed in
a way that emphasizes not the personal
drama of conversion (as in Helgi and Svein)
or the ethical conflict of Christianity and
paganism (as in R&R and Volsi) but the
historical gulf between the 0ld and New
Dispensations. Norna-Gest and Toki begin
in "modern" times 3), rehearse the past in
the hero's monologue 1), and conclude with
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conversion 2); the Christian king's inter-
vention is not strongly emphasized. How- _
ever, in Sorli Christian intervention s
especially dramatically presented when lvar
ljomi ends the continual battle from pagan
times 2), terminating the rambling history
of calamities that was pagan times 1); the
thattr gives no attention to the new state
3). However, Albanus ends with laudatory
description of the new state 3). In this
story the original state shows Christianity
persecuted by Norwegian pagans 1), and
King Olaf intervenes in history in a liter-
ally archeological way 2); but the inter-
vention Jlacks the element of conversion.
Despite its Latin and ecclesiastical back-
ground and strong religious tone, Albanus
seems rather unlike typical Christian leg-
ends although of course containing a mar-
tyrdom. Nevertheless, 1 think it is likely
that Christian legend, and particularly the
non-martyrological type (St. Martin), was
one carrier of the obviously Christian inter-
vention paradigm to Scandinavia.

I1l. The Story of Rognvald and Raud

R&R is preserved embedded in the so-
called Greatest Saga of Olaf Tryggvason,
probably a fourteenth-century compilation
best known from the late fourteenth-century
Icelandic  manuscript Flateyjar'bék.23 The
short story is assumed to be a thirteenth
or fourteenth-century composition, originally
an independent tale, later adapted to its
context in the saga of the first of the
missionary Olaf's of Nor*way.24 The assumed
original independence of such tales is a
consensus view, yet lacks certainty and
must be argued separately for each tale;
for R&R the only real evidence is the epi-
sode's closed form.25 Three brief historical
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digressions borrowed directly from an iden-
tifiable source and interrupting this closed
form are probably interpolations of a
scribe-reviser who was adapting the tale
to the saga matrix.26

The story may be summarized as
follows:

Thorolf Cockeye, a powerful noble of southern Nor-
way, was responsible for the murder of one Lodin of
Aervik. Thorolf then took Lodin's widow as a concubine,
claimed Lodin's lands, and reduced Lodin's young son
Rognvald to servitude. Rognvald advanced in the ranks
of Thorolf's slaves until through good service he be-
came Thorolf's trusted overseer. Thorolf found a wife
for Rognvald and treated the couple's young son Gunnar
almost as a son. While Thorolf was away on a summer's
raiding expedition, Rognvald employed Wendish craftsmen
to construct a new feasting hall for his master; Rogn-
vald had firewood stacked against the new walls and
all the wood chips saved up. At the feast honoring
Thorolf's return, Rognvald and his Wendish henchmen
get all the guests drunk and burn them in the hall.
Rognvald, his wife, and sleeping child, together with
the Wends, left by ship, but baby Gunnar awoke to scold
Rognvald for killing his "foster-father™" Thorolf. A
shipwreck drowned all but the family, but Rognvald
survived to reestablish himself on his father's land.
One day he set the child Gunnar adrift in a small boat
and commented to his wife that the boy would never
reveal the killing. The boy was found on the shore
of a distant island in the north of the country by
a priest of Thor, and as the priest and his wife were
childless, they named the boy Raud ("Red") for the
color of his tunic and reared him as their son. Raud
succeeded as priest of Thor. Now {(about 995).: Rogn-
vald's wife Sigrid heard of the superior religion
Christianity being preached by 0laf Tryggvason, and
she left Rognvald to seek baptism from 0laf in England.
She told the future king all about Rognvald and some-
thing of Raud and other powerful men in Norway and
exacted a promise that Olaf would go to Norway and
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convert these two gently. Then she went out "into the
wide world." In the course of his conquest and con-
version of Norway O0laf went to Aervik; but when Rogn-
vald refused to accept the Faith, the king took hinm
prisoner. Later 0laf decided to stop at Raud's Island,
but Raud learned from the statue of Thor that Olaf
was approaching. Raud urged Thor to put up a resist-
ance, and the idol, which regularly walked and talked
with Raud, caused a storm that temporarily stopped
the missionary king. Finally, there is a confrontation,
and a tug-of-war between 0laf and Thor across a fire
ends when the idol burns to ashes. Raud still refused
to be converted and was taken prisoner. At last Olaf
brought the father and son together and revealed that
he had long known the facts of Thorolf's murder. As-
sured that he can be forgiven even this enormity by
God and 0laf, Rognvald agreed to accept the Faith;
Raud followed as they puzzled out their own relation-
ship of father and son.

In this plot, then, the original state
of affairs is conpounded of the story of
Rognvald and his revenge (1a) and the fact
of Raud's paganism (1b). Olaf intervenes
first with Rognvald (2a) and then with
Raud (2b), but the actual conversion is
postponed for no very logical reason until
the protagonists of the two parts are re-
united (2ab concluded). In the biographical
information given him by the wife Sigrid,
the king holds the key not only to their
conversion but also to their reunion as
father and son, and as in Greek romance
all the strands are meant to be knotted up
at once by the king's revelation. That a
few loose ends and irrationalities remain
is a qualification on the author's skill,
but his intentions are clear. The new state
(3ab) receives a bare mention at the end
of the text.

Analogous two-part thattr plots may
be recognized in The Story of Svadi and
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Arnor, The Story of Ogmund Dint and Gun-
nar Half, and The Story of Egil and Tofi, 27
as well as in two stories | have already
referred to, Svein and Helgi. As in these
last two thaettir, the two parts of R&R are
linked by paternity and a generation con-
flict. The historical figure underlying the
thattr's first protagonist is probably the
Rognvald of Aervik mentioned once in
Snorri's Heimskringla as an opponent of
Olaf Tryggvason.28 Thorolf Cockeyed came
from a well known family, and his son Er-
iing married Olaf's sister Astrid and became
one of Olaf's chief supporters in the south
of Norway. Our two main sources for Olaf
Tryggvason's short reign (995-1000) put the
marriage of Erling Skjalgsson to the king's
sister in 997 (Snorri) or 996 (0dd), and
the thattr says that Erling (like Raud) was
a child at the time of the burning. So the
burning may have been in the mid or late
970s. 29 The thattr's geography is plausible
and consistent, too, as long as it remains
in southern Norway, the scene of the first
half of the story.

Whether or not there is an historical
core to the story of the burning of Thorolf
Cockeyed, it seems likely that Raud or Gun-
nar is an invented character, probably
imitated from Raud the Strong (inn rammi).
Indeed, Finnur Jénsson stated flatly that
the thattr is an expansion of Snorri's pages
about Raud the Strong.30 This archpagan,
whose death at the hands of Olaf is told in
Heimskringla and in The Greatest Saga'of Olaf
Tryggvason, lived on an island or a group
of islands that seems to be named for a
heathen god.31 When Olaf tried to approach
the island, he encountered a magical storm
similar to the one Thor raised in the
thattr. At last Christian countermagic pre-
vailed, but unlike the pagan priest of Thor
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in our story, Raud the Strong was not con-
verted but horribly martyred. The author
of our thattr may have borrowed the name
and some of the character traits, the island
home, and the magic storm from this source.
In any case he linked the two parts of his
story by making Raud the son of Rognvald--
almost certainly an invented genealogy. 32
The writer of the thattr or some link
in his tradition also made use of the mate-
rials of international popular tales, most
obviously in the episode that connects the
iwo parts of the story. Stith Thompson's
Mot. S141 Exposure in a boat is very wide-
spread, but none of the AT tale types in
which it occurs seems to have more than
a few similarities to our thattr, and this
is true aliso of the other relevant Motif-
Index entries for exposures: S142, S143.1,
S301, and S331. Rognvald tied his son to
the thwarts of a dinghy, leaving his hands
free and a supply of food; the boat drifted
ashore on the island, and the boy was res-
cued. We can compare L111.2.1 Future hero
found in boat (basket, bushes); L111.2.2,
S351.2 Abandoned child reared by herdsman;
and S354 Exposed infant reared at strange
king's court. The abandoned child is often
identified by his rescuer as royal through
S334 Tokens of royalty (nobility) left with
exposed child. While there is no clear ana-
logue of this motif in R&R, the idea may
be submerged, for the priest who discovered
the boat '"thought it strangely fitted out,"
and the boy's red tunic is a mark of high
status. A rich garment and ring are left
with the c¢hild in Marie de France's lay
Le Fresne, and the Middle English Sir
Degaré adds a pair of fairy gloves.33 Such
gifts tend to function also as recognition
tokens later in the stories; but although
R&R does conclude with a recognition scene,
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neither the red tunic nor the dinghy play
any part.

Raud, like the foundlings in the two
Breton lays just mentioned, is named by
his rescuer for some aspect of his condition,
for the heroine of Le Fresne is named for
the ash tree in which she was hidden, and
Degaré's name, according to the English
poem, means ''something that was almost
lost." Stith Thompson does not seem to have
regarded the adventitious naming as a sep-
arate motif, but Hibbard and Rickert point-
ed it out as a '"mark of popular origin"
and gave further e><amp|es.34 Our text also
employs L124 Dumb hero: "This boy seemed
to them beautiful and worth keeping, and
they were childless., They tried to learn
whether he could speak at all. They could
not get a word out of him." But here the
motif has no application to the progress
of the plot and is quickly forgotten.

This complex of motifs, then, is quite
clear in our story and certainly borrowed
from international tales. Yet no single AT
tale type seems related, and one has the
impression of an author employing the pop-
ular motif complex built around the concept
of exposure to link parts of a tale that
come from disparate origins. However, even
analysis by motif can suggest how an au-
thor thought and worked. For example, we
may glance at one more motif in this com-
plex. The cause of an exposure Iis often
fear of the child: M371 Exposure of infant
to avoid fulfillment of prophecy. There is
no prophecy in our thattr, but Rognvald's
motivation for exposing his son implies an
idea of this kind: "Segrid asked him about
his trip and what he had done with the
child. He answered and said that he would
not say anything other than that the boy
would never tell who had burned Thorolf
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in his house." Given the usual requirements
of saga realism, Rognvald's action is very
improbable, but the thattr author may have
learned the exposure motif in a form that
included a version of M371 as its motiva-
tion. If so, he strained to find a realistic
correlative of the original motivation; but
he also allowed this motivation to be
clouded by hinting that Thorolf and not
Rognvald might bhave been the real father
of Raud. Too many motives for a given ac-
tion look like a sign of an author who is
fabricating a single story from diverse,
pre-existing materials.

Boberg offers relatively few parallels
in early Norse literature to the complex of
motifs built around the exposure and does
not include Raud's ordeal. For Motif S301
Boberg presents one (or two)} examples, for
M371, one; L111.2 Foundling hero shows
seven examples; L111.2,1 Future hero found
in boat, two; L111.2.2 (on shore), two ex-
amples. Several of these Icelandic passages
give an ultimately foreign impression, but
none is significantly close to our text.
Raud's silence resembles that of Aslaug in
The Saga of Ragnar Lodbrok (Boberg L124.1
Child silent till seventh year); but although
Aslaug is a foundling, she is not the victim
of exposure. In fact | cannot discover any
text in which the silent hero motifs
(L124ff.) overiap with any exposure cluster.
All this seems to underline the heteroge-
neous nature and to some extent the foreign
flavor of the exposure story in R&R.

But if the compliex of motifs around
the exposure is borrowed from international
story material, surely the same cannot be
said for the climax of the first part of the
tale, the burning of Thorolf? Such arson
deaths are among the most memorable fea-
tures of Norse literature, and Boberg gives
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more than ninety examples of the brenna.35
Yet there are indications that the burning
of Thorolf has been colored by (if not bor-
rowed from) a specifically Celtic narrative
incident. Here is a closer summary:

Rognvald constructed the 'great drinking hall" with
his revenge in mind, and the structure was carefully
prepared for the use it would be put to: "Rognvald
had all the shavings and all the chips carefully stored
up; and he fully supervised the craftsmen's work. But
when the hall and the passageway around it were quite
finished, he had the serfs bring in from the forest
a great store of firewood and stack up piles as high
as the walls on all sides of the hall." Rognvald ex-
plains away this strange arrangement when Thorelf re-
turns. At the feast the "drink was extremely strong
and served up with zeal. Rognvald took very good care
to provide the beer and bring it in. Those Wendish
craftsmen also acted as cupbearers." When Thorolf and
his gquests were thoroughly drunk, the Wends secured
the door of the hall with stacks of wood and brought
up the chips and shavings. "Then they set fire to it
all, including the great stacks of firewood, and imme-
diately all the hall began to blaze." The men inside
all perished, and the thattr dispenses with the Wendish
craftsmen, after their usefulness has ended, by means
of a shipwreck.

This scene differs from the plentiful
Norse house burnings in several ways, but
most impressively in the special preparation
of the hall and in the presence of those
highly unlikely foreign craftsmen, and both
these points are paralleled in the Celtic
"lron House" motif.36 This motif,, which
Celtic scholars see as an intrusion from
myth into heroic saga, is ‘'evidently of
sacrificial character," according to Sjoe-
stedt-Jonval37 ; it is found in the Welsh
Branwen Verch Lyr (Branwen, Daughter of
LIgr = Br) and in the Irish Orgain Denna
Rig (Destruction of Dinn Rig = ODR) and
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Mesca Ulad (Intoxication of the Ultonians
= MU).38 For the purpose of comparison
we may first quote Derick S. Thomson's out-

line (pp. xxxvii-xxxviii) of the incident
in Br and MU:
Branwen Mesca Ulad

1. Llassar Llaes Gyfnewid
and his wife made a nui-
sance of themselves.

2. Matholwch's council
decides to build a house
of iron. Charcoal is
piled as high as the top
of the chamber.

3. Every smith in Ireland
was summoned, those who
had tongs and hammers.

4. Llassar and his wife
and offspring were served
with ample meat and
drink.

5. When they were intox-
icated, the charcoal was
set alight, and the
bellows applied until

the house was white-hot.

6. When the wall is
white-hot, Llassar charges
in with his shoulder, and
breaks out, together with
his wife. No one else
escapes. But later it
appears that a consider-
able number came to Wales
from Ireland along with

1. The Ulstermen had wan-
dered in a drunken orgy
into Connacht, the terri-
tory of their enenies.

2. The coming of the
Ulstermen had been pro-
phesied, and a house of
iron, with inner and outer
layers of board, and an
earthen house below filled
with firewood and coal,
had been prepared for then.
3. Thrice fifty smiths
were summoned.

4. Choice portions of
food and drink were served
to the Ulstermen.

5. The Ulstermen were
intoxicated. The smiths
had brought bellows with
them. The Ulstermen feel
the fierce heat of the
fire from below and from
above.

6. Cd Chulainn says that
he will do with his sword
Cruadin a deed by which
all the men of Ulster
shall go out (from the
house). He then thrusts
his sword to the hilt
through the three walls
of the house, thus
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Llassar, as they were discovering that the interi-
quartered throughout.the or wall is made from iron.
country. The next part of the story

is missing, but we find
Cd Chulainn and the Ulster-
men at large afterwards.

Thomson goes on to surmise that Br and MU
both derive from a lost version of the l1ron
House episode that would have lain more
or less half-way between these two, but the
only incident in the reconstructed common
source of direct interest to us is that '"the
smiths were summoned in the first instance
to build the house," not merely to man the
bellows. 39

For our purposes the third Celtic ver-
sion in ODR is also important. Outlined
according to Thomson's six points, the story
is as follows:

Cobthach Coel attained the kingship of Leinster by
murdering his brother and nephew and secured it by
exiling his grandnephew Labraid (who, incidentally,
is a silent hero who first speaks late in youth). In
exile tabraid acquires a princess and foreign sup-
porters. The exile returns at the head of an army and
sacks the royal stronghold. Labraid now controlled
Leinster with his seat at Dinn RiIg, 1) and he kept
peace with his great-uncle Cobthach, still the nominal
king. At last the missing revenge is accomplished:
"Once upon a time . . . he induced this Cobthach te
do his will and meet his desire [i.e., to honor him
with a visit]. 2) So a house was built by him to re-
ceive Cobthach. Passing strong was the house: it was
made of iron, both wall and floor and doors. 3) A full
year were the Leinstermen abuilding it, and father
would hide it from son, and mother from daughter, hus-
band from wife, and wife from husband, so that no one
heard from another what they were about, and for whonm
they were gathering their gear and their fittings.
To this refers (the proverb): 'not more numerous are
Leinstermen than {their) secrets.' [. . .] &) Then
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Cobthach was invited to the ale and the feast, and
with him went thirty kings of the kings of Erin. Hou-
beit Cobthach was 4a) unable to enter the house until
Labraid's mother . . . went in. [. . .] Out of good-
ness to her son the woman went. On that &4b) night
Labraid himself was wmanaging household matters."
(Digression:  Labraid has to be reminded by an old
foster-father to accomplish his revenge.) ™Then Labraid
dons (his mantle) and goes to them into the house. : 'Ye
have fire, and ale and food (brought) into the house.'
TTis meet,' says Cobthach. Nine men [i.e., servants]
had Labraid on the floor of the house. 5a) They drag
the chain that was out of the door behind them, and
cast it on the pillar-stone in front of the house; and
the 5b) thrice fifty forge-bellows they had around
it, with four warriors at each bellows, were blown
till the house became hot for the host. 5S¢} 'Thy mother
is there, 0 Labraid!' say the warriors. "Nay, my
darling son,' says she. !'Secure thine honour through
me, for I shall die at all events.' 6) So then
Cobthach Coel 1is there destroyed, with seven hundred
followers and thirty kings around him. . ." (pp. 12-13).

Our thattr R&R resembles the general
setting here in ODR more than in the other
versions, since both R&R and ODR are re-
venge tales. Cobthach, like Thorolf, deprives
the hero of his patrimony by murdering his
father and wusurping his {and, and the
hero's revenge is the result of patience and
ptanning. The exile-and-return framework
(with the foreign princess, foreign army,
and first destruction of Dinn Rig) is un-
paralleled in the lcelandic story, but we
may compare the narrative cul-de-sac that
results when Thorolf sells Rognvald's brother
Ulf into slavery: "and he does not appear
in this story." In point 6, the result of
both burnings, unlike those of Br and MU,
is the death of the oppressor. In 3, the
craftsmen, 'smiths" in all versions, are
employed in building the house in ODR, as
in R&R (but also in the lost source of MU
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and Br), and probably are identical with
the "men" and "warriors" who help Labraid
with the serving (4b), securing of the door
(5a), and setting the fire (5b). In the form
of ODR quoted here the craftsmen are expli-
citly local Leinstermen, but this is probably
not the original situation. In fact, the lron
House motif seems to be an addition to the
simple form of ODR in which there is exile,
return, and a single destruction of Dinn
Rl’g.M When the revenge was doubled by
the addition of the Iron House episode, the
workmen were at first, we may guess, the
foreigners Labraid brought home with him,
but the element of secrecy was already
present. This suggested a connection with
the proverb, and the extant version has

rather illogically replaced the foreigners
with locals and justified them by the pro-
verb. Such, at l|east, is my suggested

reconstruction.

In R&R the craftsmen are Wends, a
role they play nowhere else that | know
of in Norse literature and one which is un-
likely to reflect reality. The secrecy of the
pltanning and assistance of the Wends in
the points of R&R that correspond to 4b,
5a, and 5b are clear. The drunkenness of
the company inside is explicit in MU, Br,
and R&R, but not in ODR. The two revenge
narratives emphasize the role of the revenger
himself in serving up the intoxicating drink
(4b), and Rognvald (but not Labraid) also
personally supervised the building of the
house. Finally, ODR and R&R both give some
prominence to the widow, the avenger's
mother, and in both there is an illogical
moment (5¢c) when, after the door has been
secured and the fire set, the avenger real-
izes that a close relative (his mother, his
son) is still inside. In ODR the mother sac-
rifices herself for the revenge, but in R&R
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the hero somehow reenters the hall and
carries the sleeping boy to safety.

Celtic scholars consider that the Bbrama,
a tenth or eleventh-century framestory,
contains a third lrish version of the Ilron
House:

Cumascach, the son of the overking of Tara, came in
force to Leinster to exact tribute from the local king
in the form of a night with this Brandub's wife.
Brandub responded with a deceitful invitation. Cumascach
and three hundred princes were all quartered in a single
house. There they were served, and Brandub toock a
personal hand. "They [Brandub and a henchman Oengqus]
came out again and shut behind them the huge door of
the royal house (for in either man of the two was the

strength of nine). Thereafter four fires were set
to the house, one to every side, and it was then that
Cumascach said, 'Who 1is attacking the house?' Iy
said Brandub. . . ." A poet is granted free egress,

but he exchanges clothing with Cumascach who then leaps
out aover the flames only to be discovered and slain
a little later.*2

Proinsias MacCana tentatively identifies
this as an example of our motif even though
the iron itself is missing: "It is otherwise
quite close to the versions [in Br, MU, and
ODR], and it is just barely possible that
the ommission of the Iron House is merely
accidental, since minor elements are freely
added to or omitted from the different re-
censions of framework stories of the type
of the Bodrama. But, even if we reject this
possibility, the passage still has its im-
portance as providing an instance of the
type of tale which was the immediate fore-
runner of the Iron House theme" (p. 22).
So perhaps the iron house itself could be
put in or left out depending on factors of
performance, audience, memory, or deneric
intentions, and this notion is supported by
the early variant of MU in which there is
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no iron house but a house of stout oak '"with
vaulted roof, having a door of yew three
full foot thick, in which were two hooks
of iron, and an iron bolt through these two
hooks.' 4

Of course, the house could not be of
iron in a realistic lcelandic story, and real
ism forbade the chain (ODR, Br, MU), sub-
terranean chamber (MU), and the bellows
(Br, MU, ODR}. The Celtic texts specify that
"all the faggots and inflammable materials
and coal that were to be found" (MU) or
"charcoal" (Br) are in the subterranean
room {(MU) or stacked '"as high as the top
of the chamber” (Br). In the realistic
lcelandic transformation firewood is stacked
as high as the walls, as in Br, and the
chips hidden away for the moment they are
needed. The 'passageway'" around the hall,
a genuine feature of medieval Scandinavian
architecture, may be where the firewood was
stacked and thus may correspond to the sub-
terranean chamber of MU, but the procedure
of surrounding the hall with inflammable
material is strange enough in the Norse con-
text to require that the author assign a
plausible, lying explanation to Rognvald.44
Finally, | would like to point out a special
resemblance between R&R and Br. In Br a
husband, his wife, and a son of tender age
are the targets of the arson; but although
many apparently die in the iron house,
Liassar and his wife and child escape (pre-
sumably by sea) to Wales. In R&R the ar-
sonist and his wife and young child escape
by sea after the fire. Of course, the roles
are reversed, but in the realistic R&R the
motivation for Rognvald's flight is murky;

after all, the oppressor and all his friends,
even his slaves, have already burned to
death. However, this correspondence may

well be accidental.
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The foreign, probably specifically
Celtic, tinge to the brenna in R&R is diffi~
cult to prove, but if one thinks over the
many unquestionably native examples, for
example in the widely read family sagas

about Nj&l, Gisli Sursson, or Hen-Thorir,
the peculiarity of the passage in R&R begins
to emerge. Icelandic offers no parallel to

the foreign craftsmen and none to the stacks
of firewood. Among Boberg's more than ninety
examples very few present a house especially
built for the purpose of the arson. Arson
for revenge is common, but Rognvald's
stealth and patience seem un-Norse. There
are naturally examples of drinking before
a brenna, but the contexts are different.
Many Norse burnings are inconclusive, and
some prominent examples resemble MU and
Br in having the victims break out through
a wall.45> This may have been common in
real life, and | suspect that the origin of
the "iron" in the Celtic Iron House is to
be found in a house that is made so strong
with iron fittings that no egress through
a wall was possible (cf. Beowulf, 11. 771-
75: Heorot would have collapsed during the
fight with Grendel except that it was "firmly
and wondrously smithed, inside and out,
with iron bonds"). This guess receives some
further support in the Bbdrama, the variant
of MU, and the interpretation by MacCana
discussed above. Occasionally in the Norse
tradition, realistic considerations about the
difficulty of successfully setting fire to a
house lead to wood or other combustibles
(the chickweed in Njals saga) being brought
up against the house, but nowhere do we
find an analogue of_ the pre-arranged wood
and chips of R&R.l’6 In Gautreks saga the
sister of the burners is killed inside like
the mother in ODR, and the burners are soon
lost in a storm like the Wends of R&R; but
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the brief incident as a whole does not re-
semble R&R.47

Iin fact, | have been able to find only
three or four other Norse burnings, all very
brief, that seem to bear some special resem-
blance to the mythic motif in Irish and
Welsh.48 In the unpublished Haralds saga
Hringsbana a father, who is feuding with
his own son because of the son's Tristan-
like appropriation of a bride he had been
sent to fetch, builds a marble hall in which
he entertains his son and seeks to burn
him alive.49 The son and his men 'force
an exit," and a battle ensues. Since | must
rely on Henry Goddard Leach's summary of
this text, it is impossible to say how close
the passage actually is to, for example,
the MU version of the lron House. According
to Leach the seventeenth- and eighteenth-
century paper manuscripts of the saga pre-
sent the younger version of a lost romantic
saga of perhaps the thirteenth century, and
this is supported by the existence of a
rhymed romance (rimur) on the subject, dated
by Leach before 1450; the romance would
also have stemmed from the lost original.
Unfortunately the romance is also unpublish-
ed, but in Leach's summary it appears that
the marble hall and even the intention
specifically to burn the son are missing
from the equivalent scene.

(n Snorri's Ynglinga saga King lIngjald
the Bad increased his kingdom by slaught-
ering the district kings:

King Ingjald ordered a great feast to be p;'epar‘ed in
Upsal, and intended at that feast to enter on his heri-
tage after King Onund his father. He had a large hall
made ready for the occasion . . . and this hall was
called the Seven Kings Hall, and in it were seven high
seats for kings., Then King Ingjald sent men all through
Sweden, and invited to his feast kings, earls, and
other men of consequence. [. . .] Now when the guests
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had become drunk towards evening King Ingjald told
Svipdag's sons, Folkvid and Hulvid, to arm themselves
and their men, as had before been settled; and accord-
ingly they went out, and came up to the new hall, and
set fire to it. The hall was soon in a blaze, and
thesosix kings, with all their people were burned in
it.

Just a few chapters later Ingjald and his
wife commit suicide by arson, taking their
people, after heavy drinking, with them.
This is obviously a sacrificial (or self-
sacrificial) death like the burning of King
Olaf Tree-feller in the same saga: "The
Swedes . . . gathered together troops, made
an expedition against King Olaf, surrounded
his house and burnt him in it, giving him
to Odin as a sacrifice for good crops."
But Ingjald's coup d'état contains several
of the elements of the lIrish topos, especially
the house constructed for burning, the de-
ceitful invitation, systematic inebriation,
and henchmen in the form of the sons of
the Odin figure Svipdag the Blind; the
passage even alludes to previous planning
and hence implies secrecy. However, the
simifarity to the Iron House motif is less
impressive than in R&R, especially since
the Wendish "smiths," so incongruous in the
Norse context, and the roof-high firewood
are missing.

One is also reminded of another pas-
sage in Heimskringla, from Snorri's version
of the saga of Olaf Tryggvason:

Queen Sigrid is being wooed by King Harald Graenske,
who now comes to call, "The same evening came another
king, called Visaveld, from Russia, likewise to pay
his addresses to Queen Sigrid. Lodging was given to
both the kings, and to all their people, in a great old
room of an outbuilding . . . but there was no want
of drink, and the watch, both inside and outside, fell
fast asleep. Then Queen Sigrid ordered an attack on
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them in the night, both with fire and sword. The house
was burnt, with all who were in it, and those who slip-
ped out were put to the sword. Sigrid said that she
would make these small kings tired of coming to court
her. She was afterward called Sigrid the Haughty."52

Here the similarities to Ingjald's burning
of the Seven Kings Hall would seem to weak-
en any possible direct relationship of either
passage with the thattr or the Celtic motif.

Finally, Saxo Grammaticus tells of_a
near-fatal invitation of a similar kind.
Frode had set off to conquer the Western
Isles; the king of Britain saw that direct
resistence was hopeless, so he offered sub-
mission, tribute-—and an invitation:

The Danes, suspicious, accepted but stationed an army
at a distance, ready to be called by trumpet. "Then a
select band, lightly armed, went to the banquet. The
hall was decked with regal splendour. [. . .] In
the midst of the hall stood a great butt ready for
refilling the goblets, and holding an enormous amount

of liquor. {. . .] Servants, dressed in purple, bore
golden cups, and courteously did the office of serving
the drink, pacing in ordered ranks. [. . .] The na-

tives took care to drink more sparingly than the guests;
for the latter felt safe, and were tempted to make an
orgie; while the others, meditating treachery, had
lost all temptation to be drunken. [. . .] The Britons,
when they saw that the Danes were very drunk, began
gradually to slip away from the banquet, and, leaving
their gquests within the hall, made immense efforts,
first to block the doors of the palace by applying
bars and all kinds of obstacles, and then to set fire
to the house."

The Danes at last break out through a wall
and sound the trumpet for their reinforce-
ments.

Do we have the Ilron House here? The
special nature of the hall, its construction,
the fuel, and the smiths are missing. On
the other hand, the Danes are a nuisance
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in Britain like the Ulstermen and giant cian
of MU and Br; the secrecy, servants, drink-
ing, and break-out agree to a considerable
extent with MU and Br. Another feature that
suggests Celtic origin is the setting of the
incident in Britain just preceding a short
Saxonian dissertation on lrish techniques of
warfare; the Iron House incident in Br is
thought to have been borrowed from Irish
partly for similar reasons: an Irish setting
and explicit reference to |rish peculiari-
ties.

The relationship between Celtic and
lcelandic oral story at the level of myth
and heroic legend has long been an object
of scholarly interest.33 For the later saga
literature these connections have been ably
surveyed by Einar Olafur Sveinsson and Noma
K. Chadwick.”® In most cases the Celtic
concept, motif, or story is generally thought
to have priority; though positive proof is
usually impossible to mount, in a few cases
(such as the character Arawn in Welsh and
Aradn in lcelandic) philology offers firm evi-

dence of Celtic or‘igin.5 The 1ron House
is attested in Celtic texts long before the
attenuated and doubtful reflexes | have

traced in lcelandic, and in Irish the motif
had probably already gone through an evolu-
tion from heroic realism to exaggeration by
the time it first appears.

All the elements of R&R we have exam-
ined so far give a late, high-medieval im-
pression, but one feature of the portrayal
of Thor may be quite old, older even than
the tenth-century setting of the thattr. Wood-
en staues of the gods are a historically
accurate feature of Norse paganism that
passed into the literature of the Christian
period when the Church provided the idea
of demonism to explain the misbelief of the
pagans: devils inhabited the idols, and



186

sacrifice strengthened the demons so that
the idols could walk and talk. There are
other lcelandic tales involving direct con-
tests between the representative of Christian-
ity and an idol.28 So most of the features
of Raud's Thor worship are probably late
literary conventions even where they reflect
actual conditions. However, there is no late
parallel to Thor's "beard-voice"; here is
the passage in more detail:

When King Olaf was approaching Raud's Island carrying
the good news of Christianity, Raud conferred with
the 1idol about resistance. "Raud said, ‘'Make your
beard-voice sound against them, and let us take a dough-
ty stand against them.' Thor said that would have
little effect; and yet they went outside, and Thor
puffed hard into his moustaches and sounded the beard-
voice."59  The result was a great headwind against
the king, a magic storm that temporarily kept the
Christians at bay.

Long ago Miiltenhoff proposed to connect this
"beard-voice" with the mysterious barditus,
a kind of battle-roar probably with sacral
significance, of Tacitus' Germania:

barditus wire demnach '"die bartrede" und zwar des
Hercules, des donnergottes, den die Germanen ituri
in proelia canunt. altn. wird skeggredd 'bartruf!
vom unwetter gebraucht, das bérr gegen die feinde
sendet . . . barditus bedeutet also ein donnerahnliches
gettse, ein getdse in dem die stimme des gottes nach-
geahmt wird. je nach dem ausfall erfuhren die krieger,
ob der gott, den sie eben angerufen, 1ihnen beistehn
wolle und gegenwartig sei. . . . fiir mehr als einen
versuch, den dunkeln ausdruck aufzuhellen, mdchte ich
aber diese erklirung nicht ausgeben.60

Despite the qualification of the last sentence
quoted, 1 think Mdillenhoff's explanation
of barditus has great merit. The Norse
"beard-voice” {which, however, is not itself
the storm but the agent that raises the
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storm) is here not an imitation of Thor-
Hercules' thunderous voice but the thing
itself. If the beard-voice is to be interpreted
as somehow a survival of the ancient bardi-
tus, a survival a little more remarkable
than the well-known beard of the thunder
god and his association with the color red,
then this late and largely confected thattr
retains, after all, traces of pagan times
which then fall into line with the authentic
traces of a phallic cult in the late, fictional
Volsi and genuine memories of Frey worship
in The Story of Ogmund Dytt and Gunnar
Half.

The ingredients of R&R seem thus very
heterogenous, including pagan survivals,
ecclesiastical concepts, historical tradition,
borrowings from international story materi-
als, and fictional reshaping of identifiable
Norse sources, but they are combined accord-
ing to a generic recipe, the conversion pat-
tern, that we can arrive at by intra-Norse
comparison. However, | think an intellectual
or ethical pattern also helped to determine
the disposition of the story material in R&R,
for | suggest the author gave a distinctive
sin to each of his protagonists and that
the ideological framework of the story por-
trays those sins and how they were over-
come.

The tale several times emphasizes
Rognvald's "momentous deeds" and the
"secrecy" with which they were accomplished.
When Sigrid leaves him to seek out Otlaf
Tryggvason, she speaks of '"these momentous
things that we have in our hearts'; for her
the appeal of "White-Christ" is that he ‘“is
so merciful that there is no man who has
acted so wickedly in the past that he cannot
be forgiven as soon as he is prepared to
become Christian and have faith in Him."
Later when Olaf preaches to Rognvald, he
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stresses ''true repentance and confession of
your sins'" and the power of baptism to
wash away sins after confession. Rognvald's
reason for not accepting Christianity at first
is his failure to give full credence to this
power of forgiveness: "'For a long time now
I have not taken my religion very seriously,
but your message is extremely satisfying
to me, except for one thing: you say a man

must go to confession . . . for | have ex-
perienced much more than | would care to
confess completely." Finally, the king pre-

cipitated Rognvald's conversion by himself
exposing the hidden crimes and making it
clear that, like the generous god he repre-
sented, he would not '"punish those deeds
nearly so severely as many people would
suppose.’" Rognvald then confessed and
accepted the Faith. ‘

For his part, Raud is a good man
whose only sin is apparently his rather
touching faith in his Thor. Olaf's words
and deeds on Raud's Island are calculated
to show how misplaced is this trust; his
sermon opposes the True Faith to the worship
of "graven images . . . fashioned tike evil
men,'" but in the end it is a physical demon-
stration of strength, in fact a judicial duel,
that proves the superiority of the Christian
god. Raud's actual conversion is saved for
later, even though his particular sin has
now been dealt with, and he vows never
again to believe in Thor.

Thus the special sin of each hero—
call them wanhope and idolatry--is separate-
ly handled; and more remarkably, the two
maculate heroes compliement each other pre-
cisely: Rognvald implies he bhas no faith
in pagan gods, but he despairs of forgive-
ness for his crimes of the past, while Raud
has apparently Ilived an unblemished Ilife
but sins by his faith in Thor. Yet the
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author seems to have intended not only this
complementary relationship but, more com-
plexly, to show also that each of these sins
somehow implies the other. This would seem
to be the meaning of his otherwise incon-
sistent references to idolatry in connection
with Rognvald and to crimes in connection
with Raud.®! The implication of one sin
in the other probably relates to the parallels
Sigrid draws between Rognvald and Raud
and perhaps justifies the unrealistic common
conversion scene where Rognvald and Raud,
who do not yet know each other, make a

kind of mutual decision to convert. In any
case such implication was good Church doc-
trine, and with the ethical structure | have

just sketched the thattr betrays an exampie
of the hamartiological archetectonics that we
otherwise associate with the mainstream of
European literature of the High Middle
Ages.6

| agree with John Lindow's conclusion
that "the entire question of the relationship
between thaettir and international folktales
appears deserving of a thorough investiga-

tion,” and with Dag Strombidck when he
writes "The Thattr of Hroil shows, like so
many other short stories, Iceland’'s openness
to wandering story material and the

lcelanders' superior artistic power to adapt
international material to its own store of
historical narrative."®3 But | want to add
that an adequate study of thattr and folktale
must be prepared not only to list interna-
tional folktale material in thaettir or to
turn out generic speculations about the re-
lationship, but first to dea! in depth with
the art of adaptation. And that can only
be accomplished in close study of individual
tales.
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NOTE

The Forum editors take special pride
in announcing that former editor Simon J.
Bronner received an award from the American
Folkiore Fellows at the 1980 meeting of the
AFS for his essay '"Concepts in the Study of
Material Aspects of American Folk Culture,"
which appeared in Folklore Forum 12:2-3
(1979). Bronner recently received his Ph.D.
in Folklore and American Studies at Indiana
University.

We might add that the special issue
on material culture in which Dr. Bronner's
article appeared is a must for students of
this area of folkloristics {(available for %5
from Folklore Forum).



