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DISSERTATION ABSTRACT
Benjamin S. Waller
Doctor of Philosophy
Department of English
December 2013

Title: Metaphorical Space and Enclosure in Old sigPoetry

While the political and social spaces of Old Ergliterature are fairly well
understood, this project examines the conceptuwadespin Old English poetry. The
Anglo-Saxons possessed a richly metaphorical utatetmg of the world, not merely in
the sense of artistically ornamental metaphorjrbugkoff and Johnson’s sense of
conceptuametaphor, which reflects the structures of thoulgtaugh which a culture
understands their world. Three domains exhibit tigwel systems of conceptual
metaphor for the Anglo-Saxons: the self, death,thedvorld. First, the Anglo-Saxon
self is composed of four distinct entities—bodynthisoul, and a life-force—which each
behave independently as they compete for contrpbems likeThe WandererThe
Seafarer andSoul and BodySecond, death for the Anglo-Saxon is expressedigin a
number of metaphors involving the status or plaggroéthe body: removal to a distant
place; separation of the body and the soul; lonadimvn on or within the earth; and the
loss of life as a possession. Predominance oftecplar metaphor contributes to the
effects of individual poems, froifihe Fates of the ApostlasdBeowulfto The Battle of
MaldonandThe Wife’s LameniThird, the Anglo-Saxon world is a large structlike a
building, with its three primary components—heavesl|, and earth—each themselves

presented as building-like structures. Old Engftiektry, including native versions of
v



Genesis, reveal heaven to be a protective Angl@saall, while hell is a cold prison.
The earth, in poems likéhrist Il andGuthlac B is either a wide plain or a comforting
house Christ | connects these worlds through gates, includingyMararacterized as a
wall-door. Finally, the apocalyptiChrist Ill employs metaphorical spaces for all three
conceptual domains treated in this study but dremestheir breakdown even as it
reveals spatial enclosure the overarching struatineetaphorical concepts in Old

English poetry.
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CHAPTER |
INTRODUCTION
The Spatial Trend in Old English Studies
In 1989 Nicholas Howe published his groundbreakwogk, Migration and
Mythmaking in Anglo-Saxon Englanahich explores the ways in which the Anglo-
Saxons conceived of and structured their own egpee in spatial, geographic terms,
specifically their founding sea voyage of migratitthe Anglo-Saxons honored the
ancestral migration as the founding and definingnéwf their culture” (xvii). This
dynamic myth of movement was invoked in times @disr such as the Viking invasions
which inspired Wulfstan’Sermo Lupi ad Anglo@8-28) and some entries of tAaglo-
Saxon Chronicl€28-31). Howe argues: “Whether remembered as thoceuy tale from
the past or as an exodus to a promised land ar as@etus for missionary work, the
ancestral migration from continent to island stasda founding event in the
ecclesiastical history of the Anglo-Saxons” (143pwe further maintains that the spatial
movement of the migration structured time and ystor the Anglo-Saxons (34). The
biblical exodus was the prototype for this movemastexpressed in the Old English
poemExodus Howe explains that “[b]y offering various imagefsGod guiding the
Israelites across the desert, the poet expressssldvels of meaning: an account of the
biblical exodus, an allegorical reading of the ex®ds salvation, and a historical reading
of the Anglo-Saxon migration” (99). The island dguofation of the new homeland is
important as a symbol of spiritual isolation in ¢éisnof pagan invaders—first the Anglo-
Saxons themselves, then the Vikings (39). To exploeir own pagan past, the Anglo-

Saxons returned to a distant place in their writPgems likaVidsithandBeowulf
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articulate time through space—the past is a contiaay. In a convincing reading of
the latter poem, Howe writes, “[tlhe geographicaligered narrative deowulfmay be
read as a model to apprehend and interpret thericist process by which Anglo-Saxon
culture was transformed from its origin in paganr@ania to its converted state in
Christian England” (176). For Howe, the physicaags that the Anglo-Saxons occupy
and occupied are charged with meaning that dethmess as a unified people and a
Christian culture—their physical movement of migratfrom one place to another
corresponds to a spiritual movement from one stagmother.

Howe'’s study inaugurated a line of scholarship gaats special attention to space
as a category of representation and follows aqaai case through to its implications
for the identity of the Anglo-Saxon people. Twelhears later, Shari Horner took a
related approach, but with female identity in Anr§laxon England as the concept shaped
by spaceThe Discourse of Enclosure: Representing WomerldrE@glish Literature
takes up the question of the relationship betwdwsipal enclosure and identity with
respect to the representation of women in Angloe8aoulture. Beginning with a
discussion of Saint Athelthryth as she appeatseinvtitings of Bede and Zlfric, as well
as visually in Athelwold’s Benedictional, Horneaiiohs that even “beyond the
enclosures of body and cloister, the narrativese-ile manuscript image—construct
many kinds of layers that surround the saint acthde multiple images of literal and
metaphorical enclosure” (5). She continues to a@ald English literature, from the
female elegies anBeowulf to the female saints’ lives of Cynewulf and Aglfidorner
explores in these texts the “metaphors, themesmages of enclosure that govern early

medieval narratives” (5). Informed by feminist thes and a Foucauldian understanding
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of discourse, Horner argues that “many Old Engkstis construct their female subjects
by means of a discourse of enclosure derived flamrtcreasingly restrictive conditions
of early female monasticism” (6). Her ultimate gmaio “demonstrate the prevalence of
the cultural model of enclosure with Anglo-Saxderiary culture” (21). With this study,
Horner develops a consistent inquiry into the ¢ffef spatial representation. Women,
she argues, are not only materially closed off ingl&d-Saxon society, as in the
claustration of the female religious, but the aalalié forms of representation participate
in reinforcing or even creating this shutting off./omen—from the earth-cave The
Wife’s Lamento the crowding page of the Benedictional mangpscri

Though Horner’s study was the most attentive tactirecept of space in Anglo-
Saxon cultural representation in its time, it hasrbsurpassed in theoretical rigor by the
work of Fabienne Michelet. 2006Greation, Migration and Conquest: Imaginary
Geography and Sense of Space in Old English Lilezanalyzes three important
motifs—the creation, migration, and conquest frbwn titte—in order to articulate an
Anglo-Saxon mental geography and spatial imaginafitichelet explains that these
motifs “emphasize the pre-eminence granted toltheiag, appropriation and securing
of one’s own space in the Anglo-Saxon spatraginaire (viii). This imaginairefalls
into one of three categories that Michelet definesrder to analyze the levels of spatial
conception. The first is topographical space, whncfudes the physical dimensions and
features of the surrounding world; second is aucelbf space, which comprises the
cosmologies and geographies inherited from thelacdtop of classical culture; and third
is space as a mental structure which is compossynalbolic meaning encoded in binary

oppositions like far/near or high/low. This lastemtal level includes a ‘mental map,’
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which Michelet defines as “an imaginary pictureloé world, made up of representations
of the immediate environment, of the entire eaatid/or of the whole cosmos, influenced
by tradition and invested with meaning” (9); and fpatiaimaginaire she explains, is
“part of the field of representation, and yet exliag beyond it, for it is the creative, as
opposed to the reproductive part of the mentalaepi of reality that is fundamental to
any process of representation” (8). Michelet igliested in the ways in which the last
two levels, both creations of the mind, interagbtoduce a sense of space for the Anglo-
Saxons. In order to analyze the deployment of nmgggenerated by the spatial
conceptions and expressions of the Anglo-Saxonshdlet examines the three motifs
that structure her book, which roughly correspanthtee genres of Old English
literature: heroic verse for creation, scripturaépy for migration, and more explicitly
historical matter for conquest. Along the way, shakes the related concepts of place
and enclosure, distance and boundary, center amghpey, monsters and invasions, and
territorial claims. What is at stake for Micheldeologically is identity—the role space
plays in a “subject’s or a society’s self-definitiq6).

Each of these three recent monographs treats sgacsymbolically loaded
category of representation for some particularucaltconcept. Howe uses the spatial
movement from one land to another more isolatezkfwess the historical progress and
present identity of the Anglo-Saxons. Horner usesspatial enclosure of women to
express conditions of oppression and regulatiorl Michelet uses primarily the spatial
relation of center and periphery to understand tires of nationality, territory, identity,
and the control of space. Each of these studiest$nsn space as an abstraction, though

still tied to the physical world. Howe’s ideas #ne most tied down to “real” space—
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there were actual migrations in the history of Amglo-Saxons (and the Israelites).
Horner too depends on the material conditions wfale monastic life for her
explanations of textual enclosure. Michelet isl#eest bound to the physical world,
treating space most conceptually. While all thneec@mpelling and highly influential
works of scholarship, they are all necessarilytitiand there is much yet to be done in
this productive vein of scholarship. For examplewd’s work on travel and movement
can apply to more than the history and salvatioa péople—what about other states?
Horner’s work on enclosure can apply to more thesh female identity—what about the
enclosure of males or other entities? Michelet’'skaan binaries of spatial relations can
apply to more than just power and identity—whatudtsubjectivity and cosmology?
These questions suggest a need for a slightlyrdiifekind of spatial analysis—there
seems to be a kind of “no-place space” where cde@ql ideas operate in the literature.
Therefore, | seek to explore this space and fihe@f these gaps in spatial understanding
in Old English poetry.To do so, | must provide some theoretical corfiexthe study of
space, then develop a theoretical apparatus thatala provide a coherent methodology.
First, the spatial context.
Theories of Space

In tracing this path of Old English scholarshipave mentioned the central term
spacewithout properly defining it. Actually, definitioof the concept has not been stable
through the millennia—it has evolved from havinguaely physical application to a

more subjective and conceptual use. Most modeticsrise space in this latter sense,

! Others, of course, have been working in this store. | will refer to many of them and their spici
work throughout this project, but the key schokaes Antonina Harbus, Britt Mize, and Leslie Lockétt
nice collection of essays treating medieval usespate in general Medieval Practices of Spacedited
by Barbara Hanawalt and Michal Kobialka.



while still reminding us that it was a conceptluxfin the Middle Ages. Michael Davis
tracks a few classical sources which medieval schaohight have known—Plato’s
Timaeussuggests that space is an “ever-existing Placiehvddmits not of destruction,
and provides room for all things that have birthjt.is somehow necessary that all that
exists should exish some spot and occupy soplac€e’ (qtd. in Davis 1307); Aristotle’s
Physicsclaims that place is “the innermost immobile scefaf a containing body”
(Davis 1307). Aristotelian space was “among theetegoriesvhich facilitated the
naming and classing of the evidence of the ser(se$€bvre 1). In the Middle Ages,
“the practice of space ... was never homogeneousltmatys in flux, and depended on
how its attributes were defined at the time andehsinated by historical agents”
(Hanawalt and Kobialka x). With the Enlightenmesgace came to be codified as a
purely geometric in the wake of Descartes’ logiefdbvre 1) and Newton'’s theories
from thePrincipia (Hanawalt and Kobialka xi). This space was abgoltAs Object
opposed to Subject, ass extensapposed to, and presenttes cogitansspace came to
dominate, by containing them, all senses and alids3 (Lefebvre 1). While Kant did
later assert the idea of space was meaninglesswtitaference to human experience
(Davis 1308), the geometric understanding of sgacéinued well into the nineteenth
century. As the twentieth century turned, the tepacecame to be applied more
abstractly.

The first philosopher to deal explicitly with spaoerelation to literature was
Gaston Bachelard, who in 1958 came out WwahPoétique de I'espaca
phenomenological study that considers the housenaaster metaphor for poetic

experience. Bachelard’s concern is to examine tit@l@gy of the poetic image, which he
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is insistent on distinguishing from metaphor. Timage is, for Bachelard, an
instantaneous phenomenal event that reverberatieis \the being of its observer (xv-
xvi), but is often mistaken for metaphor (xxxiv)hieh
gives concrete substance to an impression thafficudt to express.
Metaphor is related to a psychic being from whiadtliffers. An image, on
the contrary, product of absolute imagination, oi®entire being to the
imagination. ... [M]etaphor could not be studied por@enologically, and
... Is not worth the trouble, since it has no phenoohagical value. At the
most, it is dabricated imagewithout deep, true, genuine roots. It is an
ephemeral expression. (74-75)
The images that Bachelard examines are “the gutple images ofelicitous spacg
exploring “the human value of the sorts of spaeg thay be grasped, that may be
defended against adverse forces, the space we (oxeV/). That most beloved space is
the house, which functions, through nostalgic assions with childhood (15, 33) as a
“tool for the analysis of the human soul” (xxxvifgur corner of the world” (4), a shelter
for daydreams (6), which Bachelard likens to reggiaetry (17), and a protection from
the cosmos (40). Furthermore, “all really inhabiépace bears the essence of the notion
of home” (5). The house is perceived both verticéll7), and as such “illustrates the
verticality of the human being” (25), and centrdlly’). Bachelard probes further aspects
of the house, including attics and basements; dgwhests and wardrobes; and nooks
and corners. He comments of the functions of tteteé nests and shells, then discusses
the poles of inside and outside. Bachelard’s stsdyfective in showing how the house

fundamentally represents both ourselves and thm@®sserving as a powerfully
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affective and versatile poetic image. This phenantagical space is, quite simply, space
as we experience it, with a variety of psycholobassociations indexed to the features
of a house.

While Bachelard develops a phenomenological expilamaf the effect of space
on the mind, Henri Lefebvre, whoka Production de I'espaceas published in 1974,
develops what can be more properly called a sciefispace. Lefebvre’s major
innovation was the idea that space is cultural petidn, rather than aa priori object
that is physically inhabited, which had held cutre&nce Descartes (1). To the categories
of physical space, “nature, the Cosmos” (11), aedtal space, “including logical and
formal abstractions” (11), Lefebvre adds sociakspavhich is historically produced (11-
12). Social space is political (8-9), like mentahse (26), but real in the way that money
is real, though not so concrete (27). Every sogietgluces its own space (31), which
develops over time (34) and diminishes physicats{@0). Lefebvre defines three ways
of thinking about space: spatial practice, or peamkspace, “embraces production and
reproduction, and the particular locations andiapsét characteristics of each social
formation” (33); representations of space, or coremspace, “are tied to the relations of
production and to the ‘order’ which those relatiompose” (33), “the space of scientists,
planners, urbanists, technocratic subdividers aothsengineers” (38); representational
space is “space as direcliyed through its associated images and symbols, ... space
which the imagination seeks to change and apprtepria9). These representational
spaces “need obey no rules of consistency or cotesss” (41); they are “alive” (42)

and “[r]edolent with imaginary and symbolic elengn@1). In these terms, Bachelard’s



sense of space was representational, and decidetéyscientific representation of space
(121).

Lefebvre is the philosopher who most influenceaiiet in her theoretical
approach, providing the idea of space as produbed.other French theorists of space,
the medievalists Jacques Le Goff and Paul Zum#rerimportant to Michelet’s project
as well: from Le Goff, she takes the notion of ‘re@map’ and proceeds from the
assumption that “the values granted to space asndairstructure endure and infuse
spatial imagination with worth and meaning” (Micbted); from Zumthor, she adopts the
idea “that it is impossible to apprehend spacenasbgective and unbiased category. It
can only be a modality of the self and its surrongabjects” (Michelet 6). Using
Michelet’'s synthesis as a summary of the twentesthtury French philosophical
understanding of space, we can say that spaceuuaally produced structure saturated
with symbolic meaning.

The present project follows from this work on spbtioncerns in Old English
scholarship and the philosophy of space just retsaljthough only as a jumping off
point. My analysis operates somewhere in betweerh®liet’s cultural space and mental
space, and fairly firmly in Lefebvre’s represerdatil space. The idea of space as
culturally produced cannot be dismissed, but theeeother ways of thinking of the
significance of space. Space is in one sense fuadinto the human experience of the
world, in as much as we are beings operating paaes our minds understand in relation
to the physical body. | wish, then, to bring to bea the questions of the cultural and
metaphorical conceptions and articulations of spa€d English poetry, another

critical tool—conceptual metaphor. Contrary to Balelhd's assertions that the poetic
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images he explores are not metaphors, | argug¢hbatreally are metaphors, though not
the kind he would have been thinking of. Metaplioen, provides the methodology for
the current project’s analysis.
Theories of Metaphor

The traditional view of metaphor emerged from Avik’s Poetics which defines
a metaphor as “the application to one thing of m@éelonging to another thing; the
transfer may be from the genus to the species, thenspecies to the genus, or from one
species to another, or it may be a matter of apal(@). Basically, a metaphor is just
using one thing to refer to another thing—love rese, for example. There are three
features of Aristotle’s definition which came tondimate the understanding of metaphor
until the twentieth century (Johnsdrhilosphical Perspectives-6). First, metaphor
operates on the level of words, one substitutimgfmther; second, metaphor is a
deviation from normal, literal language; and thimktaphor is based on an inherent
similarity between two things. On the basis of fgike’s definition, for centuries
metaphor was treated with suspicion, for if it dewiation from the literal, then, in a
sense, metaphor deceives and can be used to olsthrd-or example, John Locke
claimed that figurative language, including metapho“for nothing else but to insinuate
wrong ideas, move the passions, and thereby misihegdidgment” (gtd. in Johnson,
Philosphical Perspectivek3).

The Romantics softened towards metaphor, appregids creative power, but it
was not until the twentieth century that the vespaept was redefined. Literary critic I.
A. Richards claimed thaft}hought is metaphoric, and proceeds by comparison, and the

metaphors of language derive therefrom” (94). Ia thew, metaphor is not just a
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creative exchange of words, but something moredomahtal to human thought,
contradicting Aristotle’s first assumption that waubstitutes for word. Richards further
explains metaphor as “two thoughts of differenbgjs active together and supported by a
single word, or phrase, whose meaning is a redulfaheir interaction” (93). This
interpretation suggests that metaphor cannot bera deviation from literal language, as
it is something new and distinct emerging from cangon, and therefore not reducible
to just one of the participants. Aristotle’s secasdumption of metaphor as deviation
from literal language thus falls away. Philosoplkex Black took Richards’ idea one
step further to argue that, “[i]t would be moreifiinating in some of these cases to say
that the metaphareatesthe similarity than to say that it formulates sosmailarity
antecedently existing” (72). The inherent similaot metaphors from Aristotle’s third
assumption thus disappears. Thus the traditioraat of metaphor, based on
“objective, literal, preexisting similarity” (Kévees,Metaphor: A Practical Introduction
76), though it certainly still appeals on an inugtlevel, and indeed can apply in many
cases, is nevertheless insufficient for explaifiog/ metaphor works.

In his monumental tomé,a Métaphore viveFrench philosopher Paul Ricoeur
characterizes the evolution of thought on metajphéerms of a slightly different
historical progression. Ricoeur notes the gendniftlim the place, so to speak, in which
metaphor was thought to operate. Also starting Wiibtotle and classical rhetoric, he
explains that for this school of thought, represdriiy thePoeticsand theRhetorig
metaphor worked at the level of the word, as ats#ulbien based on analogy. This
rhetorical view, which treats metaphor as a tr@patinued into the nineteenth (e.g.

Fontanier) and even the twentieth (e.g. Genettefuces. Ricoeur then traces a
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movement from rhetoric to semantics, which depesmis predication and focuses on
the level of the sentence for the site of metaglabmeaning making (49). Substitution
gives way to interaction in the work of many twettti-century writers (e.g. Richards,
Black). Finally, using Benveniste’s idea of discsirRicoeur describes a hermeneutic
turn in the twentieth century (e.g. Heidegger, B)abat moves from a focus on sense to
a focus on reference. Ricoeur lastly defines meataphk operating in the tensions
“between subject and predicate, between literarpretation and metaphorical
interpretation, between identity and difference7 @3

What arose from these twentieth-century developsientetaphor theory is
what we can call the cognitive view, which exploties implications of a concept of
metaphor that rests on the operations of the miihd.big difference between the
traditional and the cognitive views of metaphathiat the former is a feature of
language—something that is invented based on caunsdyiperceived similarity—while
the latter is based on the unconscious structdréseanind and body (indistinguishable
in this view), which create our conceptual expere= In the traditional view, creative
and original thinkers invent metaphors, though thegome fossilized in language as
they become entrenched. But in the cognitive vimetaphors evolve from the minds of
the general population of speakers of a partidalaguage, not just especially creative
persons inclined to ornament their language weR&hards has it, “a sort of happy
extra trick with words” (90).

The cognitive view of metaphor was inauguratedd8dwith the publication of
linguist George Lakoff's and philosopher Mark Jobmis Metaphors We Live Byhich

has generated a great deal of interest and warletaphor for the last three decades.
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Their essential argument is that metaphor is lebetrical trick than a reflection of
thought. Metaphor is not only a linguistic matteu; primarily a cognitive matter: “Our
ordinary conceptual system, in terms of which wthlibink and act, is fundamentally
metaphorical in nature” (3). We utter metaphoregbressions because our thinking and
our understanding of the world is largely metaptalriespecially for abstract concepts.
These are called conceptual metaphors. How prgaieels this work? Lakoff and
Johnson argue that “[tlhe essence of metaphordenstanding and experiencing one
kind of thing in terms of another” (5). The waydecode, as it were, our thinking in this
way is to pay attention to the language we use'gaith an understanding of the
metaphorical nature of our activities” (7). Furtmere, the authors claim that “[m]ost of
our fundamental concepts are organized in ternomefor more spatialization
metaphors” (17), which are “rooted in physical anttural experience; they are not
randomly assigned” (18). For example, becauseeopltysical effects of adding more of
a substance to a container and watching the les&le riseMORE IS uPandLESS IS

DOWN (15-16)? Metaphors thus “typically conceptualize the noysgitalin terms ofthe
physical (59).

A good example of a conceptual metaphor presemtiitanguage and our culture
involves the domain of life. Life is an abstrachcept—Iife cannot be touched, life
cannot be seen, life cannot be tasted or smelletherwise physically sensed. So how
do we talk about life? One way is a very commonapledr that we can callFe I1s A

JOURNEY. Now this is not just an old-fashioned substitnfiowhere we use the word

2 In this dissertation | follow Lakoff and Johnsopisactice of expressing conceptual metaphors iflsma
caps.
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journey to refer to life. For example, if | am abtw say goodbye to someone | expect
never to see again, | could say, “have a nice @yirto give a nice poetic sound to “have
a nice life.” That is certainly a metaphor, but ceptual metaphors goes far beyond this.
Consider these common expressions:

He’s without direction in life.

I’'m where | want to be in life.

I’'m at a crossroads in my life.

She’ll go places in life.

He’s never let anyone get in his way.

She’s gone through a lot in life. (Kovecskietaphor: A Practical Introductio)
When we say things like this, we are not talkinguwtlcompass directions, we are not
talking about asphalt roads, and we are not tal&lmgut traveling to the beach. What we
mean when we say things like this is that we undadslife to be structured like a
journey. We map certain aspects from one domaio anbther: parts of a journey, like
starting points, vehicles, obstacles, and destinatimap onto events in our livek the
language of Lakoff and Johnson, the journey is‘soeirce domain” and life is the “target
domain.” It is because we think about life this whgcause we share a conceptual
metaphor that saysre IS A JOURNEY, that we can say and understand expressions like
this. It is the same reason that Dante can begiimfarnowith the lines “Midway on our
life’s journey, | found myself / In a dark woodbkegtright road lost” (1.1-2). It is the same
reason Frost can begin his famous poem, “Two rdaasged in a yellow wood, / And

sorry | could not travel both / And be one travgleng | stood” (1-3). While poets such

% See also Lakoff and Johnsdthilosophy in the Flest60-63).
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as Dante and Frost may certainly be creative gegjukey still rely on existing
metaphorical structures of understanding that alintners of a culture share. Of course, a
journey is not the only way we understand life heseathe concept is more complex than
that. So we enlist a host of metaphors to covectimeeptlIFE IS A CONTAINER, as in
“living life to the fullest;” LIFE IS A PLAY, as in “she loves to be in the spotlightife IS A
YEAR, as in “he’s in his autumn days;FE IS A GAMBLING GAME, as in “that’s just the
luck of the draw” (Lakoff and JohnsoMletaphors51; Lakoff and Turner 20-23, 52-53).
LIFE IS A JOURNEYaNdLIFE IS A CONTAINER are spatial metaphors in that they
imagine life as operating in particular kinds ofthct (in that the path of the journey is
no real place on earth), but physical (in that spaths are a real part of experience in the
world) space. Lakoff and Johnson explain that apagiations are “at the heart of our
conceptual system’Philosophy30). Even our conceptual categories are envisitagd
they were containers, with an interior, an exter@ord a boundary” (20). The authors use
their famous example of a butterfly in a gardestiow the complexity of, not only
spatial understanding, but also spatial perception:
For example, to see a butterflyinghe garden, we have to project a
nontrivial amount of linguistic structure onto @&se. We have to
conceptualize the boundaries of a garden as a-thmeensional container
with an interior that extends into the air. We diswe to locate the
butterfly as a figure (drajector) relative to that conceptual container,

which serves as ground (@ndmarR. (31)

* Even more examples are explained in chapter ohaladff and Turner'sviore Than Cool Reason: A
Field Guide to Poetic Metaphor
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The spatial relation of thisontainerschema is only one of a number of possible schemas
identified by Lakoff and Johnson. Others includartpivhole, center-periphery, link,
cycle, iteration, contact, adjacency, forced motion, support, balance, straight-curved,
and near-far” (35). Each of these relations, thbas argue, is based on human beings’
bodily experience and neural make-up: “the veryprties of concepts are created as a
result of the way the brain and body are structasdithe way they function in
interpersonal relations and in the physical wo(RI7). Lakoff and Johnson show this
embodied experience (as conditioned by our neuitdbgrake up) to be the source of
our spatial conception. Any sense of space beyoadnmediate physical experience of
mind and body moves further into metaphor, whichassasive throughout human
language as a system for understanding and atirogila huge range of topics.

This idea of the bodily basis for structuring cqotcel meaning is expanded in
Johnson’sThe Body in the Mindrom 1987. Johnson there defines metaphor as “a
pervasive, indispensable structure of human ura®igig by means of which we
figuratively comprehend our world” (xx). Johnsorp&ins how metaphors can map
physical experience onto abstract ideas throughatien of the “image schema.” Image
schemata are representations of experiences, easely visual, but skeletal in structure
and kinesthetic in character (19-25)—in Johnsordsds, ‘a schema is a recurrent
pattern, shape, and regularity in, or of, these@ng ordered activities(29). Most often
these schemata derive from the everyday exper@neer bodies interacting with our
environment. These schemata form the skeletaltsteiof the conceptual metaphors at
issue in the present discussion. Mark Turner &desw of the common image-schemas

we use in cognitive operations: “of bounded spate, path, of contact, and of human
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orientations such as up-down, front-back, and cegreaphery” Reading Mind4.71).
Johnson’s explanation of tiraTH schema (113-17) applies well to thee IS A JOURNEY
metaphor referred to above. Several necessary gr@fsesent in theaTH schema: “(1)

a source, or starting point; (2) a goal, or engliomt; and (3) a sequence of contiguous
locations connecting the source with the goal” j1irBermediate stages, directionality,
and temporality are all entailments of this basteesna (114). The journey in the life
metaphor must have a path, which in turn must bia@e€omponents just enumerated,
which is how we can speak of way-stops, side-tdjpgction, and a destination in life. In
general, our experiences are only made meaningftiidse basic schemata: “And this is
the result of the massive complex of our cultureguage, history, and bodily
mechanisms that blend together to make our worlatwhs.Image schemata and their
metaphorical projections are primary patterns akttiblending” (104).

The blending that Johnson mentions in his boolcgraies a further development
of conceptual metaphor theory known as “concepilealding.” Conceptual blending,
then, treats metaphors not simply as informatiomfone source domain mapping onto a
target domain, but rather as an integration of demains to create a new space with
emergent meaning. Gilles Fauconnier and Mark Tuerplain this idea thoroughly in
their 2002 bookThe Way We Think: Conceptual Blending and the Miktidden
ComplexitiesFollowing on an earlier idea of Fauconnierthe authors posit the
existence of mental spaces, similar to what Johnatie schemata, which are conceptual

‘packets’ containing information about a specifi@et. Their introductory example is an

® See his 1985 book (revised in 1994) entitléehtal Spaces: Aspects Of Meaning Constructiondtufsl
Language
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enigma riddle, from Arthur Koestler'she Act of Creationinvolving a monk ascending a
mountain one day, then descending another day:
A Buddhist Monk begins a dawn one day walking upauntain, reaches
the top at sunset, meditates at the top for sedena until one dawn when
he begins to walk back to the foot of the mountaihich he reaches as
sunset. Make no assumption about his startingoppstg or about his
pace during the trips. Riddle: Is there a placéhenpath that the monk
occupies at the same hour of the day on the twaragpjourneys? (39)
One mental space is the ascent, which includesthentain path, the day, the traveler,
and the motion upwards. Another mental space ésthk first, only with motion
downwards. The solution to the riddle involves cgptaalizing a point at which the
monk occupies the same space on the mountain catoing as coming up. This
solution can only be reached through conceptualditg. From the two input spaces is
extracted a generic space containing only whaufeatthe inputs share—the mountain,
the day, and the traveler, all in unspecific senshs allows us to conceive of the
traveler’'s motion up and down as occurring in thmes space, the blended space, and
thus occupying the same position at one time. Fauieo and Turner call these kinds of
set-up integration networks, and argue that thims metaphors actually work (154-59).
Blends tend to compress things to human scaleafse ef understanding, and can
actually be compounded so that one blend becomagpanspace for a further blend.
The authors even go so far as to argue that tgeerof human language, art, and culture
are dependent on the cognitive operation of conedjpttegration, but that takes us too

far afield for our purposes.
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Plan of the Present Project

In all the work on metaphor following from Lakoffiéd Johnson, the essential
assumption is that the metaphorical language areulises can tell us about the
conceptual systems inherent in that culture—theswhgy understand the world. Zoltan
Kovecses sums up metaphor nicely as “inherasahceptuallinguistic, neural-bodily
andsocial-cultural— all at the same timeMetaphor in Culture293). While indeed
“[llanguage and literature reflect the nature ofmtion” (Turner,Reading Mind239),
they are both culturally dependent expressionbaight. Furthermore, most things
conceived are done so spatially—Turner arguesailhatories of actions and events are
spatial storiesL(terary Mind 47).

This project, then, is an examination of the An§kxon spaces invoked by
conceptual metaphors in Old English poetry, and thfitconceptual structures obtaining
in that culture, specifically how abstract notionaterialize in (mostly) coherent mental
spaces. | have chosen several especially rich @agsgof thought to explore in this
project: the self (with its components of mind, posbul, etc.); life and death; and the
cosmos (with its domains of heaven, hell, and ¢aBasically, this project explores the
ways that Old English poetry reveals the Anglo-Sexgense of space—how space
shapes certain basic concepts, through the operaticognitive metaphor. These
metaphors are in some ways familiar, as ModerniBmdjas inherited many of them, but
also strange, as the evolution of language hasuobd@arlier conceptions. My survey of
Old English poetry serves two purposes—to genaraiout Anglo-Saxon metaphorical
conceptions, and to show how specific poems wotkiwiand push back against these

generalization.
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This kind of metaphorical analysis following fronakoff and Johnson is,
however, not without its difficulties. Antonina Hars sums up the concern for the
Anglo-Saxonist:

Lakoff and Johnson, who concentrate mainly on pteday spoken
English, do not address idiosyncratic or innovatnetaphor use, such as
is characteristically a feature of ‘literary’ techune and style; and they do
not look at the origin, development or transitidrireese metaphors or
categories over time. ... Lakoff and Johnson theesflar not consider two
vital factors relating to human communication: streicture of knowledge
at a cultural level, and the impact of culturahsmission and diachronic
development of metaphor us€dgnitiveApproache6)
Certainly “idiosyncratic and innovative” metaphonsist be constructed with the same
mechanics and within the same constraints as tingecdional metaphors at issue for
Lakoff and Johnson. And metaphors derived witlefbry” technique must too. But the
cultural motivation and evolution of metaphor otiere can assuredly be explored. That
is one goal of this project. As | will show, the dlao-Saxons did indeed employ
metaphors that are still with us today, thoughraés with small differences that have an
apparent cultural motivation.

Leslie Lockett addresses the question of the dagbifate of metaphor in her
magisterial work on the hydraulic model of the mindAnglo-Saxon writingsAnglo-
Saxon Psychologies in the Vernacular and Latin ifraaks. Lockett challenges some
modern assumptions about how metaphors operatetlier cultures (6-13). The

standard line, which | share to an extent, is éhatlture like the Anglo-Saxons’ would
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use metaphors of a more physical nature to desalibact concepts that were difficult
to understand. The Anglo-Saxon idea of the mind fsid in the heated container of the
chest, which will be discussed further in Chaptesttikes modern readers as just such a
metaphor because we, with dualistic and scientifiderstandings of the body, know that
it does not really work that way. Lockett, citingpgiing doubt from scholars like Eric
Stanley and Soon Ai Low about what we can know abdmiAnglo-Saxons based on the
limited evidence we have, argues that the Angloe8axvould not have understood the
hydraulic model to be a metaphor at all—that i$ fie way they thought the body
worked. Concepts like this only become metaphorsnadncompeting model enters the
culture and gradually replaces the earlier onen evigle the older language persists.

| am convinced that Lockett is correct in her thagyo demonstration of the
evolution of the Anglo-Saxons’ understanding of thied, but | disagree with her
insistence that it is therefore improper to caltap&ors what the Anglo-Saxons took for
the literal truth. My understanding of the theofyconceptual metaphors is that the very
distinction between literal and metaphorical isljpematic. Speakers use language to
convey an understanding of the world, whether imgeone would be tempted to call
literal or in metaphorical terms. Certainly, spaakaf Modern English know, when they
say that “the sun rose” at a particular time, thest not ‘literally’ true—they understand
that it is the earth’s rotation that is responsiblethe effect of the sun’s ‘rise’ in the
morning. But when these modern speakers say somgdtke “he seized the
opportunity,” despite the general unconsciousnésisi®being a metaphor, it still is one,
based upon the generic-le®IENTS ARE ACTIONS And it did not become a metaphor

only when the first acute reader of conceptual ptataidentified it as such. It makes
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little sense to determine the metaphoricity of acempt based on the presumed
understanding of the speaker uttering the metaptather, it only matters for
metaphoricity that one conceptual domain or spaceethner generic (as in the
opportunity case) or parallel (as in the sun casdjeets the understanding of another
domain. At the most basic level, there are relétif@v conceptual structures, most
based in the direct experience of a body in sffaae, which to draw on to describe
things not so immediately apprehensible to theesenEhat is why metaphors are so
pervasive in language, Old or Modern English. And those in Old English which
differ from those Modern English that are of magérest; the interesting question is
which basic conceptual spaces apply to which sigadiéas.

In this dissertation, | focus on Old English poetsya source for language that
expresses conceptual metaphors. Except for thexauple, | exclude Old English
prose. The reason for this is that poetry tendhtw a wider variety of language, as it
contains a more conservative and diverse vocabthatyexpresses, one must assume,
more of what is native to the language and idedkeotulture. Of course the biblical
language underlying much of Old English poetry complicating factor. But Old
English poetry’s abundant compounding, much ofiibwarchaic roots, adds a level of
metaphor to the language that tends to diminigdr #fie conversion. According to Peter
Clemoes, poetry is more apt to define general pettend truths about the world
(Interactions117-20); its noun-based vocabulary tapped inteepdnd rich area of
semantic potential (134-35). He explains, “Old Estgpoetry’s transmission from its
Germanic past [is] of not only society’s collectiwesdom about itself but also its

established perception of both the environmengd@ded to control and its human
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resources for doing so” (68). What Clemoes is spigrthat the poetry carries with it
traditional wisdom in the very language it usesttBidize asserts that most Old English
poetry has an “undeniable traditionality”; he defirtradition as “an accumulation of
human behaviors, thus always and necessarily mhtembodied, and particular in its
realization” {Traditional Subjectivitie248). The poetry of Old English literature thus
provides access to the traditional, conventionad, @&chaic, which best preserve pre-
conversion mentalities.

Prose, on the other hand, tends to be more stamddranore Christian, and more
often translated from Latin. Of course, the didimt between poetry and prose in Old
English literature is not always clear. ZAlfric amdilfstan have been said to write
“rhythmical prose” with two-stress units and “phtoeorrespondences, especially
alliteration,” but without the extended poetic thet (Batley 84). InThe Poetics of Old
English Tiffany Beechy subverts the general distincticadling attention to the poetic
features of what we call Old English prose. Sheiesghat “Old English appears not to
have recognized a genre of prose at all, rendénstgad all of its important documents
in an artificed literary register not qualitativalistinct from what we would call poetry”
(2). Nevertheless, the present project followsdtventional distinction between the
two forms.

One might think that attending to the prose wowddbgreat help because it can
directly address some of the ideas and concepr ulistussion here, but this is exactly
the reason | tend to ignore the prose. | am lgssdasted in what the Christian tradition,
or even the scholars of Anglo-Saxon England, hawsay about the self, death, and the

world. Of course they widely speak to these conoapt but primarily in special,
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reasoned, philosophical ways. This scholarly dise®is apt to adopt conceptions from
sources of other cultures, which will not necesgaeil us much about native cognitive
and conceptual structures. To obtain access te thesrvey the poetic corpus, as
explained above, to find out about the ordinary,the special. But once the general is
established, particular uses can be revealingumdr’'s words, “[tlhe analysis of the
special must start and end with the analysis ottlegyday” Reading Mind4.51). On
occasion, therefore, | will take the everyday metajeal structure of a concept as a
background against which particular or innovatigesican be analyzed as meaningful. |
also use a number of translations or adaptatiohsiirh texts, useful because, through
the comparison of the original to the later versimme can identify deviations that
express undeniably Anglo-Saxon thoughts or expwasdihis is not to say that | ignore
Christian ideas as they occur in Old English peetityey too form part of the conceptual
system the Anglo-Saxons operated within—but theegariocus is reconstructing native
beliefs where possible.

Additionally, | borrow a technique from one of theethods of the digital
humanities, text mining, though to a relatively #rdagree. An example of this method
employed for the purposes of “distant reading” y@RHeuser and Long Le-Khads
Quantitative Literary History of 2,958 Nineteentlet@ury British Novels: The Semantic
Cohort Method The authors of the study conclude that over these of the era, an
“abstract” cohort of fields relating to “socialgeaint,” ‘moral valuation,’ ‘sentiment,’
and ‘partiality’”” gives way to a “hard” cohort wittaction verbs, body parts, colors,
numbers, locational adjectives and prepositiond,rysical adjectives” (Liu 413).

Though their methodology is not without problemstasill relies on hypotheses to
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generate its search terms (Liu 414), Heuser andiae are able to draw conclusions
about the development of social spaces in the ¥aricera. The kind of analysis these
authors perform for nineteenth-century Britainustjnot possible for Anglo-Saxon
England, whose texts are few and of uncertain teatoigins. But scholars of this era
do have th@®ictionary of the Old English Corpuet their disposal, as well as digital
editions of the poetry available for quantitativegessing. | have used these tools here
and there for various purposes. One is to usedips search to obtain raw numbers on
the relative frequency of the different terms emgplibto refer to one general concept;
this can suggest something about the entrenchedhpssticular metaphors for a
concept with competing metaphorical models. Thewitto search individual texts for
this same relative frequency, which can revealarfag of a particular metaphor for
rhetorical effect. My use of these tools in thisjpct falls well short of a fully digital,
computational approach, but occasionally sheds digimeon metaphorical usage.

This dissertation consists of three developed @nagbllowing this introduction,
plus a short conclusion. The first long sectionagtbr II, covers the Anglo-Saxon
structure of the self, which is composed of severataphorical bodies and spaces—a
body, a mind, a soul, and a force less familiargmow, best just called ‘life.” Leslie
Lockett’s work is the most important scholarshiptiois matter, but | analyze three Old
English poemsBody and Soul I, The SeafarandThe Wandererto show how the
functioning and interaction of these parts aretputse in complex ways. Chapter Il
attends to matters of life and death. After a sysfethe inherited understanding of death
for the Anglo-Saxons, | cover a series of metaphimastreat death as an object, an agent,

and especially a spatial condition. | treat severaks from the minor poemghe
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Fortunes of MerandFates of the Apostleso the major heroic poenBeowulfandThe
Battle of Maldonto the enigmatidVife’s LamentChapter IV considers the spatial
structure of the cosmos, distinguishing what motaige been inherited from the
Christian from those which have a more native Artgéxon flavor. Biblical poems like
the Old EnglisiGenesisandChrist and Satamrovide useful examples, as well as other
poems likeBeowulf Christ Il, Guthlac B and theAdvent LyricsChapter V serves as a
short conclusion, examining all of the previousiscdissed spaces and metaphors in one
poem,Christ Ill.

Throughout all of these conceptual spaces anddbmp exhibiting the
metaphors that express them, the overriding spsdiade is one of enclosure. Just as
CONCEPTS ARE CONTAINEREIOminates human thought, the Anglo-Saxons enclose
themselves in containers of self, life, and wo@dd English poetry reveals a complexly
enclosed world of containers within containers, iehdeas are played out in spatial
terms as movement with respect to the containeas ahanges in the structure of the
containers. Anglo-Saxon culture, as expressed ¢gir@ld English poetry, seems to be
most comfortable in a definite place, in an endosgace, whether physical or
metaphorical, and often expressed through langoiigmding. One could call this
propensityclaustrophilia—the love of enclosure—though the Greek flavorhait term
leaves something to be desired. Whatever we c¢alldlear sense of a world-view, both
familiar and strange, emerges from the collectiboomceptual spaces and metaphors

discussed in this dissertation.
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CHAPTER Il
THE SELF
Introduction: The Mind of The Wanderer

In our post-Cartesian world it is common to spebthe self as divided into two
parts—the mind and the body. The mind is that inemaitessence that we all possess,
while the body is the physical, mechanical entityck houses the mind. We tend to
associate the mind with the brain to give it a numexise location within the body, if not
identify it completely with the brain. To be suneany people today also consider the
soul a vital part of the self. This soul is immaéiklike the mind, but has less of a proper
location in space as it need not reside in thenbwaeven the body. The mind, body, and
soul are thus the most common ways to articulaesétf in Modern English. But these
components are less than self-explanatory—onlptity has a strong basis in physical
reality, while the mind (not the brain) and the lsane completely abstract, and therefore
require metaphorical extension for understanding.

This modern schema, of course, is not the only tedkink about the self. In the
Christian Middle Ages, a similar dualism of selthébut instead of opposing the body to
the mind, it was coupled with the soul; the minertlusually functioned as part of the
soul. In hisConfessionsAugustine addresses the question of who herst,dnswering
“a man,” then commenting, “it is clear that | héxath body and soul, the one the outer,
the other the inner” (10.6). The soul is the beteat of the self because it gives life to
the body (10.6). After identifying the memory afaeulty of the soul (10.8), Augustine
claims that “the mind and the memory are one aadgéme” (10.14). Memory, for

Augustine, is a vast space where images of thim¢jsa real world, as well as immaterial
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things like facts, are stored: “memory is.like a great field or a spacious palace, a
storehouse for countless images of all kinds whrehconveyed to it by the senses”
(20.8). Then inThe Trinity he breaks the mind into three faculties: memiotg|ligence,
and will (Book 10). Augustine’s is the standard vediyhinking about the medieval mind.
Old English, however, possesses a robust metagihsgistem for the mind and
the self—one that challenges the dualisms of batdem folk beliefs and Augustinian
psychology. Furthermore, what we mean when wefsagxample, “mind” is not
necessarily what writers of Old English meant wité words we now translate as

"mil’ld."6

This chapter, then, is an accounting of the whgsAnglo-Saxon psyche is
composed and the ways its parts interact with oi¢h@r. The metaphorical basis for
this composition and behavior is spatial—partshefself have particular locations and
operations in space. To expose this, | will exanainespecially complex and revealing
passage fronthe Wandererthen give an overview of the scholarship on tladten,
before proceeding to readings of several po&ua| and BodyThe SeafarerandThe
Wandereragain, which exploit the complex relationshippafts of the self.

The Exeter Book’s famous eleghhe Wandereris intently focused on the mind
as the site of the trauma of exile it recounts. pbem thus exhibits a wide range of
vocabulary and concepts for the mind, an abstrattgs the self necessarily dependent
on metaphorical articulation. In a famous passagly @ the poem, the speaker (the

Wanderer, for lack of a better name) expresseagtlesire to keep his thoughts to

himself as he struggles with the miserable conditibexile:

® Soon Ai Low, citing Anna Wierzbicka, reminds usitvhat we call ‘mind’ in Old English is only an
approximation, not a semantic equivalent (“Apprafhll). This caution is taken for granted withsaith
translations and labeling throughout this chapter.
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Nis nu cwicra nan
pe ic himmodsefan minne durre
sweotule asecgan. Ic to sope wat
peet bip in eorle  indryhten peaw
paet he higerdlocan faest binde,
hishordcofan, hycge swa he wille.
Ne maeg werignod  wyrde widstondan,
ne se hretnyge helpe gefremman.
Fordon domgeorne  dreorigne oft
in hyrabreostcofan bindad faeste (9b-18)
[There is none living to whom | dare clearly exgresymind. | know as
truth that it is a lordly virtue in a nobleman tiat bind fast hispirit-
locker, control hishoard-cove think as he will. My wearyind may not
withstand fate nor the troubledind provide help. Therefore those eager

for renown often dreary-things in théireast-covebind fast.]

Immediately obvious is the abundance of termsHermhind alone (which | have

highlighted in bold in the Old English text andtire translation). In these nine and a half

lines there are no fewer than six terms that carmbghly translated as “mindimodsefan

(10a),ferdlocan(13a),hordcofan(14a),mod(15a),hyge(16a), antreostcofan(18a).

Why such linguistic diversity? One possibility st the terms are just poetic synonyms

deployed to meet the demands of alliteration. &, feach of these mind terms does

" All translations from the Old English are mine)ass otherwise noted.
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participate in the alliteration, but | suspect tthegre is more to the story, that there are
semantic or conceptual reasons motivating thisatian.

Before examining the implications of the astonighixical variety of these
terms, let us assume for the moment that theyysm@nymous and consider their
semantic roles in the speech of the Wanderer., Fiessays that there is no one to whom
he mayasecgari“say, express”] his mind. The mind seems to belgject capable of
being expressed in words, perhaps equated withgtitiswr language on some level.
Second, the Wanderer says that it is a noble cukioenman to bind his mind fast. Now
the mind must be something that can be securelduby suggesting a physically enclosed
space. The third mind term is a variation of theosel, again expressing enclosure.
Fourth, the mind is a weary thing that cannot wéhd fate. Here the mind resembles an
animate entity with the capacity for fatigue; s@lican take a physical position, therefore
capable of being assaulted. Fifth, the mind isafd¢ to provide assistance, another
indication of personified action. Finally, the miisda space for securely storing dreary
thoughts; it is yet again an enclosure that cashog. In these few lines competing, but
compatible models of the Anglo-Saxon mind emerdpe mind is a bounded enclosure,
the linguistic or cognitive contents within thatcésure, and an at least partially
personified agent.

The functional variety of mind terms deployed ie ftassage fromhe Wanderer
is not just limited to semantic roles the wordsyplais echoed in the semantic value of
the words themselves. The three times the mind svpoiht to an enclosure, they take
the form of compounds which specify this functieritally: ferdlocan hordcofanand

breostcofanin each case the second element expresses as@mclAloca, according
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to Bosworth-Tolle? is “that which closes or shuts, a bar, bolt, lank,enclosed place,
locker;” while acofa the ancestor of ModEove is a “room, chamber; frequently inner
room, bedroom” (DOE 1) and “cave, den” (2). Botimis clearly indicate enclosed
spaces, withoca adding a strong sense of security to that spduoe fifst elements of
these compound terms, however, characterize thalmraof the mind in a few different
ways. For the worderhpthe DOE has “mind, soul, spirit, heart” (1) fas grimary
definition, but also “life” (2) as a secondary ofiéde mind is now implicated in another
aspect of the self—the soul; specifically the mmeén enclosure for the soul (as opposed
to the body as the usual enclosure for the sot. Wordhord signifies a treasure, which
in this compound communicates the idea that théeots of the mind enclosure are quite
valuable. The worthreostin the final compound serves to locate the spatieeomind in
the center of the body (rather than the head esnsnon now). These three compounds
give some further insight into the nature of theglsSaxon mind—its space is located in
the chest and contains the soul and treasuresifemtbie soul itself, or thoughts,
memories, emotions, etc.).

The remaining terms for mindmod hyge andmodsefa—are less revealing in
their etymology. The worchodandhyge and the elemersefaseem to be generally
interchangeable, all meaning “mind.” They can adddlly mean “heart” or “soul,”
however, complicating our picture of the Anglo-SaxyisycheMod can even mean
“courage” or “pride.” What distinguishes these terftom the compounds treated above,

though, is that they are not spatial, locatingrttied in the body or contents within the

8 For definitions of Old English terms, | cite tBéctionary of Old EnglisHDOE) when possible (only
entries from A through G have been published dhisfwriting), otherwise the older standafdy Anglo-
Saxon Dictionaryor Bosworth-Toller (BT), after its first two cortgrs.
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mind, but indicative rather of a power or actiortlohking. Thus it is thenodthat can be
weary (as a depleted body or power), hilggethat can be rough (as in troubled or
disturbed), and themodsefahat can be expressed in words. These dynamicrgsaave
personified as animate bodies, or perhaps treatédid forces, to better express their
potency.

Emerging from the passage frarhe Wanderejust examined are two discrete set
of terms implying two distinct models for the mirild.one, the mind is an enclosed
space, located in the chest, and subject to clasitgnding; this model is primarily
spatial, and can include the treasured contertti®tpace. In the other model, the mind
is an animate body whose energy can be depleted.therefore call these two
conceptions the mind-container and the mind-bodypdt them into the metaphorical
language introduced in Chapter HAMIND IS AN ENCLOSEDSPACE (LOCATED IN THE
CHEST) and THE MIND IS AN ANIMATE BoDY. A third possible model, suggested by lines
9b-11a, is HE MIND IS LANGUAGE, but this aspect of mental expression probablywdsr
from the enclosure model—the contents of the encgthought and words, themselves
metaphorically cast as physical objects, are fattai mind as welf. This short passage
from The Wanderethus shows that the mind, and therefore the aglfinderstood by the
Anglo-Saxons is not so simple as the familiar duimodels suggest.

Overview of the Anglo-Saxon Self
As we have seen with the conflicting models of¢bE between modern folk

belief, Augustine, an@The Wandererdefining the self is not easy. Understandingesri

® The well-known kenning frorBeowulf “wordhord” (259b), reinforces the notion of woraislanguage as
physical objects collected in a hoard. Unlockingwlordhordis the opening of the mind as enclosure.

191 will return toThe Wanderefor a more in-depth analysis in the last sectibthis chapter.
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from culture to culture, as well as from era to. ¢testorically, there is no stable sense of
whether the self is one’s whole being, just pait,afr an independent identity; whether
the self is unitary or compound; whether the seffermanent or transitory; or even
whether the self is grammatically a pronoun, aretije, or a substantivé Scholars of
Old English literature have been interested inghestion of the Anglo-Saxon self,
especially the mind, for over forty years. Such kveas tended to consider this self to be
composite, with parts acting somewhat independeamttysomewhat under the control of
the subject.

There are four aspects of this Anglo-Saxon seléx@sessed in the Old English
language: body, mind, soul, and lifeContrary to modern beliefs, the body and mind are
not so distinct as they are now commonly thoughitetoRather the mind and body are
intimately connected: the physical person is madefwnthinking flesh (the body) and
thinking flesh (the mind), both sharing one witl.this view the mind is an organ of the
body, and shares in its fateawelis the term used for the part of the self thatleane
the body, and is clearly distinct from the mind. Whhe soul separates from the body
and acts autonomously in death, even capable mifitig, it cannot influence thought
while still in the body—it is just that part of tiself that exists in the body while living,
but obtains an independent existence outside tdg inodeath. In the body, the soul is
benign and helpless, functioning variously as asguwelaborer, or a servant in the

language, and therefore participating in persodaiitsn metaphor as a human being,

1 See Antonina Harbus’s “The Medieval Concept of3kéf in Anglo-Saxon England” (77-81) for a
review of the difficulties of talking about whatthomodern and medieval writers mean by “self.”

12 This schema and the following explanation is basetleslie Lockett'sAnglo-Saxon Psychologies in the
Vernacular and Latin Traditionsvhose first chapter provides a thorough discussiahis four-part
schema.

33



though one of restricted abilities. Finally, these life-force distinct from mind and soul
that is denoted in the Old English teprh lif, andealdor. This force, like the soul, exists
enclosed in the body, and can only leave when ¢l s ruptured in death. Unlike the
soul, though, the life-force does not survive fatglry—it has no being outside the
body. Therefore, the loss of the life-force sigesfideath. Diachronic change has blurred
the distinction between this life-force and thelsadnile confusion with the terrferhd

has contributed to the erosionfebrhs independence from the soul.

Of these four aspects of the self, however, hésrmind which is most discussed
in both OId English literature and the scholarshigo distinct traditions of Anglo-Saxon
understandings of the mind have been identifiedlassical or philosophical strain and a
vernacular or common-sense psychology Grighe former tradition is represented by
Plato, Augustine, and Boethius, plus classicallyoatied Anglo-Saxon writers like
Alfred and Zlfric. These figures generally consetkethe mind to be identical to the soul.
Alcuin’s De anima rationeoutlines a psychological theory based on Plato’sd-part
structure of the soul: concupiscible, rational, aadcible. Alcuin maintains that the
mind (men3 is the chief part of the soul, but soon treaésttio facets as interchangeable,
contrary to Augustine’s clear distinction. This ehigoul reflects God in its ability to
remember and imagine. Alfred, in his translatioBogthius, follows Alcuin in unifying
the mind and the soul, which the original authgstldistinct. Alfred usesnodandsawel
to translate Boethiusisiensor cor, even casting the original “I” of Boethius as a

personifiedViod. One difference between Alcuin’s and Alfred’s treants of the soul is

13 M. R. Godden characterizes this split as classieaus vernacular (284), while Soon-Ai Low conside
it to be better stated as a philosophical or sifieqterspective and what she calls a more comnanses
psychology (“Approaches” 20). See Godden, “Anglo«ges on the Mind,” for a review of these classical
beliefs and their influence on Old English literatu
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that, for the former, the out-of-body movementtd soul in dreaming is merely
metaphorical, while for the latter, it is an actjmalrney. Additionally, Alfred seems to
distinguishgastfrom sawe| as a spirit that moves beyond our conscious cbr#lfric
follows Alcuin in considering the soul as an inkellual quality, but, according to
Malcolm Godden, “seems uncomfortable with Alcuitéadency to use soul and mind as
interchangeable terms” (291). For Alfric, only soell is the thinking agent, while the
mind is just place in which the soul resides, dngtnot a functioning aspect of the
self—thesawelis the thinking power, anthodthe site of thought.

Two images from Old English poetry demonstrate ¢thassical understanding of
the mind as a soul. [fhe Wanderememory is characterized as the ranging of the mind
throughout the world (55b-57), andTime Seafare(58-64a) the mind leaves the body in
restless searching over the world. Peter Clemdeé=ddhis motif of “a mind thinking
intensely of distant thingghens absentia cogitari$The source for this motif is likely
Alcuin’s De Animae ratione libewhich derives ultimately from Augustine and Cassi
and Ambrose’'$iexameronAlcuin discusses the activity of tiheensor animusin
dreaming, as it moves rapidly to set before itasifthing being thought about.
Augustine’s relevant discussion, frdde Genesi ad litterams of the spirit’s ability to
see things not immediately in front of a personilevAmbrose talks about the soul’'s
ability to explore the world in thought. These sm# and influences for the imageTine
WandererandThe Seafaredetail the actions of the mind, assumed to betic&nwith

the soul. It the soul's resemblance to God, acogrth the late antique sources, which

14 Clemoes’s article,Mens absentia cogitaris The Seafarer and The Wanderer,” provides thegrance
and inspiration for the following analysis.
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gives it the ability to range freely beyond the Yout this is not clearly what is
happening in the passages from the Old English poarithe Wandererthesefais the
element of the self that undertakes this actittigugh this term does not ordinarily refer
to the soul. InNThe Seafarerthe ranging mind is denoted hygeandmodsefawhich

can, according to Bosworth-Toller, indicate thelsBut these two terms can also refer to
the mind-body conception as we sawime\Wanderer Two possibilities can explain this
situation. Either the Anglo-Saxon poet consideredrhind and the soul to be the same
thing, or the mind, distinct from the soul, posgasthe ability to move outside the body
as its own body. To address this question, we adeziter understanding of how the Old
English language dealt with the concepts at issue.

The vernacular tradition is not indebted to claasand patristic thought, but
rather a feature of the language that Anglo-Saxa@iguse to talk about the mind.
Instead of a more-or-less consistent identificabbthe mind with the soul, as the Anglo-
Saxon intellectual tradition has it, the poetrythiat a different conception for the
structure and behavior of the psyche. Despite ddiffieulties,*> we can use the literature
to recover how Anglo-Saxons thought about the neimé& more common-sense level.
Scholars have investigated the emphasis on the imiAdglo-Saxon culture to develop a
model of the Anglo-Saxon mind based on poetic esgpom. This mind does not seem to
be identified with the conscious self or the speglsubject—OId English literature tends

to talk about “taking’ various mental states,”hvat than feeling them or having them

!5 Antonina Harbus explains the nature of thesediliffies, which include the limited nature of the
evidence I(ife of the Mind9), obscured temporal and geographic varietyt(@) potential for Christian
influence (10), our own preconceptions (10), tlek laf any clear statement of mind theory from the
Anglo-Saxons, and assumptions of individualitypoetic speakers, though they may be corporate
generalizations (10-11).
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(Godden 299). In essence, this is a division ofvdr@acular mind into a conscious self
and a mind which performs thinking and emotibimstead, the mind is either treated as
some kind of force embodying mental action, or apace for thought and emotion. The
mind as a force or power is “something more likerarer passion or willfulness, an
intensification of the self that can be dangerq@ddden 300). This mental aspect is not
the same as the conscious self, as we have alseadiywith the attempts to restrain the
mind by the speaker dthe WandererThe powerful mind is typical of wisdom and
elegiac literature, which relate attempts by tHetsecontrol an unruly mind’

Most representations of the mind in Old Engliserbture, however, occur as a
kind of space, place, or location, usually charsémtel as an enclosure or a container in
compound terms. The relationship between termsmmpounds for the mind is
complicated, but generally at least one signifiesriature of the containing mind or the
contained contents. There are four possible relship between container and contents
with respect to a dynamic inside-outside binaryitfings inside, the mind can either
hold or release; for things outside, it can eitiegrel or admit® For example, to use a
case we are already familiar with, The Wanderethe speaker must keep all his thoughts

and feelings locked securely in his mind, expressddrolocan(13a),hordcofan(14a),

18 Antonina Harbus points to the elegies as cleampkas of the mind as distinct from the selif¢ of the
Mind 137-41). The powerful emotions of sorrow expredasetiese poems serve to alienate the self from
the mind, which enables a move from a past of migen present of consolation, or even a futurbage.
The elegies are concerned with the proper stateirad to allow for a change of mind, a progresshef t
self. This self both influences and is influencedhe mind.

" Harbus, inThe Life of the Mind in Old English Poetgxplores the behavior of the mind in these two
genres. See pages 61-86 for wisdom literature aieb0 for the elegies.

18 The primary scholarly authority for this enclostmaction of the mind is Britt Mize, whose articl&he
Representation of the Mind as an Enclosure in @Igligh Poetry,” identifies and describes this foldf
functioning.
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andbreostcofan18a). We earlier noted these terms designatechthe as a container,
but they also exhibit a general situation of mirelaan call the mind hold$ One keeps
this mental material shut out from the world beeaofsits danger of causing public harm
or shame. But protecting others from bad thingmig one function of the mind as a
container. The mind can also let out good, valu#thlggs like wisdom, which, like
treasure in Old English heroic poetry, should bereth rather than horded. Thdaxims
| opens with a call to open the mind and share ige thoughts:
Frige mec frodum wordum!  Ne laet pinne ferd olmege
degol peet pu deopost cunne!  Nelle ic pe mimelgresecgan,
gif pu me pinne hygecreeft hylest ond pine leogepohtas.
Gleawe men sceolon gieddum wrixlan. (1-4a)
[Question me with wise words! Do not let your hiddspirit be secret, that
which you deepest know! | will not tell you my setif you conceal your
mind-craft from me and the thoughts of your heais&\mmen must
exchange maxims.]
The admonition to open up minds in a free excharigase thoughts demonstrates how
important it is to circulate what is valuable.
While container mind words do not merely referhie kocation of the mind in the
body, but to the mind itself, the mind does hayage in the body, most typically the
chest. In fact, thinking in the mind seems to ofgeiia terms of a hydraulic mod®&lIn

this model, the mind is generally (though not egidaly) located in the breast. Mental

¥ The hydraulic model was developed by Leslie LockeherAnglo-Saxon Psychologies in the
Vernacular and Latin Traditionrs-see her chapter three (110-78) for a completewativgy of the
processes involved in this model, which | only mdtlhere.
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activity, especially distress and yearning, is ustded as heat produced in the cavity of
the chest. In the hydraulic model, mental actiatgurs in an enclosed space, with heat
and swelling. The heated mind (as well as its aedtits associated states) seethes and
wells in its activity. Peripheral features of theael include cooling, which can be
positive or negative, though is often a sign of edamd of weakness; roominess, which
seems to be wholly beneficial; and constrictionjolths unequivocally bad and indicates
distress. The head is surprisingly absent fromdpstem. In Lockett's assessment, “[t]he
cultural and conceptual niche that in MnE is oceddy the conventional opposition of
head and heart is filled, in OE literature, by streiggles of the individual to restrain the
seething contents of his breast” (79).

One complicating factor in discussing the poss#hiapes and functioning for the
Anglo-Saxon mind is the wide variety of vocabulased to express the concept. There
are at least forty-nine distinct terms, both sim@ad compound, for the inner faculty in
Old English, withmod heorte gast andsawelare the most well attested, though the
latter two are usually reserved for the part ofgkH that survives deatfi All of these

mental terms occupy a range of meaning coveringgt'ef thought’, ‘seat of emotion’,

20 Lockett argues that the hydraulic model is not gukatin borrowing: “It is far more likely that jor to
their Christianization the Anglo-Saxons already &yed the hydraulic model and attached culturally
specific values to individual symptoms, and that&id Latin hydraulic-model diction subsequently
converged in OE prose translations of Latin texi€9).

2L Soon-Ai Low has done the work of accounting fas trocabulary, with the results published in
“Approaches to the Old English Vocabulary for ‘Mifid_ow identifies two ways of looking at such a
vocabulary, onomasiologically (the semantic relaibetween terms) and semasiologically (the
polysemous range of a given term). These roughirespond to the semantic role and semantic value |
mentioned in the initial look at mind termsThe Wandere(9b-18). Low seeks to provide a linguistic
analysis as a corrective to past semantic studirshvwend to
focus on the terms individually, without considegriteir synonymous relations or why
these should have arisen, and as a result thetiestre characterized by
repetitiousness, as it is found over and overttheterms are used rather similarly, as
well as, at times, an over-interpretation of thilemce in an effort to find the semantic
differences assumed to be always and in everyrinstaperative. (“Approaches” 20)

39



‘thought’, ‘resolve’ and ‘intention™ (Low, “Approehes” 15)*? Most critics consider the
terms for the inner self to be more or less intangfeable, an example of polysefily.
Polysemy, however, can be more than just multiggammgs—it can be understood as a
kind of cognitive potential. The polysemous ranfja word functions through four
methods of diachronic semantic change—narrowinggadening, metaphor, and
metonymy. The interchangeability of mental terms also stem from a certain inherent
vagueness that each possesses, which leads togiiagnerlap. Expressiveness is yet
another reason for the great variety of mental oy, as the Anglo-Saxons seemed
not to mind tautological expression, as seen imsdikemodsefaThough we may be
tempted to draw distinctions among mind teffhsge could be too tidy and overlook the
evidence that points to general models of the miridgh are expressed with various
terms, however inconsistently. There are genetadiza that can be made about the

tendencies of mental words, even if they canngirbeisely delimited. And overlapping,

%2 |n an alternative generalization, Godden consitkets hyge andsefato be interchangeable terms
available for multiple senses of the inner selfifdy” “heart,” “spirit,” “soul” (301).

% For a discussion of polysemy and the ways it qzerate in Old English, see Low’s “Pride, Couragel a
Anger: The Polysemousness of Old Englisétd.”

% Harbus is one critic who differentiates betweemtefor the mind She finds thatod the most common
term for mind at over 2500 occurrences, referigopiace of thought, memory, disposition, emotanyg
resolution, while occasionally meaning pride, cgereand even the modern sense of madfe of the
Mind 40-41);gymndcan mean the mind and memory, whether as a locatia faculty (42-44)gewittis
fairly interchangeable witmod but also glossemnimaandsensug45); mynepoints to intention, memory,
and love (45-46)hygeis the place of thought, the mind (43gfatends to indicate understanding, gloss
sensusand imply perception (47)erhdis more spiritual, the place of wisdom, and thedragain (47-48).
Harbus notes that the compound terms usually quoreksto one or both of their elements, and esggcial
refer to the location of mental activity (50-54héke definitions for many of the mind terms arédnpps
overly precise, a danger she acknowledges whensfis the overlap between terms and the tendency t
vagueness (48-49). | will argue that different teran refer to different aspects of the mental nsodbert
this variety is due more to context than inheremtatation. This circumstance can certainly allow
connotation to arise, but always incompletely.
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generally synonymous terms can appear in contelitshweveal different mental
conceptions, as we have already seerhi@ Wanderer

Given a basic understanding of the Anglo-Saxonaetfomposed of a body,
soul, mind, and life, all with varying shapes anddtions, | will proceed to explore the
ways that specific poems exploit the implicatiohthese models. With a clearer
understanding of the metaphorical structure ofntined and the self, as they emerge in
the language of the Anglo-Saxons, we are able $t pne step further and comment on
how the poetry exploits existing conceptions fortipalar effects. The remaining
sections of this chapter each examines a spec@aoythat expresses and manipulates the
metaphorical self. Firs§oul and Bodghows how the two components named in the title
are not so easily distinguishable; secofitk Seafareshows the active mind in all its
capability; third, a return tdhe Wandereshows how the mind fails in all of its
metaphorical capabilities.

Who's in Charge? Soul and Body

One of the clearest examples in Old English poeftityow the self can divide into
discrete parts, each with its own metaphorical eptualization, and interact, is found in
two very closely related poems both caltaliland Bodyor The Soul's Address to the
Body The poem deviates in interesting ways from thealu€hristian hierarchysouland
Body | containing 166 lines, appears in the Vercelli Babough the poem is
incomplete Souland Body 1] consisting of the first 122 lines (with some afons) of

the Vercelli version, appears in the Exeter BGbRoth poems recount the visit of a

% peter Orton, in “Disunity in the Vercelli Bodoul and Bodyargues that both versions derive from an
older source, with the Exeter poem an earlier tteat influenced the Vercelli production. See T. A.
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departed soul returned to its decomposing body.sbléberates the body for the sins it
committed, which put the soul in hell, and spe@sdain their linked fate after Judgment
Day. Next comes a gruesome image of the body’srdposition at the hand of greedy
worms. The Vercelli poem finishes with a sectidadjf incomplete) on what a blessed
soul would say to its faithful body, while the Egepoem ends with the worm image.
The theme of an address or debate between thasdidody is a common one in
medieval literature (Ferguson 72) and Old Englisparticular®®

Early discussion of this poem focused on the omgadf its theology. T. A.
Shippey determines that “[t]heologically, the posmot first rate” (33), but suggests
that it is “a valuable document for the historyidgas” (35). Most such criticism
considers the poem in light of the Christian irgefluial tradition. It is perhaps more
constructive, however, to mine the poem for itadtires of belief, not to determine
orthodoxy or heterodoxy, but possible popular us@erding of its subjeéf.| therefore
agree with Michelle Hoek, who explains that “[c]epts of soul and body are not
universal truths, but rather social constructiof®74), and seek to explain the precise

metaphorical functioning of the two aspects ofsad named in the modern title of the

Shippey'’s review of possible sources for the sowl laody topos iffoems of Wisdom and Learning in Old
English(29-36)—these include a pseudo-Augustinian homuilgt the apocryphalisio Pauli

% vercelli Homily IV and Blickling Homily VIII treatthis matter in prose (Fulk and Cain 138).

#"In a review Tom Hill critiques Shippey’s claim asll, stating “What he presumably means is Sail
and Body Ireflects the influence of the traditions of popukather than learned Christianity—the beliefs of
ordinary rather than more sophisticated and bettacated Christians—but he could have found simpler
ways of saying so” (631). Frantzen goes furthesap that “the poet's subject is not theology, but
penitential practice” (81).
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Old EnglishSouland Body f® The soul in the poem behaves like another humangbe
(what | have been calling a body in relation to mietaphorically personified mind). The
material body, on the other hand, is more intemgsit is capable of some of the usual
bodily behaviors, but not others, and is primaciyaracterized as a container.
Appropriately, and interestingly, the other aspetithe self, life-force and mind, are
nearly absent from this poem.

There are two Old English words for soul which appa the longer version of
the poem—-sawel(seven times) angast(ten times). Bosworth-Toller gives several
definitions forsawel “the soul, the animal life” (1), “the soul, thetellectual and
immortal principle in man” (Il), and “a soul, a hamcreature (after death)” (llijzast
primarily means “breath” (BT I), but can also métre spirit, soul, ghost” (BT II). The
DOE more precisely divides the senses of the tesith,the most relevant for our
purposes being “the incorporeal spirit, the souliainct from the body, the spiritual part
of a person in contrast with the physical or cogadit (10), with the important sub-sense
of “the soul after death: as journeying to Heaverlell; as susceptible of happiness or
misery in a future state; as being judged aftetljemmforted by prayers, etc.” (10.d).
Generally the sense gastmoves from breath, to spirit and the soul, toititellectual
part of the mind and the part of the self that é=sathe body in death.

The soul in Old English is commonly endowed witimzatte and sentient
capabilities—it behaves like another human beihg; is especially clear i8oul and

Body | Very early in the poem, the soul is said to begourney: it behooves every man

% Body and Soul, ithough longer than the other version, does railyradd anything new to the shorter
poem, at least in terms of the body and soul fonatg. It does, however, contain the only referetocthe
mind (“ferhde” 130a) in the poems.
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“peet he his sawle sid sylfa gepence” [“that he leifnthink on his soul’s journey”] (2).
For the soul to be capable of a jourd@it, must be able to move and move with
intention. In this capacity the soul behaves ke Anglo-Saxon exile who seeks a lord
or salvation, or like the Anglo-Saxon hero who #isvto battlé? In this poem, the
destination of the soul is usually the body:

Sceal se gast cuman geohdum hremig,

symble ymbe seofon niht  sawle findan

pone lichoman pe hie aer lange weeg (9-11)

[The soul must come clamorous with cares, aboutyeseventh night, the

soul must find the body which long carried it befr
The act of coming requires a will to move and getpelled motion; finding also
requires willed behavior, but also the cognitivpaaty to discern the object of the
search. These are rational, human, or at leasesétpabilities.

Of course the most obvious way in which the sotd aaman is in giving the

long speech it directly addresses to the body ekgity-five lines (17-102), the soul
gives a lengthy peroration to the body condemnirfgriits sinful actions while the pair
lived together. Thus the soul possesses the hunmelitigs of thought, language, speech,
perception, etc. An example of thought occurs wthersoul says, “paet me puhte ful oft /
paet hit weere XXX pusend wintra / to pinum deaddpégseemed to me very often that

it were thirty thousand winters until your death/435b-37a). To be able to make this

29 A journey is implied or mentioned again sevenalgs later in the poem, either as seeking for tiy bo
again (55, 62-63, 66), as being sent to the bod@dxy or angels (27-28, 46, 56), or as led frombiby
(20-21, 67-68) and seeking Hell (103-4).

30 Some form of the nousid occurs inThe Wife’s Lamen®) andThe Seafare(2, 28, 51), as well as many
times inBeowulfto refer to the hero’s exploits (202, 216, 318,)et
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kind of statement the soul must be able to percaneequantify time, as well as reflect
on its passing with anxiety. In another example,gbul must be capable of physical
sensation, as it will one day receive from God “swi@ swa wuldor” [“either

punishment or glory”] (7a). Punishment and glory anly meaningful if they can be felt
physically as in pain and joy, or understood iefetihally. Therefore the soul itself seems
to possess the mental range of the full human bihgould suggest the single
underlying conceptual metaphor in this poem beedtas HE SOUL IS A RATIONAL,
ANIMATE BEING.

Soul and body are equated in the early part optieen as they are identified as
siblings when death comes and “asundrad pa silabjee fzer somud weeron, / lic ond
sawle” [‘death comes, separates the siblings, wdforb were together, body and soul”]
(4a-5a)* To be relations as characterizedsity the two must be on some level the same
kind of entity, at least classed so metaphoric&8ince the soul, as we have just seen, is
all but identical to a human being, carrying overstof its qualities in its metaphorical
conceptualization, the body must be of the samerotddeed the rest of the poem bears
this out, though with some more limitations in gexsonification of the body than the
soul has, but also with some additional structié#sat has been much commented on is
the apparent reversal of the usual hierarchy of/lzodl soul in the poem—orthodox

theology would have the soul in charge in the bdadsoul and Body, lhowever, the

31 Shippey traces the “emotional depth” of this smaiit moves from frustration, to hate, to relist a
finally to despair (33-34).

%2 gee Chapter Il for more on the idea of deathdpéie separation of soul and body.
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soul blames the body for the evils committed ie, lthus inverting the expected
hierarchy® | will return to their relative capabilities shiyrt

As the fraternal relationship depicted in the padtasts, the body does not
behave like a subsidiary part of a human beingpiteegts lack of metaphorical coverage
in the scholarship, which we may note from theadtrctory survey of the Anglo-Saxon
self. Yet it certainly possesses metaphorical cptuadization beyond the basic physical,
biological form of the human being. There are thiegens which name this entity in the
Old EnglishSoul and Body-fleesc(four times) lic (twice), and the compourdhama
(five times)>* Flaescis the “flesh of the body, that is, its soft sarste” (DOE 1), but
often refers to the whole body metonymically (DOEL6Gc is a body, especially a dead
one (BT), and the compoutidhamaadds the elemenhama a “covering,” to
emphasize the body’s status as a container for atbee vital components of the s&lf.
In Soul and Body, Ithe body is never merely a physiological entiyt rather very active
conceptually (and paradoxically so, as the bodyaraglifeless and still).

One primary conception of the body in these poenasisome form of container.
This makes sense, of course, because the physidglithought to contain all of the

more immaterial aspects of the self. In the pasdageribing the soul’s necessary return

% See Frantzen, “The Body 8oul and Body’Ifor a review and analysis of this hierarchy, miitely
derived from Augustine’€ity of God(75-78). But Frantzen argues that “The poet exadgs the body's
responsibility in order to underscore the necegsifghysical commitment to goals which the minddiba
approves” (81).

34 OE bodig from which the modern wordodyderives, is much rarer, with only 24 occurrencethe
corpus (DOE “bodig”). The terrilees¢ by contrast, appears about 850 times, lamih its bare form alone
397 (many more compounds and inflected forms appedrare not easily sorted in tb®©E Corpus
search). Forms dichomaappear about 1500 times in the corpus (Healey).

% Glenn Davis asserts that the soul never refeits towvn body as a whole, but always highlights its
dissolution, reflecting anxiety over the dismemblestate of the body (41). Davis excluddikhomain 21
on the grounds that it was living at that pointt ibis unclear what he achieves by doing so.
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to the body every week (9-11), the body is saidawee carried or bornevégar) the soul
for a long time in the past. This is the body’setiunction—to support and transport the
soul physically. This physical container for theilsis often treated as a lifeless object, as
when the speaker refers to the body as an “eordfestithen vessel”] (8a). The
compound appears only twice in the corpus—the tersions of this poem—bidet
occurs quite often elsewhere and usually refeesdontainer for fluids, which makes
sense in this kenning if we recognize the Angloésaltydraulic model for the mind and
by extension for the body (for which the mind canaophysical component). Why the
vessel for the fluids of life (mind, soul, life-f) is made of earth must derive from the
biblical tradition of the earth as the source ofdstrial life (Genesis 1.24), and humanity
in particular (2.7). Similarly, the soul is saiddpeak “to pam duste” [“to the dust”]
(16a)>® Dust is that earthen material from which peop&erarde in the biblical tradition
that we see in the Old English Genesis: “for daddeart dust & to duste gewyrst” [“for
you are dust and to dust return”] (3.19). This eagion the earthen nature of the body
(its physical state before and after life animafjesmphasizes its material condition as
something not quite alive, something merely physita

The most interesting development of the containetaphor for the body,
however, comes when the soul makes a complaintt@sdormer life with the body:

ond pu me mid py heardan  hungre gebunde

% Lines 18a-19a seem to echo this conception asailesays to the body “eordan fulnes eal forwistad,
lames gelicnes” [“foulness of earth decays likentja Dustis again the term for the body in 105b.

37 Glenn Davis, in viewing the decayed state of theyb argues that, like Anglo-Saxon medical treatise
“[tlhe body as treated in these provisions is mohething that must be denied in order to ensure the
salvation of the soul. It is simply a physical gnih need of repair” (34). Davis points to the tifamajor
Anglo-Saxon medical treatises—BaltlsechbookLeechbook IllLacnunga and the Old English
Herbariunt (34) as examples with a purely physical, mechamoncept of the body, not metaphorical
(36).
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ond geheeftnedest  helle witum.

Eardode ic pe on innan. Ne meahte ic de of auma

fleesce befangen, ond me fyrenlustas

pine geprungon. (30a-35a)

[And you bound me with hard hunger and imprisonedimhell’s

torment. | dwelled inside you. Nor could | come otiyou, surrounded by

flesh, and your sinful lusts oppressed me.]
Now the soul is a specific kind of container—a pnig® The act of binding, the
imprisonment, the surrounding flesh, the dwellingide, and the inability to come out all
characterize the body as a kind of home or dwellng one that prevents departure. A
number of bodily components and even bodily seosatiake on special physical forms
in the conceptual metaphor. Just as the flesleigtiter covering of the body, it becomes
the outer wall of the prison that prevents the $mrh leaving. The sinful lusts take on
the character of a tightening prison, or perhapsrgawho press or pinch the soul in the
stricture of the body-prison. The hunger which kiadd imprisons is a little more
complicated. It could be like the sins acting asphson itself or the warden. But the
poem says that they also imprison the soul in ©i&difment. Of course, the soul
elsewhere says that its fate is to live in helliubdomsday, except for the weekly visits
to the body. So this statement could refer to pin@sent condition. But the complaint is
immediately followed by a statement of living insithe body. We can therefore take the

imprisonment in hell to be the same as living ia lody, in which case the body

3 Shippey notes that the belief that the soul isrisgmed in the body is heretical, as Augustine asgn

book 14 ofCity of God(32). Hoek traces the origins of this metaphaarioient Greece, with Plato’s
Phaedospecifically calling the body a prison (272). Eldeere in the poetry, the body is merely a house, as
in Guthlac Bwhen the body is described as a “sawel hus” [“émulse”] (1030b, 1141a).
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becomes hell. TheeLL IS A PRISONmMetaphor that exists in the language, to be eggdlor
in Chapter IV, also helps make this connection. &dthat the Christian commonplaces
about the inherent sinfulness of the body and #iksh condition of the material world
and the passage becomes an expression of a metapbtend that combinesELL IS A
PRISONandTHE BODY IS A PRISONINtO a suggestive new metaphosg BODY IS HELL

But to think of the body only as a material congailimits its range of
functioning in the poem (and the language). Thdyo@veals a number of other possible
metaphorical models structuring its conceptualmatin Soul and Body, lthe body is
mostly treated as another human being, as its1gibélationship to the soul (and even the
binding of the soul) implies. The very fact thag goul speaks to the body implies the
rational human ability to both hear and understanduage. That the body is a listening
audience is emphasized with repeated use of theeational poetic Old English call to
attention “hweet” in the first lines of the direcicaess (17a, 22a, 22b, 25b, 27a). Also
early in this direct speech, the soul twice acctisedody of not thinking very well: “lyt
ou gemundest” (19b) and “lyt gepohtest” (23a) {iéityou thought”] about the fate they
would be suffering after death due to the way thigmwas lived. The personified soul, in
its direct address to the body, personifies theyb®d say that the body did not think
about these things is to imply that it is capalldang so, but just failed through some
negligence. If the body were never able to thirskihee material substance of body
without the animating soul, there would be no péantthe soul to make the charges it

does, for they would only reflect back upon thel siself as the controlling entity. If the
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body was the entity that led the soul to sin, tiienust possess a wilf,in addition to its
powers of thought and speech, and even emotidmeae¢lings of pride (39-40a) and
shame (49b) ascribed to the body.
The body also seems to be capable of speech, asuhgquestions the body about

what it will say on Doomsday:

ponne du for unc beem  andwyrdan scealt

on dam miclan deege, ponne mannum beod

wunda onwrigene, pa de on worulde aer

fyrenfulle men  fyrn geworhton,

odonne wyle dryhten sylf  deeda gehyran

haeleda gehwylces, heofena scippend,

et ealra manna gehwees  mudes reorde

wunde widerlean.  Ac hweet wylt du paer

on pam domdaege dryhtne secgan? (88-96)

[When you must answer for us both on the great @agn to men

wounds are revealed, which sinful men wrought lagg in the world

before, then the Lord himself will hear of the deedfleach man, the

creator of heaven, at every one of all men’s speéchouth, the wound’s

recompense. But what will you say there on JudgrbDatto the Lord?]
The soul is very clear that the body is the emtitych must speak and account for the

behavior of the former human being that was coredr this body and this soul. The

39 Frantzen notes a parallel in Vercelli Homily 1V ish “clearly implies that the body has a ‘will’ @6
own, and that sin originates in the ‘will,” or thechecked desires, of the flesh, which topple the and
send both to hell.” (79-80).
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soul notes that it is the mouth, clearly a pathefmaterial body, which must give
accounting to God. The final question the soul askdd be rhetorical to make the point
that the body is incapable of answering (as thé ponted out earlier at 65a). But it
seems likely that the body as an entity can spegjustidoes not do so now because it
has decomposed to the point where its speech odganst functiorf’ Whether the body
can speak or not, there is no hope to come, asdhhibody speaks visually if not
verbally™ As an entity silenced and mutilated, the bodyaisagoxically more like the
prisoner than the prisdfi.

While rational thought and speech are the provaigational beings, the body
more often seems like an animal. The emotion df the animalistic side of love, is the
most common state attributed to the body (34b, 48b). And in the passage where the
soul says it would have been better for the bodyatee been born differently, it is only
irrational animals that the soul lists as bettesrahtives:

Fordan pe weere selre  swide mycle
paer du wurde eet frymde fugel o0dde fisc on see,

000e on eordan neat eetes tilode,

0 Some critics advance reasons for why the bodyataspeak in this poem, but do not speak to whether
the body, in a more whole state, but still withiisitsoul, can speak (eg. Ferguson 74). Fergusoyests)
however, that the silence of the soul is rhetorieahoing the futility of its fate on and after Dosday (79-
80). Hoek agrees: “for all its muteness, the badgains a powerful sign. Its silent decay speaksemor
eloquently than any of the elaborate speeches ¢govitrin later soul and body poems” (283).

“1 Hoek argues: “The Judgment Day episode alsoiitest the conflict between the body as the anaiogy
written or earthly language and the soul as spakdeavenly language. Traditionally, the body and
written language occupy the lower position in therdrchical structure. However, the damaged and
marked body is a symbol that overpowers the seulisty speech. Such is the power of spectacle; peopl
believe the evidence of their own eyes more theocal argument” (284).

2 Hoek uses definitions and ideas from Michelle Faulicand Elaine Scarry to demonstrate the body’s
imprisoned and subjugated nature (275-76).
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feldgangende feoh butan snyttro,

000e on westenne  wildra deora

paet wyrreste, peer swa god wolde,

ge peah du weere  wyrma cynna

peaet grimmeste, paer swa god wolde (76-85)

[Therefore it would have been better, much beftat birth you had

become a bird, or fish in the sea, or a beast erénth which toiled for

food, a field-going ox without wisdom, or in the steland the worst of

wild creatures, as God would wish, yes though yeuewthe grimmest of

worm-kind, as God would wish.]
The bird, fish, ox, and worm are fitting comparattor the body, as none of them
possess a rational soul, even though they alltdreentient beings. To compare the
body to their kind is to say that it properly bedsron that level. Additionally, according
to Michelle Hoek, this othering of the body int@tbompany of beasts is akin to the
othering of death, “something that can never beeggpced personally and subjectively
and then communicated. The corpse is always Cdinespject removed from personal
experience or sympathy” (277).

Moving further away from comprehensible subjecyivihe body is also called
food, which implies a body with more life than e containers (in that it possesses
energy to be consumed), but not alive enough tikttspeak, or move. The soul
characterizes the body as worm food several timBedy and Soukthewyrmis

actually mentioned ten times in the 166-line longgnsion! A good example occurs just
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before the longer version of the poem moves tdhipothetical good body and soul,
when the speaker describes the worm’s activityherstnful body:
Gifer hatte se wyrm,  pe pa eaglas beod
needle scearpran. Se genydde to
eerest eallra  on pam eordscreefe,
paet he pa tungan totyhd  ond pa ted purhsmyhd
ond pa eagan purheted ufan on peet heafod
ond to eetwelan  odrum gerymeo,
wyrmum to wiste,  ponne paet werie
lic acolod bid  paet he lange aer
werede mid weedum.  Bid ponne wyrma gifel,
gt on eorpan. (116-25a)
[The worm is called Glutton, whose jaws are nestlp. First of all, he
forces his way into the grave, so that he therstéae tongue and creeps
through the teeth and eats through the eyes dovineohead, and makes
room for a feast for other worms to eat, when tieany body is cold that
long before was covered with clothes. It is themdféor worms, food in
the earth.]
Language of food, eating, and feasting dominateghssage, clearly marking the body

as something more than a lifeless container orimgibeing®

*3 Hoek calls attention to the destruction of the thas significant, for it is that part of the badthat is
responsible for eating and speaking, which enatitesto speak penitence and consume salvation (@)9-8
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In a delightful theological twist on the idea oéthody as food, the soul reports
“ond ic ofpyrsted wees / godes lichoman, gastesayn[“and | was very thirsty for
God’s body, the drink of the spirit”] (40b-41b).i¢tnot the soul's former body that is
food here, but God himself, in a reference to theHarist in which Christ’'s body and
blood would feed his followers spiritually. The $does not want its own body, but
rather God’s body to feed upon, leaving its prdpsty fit only for worms. Allen
Frantzen explains the parallel in the poem’s juasma economies: “if the body feasts,
the soul starves; if the body fasts, the soul ke=espiritual nourishment” (80). Michelle
Hoek explains it well: “The torn-up body thus prdes the same service for the worms as
the Eucharist does for good Christians: it givdas®and joy to the hungry” (282).

What exactly comprises the entity known as the bhodkiis poem is not as
simple as one might think. It is not clearly a reatif a material body opposed to an
immaterial soul, as the Christian tradition wouéd/é it. Certainly the soul in this poem
is distinct from the body. And the fact that thelipas structured like another human
being is only part of the story—it is an incomplatenan being. So what is it made of?
The earthen vessel metaphor shows the fundameataliail of the body to be the dust of
the earth. The body also seems to include the #sghe boundary between its inner
contents (mind, soul, etc.) and the outer world &ua container for the soul, is the body
comprised only of this flesh? The poem suggesssdbiild be the case. Why else could
the soul say to the body “ac her sceolon onbidanbeaeafod, / besliten synum” [“but
here you must wait, bereaved of bones, torn froravgs”] (61a-62a)? If the body lies
there without bones and maybe even without sindves), these structural parts of the

body are not necessary for it to be conceived @f lagdy. Nor does losing its proper
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functioning. The soul charges the body: “eart dwlnmb ond deaf” [“you are now dumb
and deaf”] (65a). Inability to speak or hear (thiodilge soul still speaks to the body as if it
could be heard) does not make it less of a body.ddes its lack of movement and
bodily integrity, as we see when the speaker dassrihe body after the soul has ended
its direct address to it:

Liged dust peer hit waes,

ne maeg him ondsware aenige gehatan,

geomrum gaste, geoce o0dde frofre.

Bid paet heafod tohliden, handa tolidode,

geaglas toginene, goman toslitene,

sina beod asocene, swyra becowen,

fingras tohrorene.

Rib reafiad rede wyrmas,

beod hira tungan totogenne  on tyn healfa

hungregum to frofre;  forpan hie ne magon huxthc

wordum wrixlian ~ wid pone werian gast. (105b-15b

[The dust lies where it was; it cannot answer laimgt to promise help or

comfort to the sad soul. The head is split, hansimembered, jaws

gaping, palate torn, sinews are sucked out, neewglihrough, fingers

decayed. Worms fiercely spoil the ribs, tear thgtee in ten parts, as

comfort for the hungry; therefore it cannot disgfadly exchange words

with the weary soul.]
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Organ after organ of the body is shown to be dgsttin this passadé.A completely
dismembered body remains, however, conceptualtydg.df we use prototype
definitions for concepts, then the body is most kkbody when whole and well
functioning, but losing just a few of its comporent capabilities does not take away its
status as a body. But this situation fr&mul and Bodghows a more abstractly
conceptual body than a purely physical one. Theapi®irs of container and sentient
being used of the body here would not be as impbrtéhe body were wholly physical.
Their presence implies a more abstract concepteobody. Even the way flesh is
routinely used synecdochally for the whole bodynp®to its most prominent feature
being that containing boundary between inside angide. With its rich metaphorical
deployment, plus its admitted responsibility foe fiate of the soul, the body is the
primary entity here—it blends metaphors of compasi{earth), function (prison),
vitality (food), and still maintains the capab#i of a rational, sentient, and animate
being. By comparison, then soul is impoverished seems to merit its subordination to
the body which the Old English poem grants it.
The Disappearing Mind: The Seafarer

TheSeafarey as should be evident from the preceding discassias been
discussed at length for its presentation of a nagelling outside its body. This scene,
dependent on a creative developmentHe MIND IS AN ANIMATE BODY metaphor, is
important, but especially so within the contexthe behavior of the mind and the entire

self in the whole of the poem. Indeed, right frdra start the poem announces its subject

*4 Davis notes that while the five homilies on thelpand soul theme describe the corrupted body,é&non
sharesSoul and Body I'gruesome vision” (39). He notes that the vitididan, here used to describe the
splitting of the head, is usually reserved forttiplj of a much larger cosmic scale, thus explgitianxiety
about physical pain” (44).
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to be the self, and proceeds to explore its congpasitureThe Seafareis an elegy’”
but a more explicitly homiletic version of the tgpl exilic lamentation. The elegy falls
clearly into two primary sections—a personal expi@s of misery in exile followed by a
circumspect meditation on the state of the worlthweilvice for the individual sof.In
the first section, the mind receives the most &tianboth in its container and body
formulations. This mind is very active, but in aythat reveals the damage it takes in the
experience of exile which characterizes the poenthé second half, the mind figures
much less prominently, but other parts of the selerge more explicitly. The poem’s
detailing of the process of salvation occurs asdecal suppression of the mind, in favor
of other components of the self.

Before | examine the particular cases of the mimdi self inThe Seafarera
greater summary is due. The poem opens with amt@ssthat the speaker is able to tell
his story?’ He then speaks of his struggles aboard a shih@wintery sea, describing its
chilling effects on his body and violent effectslaa mind, all in the traditional language
of exile. Listening to the songs of various biféise occupies himself by taking them for

the laughter of men and the drinking of wine. Imtrtast to the speaker’s situation is the

“5 The Old English elegy, not a formal genre in iterature (as it is for Classical literature), ssentially a
poem expressing intense feelings of loss or separathe genre was given an enduring definition by
Stanley Greenfield as a “relatively short refleetor dramatic poem embodying a contrasting patiérn
loss and consolation, ostensibly based upon afgppersonal experience or observation, and exprgss
an attitude toward that experience” (Greenfield @attler 143). But the definition has been updated b
Anne Klinck: “a discourse arising from a powerfahse of absence, of separation from what is desired
expressed through characteristic words and theamelsshaping itself by echo and leitmotif into ampoe
that moves from disquiet to some kind of acceptaf©éd English Elegie247).

“6 This two-part structure of sorrow and consolapanallels that oThe Wanderer
*" The opening parallels the startTfe Wife's Lament

“8 Another parallel witiThe Wanderemwhere that speaker views the sea birds afterméragng his lost
friends.
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secure land-dweller who cannot understand the sffef the seafarer. A minor
transition’® sees the speaker longing to go out to sea, imasirto the misery of such
experience in the opening of the poem. He seekseggh land, and cannot indulge in
worldly joys; nor, the speaker comments, can anybaeever strong, who feels such
longing. Though he sees the world grow and thtivese very things (plus the cuckoo’s
cry) urge him on the sea journey. Next comes tregarto which Peter Clemoes drew
our attention: the speaker’s mind bursts from loidyoand flies over the landscape, only
to return full of yearning and desire for traveftex the major transition to the second
half of the poem? the speaker comments that the Lord’s joys arehtian those on the
land which must end in death; one should bolstefsoreputation with good deeds. Time
passes on earth, and old kings die off, leaving tré weaker sort of man here. Age
withers a man as he loses friends and bodily asliHis brother might wish to strew his
grave with gold, but this action cannot avail tbalghat is full of sin. Only those humble
ones who fear God will be rewarded, in contrash&fools who do not fear God, but
rather will die. Finally, the speaker offers advarehow to live temperately, asserts
God’s power, exhorts all to think on a true homéedven, and thanks God for the

stability of heaven and His love.

“9 At line 33 the transition is marked by one of mamstances oforpon a term which has occasioned
much discussion due to its ambiguity; accordinklinck, the term can mean, depending on context,

variously “therefore,” “because,” “indeed,” and ffthe following reason”"@Id English Elegied31).

*In the middle of line 64, the poem makes this majansition, which many critics, both early andemet,
feel moves the poem away from the power and skthe first half. Greenfield and Calder call tharpthe
“homiletic” as it leaves behind the sea journey aunds to a meditation on God and the world’s cton]
employing gnomic and homiletic language (287).
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The dominating conceit dfhe Seafarers, of course, the sea voyage. Early critics
thought the journey more literal, with the Christiexplication a later interpolation.
Anne Klinck notes that “the motif was readily aaile as a Christian symbolO(d
English Elegies38). A great deal of symbolic, allegorical and getical reading has been
performed on the motif of the poem’s sea journdye most influential reading in the
scholarship, though, has been Dorothy Whitelockdssic 1950 argument that we can
take the journey as a litenaéregrinatio pro amore Dethough it is infused with
symbolic meaning (“The Interpretation Dhe Seafaré). Greenfield and Calder
maintain that the sea journey can be taken asrditbeal or allegorical (288¥
Supporting this duality is strongly ambiguous laage, noted by Greenfield and Calder,
as well as Klinck: terms likdryhten eadig lof, egsa andoncyrrancan apply equally
well to spiritual and temporal matte®Ifd English Elegieg0). Roy Leslie argues that
the literal-allegorical distinction is, in the wardf reviewer Colin Chase, “a false
dilemma for literature produced in the Old Englgriod” (680). Leslie maintains that
the poem is consistent on both levels of interpi@taJuan Camilo Conde Silvestre
agrees in his thorough analysis of allegory: “Rathan two detachable facets, the literal
and the allegorical should be regarded in the pagthe gradual stages involved both in
the processes of production and reception of symbwmaning” (88)° Finally, and of

most interest to me, the motif can be read asuatsiial metaphor, articulating an

®1 See Klinck 36-37 for a good summary of this caitihistory, which ultimately petered out.
2 Unlike The Wanderewhich, they suggest, resists strong allegoricatlirgs (285).

%3 Conde Silvestre finds the poem ultimately esclogfiokl, hints of which were discussed earlier by/G.
Smithers (“The Meaning ofhe SeafareandThe Wanderéj, James Cross (“On the Allegory ihe
Seafarer—lllustrative Notes”), and Stanley Greenfiel&¢lf Seasons, Structure and Genré&lire
Seafaret).
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understanding of living a life in the more physitaims of a sea journeMrE IS A (SEA)
JOURNEY. Antonina Harbus makes this argument, identiffangeneral conception of life
as a sea voyage, with a “ship of the mind” a paldiccase Cognitive Approache38).
She notes that the elegies are especially dependdhts metaphor: “A recognizable
feature of these lament poems is their metaphocmasdtruction of mental anguish in
terms of the physical realities of the maritime ldpthe mind as a ship, and thought as
sea travel” (39§

The journey inThe Seafaremowever allegorical or literal, is explicitly ked to
the status of the self; it opens with clear a dioecthat the self will be the subject of the
poem: “Maeg ic be me sylfum sodgied wrecan / sipagan” [“l can make this true-song
about my self, speak of journeys”] (1-2a). Thedatisylfum” can accompany “me” as
the object of the preposition “be” to describe ivel of stories that can be fashiorréd.
Apposition links the making of stories with theatehg of journeys, implicitly joining the
twin objects of stories and journeys. The openihthe poem not only inaugurates this
metaphorical structure, but also frames any receqf the poem in terms of the self—it
is quite explicitly aboutl{e) the self. Later on, the Seafarer speaks of tiseldgon of
exile which troubles his heart “paet ic hean streafrsaltypa gelac sylf cunnige” [“so
that | try my self, deep streams, the tumult ofysalaves”] (34b-35b). The Seafarer’s
experiences certainly seem personal at this ploirtl think this instance &ylf further

implies that the seif the quest—the testing is a matter of the sei§ liis self testing the

** See Harbus'’s full discussion Bhe Seafarein metaphorical termpgnitive Approache40-49).

%5 Katherine O'Brien O'Keeffe, in “Body and Law in ¢lo-Saxon England,” suggests that this cassytf
is not a substantive, but rather a reflexive prandueating it a grammatical reflexive, but a setitan
substantive, as Greenfield does, O'Brien O’Keélffaks “begs the question” (210).
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waters, which will prove to be a test of the s€liroughout the rest of the poem many
other words appear which refer to aspects of tieA®we have already seen the Anglo-
Saxon self to be compound or multiple, this poeavigies another opportunity for
exploring how these aspects behave and interagarhine these self terms and concepts,
focusing on a few particular passages in detadyte that the poem’s arguments about
Christian salvation play out on the metaphoricakpressed human self, resulting in a
schism that obliterates the mind.

The self gylf) has been a topic of discussion in the scholarmshihe Seafarefor
guite some time, and the term’s precise meaning has been much debated. Roy Leslie
summarizes three possible meanings which have hieggested: “myself,” ‘of my own
accord,” and ‘alone™ (“Meaning and Structure” 164)Stanley Greenfield and John Pope
waged what Michael Matto calls a “sixteen-year rfatticle public debate” on the
guestion of the self and what selves the poemtexgispeaking (“True Confessions”
156). Pope argued that it carries the “alone” sem#l@is context (“Second Thoughts”),
while Greenfield contends that it follows the “offrown accord” meaning 8ylf
Seasons, Structure and Genre”). Klinck notes thasylfis often understood as
emphatic and taken in “its usual sense as emphgdizat the speaker’'s experience is
very personal”Qld English Elegied33). Matto comments that “though critical
consensus has settled on one self and one dravoate; we should not therefore close

the book orsylf’ (157). He goes on to challenge the assumptionrttwalern critics can

*% Orton considers the possibility of this passagealing a change in speaking voice, a positioreciig
the dialogue theory of the poem best exemplifieBdpe’s “Dramatic Voices in The Wanderer and The
Seafarer.” But Orton concludes that “it is incrddithat the poet would have felt able to rely oa word
sylfalone to signal a change of speaker, especiallycasild have other meanings in the context” (‘firor
& Structure” 360).
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take the Anglo-Saxon self in modern terms, andctliméention to the questions of
subjectivity (its location) and performativity (hugh confession) raised by the poem’s
treatment of the self. Matto argues:
The speaker distances himself from his own bodgbéishing a
metaphorical relationship between the body andgeaking “I” that
appears to be prerequisite to his telling a troeysaf thesylf. The desire
to relocate his subjectivity exclusively with thgegaking “l,” however,
becomes a problem for the speaker as the poemgsseg. His analysis of
his sylf then requires defining the relationship betweensiif-as-subject
and the self-as-object. (158-59)
| agree with Matto that the speaker has troublatiog his subjectivity, but think the
problems are both more personal and more genexdl.return to explain this, but first |
will examine the ways that the poem expresse$alaspects of his self, including mind,
body, life-force, and soul.

Like The WanderefThe Seafarecontains examples of the chest cavity as the site
of emotions and other internal mental activity.l£an the speaker mentions some
specifics of what he is about to relate about kpeeences—how he has experienced
“bitre breostceare” [“bitter breast-care”] (4a).€Tlatter term is often translated as “care
of the heart” to convey an emotional resonancesinge the Anglo-Saxon breast is not
only the place for the emotional, but also thekimg mind, the anxiety the Seafarer feels
can be more a matter of thought than a modern reatie identifies the heart primarily
with emotion, might think. The poem is thus exphca thoughtful meditation on a life,

as well as a powerful manifestation of affectivpexence. Yet the mind-container also

62



remains the place for emotion to occur, as wherctic&oo inspires sorrow “bitter in
breosthord” [“bitter in the breast-hoard”] (55auch emotions, while cruel, occupy the
hoard in the chest, a place to store treasure \BT |

Remembering these emotions, the speak&hefSeafarediscusses their effects
in metaphorical ways that expose Anglo-Saxon cotmep for the workings of the
internal person: the cold climate afflicts the dgadpaer pa ceare seofedun / hat’ ymb
heortan; hungor innan slat / merewerges mod” [“wheares sighed hot around my heart;
hunger tore from within the mind of the sea-weamg'd (10b-12a). The cares here are
expressed as metaphorical in nature as they aebleapf sighing, complaining or
lamenting®’ Since they are located around the heart, the camssbe in the pectoral
space of the body, which, as we have seen, wawithary seat of the embodied mind
for the Anglo-Saxons. This mind is a container whogntents are words of anxiety, like
the thoughts we have seenlihe Wandererand even thoughts laterTine Seafarer
when it is explicitly stated that the “heortan getas” [‘heart’s thoughts”] (34a)
“cnyssad” [“agitate”] (33b) the Seafar&The reason such cares and thoughts are hot
and agitating is that they are operating as flaid closed container, which, in the
hydraulic model of the mind, become heated andtgxessure with the activity of
emotional distress. Hunger is another type of ivdkforce operating this system; it could
be a personified body acting within the body, amthis case tearing at the mind, whether

itself another body or the container of the breakéernatively hunger could be another

*"Klinck also notes that these cares are personiféd English Elegied.28).

8 Klinck (Old English Elegie432), Matto (“True Confessions” 168), and Sobetikitérpretation” 128-
29) all discuss the difficulty of translation tigassage, which can either mean that the thoughiblé the
Seafarer’s heart of his thoughts of the heart tietbm.
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kind of thought or emotional force which in an égdistate ruptures the mind as a
container. Whichever of these possible metaphonadels hold in these lines, their
metaphorical entailments, already inherent in #mgliage, are here exploited to convey
the violent effects of troubled thought and emotigon the self. The mind as an
enclosed space grows hot and ruptures with theedsbf painful mental activity within.
This mental space of the body cannot hold its miyggnder the stress of painful
thoughts and emotions.

The mind of the Seafarer is at other times morarbtea body, a personified agent
capable of behaving like another human being. Kample, when the speaker notes the
birds calling out in the cold and wet environmdmg,muses that “ne aenig hleomaega /
feasceatftig ferd frefran meahte” [“no shelter-kirght comfort a poor spirit”] (25b-26b).
These unavailable kin are called “shelter-kin"nidicate near relations who are obliged
to offer protection to one traveling (BT). They rnide contrasted with the birds who
clearly cannot provide any assistance to the Sexafarhe travels alone. Most interesting
here, though, is what these entities cannot corfaferhd rather than a person. The act
of providing physical comfort or emotional cons@atis one that normally applies to a
whole person—the body and mind. Here the comforld/be specifically for the mental
part of the person. This emphasis puts the minbdarplace of the person, which we have
seen reflects one of the primary metaphorical miediels, and also forcefully highlights
the mind as the object of distress in the poeims.the mind that needs comfort in the

wasteland off he Seafarerfor the mind, not the unthinking flesh, suffelne torment of

*¥ Matto considers this scene to be an expressian diitial unity of mind and body in suffering, esld
grips and body and heat afflicts the mind, thougldbes acknowledge that a fundamental oppositightmi
be driving these experiences of temperature (“T3arfessions” 167).
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exile. The consolation provided by the second dfthe poem, a rational discourse on
transience and heavenly reward, can be best recan appreciated by the mind.
While it fails to receive comfort, this mind stilinctions as another being urging
him on his way: “monad modes lust” [“desire of miexhorts me”] (36a). The verb
manianis usually one of admonishment or exhortationstimplying a rational being
performing the action of the verb; but it can alsean “remind,” which can be attributed
to objects as well as to people. This mind alseifipelly urges the “ferd to feran”
[“mind to travel”] (37a). We could say that now timend urges the mind to go, indicating
a split between aspects of the self with one minecting and the other subject. The
Seafarer, without human companionship, must skettlthe company implied by the two
levels of animate being in the mind. Similarly,lepd time later, the speaker comments
that the growth of the beautiful earth admonishestb continue on as well. It is not the
“I” of the speaker they urge, though, but againrhiad: “ealle pa gemoniad ... sefan to
sipe” [“all these things admonish the mind to jaayt (51a). This mind here seems the
primary subject of the journey, the agent in charfgihe speaker’s self. It is a somewhat
disorienting circumstance to have the mind be aeodentified with the Seafarer and a
companion for him on his journey. But that is psety the situation, not only because the
Anglo-Saxon mind has several conflicting modelsilabe for its operation, but also
becaus@he Seafareis an artistic creation centered on a processenitat exploration

and developmerif’

% For Michael Matto, the syntactic ambivalence ie khes considered in the last few paragraphs shew
speaker’s confusion about the state of his owr-saté the mind conceptions the subjects of the verbs
cnyssarandmanianor their objects? Subject-object confusion on@qaal scale is the trouble for the
Seafarer in the poem and for its audience (“Truef€@sions” 168-9).
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This motive becomes abundantly clear in the poendst notable passage, the

one Clemoes focuses on in his influential essathérmiddle ofThe Seafarerjust
before the poem moves from the more personal pénegoem to the “homiletic”
section, the mind as a body takes full advantagkaifstatus to burst from the body and
fly over the landscape, only to return full of yei@uig and desire for travel:

Forpon nu mirhyge hweorfed ofehreperlocan,

min modsefa mid mereflode

ofer hweeles epel  hweorfed wide,

eorpan sceatas, cymeod eft to me

gifre ond greedig, gielled anfloga,

hweted on hweaelweg hreper unwearnum

ofer holma gelagu. (58-64a)

[Therefore now mynind turns over thdreast-locker, my mind with the

sea-flood over the whale’'s home wanders widelyctireers of the earth,

comes back to me eager and greedy; the lone fies,airges myeart

on the whale-way without hindrance over floodsh& sea.]
Note the many familiar words for the mind (in bo&d) the passage employs both mind-
body and mind-container terms interchangeably fress the idea that the entity ranges
throughout the vast world as the Seafarer makesphigual or metaphorical journey
through life in excited anticipation. Already alésV traveler and exhorting companion,
the Seafarer’'s mind now acts like an advance ssbotsearches ahead for a clear path.
This mind has wandered the whole wide world withoadrance, thus performing

actions beyond the capabilities of a simple huntwybNow the active body of the mind
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can travel over the water and even, aamftoga fly over the landscap&.With these
capabilities the mind resembles descriptions of orgffiand the souf® But the
Seafarer's mind’s wide-ranging wanderings are naoract of imaginative foresigttor
worldly reflection® In this first disappearance of the mind, it evalifureturns to him.
The examples of mind language treated so far comlegvely from the first half
of the poem. This is no accident—after the hondlairn, thirty lines go by with only
one mention of any of the four aspects of thewelhave been considering—mind,
body, life or souf® Only in the last twenty-five or so lines of theepo do these terms

again appear with some frequency. And even thegnaleemuch less metaphorical and

®1 The reference of the teramflogais debated in the scholarship. I. L. Gordon recemwith Clemoes
that “the Seafarer’s spirit [which] passes beydmdonfines of his breast and returns to him again”
(Seafarerdl), but takes thanflogato refer back to the cuckoo in line 53 (41-2). Bardon, if this were
the mind, “the emphasis on the cries, which coaldehlittle or no metaphorical significance, wouldka
such an image almost absurd” (41). Orton agreashbaerm refers to the cuckoo (“Form & Structure”
366; “Seafarers8-64a” 453-6), but Leslie finds the reference term nine lines back “difficult to accept”
(109). Pope splits the difference to say thatathibogais a metaphor for the speakers mind charactedasged
a bird of prey (“Dramatic Voices” 192-3 n. 39), asjtion with which Leslie concurs (109). Smithers
considersaanflogaan attack of disease (20-22), though Leslie doitilots phonological grounds (109).

%2 As in The Wandere(56-57) treated below.

8 Hultin notes that medieval “writers as Zlfric ..mark that ‘gif seo sawul forleet ponne lichoman f@nn
sweelt seo lichoma’ (‘if the soul leave the bodrtihe body dies’)” (“The External Soul” 39). Cleeso
also cites Gregory’'s Dialogues (specifically oneStnBenedict) as an example of the soul leavieg th
body in flight (69).

% Orton explains that “the seafarer rehearses thag®he is planning in his mind, and this bothew§
and sharpens his keenness to embark” (“Form anttBte” 366).

% Matto argues that at this point in the poem, ‘¢Bafarer is searching for a way to have his bodylase

it too” (“True Confessions” 172). What Matto measshat if the mind left the body permanently in a
renunciation of this world, it would leave no rodon a “detachable” soul and thus no room for sébrat
Matto remains hung up, however, on a firm binarjnoer and outer for mind and body, that he doés no
see breaking down until the second half of the p@Em).

% The wordlif does appear immediately following the wide-ranginigd passage, but the sense of the
word heres usually taken to be the condition of living. Témeaker comments that “forbon me hatran sind
/ dryhtnes dreamas ponne pis deade lif” [‘therefartter to me are the joys of the Lord than thiadde

life”] (64b-65b). | wonder, though, if it could libe life-force aspect of the self. That the Loijdgs are

hot could be an indication of the hydraulic modthe mind, in which case they are present indige t

body and are so dynamic or energetic that theytetesat and thus suggest excitement. The deadlife,
the other hand, also resides in the space of ttg, wt, being dead, does not move the speakédl at a
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much more comprehensive in representing the wtesferather than just the mind, as
was the case in the first half of the poem. Whaipleas in the intervening lines is a turn
to thoughts of the inevitability of death, the peopehavior for one while alive, and the
transience of life. In keeping with these themles,discussion of the self proceeds in
much more general, abstract, and impersonal terms.

In this second half ofhe Seafarerthe life-force part of the self is invoked to
communicate death. One dies when one of threesl{gigease, age, violence) “feorh
oopringed” [“deprives life”] (71b). One can no largeel or act “ponne him paet feorg
losad” [“when life escapes from him”] (94B)The body, as “se flaaschoma” (94a), is
invoked in connection to this last expression haspart of the self from which life
escapes. This body is characterized for its funci® flesh-covering, merely the housing
for the more dynamic and essential parts of thie bk soul receives one mention a few
lines later, and is portrayed in a fairly limite@yvas well. Gold cannot provide help for
“beaere sawle pe bip synna ful” [“the soul whichudl bf sins”] (100). This soul,
portrayed as the container of sins, is not chariaee as an active, spiritual body leaving
the material body, as we saw wiloul and Bodybut rather as another enclosure like the
material body of the “fleeschoma” (94a), or the moaditainer of the “hreperlocan”
(58b).

The mind, so prominent in the first half of the pges mentioned only four times

in the second half. It is one of the things theddearson cannot use: he may not “mid

87 Another instance dff, again usually taken to be the condition of livingcurs at the end of the poem:
heaven is the place “peer is lif gelong in lufanhdngs” [“where life depends on the Lord’s love"p).
This case would also make senskf ifvas the life-force—when it has been lost in deitfeattaches itself
to God or God'’s love in heaven. The force of thebvgelong” is now much more physical because the
entity of life must have a place to occupy. Sirteeriest of the poem treats the self parts in tlaig, Wt is
hard not to see it happening here as well.
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hyge pencan” [“think with mind”] (96b). It is wh&od supports in the humble man:
“meotod him paet mod gestapelad” [“the Measuremngfiteens his mind”] (108a). It is
what one must guide with: “stieran mon sceal stuomgnode” [“one must steer with a
strong mind”] (109a§® And it is compared to God and fate: “wyrd bip skeify meotud
meahtigra ponne aenges monnes gehygd” [“fate iagdiro the Measurer mightier than
any mind of man”] (115b-16b). None of these inséanef the mind has the metaphorical
depth we saw early in the poem—there are no endeswusing thoughts, feelings, or
memories; there are no energetic entities bredkioge from the body. These minds are
instead more abstract forces, like that which Gadiscribes (298-304), notable
primarily for what they can and cannot do—one caniniok with the mind, God
strengthens the mind, one must restrain the mimditfae mind is not as strong as God.
This mind, as a force, is most closely relatecheorhetaphor of the mind as an animate
body, since it is able to be strengthened and obbedt; it is also compared to God,
always personified, and fate, which certainly carpbrsonified as well.

The behavior of the self ihhe Seafarés second-half is simpler than in the first
half. Now the self is primarily discussed in théi@t of the life-force leaving the
containing body in death, or with a weak mind ieaef strengthening. Having

experienced the ordeal of the journey of life apiditsial search for meaning, the speaker

% | should note that the MS originally hamdin place ofmonin this line, though it is “almost universally
amended” (KlinckOld English Elegied43), due to the same line appeariniylaxims 1(50a) withmon
But, in light of the present discussion about tebadvior of the mental components of the self, it is
interesting to consider whetheodmight make sense: “a mind must steer with a straimgl.” Since the
mind is at the same time the location of the sulged an aid in guiding, the apparent tautologgcisially
just another statement of the inner workings ob@pgound self.

%9 Harbus notes that the fact that the mind can &eetompared to the extremely powerful forces af fat
and God places them all in the same league, anestato the Anglo-Saxon regard for the mind as an
important entity ICife of the Mind156).
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focuses on the mechanics of living and dying. D&allhcome, and it will happen when
the body loses its life. A soul full of sins is help. And a mind must be continually
fortified to achieve any reward after deafhe Seafarereturns to these gnomic
pronouncements on the effects on the self in tbegss of living and dying. There is
nothing unexpected in the metaphors, just as tlsarething unexpected in life and death
if one has the wisdom to understand. The contradiatonceptions of the mind that
characterize the struggle of the search for wisdany in the poem give way to
metaphorical stability in the consolation of theepts conclusion.

The Seafarers an exploration, not just of the search for &tnein wisdom, but
also of the ways this process affects the functionderstanding of the composite self.
The self, in fact, undergoes a shift in emphadme pains of suffering in this world, even
those necessary for achieving wisdom, break thel mawn—its boundaries break and
its energy evaporates in futility. This very perabmind is weak and fallible, like the
transient world. When the personal mind is goneyéwer, all one is left with, all the
poem is left with, are the bare parts of the Séifat fact is communicated in the poem by
the shift in its representation of the self. Thenptex metaphorical drama of the first half
gives way to bare anatomy and near-mechanical psesan the second. There the body
is the shell for the life force, whose departumnfrthe body signifies deaffi There the
soul is a receptacle for sins. There the mindgassive body relegated to object position,
and always lacking, in need of reinforcement. Asii\iel Matto points out, the poem
shifts from the first person to the third in thiarisition as well (“True Confessions” 174).

This state of affairs follows from its utter breakeh in the first half. No personal

0 See Chapter IIl for more on this metaphorical apien.
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thoughts or feelings remain once that mind disirgttxs. What Leslie says of the fate of
traditional values in the poem can apply to théustaf the self: “The seafarer states the
facts and lets them speak for themselves” (113).

That, | think, is the point of this kind of spirdljourney—the complete release of
the individual, private, personal self. Only thederase, along with the physical process of
dying, can lead to salvation. Peter Orton, consigethe poem an argument to “persuade
all men to cease, as he [the Seafarer] has daa,dutting trust in the things of this
world and turn to God,” asks “What practical adwes he offer?” (“Form and
Structure” 369). In addition to his answer, “thermadepressing and universal signs of
human mortality and general earthly decline,” Iladd the fate of the self—salvation is
articulated in physical terms at the site of tHg§ s@d the conceptual metaphorical
models for the self are necessary for understanttlisgprocess. Much in the same way
that Orton argues the poem redefines home and @, | would say it redefines the
self, and in a very depersonalizing (and troubfsrgmany modern readers) wéy.

ThusThe Seafarers indeed an allegorical journey of salvation, baé that also
operates on the most local level—the individudl, sehich in the end behaves just like
every other self, and indeed everything in thediamt world, including metaphor itself.
Metaphor, which expresses the abstract in terniseophysical, is no longer needed in

death and in Christian salvation. The paucity ofapbkor later in the poem implies a

"1 Michael Matto echoes this understanding of thetpaéien he considers the status of the self in the
poem as “one that troubles the seafarer becausarimot pin it down. ... [T]he seafarer must decormstru
this binary before he comes to a full Christianenstanding of the self” (“True Confessions” 160t
further explains the Seafarer's paradoxical discptieat the moment “when the intimate knowledgehef
self as ‘inextricably’ a part of the physical wortdalso the moment of extrication of the self frtrat
world” (166). The ultimate consolation of the poenthe realization of theylf as both subject and object
(178).
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paradoxical movement away from the abstract tthsical as the personal gives way
to the general. In an inversion of normal undewditagy the personal self is abstract,
while the enduring truths of death, wisdom and @wreal, physical, and lasting. But it
is The Wanderethat makes this case even more clearly, so Inmetaw to that poem.
The Mind Fails (and a Good Thing Too):The Wanderer

In the introductory section of this chapter, | bygbtiupThe Wanderein order to
accomplish two things—demonstrate an Anglo-Saxter@st in the mind, and reveal the
complex nature of that mind. That passage fiidra Wandere(9b-18) exposed two
distinct models of the mind—a mind-container andiad-body—as communicated by
both semantic role and semantic value. This aralgsli us to an overview of the
scholarship on the Anglo-Saxon self. The scholewgewed each offered their own
analysis of the Anglo-Saxon mind. For Clemoes tirednwvas capable of out-of-body
flight. For Godden, this capability of the mind wattributed to the soul. Godden also
added a rather vague notion of thedas a mental power. For Mize the mind was a
container. And for Lockett it operated as a careitac hydraulic system. Each of these
descriptions is accurate, but limited if takengalation. The explanations all rely on one
of the two mind models uncovered in our first Iaik he WandererClemoes and
Godden both rely on the mind-body model, while Manel Lockett describe operations
of the mind-container. While none of these criidsvance their explanations as complete
and exhaustive models for the mind, each addresdgsome aspect of the mind. In the
analyses oSoul and BodwndThe Seafarerl explored how the various metaphorical

conceptions of the self are put to use in poetryvedild now like to return tGhe
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Wanderermwith the same kind of analysis and investigatews metaphorical drama of
the self.

The Wanderer’s problem is his mind; the body, sand life-force are little
mentioned in the poem. The speaker spends the pwagygling to control the various
aspects of the mind, just as they combat one anwtlza apparent battle for dominance.
As The Seafareis a poem about the selthe Wanderers very much about the mind.
The speaker’s condition of isolated exile allowstfos focus to develop. Consider the
language of the poem that relates to the perstimegboem’s subject. The Wanderer is
never given a name in the poem, but is identifiga lew revealing labels and
characteristics in the opening section of the pfem), which serves to set up the subject
and his situation. The first word that describes\ttlanderer in the poemashaga(la),

a “solitary” or “lonely being” (DOEY? Similarly, in the first line of direct speech imet
poem, he qualifies his position asa(8a), “alone” (DOE A.4.e). These designations
emphasize the Wanderer's solitude, as he livelsdrisblation of exil€® These terms
also single out the Wanderer as the subject of axatian and experience, the poem
possibly an experiment in the behavior of the igalandividual. Exile is a condition that
forces an ordinarily social being to exist on hinderms. In the exilic setting, there is
no one else around to interact with, so he can ioméyact with himself, which indeed he

does. We have already seen that the Anglo-Saxbrsseit unitary, a state which opens

"2 He is identified this way again in line 40 whemrsw and sleep “earmne anhogan oft gebindad” [tofte
bind the wretched loner”].

3 The details in the rest of the poem charactetizesplitary existence with exile’s conventional
trappings—distance, water, and cold. Lines 3-5aatestnate this condition clearly: the Wanderer “gion
lagulade longe sceolde / hreran mid hondum hrindeesde, / wadan wraeclastas” [“long must stir with hi
hands the frost-cold sea, travel exile-paths™].
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the Wanderer up to internal dialogue. Through spextion, the Wanderer reveals
various minds, as the parts of himself each acesdmt independently of one another,
but still must deal with each other. With no ongeehround to draw his attention and his
intention, we can catch a glimpse of what it mdarise an individual who is also
corporate, and not just in the usual sense of ASglwon identity as defined by relation
to a social structure, but internally composedistidte parts.

One other term characterizes the Wanderer in thg lezes of the poem—
eardstapa6a), a “land-stepper” or “Wanderer (through thied)” (DOE). This word
defines the Wanderer by the activity he performmoaement through space, though this
movement is not just through the space of the leaqoks, but also, | suggest, through the
space of himself, for the manifestation of the sethe conceptual metaphors we have
seen occurs in a conceptual space. The DOE definiti the compound obscures the
primary sense of the first elemeagrd, which is a “dwelling place” (DOE 1), a “home”
(1.b), or even a “state” (5). Given the mentalhagtiwe have already seen and are about
to examine more closely, the subject of the poeanWsanderer of the spaces of the self,
of human mental existence. The openindlo¢ Wanderethus prepares us to follow an
examination of the shape of the Anglo-Saxon mirdi lz&ing, as experienced and
revealed through the trauma of the speaker’s isolat

The section of the poem examined at the startisfctiapter left us with the two
mind models—the mind-container and the mind-bodyer&he poem alerts us to the

Wanderer’s solitary state and his characteristiwi& of wandering some space, the

™ For a different approach to the poem’s affectixgression, see Lori Garner, who argues that “soirow
the elegies is more explicitly about architectstalictures” (164).

74



poem reports the Wanderer’s direct thoughts omiggry and his attempts to control
himself with gnomic wisdom (8-33). This sectionlumes the monologue rich in mind
language which | have already examined (9b-21)xeveew, though, the Wanderer
speaks of not being able to show his mind (“modsgf@ anyone living, then utters
some wisdom about how good it is for a noblemanr(&) to bind fast his mind
(“ferolocan”) and control it (“hordcofan”), whatewke thinks (“hycge”) about. Next, his
weary mind (“mod”) cannot withstand fate, nor casmrind (“hyge”) help. He

comments that those eager for justice must bindaaghts in the chest
(“breostcofan”), therefore he will bind his mindr{odsefan”) with fetters. The

distinction is between the mind as an enclosedamoat to be shut and kept tight, and the
mind which behaves like a body capable of stan¢indailing to) and supportinf. But
this seemingly clear-cut distinction is complicalsdlanguage in the rest of the poem.
While there are instances that conform to this ifgamodel’® other cases show a
blending of the conceptions for the mind, resulimgome apparently paradoxical
behavior. An early example of this mind confusiacurs after the long passage quoted
earlier, when the speaker states, “ic modsefan esceolde ... feterum seelan” [“l had to
bind my mind with fetters”] (19-21). Usually thetaxf binding the mind occurs with one

of the spatial terms for mind, those depicting armbenclosure. In this case, though, the

'S perhaps there is another mind, the one he feaevéal to anyone, which could be understood as an
object—the contents of the mind-container, proba&hptions and thoughts related to the pain of Xils.e

® The mind again seems to be the contents of itosed space when the Wanderer wants to find a new
lord, “pone pe in meoduhealle minne myne wise” [twh the mead-hall might know my mind”] (27). This
example depends on an emendation of the manusesging, “mine wise,” originally suggested by
Dunning-Bliss. Similarly, a worthy man must neveo quickly “of his breostum acypan” [“reveal frorish
breast”] (113a). The mind is again an enclosurexdtoca freorig” [“cold spirit-locker”] (33a), “htwa
gehygd” ["thoughts of the breast”] (72a), and p@haSwa cwaed snottor on mode” [“so spoke the wise
one in his mind”] (111a).
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abstract and usually embodiethdsefaeceives the binding. This expression suggests the
overlap of the two models, or even a conceptuaddldhe mind-body receives the
action of binding usually associated with keepimg mind-container closed.

This blending of mind models is especially prominerthe middle of the poem
as the Wanderer’s thoughts are taken up with meif8#362a). This memorial sequence
begins as “gemon he selesecgas ond sincpege”’g¢thembers hall men and accepting
treasure”] (34). The act of memory is first comnuaed with a simple, direct verb, and
thus expresses no metaphorical depth—he simplymdraes these people and this
activity. But a few lines later a scene developkis mind, as the speaker comments that
“binced him onmode peaet he his mondryhten / clyppe ond cysse, ondea ecge /
honda ond heafod” [“it seems in hmEnd that he embraces and kisses his lord, lays his
hands and head on his knee”] (41a-43a). This depicf the Wanderer’s fantasy treats
the mind (nod as a space in which the scene described takes.lhis is the mind-
container and its contents are the whole scengtiofiate social interaction. The
Wanderer then wakes to see a wintry scene befargihia contrast to the comfort of the
memory. His mind, though, remains engaged in thefamemory: “sorg bid geniwad, /
ponne maga gemynd mod geondhweorfed” [“sorrowngsweed, when his mind turns
through memory of kin”] (50b-51b). What kind of sty is this “turning through”
exactly? The DOE devotes a sub-sense to thisiame The Wanderer‘figurative, of the
mind / imagination: to rove through, visit everytpaf (its memory)” (1.a). The actions
of visiting and roving are those of a body in acggdut the space is the bound area of
the mind. The two conceptions blend here in a singly coherent way, one embedded

in the other as the mind-body of the Wanderer wariisin his mind-container. Theod
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behaves like a body which is capable of traveraigsgace as indicated by the verb
geondhweorfajwhich is usually associated with traveling. Thrarsge thing is that it
travels through itself. The wogemyndcommonly translated as “memory” as | have just
done, is one of those many terms that can justlgimpan “mind.” So the mind can be
said to travel the space of the mind, in whichkmsare located in memory. This is a way
to express the memory of the kin he misses, amdrding to Stacy Klein, his
“[m]emorialization of the heroic world allows hiro tay it to rest” (120). It is also a very
claustrophobic image as he is stuck in his mincheeit travels. This is just the
predicament of the Wanderer himself—stuck in hisdras he roams the worf8.

The companions in his mind disappear, however:rfswad eft on weg /
fleotendra ferd” [“the spirit of floating ones swiback away”] (53b-54a). The usage of
the mind-word in this passaderhp is not clear, as the editors of the DOE point out
though they do give “spirit” as its sense herseltms that the imagined companions in
the Wanderer’'s mind have the status of spirit wimlthe mind. But would it make any
sense to retain a sense of “mind” for these flgatines? Perhaps if we consider the
memorial contents of the Wanderer's mind&his mind, following a mind-as-object
conception, and if we remember that an Anglo-Saxaord is not a unified, but
multiform entity, then to lose a memory is, in aywi lose his mind. The Wanderer’s
mind leaves his mind as the memory fades, bugitds in a very physical sense that
again echoes his own literal wanderings. Of colsg@nming away implies water,

which recalls the hydraulic model of the mind.Hbtights and emotions are fluid in a

" Even as Klein distinguishes between active maile end enclosed female exile, she admits thatigho
the wanderer trudges on, there seems to be fitlieyi literal movement in the poem (119).
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container, these spirits swimming away could beag of saying they are expelled in an
excited mental state of anguish.
A final blend of mind models, and a clear depictodra mind leaving the body,
occurs when the Wanderer discusses these memex@s,inding that
Cearo bid geniwad

pam pe sendan sceal swipe geneahhe

ofer wapema gebind  werigsefan

Forpon icgepencanne maeg geond pas woruld

for hwanmodsefa min ne gesweorce,

ponne ic eorla lif eaeondpence

hu hi feerlice  flet ofgeafon,

modgemagupegnas. (55b-62a)

[Care is renewed for him who must very often semeearymind over the

binding of waves. Therefore | may rthtnk through this world why my

mind does not darken when | completétynk through the life of men,

how they quickly gave up the flodsrave young thanes.]
The report of sending a mind over the waves is eibmeminiscent ohe Seafarerand
one which follows logically from the idea of themdias a component of the self that
behaves like an animate body. Rather than thin&frigoughts or memories as objects
contained within the mind, as the mind-containarogption would have it, the mind-
body travels out into the world to achieve the @wtion between mind and world that
signifies the state or process of recollection. Wi verbs for thinking in this passage

also express this particular kind of thought. Biogtances of some form of the verb
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pencaninvolve the preposition or prefgreond which prototypically expresses the
relationship “throughout.” In the phrase “geond pasuld” (58b), the thinking is given
the spatial range of the whole world, presumabéystope of all the speaker's memories
and experiences. Something similar is happenirigarphrase “ponne ic eorla lif eal
geondpence” (60). Even if this thought is not iestd to memory, but instead an
imaginative construction of the life of men (conaal of as a corporate, timeless whole),
the thinking occurs spatialliroughits object, as a place which the mind travels to.

The Wanderés mind is simultaneously something that traveéely through
memory and imagination, but also something thataina and binds these scenes, along
with emotion and thought. Activity of the mind—thking or feeling—is expressed the
fulfillment of the nature of the metaphor used xpress it—full of contents for the mind-
container, and movement for the mind-body. The emypgaradox implied by a mind
being at once a body capable of movement and aioc@ntcapable of being closed up
demonstrates two things. One is the behavior o&pieirical concepts, which need not
be completely coherent as they each just pick arttqular aspects of the concept
without expressing a unified whole. This merelyfooms the theory of metaphor and
indeed language developed by Lakoff and JohnsontHgusecond tells us something
about this particular poem. The tension involveckgressing the mind in two
apparently contradictory manners is precisely émsibn felt by the subject dhe
Wanderer | read the poem as an expression or explorafiapersonal psychology in
trauma.

The cause of the trauma is isolation. This is aedironly through the elegiac

conventions saturating the poem, but also by teakatown of mind we have seen. One
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reason that the different minds which make up tlatlérer’'s psyche behave in ways
inconsistent and at odds with one another is asaltrof having no one to interact with
socially, so instead he interacts with himself. Buthis interaction, each type of mind
conceptualization he expresses, falils in its prépectioning. The speaker’s inner
struggle is cast in such a way that negates offieslthe metaphorical manifestations of
his mind. If the mind is a physical space, an eswle, or a container, that space is closed
and bound so as to stop any communication betwestthel and outside. If the mind is an
object to possess, it is hidden away and not shaftvif the mind is a body, it is
impotent, weary, and unable to act to provide sting support, but rather flies away in
escape. The Wanderer’'s mind is a space that céenaitered, an object that cannot be
seen, and a body that cannot move. Isolation fosesl the functioning of a mind. A
telling reiteration of this problem occurs when #ipeaker explains that he is possessed
by exile paths, not wound gold, by “ferdloca frggii‘frozen mind-locker”] (33a), not
earth’s splendor. This mind is, of course, frozenduse the Wanderer occupies a wintry
climate, but also frozen in its immobility. An objdike a door that is frozen shut cannot
be manipulated or altered without breaking it. Sisctne Wanderer’s mind, at least in
one aspect. To say that he is possessed by henframmobile mind (most evidently an
enclosure) is to assert that he is in thrall topaisalyzed mind. Making his failure even
more acute, he expresses a desire for the remgdiyed to resolve his scattered being.
He yearns for someone else, a new lord to takemiend comfort him: “pone pe in
meoduhealle minne myne wisse” [*him who in the mbat might know my mind”]

(27).”® For a new lord to be able to know the Wandereiigdiit must not be concealed

8 This line contains an emendation that should mergented on. It reads “mine wisse” in the manuscript

80



as a closed space, hidden object, and enervatgd Dloe poem suggests that only social
interaction allows a mind to be fully realized ihaf its metaphorical complexit{’

The failure of mind is given one last expressioth@&smind-body of memory
noted above (56-57) leaves the mind-container ameeminto the world. This act,
reminiscent ofThe Seafarés ranging mind, breaks the stalemate between tmotions
of the Wanderer’s mind, as it is animated, thouglany. His mind is now no longer
expressed in terms of the frustration of metaplabaapabilities. The movement of the
mind-body seems to have won out over the restdditite mind-container. In the
competing experiences of the Wanderer's mentahteatr-manic activity and paralytic
stability—the former overpowers the latter. Whatlese just seen in the bursting out of
mind-body from mind-container, though, is a finalldre of the mind. The uneasy stasis
achieved by the shutting down of mental capabditees not last—energy wins out as
the mind leaves the mind, in a compelling imagenehtal trauma.

This damage is not, however, the last word in tenp—it only marks the half-
way point. And there is another aspect of thetbelf we have not yet considered. We
have seen the Wanderer (or a gnomic proxy) ex@arésar of revealing his mind (9b-
11a), a desire to bind his mind (13-14, 18, 21aj, the action of sending his mind away
(56a-57b). This kind of expression raises the goestf who or what is performing those

actions on the mind. In the language of the poerms,the “ic” of the first-person speaker

but | follow the emendation in Muir’'s edition (asld for most of the poem), which in turn followsttof
Dunning and Bliss. To retain the manuscript readewylts in a translation along the lines of “mighow
mine,” with the object of possession implied to‘people” or even “self” or “concerns.” | prefer the
addition of “minne” and emendation of “mine” to “mg” because it is consistent with the protective
attitude toward and prevalent mention of the mimthie poem. (I wonder if “mine” could even be a
contraction of the two terms.)

" As Melanie Heyworth argues, the nostalgia of tlegiac poems like The Wanderer are less a personal
feeling and more social in their implications.
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(10a, 19a) and the “he” of tle®rl the Wanderer imagines and wants to emulate (12a,
13a). But what aspect of the self is in contradhe of himself or thigorl, and able to (at
least attempt to) exert power over the wild natfrhe mental activity and even the parts
of the body where feelings and thought occur? Natlsuggested by the scholars
reviewed above would seem to clearly explain thisould not be the mind, as that is
the object of the intentional actions. It would betthe flesh, as that is just the
unthinking part of the body. It is unlikely to Heetlife-force as that personal component
is very poorly developed in terms of metaphoric¢aitautes (it is noted only in its
absence to signify death). It could be the soulclvbthe mind is a component of in the
Augustinian model, but there is no lexical evidemcthe poem supporting this idea. The
four-part schema of body-mind-soul-life lacks atrolting subject position.

Perhaps we have evidence here of another divisiarperson, one which divides
him into the two components that Lakoff and Johnsame the Subject and the Self. The
Subject is the conscious part of us that exereesason, will and judgmenPhilosophy
269) and it behaves metaphorically as a person SEffgreally multiple selves)
comprises everything else inside of us, emotionses, etc. This Self can be
metaphorically conceived of as either another peran object, or a location (269). In
Old English the Self includes those aspects ofragmewhich are in an object relation to
the Subject—Lockett’'s body, mind, soul, and lifeel®. InThe Wanderewe see the
Subject represented in the grammatical subjediseo$peaker (the “ic”) and tle®rl he
should behave like (the “he”). And we see the Semanifested in all the mind words |
have discussed; they operate sometimes as bodmstimes as spaces, and perhaps

sometimes as objects. The struggle of the Wandeterkeep himself, his Subject, in
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control of his various expressive and energetige€elwhich we have seen to be
manifested in several metaphorical reflexes oitied. What is interesting is that he
talks about the Subject in a distancing kind of wasig theesorl, a lordly nobleman, as a
kind of cultural template for proper behavior (IManderer cannot escape other people
even when alone). But it is the other parts ofWanderer’s being, the Selves, that seem
to have the upper hand. He has to perform thisukistg appeal to the figure of a cultural
norm. Exploring these metaphorical conceptiondhiefwWanderer’s conflicted internal

life reveals that his anguish is articulated aswgglle for control of a Subject over
Selves, which themselves are not unified, but rgbé in different directions.

The Subject oThe Wandereexpresses himself as in a struggle with aspects of
his Self. In doing so, he appeals to cultural wiado maxims which explain the
character of a hypotheticabrl. Thiseorl seems to have no such struggle, but remains
unified. The abstract, gnomeéorl which the Wanderer appeals to in an attempt to
regulate his behavior is the beginning of the sotuto the problem of minds or the
control of the Subject over the Selves. Wisdomgédke place of interlocutor as the
poem proceeds to its consoling second half. Thdeyhoem is a dramatization of the
Wanderer’s attempts to exhibit self-control to beedahe lordly, virtuous man, and this
self-control is articulated by the constrictionrestriction of his spirit or thoughts or
feelings, at once valuable and dangerous. Thisi$drce of the stoic maxims the
Wanderer repeats to himseHe must not merely remain silent, rather he malss t
dynamic action to secure the thoughts within hifng&r the Wanderer’s internal life to
make sense, and for him to remain heroic, he mgdge with the wisdom of tradition

and become the ideabrl. To be the good warrior he urges himself to be Wanderer
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must not let the energetic mind, embodied bynttoelsefaescape, or it might lead to
something dangerous (like poetry, for what is them itself, if not the expression of the
very energy the Wanderer struggles to keep cord@)i&But, ironically, this escape is
what leads to the transformation. Only when thedsbody leaves the mind-container, is
the speaker capable of becoming, not jusethré but wisdom itself as he spends the rest
of the poem rehearsing such wisdom.

At first, the Wanderer cannot understand why hatiisfunctioning. Immediately
after the bursting out of the mind-body from thendicontainer, the poem makes its
transition to a more contemplative mood as the Weerdutters several lines of confusion
that present a new image of the mind:

Forpon ic gepencan ne maeg geond pas woruld
for hwan modsefa min ne gesweorce,
ponne ic eorla lif eal geondpence.
hu hi feerlice  flet ofgeafon,
modge magupegnas. (58-62a)
[Therefore | cannot think through this world why mmnd does not
darken when | completely think through the lifenoén, how they gave up
the floor, brave young thanes.]
The most interesting part of this passage is thlmiapparent ability to darken. The
darkening could be a result of the mind-body raggoo far out of sight, or the mind-

container sealing out light. The former seems nap@opriate considering the action

8 Melissa Wolfe notes the contradiction betweenvitteie of reticence and the expression of the poem,
arguing that the poet carefully juxtaposes perspesto achieve both: “This shifting of perspecsivmth
gives him the credibility he needs to deliver hisssage and allows the audience to find themselithinw
his loss and his wisdom, and through that, witheénHope at the end” (565).
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just accomplished by the mind breaking out of tbdyb One issue here is the
relationship of the prepositional phrase “geondpasuld.” Does it apply to the first act
of thinking (wondering why), the darkening of thénoh or even the second act of
thinking (about the life of men)? Proximity supottie first possibility—no matter
where he is in the world he is unable to think. Tdikire of the metaphorical capabilities
of the mind, which | have just demonstrated, waddm to be summed up in this
statement. Perhaps the line should not even behatiao those that follow, as most
modern editors punctuate it, but instead followrfrihe lines just before about sending
the weary mind over the waves. It could be an iedédpnt clause punctuating the many
problems of mental activity recounted in the whatst half of the poem—the Wanderer
is just unable to think properly, crucially tinis world.

So why does the mindbt darken? This seems to be a comment on the resjlien
and durable redundancy of the Anglo-Saxon mindnBvieen the mind-body has
departed in its flight of memory and desire, theolglself remains functional, especially
when wisdom and thoughts can be continually geedratside the mind. There is no
darkness because there is no emptiness in theafterdall. A relentless series of maxims
follow the Wanderer’s realization that his minch@ dark—evidence of this light, which
likely reflects metaphors likBGHT IS KNOWING Or LIGHT IS SEEING Thus the Wanderer’s
light suggests that he does possess wisdom oredingpiration. The maxims he recounts
take the form of acceptance of the transienceisfwirld (62b-63), the realization that
one must live for a while to understand this (64)and the properly moderate behavior
of men living in that kind of a world (65b-73). Thest of the poem generally rehearses

these themes until it concludes with a hypermeda of detached reflection:
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Swa cwaed snottor on mode —  gesaet him sundameet

Til bip se pe his treowe gehealdep, ne scefknass torn to rycene

beorn of his breostum acypan, nempe he serteachane,

eorl mid elne gefremman.  Wel bid pam pe himsaeed,

frofre to faeder on heofonum,  peer us eal setnfaag stonded. (111-

115)

[So said the wise man in his mind; he sat apacbimtemplation. Worthy

is he who keeps his faith, never must his angeobdasty, which a man

shows from his breast, unless he knows how to rtfekeemedy

beforehand, a man with courage. Well is it for lmwmo seeks mercy,

comfort from the father in heaven, where for ugpalimanence stands.]
In its two references to the mind, this final p@gses more settled in its presentation of
mental activity than the early parts of his poeine Tocative phrase “on mode” (111) can
refer to one wise in his mind who speaks, or tasewne speaking in his mind. In the
first case wisdom is located in the mind, and mgbcond case, the mind is the place for
speech (linguistic thought)—either way it is a @nér. But there is no evidence that the
container is still bound or must be sealed tighflye man sits apart in thought, and is
thus still alone, but there is no indication thas tsolitude is problematic. Once he has
achieved his spiritual wisdom, the Wanderer (asegre is the one now speaking) is no
longer mentally conflicted. He can hold wisdom is mind-container and speak it (either
inside or outside). The following lines imply tHa is one who has enough wisdom to be
able to open his mind and reveal his thoughts aatings (from théreos). It is not that

thoughts and feelings are inherently bad, butdhatmust contain enough in his mind so
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that their release does not deplete it and leasark®* The outflow of mind must be
matched with a properly full condition of mifid.

Alice Sheppard has not&that the Wanderer does not actually follow theieglv
of the wisdom he recites, so it is more importameiad the wisdom in the poem as
process than as content. Rather, with emphasiseoadtion of thinking thoroughly
(geond, Sheppard contends that the poem shows howhisgrocess which makes the
anhagabecome thenottor on modeSheppard explains that the poem is part of the
tradition of wisdom and functions agad an obscure enigma to be deciphered (thinking
beyond)—being able to recite proverbs, which theakpr does in very direct ways in the
second half of the poem (as opposed to the indinactner used in the first half) is
crucial to ending his misery. The effect of wisd@mto move the Wanderer from the
personal to the general. It does not matter so malnat this wisdom is, as long as it
represents the thoughts of his culture, and thezedtands in place of that culture to
counteract the physical isolation. The Wander&emsled, not through heeding good
advice, but for having some in the first placehihk, therefore, that Susan Irvine is not

quite right when she argues that the poem showmé#uequacy of word¥'. She argues

8 Maxims lechoes this kind of healthy mind that is involweith the open exchange of wisdom (1-4a).
The poem opens with a direct address to the redaieanding an open mind which can not only receive
the wisdom of the poem, but must also share histheughts with the poem. Both the poem and the
audience are thought of as containers to be fidledithe nature of wisdom is to fill such a contaifidnere
is a reciprocal relationship between the wisdoengbem contains and the audience as the destirfation
the wisdom.

82 Scott Gwara (Forht andFaegenin The Wandereand Related Literary Contexts of Anglo-Saxon
Warrior Wisdom”) puts this another way, | think, @hhe argues that the Wanderer finds the wisdom of
balancing action and inaction with “right actior28g). Right action in my analysis is the state afdn
which balances desperate expression with wisdom.

8 In “A Word to the Wise: Thinking, Knowledge and dbm inThe Wanderet.

8 In “Speaking One's Mind ifthe Wanderet
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that this claim parallels the theme of transiemcthe poem, but | have just shown how
crucial possessing the right words is for the Waeads well-being. Only those words
can restore his mind to its proper metaphoricatfioning. So | agree, rather, with Scott
Gwara, who finds a more Germanic, heroic messageimwisdom of the poem (286). It
is the very act of participating in wisdom thatmalthe Wanderer, rather than any
specific quality of these maxims.

As an elegy that treats the condition of exllee Wandereparticularly explores
the traumatic effects of isolation and misery amithind, as well as the remedy for such a
condition. Positioned away from all other peoplte ¥YWanderer becomes the site for
internal communication between the various aspadiss mind. In such a dialogue these
competing models for the mind shut down and losé #bility to function. Finally, the
mind-body, in an act of longing, breaks throughabefines of the mind-container. At
this point the Wanderer can focus on the wisdometans to achieve a peaceful, stable,
and well-functioning mind, much like tHeestnungf heaven the final lines of the poem
uphold. This internal drama is played out in thatsp terms of the landscape inhabited
by bodies both contained and wandering. The pa@xibé is the pain of individuality,
and this independence creates a war among or |gmeof the Selves that can only be
resolved with internalized reference to the wisddrthe culture the Wanderer is cut off
from.

Conclusion: The Shape of the Anglo-Saxon Self

It remains to be answered, then, what exactly thglé&:Saxon sense of selfhood

is, but that is no easy task for the simple redbanthere is no consistent answer. What

can be said is that Old English poetry expressedfanore complicated than the bipartite
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soul and body division common to medieval Christlaology. And it is more than the
early Christian tripartite division of body, soahd spiri®> Even Lockett’s four-part
scheme of body, soul, mind, and life is not suffintifor explaining the workings of the
self in Old English poetry. | have shown that eatthese four parts can behave in
various and not entirely consistent ways. The badyle often a merely material aspect
of being, can in fact be endowed with charactessthore commonly found with the
mind or the soul, as we saw in tBeul and Bodpoems when the body itself is implied
to be capable of rational thought and activitidse Soul is a rational being, but often just
signifies the part of the self which survives dedthe mind is not the Augustinian
system of memory, will, and intelligence, but irteperates with two primary
metaphorical expressions, as an animate body aacaslosing container, sometimes
part of the body (Lockett’s “thinking flesh”), sotmaes as more of a transcendent entity.
The life, a less developed aspect of the self fis@ whose presence indicates that a
person is alive. But even this more nuanced versidiockett’s self does not account for
the Subject, as opposed to the Self. Rather tHangthis Subject a fifth part of a
person, | think that it exists among above thegpaithe self. That is, it is like a free-
floating attribute that can be affixed to one qdrthe self. The Subject can be identified
with the soul, with the mind, or even with the camis of the mindThe Wandererl

think, demonstrates this last possibility with thdtural wisdom that guides speaker’s

thoughts and words. The self in Old English poetnyot simple, nor, | suspect, does this

% See Lockett (17) for a brief review of this tramtit which persisted into the Middle Ages, albeiin
limited way.
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brief study exhaust all the possible charactewratiand behaviors of the multiple parts

of Anglo-Saxon self.
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CHAPTER 1l
DEATH AND LIFE
Introduction: Beowulf
After Beowulf’s defeat of Grendel’'s mother, Hrothgaoderates the ensuing
celebration with some sobering advice for the hrevhat has come to be known as
“Hrothgar’'s Sermon,” the leader of the Danes caigiBeowulf against pride, reminding
the warrior that his might will not last in this v forever:
eft sona bid

paet pec adl 00de ecg eafopes getwaefed,

odde fyres feng, 00d0de flodes wylm,

000e gripe meces, 000e gares fliht,

000e atol yldo; 0dde eagena bearhtm

forsited ond forsworced; semninga bid

paet dec, dryhtguma, dead oferswyded. (1762b-68)

[Soon after it will be that poison or sword depawsu of your strength,

or fire’s grasp, or flood’s surge, or sword’s griw,spear’s flight, or

horrible old age; or brightness of eyes fail antkda; it will suddenly be

that death overpowers you, warrior.]
Hrothgar creates a list of many different waysBeowulf to anticipate his death coming
to him; these range from the violence of sword sgpehr, to natural world dangers of
flood and fire, to the inevitable effects of agifigne important message is that, however

it may happen, Beowulf will die. Death is inescdpah fact that Old English poetry

91



reminds us of often. This kind of catalog of deathBeowulf® is not unique in OId
English literatur®’—in fact, one whole poenThe Fortunes of Meris almost entirely
devoted to just such a li€&tBut the varying causes of death presented in thigsds

only one way that the Anglo-Saxons demonstrate timelerstanding of death. In
addition to this conscious, overt analysis, whiohrds the physical, real-world causes of
death, the language itself reveals a deeper umahelisy of death in the culture. Through
careful examination of the verbs for dying andnbens and phrases for death, one can
discern a system of cognitive metaphor, often affgtbased, that expresses the Anglo-
Saxons’ conception of death.

It is not much of an overstatement to claim thaitdevas an obsession in
medieval life. With conditions far less favorabbesurvival than they are now, with
memento mora common feature of church and ritual, with pitggige to shrines a
popular activity, with eschatological hopes andgeampant, and with literature devoted
to the violent deaths of heroes and the blessetthsleamartyrs, death was a part of

life.®° But, as an abstract concept without physical fatesth is ripe for conceptual

8 Beowulfexists in a unique copy in the Nowell Codex, alevith a homily on Saint Christopher,
Wonders of the EasAlexander’s Letter to AristotlendJudith Beowulfs date of composition is uncertain
(more precisely than the range from 600 and 1041),has been a matter of great debate. See KlaeBer’
edition (clxii-clxxx) for a review of this controvey.

87 Nor is such a catalogue unigteeOld English literature: the editors of Klaeber'setition ofBeowulf
note that these death catalogs “recall[] passagekssical and ecclesiastical literature” (216).

8 Maxims landMaxims llalso offer lists of manners of death.

% For treatments of the medieval ideas of and dtisttoward death, see T. S. R. BoaB&ath in the
Middle Ages: Mortality, Judgment and Remembramdgch covers representations of death throughout
the Middle Ages, Philippe AriésWestern Attitudes Toward Death: From the Middle gethe Present
(1-24), which covers the rituals involved with deat the early Middle Ages, Patrick J. Gearlyiging

with the Dead in the Middle Ageshich focuses on hagiography and considers thes wee dead were
present to medieval people, and Paul Bindkisllieval Death: Ritual and Representatiarhose
comprehensive study covers medieval death from titeelics, from bodies to churches, from arti® t
afterlife.
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metaphorical articulation. Old English poetry ipesally metaphorical in its expression
of the closely related concepts of death and Afed, in keeping with the generally
gloomy tone of Old English poetry, most of the egsions that reveal understanding of
both life and death refer directly to dedfiLife and death, as states, require physical
deployment in conceptual space for their operatdme understood. The purpose of this
chapter is to map out the varied conceptual reiahgps between the source and target
domains for death (and life, where appropriate$edeaon their linguistic expression, and
to show how the poetry takes advantage of suchpheta to develop further claims
about particular experiences of life and death. &ofrthe Old English metaphors for
death are familiar, but some less so. The conckeptetaphors for death in Old English
can be classified into several categories (mostidgnt on some kind of spatial
placement or orientation), which | will outline lelirst before demonstrating their
presence, workings, and effects in particular QidIEEh poems. | discern three major
categories which cover most metaphors for deatth lfée).

DEATH IS DEPARTURE This first metaphor is probably the most commo®id
English literature; it still remains current todayexpressions like “he’s passed away,”
“she’s no longer with us,” or “he has left us.” Tidea of death being the movement to
somewhere else could derive from the fact a bodge @ead, must be moved and taken
away to somewhere elSkAdditionally, when someone dies, they are no lompgesent

in the life experiences of those who knew themrdfoge, it makes sense to think that the

% Hence the title of this chapter reversing the esgukorder of the pairing in modern parlance: frtifa
and death” to “death and life.”

%I Douglas Davies explains, “One common element withe history of death is the fact that actual sesp
need removal; the dead demand some attention eainent.” (48)
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dead people musie somewhere else—perhaps away travelling or moveddifferent
home. These are the physical bases for the coraleapiiaphODEATH IS DEPARTURE

This metaphor derives from a generic-level metaghiares ARE LOCATIONS Life, a

state, is considered to be a place defined bynitsadiate proximity, both spatial and
temporal. To be alive is to be here, in this pla®y. Consequently, to die is to leave or
depart, tanot be here. To not be here any longer, one must |éereeDEATH IS
DEPARTURE The place to which the victim of death travelsasiously characterized in
Old English literature: from an undefined “awayg’d hostile wasteland, to the kingdom
of heaven. Closely related is the concept of If@agourney, whose destination, therefore,
is death (however specifically conceived). Old Estgtends to be more deliberate in
these expression than similar ones in Modern Bmgliee departure being consciously
willed action.

DEATH 1IsDowN: In addition to these obviously metaphorical waysescribe
death, there are some more grounded in the physigarience of dying. One such
conception is related to the position of a bodgcdrally falling or lying down. In
falling there is a strong correlation, but of caurn® necessary causation, between dying
and falling down. The metaphor finds a physicaldasthe position of a body in death.
When human beings are healthy and alive, theyaalie of standing under their own
power, but if they suddenly die, they would falwdo Dead bodies remain in a lying
position for they are unable to rise through tlo@n power. Of course, there are other

reasons than death that one might fall down oyiog Idown, but the metaphorical

92 See Lakoff and JohnsoRhilosophy in the Flestchapter 11 for details on the structure of eyents
including existence (especially 205-206).
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system structures itself on these prototypicaltpmss of the body in life or death.
Grounded in this correlation, falling communicatlging, and being fallen deaifil
suspect that this idea, in concert with other wafydiscussing death as lying and resting,
all obtain meaning as contradictions to a metajdrolife—LIFE IS STANDING UPRIGHT
Sleep, with its lying position, is a related wayde$cussing death and yields another
metaphorDEATH IS SLEER

DEATH IS FRACTURING OF SELFWhen | say fracturing, | am not speaking hera of
physical dismemberment of the body, but a concéphua As we saw in Chapter Il, the
Anglo-Saxon self is made up of a complex of compisieeach with its own specific
functioning. One way to represent death is thraighdissolution of these parts of the
self. Two of the relations between aspects of #fiedsscussed in that chapter signify
death. First is the loss of the life-force, thoughés a possession. This reflex of the
conceptual metaphor, also still with us today, delseon another metaphor that can take
a couple of different forms. Generally we thinKié¢ as a tangible, physical thing,
leading to a metapharrFe IS AN OBJECT Since the physical possession of this object
signifies being alive, we havere IS A POSSESSIONTO lose this possession life, therefore,
is to die. These metaphors exist because of thieudiy in discussing abstract qualities
belonging to a person or thing. Even now | canm&tuss the idea of possessing a quality
without using words likéelongandpossessTo possess the object life is to [Rfayhile
to release the object life is to die. The previckiapter explained the nature of the object

of life as more of a force than a physical objdubugh, in expressions of death, it is

% This metaphor lives on today in expressions lileéién soldiers.”

% The DOE recognizes that life is often treated pessession. See the entriesdatdor (1.c) andfeorh
(1.c).

95



difficult to perceive a difference. The other wag tself fractures in death is through the
separation of body and soul. Related to both optlegious metaphors, one involving
movement and the other possession, is one thatepfrequently and specifically
enough to merit its own category. Death is not f@aving this place for another (whether
it is the subject or the soul departing), nor isist losing some object. Death is also an
internal separation, a splitting of soul or liferfn body.

These three conceptual categories for death egndaipon some kind of
spatial operation to communicate the condition:dbad person either moves away,
moves down, or splits internally. All three arecafgesent in some form in Modern
English, but two factors set Old English apart. @nine frequency of these manners of
expression for death relative to simple, direcbganeaning “to die.” In fact, the vedie
did not even enter into the record of the languagé the Middle English period (OED
v.1). Other verbs, such aseltanandsteorfan which have since narrowed in meaning,
were used to mean “to die” in Old English. Butyasshall see, they appear much less
often than the metaphorical expressions coveregl her

The second way death in Old English differs fromt thf Modern English is the
degree of agency ascribed to the dying personn@ntly death is something that
happens more than something one does; but metapjbars a transformation of death
from an event, something that just occurs withodirect cause from an intentional
agent, to an action, which is defined as the resfidn agent® This meaning is made

possible by a generic-level metaphor that is quet@mon across EngliShEvENTS ARE

% TheEVENTS ARE ACTIONSMetaphor lies behind many modern metaphors fahdéam the personified
Grim Reaper to Monty Python’s famous “pushing up dlaisies” line.
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ACTIONS. If DEATH IS AN ACTION, then it requires an agent. Thus death is songthet
someone does, and, most importantly for the Anglwe8s, something that someone
choosego do. Figures in Old English literature can begpemered by choosing to die,
rather than merely suffering the fate passivelydifidnally, the agency of death as an
action can be transferred from the one dying (aediteral killer, of course) to an
abstract personification. Death itself can come kitits victim.®

One final way of talking about death in Old Englistworth mentioning. Often,
the cause of death stands in for the event of d@&ttre are many violent instruments of
death in Old English poetry—swords, spears, anith i@écut, pierce, or rend a body
apart to kill a man. It may be too much to callstaenetaphors, as they are literal
descriptions of how someone dies. But expressibtisese actions are often used to
communicate death. This tendency calls attentidhdoriolence involved in death, in
opposition to metaphors which focus on other, i8gkent aspects of dying, like resting
or leaving.

Each of the concepts just outlined speaks to amifft aspect of death, which, as
an abstract concept, requires the sum of many auogles in order for one to obtain as
complete an understanding of the concept as pesstbkets thus have a range of
conceptions and metaphors from which to choosescribe a death. Many deaths in Old
English literature are expressed with more thanroataphor, revealing the Anglo-Saxon
propensity to meditate on an event and expresarit Eeveral different perspectives. But,

as | will argue in the rest of the chapter, thesatld metaphors are not always used

% See Lakoff and Turner (7-24) and Fauconnier anudn(291-295) for detailed discussions of death
personification.
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arbitrarily, but rather can be motivated by thedkat death occurring or the kind of
person dying. Certain metaphors cluster strongleimain texts or with certain subjects.
The way this happens guides an audience’s resporasparticular death and its
evaluation of the particular character. It coufdfact, be another way to mark genre, as
certain metaphors appear more often in certainskafdexts. To proceed with this
chapter, | will focus on each of the categoriededth metaphor listed above, one at a
time, with a specific poem that exploits that métapn an especially strong or
interesting way. FirsfThe Fortunes of Mewill serve to demonstrate the spatial notion of
death (with some assistance from Argglo-Saxon Chronic)eas the most neutral way of
communicating death. Nexthe Fates of the Apostlekows what a poet can do with the
death as departure, developing destinatiBeswulfrelies most heavily on the idea of
death as the loss of the possession life, butuses the violence of death quite often.
Then several texts employ the idea of death a®meland death as separation at key
moments. Battle poetry likEhe Battle of MaldoandThe Battle of Brunanburemploy
a heavy use of theeEATH IS DOWN metaphor. | conclude the chapter with a look aatweh
metaphorical analysis of death can do to help antveeold question of whether the
speaker inmrhe Wife’s Lamens actually dead.
Departing for Death: The Fortunes of Men
The Fortunes of MeH,a 98-line poem appearing only in the Exeter BYdk, as

| have mentioned, essentially a catdfagf the numerous ways one can perish; as such, it

° The poem is also known @fe Fates of MeandThe Fates of Mortals

% This tenth-century collection contains a miscellahpoems, mostly focused on a theme of apprapriat
conduct for the Christian life (see Muir 16-25 #odiscussion of this and other views). The poenmioas
known Latin original (Fulk and Cain 175). Thouglwias compiled in the tenth century, its contersiyi
derive from an earlier oral tradition.

98



exhibits a wide range of metaphorical bases foewstdnding death. The poem opens
with a brief story of how men and women bring ddfiiom birth to maturity,
commenting, however, that only God knows what t@tome of this child. After a list

of the misfortunes someone might encounter in fife,poem concludes with a list of
skills God bestows on peop!® and an exhortation that we thank God for thegs 4if

It is the thirteen misfortunes, each introduceagldgrm ofsum[“one”], that interest me
here’®? Three of these fates do not clearly result inligatt the others offer a variety of
deaths that one could experience in everydayTifese are not exclusively the deaths of
the warrior aristocrac}® though this class certainly often suffers thenewtsere in Old
English poetry. But there are no extended elabmratof the violent deaths of battle
which we will soon see in other poems likiee Battle of MaldoandBeowulf The

deaths inThe Fortunes of Meare, however, surprisingly consistent in theirapébrical
deployment, most based on some version of theadgatnception for death that | have
subsumed under tlEATH IS DEPARTURECONCeptual metaphor. This is the most neutral
structural metaphor for death in the literatureT e Fortunes of Merthe predominance

of this metaphor has the effect of generality {&ld English wisdom poetry needed

% Karen Swenson best defines its identity as a@ggabem: “The poem’s most obvious structural atteb
is its form as a list, a formal organizational pipie which suggests a reading of the poem in texhtke
generic categorpula, or ‘Catalogue™ (125).

190 This section of the poem is similar to anothermpdmm the Exeter BooKihe Gifts of Men

101 Nicholas Howe argues that the poem is fundamgndéadiactic: “The movement in the poem then is not
simply a means of persuading one that the way af i§best; it also teaches the passage by whicly man
have found their way to GodO(d English Catalogue Poeni46).

192 Howe also warns of modern interest in this pathefpoem: “these stories of disorder and suffering
which attract us, whose sensibilities have beepetthdy the culture of modernism, were antitheticahe
poet” (Old English Catalogue Poemi81). My project is, of course, informed by theehests of my time,
so | do not apologize for this focus.

103 As implied by critics like Neil Isaacs (365-366).
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more of that) and ordinariness, conveying a congmsive and quotidian account of
death for an Anglo-Saxon audience.

The poem introduces its catalog of deaths by ndhagthe end may come
woefully to a youth after leaving the security afifily. The term used for this end is
endesteeflla), which the DOE defines as “end, conclusioaifly ref. to the end of
life).”1%* The first death such a youth might encounter i®ad for the wolf: “sceal hine
wulf etan, / har haedstapa; hinsip ponne / modoubied [“the wolf must eat him, grey
heath-stepper; his mother then mourns his jourmeyd (12b-14a). At first glance there
is nothing metaphorical about this death—the wast jeats the mafi® But in the clause
about his mother, she may not just mourn his beatgn, but also hisnsip[“journey
away”]. This youth’s death is characterized aswarney away from thlerethat is life.
Now, maybe the term refers to a literal journeyt tha man was taking when he
happened to be eaten by a wolf. The mother theanésrthe fact that he left at all, only
to be eaten. But | do not think this is the case, i the context of other language of the
journey that points to a metaphor of death as degar

Next, hunger is the hypothetical man’s killer: “sugsceal hungor ahipan”
[*hunger must destroy one”] (15a). If, as the DQOIS Iit,ahypanmeans “to lay waste,
destroy; plunder” (1), where is the metaphor? Belbaer look at the verb reveals an
enlightening derivationdypanitself means “to despoil, plunder, lay waste, gy,

ravage” (BT), which is essentially the same meaamthe compound word. The prefix

194 Hrothgar inBeowulfuses this term to signify death as a final timéhimlives of all men (1753).

105 stefan Jurasinski notes that eating or devourodjds runs through the poem’s death imagery (347).
Though this one with the wolf is quite literal,datdeaths have hunger and fire likewise consuntiag t
victim, as well as a bird picking at a corpse.
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a-, however, add can add a locative force of “awd§This latent meaning is activated
in this context of th®EATH IS DEPARTUREMetaphor to give an added sense of motion
away to the destruction most directly communicdgdhe verb. Hunger destroys and
removes the victim of its killing action.

The third misfortune clearly exhibits death as diepa and some kind of
movement away: “sumne sceal hreoh fordrifan” [“rowgeathet’” must drive one
away”] (15b). The victim is forced out, presumadbié of life and into death, with these
concepts conceived of as places. The fourth atiddéaths in the poem again employ
thea- prefix in the verbs expressing the killings. Theight of three verbs in two lines
with thea- prefix supports the notion of a meaning of “awdyéxt the speaker states,
“sumne sceal gar agetan, sumne gud abreotan” $fibar must destroy one, war Kill
another”] (16). Bosworth-Toller gives “to seizekéaaway, destroy” foagetan clearly
indicating the sense of movement awdyAs was the case witthypan bothabreotan
andbreotanmean “to kill” or “to destroy.” Again, | suggedtda- prefix encodes a sense
of movement away. War and spear cause the victrbg killed by removing them from

the hereof life.

196 Clark Hall says that the prefix originally meafrth, away, but as a rule only intensive in megtiin
Mitchell and Robinson note that it “sometimes meamgay™ but can also “have no effect on the meafiin
(58).

97 Hreohoften implies weather, as | translate it here,daut also mean a more general roughness,
savageness, or disturbance (BT).

1% The DOE, however, only lists “to destroy, strikenth (with a spear)” (1) for the primary sense & th
verb. Perhaps this is a correction to a false-elggyinterpretation from Bosworth-Toller.
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The next two misfortunes are not, in fact, dealfte youth could instead be
maimed, deprived of sight or mobility. But the diymisfortuné®® does lead to death,
this example described at some length:

Sum sceal on holte  of hean beame

fiperleas feallan;  bid on flihte sepeah,

laced on lyfte, oppeet lengre ne bid

westem wudubeames.  ponne he on wyrtruman

siged sworcenferd, sawle bireafod,

feallep on foldan, feord bip on sipe (21-26)

[One must fall featherless from a high tree inwlo®ed; he is still in flight,

he soars in the sky, until he is no longer fruitied tree. Then he sinks

dark-spirited to the root, bereft of soul he fatishe earth, his life is on a

journey.]
This story of one who is killed fallen from a treas occasioned some debate over why a
young man would be up in a tree in the first pfd€aVhat is clear is that he falls from a
tree to his death. The falling and sinking downaften metaphorical ways to describe
death, as we will see in the section of this chaptebattle poetry, but the clear evocation
of theDEATH IS DEPARTUREMetaphor is in the last phrase (26b): the marirg spnow

on a journey—the journey that indicates absenaa fite and therefore death. It is

199 Karen Swenson argues that the fates from théréati the tree (21-26) to the hanging from the gadio
(43-47) are ritual deaths.

110 gyggestions include initiation ritual, athletidigity, an allusion to Christ on the cross, housiding,
a lookout, falcon-gatherers, collecting leavegust wool-gathering. See Neil Isaacs for a revidthese
and elaboration of his initiation theory. Of coyrdee man could just be a shepherd looking ouhier
sheep.
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important to note here that the man has undergome &ind of separation in death, for
the poem clearly specifies that he is deprivedi®sbul (25b) and that it is his life which
makes the journey. His body, after its momentditlgrating flight, presumably remains
on the ground, though this physical state is natwie poem finally focuses our
attention on (references to the roots and the graltmmately give way to the journey,
which ends this example). Indeed, the flight togheund is actually liberating, in the
sense that it occasions the release of the manldsondertake the journey of death.
Additionally, the man is “sworcenferd,” which darkeg of mind could point to the
internal violence of self that indicates death—f#mbpis dark through absence or
occlusion.
The next misfortune is another one not properlgiedth; this time the fate

suffered is the classic Old English punishmentxiiee

Sum sceal on fepe  on feorwegas

nyde gongan ond his nest beran,

tredan uriglast  elpeodigra,

frecne foldan; ah he feormendra

Iyt lifgendra, lad bip seghwaer

fore his wonsceaftum  wineleas heele (27-32)

[One, of necessity, must go on foot in far-ways eanty his food, tread

foreign lands in the dewy path of exiles, a dangeidand; he has few

living entertainers, he is hated everywhere becatibes misery,

friendless man.]
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With its distant location, hint of damp weatherngdar, isolation and misery, this passage
is a miniature version of the condition of exilafpayed in poems likdhe Wandereand
The SeafarerExile, while not death, is treated in these off@gms as a social or cultural
death. It is fitting then that it takes the formaojourney away from what is makes up the
good life for the Anglo-Saxon (hall, kin, friend®) an unknown and hostile land. Thus,
even though this misfortune is not literally dedtls comprised of all the trappings of a
journey, which elsewhere in this poem indicate ldefaunded in th®EATH IS
DEPARTUREMetaphor.

Death on the gallows follows this description ofl@xThis victim is said to “on
geapum galgan ridan” [“swing on wide gallows”] (33je verlridan, which | here
translate as “swing” following other translatorsans primarily “ride.” Both meanings
give some sense of movement that might be consisiémwhat | argue is the
controlling metaphor for the poem. Additionally thenging body becomes “abrocen”
[“broken”] (35b), with perhaps another instancehd “away” prefixa-. The body is
“sawelleasne” [“soulless”] (37b), indicating anatlkénd of absence, departure, or
internal separation of self. Finally, this victirhraisfortune is said to have “his lif
sceecen” [*his life shaken”] (39b), probably in thense of the life being shaken out of
him. This image would seem to participate InRE IS A VITAL FLUID metaphor, and thus
DEATH IS LOSS OF LIFEA POSSESSION One translator, perhaps influenced by the
predominance of departure metaphor in the poemhasewgives for this line “his life is
departed” (Swenson).

Following the gallows, the poem moves to fire asthuse of death, though there

is less clear departure language here. The seidties employ anotherprefix verb:
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“sumne on beele sceal brond aswencan” [“fire mustabne in flame”] (43). And the
death is articulated as “lifgedal” [“life-separatid (45). While these two examples give
hints of the movement of death, there is nothingjieitly based on th@eATH IS
DEPARTUREMetaphor.

Death by the sword, however, unambiguously evokesrtetaphor: “sumum
meces ecg on meodubence / yrrum ealowosan ealfiangpd” [“the sword’s edge
drives out life from some, on the mead-bench wittaagry ale-drinker”] (48-49).
Bosworth-Toller definesppringanas “to force away from one.” It is the man’s life
(“ealdor”) which is departing, having been drivaut by the sword. This example where
it s some semi-personified aspect of the manhike'life” that undertakes the departure
is not unusual with such metaphors. Either theexilfpr self) or a component thereof
(spirit, soul, life) can depart in death. Perhdps final misfortune for our hypothetical
young man is really death by beer. He gets drunki@ses control of his tongue, which
costs him his life: “ac sceal ful earmlice ealdnmén, / dreogan dryhtenbealo dreamum
biscyred” [“but he must very miserably lose higJiendure great evil, deprived of joys”]
(54-55)! The DOE can perhaps help us with the cause ahtires death; it defines
dryhten-bealwas “loss of a lord.” Perhaps the drunken man hmksomething leading to
his exile and thus loss of a lord. Perhaps the Inaaneven killed his lord, dealuusually
indicates a very severe condition, like death. Aeopossibility is that the lord refers to

his mind—the poet has just stated that the youtin@control his mouth with his mind:

1 Nicholas Howe focuses on the speaker’s attestétimnmen will call this man “sylfcwale” [“self-
killer"] (56a) to consider the death a suicid®d English Catalogue Poemi®2-24). | take the phrase as
indirect suicide only—something the man has dorsedaaelessly, though not intentionally, led to his
death. Joseph Harris agrees with me in his revigdoave’s book: “It would be meaningless to say ‘pko
will call him a suicide’ if he literally was a suite” (954). Stefan Jurasisnki unconvincingly sugpdtowe
with reference to legislative and archaeologicadience (352-55).

105



“pbonne he gemet ne con / gemearcian his mupe moeé[&¥hen he knows no measure,
how to determine his mouth with his mind”] (52b-%3Ib a mind is something that can
exert control of over something like speech, thgossesses the power of rule and
metaphorically functions as a lord. Somehow thi laf controt*? gets our young man
killed. The metaphor used to convey this BSaDH ISLOSS OFLIFE (A POSSESSION
coming through in the phrase “ealdre linnan” [“ldige”]. Calling him deprived of joys is
yet another way to express the man’s death. Inhalgh, | do not detect much that
could reflectbEATH IS DEPARTUREIN this example that ends this catalog of misioes
which gives way to a list of what gifts men canaige*

My point in tracking through each of the thirteersfortunes is twofold—first, to
begin to show the variety of metaphors that combneommunicate the death of one
individual or more generally death in one text;s&t to show how one particular
metaphor can dominate death in one texiHe Fortunes of MEMEATH IS DEPARTURE
is evoked most often, and generally across thedooahe poetic corpus. Of the ten
misfortunes that certainly lead to death, this ipletat is clear in five of them, and
probable in another four. Only the final misfortuiseems to lack any notion of
movement away in its death scenario. Even the miisfe of exile, which lacks an
explicit death, resonates with the imagery of anteal journey. Life as a possession

whose removal indicates death appears in two ofi¢a¢hs, making that metaphor the

12 gelf-control is a common theme of gnomic adviseind he Wandere(11b-21, 64-69) anMaxims |
(45-50a).

113 Karen Swenson argues that this latter sectiororepto the first: “by presenting us with this sayi
[Catalogue I1] proclaims salvation and seeks tesaeaning, to convert it from death to life” (135).
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second most represented (not counting the moreserliteral ways of speaking of the
man’s destruction).

What significance, then, does this particular prapo of death illustrations
have? | would argue that it represents a fairlywrawnderstanding of death, for these
death-as-departure expressions are not espeacietiyncnicative of a specific theme or
attitude. On the plains of the wide woffd,on the journey of life, when people die, they
just keep going until they are out of sight, nogenwith us. To support the claim that the
death is departure metaphor is the most unmarkedl, turn to a prose text, th&nglo-
Saxon Chroniclea year-by-year account of major political andesiastical happenings
in medieval England*® As such a record, th@hroniclelists a great many deaths. Even
with its “terse, objective, and colorless” styleré@nfield and Calder 60), ti&hronicle
relies on metaphor to articulate death. Two vedoslfing predominatdordferanand
forleettan For example, for the year 983, the entry begives fordferde Alfere
ealdorman” [“here Aldorman Alfere went-forth”]. Theext year, we have “her fordferde
se halga biscop Adelwold” [‘here the holy bishoph@ltvold went-forth”]. In these two
examples, the veroroferan[“to go forth”] is used to say “die.” This is due theDEATH
IS DEPARTUREMetaphor. Elsewhere, for the year 988,@meoniclereads “her Dunstan
se halga arcebiscop forlet pis lif” [*here the halghbishop Dunstan left this life”].
Likewise in 992, it reads “her Oswald se eadig listeop forlet pis lif” [*here the

blessed archbishop Oswald left this life”]. Thelv/farleettanmeans “to leave” in both

14 see Chapter IV for more on the metaphorical charaxf the world.

115 The Anglo-Saxon Chroniclis not just one document, but exists in severetkfit forms now, all
deriving from a late 9 century original. The examples | use are fromRkeerborough Chronicle (E
version).
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the transitive and intransitive senses: eithedé&part” or “to release.” If the former, we
have another instance DEATH IS DEPARTURE if the latter, we havelFe IS A POSSESSION
which in death is released. T@&ronicleis saturated with these two verbs, especially
fordferan used to express dedtfi. The evidence from the Chronicle strongly suggests
that departing or leaving is a “natural” way to eegs death, supporting my claims about
The Fortunes of Methat this metaphor is the most neutral of thos#euniscussion
here.
Death’s Destination and Martyrs’ Gifts: The Fates of the Apostles

If death is most often understood as a departhes, that raises the question of
where the departed person (or self or soul) isstiag to. Where does the departed soul
go? What is the destination of the ensuing jourr@gficeptual metaphor allows just
such entailments to be developed and elaboratedeXamples fronThe Fortunes of
Menand theAnglo-Saxon Chroniclere have examined do not follow through on this
aspect of the metaphor to explicitly indicate atidesion. Other poems, however, do
make this destination explicit. As a Christian atdt the Anglo-Saxons designate this
place most often as some form of heaven, thouglalaatys in explicitly scriptural or
clearly spatial ways. How this heavenly destinat®owariously characterized can be

interesting, as it builds a conceptual model foukural understanding of heavEr.To

18 The verbforleettanappears in the A version 11 times, C: 13, D: 18E F: 10. Andordferanappears
in A 95 times, C: 104, D: 126, E: 185, F: 127. Oficse, not all of these instances will be expressfor
death (less foforleettar), but a quick glance over the corpus search Wwilgthat the vast majority do
apply to a death. (MS B for thnglo-Saxon Chronicldoes not seem to appear in the DOE Corpus
searches, but it is very similar to C, so | woutgect its verb counts to be similar as well.)

171 will return to this conception in more detail@hapter IV.
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demonstrate this conception, I'll take a look ndva@other catalog poem which also
includes many death$he Fates of the Apostles

Found in the Vercelli Book and signed by Cynewt{ifThe Fates of the Apostles
is a short martyrology, taking the form of a redootn a speaker who has traveled the
world widely and accumulated the stories of thealjieknown twelve apostles,
specifically what became of them after their timéhChrist as they undertook missions
of conversion. Their travels and their lives erthast invariably, with death’ These
deaths are characterized with a wide variety dedght metaphorical expression, with
versions of each of the three major categoriesdigt the chapter introduction, plus
interesting extensions or combinations of theseapteirs:?° Ultimately, the poem offers
an orthodox mix of ways to describe death, focusnogt on a heavenly destination and
life as willingly given. As withThe Fortunes of Men will proceed death by death The
Fates of the Apostlds describe how their deaths are characterizedngapecial
attention to the ways the poem extendstih&TH IS DEPARTUREMetaphor to offer a view
on the destination of these holy deaths.

Peter and Paul are the first two apostles treatélae poem, their fates linked
together as they both die in Rome under Nero. Pealser explains that the two apostles

“feorh ofgefon” [“‘gave up life”] (12b). This exprs®n can represent eithBEATH IS

18 Runes, which rearranged spell the name Cynwuifeaptoward the end of the poem. According to
Greenfield and Calder, “Cynewulf was undoubtedliyeaate man who lived in the first half of the tiin
century, a cleric, whose native dialect was Ang(jambably West Mercian)” (164).

19 cynewulf's potential sources are many: Jeromeptsi, or Bede (Brooks xxx), the fifth of Aldhelm’s
Tituli (Greenfield and Calder 11), a widely circulatedi.éext, Breuarium apostolorunfLapidge,
“Saintly” 259), a martyrology by Usuard (Conner,f@ating Cynewulf”), or some “as yet unidentified
passionary” (Fulk and Cain 134).

120 Brooks maintains that “The poem has no literaryithéxxi), though the range of metaphor | have
shown belies this claim.
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DEPARTUREOrI DEATH IS LOSS OF LIFEA POSSESSION The verb in this phrasefgifan
derives fromgyfan which means “to give” (DOE), which supports tlesgession
interpretation. But the complex verb means “to gipeleave, abandon” (BT), which
implies a place which one leaves, thus supportiegieparture reading. Bosworth-Toller
also notes that the verb can extend its object figrtace to “this present life” (ll1a),
recognizing the way locations come to represemest8ut there is no elaboration of the
destination of death for these two apostles.

Andrew is the third apostle to meet his doonThe Fates of the Apostidse dies
in Achaial** with the poet using at least three expressiorxpoess his life and death.
First, Andrew “for Egias aldre genedde” [“risked tife before Aegius”] (17). This line
clearly treats life as an object or a possessitighnis able to be risked. Second, the
speaker says, “ac him ece geceas / langsumredtif unhwilen” [“but he chose for
himself long eternal life, unending light”] (19b420 This passage, which basically
means that Andrew died, is surprisingly complexhvait least three distinct metaphors
operating. Andrew chooses eternal life and unentfigg, states of existence distinct
from ordinary life and death. Sine@ATES ARE LOCATIONS Andrew must move from this
life with the act of dyingEATH IS DEPARTURBE, and proceed to another life, one which
differs from this one only in duration—it is longyerlasting, and eternal. The choice of
unending light depends on another metaphor forifeeE IS LIGHT. Light can indicate

life because it is associated with human activitgtivaty is one way to discern that a

human being lives; since we are primarily diurnalatures, light prototypically

121 see Nicholas Howedatalogue86-103) for an explanation of the geographicaidad these successive
travels.
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accompanies activity. In other words, we humandgego about our business during the
day, implicitly connecting life and light in our moeptual systems. Sunlit days come to
an end with night, as does human activity (mosjligt as human lives come to an end
with death (mostly?). So if this new life is etdrrihe light that stands in for it must be
too. These expressions communicate the spatiahdaen for a place of death. Life as
light suggests that life is the place where eatilyt, as defined by the sun or fire,
shines. These ordinary lights here on earth altrend in darkness at some point in time.
But eternal light, that of God, shines in a diffgrplace—heaven. Andrew’s death
involves a change of location. Of course, the idledeath as eternal life and light,
reached after following a “way,” ultimately derivBem scripture (e.g. John 9.5, 14.6).
Andrew’s choice of these things, though, has aqaarly Old English flavor. | will

return to this idea of choice shortly.

The third and final reference to Andrew’s deatf ive Fates of the Apostles
comes as the poet briefly describes the outconaebattle in which Andrew perished:
“aefter gudplegan / gealgan pehte” [“after war-plagy,covered the gallows”] (22). The
verb form here, “pehte,” comes frgmeccan which Bosworth-Toller defines as “to cover
an object with something.” But this use of covensigit completely clear, so the half-line
has been variously translated: “he lay on the €&r@srdon), “he tasted the gallows”
(Boenig), and “he hung upon the cross” (Kennedhg Variety of verbs used to translate
“pehte,” fromlie to tasteto hang attest to the difficulty of understanding the s2m
which Andrew might cover the gallows (or crossguspect this is due to the loss of some
metaphorical understanding of the action portrgipedt least of the full semantic range

of peccarn. Based on a knowledge of bodies on a gallowsaross, which we now
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describe primarily as hanging, we must assumectiharing was one way the Anglo-
Saxons could think of the evelit. A body certainly covers part of a cross as itiad

from it and draped across it, supporting the titieh of “gealgan” as a cross rather than
a gallows, which indicates a built structure fromiehh one hangs from a rope. Or the
covering action could just be a way that the Anghoons thought of hanging. Perhaps,
along the lines of modern English, “I'll cover th#él,” meaning | will pay or take care of
the bill, “to cover” in this broadened sense caram#o accomplish.” Old English
peccancould mean a more general “to have close physmahection to.” In any case,
though the expression as a whole may not be metigght? it is certainly a way to say
that Andrew has died.

The next apostle in poem, John, is not as obviades$gribed as dying, but our
knowledge of th@®EATH IS DEPARTUREMetaphor makes his death evident. After his time
teaching in Ephesus, John is said to take a jouffyayon lifes weg / side gesohte,
swegle dreamas, / beorhtne boldwelan” [“from tHezesought by journey, life’'s way,
joys in heaven, bright wealth-house”] (31b-33ahrieeeks three basic things—a way,
joys, and a house—and does so by way of a journdyrdecations of death. Thus,
when John will seek, through a journey, life’s whg,is following the journey of life as
structured by the metaphor. The word “side,” codpléth the phrase “lifes weg,”
together point explicitly to this understandingdefath as a journey. We have no mention

of a physical, geographic destination or routesabng the way one of life encourages

122 Though, a few lines later, the poem describes@hileath as hanging on gallows: “on
galgan...ahangen wees” [“he was hung on gallows”|44D-This suggests a sense of hanging already
encoded into the use péccanat issue here.

1231n all other occurrences of this phrase, it mdaesally that someone was on a cross/gallows, for
example Christ indreas(966).
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us to read metaphorically—Ilife is a road. The dedion of this journey is suggested by
the other two phrases at issue here, “swegle di€aana “beorhtne boldwelan.” Each
reflects the same conception of death as anotheepspecifically heaven, though they
use different pointers to allude to it. The firgpeession, “swegle dreamas,” articulates
the goal of John’s search as joys, but importdottates those joys with the dative
“swegle” [“in heaven”]. And the second of these gdes, “beorhtne boldwelan,” clearly
indicates a structurd@ld) as the destination and goal of the journey. Thwesk he seeks
is noted for its wealth and brightness, both asdva descriptors of heaven. Death for
John is another place, defined as the end of agyuwvhose destination is heaven.
John’s brother James meets a clear death, at titedidderod, as he must “ealdre
gedeelan, / feorh wid fleesce’ [“separate from eyl from flesh”] (36b-37a). James dies
through the “sweordes bite” [“sword’s bite”] (34yhich is itself an expression of the
metaphor of personificatiorf’ Though there is no indication of large-scale mosenas
in travel to death as a destination here, Jamedhds characterized as a separation
between aspects of James’s body or self. DiEASH IS FRACTURING OF SELFThe verb
gedeelarprimarily communicates the concept of separatiath the DOE defining it as
“to divide into parts or into smaller groups” (I)da“to separate, part (from)” (5). The
DOE even notes for this particular citation that tlerb is a “mixed construction where
gedeelans used first intransitively, ‘part from’, theratrsitively with acc. in the sense

‘separate’™ (5), though I think these two usessemantically derived from the same

124 A bite is centrally the result of the action of an inten&l, animate being, with the first definitiontime
DOE “bite of an animal, bird, or reptile” (1). Sextarily, bite means “cut of a sword or weapon” (2). The
transference is either due to personification,eag lwith the “sweordes bite” or metonymy, from duotion
to the result (bite to pain from bite). See chafitésr more on how personification is explainediira
conceptual metaphorical point of view.
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sense of separation that involves the IS A POSSESSIONNetaphor. Being separated
from this possession life, whether for James hifraehis flesh, means death. The
variation which explains that life separates frdesh also rests upon the idea of life as a
possession. But, as we saw in Chapter Il, theaditde more going on with this

particular separation. Specifically, death is thetipg of two aspects of a person, the
body, here communicated metonymicallyflagsc¢ and the soul, one of the common
senses ofeorh Because the dividing of these personified comptmef the self is so
common in the literatur&” it seems best to speak obBATH IS SEPARATION OF BODY

AND SouL metaphor, rather than just explain James’s dedttrms of thelFe IS A
POssESssIONmetaphor, though both signify a fracturing of sedf.

Philip is next—he dies among the Asians: “panonliéédgurh rode cwealm
ricene gesohte” [“from there he quickly sought e&iife through death on the cross”]
(38b-39Db). The only indication of traveling to apé of death is in the act of searching as
indicated by the verbesecarwhich often involves physical movement (BT IV).€lh
death he seeks, made possible through the insttahtexip of the cross, is eternal life,
again conceived of as a location or destination.

Bartholomew has his head cut off by Astrages inaflla, though the speaker of
the poem obliquely states that Bartholomew wasftteebeneotan” [“deprived of the use
of his head”] (46b). To lose one’s head is, of seyto die, but there is nothing
exceptionally metaphorical about this descriptexcept as the cause of death being used
to express the state of death. Before this, howelerapostle was in India where he

“aldre geleedde” [“led his life”] (43b). The notiarf leading a life, one that remains with

125 The prime example is the tv@oul and Bodypoems, but the image occurs often elsewhere.
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the language today, could indicate the route efds a journey. But this life seems more
likely to be an accessory of the person leading#ulting fromLIFE IS A POSSESSION
Bosworth-Toller gives “conduct,” “bear,” and “brihgs additional senses for the verb
gelaedansenses which reinforce the idea of life as aggmen that one takes when one
travels about. It is interesting that life as tigest ofgelaedarsuggests qualities of an
animate being (or even a burden), as the verb ¢diazs people as its objeét.

Famous for evangelizing in India, Thomas is saidaee awakened the king’'s
brother who then arose from death: “Syddan collénégninges brodor / awehte for
weorodum, wundorcreefte, / purh dryhtnes miht, peatftdeade aras” [“Afterwards the
bold-spirited one awoke the king’s brother befdre troops with miraculous skill
through the Lord’s might, so that he arose frontllg#54-56). The most obvious death
metaphor here IBEATH IS SLEER which follows fromLIFE IS A DAY. As the day and its
activity end in sleep, so does life end in deathictvtakes is equated with sleep in the
metaphorical blend. This metaphor is apt becatseigh one does not literally wake
from death, one does wake from sleep. So if desasteep, there must be a waking from
death as well—the miracle of eternal life. Deathls a physical place from which Gad,
as we learn is the king’s brother’s name, alscear{$of deade aras”). While this is not a
distant destination to return from, it is still hysical place being used to characterize a
state, perhaps relying on theaTH IS DowN metaphor. Nevertheless this instance seems

to be more due to downward position than the daparhetaphor.

126 This connotation of life is akin to the uses & tas a soul, which seems to possess its own seafi#
not subjectivity—see Chapter Il for further disdossof conceptions for the soul.

115



For Thomas’s own death, three phrases expres®ath th metaphorical terms.
First, he “feorg gesealde” [‘gave his life”] (58Ijeating life as a possession. Next,
“sweordrees fornam” [“a sword-rush took him”] (59thich offers a little something
new to the departure metaphor. Now, the victimeztt is not merely leaving, but being
forcibly taken away from life. The root of the vddynimanis niman “to take,
receive,?’ but the compound adds the negative-intensifiixpfer-, which creates a
sense of absolute taking away, often translatetbagoying. So, for Thomas to be
completely taken away is to killed. We must underdtthis extreme form of taking to be
death, for that is the only place from which oneraa return. While no destination is
given, the metaphor making this dislocation selestl againDEATH IS DEPARTURE But
who or what is doing the taking? The “sweordraestsislf operating metaphorically as
an agent of death (perhaps even a personificatioddath which is attested in Old
English?®). Finally, the poem relates that “se halga gectéftiige holy one fell”] (60b).
Thomas’s triple death of giving, being taken, aaltlrig well demonstrates an Anglo-
Saxon propensity to meditate on an event and exjiré®m several different angles.

Matthew’s death merits only a direct report that slavage king Irtacus ordered
him “waepnum aswebban” [“killed by weapons”] (69bBhe verbaswebbanhowever,
has as its roddwebbanmeaning “to send to sleep, Iull” (BT). It is tmensifying prefix

a- which gives the compound verb the force of killifmy to push sleep to its

127 For the vermimanto be translates as both “take” and “receive’tsmprimary sense for Bosworth-
Toller, suggests it did not code for intention laes inodern verbs just noted do: taking implies that
action is willed by the taker, while receiving irgd that it is the giver’s will causing the action.

128 The opening oSoul and Body lhas death come to part soul and body: “se dea@&yhasundrad pa
sibbe, pa pe ar somud waeron, / lic ond sawle” ftdeames, separates the relations, who before were
together, body and soul”] (3-6).
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conceptually most intense form, sleep without énth cause death, a further reflex of
the DEATH IS SLEEP(DEATH IS DOWN) metaphor.

The second James dies in Jerusalem, with threessipns of death to describe
his fate. First, he “swilt prowode” [“suffers dedtki71b) by staff blow at the hands of
priests. There seems little not literal about pisase. Next, James “stidmod gecrang”
[“strong-minded falls”] (72b). As with Thomas, deas conveyed by falling down.
Finally, James “hafad nu ece lif / mid wuldorciniftnow has eternal life with the
glory-king”] (73b-74a). Eternal life is, again, tate of death, and having it is possessing
it. But to say that he mwith God, the glory-king, means that he is somewhese, ¢hus
the destination of death includes God'’s presence.

The final two apostles in the catalog, Simon anddideus, are combined in the
same fate (as were the first two). They are desdrds sharing together “an endedaeg”
[“one end-day”] (79a). This end-day is their deatharacterized as a final day of life.
This passage isn’t properly metaphorical, but gslase a unit of time that can only be
experienced in life, the day, to signal life, whigthen ended, signifies death. They also
seek those eternal rewards which we have seeneshwéh death: they must “sigelean
secan, ond pone sodan gefean, / dream aefter dgaéek victory-reward, and rejoice at
the truth, joy after death”] (81a-82a). The rewdttsy seek are truth and joy, atypical
associations for death, but certainly consistett wiedieval Christian conceptions of
eternal life in heaven. What is interesting hemepgh, is that death is explicitly
mentioned, but more as a point in time that a sthbeing—the apostles will not be

happyin death, buaifter the event. This example shows that death for thgiASaxons

129 DOE: “last day (of one's life), day of death, dyitay” (b).
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is not always a metaphorical condition or placd,dmmetimes can just be a simple event,
lacking in conceptual duration. The last phraselusexpress Simon and Thaddeus’s
death repeats the separation motif: “pa gedaeleddwad@ wiod lice” [“then life was
separated from body”] (82b-83a).

Cynewulf then summarizes the deaths of all twep@stles with “dus da
aedelingas ende gesealdon” [“thus the nobles gareahd”] (85). This passage is
interesting because, if taken literally, it medmsytgave away a point of time (their end).
A couple of metaphorical possibilities might mak&se of the expression. First, it seems
tempting to take the end as death itself—maybetigkindicates the last point in time of
life, which coincides with and thus represents lde@he DOE lists this as a common
sense: “death (of a creature)” (B.4.b). But if isiso, how can death be given away?
With LIFE IS A POSSESSIONthe usual thing to give up to indicate deathfés hot death
itself. Perhaps, then the end is taken only for ldt point of life, which, as we have
seen, indicates death when lost. So, when the €lifd & given away, it means that the
apostles have died.

The Fates of the Apostleads with a personal turn, with the speaker saapiig
the audience for prayers and good will. He speéksscown journey:

ponne ic sceal langne ham,
eardwic uncud, ana gesecan,
lsetan me on laste  lic, eordan deel,

weelreaf wunigean  weormum to hrodre (92b-95)
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[then | must alone seek a long home, unknown diageitilace, leave my

body in my tracks, a portion of earth, slaughtesisip dwell as comfort

for worms]
This passage encodes many of the conceptionednidl death that appear elsewhere in
the poem, giving the speaker a kind of everymaerfeapostle?) identity. The speaker
has a goal, something he seeks. To seek is tgaotaichoice with a determined will;
the speaker is in control (or at least in full, gdicit acceptance) of his faté’ If he is
talking about his coming death, which the analgsithe rest of the passage should
support, then it is a welcome, chosen death, piseaeral of the apostles have
experienced. On the whole, the speaker frameshise as a journey. To seek is not just
to stand and look around, but to go and move irckeaf a goal** And the poem gives
the goals as the “long home” and “unknown dwellpigee.” These are not quite as
clearly the heaven that most of the apostles wakeling to—they lack the language of
reward, power, glory, joy, etc. But | still thinkey refer to death (probably in the grave),
not only for their language of home and dwellfigbut especially for the adjective
modifiers. The destination of this life journey,a@sath in the grave, is both far and
unknown, appropriate characteristics which echdack of complete understanding for

death. This is consistent withFE IS LIGHT andLIFE IS A PLACE HERE(therefore death is

130 This control is somewhat undercut by the modak&st(92b), which suggests necessity at best, but
compulsion at worst. Nevertheless, the speakémnsikes the journey alone, “ana” (93b), and therefo
moves himself onward, even though the goal mayrédgiermined.

131 As supported by Bosworth-Toller’s sense |l $ecan “to go or come to.”

132 pAgain, see Chapter IV for the spatial metaphoritalcture of heaven.
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far). The adjectivéang can refer to time as well as space, so the honsedles might be
eternal, another marker for death that we’'ve alyessen.

The second half of this passage is even more regedlhe speaker states that he
must leave his body in his tracks, which reallynsgé¢o activate the separation metaphor
and convey death as the parting of body and saildentifies himself with the soul, the
spirit, or life, as the subject position which a&pable of saying that he will leave his body
behind. The body is called earth’s share, apprafiam a scriptural point of view>
and slaughter-spoil, pointing to the expected viblaanner of his upcoming death.
Finally, that separated body will also have a hoasat will “wunigean” [*dwell”], as if
it were a live person itself; but it will merelyquide comfort for worms who will no
doubt devour the body in the grave, which this lemge of the unknown home impliEs.
The death that the speaker of Cynewulf’'s poemmeékt is characterized more by
uncertainty and violence than those of most ofaghestles he has just spoken about,
perhaps in a rhetorical move of humility.

A summary of the metaphorical range of deatlhe Fates of the Apostles
reveals a meaningful pattern. There are six ret@®to death that are more or less
literal, often relying on the cause of death tadate dying: on the gallows (22b), by a
sword (34b), on a cross (39a), beheading (46b)twaderms denoting death directly

(71b, 82b). Many more times, however, death is camoated through metaphor. Indeed

133 Adam is, of course made from the earth, and hisstiment after the fall is to return to the earth
(Genesis 3.19). Alfric’s Old English version of ffessage: “du brycst dines hlafes 06 daet du gewende
eordan, of daere de du genumen weere, for dan darbdest and to duste gewyrst” [“you will eat your
bread until you return to earth, from which you éaken, because you are dust and to dust you will
change.”] (Crawford and Ker).

134 As they do irSoul and Body Ihere the body is “wyrma gifl” [“food for worms[R2b).
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many of these metaphors might seem to contradiettdis an end and unending), but
they ultimately cohere with further metaphoricakogiion (death is life). To enumerate
these metaphorical deaths, a number of metaphorm®tis are each used once or twice
for death: as a thieving agent (59b), as sleep-854a 69b), as falling (60b, 72b), and as
a temporal end point (79a, 85). Death as a separafilife and body occurs three times
in the poem (36b-37a, 82b-83a, 94). This way ofesgsing death relates to the departure
and journey conceptualization for death, but defierthat the physical movement away
is partial—some part of the self (the body) remawhde another part (life or soul)
departs; the splitting is the key feature of thstaphor.

But the type of death | have focused on in thidyamis the destination of a
journey to a place of death. To summarize the médron we are given about this
heavenly destination of death, it is a way of (B&b), a place of unending life and light
(19b-20b), a bright house of wealth and heavenlg [82b-33a), eternal life (38b), a
place in God’s presence (74a), and a place of anthjoy (81b-82a). Being long and
unknown (92b-93a) could apply equally to heaveto@n earthly grave. This list is
perhaps not as detailed as to be expected froma@tahsection devoted to the destination
of death’s journey. The descriptors are ratherquiglj with only one solidly physical
term—theboldwela(33a). The other properties of the death placeiaral (light),
temporal (eternal), spatial (far), modal (joy), isb¢God), evaluative (truth), and
epistemological (unknown). Death is a distant plefceternal life'* This scattered and

diversified approach is not uncommon in the po&tthese aspects, associated with

1351 should point out that these metaphors, whichdfently involve Christian beliefs about the afferli
and heaven, are not unique to overtly Christiampmevhich should become clear soon.

136 See Chapter IV for a fuller presentation of justtsconceptions of heaven.
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death as a separate place, give a more comple¢eienpe than a purely architectural
reference could. The poem presents a heavenly tlgativay in order make that goal as
appealing as possible. And it makes a good des¢mde to express the deaths of sainted
martyrs in terms of their rewards for death, ase¢h#geaths were willingly sought or
knowingly accepted®’

There is one other major way that death is expdess€Ehe Fates of the Apostles
as the release of the possession life. There ageimstances of life being metaphorically
characterized as an object in the poem: as a msadhbat is given away (12b, 58Db,
85b), parted with (36b, 37a, 83a), risked (17kj,(k3b), or had (73b). The six times the
object life is given up or parted with all indicateath, following th@EATH IS LOSS OF
LIFE (A POSSESSION metaphor. This way of expressing death is entaplpropriate for a
poem which recounts the deaths of Christian marfws them to give their lives
willingly reinforces their status as martyrs dyifiog their cause of evangelism.
Unsurprisingly, in the final analysi$he Fates of the Apostlesost saliently
characterizes life as something to be willinglyegivoy martyrs and death as an eternal
heavenly reward to be fully experienced by those sédcrifice themselves for God.

The Loss ofBeowulf

In the analysis of he Fates of the Apostldsoted that death is often
communicated as the loss (usually willing) of liéenceived of as a possession. This
understanding of death is certainly appropriatetierdeath of martyrs who are defined
by the fact that they intentionally die for ChriBut this effect is not the only one which

can be generated from a high concentration ofrestsphors for death. The Old English

1371 will return to this idea of willing death in ater section of this chapter.
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epic poenBeowulfemploys these metaphors often—more than any &thérfor death,
but with a host of other types as well. Indeed; ot much of an exaggeration to say that
Beowulfis all about death, though it would be more preetissay that the poem deals
with the ways its imagined Germanic warriors aptite death, face death, and reflect on
death. This death is not only that of individualdess, monsters, and warriors, but also of
entire civilizationsBeowulfhas in fact been characterized as one long nastalgent
for the past® Loss permeates the poem and its language. My perpere will be to
show that the particular metaphors for the deatlsdoviduals in the poem pattern in
such a way to highlight an acute sense of loss.

My treatment oBeowulfincludes a summary and analysis of the overatepat
of death metaphor deployment, followed by examaretiof death language relating to
specific people or peoples in the poem. | havetitiled somewhere in the neighborhood
of 260-270 individual verbs, nouns and phrasesitititate death in the poem. About
80% of these instances are from the point of viethe one dying, featuring the dying
person as the grammatical subject, while the oestd on the killer and the act of killing.

In a poem so often deemed herbitthis focus on a passive death, one that is suffere

13 Roy Liuzza explains,Beowulfis a Christian poet’s bittersweet elegy for themed heroic life, the
futility of forging peace by the works of war, thestability of the bonds formed by gifts and exapamnd
inter-tribal marriage, and the impossibility of pgmence in a world whose knowledge is tragically
limited” (Beowulf38). Anne Savage adds a more urgent sense of'lossdifficult not to read the poem
as a farewell, both to the best of the Germanit ipabe figures of Scyld and Beowulf, but alsato
conceivable English identity and bearable futuf&réave” 80). James Earl sums the overall senshisf t
loss: “The poenends with the passing of Beowulf, the passing sfiition, and the passing of the heroic
world altogether, and mourns all these losses.dtpoem of mourning, an act of cultural mourni¢r).

139 Michael Lapidge also discredits the idea of arit@gheroic poem: “If it is the first concern oétoic
poetry to tell of action, to make its primary apipaough story, and to avoid symbolic languagenth
submit thaBeowulfis in no sense a heroic poerBepwulf373). Instead the poem “is very much taken up
with reflection—on human activity and conduct, ae transience of human life—and it is couched
throughout in language that is characteristicaliijque and allusive” (374).
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more often than it is actively caused, conveys#lsig lack of agencyBeowulfdoes not
so much glory in the killings of Grendel, Grendetisther, and the dragon, as it wallows
in the deaths of Danes and Geats. The poem repeataghasizes the experiences and
consequences of those who die, not of those whaTlkius the poem is much sadder than
it is exulting: grief and lament dominate the psyldgical experience of the poem, not
glory and gloating*°

I'll start with the killings, before treating theare numerous dying$! Of those
killings, most passages use some verb that exgesdent physical contact, whether
concussivedlean gesleanofslean abredwiar), lacerating glitan, bitan, heawan
purhwadan, consumingdrincan, gefeormianreafian swelgarn, seizing forgripan,
forniman gefon geniman, approachdenaeganneosian secarn, deprivation peneotan
besnyppanbineotan forgyfan gedaelai, or some other actiomésceppangensegan
gefyldan ydan. Other verbs just indicate killing more or lessedtly: abreotan
acwellan breotan Several additional verbs are used in more metagisenses for
killing: serving peniar), sleeping gwebbai), separatinggedaelah and paying
(forgyfan. Only a few of all of these killing verbs are egped oftenslean ofslean
abreotan andacwellan Thus we can see that to communicate killings ibst common
to use the violent method of attack to expreskilhiag, with the more usual metaphors

like DEATH IS LOSS OF LIFHA POSSESsIONfar less frequently used when death is

140 5ee Anne Savage (“Grave”) and Owen-Crocker f@paasentative treatment of the themes of loss,
grief, and lament ilBeowulf

1L For the present analysis | will focus on verbsoimed in communicating death, though a similar
analysis could be performed on the nouns and phitasé denote death Beowulf To distinguish events
of killing from those of dying, | identify the gramatical subject of the verb—if this is a human oinzate
being, the death is a killing; if the grammaticabject is also the patient of death, or an absfoace like
fate or death itself, the death is an instanceyofg
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conveyed as the result of a specific killer. Whegse active agents of death receive
attention in the poem for the act of killing, thene portrayed in terms as violent as
possible. This strangely distances the act ofnglirom the act of dying. Killing is far
less important, a mere instrument for achievingatlid whose meaning and manner is
developed much more metaphorically. Most of thedpsons for killing are followed
by an elaboration of the dying.

So it is those who die, the passive recipientseatld inBeowulf who receive the
overwhelming share of attention through expressiondeath. Neutral expressions for
death are relatively uncommonBeowulf Just six times does the simple verb for dying,
sweltan occur in the poem (892b, 1617b, 2358b, 2474b2B,78037b), with the
periphrastic “wesan dead” occurring only once (46Ab another point a group of
warriors is merely referred to as diminishing (4)/ Mavice death is referred to with a
negative: not living (974a) or not dwelling in thall (3065b) any longer. A few times
death is represented as experiencing an end (12888p, 3046b), which is another
fairly neutral way to express it, marking only anfgoral point. The approach of a
somewhat personified end also marks death in teend822, 3035b); likewise meeting
fate means death for Beowulf (2421b). Being sepdratfrom life (2422b, 2742b), or
from the world (3068), or from strength (1763b)—eaars only a few times to indicate
death for a character.

More frequently attested than the neutral expressior death just mentioned are
those involving the physical experience of deatm&times this experience is violent, as
with the killing language; such attacks occur vasig: as an approach witiebsedan

(2826a) andecan(2422a); as a strike witlirepan(2981b),gebeatarn(2359a), andlean
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(1152b, 2355b); as an act of over-powering wittrswydan(1768b) or disturbing with
geswengari2438b); as hanging witangian(2447b); as shooting withfsceotan
(2439b); as melting witmeltan(897b); and as bursting witlerstan(818a) and
onspringan(817b). In a more obliquely violent (hypotheticd8ath, Beowulf notes it is
sad for a father to see his son, “giong on gal§4aoing’** on the gallows”] (2446a).
Thus violence still does factor into the descripti@f those who die, but this is a small
portion of verbs used for dying. Other death vezbusrences communicate death
through the physical consequences of a lethallatt@iownward motion or position: of
falling with cringan (twice), feallan (three times)gecringan(four times) gedreosan
(1754b),gefeallan(three times)gesigan(2659a), andhreosan(four times); of bowing
with bugan(2918b) andyebugan(2980b); of lying withicgan (twelve times); of
decaying withbrosnian(2260a); and of sleeping widwebbar(five times). Keeping
(3034a) or arranging (2436b) beds also stem frasntietaphor of death as a kind of
sleep. [EATH IS DOWN s the overarching metaphor behind all of theggessions, which
lends the deaths a more peaceful character, thatilbbonveying powerlessness and
impotence, than the ones overtly marked by violéfite

Having accounted for verbs of killing and of dyimga violent fashion, we turn to
those involving a metaphorical loss or movementyaweénich represent by far the most
overwhelming understanding of death presentégkiowulf These deaths fall into three
categories. First, one may depart or leave (or sspirdual, vital part of the self will

leave the body). Second, one may be forcibly pusinédken away by an abstraction like

142 Giong could also be a form @feong[“young”].

143 See below for more on the effects of tEATH IS DOWN metaphor in battle poetry.
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death or battle. Third, one’s life (as an objectlyrbe lost, taken, or given away. These
three kinds of death, with their two related cortuapmetaphorsDEATH IS DEPARTURE
andDEATH IS LOSS OF LIFEA POSSESSIO)), account for close to half of all verbal
instances of death iBeowulf

The first kind of movement-away death stems froeDbtATH IS DEPARTURE
metaphor. The verbs which express the kind of netapal death are those of travelling
or journeying feran forsidian geferan sidian), of leading forlaeedan leedar), of
departing gewitar), of turning gehweorfanhweorfar), of seekinggecar), or other
movement gceacanastigar). For example, when Beowulf explains Hrethel'stdethe
Geatish hero explains, “he of life gewat” [*he dgpd from life”] (2471b). And, of the
Danish Beowulf's father Scyld, it is said that ledl6r hwearf” [“turned elsewhere”]
(55b). An example without the dying subject leavoimgnes when Beowulf the Geat
himself dies: “him of hredre gewat / sawol seceadfastra dom” [“his soul departed
from his chest to seek judgment of true-fast on€&8JL9b-20b). Here it is Beowulf's
soul which departs. These death expressions enzehths distant remove which the one
dying undertakes in death; these victims of deatkaron to another place under their
own power (as implied by the grammar and semanbfitise active verbs involved).

The second kind of movement-away death also defife@sDEATH IS
DEPARTURE But whereas the previous set of deaths werensefed, this set includes or
implies some abstract agent doing the removal.vEnles involved in this group require
the victim as the direct object; they include vesbsaking penimanforniman niman
onfon), sending forsendanonsenday or even sweeping awafp(swaparn. The agent

can be fate: of Hygelac, it is said that “hyne wigtham” [“fate took him”] (1205b).
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War can be the agent taking victims of death: miggrFinn’s warriors, the speaker
comments that “wig ealle fornam” [“war took thenli'lg{1080b). Death itself can be the
moving agent: referring to the Danish warriors wh@nendel killed, Hrothgar laments,
“dead fornam” [“death took them”] (488b). These kiof deaths give more of an
impression of powerlessness in the face of foregeihd the control of individuals—
numinous forces like fate and death, or large-slcafean forces like war, but also
individual weapons, as for the dragon, for whomrigcg fornam” [“sword took him”]
(2772b). Both the world outside of men and the dioreated by men can snatch people
away in death, giving the sense of impotent maglcalbetween two worlds, yet under
the sway of both.

DEATH IS LOSS OF LIFHA POSSESSION stands behind the third category of
movement-away death. There is a variety of diffesrapes this action can take to
communicate the loss of life, each conveying ahsliygdifferent understanding of death.
The most common is simple logsan, losian) by the victim. For example, Beowulf
gives instructions should he “aldre linnan” [“ldsis life”] (1478a); later he laments how
Herebeald must “ealdres linnan” [“lose his life3443b) unavenged. Rather than just
passively losing it, life can be given awayeétan ofgifan sellan, alecganofleetar), as
when Beowulf, in his dying moments, says he wiliriraleetan lif” [“‘give up my life”]
(2750b-51a). This conception of giving away lifedeath is expressed in the Last
Survivor’s lament, when he says that his peopls lipiofgeaf” [‘gave up this life”]
(2251b), and about the hart, who would rather ‘tiezgled” [“give his life”] (1370b) than
enter Grendel’s mere. Life need not be named diydmiit instead it can be expressed by

some other concept that metonymically stands intf@eowulf comments that Hrethel
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“‘gumdream ofgeaf” [*gave up joy among men”] (2469H)e Geatish messenger reports
that Beowulf has “hleahtor alegde” [“laid asidedater’] (3020b). Grendel’s mother
“oflet lifdagas ond pas leenan gesceaft” [*gave apliie-days and this loaned creation”]
(1622), expressing a complex of components thatatel the kind of life lost. Here life is
conceived of as joy, laughter, time in the forndaf/s, and even all of creation as
characterized by its transitory status (creatidesahe form of a metaphorical possession
as something that can be loaned).

Instead of giving it away, one can also be compeiterelease life, as when the
dragon is deprived of life, “ealdre bereafod” (2BR3Extending the idea of life as a
possession, it can be endowed with exchange valbedome something able to be
bought or soldfprgyldan angyldan gebicgar). Referring to the Swedish wars, Beowulf
explains that one Geat “ealdre gebohte” [“paid vhit life”] (2481b), meaning that he
died, but using life as a possession. Earlier,afrtbe Danes whom Grendel kills in
Heorot “sare angeald / sefenraeste” [“paid sorelyhferevening rest”] (1251b-1252a). As
a precious commodity, life makes sense used imtlisner of economic compensation.
In an interesting reversal, death can also be #ddium of exchange: Beowulf pays for
the dragon’s treasure, not with his life, but heath: “deade forgolden” (2843b). This
gives weight to the idea that death itself is ajecibof value, as it aids in defining the
reputation of the fallen warridf’ The idea of death as the loss of something pregiou
whether it is articulated as intentional or forcle@yves the victim incomplete, lacking an
essential vital quality. This image of imperfectisrunsettling because the splitting

leaves a constant reminder of what is left behasdypposed to departure, where absence

144 5ee chapters 1 and 2 in Sutton for the effeceathiscenes on a character.
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can be “out of sight, out of mind” and thus eastecope with. Instead, the loss of
cohesion of the self leaves behind something wieatains present as a memento of lost
life, even lost control. Similarly, the poem itsedfa present reminder of lo&eowulf
describes what is gone, but the act of descrigtiantions as a trace of what is lost—
something great in the pre-Christian heroes, fareasure, and civilization.
The Dead ofBeowulf

To move from a very broad look Beowulf let us now turn to several particular
characters’ deaths for how the metaphors used &amghide our evaluation of them.
Attention to individual deaths in the poem is netwva—Gale Owen-Crocker devotes an
entire monograph to the subject of the four fureraBeowulf adding the account from
the Lay of the Last Survivor to the usual groupusferals for Scyld and Beowulf, and
the one at Finnsburg. She argues: “There are maaths in the poem and we are invited
to react to them in different ways, favoring thiéekiin one case, the victim in another,
but our interest is mostly in the circumstancedexdth, not in the fate of the body” (234).
| share this interest in the circumstances of ddathfrom a point of view different from
that of funeral trappings. In fact, | am interesitethe fate of the body, as well as the fate
the soul and the self. The conceptual metaphorved in each death can also provide
information that guides the audience’s reactiornthése characters’ deaths (and
consequently their lives).

Let us begin as the poem does, with Scyld’s demtich sets an elegiac tone for
the rest of the poem. The poem opens with a bioey ©f the legendary Danish king’s
discovery as a foundling, his rise to great powes offspring, and his elaborate funeral.

In the description of Scyld’'s death and funeratréghare eight verbs which refer to him
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dying or to the fate of his body in death. When@Btamish king is himself the subject of a
clause, the verb is always one of self-propelledentent—departure (26a), travel (27a),
or turning (55b). When his retainers are the supjben the verbs are transitive—laying
down (34a), sending forth (45b), or giving his badyhe ocean (49a). In one case the
poem states that “men ne cunnon ... hwa psem hleefgegin“men do not know who
received that cargo”] (50b-52b). Even Scyld’s deatibodies the ideal relationship
between lord and retainers. The lord willingly aatsl forges his course, but the retainers
also bear some responsible for his keeping. Abadebayond the will of the lord and the
support of his people, though, there always remsmmse unknown force or agent who
finally takes the last action. Men may send a laffgn death, but someone else
unknown must ultimately take over. Scyld is, asghem states, a mighty king, but such
a leader is always integrally involved with his poand with forces beyond his ken.
This little capsule of death-language analysis shatvat can be done by paying attention
to how the language involved with an individual cande our understanding of his
character and of special themes in the poem. Scgeith illuminates and exemplifies
the place of a king in the social network and m@e cosmological order.

The death of a less mythical, more historical kihgugh, is quite different in its
metaphorical portrayal. While Scyld freely undedsla journey with support from his
people, Hygelac is buffeted about violently by khstorical forces he is caught up in, and
the variety of ways used to describe this expederfiect it. The Geatish king is taken
away by fate (1205b) and spear (1846b); he islstf2@55b) and beaten (2359a); he
bows (2918b), falls (1209b, 2919a), lies (2201hy simply dies (2358b). Only once

does Hygelac seems to have any control of his dedibn “gehwearf pa in Francna
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feepm feorh cyninges” [“the life of the king turnedo the Franks’ bosom”] (1210). Even
here, though, the movement is only of a part ofdali) hisfeorh and it is immediately
arrested by the embrace of his enemies. The peoet geves Hygelac the mythical

dignity of Scyld, or much sense of agency in hisxaeath. As the only known

historically attested figure in the poem, Hygataeets the same fate that the poem does,
as its very intelligibility is consumed in the lagtal forces it attempts to

communicate?’

In addition to individuals, entire peoples reve@amingful patterns in the death
metaphors which describe their fates. The Danethegssuffer under Grendel’'s or
Heremod'’s sway, are portrayed as utterly hapledgpawerless. The four nominal
expressions which denote the death of Danes asup gire “mordbealu” [“murder-bale”]
(136a), “weeldead” [“slaughter-death”] (695b), “wedfie” [“slaughter-fall”’] (1711b),
and “deadcwalum” [“death-kill"] (1712a). This lanage emphasizes the Danes’
dehumanization in bloody slaughter and their viczation as murdered men. The verbs
throughout the poem for the Danes’ deaths moskly them as passive patients of the
killing action: they are taken by Grendel (122barW1123b), and death (488b, 695b);
they are swept away by fate (477b); they fall (1)42113b) and diminish (477a); and
they are destroyed (1713a). To focus on the leafddre Danes as embodying the tribe,
Hrothgar is only once mentioned as dying, thoudbatis a death of passive removal:
“hine yldo benam” [“old age took him”] (1886b). Wiaas Hygelac’s death conveys a

sense of the chaos of history, the Danes as agsafier a fate of removal—repeatedly

145 Roy Liuzza, in the introduction to his translatioithe poem explains, “we may feel that even the
possibility of telling a true tale is called into@gtion as the narrative weaves in and out of eineptex
history of Swedish/Geatish relations, the storyscaiound itself like a serpent, and the readkrsisin the
narrative maze of a history that finally seemsdnstime even the Geats themselves” (37).
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swept away from the scene of action. These dea¢hsare poignant, part of the poem’s
nostalgic elegy for a lost, unreclaimable past. Daees and their hall are the most
developed Germanic cultural system in the poemBgeivulfcontinually insists upon
their obsolescence.

Moving from individuals and tribes, | now turn tth people, as the poem also
speaks with the Old English gnomic voice of gerigraf® Often inBeowulfthe speaker
or some character will offer a gnomic statemenuabamanity; these frequently involve
death. For all of the expressions involving thethdeaf people in general (I count
fifteen), the death is without a direct killer. Sugisdom is not concerned with how
death occurs, only that it does—death is unavoelatbr, for those expressions
constructed with verbs that mean “to die,” do aaletan abstract killer like war, fate, or
death itself as a killer. Instead it is the gnoeweryman subject which conducts the
death. For example, in response to the Danes vartufly turn to Satan after Grendel’'s
predations, the speaker comments that “wel bid [pemot / aefter deaddaege drihten
secean / ond to feeder feepmum freodo wilnian” §igood for him who after his death-
day can seek the Lord and desire peace in the Fsa#rmbrace”] (186b-88b). Here, the
dying one is quite active as he seeks God andfaskfis peace. Likewise, after Beowulf
promises to fight or die as he faces the dragansgieaker remarks, “swa sceal seghwylc
mon / aleetan leendagas” [‘'so must any man give aiped-days”] (2590b-91a). Other
cases involve verbs for sleeping and falling, whitblough less intentional, still maintain

the victim as the grammatical subject of the actibdying, however articulated. In the

146 See Susan DeskisBeowulf and the Medieval Proverb Traditifor an account of the proverbs which
percolate to the surface of the poem.
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advice that the poetic speaker, Hrothgar, or Bebgiuks the audience, death is always
something to be actively performed, rather thanetbig to be passively suffered. The
tone when the poem directly addresses the audtanserovides a somewhat
empowering countercurrent to the prevailing serigowerlessness and loss elsewhere
so dominant in the poem. This might clue us initiecences between the subject of the
poem (the Germanic tribes of the past) and theesadi of the poem (Anglo-Saxons
living in a more optimistic age).

To return to one final individual death, Beowul€egves the greatest share of
references to death. This fact may seem surprisseguse Beowulf is the hero of the
poem, but he is the hero of an elegiac poem thdtave already said is obsessed with
loss. In any case, Beowulf’s death, both hypotlaéaad real, is alluded to roughly sixty
times, in both verbal and nominal expressions.sagt second in death references is
Grendel, with about thirty. And about three quartefrthe death allusions for Beowulf
come in the last quarter of the poem; this is ngbissing as the last part of the poem
functions as one long build-up to his certain acti@ death*’ But Beowulf's death
language is surprisingly balanced. Regarding thbs/f®r dying, there are from three to
six each for Beowulf’s life being passively takemntan441b, 447b, 1481b, 1491b,
2536b;laedan3177b), Beowulf being violently attackegesceppari447b;ofslean
3060b;oferswydarnl768b;abreotan1599b), Beowulf falling¢ringan 635b;gesigan
2659a hreosan3179a) or lyinglicgan 2851b), Beowulf actively moving awafo(sidian

1550a;geferan2844b, 3063bgewitan2819b), Beowulf releasing his lifaléetan2750b;

47 For a thorough analysis of this death scene, atter850-62. He argues with George Clark that “the
Christian poet celebrates Beowulf's adherenceddtroic ideal” (62) in his death.
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linnan 1478a;alecgan3020b), and Beowulf being separated in some maigeeieelan
2422b, 3068asceacar2742b;getwaefarl 763b).

This pattern does not lend itself to making anymerclaims about the poem
guiding the audience to a particular reaction todharacter. Beowulf is not
overwhelmingly passive, as the Danes are. He i®wvetwhelmingly victimized as
Hygelac is. Nor is Beowulf significantly ennobledhvagency as Scyld is, or implicated
in a powerful sense of loss as the poem as a whaRerhaps this ambivalence is the
point, though. There is much critical debate deowulfs attitude towards its own hero
at the end of the poem with the ambiguous lineslpnming Beowulf’s soul seeking
“sodfaestra dom” [“judgment of the truth-fast”] (282 in death, and Beowulf being
“lofgeornost” [“most eager for praise”] (3182b) alf heroes. What kind of judgment his
soul seeks and what kind of glory he yearned femat clear—is this commendation or
condemnation?® My reading of the balance of allusions to Beowautfeath supports a
meaningfully ambiguous evaluation of the hero. pbhem seems to be as undecided
about the hero and the past as modern readers aoseecritical of and nostalgic for
the past. | am certain of one thing—Beowulf's daathot neutral; there is only one
simple verb meaning to die used in the whole pcanBéowulf Eweltan3037b).
Beowulf’s death is not nothing, rather it is evéigg; it is all of the types of death noted
above; it is the embodiment of a poem that trigsaee it all. Both Beowulf anBeowulf
are not simply canceled out by contradictory atts) but energized by competing

interpretations that amount to the sum of all thlgimamic powers.

18 The judgment and praise could be from approvahftaod and Christ-worthy, or they could be
unchristian and worldly. This debate is covered weClark, “The Hero and the Theme” (especiall\@27
280, 283-285) andBeowulf The Last Word.”
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Death as Choice: Empowering Heroes and Saints

Among the great variety of metaphors for deatB@owulf most expressing loss,
frenzy, weakness, or ambivalence, as we have ¢est, $shere are a few isolated
expressions which emerge as unusual in the greagext of the poem. One, the idea of
fate or death meeting Beowulf, supports the ambyguiave just asserted in the previous
section. Thus fate is described as seeking Beosviill§: “wyrd ungemete neah, / se done
gomelan gretan sceolde, / secean sawle hord” [V&tiey near, must meet the old man,
seek his soul hoard”] (2420b-26a). Beowulf seeresptiissive victim of numinal forces
here, but his soul also actively seeks death,dgnjent: “him of hredre gewat / sawol
secean sodfaestra dom” [“from his breast departedahl to seek judgment of the truth-
fast”] (2819b-20b). These cases of the soul meeteath are balanced in their agency—
the soul once being passively met and once actsasking. The idea of seeking death
(or judgment) is a challenging notion. To seek sagfrch for, or ask for death implies
intention and will behind the act of dying. Thissiteon asserts power in the face of what
is usually understood as alienating, as we have semy disempowering deaths in
Beowulfand other Old English poetry.

In a further expression of this empowering ideapBef is even once said to
choose death. This suggests a different metaphaiefath, one which results from
considering events, like death, to be actiongatH is A cHoice™? | call this a metaphor

as a particular version of the generic-level metaglENTS ARE ACTIONS Consequently,

149The DOE gives as a sense mosaran explanation of this metaphorical idea: “in ppein
circumlocutions for the death of a good man ordéath of the body as distinct from the soul, wislhieus
implications depending on what is said to be ch@sem another or better light or life, grave, tine of a
funeral pyre)” (1.a.i). And fogeceosanthe DOE offers a very similar explanation: “ingbcy, in
circumlocutions for the death of a good man, wihious implications depending on what is said to be
chosen (e.g. another or better light or life, dingsplace on the battlefield)” (1.a.i).
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death receives an agent and a specific modal thfasthoose death, rather than
passively suffer it, is a supremely empowering mewach could break the impasse of
Beowulf's ambivalent death. Right after Beowulfeust his last words to Wiglaf, the
poem states that “he beel cure” [‘he chose fireg1@b). Fire here must stand for death
as a method of dealing with the body after decdasspite all the explanations of fate
taking Beowulf or the dragon killing him, Beowu still able to choose his death. In a
literal sense, of course, he does choose to faiBliduty as king and fight the dragon. But
| think the line in question is more generally abBaowulf’'s character than simply a
reassurance that, in following his duties, he happe die. Rather, Beowulf is that
special kind of person who can control his destamg therefore choose his death.
Beowulf’s ability to choose is what sets him agest others in the poert?
Interestingly, Beowulf is not the only one in theepn to be given the power of

choice in death—Hrethel is another. Before theldatith the dragon, Beowulf reflects
on the story of his grandfather, the Geatish kimgtkel, who died following the
accidental killing of one of his sons by anothen.sbhe very picture of grief and
impotence, Hrethel could do nothing, caught betwasenbligation to avenge the death
and loyalty to his other son as kin. Without anjeexal cause, Hrethel just dies:

He da mid peere sorhge, pe him swa sar belamp,

gumdream ofgeaf, godes legjeiceas

eaferum leefde, swa ded eadig mon,

lond ond leodbyrig, pa he of life gewat. (2468-

150 One counterargument to this claim is that the @sgion in question carries the ironic undertone so
common in Old English poetry. This would suggeat BBeowulf's death is absolutely not a choice, but
violently imposed from the outside as Beowulf issabject to fate as any in this lost world.
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[Then he, with the sorrow which so sorely happeidiim, gave up joy
among menghoseGod'’s light, left to his children, as a happy nikres,
land and town, when he departed from life.]
We see familiar expressions of death in these:ligiggg up a joy and departing from
life are fairly standard across the poetry anBaowulf But death here is alsthoosing
God’s light. As we saw iithe Fates of the Apostldght is a way to denote death, via
conceptualizations of heaven as a place of etéfeand light. But how exactly does
Hrethel die? In the absence of any physical or estract killer, he simply chooses to
die. For a man deprived of all power of earthlyi@cto resolve the conflict he is mired
in, Hrethel asserts the only ability remaining bomhin this compelling image of grief,
the sufferer still manages to hold on to his digthtrough the way he dies. Though this is
not a glorious death in battle, the language ofaghtells us that Hrethel's death is under
his own control.

One other possible instance of death as choicereatBeowulf When Beowulf
receives gifts after his killing of Grendel, we heda famous necklace stolen by a
legendary Gothic warrior, Hama. The poem stateisHama finally, “geceas ecne raed”
[“chose eternal counsel”] (1201b), which could Inealusion to death, as indicated by
the eternal nature of the wisdom he chB3&ince this death is conjectural, it is less easy
to determine the effect of the phrase on judgicbaracter so obscure as Hama. It does
suggest, though, that this Goth may have been woith high reputation if he were one

to choose his own death.

151 Other scholars suggest the phrase means thatére@ém monastery, for example, Roberta Frank
(“Germanic Legend in Old English Literature” 104).
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Earlier in this chapter, | glossed over a couplexamples of this kind of willed
death inThe Fates of the Apostlddow is the time to give them their due weight.
Andrew’s death, as a reminder, was characterizedca®ice for “long eternal life,
unending light” (19b-20b). There is the choice méta for death as the action of dying
is conveyed by the vergeceosanTo call his death a choice can certainly meah tha
Andrew willingly and intentionally faced or welcohéis death, as in expectation of
martyrdom'>? But to say Andrew chose death, as a euphemistjoifusaying he died,
allows Andrew to be the agent of his own deatlyays beyond just expecting to martyr
himself. While Andrew choseéceosahnhis death, John, Phillip, Simon, and Thaddeus
each soughigesecajtheirs'>® Both are actions of an agent and therefore demainst
the DEATH IS AN ACTION andDEATH IS A CHOICEmetaphors. Death as an intentional
choice, either with the verfge)ceasaror (ge)secanoccurs five times in the poem. In
addition to great kings, saints are empowered b\athlity to will their own deaths.

This death as a choice metaphor occurs a few tatsesvhere in the corpus. In
the Chronicle poenfithe Death of Edgaffrom the entry for the year 975), one of the
ways in which the king is described as dying iswatchoice: “Eadgar, Engla cyning,
ceas him oder leoht” [‘Edgar, king of the Englishpse another light for himself’] (2).
This other light which Edgar chooses, based omte&phors we have seen, must be

God’s or heaven’s light, and the phrase certairdans that he died. But this way of

152 At the end of the Old Englishndreas based on the™4century Greeldcts of Andrew and Matthew in
the Country of the Cannibalthe apostle sets out to Achaia “peer he sawulgéehducwealm gebad”
[“where he awaited soul-parting, war death”] (174I#92a). This poem implies a self-willed martyrdom,
supporting the choice Andrew makesTine Fates of the Apostles

133 Nicholas Howe claims that “Cynewulf uses ‘gesolg’a periphrasis for ‘died"Qatalogue94), but |
maintain that there is more to it as to why thidipalar euphemism for death is used in the poem.
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dying, choosing this other light, places the kinghe company of heroes like Beowulf
and saints like Andrew. Edgar is thus ennobledeandowered by his intentional choice
of death. He is not only worthy of receiving podteatment of his death in the Chronicle
record, but also of this highest manner of death.

In The Battle of Maldonthe English warriors Wulfmaer and Offa, “weelraeste
geceas” [*he chose slaughter-rest”’] (113b), andifigrgesohte” [“sought the ground”]
(287b), respectively. These loyal thanes of Byrtitnm sharp contrast to the fleeing
cowards and the heathen Vikings, get to choose deeiths willingly. This method of
dying grants great power and honor to these waridnmo, though they die in a losing
effort, remain proper heroes. No doubt the poethred into tradition to glorify their
deaths, just as he did to characterize the anaistimcomitatusof Byrhtnoth’s warrior
band. | will return in the next section to give aech more thorough treatment of death in
The Battle of Maldon

In the last section ofhe Rune Poefi* the body chooses the earth in cold death:
“fleesc onginnep / hraw colian, hrusan ceosan / tWagebeddan” [“flesh begins to cool
as a corpse, choose the ground, bleak as a bedfe{Rilb-93a). In choosing the ground,
the body chooses death (via theaTH IS DOWN metaphor). Why this particular death
should be expressed with the choice verb is nairclehe poem it comes from is a form
of wisdom literature as it defines with gnomic dgsiton the meanings of each element
in the runic alphabet. The final rune of the poémogh not last in the alphabet)aar,
which means something like “earth” or “clay,” budgsibly “death” (DOE). Perhaps the

sapiential quality of this death lends it the weitghbe given the choice of death—it is

154 This 94-line poem exists only in a 1705 transcaipthe original was destroyed in the Cotton fire.
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saintly and heroic for one body as the represamtatf all bodies to die in the earth. Or
maybe there is no special significance—the expoassimerely conventional as a way
to indicate death.

One other possible instance of this choice metapbimes from the short didactic
poemAn Exhortation to Christian LivingNear its end, the speaker tells the audience that
they need to change the way they live on earthey tvant a heavenly reward: “gif pu
wilt pa upplican eardwic ceosan” [“if you wish thapse the celestial dwelling”] (78).
This expression, however, is not a euphemism forgjyut rather a very particular kind
of choice that one can make in order to achieveitie of death that should be desired.
Similarly, in Soul and Body, lthe soul laments to the body, “paet pu eefre piigla
legerbed cure” [“that you should always choose libaghly death-bed”] (155). The
choice of this particular death seems to be theomapt part, not that death is itself a
choice. But, aside from these two more literal epl@s), to characterize death as a choice
is usually a special move that seems designed pomemrr specific individuals who die.

Downward Death: The Battle of Brunanburhand The Battle of Maldon

We move now from the relatively mythical adventuoéseroes and saints to the
more historical world of battle poetry. There ameuanber of poems in Old English that
focus on battles that are historically attested.oAgithe real battles portrayed in the
poetry, several are corroborated by the historeabrd involving the Anglo-Saxons or
other Germanic peoples. The Battle of Maldon i®ueted in a poem from theaber
Eliensis while several other battles appear poeticalhaAnglo-Saxon Chronicle
including, most famously, The Battle of BrunanbuFhough they employ the usual

variety of terms, metaphors, and motifs for detitbse poems exhibit a particular
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language of death, favoring some metaphors, whitenmalizing others, to achieve
specific effects.

Let us begin witilhe Battle of Brunanburla short poetic entry for the year 937
in theAnglo-Saxon Chronicl&° The poem recounts the victories of Athelstan and
Eadmund, grandchildren of Alfred the Great, as tweyk to reclaim the country from
the Vikings. They fight at Brunanburh, a place wlentified with absolute certainty, but
probably in the northwest between Scotland and €heBhe Anglo-Saxon nobles were
opposed by the Scots, Vikings from Dublin, and$twathclyde Welsh, all of whom they
routed in a glorious victory. The poem, infusedwetements of traditional heroic
language (kennings, beasts of battle motif, e grimarily concerned with the political
implications of the battle, focusing on the two lgAnglo-Saxon victors, and,
especially, the retreating enemies. As Fulk andh @ate, “it is unconcerned with
individual battles and heroic speeches” (223),kendiimilar battle poems, including
Maldon The account even places this battle in a hisitbdontext, proclaiming that this
much blood has not been spent since the invasiothe difth century, which are
celebrated.

The death language Brunanburhis not as highly concentrated as in a poem like
The Battle of Maldonas we shall soon see. Deaths in this battleedated in a way to
emphasize their physical impact, not their spifitogportance. Five times, groups of
generic warriors (never individuals) for eitheres@re noted as fallindegallan) or being

felled (gefyllar).**® Twice combatants are noted as lyitiggan), and there is one brief

135 This developed account appears in four versionkaEhronicle according to Greenfield and Calder
(148) and Fulk and Cain (223).

156 At lines 10, 12, 41, and 67.
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description of someone being taken away in dea#myna man lay “garum ageted”
[“taken away by spears”] (18a). Though the bodagsthere physically dead, they are
also said to be taken away, which suggests thempcesof a life possession or essence,
now removed. And once tlEATH IS SLEEPmMetaphor is invoked: the five kings lay
“sweordum aswefede” [“put to sleep by swords”] (BGdditionally, three fairly direct
verbs indicating fatal violence appear to commueickeath: “heawan” [“cut down”]
(23a), “beslagen” [“struck”] (42a), and “forgrunddgiground down”] (43b). This
distribution of ways to indicate death shows themdo be a fairly straightforward battle
poem, with a high preponderance of verbs commungaiolent attack and the physical
effects of dying. The one example of sleep seepwmetic embellishment made possible
by the conceptual metaphdihe Battle of Brunanburtvill serve us as a baseline for how
Old English battle poems conceive of death.

The Battle of Maldoms a much more developed poetic treatment of éebatith
a more telling pattern of death metaphors. Thisypoemmemorates a battle in 991
between the Anglo-Saxons and a band of Vikift3he Anglo-Saxons, under the
leadership of Ealdorman Byrhtnoth of Essex, suffexrelefeat to the Vikings at Maldon,
a town on the southern Essex coast. These wers gkaaids and payments of tributes,
with the battle at Maldon initiating Zthelred’s wpular appeasement polity? The

poem celebrates the noble, glorious deaths ofdbenéd Englishmen, featuring uplifting

5" The poem is a fragment of 325 lines with the beigig and end missing, though scholars doubt much is
lost (for example: Scragghe Battle of Maldo#). It survives only in a modern copy, the origihaving
been lost in the Cotton fire of 1731.

138 Fylk and Cain claim that the poem “is concerneith wone of these issues” (220), a judgment | will
attempt to challenge.
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speeches promoting the valuesofitatusand loyalty to the point of deatf? It begins
with Byrhtnoth arranging his troops on the neaefithe Panta River, opposed to the
Viking army camped on an island in the river. A sergger calls for the English to
surrender and pay tribute to avoid bloodshed, ulhfdoth responds that they will pay
only in spears. A stalemate ensues, as the Vikiagonly advance along a narrow tidal

causeway. Perhaps through cunnitytegian)*®°

on the part of the Vikings, and
excessive prideofermod on the part of Byrhtnottf* the ealdorman allows the Vikings
to cross so they can fight freely. After the fsktrmishes, Byrhtnoth is mortally
wounded, though he manages to kill his attackerasnadher Viking before he dies. After
Byrhtnoth'’s death, his retainers make speechesyalty and continue to fight, though
some flee the battle in cowardice. Many specifigldrSaxon warriors are named
throughout the course of the poem, while no Vikiags, giving the poem a very
nationalistic tong®?

Unsurprisingly,The Battle of Maldomcludes quite a number of deaths, but what

is interesting is the distribution of terms and apétors which express these deaths—the

acts of killing, the process of dying, and theesaif bodies in death. Only a handful of

%9 These values were likely ritualistic survivals mdhan actual contemporary practices: “Though ky th
late tenth century, or early eleventh, ealdormka Byrhtnoth certainly did not live in the mannérearlier
tribal chieftains, an English poet could still fitlte old ethos and mode worth incorporating into a
traditional verse narrative to make a historicdedeinto a poetic victory” (Greenfield and Cald&3).

180 The meaning of the worlgitegianhas been debated—for a fully philological discosssee Cross,
“Mainly” (236-242). James Earl convincingly argdes a neutral meaning for a term derived from Latin
litigare (““The Battle of Maldon,’ line 86").

181 Whether or not the poem endorses or critiquespttiie has been a hot topic of debate: see Helmut
Gneuss, Maldon 89" and Paul Cauvill.

%2 Though some scholars (Greenfigkiudies Cross; Scattergood) argue that the poem is & mibc
propaganda indicting the king, Athelred, for hipegsement of the Vikings, with ironic appeals ® hi
name, John Niles (“Maldon”) view the poem as sufipgrthese policies, for if even a great warrigeli
Byrhtnoth cannot defeat the ruthless Viking, whaddjis it to resist?
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specific people are reported by the speaker tindige poem, while many other deaths
are alluded to, either by the poetic speaker oresohthe speaking characters. There are
relatively few direct statements of death, and thyett statements” | mean those which
use verbs in more or less literal ways. | counteheoccurrences of verbs that can mean
“to kill” (and even many of these have a clear ptgisbasis), and only one which means
“to die.” Instead, the vast majority of deathshe poem are communicated through
conceptual metaphor. Counting by instances of sedbs, seven convey the giving or
taking of life, and a couple each involve choicd &avel. But the most common way
this is done is through a verb indicating downwauation or position: fourteen involve
lying down: all but one a form ditgan,*®® and twelve involve falling dowrféollanand
cringan). Placing these “down” verbs in high relief is #mer seventeen instances of
contrasting verbs for standingt@andar). | will next give a run-down of each of these
types of deaths in their contexts, then open tlestipn of what effect this particular
weighted mix of verbs can have.

The direct statements of death | have just menti@me mostly verbs meaning “to
kill.” Spillan(34a), meaning most properly “to destroy” (BT)peprs early as the Viking
messenger expresses that they have no need i tatins are metSlean “to strike”

(BT), occurs three times to communicate death: Eaddvstrikes one Viking who falls
dead (117), Byrhtnoth strikes another, though veenat told that this Viking dies (163),
and Offa strikes another Viking to death (285). &mwe are told that Wulfstan is
“ofsceat” [“shot”] with a spear (77). The vedfsceotarcombines the prefigf- (which

gives the force of killing) with the root vedzeotan“to shoot”) to mean something like

183 The other isiynan which works a little differently, as | will exglashortly.
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“killed by shooting.” Finally, a form oheawanor forheawan “to hew, cut, strike” (BT),
with the for- prefix a negative intensifier, appeaix times in the poef? Though I said
that these verbs for killingspillan, slean ofsceotanandheawan are direct, non-
metaphorical ways to convey death, that is not detaly accurate. Note that each one
has a primary meaning other than “to kill”: “to ttey,” “to strike,” “to shoot,” and “to
cut,” respectively. These are instances of verbshvéxpress the physical action which
brings about death, though the actions are notssacky always fatal (with the possible
exception ofpillan). Thus, even in the not fully metaphorical expi@ss, there is still
some figural slippage of synecdoche employed tcesgmt killing. These are examples
of what | meant when | mentioned how the causeeatiicould stand in for death. The
exception to these verbs of killing, and the omtyet a non-metaphorical verb used to
mean “to die” in the whole poem, ssveltan Late in the poem, we are told that earlier
Offa had promised his lord they would either rigdere together whole or “on weelstowe
wundum sweltan” [“in the slaughter-place die frommumds”] (293). As we are about to
see, every other mention of dying is brought alexgtugh fully metaphorical means.

Among the less used metaphorical expressions fthdeThe Battle of Maldon
are two instances each fOEATH IS A CHOICEandDEATH IS DEPARTURE Of the Anglo-
Saxon warrior Wulfmar, the poem states, “weelraestegs” [‘he chose slaughter-rest”]
(113b), and of his compatriot Offa, “grund gesoHltebdught the ground”] (287b). These
two warriors receive the empowering treatment @fosing or seeking their own

deaths:® What they choose, however, is slaughter-rest lamgtound, places that evoke

1841n lines 115, 181, 223, 288, 314, and 324.

185 See the section in this chapter, “Death as a @héleroes and Saints,” for a discussion of the vasti
and effects of this metaphorical characterization.
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death, for reasons associated witteaTH IS DOWN metaphor, which | will return to in a

moment. No Viking warrants this kind of treatmemthe poem. Byrhtnoth, though,

merits a special metaphor for death when he pfatshis soul might travel safely to

God:

Nu ic ah, milde Metod, maeste pearfe

paet pu minum gaste  godes geunne

paet min sawul to de  sidian mote

on pin geweald, peoden engla,

mid fripe feran. (176a-79a)

[Now I have, mild Measurer, greatest need thatgmunt to my spirit the
favor that my soul might journey to you into yowwer, ruler of angels,

to travel with peace.]

The verbssidian andferan, each means “to journey, to travel,” as Byrhtraésires that

his soul make a journey to God and into His powsrwe have seen, this journey motif

evokes the metaphors involving life as a journey @@ath as a destination, or death itself

as a departure from this present life here. Noratbal in this poem is described as

making this kind of journey, so Byrhtnoth’s deatirg a special status with this poetic

prayer. This episode has even been identified dgipating in thgudicium particulare

tradition of a death-struggle between the angealisdeamons for possession of the soul

after deatHh®®

186 Morton Bloomfield advances this notion to supmorartyrdom for Byrhtnoth, though Fred Robinson
argues that is in fact supports the opposite ithedtly de-Christianiz[ing] the cosmic settingfldon
(“God” 428). Robinson provides a great many exasple a popular death-struggle tradition in Old
English literature in his essay.
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A more common metaphor for death, in this poenmdbke corpus, treats life as a
possession, which signifies death when lost. A remalb expressions here reflect this
conceptual system, all using verbs which take es tbjects either life, death, or the
person dying. Before the battle properly begins,gbem explains that no one could hurt
each other, “buton hwa purh flanes flyht fyl genaitiexcept who takes a fall through
an arrow’s flight”] (71). To take a fall sounds fdiar now, but literally does not work:
for something to be taken, it must be a physic@abl suggest that the fall here stands
for death, as evidenced by the abundant languatgliafy which | will examine in a
moment, while the taking of the fall of death refkean idea of death as an object to be
possessed. Just as to be alive means having sspusskfe, so too can dying mean
taking death as a possession. In other cases,svtaten away is the person himself.
Thus, after his speech of loyalty, Alfwine kill¥&ing who is “forwegen mid his
weepne” [“carried away with his weapon”] (228a). TViking, of course, remains there
on the ground, as emphasized by the previousdméjs being carried away only makes
sense with theEATH IS DEPARTUREmMetaphor, though here the slain Viking requires a
metaphorical agent to carry him off (the weapoejndnstrating a less completely
saturated metaphorical deployment. He is dead dntmugot be able to move himself,
but can still depart in that metaphorical deattaifried. In the same manner, Leofsunu
vows that he will not abandon his fallen lord, fae sceal weepen niman” [“but a
weapon must take me”] (252b). In several other mumet is life that is taken away to
signal death, as in the common metaplee IS A POSSESSIONThus the young warriors
think who might “gewinnan” [“obtain by fighting”|425) a life with a spear from a

doomed man; life is reached by Byrhtnoth or givgral/iking (“gereehte”) (142), given
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(“gesealdon”) by Alfnoth and Wulfmar (184), or weshto let go (“forleetan”) by loyal
retainers (208). In each case, and whatever the e (lif or feorh) is a possession
whose release, given or taken, signifies the defatine former possessor. Therefore that
possession life is to be protected or risked, dsed is expressed a couple of times in the
poem: the fleeing cowards “hyra feore burgon” ['satheir lives”] (194b) by retreating
into the woods, and by contrast the loyal retaifiersres hi ne rohton” [“they did not
care for their lives”] (260b).

Thus far the expressions for deattTime Battle of Maldothat we have seen
involve violence, departure, choice, and loss;thatvast majority of verbs used in to
communicate the action or state of dying, howeweglves the downward motion of
falling or the downward position of lying. The vedallanappears eight times in the
poem, in various inflected fornt&’ It occurs twice in the infinitive, both times &t
object of the modal of necessisgulan First, in addressing the Viking messenger who
has come to demand tribute, Byrhtnoth responds‘fisaian sceolon / haepene aet hilde”
[“they must fall, heathens at battle”] (54b-55ahdAthe second time, the speaker
comments, as battle draws near, that “wees seaitingtic / paet paer feege men feallan
sceoldon” [“the time was come that there the faiexh must fall”] (53b-54b). Both of
these claims indicate the necessity of fallingeatth in the battle to come, whether
heathen Viking, or fated men (who could be eithi&ing or Anglo-Saxon, or both).
Those warriors fated to die by definition must diet the poem asserts the necessity of
the manner of death as well, specifically througlhirfg down. All of the other instances

of feallanare put in the past, which is as irrevocable peardained future. Those who

171n lines 54, 105, 111, 119, 126, 202, 286, 303.
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fall are often just unidentified warriors: “beorrf@sllon” [“men fell’] (111b), “weel feol
on eordan” [“slaughter fell on the earth”] (126193B). Unnamed Viking warriors fall
too: Edward slew one “peet him aet fotum feoll” ['tbat he fell at his feet”] (119a), and
Offa slew a seafarer “paet he on eor8afeoll” [“so that he fell on the earth”] (286b).
The hero of the poem, Byrhtnoth, stands out @ l&# his falling occurs in a past
participle: “Pa weard afeallen paes folces ealdthign that people’s leader became
fallen”] (202). Extending the linguistic expressiohthis falling action with the auxiliary
“weard” changes the tone of this death: Byrhtnaibsdnot merely fall, as many others
do, hebecomedallen, which adds a touch of necessity and dygat it elides the actual
process of falling in favor of reporting that hénmwves the state of being fallen.

Some form of the verbringanappears four times in the poéfiThis verb
means “to fall, perish, die” (DOE 1) and “to fail battle, die by violence” (1.a). Uniting
all of these senses is, | think, some physicabaatf shifting down, so the verb gives a
consistent sense of the downward motion | have desmussing. Byrhtnoth gets another
reference to a falling death, described this timédéofsunu as he vows to fight on, “nu
min wine gecranc” [‘now that my lord has fallenZ50b). Offa recounts his earlier vow
that he would either return home with his lord, 3edn here crincgan” [“or fall with the
army’] (292b). In the final fight of the poem, tepeaker states that “wigend cruncon”
[“warriors fell”] (302b), and how Godric killed mara Viking “0d paet he on hilde
gecranc” [“until he fell in battle] (324b). Theserbs, also in the past tense or an

infinitive with a modal, cluster at the end of th@em and usually refer to the Anglo-

188 | will note that many of these instances of fajlinclude a locative phrase, usually “on the eatht
also “at his feet.” These further emphasize therdeard placement of the dying and dead warriors.

169 At lines 250, 292, 302, 324.
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Saxons (though the subject in line 302 remains guhis). With either verlieallanor
cringan death by falling has happened or must happedirigran air of absolute
necessity or irresistible fate Tdhe Battle of Maldon

The result of falling is, of course, lying downarprone position, and thirteen
times in the poem warriors are described as lymgrdwith the verbicgan.”® The
distribution is a little different from that of tHalling verbs just examined—Iying appears
in mostly in the past tense (nine times), but #isee times in the present and once in the
infinitive. Lying applies most often to the Angl@a$ons, with only one reference to a
lying Viking: ZAlfwine wounds one of the sea-mengfse on foldan lseg” [*so that he
lay on the ground”] (227b). One other referenclyittg is indeterminate: “hyssas lagon”
[“young men lay’] (112b). But | suspect this linefers to the Anglo-Saxons, as some of
them are elsewhere characterized as young, ahéatdint the poem moves from a very
general description of the battle to the specifingk-Saxons involved. The rest of the
instances olicgan communicate the state of death for specific Ehgharriors who lie
in death: Wulfmar (157), Zlfnoth and Wulmeaer (1&3dweard (279, 294), Wistan
(300), and Byrhtwold (319). This last mention ahly comes as Byrhtwold states that he
“be swa leofan men licgan pence” [‘by such a betbrean, intends to lie”] (319). He
refers, of course, to Byrhtnoth, whose death iscthger of the poem, as it accounts for

the five remaining occurrences of tiegan verb which signal deatH! Most of these

1 The verb occurs in lines 112, 157, 183, 204, 227, 232, 276, 279, 294, 300, 314, 319. One otbry v
that could indicate lying iBynan which occurs in line 324 as Godric fights the iMds and is said to
“hynde.” Bosworth-Toller gives a long list of seader the verthynan “To abuse, humiliate, rebuke,
correct, treat with insult or contumely, despiggpmress, afflict, ill-treat, bring or lay low, sulje’ A

number of these suggest a physical or figurativeeid movement of something to a lower positionclhdn
include it here as verb meaning loosely “to make.'lo

"1 These occur at lines 204, 222, 232, 276, 314.
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references are spoken by Byrhtnoth’s warriors ag thlly around his death to fight on.
The retainers’ attention is continually drawn te thody of Byrhtnoth lying on the
ground, as motivation for the warriors to fight @ut the audience’s attention is also
repeatedly focused on this lying body, perhapsrimetorical move of glorification. To
say that a dead body lying on the ground is gkedieems strange, but | feel with our
attention so focused there, bolstered by the wofdsyalty and praise for the fallen hero,
we cannot help but feel the cognitive dissonancgeefng Byrhtnoth down dead, but
continually upheld in the consciousness of the attars and audience of the poem. This
dissonance reaffirms Byrhtnoth’s worthiness of pgemembered, as the memory tends
to retain surprising or unexpected images. Herestiling image is of the great leader
Byrhtnoth lying dead in a battle in which he hattitee advantage. The focus on those
lying down dead suggests that though they have kided, they will not be forgotten.

For it is primarily the English fighters who receithe enduring presence and memory
signified by the lying on the ground. This is, afsdl, their land, and the English occupy
it even in death. Despite the historically peragtpresence of the Vikings in England,
they are unnamed in the poem, as if to dispatchhinse interlopers in a the only ways
available to the Anglo-Saxons—Ilinguistically andepaally.

Falling and lying account for some twenty-six verb3he Battle of Maldothat
point to death or dying. Furthermore, some corredpwm language appears in the poem
which exploits this conceptual system, callingmatiten to vertical orientation. As | have
noted, many of the deaths also emphasize the docatithe falling or lying as on the
surface of the earth. The conventional “on eordaturs as a locative prepositional

phrase withfeallanthree times (126, 286, 303) and wlitgan twice (157, 232-33). The
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phrases “on foldan” (227) and “on greote” (314-aBp point to the earth as the place of
falling or lying warriors. Furthermore, feet aréudled to several times in the poem,
another way to indicate the low position of a deadrior: Byrhtnoth “ne mihte pa on
fotum leng feeste gestandan” [“could not then s&amirely on his feet long”] (171).
Leofsunu vows that he will not “fleon fotes tryniflge a footstep”] (247a) from battle.
And likewise Eadweard promises “peet he nolde fladgémeel landes” [“that he would
not flee a foot-measure of land”] (275) from thédia lord. The image created by these
references to feet is interesting because it Imksways— on the one hand, down to the
ground and motionlessness (death), and on the, athtre possibility of movement and
action (life). Thus the feet passages in the pogamadraw our attention downward, but
also suggest the power to remain standing uprigrtByrhtnoth the feet show what he
can no longer do—stand and fight. For LeofsunuBadweard by contrast, the feet show
their resolve to remain standing in defense ofrtlead lord.

Standing is itself a huge part ©he Battle of Maldoywith seventeen versions of
the verbstandanoccurring in the text. Most of these describe Byoth and his men—
Byrhtnoth arranges or orders his men to standcergin manner (19, 63), Byrhtnoth
himself stands his ground or is unable to (28,1890, 171), and the Anglo-Saxon
warriors stand firm, either collectively or indiwdlly (79, 100, 122, 127, 152, 182, 273).
A couple of times, the text just reports that bsitles, or warriors generically stand (68,
301). The Vikings only merit two occasions of stiagd25, 72), which serves as a
commentary on their value and worthiness. And oanenanimate object is
characterized as standing—a spear thrown by Bytihtstands in the body of an enemy

fighter: “him aet heortan stod aetterne ord” [“in hesart stood a poisonous spear”] (145b-
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46a). All of this standing stresses the resolutaneaof the Anglo-Saxon warriors
engaging in battle (notwithstanding those who flpen Byrhtnoth’s death). Though they
are defeated the English stood firm, a value trepoepeatedly emphasizes with its
language. But standing also exists in sharp caniveaa| of the falling and lying
described earlier, and is also disproportionallglrSaxon:’?

So, what conclusions can we draw about the digtabwf metaphors and terms
for death inThe Battle of Maldoh What does it mean thaEATH IS DOWN appears some
twenty-five times in the poem, whiléFE IS A POSSESSIONOMES up nine timeBEATH IS
DEPARTUREtwoO to four times, andEATH IS A CHOICEonNly twice. Why no explicit
treatment of death as eternal life or as a glorimassenly home, as occurs in other Old
English poems? What does it mean for there to beare literal verb meaning “to die”
in the whole poem? The very particular way deatheigted in the poem contributes to
the rhetorical purpose dihe Battle of MaldonTo answer the above questions in reverse,
| would say that there is so much metaphoricaktneat of death in the poem in order to
insist that death is meaningful. Different metaphpick out different aspect of that
meaning for different purposes.

There is not much recourse to heavenly rewardheBattle of Maldotecause
it is just not very concerned with the personalij@y of life or with the individual
salvation of the soul. In Fred Robinson’s wordhg“tlying soldiers do not seem to be
Christian martyrs on the threshold of paradisevaliant warriors enacting a grim and

terribly meaningful heroic sacrifice for heroic ag” (“God” 426). Thus the poem is

72 No doubt this Anglo-Saxon focus is just part af tleneral propaganda of the piece—Vikings have no
names, few speeches, stand little, and even fdlliadess. This attests to the skill with whicle thoet was
able to craft a poem celebrating the losers okatgpattle.
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much more concerned with the effect of behavioe ethis life, and with the values of
comitatus which can conflict with Christian valué& The great exception, as we have
seen, is Byrhtnoth’s prayer upon his mortal wouggdin which he begs God for his
soul’s safe passage to heaven. Byrhtnoth no doabrawts this special treatment as
revered ealdorman to the Anglo-Saxons involved. §pgexial treatment of his death
makes him stand out all the mdféNor is the poem very interested in the individyall
empowering gesture of death as a choice, whicheeer®re with secular heroes like
Beowulf or with sainted martyrs like the apostiBecause the audience of the poem
would know the battle at Maldon to be futile (besait already happened!), choice is
less important here, though this lack of choiceldde surprising if, as has been argued,
the poem is all about a choice—fight or appeasé/tkiags,'”®> who continue in a series
of raids and ongoing campaighé.Perhaps the poem does patrticipate in the political
debate around the policies of Atheltéthy presenting death as not much of a choice at

all: no warrior, not even Byrhtnoth can avoid ded#tthey resist the Vikings.

73 Robinson explains furtherMaldonwas written out of a culture whose fundamentaliaggions about
God and death were incompatible with a heroic sehs&” (“God” 425). Though | will add that the
literature certainly can combine these ideals, lagsCin the poetry behaves like a secular hemmid ivho
demands allegiance.

17 Some even argue that the poem is hagiographi&¢Blghough others disagree (ScraBgttle).
Robinson takes Byrhtnoth’s death as a type foEthglish warriors dying in the battle (“God” 427). |
disagree because, though he shares other langfidgath with the retainers (falling, lying, etdhere is
no other connection in terms this special, Chnistiaath.

175 John Niles argues that “the poem orients the fiiest of the narrative around a pressing pragmatic
guestion: how should the English nation responttiécthreat posed by an aggressive army of Vikihygs,
offering fight or tribute?” (“Maldon” 448).

178 The Anglo-Saxon Chronicléor the year 991 and those surrounding alludesitoerous attacks.

17 As Niles argues the battle and the poem involvei$aue of national importance” (“Maldon” 447).
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Finally, the overwhelming reference to verticaleotiation, with falling and lying
opposed to standing firm, creates a powerful efféttile falling and lying mean dying,
standing means living; down is death, up is lifeepoem thus counters all of the
expected death of a poem based on a historical ewtinan assertion of the
perseverance of lif® The typical interpretation of the poem as an erisonworks in
part due to artful inclusion of this metaphoricgtem of opposition¥’® Byrhtnoth’s
death takes on the special journey motif, hisriglis abbreviated, while his persistent
lying emphasized®®the Anglo-Saxon warriors staunchly remain lyingenéhthey fall,
and steadfastly stand, even in a losing effort. dshall the downward motion of death,
upright standing cannot be overlooked. On the dilaed, the text also insists on the
physical presence of death. The dead emphaticalhyotlleave the present world with
some abstract departure or to some heavenly kingdibey are there, lying on the
ground, and the living must deal with that realiyast and future. Thus, contrary to
some scholarly opinioff* The Battle of Maldorfunctions as a political argument,
supported by the manner in which death is portrayd¢de poem—real and present.
Though the heroic warriors do everything humanlgsgale to exhibit the values of

bravery and loyalty, their death is inevitable. Tfwem viscerally grinds into its audience

178t is interesting to note that, to some exterg, fhem owes its existence to those who lived, wast
likely informed by the testimony of survivors. Qfwrse, the older view of the poem as an eyewitness
account retains little currency. For the poem’sdrisity, see Bessinger, Gneuss, Scattergood, and
especially Hans Anderson.

19 This analysis supports the heroic reading of thenpoffered by, among others, Scragg’s edition:
“Loyalty is the theme of the poem” (40).

180 Joseph Harris notes that the repeated refereadhs fallen body of Byrhtnoth in the speecheshef t
retainers coincides with expressions of desiréetbéside him, reinforcing Woolf's ideal of men dgifor
their lord (“Love” 99).

181 Fylk and Cain 220.
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the futility of resistance to the Vikings, with tkentinual reminders of death, embodied
in the physical remains of the warriors who peritéypfall and persistently lie upon the
land they sought to protett
Living Death: The Wife's Lament

Now that we have a pretty good sense of the rahgeailable metaphors for
death in Old English, and the effects they canterbg their deployment and patterning, |
would like to finish this chapter with a look ateomore poem to see how our
understanding might affect a long-standing critmahtroversyThe Wife’s Lamenfrom
the Exeter Book, features a female speaker, untisutile elegies, who recounts her
peculiar condition of exile. Unlike the subjectsnoéle elegies, who wander free, the
Wife is restricted to a cave. Stuck in a cave meharth all alone and pacing about as she
pines for her lord, the Wife seems like a ghostaging from beyond the grave.

The idea of the Wife being dead is an old one. Alboy years ago, Elinor
Lench published an argument that the speaker’slipgzarcumstances—dwelling in an
eordscreef¢“earth-cave”], without any obvious means of suppand unable to leave—
could be explained by the woman being dead. Furtlesrch contends that death, rather
than imprisonment, would be consistent with treatinod an adulterous woman in the
period; she infers adultery and murder from thedkening words of the husband’s kin.

Thus the final lines of the poem comprise an iranicse on the husband responsible for

182 30hn Niles would agree with this reading as he@sghat the poem is a defense of appeasement
policies to stem the Vikings’ depredations:
TheMaldonpoet asks us to visualize the kind of disasterd¢ha ensue when deterrence
fails and some rather insolent Viking raiders,fiyioutside English law, attempt to extort
money from the men of Essex and their leader Bathtn.. In the future, the poem
implies, the English will have to negotiate theitations with the Vikings delicately if
they are to overcome the legacy of this loss. (465)
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her death. Lench refers to the Anglo-Saxon betighe supernatural, then claims that
“the cumulative effect of repetition of words likerdscraef‘earth-pit,’ eordsele ‘earth-
hall,” andleger, ‘tomb,’ is funereal in the extreme; nor does speaker ever refer to her
residence as an earthly abode” (19). Critics redpgto Lench have argued either for a
literal reading of theordscraeffocusing on evidence of actual caves suitable for
habitation, or for her metaphorical reading, whk poem as a death-song. Though Fulk
and Cain call the idea of the Wife being dead ‘g@ssingly tenacious vein of criticism”
(189), the view has never achieved currency. Reeerk relegates the notion to the
footnotes, as does John Niles when he writes, “Mafche pathos of the speaker's
condition is that she lives a kind of ‘living deaith a place as cheerless as the grave, but
she is not therefore to be regarded as a reve(i@tiblem” 1109).

| will not argue here for a definite readingTie Wife’s Lamerthat can either
claim, yes, the wife is dead, or no, she is'fidinstead, | want to show how the
metaphors for death in Old English that we haventlgegloring in this chapter do not
point to a literal death as their referent, bubeatcreate the affective sensation of death
in the poem. The language used to convey thesgphmtoccurs throughout the poem,
though not always in expressions applying diretdlthe speaker’s condition. So | can’t
help but think that such pervasive use of the laggwof death primes an audience to see

death inThe Wife’'s Lamenperhaps encouraged by the poem’s well-known amitlyig

183 Emily Jensen agrees as she argues that readiegidiscraefn too literal a manner, whether as cave
home or grave, diminishes the power of the poemrgral image which communicates “those feelings of
despair and loneliness that most critics acknovddddoe present in the Wife's Lament regardlesbef
specific interpretation of character and eventy fhasit” (451).
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and obscurity. | think this can explain why theemmiretation of death can be so
tenacious?* The Wife in effect experiences a living death.

The first metaphor that activates an impressiotgeatth inThe Wife’s Lameris
DEATH IS DEPARTURE There are many signs of departure in the poera fif$t are hinted
at with the language of a journey early in the ppdeparture being the initial stage of
the journey. The wordid, which means journey, as we have seen, appeagsria form
four times inThe Wife’s LamenilTo open the poem, the speaker asserts that she
composes this song about her perssi@lThis journey she speaks of can be the literal
travel she makes resulting from the mysteriousuarstances of the relationship with her
lord and his kin. But more generally it is the eni@eces of her life since she has “up
aweox” [“grown up”] (3). But this temporal point ofigin urges one to treat hgi as
her life, an instance of there IS A JOURNEYmMetaphor. The speaker soon refines the
nature of these journeys, calling them “wraecsipaXife-journeys”] (5). The exilic
quality of the travels suits the situation of murded feud alluded to later. Thus the
speaker weeps for her “wraecsipas” (38) from witien state of isolated confinement. In

addition to life being conceived of as a journd, here on earth, in a patristic context, is

184 Antonina Harbus’s explanation of “text worlds,tancept from cognitive theorZpgnitiveApproaches

70-103) reinforces my reading ©he Wife’s LamentHarbus explains:
It assumes that to understand language we havanteeptualise its propositions; to
create coherence from extended pieces of discomesbave to keep track of these
propositions in a systematic way, make inferenoas them as a while, and synthesise
them with customized selections from stored knogted ext World Theory explains
how this involved cognitive process works, by cl@igthat people make sense of
discourse through the creation of mental repretientaof the ideas provoked by that
discourse. ... The process of creating coherence tihese scenarios is cumulative and
adaptive: the reader incrementally takes infornmatiom the text, with which general
knowledge, stored schemas, inferencing and adteedmagination are selectively
combined within the reading process. (70)

This mental process strikes me as capable of ageatipressions from carefully managed linguistic

information that can seem as clear and meaningfdiractly expressed propositions.
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a journey of exile from a heavenly home. The lastance o§id in the poem refers to the
speaker’s lord, whose “fromsip” [“journey away”|3Bafflicts her painfully.

While sid only implies departure, the vegewitan[“to depart”] denotes it
directly. This word appears twice Tihe Wife’'s Lamengirst it describes the lord who
“gewat heonon of leodum / ofer ypa gelac” [‘depdriem here from his people over the
motion of waves”] (6b-7a). A few lines later, theesker reports “da ic me feran gewat
folgad secan” [“then | departed to travel to seewige”] (9). Though they can certainly
be understood literally, these departures, alortly thie journeys alluded to, are evocative
of death, based on the metapb8aTH IS DEPARTURE

Conceptually related to departure is the notionexTH IS SEPARATION which is
usually more of an internal event, as we have ofeam in the parting of soul and body to
describe death. Ifhe Wife’'s Lamentwo verbs occur witkleelanas a root—"todaelden”
(12b) and “gedeelde” (22a). The first, with the sapan-reinforcing prefixo-, comes as
the speaker reports that the lord’s kin plotteddmpletely separate them: “paet hy
todeelden unc” [“that they would separate us”] (1&1)d the second comes with a vow
that only death could ever separate the couplet tipene gedeelde nemne dead ana”
[“that nothing would separate us, except deathed|of22). The standard reading
interprets these separations as occurring betweespeaker and her husband. More
allegorical readings have them represent body aanlj which of course are separated in
death. | would argue that the intensified sepana@s suggested by the prefix, points
more clearly to death, which is a separation ofybarad soul, or a departure of the dying
one from the world, or even a loss of life, ofteataphorically characterized as a

possession that can be lost. Such is the cagfldere when the hero is given the
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choice, “lif forleosan 0dde langne dom / agan” [tise life or have lasting fame”] (10-
11).

Position and orientation are similarly importaniime Wife’'s Lamentgain
bringing death into prominence with theaTH 1Is DowN metaphor. Since death is
associated with being prone and in a low positios-efaa fallen body on the ground or a
buried corpse below it—the Wife’s underground esate is significant. As | have
mentioned, much of the past argument for her béeayl rests on this location. The
“eordscraefe” (28b) or “eordsele” (29a) does indesgmble a grave, and the former
term in particular is used for “grave” in other texts, but there might be even more to
this situation. Because the position of a bodytiedao standing upright is a well-attested
way to express death, it is especially signifidhiat vertical orientation is mentioned
very early in the poem, in the line | quoted abdggpan ic up aweox” [“since | grew
up”] (3b). Up, of course, is the direction one geowhen standing, and is the standard
point of reference, the prototypical position & liGrowing up shows health and
progress in life. To start the poem with referetecapward orientation makes the
repeated references to downward orientation ottipasin the following lines all the
more salient. The phrase “under actreo” [*‘undeoak tree”] appears in 28a and 36a.
That is where she must reside, within the dark vepadd among dark dales and high
hills. “Under actreo” emphasizes her low positietative to the landscape of her
environment. Furthermore, she says “peer ic sittati [fthere | must sit”] (37a). The
sitting position expresses both her immobility, bBlso a low position relative to standing

upright.
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DEATH IS A cHoICE which we have noted empowers heroes and saiatg b
present inThe Wife’'s Lamenthough this is a more tenuous interpretation. Nvthe
speaker reports that “Het mec hlaford min her hearthn” [“my lord commanded me to
take a home here”] (15). The varmanmeans “to take,” but often with the force of
catching or seizing, both intentional acts. But tnbdeing taken has been disputed. To
retain the manuscript reading of “her heard” wdwddto take, as Anne Klinck does,
heardin an adverbial sense, resulting in a line meafrmglord commanded, cruel, to
seize me here” (181). Baeardmight also be a substantive, so that she is cddertake
on a cruel situation or a hardship, namely heiieigblation: “my lord commanded me to
take a cruel thing here.” In line 19a the poem iesdas a word element indicating a
lack, which would make sense here too if she istakn a situation as defined by what
she is missing—nher lord, other people, or evenifeerBernard Muir emendseardto
eard resulting in “to take up an abode.” If this abasi¢he death that has been argued,
then the line in question would seem to expredso&ce (or at least a compelled
intention) for death. This death is conceived oéiflser a thing to take (in a reversal of
theLIFE IS A POSSESSIONNetaphor) or a place in which to reside (which fite spatial
conceptions associated with life and death we héready seen).

Other minor signs pointing to death abound in thenp. Immobility, another
physical sign of death, is expressed in the sifiogjtion alluded to earlier, as well as the
layered imagery of enclosure—in the cave, in thhed in the valley, in (or near) towns
choked with briars. IEIGHT IS LIFE, then the two instances olit (7b, 35a), the time just
before dawn, communicate the darkness of deathnwWheeWife says she is

“eal...oflangad” [“*completely seized with longing”29b), she could be alluding to death
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as well. The prefixof- often gives the force of killing, as in verbs liatslean[“to kill by
blow”] or ofsceotar{“to kill by shot”]. Here the wife could be killelly longing. Even a
DEATH IS JOURNEY FROM HEREMetaphor could be active as when she says “aleefia
Iyt on pissum londstede” [“| have few friends ingslhand”] (16), in contrast to her
comment that “frynd sind on eorpan / leofe lifgend&iends are on earth, beloved
living ones”] (33b-34a). The friends are clearlgdted on earth, which is of course a
very conventional expression. But referring to trepacifically as living, and the Wife’'s
claim that she has few (read: no) friends in tlee@where she is, make the eorpan
expression a little more pointed. Those people aneaalive are on earth, the usual
“here;” but the Wife is not there, thus not “hene’the existential sense.

By the preceding analysis, | do not mean to argaewherever we find language
of a journey or separation or some low position sheuld think that a metaphor for
death lies behind the language. And | do not firsdy that, yes, the Wife is dead,
speaking as a ghost, as others have asserteddrapéut suppositions and the image of
the grave. Rather, | want to explain why that vieag been so enduring. | would argue
that the high concentration of language saturaiéid wetaphors associated with death
resonates, certainly with modern readers, but psraéso with the contemporary
audience, to create a strong impression of deafhenWife’s Lamen#ttention to
spatiality, particularly distant remove, separatidownward position, enclosure, and
immobility intensifies the death-like charactertioé poem.

The poem’s pathos is indeed created by an effdoting death, an effect due in
no small part to the work of some kind of doublytapdorical operation. Even though it

does not always refer directly to the Wife, theglamge of the poem can metaphorically
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refer to death, which implies an actual occurresfogeath, which in turn communicates
all the feelings and attitudes of sorrow that &soaiated with death. | don’t think those
two ideas cancel each other out to leave us withraly literal poem, but the language
relating to the physical associations of death egavhe affective associations of death,
with an actual death in the middle optional. Formgtaphorical reading, it ultimately
doesn’t matter whether the Wife is dead. What maitethis free-floating death which is
available for further metaphorical readings: dedtldentity, death of agency, death or
social self, etc. The various conceptions of deatimeate the poem to convey the death-

like quality of the Wife’s abject suffering, whaeits precise nature.
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CHAPTER IV
THE WORLD
Introduction: The Anglo-Saxon Cosmos
If the self and its participation in the life cyalequired metaphorical terms for
understanding and expression for the Anglo-Saxam$po did the world they lived in,
both during and after life. Consider, for instartte short Old English poem known as
Caedmon’s Hym#® which features an account of the creation of tbedv
Nu sculon herigean  heofonrices weard,
meotodes meahte  and his modgepanc,
weorc wuldorfeeder, swa he wundra gehweaes,
ece drihten, or onstealde.
He aerest sceop  eordan bearnum
heofon to hrofe, halig scyppend;
pa middangeard moncynnes weard,
ece drihten,  eefter teode
firum foldan, frea selmihtig.
[Now we must praise heaven-kingdom’s Guardianntight of the
Measurer and his mind-thought, the works of thergsfather, as he
established the beginning of every wonder, etdroad. He first shaped

for the children of the earth, heaven as a rody Bhaper; then,

185 This poem comes to us in twenty-one manuscripiespin both Latin and English versions (Fulk and
Cain 142), and in two Old English dialects, Northuian and West Saxon (34). This text is the West
Saxon version of the poem, which is part of Bedti&oria ecclesiastica gentis anglorum
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mankind’s Guardian, eternal Lord, afterwards orddithe middle-region,

the earth for men, almighty Lord.]
This poem is a creation song glorifying God, whdescribed as the powerful creator
and shaper of the world. Threatening to overshath@vmportance of the creator God in
the poem is the resulting work—the actual createddvWhile sparse in details, this
world is communicated in ways that reveal a fewtipalarly Anglo-Saxon conceptions
for the world, both earthly and heavenly. God isdfonrices weard” [*heaven-
kingdom’s Guardian”] (1b), and the elemeice-, though it more commonly means a
power (BT 1), can also mean the place over whicgyds extended, hence a kingdom
(IN. This is, of course, a traditionally Christiaray to describe heaven (more on this
shortly), but the poem does not stop there inetscdption of this realm. God also made
heaven as a roof for the world: “heofon to hrof@d), Heaven is clearly an upper limit
here, a boundary on top of our own world, servie@ ahelter, both conceptually
(protection from sin, death, etc.) and physicaibpping the world thought of as a
constructed building). Thus the world is called Gangeard” [“middle-region”] (7a), as
it sits below heaven and, by implication, above sather realm.

With its heaven as a kingdom and roof, and earthragddle regionCaedmon’s
Hymnbarely scratches the surface for the all the vagsen and earth (not to mention
hell) operate in the Anglo-Saxon world-view. Olddglish verse abounds with
descriptions of heaven, hell, and earth. The coghm#nglo-Saxons referred to in their
poetry is certainly based on medieval Christiamgldéut they were selective in what

aspects of this cosmos they adopted and innovitigkending some native Germanic
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features with the classically influenced Christigsten:2° This chapter serves as an
explanation of the ways the Anglo-Saxons concedfatie three worlds of heaven, hell,
and earth, as well as the cosmic structure thapdses them all. Many of the ways in
which these worlds were understood and expressechetaphorical in nature.

There is something different, however, about tipeasentation of the concepts of
heaven and hell. To say th&#AVEN IS A ROOFis clearly metaphorical as it transfers an
aspect of a house to creation. But if | off@AVEN IS A KINGDOM as a metaphor reflected
in the Old English termheofonrice or suggest that Old English poetic descripticinseadl
betray aHELL IS A COLD PLACE metaphor, one might object that these are notphets at
all, but rather just descriptions of the way th#ue really believed these places to be:
Heaveris a kingdom, hells cold®” But, as | challenged Lockett's view that the
hydraulic model was not metaphorical for the An§laxons, so do | challenge the idea
that heaven and hell are not described metaphlytigametaphor, in the sense that | am
using it here, is the transfer of aspects fromareeptual domain to another, or the
blending of two or more such domains. A kingdora domain for which the Anglo-
Saxons had a clear understanding based upon Iymstience; the features of the domain
include a particular extension of land, a ruler wbatrols this land, subjects under this
ruler, thrones, etc. Heaven is something beyondlitleet experience of the Anglo-

Saxons. It is a place or a state that must takbefeatures of a real place, here a

18 Jennifer Neville has claimed that “[o]ne can Idokhints of how the Anglo-Saxons visualised the
shape of the cosmos, but there is little evideimcppetry at least, that they visualised it at §146).
Although Neville is right insofar as there is kttformal discussion of the cosmos in the poetrgaitnot be
said that the Anglo-Saxons did not visualize thenoaos in their poetry, as will become clear shortly.

187 Martha Bayless, isin and Filth in Medieval Culturergues that organization of the universe is based
on a system of likenesses, specifically to thendaiton of the body, which, contrary to Lakoff and
Johnson, corresponds to the moral order of theeusgy rather than vice versa (138-149).
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kingdom, in order to be discussed. The fact that&hglo-Saxons specifically described
this kingdom in terms they were familiar with—timibd halls, loyal retainers, etc.—
reveals a metaphorical operation dependent onralilbeliefs. Just because they actually
believed heaven to be the place they describe mmediscount its metaphoricity. | grant
that the metaphorsEAVEN IS A ROOFandHEAVEN IS A KINGDOM are each of a slightly
different nature from the other—the first is a clgansfer from one domain to the other,
while the second is more of a blend of concepts.tBey are still both metaphors and |
will refer to them as such throughout this chapter.

Ultimately, what | seek to explain in this chapgethe Anglo-Saxon culture’s
understanding of the world as expressed in theulageg of their poetry. | maintain that
the worlds of heaven, hell, and earth are rendasgulaces with particular spatial and
metaphorical valences which can tell us somethiowgiithe culture’s values and about
the effects of particular poems that express théns is more clearly true for the
imagined spaces of heaven and hell, but | alsoeattgat the earth, already a physical
space, takes on more abstract, but meaningful diroes and qualities in its expression
in the languagé®® Each of these three places simultaneously areandot places.
Heaven and hell are not places that can be intthbiteasured, or directly described by
the Anglo-Saxons. They are theological conceptsiwtake the form of physical spaces
in order to make them comprehensible to human BeiRige earth, on the other hand, is a
physical space inhabited by the Anglo-Saxons.flteel earth is quite complex in the

features and dimensions of its physical space.fgethe Anglo-Saxons, this natural

18 Nicholas Howe, itMigration and Mythmaking in Anglo-Saxon Engladémonstrates that a meaningful
imaginary world like that of the Anglo-Saxons irethpoetry shows how the real world can never fpest
reduced to the physical features of its geography.
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complexity is highly simplified, which raises carnt@uestions about why the earthly
world would be characterized this way. | will arghat this world-space is also
articulated metaphorically and carries specifienaks. With all three of these
metaphysical domains, the shape of the placeusliauch about the nature or function
of that place for the Anglo-Saxoi.Additionally, though the purpose of the present
project is to expose native Anglo-Saxon systentbadfight, their understanding of
heaven and hell is necessarily bound to the Canstonceptions of these places.
Heaven: The High Fortress Home

In the example o€zedmon’s Hymtreated above, | noted two phrases which refer
to heaven: “heofonrices weard” (1b) and “heofohraofe” (6a). This language only
touches upon the Anglo-Saxon conception of heavenatangdom ruled by God and as
a roof to the terrestrial world as created by Gdds heaven is understood in terms
familiar and understandable to the Anglo-Saxonppsing a tension that Jeffrey Russell
identifies “between the theological need for anti@as heaven and the artistic and
everyday need for physical images” (3). Old Engpisletry operates in this very tension,
tending to prefer the physical over the theologittas thus that conceptual metaphors
emerge to communicate heaven as a variety of pldbesigh heaven may indeed be
“beyond categories” (Russell 6), the language efAhglo-Saxons certainly categorizes
heaven (or heavens) for its poetical, rhetoriaadl perhaps theological purposes. Russell

acknowledges the necessity of metaphor for hedwamever, “to expand and open out

189] heed Howe’s warning that “[t]o value represeiotas of place in Anglo-Saxon texts only for their
abstract or figural significance, as if the localde no claims on those who created them, is to
misunderstand both the terms of representatiorttengeople that used them to make sense of theidivo
(Writing the Map48), and seek not only to explain the structufaleir concepts of space, but also to
connect them to specific poetic purposes, whicmaressarily conditioned by the culture, if notche the
landscape they inhabited.
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meaning” (7). He explains that “[t]raditional Jetviand Christian thinkers recognized
that metaphor expresses a deeper reality thanecabthined through the overt sense
[what one usually calls the literal]” (8); “[tjhuseaven is best understood by metaphor”
9).

But before exploring the possibilities of heavemigtaphors and
conceptualization in Old English poetry and theiplications, it would be useful to
establish a standard for comparison. The Anglo-8saxsteeped as they were in the
Christian tradition, would be expected to adophodox conceptions of heaven from this
tradition. And indeed they did. Holy scripturesplm through the Latin Vulgate, and
patristic writings were readily available to mogsiters (including translators) of Old
English poetry. A survey, therefore, of these iefitial writings can provide the baseline
by which to describe, explain, and analyze thedigconcept of heaven of the Anglo-
Saxons. These scriptural and patristic conceptioth®e well known to scholars of
Christianity and the Middle Ages, but it is impartdo outline the sources for the Anglo-
Saxons’ received traditions so that the methocetgcsion and the development of
innovation may stand out more clearly.

Though “[w]hether heaven is a space or place is difficult question” (Russell
12), the idea of heaven as a physical place isramamplace in both Hebrew and
Christian scriptures; the most general metaphoratipg iISHEAVEN IS A PLACE The
opening lines of Genesis detail God'’s creatiorhefworld, suggesting that heaven and
earth are roughly the same kind of entities: “im@pio creavit deus caelum et terram”
[“in the beginning, God created heaven and eafth’]). Since the earth is essentially a

place, one can assume that heaven, parallele@ jphitasing, is essentially a place as
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well. Heaven may be a different place from theleawith varying individual features,
but both can contain the same types of featuredaamiscapes. In the Latin Vulgate, the
word caelumrefers to this place of heaven, but is also usedgresent the sky, blurring
the distinction between physical locus that we a@aserve from the earth, and a
metaphysical place, represented metaphoricalhhgsigal landscape. Additionally, these
lines clearly identify the physical relation betwebe two places. Heaven is above the
earth, orientationally up, with some kind of foutida (or as some kind of structure) that
borders the top of this world and separates easth heaven. In the Vulgate, this is
called thefirmamentuma kind of support structure in common Latin usdgenesis also
notes that God affixed lights in the “firmament@lta“support of heaven”] (1.14)—
sun, moon, and stars. Birds are created to fly altloe earth and “sub firmament caeli”
[“under the support of heaven”] (1.20). Heaven esds be a concern of Genesis after
the beginning of chapter two, which reiteratesdteation of heaven and earth a few
times. The picture of heaven that emerges is vague at this point—it seems to just be
the sky with a foundation separating it from thettearhis heaven is nothing but an
upper region of creation. As the Hebrew Bible deps] “Jewish images of heaven are
centered on the Temple, the court (implying boyalty and justice), and the garden,”
but for the Jews, “the kingdom of God [was placedjarth rather than in the heavens”
(Russell 31).

The kind of place heaven is thought to be develogker in the Christian New
Testament, especially the synoptic gospels. Iretsesptures, heaven is certainly still
up, as John reports that only the one who descdnoiedthe “caelo” has ascended to the

“caelum” (2.13). And heaven is still a place, nadtjmerely a neutral space, but rather a
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kingdom, a land ruled by a king; thHEAVEN IS A KINGDOM. This conception is certainly
used in the Old Testament, as in Psalm 10: “dommtsmple sanctum suo dominus in
caelo sedis eius” [“the lord in his holy templeg tbrd in his seat in heaven”] (5). God’s
lordship and power is emphasized by the appellatmninusand the presence of a
throne, signifying rule. But, in the New Testamehg phrasesegnum caelorum
[*kingdom of the heavens”] (Matthew (3.2ggnum de[“kingdom of God”] (Luke

4.43), or justegnum[“kingdom”] (Luke 1.33) dominate references to We@a. For
example, the gospel of Matthew alone uses some débregnum caelorunthirty-four
times to refer to the place or state of heaVvén.

This heavenly kingdom has certain expected corofieatures which entail from
the metaphor GiEAVEN IS A KINGDOM. One of these features that appears frequently is
the seat mentioned above, as the most localizeg lam which a ruler exerts power. In
fact most of the metaphorical entailments for heawmgerating in the Vulgate are not just
as a land ruled by a king, but more narrowly lasadi. Heaven thus seems more like an
enclosed city or estate. In Matthew, Christ spedkbe way to eternal life (or heaven) as
through an “angustum portam” [“narrow gate”] (7.18}. Only walled cities or structures
would have a gate. Heaven conceived as a large éstaven clearer in John when Christ
explains that “in domo patris mei mansiones muta®” [“in my father’s house there
are many rooms”] (14.2). The Pauline letters ofNl@sv Testament continue this
metaphor a little more explicitly and concretelguPwrites in 2 Corinthians that if our

earthly home is destroyed, we have a heavenly fiaationem” [“building”] from God,

1 The heavens being denoted as plural dates bahk tdebrew scripture and suggests different levels
types of heavens, which would explain a differebegveen the physical sky above and the transcendent
heaven of the gods (see the discussion of Augusiineme). | would add that differing metaphorical
models for heaven could account for the perseverahthe plural.
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an eternal “domum in caelis” [*house in the heaVp(s1). This line emphasizes the
comforting and protective status of heaven as agipstructure. And in Hebrews, Paul
speaks of heaven more as a city, claiming that Wdoralooked forward to a “fundamenta
habentem civitatem” [“city with foundations”] ankat God has prepared a “civitatem”
[“city”] for the faithful (11.10).

These accounts add up only sketchily to a cityitadel—it has a gate, rooms,
and a throne, but no other details (landscapeulayoaterials, etc.) emerge from a
metaphorical blend which combines a very bare qungkeheaven as a place with a few
basic features of a monarch’s citadel. That is thr visions in the Apocalypse of John,
which push upon the metaphor with more detail, aaging with the vivid nature of the
visions. Chapter seven refers to the usual throdeemple of heaven (15), but chapter
twenty-one presents very precise details for hag/tarsion of heaven, called a new
Jerusalem, is structured. The city has “murum magaualtum habens portas duodecim”
[“a great but high wall, with twelve gates”] (12)&“fundamenta duodecim” [“twelve
foundations”] (14). Its layout is four-square, witkalls 1500 miles long; a variety of
jewels stud the foundations and pearls adorn thesgthe buildings are made of a gold
as clear as glass; God himself is even the templ28). Chapter twenty-two follows
with a description of the “fluvium aquae vitae”ilfer of water of life”], flowing from
beneath the throne and flanked by the tree ofZjeThe heaven of the Revelation is
vast, well-protected, opulent, and verdant. No dol vision of John portrays heaven in
such a detailed way for some purpose of reifyirggdbncept of heaven as it manifests

itself physically on earth at the Last Judgment.
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Heaven as a city continued to be developed by thedh Fathers, who were very
influential on the thought of the Middle Ages tdldav. Writing between the fourth and
seventh centuries, the four Great Fathers were As#hJerome, Augustine, and
Gregory*®! One of the most influential to the Anglo-Saxonswaigustine of Hippo,
who flourished from the late fourth to the earfgHficenturies® In hisOn Christian
Doctrine, ConfessionsandCity of God three texts known to the Anglo-Saxdii,
Augustine addresses the question of the natureaifdn. Ever the reader of allegory and
metaphor, Augustine is a particularly appropriaterse for this project, as he exposes
metaphors in his analysis of scripture, explicthd implicitly. The saint claims that
“[t]he just men of antiquity imagined and foretdlte Heavenly Kingdom in terms of an
earthly kingdom” On Christian Doctringchapter 20). Augustine here makes an analysis
consistent with what we have seen in the examfleses but, in limiting the judgment to
people of old, the saint does not go far enough-vdreaontinued to be understood with
the metaphor of the earthly kingdom, as we shalhsee. Augustine also addresses the
polysemy of the term heaven, pointing to a pastage the 118 Psalm (in the
numbering of the Vulgate): “caelum caeli dominader autem dedit filis hominum”

[“the heaven of heaven to the lord, but he gavestréh to the children of men”] (24).

191 Despite Gregory’s importance to the Anglo-Saxdisyision of heaven (green meadows, flowers,
herbs, golden-bricked house) from Dialogi (4.37), though translated into Old English by WeH in
the late § or early 18' century, does not seem to have had much influendae poetry.

192 Though this assumption of Augustine’s influendensmning from J. D. A. Ogilvy’s 1936 comment that
“it would be much safer to assume that the Endtistw any given work of Augustine than they did not”
(gtd. in Lockett 180), is long-standing in the sanship, Leslie Lockett challenges it on the grautitht

the evidence points away from the idea that “tipécgl Anglo-Saxon poet or homilist or hagiographad
access to a patristic library of the calibre of 8edr Alfric’s” (181). Conclusive evidence of Awgune’s
influence is as yet forthcoming from tB@urces of Anglo-Saxon Literary Cultyf30).

193 Michael Lapidge lists the Anglo-Saxon manuscriptsch contain these textéiglo-Saxon Library
282-85) and reports that they were variously kneavAldhelm (179), Bede (196-99), Alcuin (232),
Lantfred (240), Abbo of Fleury (242), Alfric (252nd Byrhtferth of Ramsey (267-68).
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Augustine thus asks, “[w]here is that other heawvaith we cannot see and compared
with which all that we see is merely earth€bffessiond.2.2). This is an
acknowledgment of the fact that when we use theesaard to describe the upper part of
creation and the eternal place or state of heavergre necessarily tied down to what we
are capable of experiencing. Augustine explainawHhen could it be described in such
a way that even dull minds could grasp it, excgptieans of some familiar word?”
(12.4). He even urges us to consider the visibs/ées above to be just a part of the
earth (12.2). Pointing to the lines in the firsapter of Genesis, Augustine distinguishes
this earthly heaven as the firmament (12.4). Anldoaigh the saint refers to the heaven of
heavens as a dwelling place for God (12.11, 12Hé)nsists that is not a physical place,
but rather an “intellectual heaven” (12.13) andt“aanaterial house of earth or even of
some heavenly matter. It is spiritual” (12.15).

Augustine is, overall, very careful to distingutble physical heaven of the sky
and the spiritual heaven beyond, while still redomy the necessity of reference to the
physical. But in his late€ity of God Augustine implies that heaven is indeed a physica
place as our physical bodies are taken there bgmitual souls (13.18, 22.4, 22.11),
though he does admit these bodies will be diffeasnt spiritual (13.22, 22.4, 22.11). In
most of this work, though, Augustine complicates distinction between literal and
metaphorical. He explores the idea of heaven dy,anhich he finds in the Psalms, to
set that up as a metaphor for the blessed staesiEnce, “interwoven, as it were, in this
present transitory world” (11.1). Pushing the mbatapeven further, Augustine even
personifies the City of God, so that it speaks4&}.leads a life, obeys God'’s laws, and

makes a pilgrimage on earth (19.17). This cityew heaven (in reference to the
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Apocalypse), will eventually come down to earthd dwas actually always been
approaching: “This City has been coming down framaven since its beginning, ... [but]
the splendour of that city will be made apparentha last judgment (20.173*

But my purpose here is not to analyze the Jewamsthy €hristian, and patristic
texts in much detail. Rather, these examples shierdonstrate what metaphors and
conceptions were available to the Anglo-Saxons ftieeLatin scriptures known
throughout the period of literary production in argl of the late first millennium.
Russell asserts that “[u]nder Augustine’s influertbe city became the standard
metaphor [for heaven] in the West” (86). Thus,rfarst of the holy scriptures the Anglo-
Saxons knew, heaven was a place above, and arsed@aad familiar space like a city or
citadel. These conceptions certainly appear inEdidlish, but the poetry also develops
further from some of the common Biblical concepsiafi what heaven was thought to be,
and emphasizes specific aspects of these ideagdhhatappropriate to their interest in
the concept of heaven. The remainder of this seend attempt to distinguish several
metaphorical conceptions of heaven and commenbanthey are put to use in Old
English poetry.

A few notes on Old English terminology will be hielpbefore proceeding. In
1985, Jane Roberts offered “A Preliminary ‘Heaviexdex for Old English,” which
compiled from the then in-progress Glasgow Unitgrdistorical Thesaurus a list of
dozens of roughly synonymous terms for heaven thEdiglish. She reports three major

semantic divisions for heaven terms: “the heaveigaven (as God's realm),” and

194 Augustine’s complex conceptual blend for the @ibynbines an abstract physical city with the
transcendent place of heaven, then combines thidtirgg blend of a heavenly city with a blessedigl
state, then combines that resulting blend with ysjglal place on earth.
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“mythic heavens” (210-11). While the third categ@ymall and limited to ideas about

an earthly paradise (e. meorxnawany'®

the first two overlap widely in both simplex
and complex terms. Roberts admits that the diftexgon between these two categories
is likely anachronistic and “more appropriate todam scientific thought than to the
medieval understanding of the universe” (2'£Proceeding from this claim, | outline
four quite common terms for heaven in Old Englisheh(though others will emerge in
the discussion followingHeofonis the most common term for heaven in Old English
and the source of the modern word, appearing mosplyose as the standard term (4819
times), but also plenty in poetry (547 timé%)But there are three other primary terms to
denote the lexical concept of heaveswegelrodor, andlyft. Lyft is more prosaic with
only 93 of its 346 occurrences in poetry, while thieer two are more poetic terms—101
of swegek 118 total instances occur in poetry, as dod4abdor's 275. Each of these
four terms can refer to the upper region of creatwhether the sky that birds and clouds
may occupy, or the realm that only God and angeld to inhabit. Each term, though,
has its own specializationkeofonis most often the realm beyond, but can refer to

power, majesty, and happineswseglis either the sky or the divine realm, but canvegn

the sunyodor mostly signifies the firmament above, but alsogkg or heavens; arigft

1% This sense of heaven is of less interest to thigept, though, as is often noted in the scholaréi g.
Roberts 212, Tristram 106), language and descniptid an earthly paradise and a heavenly spaceidend
be confused. Russell claims that “[m]any languageke no clear distinction between the celestishgliae
(the abode of the elect) and the earthly paradigeGarden at the beginning of the world)” (xv)dOlI
English would seem to exhibit this situation, thouede insists upon the distinction in his visidn o
Drythelm in theHistoria ecclesiastica gentis angloruf®.12).

1% Russell agrees: “In Hebrew, Greek, and the Gerereamil Romance languages, the same word denotes
the divine heaven and the physical sky; in distisiging between ‘heaven’ and ‘sky,’ [Modern] English
atypical” (xiv).

197 These numbers, and those following, include bistiplex and compound instances of the terms
surveyed.
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is most often the sky or what we would call the adphere, though it can be the heavens
above that as well. Although these four terms qeatislize, they also all operate
generally, and my assumption will be for a highréegof synonymy in order to best take
account of context and plumb the concepts lyingeénthe linguistic variety.

Generally, the Anglo-Saxon version of heaven isigsjtal place, usually high
above the earth and functioning as a structurefdinats the boundary of this world as a
roof. Retaining from its Christian source the cletgnof a kingdom, the Old English
heaven is a fortified, defensive structure madeadd. The site is often a contested
landscape, with God a warrior king and his angeltrayed as loyal retainers. To
demonstrate this conception of heaven, | analymegrily the Anglo-Saxons’ native Old
English poetic version of Genesis, actually twompse&ombined in the Junius
Manuscript. The earlier portion, dated to the éigtgntury (Fulk and Cain 113), is called
Genesis Aand frames the text (lines 1-234 and 851-293@6}J) wiater, intervening
section calledGenesis §235-850), a translation of an Old Saxéanesiscomposed in
the ninth century (Greenfield and Calder 210). Tits¢ A portion covers the rebellion of
the angels and the creation of the world, whileBlsection expands on the rebellion,
then develops the fallen angels’ experience in h&hg with the temptation and fall of
Adam and Eve. The final, long portion Afcovers major events from the rest of Genesis
up to the sacrifice of Isaac. In contrast to therL&enesis, which treats heaven only as
the part of creation in or above the sky, this Bidylish version displays a much fuller,
more Christian vision of heaven. This poem, takimany liberties with the Bible,

provides a helpful contrast through which we cantsawv the Anglo-Saxons appropriated
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the concept of heaven, but with meaningful differst®® | will discuss both portions of
the poem as one, though there are differenceylm (sthich | will comment on when
appropriate) as they were not necessarily compiostid same cultural milieu.

The part of the Old EnglisBenesighat most closely corresponds to the original
creation story comes only after the section redagrihe angelic rebellion and expulsion.
The poem first accounts for God’s creative actiwith an report of his thoughts on who
could replace the fallen angels as proper subjgdisaven:>®

pa peahtode peoden ure

modgeponce, hu he pa maeran gesceatft,
edelstadolas eft gesette,

swegltorhtan seld, selran werode,

pa hie gielpsceapan ofgifen haefdon,
heah on heofenum.  Forpam halig god
under roderas feng, ricum mihtum,
wolde paet him eorde  and uproder

and sid weeter  geseted wurde
woruldgesceafte  on wradra gield,

para pe forhealdene of hleo sende. (92-103)

198 additionally, if Tom Shippey is to be believedethoet oiGenesis Bomposes much of its descriptions
of hell in a fairly careless and formulaic mannaséd on convenient alliteration: “Genesis Bit seems to
me ‘one word finds another’: sometimes for goodnstimes for ill. This process explains both thd aetl
the heaven, the successes and the failuré&senésis B(“Hell” 171). Such apparent randomness can only
validate my project as it reveals common concegtion heaven (and hell).

199 see Dorothy Haines’ explanation of this text’s aéhe doctrine of replacement as “patristic, but
distinctly Anglo-Saxon” in origin (154).
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[Then our lord consulted with his thoughts how hghhagain settle, with
a better troop, the great creations, home-foundstibeaven-bright seats,
those which the arrogant-enemies had given up, inigfre heavens.
Therefore holy God under the heavens took contrioh, mighty power,
desired that earth and heaven above and wide watestablished in the
world-creation in exchange for the cruel, negldatfues who were sent
from his shelter.]
There are hints of the Hebrew Genesis in this gesss God intends to create heaven,
earth and sea. And a few lines later, the Old Ehgtoem parallels the terse creation
lines from the biblical source: “Her aerest gesceopdrihten, / helm eallwihta, heofon
and eordan, / rodor areerde” [“here first the etdlord, leader of all creatures, created
heaven and earth, raised heaven”] (112-13a). Bat wghstriking about this description in
the former passage is that the creation of theseesppost-dates the activities already
said to have occurred in heaven. This new createars under that former heaven, and
includes another heaven, best understood as th@%kige Anglo-Saxons, as did all
medieval Christians, believed in some transcendagetnal place which contains God
and the angels, even before the creation of themahtworld.
That pre-creation heaven is the subject of the iogeof Genesis Aas well as a
good deal of5enesis BThese poems recount several important actiwti@sh take

place in heaven (e.g. angelic rebellion and expn)siand as a consequence, provide a

20 This split conception of heaven clearly refletis polysemy of the word that Augustine wrestlechwit
in Book 12 of hisConfessionsa polysemy that still survives in Modern Englishen speakers, in order to
affect a poetic flair, refer to the sky as “the Vexas” (OED l1a-c). The polysemy generally broke down,
however, in the thirteenth century with the incaogimn of the Scandinavian loan waskly (Di Sciacca
175-76).
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wealth of description for the concept of heavergéneral, these poems refer to heaven
in an abstract way as a place with basic spatsufes, but without much detail. First,
heaven is obviously a place, a location within Wheatities can exist, moving to and
from that space. Through all of the Old English &g, things comi#om heaven,
including angels (66b, 85, 306b, 309a, 53%t533a), words of God (2912a-2913a), light
(614b-616a, 810a-8114¥ precipitation (8082 1372a), and sulfur (2543a). While these
last three are natural phenomena, associated hattetrestrial sky, the angels are clearly
human-like beings coming from heaven as a placmgshaccordingly gt¢o or toward
heaven as well: God (240), terrestrial buildingdg@b, 1675a, 1681a). God’s animate
movement to heaven surely suggests a place, whilldifgs are oriented towards the
place of heaven above. And things are often nagdzbingin heaverf™ God notes that a
rainbow “on wolcnum” [“in the clouds”] (1538b) wibe a sign of his promise of no more
floods. While this rainbow is clearly somethingsiig in the terrestrial skies, Satan

mentions high buildings and beautiful homes asdgirheaven too: “on heofonrice

Dl\what is sent from heaven is either the agent tfrBdesignated as God’s enemy (442b), or thedfuit
the tree of death.

22 The light from heaven, whether sun, stars, orstigleglory, is an important object of study for
understanding the nature of the Christian and Ai&glmon heaven, but it is beyond the scope of this
project. For one example, see Thomas Heffermaitke“Sun Shall Be Turned to Darkness and the Moon
to Blood’: How Sin and Redemption Affect HeavenlyaSe in an Old English Transfiguration Homily” on
one Old English homily’s discussion of the dimmifghe heaven’s being attributed to Man’s sin at th
Fall and Doomsday, based on the medieval assumgti@mature, including the structure of heavenly
space, was inextricably connected to the actiofsinfan beings. The planets, for example, weretedia

of the same nature as Adam and Eve, and therefparienced similar culpability (71).

23 The line reads “cymed haegles scur hefone getdtigal’'s shower comes oppressing from heaven’],
but the ternscurcould refer to a cloud, cognate with Old Sas&ion(Di Sciacca 173-4), but this makes
little difference for my point, except in offerireother possible term for the sky as a cover, #shapax
legomenorsceoin Riddle3 (41).

204 Contrary to Russell's explanation that “being &atien is being in the presence of Christ, whether o
encounters him, sees him, merges with him, ordarese becomes him. One is in heaven insofar ais one
‘in’ Christ” (4), the heaven of Old English poeigyoverwhelmingly treated as a physical place,aathan
a state of being.
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heahgetimbro / godlice geardas” (739a-740a). Aedetlare many abstract qualities
which clearly have their existence in heaven: p€@sb), joy (257a), and song (675b-
676a). Note that these are predominately relatéditoan experience and behavior, and
what are most often located in heaven are the p#iet supernatural entities, the angels
(21a, 255a, 338b-339a, 349b-350a, 410b, 417a-4#2848a). Thus far, the Anglo-Saxon
heaven is consistent with the general medievals@tan understanding of that place.
Though this idea of heaven as a place may seenowdvi want to establish basic
orthodoxy before examining concepts more particidaknglo-Saxon beliefs.

Another conception of heaven Old English poetry eoés is the height of
heaven, which, while certainly orthodox, is one ethihe Anglo-Saxons favored
disproportionately. Twenty-one times throughout@id English Genesis some form of
the semantic elementp [“up”] and heah[*high”], plus the verbaraeran[“to raise up”]
twice (114a, 1667a), appear in concert with heasemetimes standing in for the place
itself (510a). In fact, many of the times heavemes up in the long poem, it is qualified
as being up or high, especially in tBenesis Bortion. For example, God is “hehsta
heofones waldend” [*highest heaven’s ruler”] (30@ajl “heah heofoncyning” [“high
heaven-king”] (463a). Though many of thémahterms apply most directly to God, only
twice in the whole poem (124a, 172b) is God charastd as being high without a
mention of heaven in the same line. This strongetation suggests to me that, while

heahcan certainly mean important or powerdfijt primarily applies to the spatial

25 This passage comes in Satan’s speech to his tafigels, when he asks that they fly through the
heavens, probably the terrestrial sky here, to @mes Adam and Eve.

205 A coNTROL Is upmetaphor can create this effect, but it also etfléhe moral understanding of a
hierarchical universe with God in his heaven atttpe(Bayless 140-42).
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height of heaven as up in or beyond the sky. Ity the poem very often refers to earth as
what is under the heavens, further emphasizingdréaigh location. Twenty-five
timesGenesis A mentions heaven with the common formula “X undeaten,” where
“heaven” represents one of four roughly synonymeusis:heofon rodor, swegel and
wolcen and X is what is located under heaven, usuatigun, as in “woruld under
wolcnum?” [“the world under the heavens”] (916b),aor adjective, as in “sweart under
roderum” [“dark under the heavens”] (109a); verbd adverbs can also occupy the
variable spot. Occasionally the formula is inversedhat the variable followsnder, or
that which is under the heavens is noted in andither That heaven is so often invoked
in its high position and in language referringhe earth below it conveys both a power
relationship between the two realms and an obsessith order and spatial placement,
an idea | will return to at the end of this chapter

The OIld EnglisiGenesippoems’ heaven is assuredly a defined space, bhcate
high and above the earth. But this conventionald¢fm sketchy structure is only the
scaffolding for a much richer Anglo-Saxon versidrneaven. The beginning &enesis
A (1-14¥°® provides three developed descriptions of heavéts impening statement of
praise glorifying God, especially his power to raleer heaveA® Just as the first line of

Caedmon’s Hymmentions heaven as a kingdom with God as its gaar protector,

27 The fact thaGenesis Rontains no example of this formula is interestimgviding further evidence for
the separate production of the two parts, but iagies slightly different interests or even conteps
between the these two compositions.

28 That the Old English Genesis does not properlyrbeith a creation story, as does its primary
exemplar, is somewhat surprising considering thglés$axon fascination with this story as evidenbgd
its rather high frequency of appearance in theipaetpus, especially in openings of poems; twéhe
English poems include some kind of a creation stblighelet 37).

29 This section is likely based on the Canon of thes#s preface (AnlezarRld Testamenix).
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Genesis Adpens with a reference to God as “rodera wearglidtdian of the heavens”]
(1b). A few lines later, it is said of God, “ac bié a rice / ofer heofenstolas” [“but he is
always the power over the seats of heaven”] (7bfaglly, God is said to
“sweglbosmas heold / pa waeron gesette wide and [sabatrol the bosoms of heaven,
which were set widely and extensively”] (9b-10bheEe lines reveal that the
predominant way the poet praises God’s power igibgns of his relationship to
heaven—his ability to guard, protect (1b), con{éil), and be the very power over it
(7b). Heaven must be an exceedingly important sfiabe so dominated by God. What
this important space precisely is, however, diffarsach phrase. First, the heaven is that
upper region of the skies or firmament, tbhdor (1b); second, it is a place of seats or
thrones (8a); and third, it is a bosom, some kihidterior part or enclosure (9b), defined
as extensively wide (10b). Using the sum of thesszdptions, it would seem that the
Anglo-Saxons’ reverence for God is due to his nfla place high, wide, and ruled (as
implied by the seats). This kind of heaven is ¢elgdamiliar from the biblical
precedent’’ but note that, unlike the Vulgate’s Genesis, thelitle or no concern for
the creation of heaven here; rather, the mainestas in heaven as a place for God to
rule. This selective rendition of its source regeahat must have been most important to
the Anglo-Saxons in their understanding of God lagalven.

What makes this version of heaven particularly Ar§bxon is the way it is

treated as a site in which native social structofdsrdship operateComitatus a term

210 And these aspects are often dismissed as memfyéntional” in the scholarship (e. g. Haines 153).
Hildegard Tristram defends attention to the coniegratlity of Old English formulas by arguing thao}iir
interest should concentrate on the individual treatt of patterns available to Old English authod en
the way they are fitted into their respective catg&(113). While | agree with Tristram, | also fekat the
very conventionality of expressions, culled togetiean tell us something about underlying ideasalsas
individual rhetorical uses.
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from Tacitus’s late first-century worermania has come to be applied to the bond of
loyalty between a lord and his close retainergmfiegns’** The heaven of the Old
English Genesis is described as just such a ldied social space, demarcated by the
application of the lord God’s rule and the loyadfyGod’s angelic followers. In the next
section ofGenesis A15-91), the poem describes the angels in heaven:

pegnas prymfaeste peoden heredon,

saegdon lustum lof,  heora liffrean

demdon, drihtenes  dugepum weaeron

swide geseelige. (15a-18a)

[Glory-strong thanes praised their lord, said patdesire, celebrated

their life-lord, were very prosperous in the lortissts.]
To call the angels “pegnas” [‘thanes”] and desctimm with the term “dugepum,”
which can mean “strength, power” (DOE 2) and dethatdand of experienced, loyal
retainers (DOE 4.a), characterizes them as pam @&nglo-Saxon war-band, with God as
their chief. The kingdom of heaven is an Anglo-Sakmgdom, with all the trappings
that go with it. The dissension of some of thesgemis carried out in an appropriately
territorial way, a further departure from the Vulgarecedent. The leader of the rebelling

angel$'? seeks to partition heaven, boasting that theyccshiaire “wuldorfaestan wic

#1 Thethegnwas a high ranking member of the nobility who webbie obliged to provide some kind of
military support for his lord. On the bond @dmitatus see F. M. Stenton’Anglo-Saxon Englan(B02-
307), which credits the obligation to defend andrge a lord to an ancient Germanic ethos of anstimo
sacred character. Richard Abelk@rdship and Military Obligation in Anglo-Saxon Hagd challenges
this assumption by arguing for the primary impoc&of economic ties in this relationship. Neveriss|
the ideals of this bond occur often in Old Englitérature—fromBeowulfand the elegies, to the quasi-
historical poems “Cynewulf and Cyneheard” artke Battle of Maldon

%12 Not specifically identified with Satan iBenesis Ahe is named iGenesis Bbut for convenience | will
refer to him as Satan throughout.
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werodes prymme, / sid and swegltorht” [“the glotseag dwelling-place, in the strength
of their troop, wide and heaven-bright’] (27a-28a).

This kingdom of heaven is a contested land. Sdtdyoeates “paet he on norddeele
/ ham and heahsetl heofena rices / agan woldeaf'ttke wished to possess in the north-
part a home and high seat of heavens’ kingdomp{32a). The poem affirms God’s
role as an Anglo-Saxon lord with the punishmendxfe for the rebelling angels,
portrayed as a rival troop: “sceof pa and scyrege@end ure / oferhidig cyn engla of
heofnum, / weerleas werod” [“our creator then shosed cut the prideful kin of angels
from the heavens, faithless troop”] (65a-67a). Bwko break faith with their lord must
be sent into exile, as God does to these angelg.rOmw could it be said that “pa waes
so0d swa aer sibb on heofnum” [“then truly there ambefore peace in the heavens”]
(78). For this Anglo-Saxon poet, the reason thateil angels were cast out of heaven is
that they betrayed their lord and sought to cordarpart of his kingdom. And for the
Anglo-Saxons in general, God’s power is best exga@éshough his role as lord of a
people and his ability to rule his lands unconekst&od is an emblematic representation
of lordship created by and for a very hierarchgmdiety built on loyalty to a lord and
often engaged in territorial conflict. Control oflafined space is God’s most salient
quality for the Anglo-Saxon poét® Heaven is a kingdom defined not only by its ruler,
but by the composition of its people—those whocaaléected and subjected to God’s

power in a definite spac&? This space, God's territory, is heaven. WHRRVEN IS A

3 |n Fabienne Michelet’'s words, “God’s power is #fere a power over space and Satan, as well as the
first human beings, acknowledges this aspect afdiauthority” (62).

214 Michelet further explains: “Place and identity &rdked: because their crime has altered theirneatu
Satan, Adam, and Eve have to occupy a place thegsgonds to their new status. The Lord contrads th
spatial organization of both the visible and thasible creations. He sets up thrones for the eghs
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KINGDOM is a traditional Christian metaphor, it is expesss Old English literature in
familiar cultural terms.

The idealized bond between watrriors in Anglo-Sasgoaiety is further
communicated with the repeated mention of throneéka@se poems, especially@enesis
B. | have already noted several of these referetocesats irGenesis Awhen God is
said to rule over the seats of heaven (8a), whehdbasiders how to repopulate the seats
left vacant by the angels expelled from heaven)(@&ad when Satan seeks his own
throne in the north (33a). It is important to ntitat most of the seats and thrones
mentioned apply to where the angels as thanessier than where God himself sits and
rules from. In fact, only three of the twelve r&fieces to heavenly seats point to the one
from which God rules (260b, 566b, 667a). This istark contrast to the frequent biblical
reference to God’s throne we noted above; whera#ia kources tell us of God’s power
being most centrally located in this smaller spaithin heaven, functioning as a
microcosm of the space under his control and asnéal of his power, the Anglo-
Saxons seem much more concerned with the plad@sait followers in heaven. A
biblical source for this situation could well beethook of Revelation, where angelic seats
are noted often, for example: “et in circuitu sesbslilia viginti quattuor et super thronos
viginti quattuor seniores sedentes circumamicttiseentis albis et in capitibus eorum
coronee aureae” [“and in a circle around the throedvaenty-four seats and upon the
seats are twenty-four seated elders, dressed e wibes and on their heads are crowns

of gold”] (4.4). But the seats iBenesis Aalso echo the importance of seats and seating

angels, hell for the wicked ones, He orders AdathEewe to dwell in Paradise, He expels them fromrEde
when they are no longer worthy of it. He devisgdage for everything material or immaterial” (62).
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arrangement in Old English heroic poe®Bgowulf for example, mentions the seats in
Heorot several times: after Grendel’s death, théinegon pa to bence” [“sat then at the
benches”] (1013a) and Wealhtheow “hwearf pa bi b&fiturned to the benches”]
(1088a) where Beowulf sat between her sons; aed @itendel’s mother is killed,
Beowulf went “setles neosan” [“to seek his seat’}§6a). Such attention to the seats in
Heorot emphasizes spatially the status of the lgtainer.

Most of the times heavenly seats appear in theEdlglishGenesisthey are
closely related to Satan and the fallen angels.pi®en emphasizes the throne that Satan
wishes to possess in heaven (33a, 273a, 281a**3)Gimd those which were abandoned
by the fallen angels (86b, 95a, 411b, 749a). tioisjust desiring a throne as a seat of
power that makes Satan’s rebellion so perniciousthe fact that he disdains his proper
seat, his proper place in the social structurd. agsidichelet argues that leaving tracks on
a path is an expression of power (109-13), inhagiseats is as well. That God always
has power over seats, will not allow his seat ttalken, and can remove others from
their seats is further testament to the natureaaf' spower of lordship over a special
space.

God’s role as a lord of a territory or a kingdomwihich the structure of the
Anglo-Saxon warrior society plays out is suppottgdhe high frequency of such
appellations and descriptions as often befit thetimland heroic lord of Old English
literature. The semantic elemeide describes heaven more than thirty times in the Old

EnglishGenesismost of them irGenesis Rtwenty-six of thirty-three). Since this

Z5The poem states that God “wearp hine of pan hiedei’$ threw him from that high throne”], so the
throne here could also refer to God’s own thronkeawishes to supplant God, though it makes marsese
to consider it the one Satan wished to rule frosewhere in heaven.
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section of the poem covers Satan’s attempts ta@dmtaven, then seek revenge upon its
leader, it is appropriate that heaven'’s statusgdiical kingdom figure prominently.

Even more compelling is the proportion of referenteGod that style him some kind of
lord, leader, or protector, which happens an astimgn277 times in the poem. God is a
brego[‘ruler”], cyning[‘king”], dryhten[“lord”], ealdor[“authority, superior’]frea

[“lord, ruler”], helm[“protector”], wealdend“ruler, possessor’], andeard[“guard,
protector’]. Many of these terms appear alone witkam object or qualifier, such that
God is simply “frea” (1860a, etc.) or “drihten” (28b, etc.). God often receives the
gualifying epithets to emphasize some aspectssofdtiureece[“eternal”] andselmihtig

216

[“almighty”] “ are the most common. Sometimes God is lord of soore abstract

218

qualities: glory?*’ life,?*® victory,*® and peacé?® But more often, God is the lord or ruler

of certain peoples or animate beings: ang@lspuls?*? mankind?** troops??* nobles??

28 E g. “Him pa faegere frea selmihtig, /ece drihtensavarode” [“Then fairly the almighty lord, eternal
lord, answered him”] (2353a-2354b).

27E g. “Hie pa wuldres weard waedum gyrede” [“them lbrd of glory dressed them in clothes”] (941),
“and peet word acwaed wuldres aldor” [“and the leadeaylory spoke that word”] (639). For a treatmeft
the formulas associating heaven with glomuldor), as well as joywynn) and beautywlite), see
Catherine Brown Tkacz, “Heaven and Fallen Angel®ldh English.” Hers is not a spatial analysis ofavh
heaven is, but a look at certain formulas for dbguwy heaven.

Z8E g. “Heht pa lifes weard” [“then commanded lifgisardian”] (144b), “lifes aldor” [“life’s leader”]
(113a).

29 E g. “sigora selfcyning” [“the king of victoriesrhself’] (1797a), “swa him sigora weard” [“as the
guardian of victories [commanded] him”] (1770b).

20E g. “gif me freodo drihten” [if the lord of peadallows] me”] (1838b).

2LE g. “Frea engla heht” [‘the lord of angels comuhedi’] (157b), “ac him brego engla” [“but the lorél o
angels [took] from him”] (181b).

222 E g. “gasta helme” [“protector of souls”] (1793%)asta waldend” [“ruler of souls”] (2175b).
23 E g. “moncynnes weard” [“mankind’s guardian”] (BH.
224E g. “peet him com from weroda drihtne” [“that catoehim from the lord of troops”] (255b).
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or even just all creaturé® Nearly one fifth of the references to God as arin the Old
EnglishGenesishowever, refer to the place over which his ralexercised—heaven
(expressed in its various terms). This way of dbswy God occurs forty-five times in all
of Genesismost frequently in the lattéy portion, but also quite often B This
distribution of objects for God'’s lordship suggetsts importance of God’s power, to be
sure, but also emphasizes the significance of ldeemver which God exercises this
power, specifically the place designated as he&t/en.

Along with its status as an abstract territory éorbled, the heaven of the Old
EnglishGenesigs a rather earth-like place as well. We have #edgescribed thus far as
wide??® (10b, 28a, 87b) and possessing a northern pai@in), which suggests both a
vast landscape and the familiar terrestrial origmtiesystem. IrGenesis BEve, after
eating the fruit, tells Adam that she can see Gitidg in the south and east. This would
place the space of heaven, not necessarily abevesttth, but on the same level with it,
just at some remove in one specific direction. Qfree, Eve is only able to do this after

eating of the fruit and receiving some kind of seendent sight, or at least knowledge.

Thus this heavenly space does not seem to be sarnefpphe earth. It is also debatable

23 E g. “eedelinga helm” [“nobles’ protector”] (1858a)

228 E g. “cyning eallwihta” [*king of all creatures(pP78a), “helm eallwihta” [“protector of all crears’]
(113a).

227 3cott Thompson Smith cites the Old EngBaethiusas an example of the importance the Anglo-
Saxons placed upon land as the necessary toolkiiog& power (3-4), thus controlling a land is assary
for God, as the supreme king, as well.

22 The earth is the place usually characterized de @aihd expansive in Anglo-Saxon poetry (see below),
though here this kind of landscape is extendectwvén as well, as Hugh Magennis also notes: “Heeven
presented in Old English poetry as a hall, a qity a homeland/home, bGenesis Aalso draws upon the
idea of it as a broad kingdom” (144n2).

229 The scholarship supports this prospect as a vifimugh there is disagreement about whether B se
the last judgment (Vickrey 90-1) or the creationdhlet 71).
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what exactly the heavenly land located in the isastthe allegorical Old English
Phoenix**° “Haebbe ic gefrugnen peette is feor heonan / eastdah aepelast londa” [“I
have heard of that which is far from here, in aasparts the noblest of lands”] (1-2).
Nevertheless, the Old English heaven still seenpo$sess the orientation system of a
very earthlike landscape, appropriate for rule yaglo-Saxon-like lord.

This familiar place is most developed in Anglo-Sasterms with the descriptions
of heaven as a hall. No doubt inspired by the wariniblical descriptions of a heavenly
city, the Anglo-Saxon site is most often charaztstias a kind of constructed, enclosed,
and peopled space. Adam calls it “landa betst”$tlmd lands”] (795b), but while this
place is illuminated (28a, 95a, 811a) like the leeaef John’s Apocalypse, the heaven in
the Old English Genesis shares none of its othalitegs of opulence—qgold, jewels, and
precious stones. Instead, the poem emphasizesdtexfive, fortified nature of heaven.
The next section dsenesis Awhich details the rest of God’s creative acti\itp4-234),
including the creation of Adam and Eve in Paradi$egn refers to heaven as a built

structure, especially one of wo6tt.When God is creating on the second day, heaven is

230 A version of a Latin poem attributed to Lactantidishe fourth century (Fulk and Cain 140). The
allegorical nature of the poem complicates its uisefss to us here. The paradise described in the pan
represent the garden of Eden from which humankiasl @pelled, or the world as redeemed by Christ, or
even heaven after the Ascension. Daniel Calderiderssthe poem to be a vision which unites these
differing allegorical perspectives (168), considgrit a “middle world between heaven and eartht tha
hints at what heaven could be (175), though ierf “two opposite worlds” at once (179). This loliey

that Calder calls attention to, though he doederat it such, is in some ways the same processyof a
conceptualization of heaven at all—relying upondhethly to understand what cannot be directly
perceived. Th&hoenix therefore, is just a more allegorically developsethod of presenting heaven, and
thus of slightly less interest to my project.

%1 her study of the poetics of architectural imgga Old English poetry, Lori Ann Garner notesttha
“the Old English account of Genesis even suggéstswood constitutes the architecture of heaven by
employing the ternmeofontimbet (42).
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“hyhtlic heofontimber” [‘joyous heaven-timber”] (54)7*? Satan refers to abandoning
heaven’s “heahgetimbro” [*high buildings”] @enesis §739b). Similarly, in the Exeter
Book poemGuthlac A heaven is a refuge where “pa getimbru pe noajpdii‘the
structures which do not decay”] (18). The leadethefrebellious angels i@Benesis B
even calls upon this wooden conception to express&/drthiness as a rival to God as he
boasts “paet he west and nord wyrcean ongunnemktig getimbro” [“that he, west and
north, would begin to construct a building madersy’] (274a-75a). These references to
heaven as a place of timber, along with the seaa$ed above, recall descriptions of the
Anglo-Saxon hall. The treatment of heaven as suwdllas even more explicit in other
poems.Judgment Day proclaims that God “sele freetwed” [“prepares d"héd2b) for
those who follow God'’s teachingShrist and Satamefers to heavenseahseld43b,
47a, 207a, 371b), a term which means “high throbetcan metonymically suggest the
hall. The hall features reinforce the idea of heaa® a kingdom, but now specifically as
a fortress—a secure, protected place inhabitedlbsda

Also in Guthlac A the poet refers to heaven aseaster‘peer se hyhsta / ealra
cyninga cyning ceastrum wealded” [“where the higtkésg of all kings ruled the city”]
(16b-17b). Theeasterns prototypically a “fortification, a fortified seement” OQOE 1).
While often used more generally to mean a @égsterusually implies city walls, and
thus fortifications DOE 2); it can even denote heaven by itsBIOE 2c, 2d), as it does

in a couple of Old English PsaltérS.Christ and Satamven mentions heaven’s “beorhte

232 jennifer Neville does concede that théofontimbenf Genesis Anight be an exception to her claim
that Old English poetry does not visualize the aosiii46), though she thinks it insufficient eviderfior a
cosmological system.

23\/espasian Psaltet00.8 andCanterbury Psalted7.9 (DOE “ceaster”).
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burhweallas” [“bright fortress walls”] (294a) anelins it “sceldbyrig” [“city of refuge”]
(308a) and “burhstyde” [“fortified town”] (362a).hEse three descriptions of heaven use
the elemenburh [“fortified enclosure”] DOE A), with the second example even
containing a word for “shield.Genesis Aonveys heaven'’s status as a place of strength
quite simply with the repeated tefaestenJust after the timbered heaven mentioned
above, the poet calls the place “roderas feestdrégdvens’ fastness”] (148a). The Old
Englishfeestens often translated as “firmament” in modern ttatisns ofGenesis Ano
doubt reflecting the Latin Vulgafé? But while that translation makes sense, the term
usually denotes a fastness, a physically strongedlke a fortress or fortification, and
this meaning would be readily available to the psesmdience. The Anglo-Saxon
heaven is not just a city, but a fortress or aWwalbse protective nature seems to be of
primary importance to the poéts.

To take the heaven metaphor further, not only asptotective city or hall, it is
also a home, a comforting encloséi&Heaven does appear as a home in the Latin

scriptures, as in the passage from 2 Corinthiariy (fuoted above. But the Anglo-

%4 The poem does point to a closer tie to the Lagirsion of heaven in the term referenced above,
“edelstadolas” (94a). Atapolis a foundation, but also a possible translatitthe LatinfirmamentumBT
V).

235 5ee Kathryn Hume's classic essay, “The ConcefiteoHall in Old English Poetry” for a general
discussion; Lori Garner’s second chapteBoficturing Spaces: Oral Poetics and Architectur&arly
Medieval Englandespecially 42-51), for a discussion of the assecvalues of the hall for the Anglo-
Saxons, using Beowulf's Heorot as an example; amghHMagennis’$mages of Community in Old
English Poetryespecially chapter 2: “Hall and City, Feastingl &rinking: Images of Communal Life”),
which explains that “[a]t the core of the imagesy §ommunity] is the concept of the hall in theosighold
and of the feasting and communal life which areceaththere” (33). It is worth pointing out that $tiag
and drinking, the usual accompanying features®tiall, are absent from descriptions of heavean fzall,
implying only a partial conceptual blend of the agtor—protection and comfort are part of heaven,
revelry is not.

23 pccording to Nicolas Howe, while the hall functias the center of warrior culture in heroic litara,
it is not primarily a dwelling, or even a hom#&/ifting the Map55).
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Saxons in their poetry go out of their way to paytheaven as a home, an enclosing,
comforting, even native spat¥.0ld English features at least fourteen rough synen
for the concept of home (Riedinger 51), a few ofchtappear in the Genesis poems. The
concept of home transcends a structure the sesvaslaelling—Howe explains that “the
Anglo-Saxons tended to define home more througletiteiring presence of land than
the transient existence of buildingd¥/(iting the Map47). Heaven is ham[*home”] to
the Anglo-Saxons, as in a passage f@emesis B“pam odrum ham pe we ar cudon, /
hean on heofonrice” [“that other home which we krmfore, high in heaven”] (375a-
376a), and one froi@hrist and Satan‘hyhtlicra ham in heofonrice” [*higher home in
heaven-kingdom”] (215). The home of heaveiGinesis As also awic [“dwelling
place, residence’”]: “wuldorfeestan wic” [“glory-strg dwelling”] (27a). And the Old
English wordepel[“‘one’s own country, one’s true home, home, home&lh(DOE 1, 1a)
twice appears iGenesis A‘wuldres edel” [*‘homeland of glory”] (83a) and
“edelstadolas” [*‘home-foundations”] (94d&pela particularly telling term for heaven as
it characterizes the place not only as a homegbetwhich is native and trd& Like
epel geardcommunicates the notion of home, especially asnatosure; as we have
seen heaven is said to contain “godlic geardas04).4

Finally, the same poem goes so far as to call he@weeglbosmas” [‘heaven-

bosoms”] (9b), as we have seen bef@@smcan mean, as it does here, any figurative

%7 Dee Dyas considers heaven as a homeland in tersdisn of pilgrimage in Old English literature,
particularly devotional works like thehrist poems and saints lives likeuthlac She argues: “Heaven is,
quite simply, a homeland without end, without stiffg or sorrow” (82).

238 An entry forepel in theRune Poenexemplifies the nature and importance of homebyp oferleof
geghwylcum men, / gif he mot deer rihtes and gerysanérucan on bolde bleadum oftast” ["Home is
most dear to any man if he might there enjoy whaight and proper in his home in lasting gloryr]L¢
73).
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enclosure or space encompas$RO[ 2a), but certainly carries with it the intimacyaof
very personal embrace. SimilarBmdreasspeaks of paradise in terms of heaven as
“boldwela feegrost, / hama hyhtlicost” [“fairestwealth-houses, most joyous of homes”]
(103b-104a). Heaven's protecting home can also had@or which can be opened to
allow the worthy insideHlene1229,Phoenix12b,Judgment Day 163b)?*° Thus, this
conception of a heaven is more than a merely piiggespace, but one so familiar,
comforting, and welcoming as to take the form aisén communal spaces most dear to
the Anglo-Saxons—hall, home, and bosom. It is wardting that with all of these
conceptions for heaven, specific details are ratparse, which can enhance its power
and appea?°

The Old English heaven we have seen developedahuslies heavily on poetry
of a scriptural or highly Christian nature, whichses the question of just how much the
poetry in general is indebted to the Christianitiawl for such a precise understanding of
heaven which | have constructed. Poetry that séaglicitly scriptural or homiletic in
its purposes, such of most of the wisdom poetmeaks compatible, though less
expansive references to heaven. But each poemiclanuyt available features of the

heaven metaphors that are most appropriate tgpt®anh’'s meanings. Therefore, the way

239 Manish Sharma argues th@authlac Acan be divided into three sections by threshokagieny, including
the gates of heaven: “first, at the gates of heavdines 1-29; second, on the brink of hell ae8rb57-683;
and third, again at the gates of heaven at lin@s8a8” (186). She explains that physical and gymtit
movement correlate in an anchoritic ideal of asicengl97), with Guthlac occupying a succession of
threshold spaces (199).

2% Nicholas Howe explains:
The Old English poets are far more expressiveasdttatalogs [from elegiac poetry] of
all that has gone from the earth than they arbeir tlescriptions of the heavenly home.
The heavenly home may be all the more mystericaifilying in their poems for never
being described in precise terms; indeed, that sésnbeauty.\(/riting the Map60)
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a poem expresses heaven can tell us something isbouerall rhetorical goals. A few
examples should demonstrate this potential.

Maxims | a poem concerned with defining God, people, amys by positioning
them in their proper place in the world or in relatto one another, refers to heaven
mainly for its glory (7a, 132b), its brightness §1and its roominess (133a). This heaven
is not a site for the struggle over salvation @ dievelopment of the nature of eternity,
but more simply one of extreme qualities whicheett an awe and reverence for God.
Maxims lluses heaven almost exclusively as a referencé fooinatural phenomena—
birds are up “on lyfte” [“in the sky”] (38b-39a)hewers fall “of heofenum” [“from the
heavens”] (40b), stars shine brightly “on heofonytni the heavens”] (49b), and people
here on earth “under hrofas” [‘under the roofs$&p cannot understand God’s situation.
The poem does mention a seat where God dwellsl§67Jor the most part the poem
treats heaven as a purely physical place, one cieaized only by what can be known to
human beings, who indeed cannot fathom God’s plea&haracterize heaven this way,
with little reliance on the potential of the kingdmr fortress metaphors, reflects a very
human point of view alongside the ineffability 0b&& The poetiGolomon and Saturn Il
relies heavily on heaven as a kingdom (384b, 498Ba) in the course of its dialogue,
perhaps subtly supporting Solomon’s anachronisttiyistian point of viewJudgment
Day | emphasizes heaven’s height above all else (31,5988 97, 108a), a rather
distancing, but appropriate perspective for a poenterned with salvation. Finally, the
heroic poenBeowulfrarely mentions heaven at all (only eleven tinme8182 lines does

heofonappear), but when it does the reference is ust@allyings happening here under
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the heavens (52a, 414a, 505a, 576a, 2045&nomic and formulaic references
notwithstandingBeowulfis just not very interested in the structure @ation and God'’s
role in it. Instead, the poem is intently focusedwhat happens under heaven, on earth,
that is, in its exploration of the fates of so@stand the role of the individual in them. No
matter how high, fortified, or comforting heavengtmi be Beowulfdoes not caré*?
Overall, the Anglo-Saxon portrayal of heaven seentownplay the
spaciousness of heavéhin favor of is comforting and protective enclosufae Anglo-
Saxons certainly inherited the metaphanveN Is A CITY from the Vulgate, but they
nearly always narrow the metaphor to exploit patéidy confining entailments of the
very general city structure. Since the Anglo-Saxmist preferred structures and
therefore cities made of wood, rather than of storiek, or marbl&€** this is the material
noted in their literature on heaven, as we hava.88&ince their concept of leadership
involved the lord surrounded by retainers seatedhall, these are features imported for
heaven. Since the peoples of Anglo-Saxon England wmgolved in (and apparently

fascinated by, if the heroic literature is any evide) the struggle for land, their heaven is

241 Other terms for heaven also appeaB@owulf but infrequently and seldom to denote heavenpiace:
rodor (four times) swegel(six), andyft (five).

%42 One exception may be when the poem says thatdheete swealg” [*heaven swallowed the smoke”]
(3155b) of Beowulf's pyre, perhaps a comment upbrisfianity taking over the heroic world of the
poem’s Germanic past.

23 The wide heaven is alluded to only early in Gendsithen sparsely in the rest of the poetic carjfig
speaker of Riddle 66, for example, claims to “wiekxe / ofer engla eard” [“reach widely over the barh
angels”] (7b-8a).

244 Though this choice is usually thought to be oneaafessity, Lori Ann Garner suggests it is one of
genuine preference in her survey of Anglo-Saxoiding in Structuring Spaces: Oral Poetics and
Architecture in Early Medieval Englan@2-33).

24> Genesis A146a),Genesis §739b, 275a)Guthlac A(18).
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a contested landscaf®.Furthermore, the way heaven, with its clear bumsable
boundaries is described reflects a keen interedtmot obsession for placement,
especially enclosing placement. God is God bechess inside of and rules over
heaven; earth is earth because it is below hedlerse who are not worthy of heaven
cannot exist in heaven. Heaven is a conceptuakspegresented metaphorically as a
city, but whose inhabitants and features carry lialsignificance. Where entities are in
relation to the space of heaven—inside, outsiddeyrcoming from, and going to—tells
us a great deal about the value and status of regees. The Anglo-Saxons inherited
their metaphors for heaven from the Christian tradj but, in their poetry, they tended
to nativize them with the language of heroic poeing the culture of the hall to create a
timbered fortress of a heaven with God is its land angels as his retainers.

Hell: A Cold and Wet Prison (Still Fiery, Though)

When the rebellious angels are expelled from heavéme accounts from the Old
English Genesis poems discussed in the previoti®sgethey are provided with another
part of creation to inhabit—nhell. Hell is a placem appropriate for these sinful figures,
intended to reflect the nature of those who ocaugyell is a space defined in contrast to
heaven, but surprisingly sharing some key featwisit. While not referenced nearly as
often in the corpus as heaven is, hell is a prontifeature of much Old English poetry.
The Christian tradition of hell is likewise lesslindeveloped than that of heaven, with a
less consistent structure and origin, though isdead to be more literalized than heaven
is, perhaps because it is more comprehensible .plheeHebrew scriptures use a couple

of terms which have been taken as designatingce fita the dead. One gehennaa

4% As in Genesis A32b-34a, 65a-67a) arenesis Bpassin).
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specific valley which once served as a receptawiéhe bodies of criminals, but came to
refer more generally to a grave (Turner 4G*1)The other isheo| often personified like
the Greek Hades. The Latin Vulgate translatesetra aisnfernus®*® In Isaiah, for
example, the prophet curses the king of Babyloerdmtamen ad infernum detraheris in
profundum laci” [“nevertheless to hell you will ldeagged into the depth of the pit”]
(14.15). This hell is already a deep place belasvehrth, but it is more like an
underground grave, lacking enough internal strectareally consider it a place or a
specific metaphysical space.

The New Testament contains many oblique referetachsll, given agehenna
or infernusin the Vulgate. The Gospel of Mark relates Jesadiaonition to cut off a
hand, foot, or eye if they lead one to sin, or &y will lead “in gehennam ignis
inextinguibilis” [“into the hell of unquenchabled@”] (9.44). Matthew also hagehenna
for hell (5.22, 5.29, 5.30, 10.28, 18.9, 23.15333. and the “lata porta” [‘wide gate”] of
Matthew (7.13) was taken to refer to hell in thei€than tradition (Turner 54),
suggesting hell as built structure with a gate. bgpel also mentions a “caminum
ignis” [“furnace of fire”] (13.42) that the sinnevdll be thrown into in the end times,
another suggestion of the fiery hell. Later, Matthdentifies “tenebras exteriores”
[“outer darkness”] (25.30) for a sinner’s fate. Bag Alice Turner mentions, it is not until
Luke that hell is clearly a distinct place (55) tthe story of Dives and Lazarus, Luke
explains the rich man’s fate: “mortuus est autemits et sepultus est in inferno” [“but

the rich man died and was buried in hell’] (16.22¢.is in a place of fire (24), with a

247 Allusions togehennathe valley of Hinnon, occur at 2 Kings 23.10 dedemiah 7.31.

248 The Latininfernusrefers literally to a low place, a fact Isidoret@®in hisEtymologieg14.9), a text
well-known in Anglo-Saxon England.
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chasm preventing escape to Lazarus’s blessed (#6%.eFinally, in John’s Apocalypse
there is a fairly complex metaphorical expressibhedl: “et dedit mare mortuos qui in
eo erant et mors et infernus dederunt mortuos guios ipsis erant... / et infernus et
mors missi sunt in stagnum ignis” [‘and the seaegap the dead who were in it, and
death and hell gave up their dead who were in tlzew hell and death were sent into the
pool of fire”] (20.13-14). First, the sea is the@ for the dead, identified with hell and
death. Then, seemingly personified, hell and dasthn turn thrown into a pool of fire,
apparently another hell. Turner explains that pdmgames of death are accommodated
into a Christian conception of death in hell irstheflexive metaphor (65). The Christian
Bible’s version of hell is far from systematic, lme#ems to comprise a place below the
earth, consisting of water and fire, or perhapkadof these two elements.

Later writers, including the church Fathers, refinieese ideas somewhat, but
would not develop a very precise structure of betil the later Middle Ages,
culminating in Dante’s vision of thaferng, though of course Dante is well past the point
of influence for the Anglo-Saxons. | again turndiegustine, as well as Gregory, for
possible influence on OIld English literature Tine City of GodAugustine discusses the
apocalypse at great length throughout books 2@e22hing here and there on the
punishment of the sinners, which at times trealis He refers to an abyss which John’s
Apocalypse says the devil is thrown into, but Augesclaims that “the abyss’
symbolizes the innumerable multitude of the impjonsvhose hearts there is a great
depth of malignanty against the Church of God” T20This interpretation is moving
away from an understanding of hell as a physicdgland towards one that is embodied

by those who sin. Augustine treats the passage tinerRevelation cited above (20.13-
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14) symbolically as well—the sea which gave updead is not hell, but the age we live
in (20.15); likewise the “death” and “hell” whicleacast into hell are symbols for the
good and the wicked (20.15). Then, treating thesages from Matthew that refers to fire
in hell (9.44), Augustine does seem to considdrtbdde an actual place as he insists that
the tortures through fire and the worm in hell loelily (21.9). Though he does admit,
speaking of the lake of fire, it is “a fire whosature and whose situation in the world or
the universe is, | conceive, known to no one, pEshaps the spirit of God has
revealed it to someone” (20.16). Gregory expreasamilar uncertainty in book four of
theDialogi. When asked whether hell is a place on the e@ntbgory responds:
Touching this point | dare not rashly define anythifor some have been
of opinion that hell was in some place upon théheand others think that
it is under the earth: but then this doubt ariskethif it be therefore called
hell, or an infernal place, because it is belownths the earth is distant
from heaven, so likewise should hell be distantftbe earth. (4.42)
That hell is distant from the earth seems to beottlg thing Gregory will commit to here.
The Anglo-Saxons, therefore, through the Latingares and the intellectual tradition of
the Fathers, did not inherit a very well-developetiure of hell as a place. Nor did they
innovate much in their metaphors for expressing Beit they were selective in which
features of hell to use in references and desoriptof hell. The analysis which follows,

then, will focus on the effects of the choices madwng available metaphors for hell.
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The two most thorough treatments of ff&lin Old English poetry are found in
the Genesipoems treated at length in the discussion of heauad inChrist and Satan
which also recounts Satan’s expulsion from heavehhaes newfound possession of hell.
Genesis Affers two descriptions of hell early in the poasit recounts the rebellion of
the angels. First God creates the new place ofdrelhe traitors:

Sceop pam werlogan
wreeclicne ham  weorce to leane,
helleheafas, hearde nidas.
Heht paet witehus  wraecna bidan,
deop, dreama leas, drihten ure,
gasta weardas, pa he hit geare wiste,
synnihte beseald, susle geinnod,
geondfolen fyre  and feercyle,
rece and reade lege. Heht pa geond peet reetiiefise
weaxan witebrogan. (36b-45a)
[God shaped for the faithless an exile home asnavea his work, hell-
wailings, cruel troubles. Our lord ordered guardiahspirits to endure
that torment-house of exiles, deep, without joylsewhe knew it ready,
surrounded with everlasting night, filled with taemt, filled through with
fire and terrible cold, with smoke and red flamaem he commanded

horrid-torment grow throughout that house for thearable ones.]

249 The Old English worthell is feminine, which has encouraged one scholattémmgt to trace its root
back to a personified figure, the Queen Hel, déferfrom the Old Norse Hel of Snorri and othersli(Be
264).
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There are three nouns here that describe whatdfipthce hell is-ham hus andhof.
These word, alliterating withell, are all terms for built structures that functem
dwelling places (what a homey hell!). Of course,caanot expect the Anglo-Saxons to
necessarily have the same pleasant associationsheiidea of a home that we do now
(OED 2b), but the second term can also refer toaly, and the third to a hall, both
quite positive things in Old English literature. dAwe have seen heaven described as a

home as welf>°

Granted, these homey references to hell are gdhlifith very negative
descriptors—thdéamis wreeclic[“wretched, miserable”], thhusis one ofwite [“pain,
punishment, torment”], and thf is the site of growingvitebroga[“penal horror, a
horrid punishment or torment”] (BT} Nevertheless, hell in this passage is exclusiaely
home or house, suggesting a structural metaphiaris A HOME. Other physical qualities
arise from this description—this hell is deep (4@&xk (42a), fiery (43a, 44a), smoky
(44a), and cold (43b). The location of hell fardwelin a dark and fiery place is familiar
from scripture, but its coldness is unusual (I wellurn to this point shortly).

Soon following inGenesis Aafter God has exiled the angels, they experiaete
directly:

Heo on wrace syddan
seomodon swearte, side ne porfton

hlude hlihhan, ac heo helltregum

werige wunodon  and wean cudon,

0 g5ee Nicholas Howe'’s “Looking for Home in Anglo-8axEngland” for another treatment of the value
of home to the Anglo-Saxons.

%1 According to David Johnson, a “five horrors oflhetotif existed in early medieval England, appedgri
in homilies in Old English, particularly clear irexcelli 9 (425). These horrors take the form ofabsence
of certain joys, differing from the positive preserof horrors in this Old English account.
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sar and sorge, susl prowedon
pystrum bepeahte, pearl sefterlean
paes pe heo ongunnon  wid gode winnan. (71b-77b)
[Afterwards, in exile-punishment, they rested imkah@ss, had no way to
laugh loudly, but they with hell-torments dwelle@avily and knew woe,
sore and sorrowful, suffered torment, covered nkikess, severe after-
reward because they had begun to strive with God.]
Note that this passage does not once describashaty kind of home or building—it is
more simply a place in which exile, darkness, tartneroe, and other such miseries
occur. Furthermore, the Old English telnell is never used iGenesis Ao refer directly
to the place. Instead, the wdrdll only appears once in a compound describing the
sounds there (38a). The poem shifts from more phydiescriptions (as a house) to more
subjective qualities (that is, things which areengnced subjectively by sentient beings)
moves us away from God'’s role as builder towarddnals’ experience of misery. Hell
is a structured house or home only from God'’s pointiew, not from that of the
suffering devils.

Genesis Breats hell at much greater lengths. This poeraatgthe story of the
expulsion from heaven and exile to hell, but witindicant differences fronienesis A
in the descriptions of hell. For one thing, thsatment is much longer, with about two
hundred and thirty lines (302b-531a) devoted th freim the descent of the fallen
angels, to their laments, to their plans to corAgiam and Eve. Another important
difference in this section is thiaell, as a noun, is now clearly the name of the plaee t

devils inhabit. The place has assumed a more desti@#us to be repeatedly so named—
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fifteen times as a simplex term for location irsteparf>? Nowhere inGenesis Bs hell
called any kind of home, house, or dwellitigufy hus hof, wic, epel etc.)—theHELL IS
A HOME metaphor is not active in this poémilnstead, other concepts shoulder the
burden for communicating hell beyond its simple eam

Like Genesis Athough,Genesis Rlefines hell, in the initial narrative report
(302b-55b), as dark (312b, 345b), hot (324a, 33}, (314b, 316b, 322a, 325a, 330b),
smoky (325b, 326a), and cold (316a). But one fedtemds to dominate these
descriptions—hell’'s topographical depth. @enesis Aerms hell as deep (40a), in
Genesis BGod “hine on helle wearp, / on pa deopan daldirfw him [Satan] into hell
in the deep dale”] (304b-05a). Hell is deep andngef as a pit or valley. The poet also
speaks of Satan, expelled from heaven: “Forporceelde grund gesecean” [“Therefore
he must seek the ground”] (302b). And God “het Hieere sweartan hell / grundes
gyman” [‘commanded him to govern that dark grouhfiell”] (345b-46a) and again
“gieman paes grundes” [‘govern that ground”] (349djese references to theund of
hell are a little misleading with the modern seofkgroundas a guide. In Old English,
grundis not merely the earth or the base of sometlngit is primarily “the bottom,
lowest part of anything” (DOE A). Often translatsl “abyss,” thigrundis hell as the
lowest, deepest part of a landscape. Likewisedéwds “waeron pa befeallene fyre to
botme / on pa hatan hell” [“were fallen into theptteof fire in the hot hell”] (330a-31a),
with botmcarrying its modern sense, as well as “depth”*atgss” for hell (DOE 3).

The angry God threw Satan “nider on paet niobedd®\/n into that corpse-bed”] (343a).

%2304b, 308a, 312b, 319b, 324b, 331a, 345h, 34@a,3B8a, 373b, 377a, 389a, 406b, 529b.

253 Except possibly when Satan refers to heaven as g@rum ham” [“the other home”] (357a). Heaven is
the home he mentions, but calling it an “other” leoimplies that the hell they now occupy is a hoote t
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Niderindicates the direction of hell as down, whilel lielcomes a bed for a corpse,
another low-lying location. In contrast @enesis A HELL IS A HOME metaphorGenesis
B here emphasizes that hell is a deep, low plads.cffange creates a shift in our
appraisal of the devils from beings who live incarte (however terrible that home is), to
those who just fall low (with all the negative valassociations of that orientation).
When Satan speaks directly@enesis Bto his fellow fallen angels, the

environment of the surrounding hell takes up a gieal of his speech. He relies on the
hell imagery and features we have already $&&mt pays careful attention to the aspect
of hell as an enclosure, specifically a narrow,stoctive one that suggests the structural
metaphoHELL IS A PRISON®>° Satan’s first statement refers to hell as “paesssshgle”
[“this narrow place”] (356a), which is very unlikpam odrum ham” [“the other home”]
(357a), or heaven, that they knew before. The umeom mostly poetic adjectivenge
means “narrow, close, constrained, confined” (DQblit is so often used to describe
hell that the DOE devotes a sub-sense to “desgrithi@ narrow confines of Hell” (1.a.i).
Satan also complains that

Ac licgad me ymbe irenbenda,

rided racentan sal. Ic eom rices leas;

habbad me swa hearde helle clommas

feeste befangen. (371a-74a)

%4In his direct speech (356-441), Satan describksabeeep (361a, 407a, 421a), fiery (361a, 374Bb3
437a), hot (362b, 377a, 383b, 389b, 439a), and (8%, 391a).

%5 As Lori Garner notes, “the line between refuge prison is quite blurry” (84), which helps accofmt
both the dual nature of hell as home and prisomedlsas its architectural similarity with heavédarner
also compares the prison imagery of hell to thahefreal prisons afuliana, Andreas andElene(83-4).
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[But iron-bonds lie about me, a cord of chains sidee. | am without a

kingdom; cruel hell bonds have firmly confined me.]
This overpowering statement of confinement, ecHag in the speech (377b-78a, 382a-
84a), follow naturally from the idea of hell asréspn with its fetters and chains and
Satan its prisoner. It is not entirely clear, eitlvehether these references to bondage refer
exclusively to chains on the person of Satan, tiraf could describe the place of hell
itself. One other feature enters the discussidbatan alludes to doors of this hell: Satan
says that “synt pissa heldora / wegas forworhtaid‘ways through these hell-gates are
barred”] (380b-81a); and he seeks a messengerwhbuikcan escape and “cuman purh
pas clustro” [‘come out through the locks”] (416Aahd following Satan’s speech, the
messenger “hwearf him purh pa helldora” [“depatigdself through the hell-doors”]
(447b). The confined space, the chains, and thesgalt follow from the prison metaphor.

HELL IS A PRISONIs naturally the primary metaphor that concerrnsi$a

Genesis Bas he must reside in the place, unable to leaveth® hell-as-prison idea is
also one that connects it to heaven—both spacemnatesed with gates marking a point
of passage into or out of the realm. By emphasitirgyjcommonality, | am not claiming
that the Anglo-Saxons would have viewed heavenhaticas similar places, but | do
suggest a common template for constructing a mgsigdl realm—it must have a
structure of an enclosed place with a point of as@nd a spatial relation to this world
(heaven is up, hell is down). Most commonly hekiglace, even a home as heaven is,
but one narrow and constricted, as in the phrasesJuliana “engan ham” [“narrow
home”] (323a) and “grorn-hofe” [“sorrow-house”] @), the only two terms that

directly denote the place during the demon’s caibesto the saint. Cynewulf called
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upon the most basic Anglo-Saxon idea of hell tecieffitly describe the place in this
poem of the saint Juliana.

There is one further characterization of helGenesis BAdam ascribes animate
gualities to the place when he asks Eve, “Gesyhsijppa sweartan helle / greedige and
gifre. Nu pu hie grimman meaht / heonane gehyrddo [you see now the dark hell,
greedy and voracious. Now you can hear it roanamfhere”] (792b-94a). This hell
evokes the convention of the hell mouth, as hedbgsable of feeling hunger and
expressing rage. The hell mouth tradition is nehiewn in Old English poetry, occurring
mainly in small manuscript miniatures for devotibtexts, but also in illustrations of the
Old EnglishGenesisGary Schmidt, however, explains, “in every appaae in Anglo-
Saxon culture, the hell mouth lacked the compleaitgt subtlety of many other Anglo-
Saxon images” (613° In fact, the Anglo-Saxons would even omit existiaerences to
the hell mouth in their translations into vernacylaetry. The Old Englissuthlac
poems make no mention of the hell mouth describdztlix’s 8" century Latinvita,
which even served as a direct sourcedathlac B(Schmidt 62-3). One other Old
English poem makes a reference to the hell mdatiinist 111, but | postpone discussion
of that poem until Chapter V.

Christ and Sataspends a great deal of time on hell. Not onlyel ¢tlearly a
physical place in this poem, but its status asaaeis vitally important. This poem uses
the familiar metaphors and images for hell as aept fire and torment, but really seems

to focus on hell as another place, a deep, encksack, especially as a home, albeit a

%% For a full discussion, see Gary Schmidt’s chaptethe Anglo-Saxon images from his bo@ke
Iconography of the Mouth of Hell: Eighth-CentunyitBin to the Fifteenth Century
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parody of one. Early in the poem, the speaker matsotine fall of the rebellious angels,
saying they went “in paet atole scref, / peer headmelme bidan sceolden” [“into that
terrible cave, where they must endure burning-fi(@6b-27b). This hell is
unsurprisingly underground, as suggested by the,@d overwhelming with fire. Then
the poet describes the situation “in done deopahmveaaideer undaer nessas in done
neowlan grund” [“in the deep flames down underguimo the deep abyss”] (30b-31b).
Now the poem dwells on the depth of hell, emphaginist how far from the earth it is.
Satan’s first speech of the poem reveals his pdatigperception of hell—he resorts most
often to language of bondage (38b-39a, 49a), yeyad coupled with reference to home
(38a, 49b). This coincidence portrays hell as tieop home we have seen@enesis B
Satan’s second speech, in response to his reprddchdwers, continues this focus as
he mentions hell as a home five times in this foxtg line address, though mostly in
unflattering terms—it is a “helle ham” [“hell homg88), a “haeftum ham” [“bondage
home”] (91), an “atola ham” [“terrible home”] (95 “walica ham” [*woeful home”]
(99a), and a “dimman ham” [“dark home”] (110b). &atharacterizes his dwelling as a
terrible place, but nevertheless his home, an éspepoignant attitude in contrast to the
eard[“native home”] he has lost (92a) and will neverdranted again (115b). Satan’s
language for hell continues in this vein, evennraig to hell as a “sidan sele” [“wide
hall”] (130a), invoking the breadth of heaven, adlas that most precious of structures
to the Anglo-Saxons, the hall.

Control of a homeland is the central issu€hrist and SatanSatan speaks of
hell only in terms of the degree it functions dsae to him. He also speaks of his

rebellion in heaven this way: “0a geweard usic aetvoldon swa / drihten adrifan of
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pam deoran ham, / cyning of cestre” [“then it waisUs that we wished to drive the lord
from the beloved home, the king from his city”] @b56a). In the last part of the poem,
Satan tempts Christ with dominion over the eartth@ren offers “burh and breotone
bold to gewealde, / rodora rices” [“the city andda home of heavens’ kingdom to
rule”] (686a-87a). This temptation is for a wideneland, over earth and heaven, but
Christ refuses, instead commanding Satan to reétulnis own hellish home and measure
it:

Wite pu eac, awyrgda, hu wid and sid

helheodo dreorig, and mid hondum amet.

Grip wid paes grundes; gang ponne swa

000eet pu pone ymbhwyrft  alne cunne,

and aerest amet  ufan to grunde,

and hu sid seo  se swarta edm.

Wast pu ponne pe geornor  paet pu wid god wunne,

seoddan pu ponne hafast handum ametene

hu heh and deop  hell inneweard seo,

grim greefhus.  Gong ricene to,

&r twa seondon tida agongene,

paet du merced hus ameten haebbe (698a-709b)

[Know you also, accursed one, how wide and broadtrrible hell-hall

is, and measure it with your hands. Try to geh®liottom; go then until

you know all the region, and first measure from tmpottom and how

wide the black air is. You will know then betteatlyou struggled with
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God after you have then measure with your handshiglwand deep hell

is inside, grim grave-house. Go quickly to it beftwo hours are gone, so

that you have measured your designated house.]
Part of Satan’s punishment is the act of measuréllg so that he might know and suffer
every inch of i®’ This hellish domain, however, does not follow tiseial metaphors for
hell, apart from its being Satan’s home. No longgrow and constraining, this hell is
immense, with heights and depths of a “hund puséndia gemearcodes” [“hundred
thousand miles measured”] (720b-21a) from hell'srdo the bottom. Despite Christ’s
repeated order to measure the width and breadiblbtthis distance seems to be
vertical, from top to bottom. The path of measuweld be only sloping mildly down,
thus yielding hell's width, but this is not cleaoim the poem. In any case, the land Satan
can control is marked by extremes of depth at lbsecofChrist and SatanWhy hell
should develop this feature is unclear, but coeichpps have to do again with distance
from earth, with the physical implying the spirituar hell’s size could reflect the
number of potential sinners to inhabit it. Eithaterpretation presents a hell that looms
ominously without boundaries, not painful so muehifs bondage, but for its isolation,
openness, and threat of exile, a condition of gegabr in the literature of the Anglo-
Saxons.

Other Old English poems feature references tothatichoose from the available

metaphorical features of the place outlined aboyaottray a more narrowly focused

conception of hell, but they can also develop émets or unexpected attributes of the

%7 Tom Hill finds no biblical, exegetical, or apochad source for the idea of Satan measuring hell
(“Measure” 410-1); Hill proposes then that this ecoand is a parody of the godly role he seeks topusur
(412). Instead of functioning aseotod an Old English epithet for God that literally medmeasurer” as
it captures God’s creative power, Satan must measgrown, more limited domain (412).
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place.Descent into Hellfor example, portrays hell almost exclusivelyadsrtress. This
Exeter Book poem recounts Christ’'s harrowing of &ér his burial: “wolde heofona
helm helle weallas / forbrecan ond forbygan, paergd prym / onginnan reafian” [‘the
protector of heaven intended to shatter and berd bpll's walls, to start to plunder the
host in that fortress”] (34a-36a). This hell iurh, a fortified enclosure, with protective
walls containing its host. Christ’s approach yieddbmission of the place itself: he
would not need to lead armed men “to pam burggeatuac pa locu feollan, / clustor of
pam ceastrum [“to those fortress-gates, but thiesléell down, bars from the city”] (38b-
40a). This hell is a home of sorts, though a nmjitane, but more like a prison with bars
to keep its occupants in. A more powerful imagentjst the opening of a prison, the
destruction of a fortress-city puts Christ on tieel of warrior king, elevating and
appropriating his action to that of heroic literattP® Depicting hell as a fortress is a
rhetorical strategy to help illustrate Christ's mor®

The two Old English poems calldddgment Dayach feature a description of
hell. Judgment Day, Ifrom the Exeter Book, gives a tidy encapsula(it8+29) of the
Anglo-Saxon hell we have seen so far: hell is g/f{@8b), hot (22b), narrow (22a),
locked (20b), a home (24a), low (24b), and darkb{20a, 26b). Nothing unusual or
highly focused stands out in this description. @@ ather handJudgment Day |la

longer poem from CCCC 201, presents a more develtvpatment of hell (187-246)

8 Jessica Brantley argues that this poem is actuallgeroic, “a remarkably peaceful vision of divine
triumph” (45), with its absence of “the usual miaehy of epic battle or even a characterizatiothef
Adversary” (45). She asserts that “[t]his triumplekplicitly spiritual and not physical” (46). Theeslaims
do not ring very true to me—the emphasis on hedl fmtress with walls and gates strongly evokespiaf
battle. There may be no physical battle involvad,lwould say that Christ’s triumph is explicitly
architectural, with the intrusion of a space tresaclsign of his physical power.

259 This passage fromescent into Helechoes Psalm 85.13: “eruisti animam meam de infertremo”
[“you have dug up my soul from the outer hell”].
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with one particularly interesting focus: “paer stmsorge setsomne gemenged / se
prosma lig and se prece gicela, / swide hat anidi tedie tomiddes” [“there, for grief,
the fire of smoke and the force of icicles, very &id very cold, are mixed together in
hell's middle”] (191a-93b). This emphasis on th&remes of climate and temperature,
repeated immediately (194a-96b, 206a), reflectsithgle reference to cold Benesis A
(42a). Extreme heat and cold are of course botifydadbrments, but the reason this
poem should juxtapose them so is perhaps a cruetipaf judgment for the damned—
they once had the choice of good and evil, were feparated from the good, and now
have another choice, though each option, hot alt isoequally painful.

The “Whale” poem from the allegoricBhysiologusntroduces another aspect of
hell. The poem speaks of the whale, itself an altedor the devil, who “helle seced, /
goda geasne, grundleasne wylm / under mistglondepfived of good, seeks hell, in the
bottomless surging water, under the mist-gloom3n47a). Later the poem relates how
the whale “helle ontyned” [“‘opens hell”] (68b) addlivers its captives “in pam
feestenne” [“into the fastness”] (71b) and “set palwyme” [“into the whirlpool”] (73a).
Hell being deep and violent under the water anétraess is not only consistent with the
allegory of this particular poem, but it is alsafpetly in keeping with the understanding
of hell found elsewhere in the poetry, as we haansThe location of the water as
hellish, however, is something we have not yet entared in Old English poetry. But
this conception is not uniquely conditioned by libeal allegory of the poem since it does
appear in prose texts.

Water is involved in the Anglo-Saxon vision of hiedm Blickling Homily 17, a

sermon occasioned by the dedication of a chur@atot Michael. This homily includes
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a vision of hell based on théasio St. Paulian apocryphal apocalyptic text from the 4th

century:
Swa Sanctus Paulus waes geseonde on nordanweasdeenpiddangeard,
paer ealle waeteru nider gewitad, and he paer ge$eradam weaetere
sumne harne stan. weeron nord of dam stane aweawéde hrimige
bearwas, and daser weeron piestru genipu, and undesfasme waes nicra
eardung and wearga. he geseah paet on dam clifed@mgn dam isigean
bearwum manige swearte sawla be heora handum gedusxd pa fynd
para on nicra onlicnesse heora gripende weaeronsswaaraedig wulf.
And paet weeter waes sweart under pam clife neoddrhetweox pam
clife on dam weetere waeron swelce twelf mila. Andrioda twigu
forburston ponne gewiton pa sawla nider pa pe omtdagum hangodon,
and him onfengon da nicras. Bis donne waeron daaspavbe her on
worulde mid unrihte gefirenode waeron, and dees mofgswican aer
heora lifes ende.
[So Saint Paul was looking into the northward éthis middle-region,
where all the waters depart down, and there heosawthe water a
certain hoary stone. And there were grown nortthefstone very frosty
woods, and there were dark mists, and under time st@s the dwelling of
monsters and evil-spirits. And he saw that on tlietbere hung in the icy
woods many black souls, by their hands bound, badi¢nds in likeness
of the monsters were gripping them, like a greedif.vAnd the water was

black under the cliff from below, and between th# and the water were
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about twelve miles. And when the branches burst the souls departed
down there who hung on the branches, and the nrsnsteeived them.
These then were the souls who here in this worle weade sinful with
injustice, and would-not cease it before theirdifend.]
This version of hell is located in, or very nearttas world, in its extreme northern parts.
The prevailing characteristics of this hell arettiepoldness, and wetne€8 The depth,
even at twelve miles, is no surprise, as it is@ssbat, though it can be reached from the
earth, hell is another space distinct from thatimch we live. While the source material
from theVisio St. Paulrepresents a different culture, its images woae$pecially
appropriate for the Anglo-Saxons. The cold andaligtate would seem to represent
hardship more familiar to the Anglo-Saxons, who lddae unlikely to have experienced
an earthly cataclysm of fire, such as a volcanipton, or intense heat. The physical
dangers of England, a northern land surroundectbywould be expected to involve
things like cold and water, and would therefore enekective rhetoric for a homily
treating the horror of hell. Hell is a cold and vpédce.
This cold and wet hell survives in the poetry bed/time allegorical “Whale” and

the odd line of biblical vers&* though in an indirect way. The passage from Biikl

20 Bede’s “Vision of Dryhthelm” iistoria ecclesiastic#.12) also portrays a hell that is dark and
alternatively hot and fiery and cold and icy. Semi@l Anlezark’s account of “The Fall of the Angeis
Solomon and Saturn”Ifor a review of the Anglo-Saxon belief in a cdidll (129-31).

#l\we have seeBenesis Aeferred to the cold (43b), but so d@wist and Satar§l31a, 635b).
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Homily 17 is widely thought to have inspired thesdaption of Grendel’'s mere in
Beowulf?%?
Hie dygel lond
warigead, wulfhleopu, windige naessas,
frecne fengelad, 0daer fyrgenstream
under naessa genipu  niper gewited,
flod under foldan.  Nis peet feor heonon
milgemearces paet se mere standedg;
ofer peem hongiad  hrinde bearwas,
wudu wyrtum feest  weeter oferhelmad.
paer maeg nihta gehwaem  nidwundor seon,
fyr on flode. (1357b-66a)
[They guard a secret land, wolf-slopes, windy haad$, dangerous fen-
paths, where a mountain-stream departs down uhdealitfs’ mists,
water under the earth. It is not far from here iterdistance that the mere
stands; over that hangs ice-covered trees, a womalgsof root covers
over the water, where one may each night see exilders, fire in the
water.]
The lake where the Grendelkin live is a cold plaaé) fire on its water. And earlier, the

poet refers to Grendel as “feond in helle” [“an myen hell”] (101a)*°® For the

%2 35ee Hugh Magennis (134-35) for a useful survethefevidence for and problems with this association
Magennis (135-38) and Anlezark (“Poisoned Placasgjle for a classical source for this section of
Beowulf, following Vergil and an Avernian tradition

23 The translation of this phrase is not without peats, as many seek to avoid the positional impboat
of the literal sense. See Malcolm Andrew’s “Grenddtell” for a review of this debate, as well as h
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description of his home, the poet invokes the imaideell by blending a number of its
available images and metaphorical structures tovdweming infernal effect. The
understanding of hell as cold, wet, deep, low, f&ary combines with the metapheeLL
IS A HOME (as Grendel and his mother make their abode th&he) major Old English
metaphor for hell which is missing Beowulfis HELL IS A PRISON likely because the
monsters are anything but trapped there. Theirifielhe that cannot contain their
depredations, as the Danes of the poem know aliv&b Even the hiddenness of the
mere lends it a hellish quality in its echoes @& Batristic uncertainty of the location for
hell 2°* This poetic example, while not literally a hetosvs what use a poet can make of
the metaphors to communicate feelings and assocgasiubtly and efficiently. Making
this monstrous home a hell, confers upon Grendg&hamother the status of devil,
granting their involvement in the affairs of thendty Danes a grander cosmic
significance—this is no ordinary feud, but someghdownright hellish, with the fates of
souls at stake.

A Middle Earth: Safe House or Wide Plain?

The two spaces of creation we have already disdubsaven and hell, are
abstract concepts which require metaphor to gigentthe substance necessary to be
understood and even considered to be real. Theasadfi the spaces which these two
places take the form of tell us something abouit tenceptual, theological, and

rhetorical uses. But there is a third space ofithegined cosmos that is not

solution that the line invokes the patristic nottbat “the nature of hell and the mentality of Hiener” are
connected (408), so that, much like Milton’s Satarendel carries hell with him (409).

%4 Fabienne Michelet notes the cave’s occupying fiisg and ambiguous place in Beowulf’s poetic
geography” (82), which she claims works for thefasion between the worlds of men and of monsters
(82-3), the hall and thenti-hall (84), order and chaos (91).
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fundamentally an abstract place—the earth is a realy very physical space. The
Anglo-Saxons likely would have considered all thieaeels of creation real and physical,
of course, but they must have understood this worlie something different due to its
everyday and immediate availability to the sen¥s. Anglo-Saxons were certainly
interested in the world around them. In the opeminigisHistoria ecclesiastica gentis
anglorum Bede defines the land of Britain, reporting @sdth of 800 miles, its breadth
of 200 miles, and its total coastline of 3600 m{l&4). He continues to explain the
productive capabilities of the land—its grain amalter, its pastures, its rivers and
springs, its metals and its cities (1?4)This practical representation of the land with its
precise dimensions and economic values, howevaagtithe way that the earth usually
appears in Old English poetry. The “real” worlgust as susceptible to metaphor as the
“imagined” worlds of heaven and hell.

According to Jennifer Neville, however, the Anglex®ns did not even have a
term or concept for what we call the natural wotlldey do of course deal with the
elements of what we call the natural world, buta®tlearly distinguished from the
supernatural or the human. Anglo-Saxon naturalestations represent human
constructions like religion, though not in a vepherent manner (considering five
centuries of writings, from multiple traditions)eille explains:

What emerges is that the representation of theifabtvorld’ is never an

end in itself and is always ancillary to other ssult acts as a literary

25 Catherine Clarke warns us: “Although later medi¢gats and modern critics look back to Bede as
authoritative point of origin, his description ofitain is already a complex and fraught nexus of
intertextualities” (5). Bede’s Britain is thus “tidealised, commodified, colonial landscape” (Shdrely
cite Bede as one example of a kind of represemtdgiothe world to serve as contrast to more absaad
poetic ones.
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device, used to define what were apparently mopomtant issues: the

state of humanity and its position in the univetke,establishment and

maintenance of society, the power of extraordimatyviduals, the

proximity of the deity to creation and the abildfywriting to control and

limit information. (18)
Neville confirms Howe’s claim that the world as geated in Old English texts is a
value-laden construction, based only loosely omptinesical world surrounding the
Anglo-Saxons. They are both right, but | will ati@no show that there were several
standard metaphorical versions of the earth whiehAnglo-Saxons poets called upon
for particular purposes in their WOorkSEARTH IS A MIDDLE, EARTH IS A BUILDING, and
EARTH IS A WIDE PLAIN.?%®

In Ceedmon’s Hymrthe world that God creates for men is called ‘thalggeard”

[“middle-region”] (7a). This designation appearsreithan any other in the corpus to
refer to the earth as part of Creation. Countihghatances of variant spellings, the term
occurs 1744 times, mostly in prose, though faidgnmon in the poetry too.
Middangeardwas the default way of talking about this worldddahe components of the
term are revealing. The alternating spellings efgbcond elemergeardandeard are
distinct words, according to the DOE, but theirsseaverlap a great de@eardis
primarily a “dwelling-place, enclosure; home, albbg, but also a “country, region,

district” (2) and even a “fence, hedge” (Bard, the more common word in the corpus, is

% n Nicholas Howe's three-part division of landseamtegories—inherited, invented, imagined—the
metaphors | propose operate mainly in terms ofrttegined: “To imagine a landscape is to relate the
features of one’s topography to one’s psychologacal spiritual lives; it means that the seemingiple
distinctions between the ‘in here’ of the self dinel ‘out there’ of the landscape can sometimesbgsed
or confused for expressive purposes” (“Landscafdg’ 9
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foremost a “dwelling-place” (1), with a frequentissense of a “country, region, native
land” (1.a), and secondarily a “circumscribed arekand” (2). These words have in
common the sense of a dwelling place, especiakkyanthe large scale of a country.
Thus the earth as some kindgafardis understood for its capacity to serve as theepla
where people live, on a large scale. The first elenofmiddangeardsignifies a middle.
It should be clear now that this middle refersne structure of the Christian and Anglo-
Saxon cosmos, locating the earth vertically in leetmvheaven and hell. There are
obvious theological and metaphorical reasons figrtigood (heaven) is up, bad (hell) is
down, with we on earth given the opportunity to m@wne direction or the other. But one
would suspect that the term pre-dates the convetsi€hristianity and thus conveys a
different sense of centrality. Another reason Fa insistence on the identity of the earth
as a middle space could be related to the same séesaclosure we see over and over
again in these metaphors for abstract conceptsadusaven and hell are enclosures, be
they cities, buildings, or prisons, the earth islesed as well. Being in the middle
necessarily implies something surroundindvitddangeardsuggests that the
surroundings are heaven and hell in a Christiatestonbut some other, not clearly
defined realms surround the anthropocentric eartiniearlier sense of the term, likely
related to the Old Norse realms of Asgard and Jaim. In both systems, though, the
earth is a space both well-defined and well-pretct

Earl Anderson identifies a second way that thehe@ah be represented
metaphorically: “the natural world can be describethg architectural terms” (70);
fortresses, halls, roofs, and doors populate adsafrthe natural world in Old English

poetry (71-72). We've already seen these architakteatures applied to heaven and
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hell, but they occur in the natural world of thetkas well, and, like the notion of being
in the middle of Creation, also suggest a verymgfe and protective outlook. The
prototype most often cited for this conceptionhad tvorld is Bede'’s parable of the
sparrow from théHistoria ecclesiasticawhen King Edwin considers adopting
Christianity, one of his advisors urges him on:
[W]hen we compare the present life of man on eaith that time of
which we have no knowledge, it seems to me likesthit flight of a
single sparrow through the banqueting-hall whene @ sitting at dinner
on a winter’s day with your thegns and counsellbréhe midst there is a
comforting fire to warm the hall; outside, the stgrof winter rain or
snow are raging. This sparrow flies swiftly in thgh one door of the hall,
and out through another. While he is inside, heafe from the winter
storms; but after a few moments of comfort, he sla@s from sight into
the wintry world from which he came. Even so, mppears on earth for a
little while; but of what went before this life of what follows, we know
nothing. (2.13)
In this vision, life is like a hall, with all ofstcomforting warmth and protective
enclosure. Bede equates life with the earth indtasy, noting that people appear “on
earthfor a little while,” but do not know what came be# thislife. The wintry storm
outside the hall is the part of cosmos unknowrhéogagan Anglo-Saxons, but even
though the storm replaced in Christianity with Heaven and hell we have already

discussed, the structure of the earth as a hallitding remained in Anglo-Saxon poetry.
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In fact, we have already seen a common reflex®EARTH IS A BUILDING
metaphor in our discussion of heaven. One of thgswawhich heaven is portrayed has
implications for the structure of the earth as Wbt only is the protective fortress of
heaven a fastness, Maenesis Anentions an earthly space “under feestenne folofe i
[“under the fastness of the peoples’ roof”] (15B)is fastness equates that heavenly
structure with a roof for the people, and it istg@ommon, even formulaic, to refer to
heaven or the sky as an upper cover for this waddye noted i€sedmon’s HymmnThe
Old EnglishGenesigloes this three times: in the creation story gited (153b), in
Satan’s speech of temptation, when he says he kneWsheah heofona gehlidu” [*high
heavens’ lids”] (582b), and in God’s actions aftex Fall, when he is said to let be
“hyrstedne hrof halgum tunglum” [“the roof adorn&dh holy stars”] (956). The implied
metaphorHEAVEN IS A ROOF, is consistent with the idea that heaven is agptd@a
metaphorically physical nature—in addition to @aadiscape and fortifications, its bottom
is a solid, protective feature as well. It is aterasting question to consider what this
metaphor says about the relationship between heaneearth. On the one hand, it treats
the earth as meaningful only with respect to heaVée repeated “under” formula
always keeps our attention on the overall struabfi@eation and the relationship
between its domains, subordinating the earth tedrea a move of proper Christian
devotion and submission. On the other hand, toidenkeaven to be the earth’s roof
actually subordinates the former to the latter—ef r® only one component of a
building. If it consists of everything under a rptife earth would seem to be the more

important part of the cosmological structure.
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The expression “heaven’s roof” actually say moreuwtlthe earth than heaven. A
HEAVEN IS A ROOFmetaphor must follows from a metaplE@RTH IS A BUILDING. Bede
even compares God’s creation of the universe tadhstruction of a building in his
Genesim“when we build a house, at the beginning of titewe prepare the building
materials, and after this beginning we dig down ihie earth; then we set stones into the
foundation, and then we build up the walls withngscourses of stone; and so,
progressing slowly, we come to the completion efwork that has been planned” (68).
Creation for Bede is like a the building of a hatfeDld English poetry makes this
connection more explicit with such metaphorsiBsVvVEN IS A ROOFandEARTH IS A
BUILDING. Caedmon’s Hymmather explicitly articulates the creation of thierld as for
the benefit of men: “The two dative forniearnumandfirum, indicate that the divine
creative act is undertaken for mankind” (4%)Earth is a building, made by God as a
fixture of Creation for the protective and defin@ibenefit of human beings.

A third way to talk about the earth in Old Engligbetry is in terms of its
wideness. Not exactly a metaphor, because of ttualaexperience of living in the earth,
the idea that the earth is wide appears over aadapain in Old English poetry. At first,
this one might seem to contradict the other twoamiedrs. BRTH IS A MIDDLE, however,
says nothing about its horizontal dimensions, ipgstertical ones—heaven above and

hell below. There are no necessary boundariesenitles here.ARTH IS A BUILDING

%7 Jennifer Neville explains: “In his commentdryGenesim... Bede compares the creation of the
universe to the human act of constructing a bujjdimuch like the Old English poetic vision of the
universe as a structure with a timbered roof” (67).

28 Michelet considers Old English creation storiebéaanthropocentric orderings of the world: “These
descriptions should be recognized for what they rmaenely, representations of a desirable orgaoinaif
the world, of order, and of fitness as the Anglo«B® conceived of it” (38).
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adds these sides, however, as building structasggcially protective ones, must have
walls. Calling the earth wide ignores this aspéareation in its emphasis on the vast,
empty space of the world, so big it seems endles#terrogate the idea of the wideness
of the earth, I'll return to the Latin Vulgate abasis for understanding this conception of
the earth. From dark, vacant depths [“abyssi’] X1Gbd makes the earth [“terram”]
(1.1), gathers water to make dry land [“arida”[7(] creates vegetation (1.11), then
animals in the water (1.20) and on the land (1.Z4)s account is another sketchy one,
not relying on any details to qualify the eartrergfore allowing the vagueness to be
filled by the individual’s experience of the world.

The Anglo-Saxons did things a little differentlygwever, giving some more
definite shape or restricting aspect to the e@tmesis Aexplains God'’s original
creative act as bringing the earth from “pes widand” [“this spacious abyss”] (103b),
which “stod deop and dim” [“stood deep and darkQ4a). This language, with its deep,
dark abyss, points to the Old English hell, sugggghat the earth was built on top of
that space. What God creates over the hell-like€&“pis rume land” [“this roomy
land”] (114b), though the “folde wees pa gyta / gteegrene” [“‘earth was then yet un-
green with grass”] (116b-17a) and “garsecg peabtegeart synnihte, side and wide”
[“dark, perpetual-night covered the ocean, broathaile”] (117b-18b). God then
commands light to come forth “ofer rumne grund”jéo the roomy ground”] (123a) and
watches the shadows depart “geond sidne grundrdtiifhout the spacious land”]

(134b)?*° One qualifying detail for the earth stands outhewidth. The roughly

9 Jennifer Neville reads this account of the Crentis generally antagonistic due to its negativguage
akin to that of the poetry of hell and exile—Goawis his creative power by triumphing over chao9.(59
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synonymous adjectivesim [‘roomy, spacious, ample, extensive”] (BT $)d [“wide,
broad, spacious, ample, extensive”] (BT 1), and [“wide, of great width, broad”] (BT
1), saturate these descriptions of the earth, Bethand lan&° The nouns point this way
as well:land, apart from distinguishing material from water ang suggests a large
expansegrund, apart from signifying depth, can also mean thetgd, (a portion of)
the surface of the earth” (DOE E); anddeis “the earth, the ground” (DOE 1),
especially “as a surface” (DOE 1.a), as well assiéweh on a large scale (DOE 3).

The earth is a huge, flat place for the originaltion of the world iltsenesis A
but also in other poems containing creation scemkich Michelet identifies as “a
literary topos in Old English poetry” (37). For exple, The Order of the Worldhentions
how God created “heofon ond eordan / saes sidnalgfthreaven and earth, the sea’s
wide bottom”] (39b-40a); anflaxims Ifrom the Exeter book says that God created
“eardas rume” [“spacious lands”] (15b). It is notlypCreation stories that reflect the idea
of the earth as this broad placeJiriang the poet describes the kingdom of the Roman
emperor Maximian: “waes his rice brad, / wid ond vé¢io ofer werpeode, / Ilytesna ofer
ealne yrmenne grund” [“broad was his kingdom, wade worthy over the nations,
nearly over all the great earth”] (8b-10b). Otheems mention its wideness whenever
the earth is mentioned incidentally. @enesis AGod says to Noah that he will release
his flood over the “widre eordan” [“wide earth”]320b), and to Abraham that he should
travel in the “brade foldan” [“broad earth”] (1752&xpansiveness of space suggests

expansive power for those who create or controfitrm God to Roman emperors.

270 Another closely related term we will encountebiiad [“broad, wide, then opposite of narrow; vast,
extensive, spacious”] (DOE 1;3).
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This wide earth does not seem consistent with theranetaphors that privilege
earth’s definite placement within a larger cosmalabscheme and its enclosed and
protective nature. These earths, | believe, reflegieties about the Anglo-Saxons’
identity as a people and a Christian nation—theyupyg the earth, safely in the middle of
the cosmos, with firm boundaries above and below,their earth is a building
constructed for their benefit! So how does a wide world fit in with this genesehema?
Does spaciousness not imply the constant threahoftile and threatening world all
around? Is this earth not the space of exile? lldveuggest not. The wide earth is seldom
filled with anything threatening in its linguistotontext, which contrasts with the
language of exile which does express a dangerodsdapé’? In exile, though the
subject has none of the joys of hall and peopletp him company, the world is filled
instead with ice, water, storm, cliffs, birds, &t&These things which fill that world are
all dangerous threats or painful reminders of whédst. The wide open world is free of
these dangers; with nothing explicitly filling there is more potential to this neutral
environment. Perhaps, conceptually, it is not ea@open as might appears. The

emphasis on the spaciousness of the world craade¢ling that something, not just

"1 Fabienne Michelet would agree: “The sense of sptaatecan be reconstructed from creation scenes as
narrated in Old English verse suggests an insgcaiibut boundaries, a constant fear of the outside
(considered as a threat), and an anxiety to sema®y thing in its proper place. For, when encleswand
limits weaken, chaos prevails and the world is &vally destroyed, invaded from the outside or diseg

as a result of internal antagonism” (63-64).

272 Ruth Wehlau provides a good overview of the refathip between landscape and interior misefjhia
Wanderer(“Seeds of Sorrow” 5-9)

23 See Chapter Il for a discussion of the landscéexite in the Old English elegies.
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empty space, always surrounds the individual ostiety—the earth itself. This too is a
kind of protection and even comfdtt.
The Anglo-Saxon world is always enclosed, certalmjyGod, but even by itself.

The opening oChrist and Satamttests to God'’s role in surrounding the eartleciohe
ymblyt clene ymbhalded / meotod on mihtum, and atigdangeard” [‘the Measurer in
his might encompasses completely the deep éiraad all the middle-region”] (7-8).
The two Creation riddles from the Exeter Book (40 &6) present earth in a self-
contained fashion, though preserving its widen€ks.more succinct Riddle 66 reads in
its entirety:

Ic eom mare ponne pes middangeard,

leesse ponne hondwyrm, leohtre ponne mona,

swiftre ponne sunne. Saes me sind ealle

flodas on faedmum  ond pes foldan bearm,

grene wongas. Grundum ic hrine,

helle underhnige, heofonas oferstige,

wuldres epel, wide raece

ofer engla eard, eorpan gefylle,

ealne middangeard ond merestreamas

side mid me sylfum.  Saga hweet ic hatte.

27 Rafat Borystawksi explains a similar situatiorhis discussion of the relationship between exterior
world and interior mind: “the apparent chaos of éléerior experienced by man acts as a protectveds,
both portraying and psychologically shielding hiterior from the full awareness of the divine ptard
thus, perversely, it appears as a divine gift takivad” (200).

25t is not known what preciselymblytmeans. The individual elements mean “around, dl{guib) and
“little, few” (lyt), which has given rise to translations from “citt(R. Gordon) to “expanse” (Kennedy). |
translate “circle” to give a slightly ambiguous serof enclosure.
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[l am greater than this middle-region, lesser thdand-worm, brighter
than the moon, swifter than the sun. The seas atelrsvare all in my
embrace and this earth’s surface, the green pleioach the depths,
descend beneath hell, ascend over the heavengsghome, widely reach
over the angels’ home, fill the earth, all the niédcegion and sea-streams
widely with myself. Say what | am called.]
The answer to this riddle is Nature or Creatiort,rmte its reflexivity. It is and is not
bigger than its own components—heaven, hell, etdrgurrounds the earth in a bosom or
embrace (3b-5a), but also fills the earth withlité&b-10a). Even though the earth of the
riddle is clearly wide, as suggested by the “wondgdains”] (5a) and adverlwide
(10a), it is enclosed and contained by the mattr¢composes it and the structure of
creation it is bound within. It turns out that wiskss is comforting, even desirable, as
Beth Newman Ooi also argues in examining four QidIEEh poemsGenesis B vision
of Eve,Christ and Satass third temptation of ChrisGuthlac As trip up into the air, and
The Seafarés wandering mind all offer a wide space as andhpé desire and power.
These visions are all temptations that confer sdeggee of God’s observing power over
the world to the vicarious viewers.
There are times when the earth is depicted witbdogphical detail, but this
detail is always rhetorical in nature, meant to bagize some issue of power or

identity ?’® Examples from a couple of poems will give a tasteow the earth is used by

278 Much has been written on the use ddéeus amoenum Old English poetry, so | will not treat it here

see chapter two of Catherine A. M. Clarkeiterary Landscapes and the Idea of England, 70001(86-

66), John Howe's “Creating Symbolic Landscapes: igteal Development of Sacred Space” (210-12), and
chapter six of Hugh Magennidisages of Community in Old English Poeft8-43) for recent

treatments.
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the poets to comment upon the subjects of the poEhesExeter Book’€hrist Il is also
calledThe Ascensiodue to its treatment of Christ’s ascension to kaawhich the poet,
Cynewulf, treats as the final of several leaps lofi€® that aid our salvation. Human
beings, while on earth, can capture and contaitiggar of grace in the gifts they receive
from God; many of these gifts involve negotiatiaispace. One even seems to grant
that godlike power of knowing the wide world whisle have just discussed: “sum con
wonga bigong / wegas wid-gielle” [‘one knows theise of plains, wide-spreading
ways”] (680b-81a). But it is Christ who makes muose of the earth to demonstrate his
power and activities with us on earth:

Cud paet geweorded, paette cyning engla,

meotud meahtum swid, munt gestylled,

gehleaped hea dune, hyllas ond cnollas

bewrid mid his wuldre,  woruld alysed,

ealle eorobuend, purh pone apelan styll. (A)5-1

[It will become known that the King of angels, ti@asurer strong in

might, will spring up a mountain, leap high hiksjcircle hills and

mountains with his glory, deliver the world, alrgadwellers, through

that noble leap.]
The salvific activity of Christ is mapped onto mawent over a landscape. Each jump
from or over one high hill to anotHéf is a particular event in his life: his incarnation

(720a-23a), nativity (723b-26a), crucifixion (728Ba), burial (728b-30a), harrowing of

"7 This image of jumping about hills and mountainaldalerive from Song of Songs: “vox dilecti mei
ecce iste venit saliens in montibus transiliengesd[[“the voice of my beloved, behold, he it contesping
on the mountains, jumping across the hills”] (2.8)
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hell (730b-36a), and ascension (736b-43b). Cynethelh exhorts each Christian to
make such leaps so that they might ascend “to pdostén hrofe” [“to the highest roof”]
(749), or heaven. What effect does this renderitesacred actions of Christ, and even
our own holy works, as jumps over a landscape h¥vepis the world, usually flat and
wide, now full of hills and mountains? It strikegnhat poetically raising up high places
on the earth highlights the extraordinary event€lofist’s life (and our potential for
similar acts). Christ’s divine presence on this@iters the very topography of the
default wide, flat earth. It is as if the earttelfds stretching up toward heaven as Christ
makes his mark upon the very earth. Since Cynewvalidience would know the default
status of the world to be wide and flat, plantingumtains in the earth for these actions
elevates their associative value by placing thesaeri to heaven—stepping stones, as it
were, to God. Christ’s leaps just make him alli@re powerful as he playfully traipses
over vast heights and distances—the world, evéts topological extremes, is no trouble
for God?"®

When this earth is meant to be threatening, ibis &s | have said, the bare fact of
its expanse that makes it so, but what dangersl ddiuhe expanse—cold, water, and
rocks in the elegies, for example. There is onet@adel way authors of Old English
poetry communicate dangers in this wide world—wastéd that is designated
specifically as empty, desolate, deserted, and witthngerous. Such land,
communicated by the OE term&steandwestens most famously at issue in the Old

English Guthlac poems. The question of control akrerland has been well discussed

2’8 These mountains Christ leaps from could be exasmpflevhat John Howe calls sacred centers, which
“combine[] a symbolic physical point with its asged social and religious constructs” (214).
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with respect taGuthlac A2

as the battle between Guthlac, along with his knge
protector, against the demonic forces over Gutklaoul is articulated as a battle for the
control of space; Guthlac builds his hermitage wast wilderness, formerly controlled
by the demons, and repels their attempts to bre&dhorders, both physical and moral.
Not nearly as much has been said alauthlac B though it actually does something
very interesting with the concept of the earthCimewulf’'s version from the Exeter
Book, the titular saint'eard[‘home”] (897b) is said to occupyvaestenne
[“wilderness”] (899a) where devils assail him. Cyundf explains that “sippan he on
westenne wiceard geceas” [“afterwards, he chosereehn the wilderness”] (935). The
land is given no features other than simply beiagteland. It is not actually important
what is really in that landscape because its fonciiswestens due rather to the
affliction of the devils who torment Guthlac asikealying. It is a symbolic, spiritual
wasteland. Guthlac’s repeated admonitions aboupldeement of his body after death
attest to the actual value of the earth. He saysgstonnamed servant, “sceal pis
sawelhus, / faege flaeschoma, foldaerne bipeaht”d&th-dwelling must cover his soul-
house, fated flesh-covering”] (1030b-31b). Guthkiterates, commanding his sister be
told to inter him:

paet heo pis banfeet  beorge bifeeste,

lame biluce, lic orsawle

29 gSee, for example, Scott Thompson Smittesd and Book: Literature and Land Tenure in Angkmxon
England(191-213), Stephanie Clark’s “A More Permanent ldtand: Land Tenure iGuthlac A” David

F. Johnson’s “Spiritual Combat and the Land of @aniaGuthlac A” Alfred K. Siewers'’s “Landscapes of
Conversion: Guthlac's Mound and Grendel's Merexggdssions of Anglo-Saxon Nation-Building,” Hugh
Magennis’'smages of Community in Old English Poefty8-88), Earl Anderson’s “The Uncarpentered
World of Old English Poetry” (71-3), and Paul F.i¢tardt's ‘Guthlac Aand the Landscape of Spiritual
Perfection.”
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in peostorcofan,  peer hit prage sceal

in sondhofe  sippan wunian. (1193-96)

[that she this bone-vessel consign in a barrovk ioclay, body without

soul in a dark-chamber, where it must for a tinterafards dwell in a

sand-house.]
The earth, formerly spoken of in the poem onlyifelemptiness, is now a thing of clay
and sand, which will now protect his body in a fumeal way that defies the
depredations of the demons who devalue the larttidyvery presence. The spiritual
battle is one not only of control over a spaceaofl, as has often been statedGathlac
A, but also a battle for the use and definitionhef ¢arth irGuthlac B

When Worlds Collide: Christ |
The bulk of this chapter has outlined the basiecstires of each of the three

realms of the Christian and Anglo-Saxon cosmoss plaborated on some native
development of the metaphors implied by the tradal language of heaven, hell, and
earth. Since these realms are often articulatddiiédings, one of the entailments present
in the poetry is that of doors or gates, which iegppassage between the domains. We
already know that they are conceptually connedtbdaven is the roof of the earth, and
that hell is beneath the earth, but I'd like toet@kcloser look at how these places are
connected by doors and how passage may be madedretihiem. How these spaces
interact can be very interesting as certain metagpaie called upon for specific purposes.
As a case study, then, | will examine the ExetenlBpoemChrist | to show how these
metaphors can work together or function indepengéntcreate an appropriate design of

the cosmos to fit the poem’s rhetorical arguments.
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Appearing at the head of the Exeter BoOhkrist | is a collection of twelve
discrete but related lyrics we now understand tabstly derived from antiphons sung
in the liturgy of vespers during the season of Adybence the now more common
designation oAdventor theAdvent LyricsEach one begins with an invocation, signaled
by ealain the Old English, which corresponds to the L&ljrthus they are called the
Greater Os and the Monastic Os, depending on diagér of development. Collectively
the lyrics praise Christ, support the coeternityhaf Trinity, and dwell on the incarnation
to explore its mysteries. The lyric which has reedithe most critical attention in the
sequence is a dramatic dialogue presented betweenaid Joseph on the mystery of
her divine role in the incarnation. Abundant aretitiral imagery and metaphor in the
sequence, mostly detailing the spaces of creasanyell noted feature as well. Ghrist
| salvation is spatial: the created world is widd are are vulnerable in its waste, but it is
also paradoxically described as a hell-like prisong also often noted as being under
heaven. Our refuge, the strong, spacious citadaheald seek for protection is heaven,
but also Christ himself, who is unlocked to houseMary is a doorway between spaces,
through which Christ arrives and ushers us intadbimain. Another apparent paradox
arises as Christ enters through Mary, even as Magy within Christ. The poem is
structured by the movement between precisely deftleenains.

Let us first look at the three primary ways thetle@ portrayed in the poem—as
wide, as narrow, and as under heaven. The adjsatidesid, brad, andbryten all
meaning “wide, broad, and spacious,” appear fretiyanross the lyrics, as does the
earth as the inherently wideang[“plain”] or similarly suggestivesceat a corner or

angle (BT I), but also a larger surface of thele@s(l 1V). In Lyric Il, “eal giofu geestlic
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grundsceat geondspreot” [“all spiritual grace sgsetirough the surface of the earth”]
(42). Lyric lll notes:

Sioh nu sylfa pe geond pas sidan gesceatft,

swylce rodores hrof rume geondwlitan

ymb healfa gehwone, hu pec heofones cyning

side geseced (59a-62a)

[See now you yourself throughout this wide creatik@ heaven’s roof,

survey widely around each side, how heaven’s kaeks you going.]
Lyric IV is addressed to Mary, the “feemne freolicaer ealne foldan sceat” [“noblest
woman over all the surface of the earth”] (72), &gdc V to the brightest of angels,
[“ofer middangeard monnum sended” [“sent to merr dlve middle-region”] (105). The
eighth lyric praises Christ as the wisdom whiclongl with God the Wielder, wrought
“pas sidan gesceatft’ [‘the wide creation”] (239byric 1X also addresses Mary: “pu
maera middangeardes / seo cleeneste cwen ofer edfpan, famous of the middle-
region, the purest queen over the earth”] (276%nTime tenth lyric repeats a phrase from
the eighth, again praising Christ, who co-eternigth the Father, set up “pas sidan
gesceatft / brade brytengrundas” [“the wide crealicrad spacious grounds”] (356b-
57a). And in the eleventh lyric, the poet speakthefHoly Trinity as “brade geblissad
geond brytenwongas” [“widely blessed through thacspus plains”] (380). Christ grants
that the “eordoware” [“earth-dwellers”] (382a) came'ordian waldend wide ond side”
[“worship the Wielder widely and broadly”] (394)h& adjectives noted above permeate
descriptions of the earth to emphasize its vastirepositions likefer andgeondalso

give a large sense of scale to this language.fAhese wide-earth passages have
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something in common, as opposed to reference®tedtth that do not point to its
wideness—the presence of God, or some powerfully ératity. Thus, God’s grace
spreads through the earth; God can see all peogieecearth; Mary is best woman on
earth; the sun covers all the earth; God creatadext on earth; all people are blessed
through the earth. Each of these actions involtesdmpleteness of God’s power and
influence through the earth. God is magnified aladifted through the poet’s placement
of his work over an earth that is wide and open.

A second way of describing the eartiGhrist | is as being under heaven, with
that familiar formula. Assuming for the moment thia house mentioned in the opening
lyric stands for the earth, the poet says “nu gefead is, / hus under hrofe” [*now
decayed is the house under the roof”] (13b-14afhéneighth lyric, “nis aenig nu
eorl under lyfte” [“there is now no man under hea@y€219) who can explain how
Christ’s incarnation worked. And shortly after we #old the first thing people knew
which “geworden under wolcnum” [*happened undertibavens’] (226a) was
separating light from darkness. Each of thesegggssis much more limited and
negative in what is happening on the earth—decpgygrance, and darkness. One
exception is a lyric nine note that Mary is the hmaarvelous “hada under heofonum”
[“of people under the heavens”] (286a). In mosesaghough, references to earth being
under heaven are reserved for more human-scalgquasidiian activities.

The most explicit articulation of the earth as ared structure comes early in
the first lyric, in a famous passage which deserithe world as a ruined house, which
Christ the builder must rebuild. Considering thaealseference of what is under the

boundary as the earth, and considering the inerglysenclosed nature of that world, it is
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not difficult to understand the house metaphoncai the world. Robert Burlin certainly
sees it this way in his typological framework whendiscusses Zlfric’s use of the term
husfor the Temple of Solomon, a type for Christ (6¥)hanna Kramer in her study of
the poem’s architectural imagery in the contexthef Benedictine Reform, also supports
this when she identifies a metaphorical continuangmg from the house to the Church
to all Christians to the body of Christ to the widual body. And, of course, the image
recalls Bede’s famous parable of the sparrow.

But the most negative of descriptions for the earthll the lyrics occurs in the
second lyric, which praises Christ’s salvific powehis lyric uses theARTH IS A HOUSE
metaphor, but develops it into an even narrowergnconfining quality to characterize
the world as a prison. The antiphon inspiring thigc begins with the invocation, “O
clavis David” [‘O key of David”], and characteriz€hrist as the one who will unlock
the captive from his prison-house [“de domo cagfgriThe Old English version
similarly speaks of how “we in carcerne / sittadgende” [“we sit sorrowing in prison”]
(25b-26a) as we await Christ who “locan healde@bfitrols the lock”] (19a). The
speaker appeals to Christ to do this for us, fov me@ live “on pis enge lond edle
bescyrede” [“in this narrow land deprived of a hdand”] (32). The idea of the earthly
life as one of bondage in sin and of deprivatioa ¢tfue heavenly home surfaces in these
lines, made explicit with their metaphors for therla as a prison. That this narrowness
is confining or painful is supported by the extethdeeanings oéngewhich include
“anguished, distressed” (DOE 2) and “oppressivanfph grievous, cruel” (DOE 3).
These descriptions and their denotations connet@ahrow prison of hell that we have

seen. To those not yet saved or in heaven, lifielison earth. To put this in conceptual
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metaphorical termsJELL IS A PRISONblends with an earth space to creaie EARTH IS A
PRISON

Though the world is paradoxically both wide androar, it is certainly bounded
and represented as a house or a prison. Metaph@prasentations of heaven in the
poem are similarly complex, as we have seen, tggpie most of those we covered
earlier—it is a kingdom high up, which we see neffitiently in Lyric X when the
speaker refers to the angels who “in roderum up biwitigad” [“watch over the
kingdom up in the skies”] (353). Most important tae lyrics, though, is heaven’s status
as a fortress. In Lyric Ill, Jerusalem is hailed aalled “cristes burglond / engla
epelstol” [“Christ’s fortress-land, native-seatarfgels”] (51b-52a). The place of Christ is
characterized in the compound teoorglondas both a fortress and a land. It is also the
homeland and seat of the angels. These featureedbé heavenly world of the poem,
which is both a fortified city and a land, echothg dual nature of the earthly world,
though not now a prison to keep people in, butredss to keep people out. It certainly
maintains the character of an enclosure as itas sdso callegardgeard(55a), a term
which combine®ard another word for “homeland,” argeard an “enclosed place.” In
fact, the Old English terms for “home” or “nativand,” epelandeard, are used
exclusively to refer to heaven in the poem (321a, %55a, 63a)Christ | relies upon the
notion that heaven is the only true home, whiléresra prison we must escape.

| turn now to the question of how one travels bemvihe realms of heaven and
earth in these lyrics, a move which returns usiéidea of doors and locks. Prisons have
doors with locks that prevent escape, while fogesshave doors with locks that prevent

entry.Christ | identifies these two doors as the same point ségge, just from opposing
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perspectives. In Lyric IX, the speaker explains@ppecy from Ezekiel, but which the
poet attributes to Isaiah. The Old Testament propae been transported and shown
“lifes gesteald / in pam ecan ham” [“life’s dwellifplace in the eternal home”] (304b-
05a). No doubt desirous of reaching such a plaegat looked “geond peodland”
[“through the inhabited land”] (306b), until he ddwsee “aepelic ingong eal waes
gebunded / deoran since duru ormeete, / wundurclambawripen” [“a noble entrance
all bound with precious treasure, an immense deound about with wondrous clasps”]
(308a-10a). Confronted with this vision, the praphendered who could possibly “daes
ceasterhlides clustor onlucan” [‘unlock the lockloé city gate”] (314). It is not entirely
clear where the prophet views this gate from. Habden transported to heaven to view
it and thus looking from its inside out, or is h@ays on earth, as implied fpeodland
[“the inhabited region”] (BT 1), looking at the bréar from without? Whichever the case,
this ambiguity must still suggest that the gatenfeia barrier between two worlds. We
have seen that both heaven and earth have an eddtsacture. Now we see that they
share a boundary other than the fastness whichsférmbottom of heaven and the top of
earth, a gate. The gate is large, decorated anst,importantly, secure. Words for
“locks” and “bonds” and “fastness” permeate thedimround this image. Worried that
the threshold can never be crossed, the prophatishat God will one day pass through,
but lock them behind him so that only God can uklibe gates (317-25).

To this point the metaphor is perfectly coherentavam is a fortress structure
with a very securely locked gate, which also seagentrance into the earth, though
none of us can pass to heaven from this side be@ausearthly structure is a prison.

Heaven and earth are both places, both buildimgspath bear doors. What the angel
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speaking to Mary says next complicates this picitui@ very interesting and
unprecedented way:

pu eart paet wealldor, purh pe waldend frea

a&ne on pas eordan  ut sidade,

ond efne swa pec gemette, meahtum gehrodene,

cleene ond gecorene,  Crist selmihtig.

Swa de eefter him  engla peoden

eft unmeele aelces pinges

liopuceegan bileac, lifes brytta. (328-34)

[You are the wall-door, through which the Wieldexrd alone travels out

into the earth, Christ almighty, and just so mat,yadorned with might,

pure and chosen. So after him the lord of angedshdgcked you, spotless

of everything, with a limb-key, the giver of life.]
Mary is awealldor, a door in the wall—a unique formulation in themaes. This
metaphorical blend imposes the biological functignof Mary as a woman who gives
birth to Christ onto the existing structural schesh#he boundary between earth and
heaven. The blend is apt because the consequetwist's sacrifice is the salvation of
the human race, which is understood as passagetfi@earth to heaven. Worship of the
Christ fulfills this journey. But this movementssll not easy. The boundary between the
temporal and the eternal, between the kingdom a¥ére and the human world, is
characterized as a wall, which is implied by thectural metaphors in general and the
door in particular. Only Christ can unlock the demheaven, which he has locked

behind him after his birth. Referencing both hurhiarbs and architectural elements, this
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act of closure serves as a clear point of corredgace between the literal bodies
involved and the metaphorical structures conveyéhaionship between the two worlds.
It is important that Mary is left immaculate andlnager functions herself as a boundary
between worlds. Any further travel between worldé mave to wait for another means

of passage, which will be accomplished in the sdamming, but that is beyond the
scope of Advent lyrics dChrist I.

This specific image, this metaphor, has been megtarked on, but never
explicitly in the context of the conceptual metagghior the domains of heaven. There
are two primary veins of criticism intersectingla image of Mary agealldor. one
moving away from the figure of Mary towards abstr@tegorical or symbolic concepts,
the other returning to her personal, embodied, eveticized being. Robert Burlin
represents the first approach when he arguesffonly allegorical understanding of the
whole poem, justified by the medieval traditiorre&ding texts, as well as the world,
through a typological lens which perceives corresiemces between the Old and New
Testaments, between the sacraments and biblicate\uzetween the life of Christ and
the life of the individual Christian, and betweehriSt’s life and the end times. The
original metaphor of “the word made flesh” inaugassuch an understanding of the
world for Burlin. He explores the typological resmece of all the sequence of
designations for Mary in Lyric IXcwen[“queen”], bryd [“bride”], hleefdige[“lady”],
brydeagain, and finally the aforementione@éalldor. Mary’s queenship and ladyship are
commonplace in patristic writing, as is the ideaahystical marriage between Mary and
Christ. The wall-door appellation, Burlin links Ezekiel’s vision of “the closed gate”

(44.1-2) that can only be opened by the Lord, wiemtlocks it again after passing
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through; this vision was taken to be a prophecyHtervirgin birth, explaining its
presence in the antiphon which formed the basighisrlyric. The gate is also
typologically linked to the “golden gates of parsai’ bringing together the figures of
Mary and Eve—one closed the gates of paradisesfiaihe other allows them to be
reopened.

Other critics point out that this kind of alleg@iceading essentially reduces
Mary to the merely passive means for allowing Glerisoming and salvific activity.
Mary Dockray-Miller, however, sees some slippagthenmetaphors used for Mary in
the Advent Lyrics Considering that women could have been includdgtie poem’s
audience, Dockray-Miller resists the poem’s metajgabrendering of Mary as what she
calls “a grotesque allegory of a giant, locked wagthe gate through which only God
can pass” (44). She then points us to the end ot I, where the collective speaker
takes hope because, “nu we on paet bearn forantbreasariad” [“Now we look on the
child before your breast”] (341). In this intimaterspective on the nativity scene, Christ
must rely on Mary for sustenance at her breastki2zgeMiller insists that “typology and
poetry cannot quite eradicate the fact that Mamyaternity, epitomized in the nativity
tableau and in the closing reference tohrdr[her “womb”], is based wholly in her
body” (47). Mary gains power through her body,lesactive giver of nurturance.

The Advent Lyricssupport both of these readings, though | alsdtthere are
implications beyond typological correspondence f@mainist empowerment. The idea of
Mary as a door in a wall is made possible only wétourse to an already existing
system of metaphorical structures present in tlteEdiglish language. Novel images like

Mary aswealldorthrust this metaphorical system out into the ofdr conventional

241



language of this poem, and indeed the poetic corpugorces these concepts. And, as
Mark Turner argues, it is the ordinary, the comntbe,unconscious that are really
interesting in their complexity. The unusual, tpedal, the novel—here Mary—depend

completely on the common.
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CHAPTER V
CONCLUSION
The Collapse of EnclosureChrist IlI

It should be clear now that the Anglo-Saxons urtdedstheir lives and their
world in starkly physical, spatial terms, with evslire the master structure behind much
of this metaphorical thinking. The poetry examitiegls far reveals the standard ways of
thinking about the three major conceptual systenmssae, while focusing on particular
poems can reveal some degree of choice in the ylaplat of specific metaphors for
rhetorical effect. To review, the self is composédour components: a body, serving as
an enclosure for the other three; a mind, oftertreraenclosure identified with the body,
but sometimes personified as an animate agentjlasawther animate agent; and a life,
which usually operates like a force. Death is esped in terms of the status or placement
of the body: removal to a distant place; separaticthe body and the soul; location
down on or within the earth; and the loss of liseagpossession. The cosmos is a large
structure like a building, with its three primamgneponents each themselves building-like
structures most of the time, though openness irpétiyese places has its own effects.
The self, life, and the world are fundamental paftthe experience of living. In the
typical Anglo-Saxon fashion, they are all concepneal in terms of containers or
enclosures, reflecting desires for order, placeard protection.

In this brief conclusion, | turn to one particuppem that evidences all of these
concepts, and many of the enclosure metaphorsd begn discussing, but follows their
entailments to their logical conclusion—destructibhe poem is the Exeter Book’s

Christ 1ll, also calledChrist in Judgementr Judgment DayBased on gospel accounts,
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as well as material from Bede, Gregory, Augustare] Caesarius of Arles (Gatch 193;
Greenfield and Calder 1933 hrist 11l is a meditation on the effects of Christ’'s enddim
judgment on human beings and on the world. Inttiesne, as well as in the language
used, the poem is quite similar to other poemsassages in Old English, especially
Judgment Day land part ofThe PhoenixthoughChrist 11l is much more developed and
expansive. The poem is split between the poetialsgrewho utters the opening (867-
1343) and the closing (1344-1523), and Christ hiimao delivers a long lament in the
middle (1524-1664), though this speech is punctulbtenarrative intrusions. The
narrative of the poem is not straightforwardly nebut presents both salvation history
and some kind of an eternal vision (Hill, “VisioR39; Kuznets and Green 228). The
opening invokes the analogy from Matthew of Chsist'rival as that of a thief in the
night (24.43; 1 Thessalonians 5.2; 2 Peter 3.1@) tiscusses the condition of the world
on Judgment Day. The general content of the poararigentional for early medieval
traditions of representing the Last Judgment:dorsuming the world, seas drying up,
sun and moon darkening, stars falling from the skyparation of the good and the evil,
fear and terror of the multitude, é.The blessed and the sinners each bear three signs
of their status (1234-1300): the saved will benilnated, receive a vision of heaven, and,
in an unprecedented passage, they are given tasypeeof looking upon the suffering of
the damned; the damned will see the tortures ¢f belfully seen by others, and watch
the pure happy in their blessings. The audienedmsonished to look at themselves from

within, not from outside with physical eyes. Fiyalhumanity is settled in either the

280 5ee Richard C. Payne’s “Convention and Originafitshe Vision Framework ofhe Dream of the
Rood for a summary of sources for some of these elésnen
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protection of heavenlgdelor the prison of hellishus The scholarship o€hrist Il has
come to consider a homiletic tradition, most likedgular, as the immediate source for
most of the poem, itself a primarily penitentialnué®

While the apocalyptic effects at work in this poara highly conventional,
ultimately deriving from Matthew and John’s Apogadg, this native Old English poem
portrays these familiar events in terms acutebhfteéning to its Anglo-Saxon audience—
the dissolution of enclosures, primarily metaphaltid hough few novel metaphorical
conceptions occur in this poem, the selection ardgminance of certain metaphors is
telling. The poem most often selects for the spatetaphors available to describe the
concepts at issue: the enclosures of the self@reanl as the inner aspects of every
person are exposed, the enclosure of death is eraothe earth gives up its bodies, and
the enclosures of creation are ruptured as thestengture of the cosmos shatt&fs.
Christ Ill depicts a spatial leveling as boundaries fail, iastle and outside are mingled
and confused.

Following the thief in the night motif, the poemtaliés an assembly of the
multitude of humanity at Mount Sion. The focus luktearly passage is on the scale of
this meeting and the nature of the earth at tmeti

ponne from feowerum  foldan sceatum,
pam ytemestum  eorpan rices,

englas eelbeorhte  on efen blawad

%1 5ee Frederick M. Biggs's “The Fourfold Division ®6uls: the Old EnglisBhrist |1l and the Insular
Homiletic Tradition” for a review of this scholaiiphand these sources.

282 Conversely, where there was already disunity etfi®now union, as sundered aspects of the se# uni
together.
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byman on brehtme. Beofad middangeard,

hruse under haelepum. Hlydad tosomne,

trume ond torhte,  wid tungla gong,

singad ond swinsiap  supan ond norpan,

eastan ond westan, ofer ealle gesceaft. (83Ba-8

[Then from the four corners of the earth, the qutest of earth’s

kingdom, all-bright angels in accord blow trumpetgreat sound. The

middle-region trembles, the earth under men. Tinapets sound

together, strongly and brightly, to the coursehef stars, sing and make

music, south and north, east and west, over alietion.]
By referencing the four corners of the earth (8#8)status as a kingdom (879b), and its
location in the middle of creation (881i®hrist Ill calls up the nature of the earth in its
metaphorical fullness—wide, enclosed, and strudturast as every human being is
called to judgment, so is every aspect of the wdrkds world also feels full, with all
those people, and with the sound of angelic trusypounding through all four cardinal
poles of creation (884b-85b). The world has achdduéiness of space in the fullness of
time. Just as the people are, the earth is ripthéosecond coming and judgment.

To initiate these events, Christ enters into thaslevand this poem through the
vault of heaven, but not through some kind of dasrinChrist I, which recounted his
first advent through Mary asveealldor (328a), and referred to the second coming as
through ornate heavenly gates (308a-10a). Ins@audist “purh heofona gehleodu”
[“through heaven’s lid”] (904a) i&hrist Ill. This manner of entry is significant because

it subverts the usual operations of the structfitbecosmos as built structures—Christ
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comes straight through the roof, cover, or vaultamof the earth, with no opening
apparently involved. This action augurs the effe¢t€hrist's second coming on the
fabric and structure of the earth. A good deaheféarly part of the poem is devoted to
describing these effects.

As Christ Il continues towards Christ’s central speech, thih easffers
widespread destruction, as it does in the bibBoalrces. Fires redolent of hell spread
over the earth: “waelmfyra meest ofer widne grunttirtmed hata leg” [“the greatest of
overwhelming fire over the wide surface, hot firashes”] (931a-32a). The way the earth
is described in this inferno is telling. Yes, ftlgiossesses its wide dimension here and
throughout this section of the poem (974a, 99187} but the earth which bears these
calamities is predominantly the earth as a builtc$tire, or at least those features of the
earth that are naturally protective:

Grornad gesargad
eal middangeard on pa maeran tid.
Swa se gifra geest  grundas geondseced;
hipende leg heahgetimbro
fylled on foldwong fyres egsan,
widmeere blaest  woruld mid ealle,
hat, heorogifre. Hreosad geneahhe
tobrocene burgweallas. Beorgas gemeltad
ond heahcleofu, pa wid holme eer
feeste wid flodum  foldan sceldun,

stid ond steedfaest, stapelas wid waege,
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weetre windendum. (970b-81a)

[All the middle-region mourns troubled in that gréene. As the greedy

blast, ravaging fire, searches through the landragia-buildings, the

widely-famous blaze fills the earth-plain with fgeerror, fills the world

with all fire, hot and eager to destroy. Fortressdlsvinstantly fall,

completely broken. Mountains and high-cliffs melhich before

protected the land against the sea, fast agaowdd| strong and steadfast,

foundations against the rolling waves of water.]
Mountains (967a, 977b), cliffs (978a), high ha#i33b), and walls (977a) are all
examples and emblems of strong, sturdy enclostlitespoet even specifies that the
cliffs formerly functioned as a shield possessimgypower to hold back the sea (978a-
81a). All protective enclosures and bulwarks faithis apocalyptic scene. The fire will
penetrate the very matter of the earth as it digguarows through all corners of the
world: “ac peaet fyr nimed purh foldan gehweet, / grdafrimlice, georne aseced / innan
ond utan eordan sceatas” [“but the fire takes thincall of the earth, burrows fiercely,
searches eagerly, within and without the cornetb®karth”] (1003a-06b). It does not
get much clearer than that: the effect of the fabggtruction is the complete loss of the
protective character of the earth, no longer acyigestructure, but open and devastated.

In a moment of typological correspondence, thenesuffered a similar fate when
Christ was crucified:
Scire burstan
muras ond stanas monge aefter foldan,

ond seo eorde eac, egsan myrde,
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beofode on bearhtme, ond se brada sae

cydde creeftes meaht ond of clomme braec

up yrringa on eorpan faedm (1141b-46b)

[Walls and stones burst clearly, many along théheand also the earth,

disturbed with terror, shook in uproar, and theabreea announced its

power’s might and broke from its bonds angrily omiearth’s bosom.]
Again the earth fails in its most durable and prbwe features as walls and stones burst
(1141b-44a), and the sea breaks its bonds to ovetfie earth, another destructive force
like the fire (1144b-46b). The seas are elsewheagesl out as a victim of the fires
raging through the earth (966b, 972b). Water aredoalesce as the seas of the world
burn and melt as wax: “byrnep weeter swa weax” (R8Bais is an interesting blend in
which water takes on the more solid state of waky to be burned as fire’s fuel, rather
than quenching the fire.

The heavens also fall in this conflagration: “hewfe berstad, / trume ond torhte,
tungol ofhreosad” [“the heavens erupted, strongly brightly, stars fell down”] (932b-
33b). Heaven bursts as the stars fall from thaghtewhich they do again when they
“stredad of heofone, / purh da strongan lyft” [“deafrom heaven, through the strong
sky”] (939b-40a). The fire burns even the sky: tlgid onbaerned, / hreosad
heofonsteorran” [“the sky is burned, heaven-stalis’ff (1042b-43a). This sky is strong,
but cannot avoid being disturbed and burned. Thellyét usually invokes the sky in
these passages, suggesting that it is only theqalysart of the heavens, really part of
the earth, that is being destroyed. But the healemsting invokes the architectural

function of the sky as the structure between théns.
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Even hell’s integrity is compromised in these ssem®it must give the dead up

from its hot bosom:
Hell eac ongeat,

scyldwreccende, peet se scyppend cwom,

waldende god, pa heo peet weorud ageaf,

hlope of dam hatan hrepre. (1159b-62a).

[Hell, avenging shield, also knew that the Sha@er $ome, Wielder God,

then it gave up that troop, the band from the losoion. ]
Hell's usual role as prison enclosure, here denbyecyld” and “hrepre,” is superseded
as it must release the dead for the Last Judgmintugh the underlying structure of hell
does not seem to be destroyed, its protective ifumcs compromised when it must open
to Christ.

In much the same way, the usual operation of deaghbverted. The ground, that
physically enclosing, or at least positionally ltiog place of death, likewise opens to
release the dead:

Weccad of deade dryhtgumena bearn,

eall monna cynn, to meotudsceafte

egeslic of peere ealdan moldan, hatad hy ugmdan

sneome of sleepe py feestan. (886a-89a)

[Children of warriors wake from death, all of mamdj to terrifying doom

from the ancient earth, they are called to risesupftly from deep sleep.]
Figuring death as sleep and death as buried igatth, this passage reverses the

condition with waking and rising (echoes at 102%a)2Christ Il reverses many of the
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metaphors for death to show how that condition ksekwn just as the structure of the
world does. If death is bondage, the dead aregseteby God: “sippan deapes bend /
tolesed liffruma” [“afterwards Christ unloosed dg@atbond”] (1041b-42a). If death is
absence, then the entire multitude of humanityesent at the Last Judgment. If death is
the separation of body and soul, they are reumiseithe soul takes on flesh again:
Adames cynn
onfehd flaesce, weorped foldraeste
eardes &t ende
on his gaeste gehlod,
geara gongum, hafad setgeedre bu,
lic ond sawle. (1028a-29a, 1035b-36a).
[Adam’s kin takes on flesh, their earth-rest anggming comes to an
end. [Each] loaded his soul though the course afsydas together both
body and soul.]
This language of resurrection, whether reunionasfyband soul (1067a-68b) or release
from the enclosure of the earth (1155a-59a), rettumsighout the poem as it focuses on
the fates of all people, the saved and the damned.

The placement of the body in death has been comingiie events of the Last
Judgment, as has the relationship between the ddiyhe soul. But the starkest failure
of the ordinary working of the self @hrist Il involves the functioning of the mind, or
the inner principle of a person. The integrity loé usual structure of the mind is

compromised as much as the breaking of the cossnd#e first hint of this kind of
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instability occurs when Christ comes to men at Mdsion. The angels who witness this
event are said to tremble in their inmost minddigaengla gedryht ingeponcum / forhte
beofiad” [‘the blessed host of angels tremble \iétr in their inner thoughts”] (1013b-
14a). This is not an unusual way to describe taat;,in the light of what follows, can be
seen as the result of the disruptive and penetyainver of God’s vision. The poem
repeatedly states how the minds and thoughts gkalple are now open and visible to
God, and even to fellow men. These referencesatonind are almost exclusively to its
aspect as an enclosure, such as the “hord” of 1¢4ifthermore, most of these
references include compounding expressions that ppcompounding layers of the self:
“heortan gehygd” (1038a), “heortan gepohtas” (104&bd “breosta hord” (1072a). This
intrusion and lack of all privacy is made to fekltlae more severe when the poet
combines four such expressions in one line: “hiepena hord, heortan gepohtas”
(1055). This particular construction conveys simmgtously the importance and the
vulnerability of the inner self. All of these expsgons suggest the protective sense of the
mind as an enclosure, whose primary importance séefe the protection of the vital
components of the anatomy of the human self—tleefdifce (1073a) and especially the
soul (1057a, 1074b, etc.). Before this day, howeaverone—not a confessor, not
oneself—can see through the flesh to the soul mithi
Ne maeg purh peet fleesc se scrift
geseon on peere sawle,
ond naenig bihelan maeg  on pam heardan deege

wom unbeted, deer hit pa weorud geseod.
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Eala, peer we nu magon  wrape firene

geseon on ussum sawlum,  synna wunde,

mid lichoman leahtra gehygdu,

eagum uncleene ingeponcas. (1305b-06a, 1310a-15b

[Nor may the confessor see through the flesh imosbul. And none may

hide in that hard day a sin unatoned, there theitundés see it. Alas, there

we can now bitterly see crimes on our souls thenalswof sins, with

unclean eyes of the body, thoughts of sins, innstftimughts.]
But now, not only God, but all people can penettata man’s inner self. The soul now
clearly has the abilities of the whole person—weldmot see our sins with our bodies,
but now can with our souls, given eyes of a sehbeing. We must see through the
breast with the heart’s eyes: “nu we sceolon gegleawlice purhseon / usse
hrepercofan heortan eagum” [“now we must eagertivaisely see though our mind-
chamber with the eyes of the heart”] (1327a-28bg mind or heart here seems to take
on the abilities of the soul, with all of thesetganf the self opposed to the body, or the
structure of the self that keeps its contents safe.

Christ 11l recounts the absolute and utter breakdown ohallital aspects of life
on earth, achieving its terrifying effects by sys#étically invoking all the typically
comforting enclosures of metaphor, only to folldwe togic of the metaphors to their
logical conclusion—any structure or enclosure camigached and fall. It is true,
however, that by the end of the poem, heaven alhdd®m to be functioning as they

always have. Heaven is still the high seat of Gdl 6a-18a) and remains a place open
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to the saved (1259b), while hell still functionstaure for the sinners, whom the
blessed get to enjoy the sight of (1247b-51b); isedissuredly locked for them (1259a).
But the comforts and security of heaven promisatie@end, along with the
promise of a confining hell, pale in comparisorthe vivid accounts of structural
dissolution throughout the bulk of the poem. Theagax is that, though the structures of
creation perish on Doomsday, they remain wholefandtioning in an eternal capacity,
which perspective the poem moves to by its endeddt heaven and hell return to their
proper functioning—earth has no such reprieve, neimgwaste. And even heaven and
hell take on an ominous tone with a novel metajtiothe fates of the souls of men—the
poet claims that “ponne lif ond dead / sawlum saéld“then life and death swallow
souls”] (1602b-03a). Whether life and death hepgegent heaven and hell, or just take
on metaphorical extension \aIATES ARE LOCATIONS it is troubling that they swallow
souls, an apparent act of violence, but remarkabbther act of enclosure. Death’s
swallowing of souls certainly reflects the idedlwé hell mouth, and life’s swallowing
could be heaven receiving the blessed soul. Yeabacherizing this reception into heaven
as a hell-like swallowing suggests a disconceniigpage of the metaphors involved.
The Last Judgment has always involved catastrogimsequences in apocalyptic
literature. But, through an attentiveness to commetaphorical conceptions, it should
be clear that the Anglo-Saxons, obsessed with &dolgy as they were (Gatch 192),
characterized these events in the strongest pedsitoths. All the protective enclosures
cherished by the Anglo-Saxons—the body, the waen the mechanics of life—all fail
in the end. This is the worst fate imaginable—hurtyamecomes the ultimate exile. The

foundations of life as they knew it are destroysdhee metaphors needed for
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understanding these concepts also allow for thestrdction. Human understanding
requires metaphor for comprehending such metapdlysoncepts, but these metaphors
must participate in the fallen nature of temposaseence. The conceptual comfort and
certainty offered by familiar metaphors, both intezt and nativized, fall away at the end.
No longer can one feel assured of any enduringioakhip between the physical world
and abstract ideas. The Anglo-Saxons must, on $&reé have been all too aware of the
threatening possibility that metaphor and undeditapare ultimately arbitrary in the

face of Christian revelation.
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