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Abstract

Reading aloud has long been accepted as a dominant mode of medieval textual
reception following detailed studies on medi
Putter). However, the further implications of this auralityeheeceived little scholarly

attention: theorising about performance is no substitute for the experience of reading

aloud and hearing texts read. Using a selectioMaddle English romancefound in a

range offifteenthc e nt ur y 6 h o u s ellcanbine pataeagraphicat i pt s 6,
analysis, archaeology and practical performance experimentation to investigate the

original reading practices associated with these .téstage simulations of medieval

reading practices in two historic building$sainsborough @ Hall, in Lincolnshire

and Barley Hall in York to experientially examine how modern readers respond to

these texts when 6r eaur aimedeeaddomestiogpaceset ur ned
This thesisuniquely combinefirst-personmethodology from grformance studies,

experimental archaeologgeenactmerand heritage performance with more traditional

approaches from textual and manuscript analysis, allowing for a more nuaced a
materiallyconscious studthat takes into account the lived experient medieval

readers. In reauralising texts directly from the manuscript page, | explore the practical
considerations and experiences of reading aloud today and historically, giving new

resonances to words, spaces and manuscript features.
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INTRODUCTION

Figure 11: The Findern manuscript annotati@@ambridge, Univeity Library MS Ff.1.6,
f. 98va (detail).

AHoway ye? Wi ll ye any more of hit
This enigmatic addition shown Figure 11 sits squeezed in between lines of the romance
Sir Degrevantn the Findern manuscript (Cambridge, University Library MS Fff..6
98va), in a hand darker and markedly lafpossibly sixteenth century) than the main text
of the romance, preserving a call to a communal readership who may have in turn
answered the disembodied voice of a performative reader. This evocative comment offers a
tantalising glimpse at the life and gseof the manuscript and suggests an interactive,
performative reception for this text that persisted beyond the immediate time of its
copying. Depictions of romangeading in fiction or historical recas@re often formal
performances or by skilled prafgonals. One such instance features romance performance
among other diverse entertainmentiKavewk Havel o

the Dane
AWrastling with | addes, putting of
Harping and piping, ful god won,
Leyk of mine, of hasard ok,
Romanz reding on the bok.
Ther mouthe men here the gestes singe,
The glewmen on?'the tabour dinge. o
! Ronald B. Herzman, Graham Drake, and Eve Salisbury, eds Hav el ok Fourhe Dane6, i r

Romances of England: King Horn, Havelok the Dane, Bevis of Hampton,tathdEAMS
Middle English Texts Series (Kalamazoo, Michigan: Medieval Institute Publications,,11997)
232429. Subsequent references will state line numbetsxinin brackets.



Introduction

(Lads wrestling, stone throwing, harping and pigireygreat deal, games of

backgammon and also hazard, romance reading drbook, there could men hear

gestes sung, minstrels beat on the drum.)
These two examples raise many questions: how are the romeautirg ofHavelokand
the Findern manuscript related? What kind of reading practices are desciisadiok
and what ind of reading practices would have resulted in the addition to the pa§es of
Degrevantand is it possible to reconstruct these practices? The Findern manuscript is an
example of a édhousehold manuscriptdédh a categ
century which was used by, made for and sometimes even made by households. This thesis
poses a series of questions about the usage of household manuscripts: what actually was
6romance reading on the (househ@Hodyoulbookd i n
these books have been used to support communal, domestic reneadicg for leisure or
entertainment?

As distinct from the modern sense of family, the medieval househddandia
was At bBeident wunito and whdeaaardet aoupld, gr oup t h
children, servants, plus others related or otheri&arah Rees Jones writes that the exact
definition of a household varies between con
domestic routine f ocus eectedbtoma sariexcobdomestic hear t ho
buildings and outdoor are&3he weltordered and welinanaged household was, for
writers and philosophers, a reflection of a welllered state and world: as Rees Jones
continues, the househohdcwaisl thediisocainetay o ol
fautonomousod and fAessential to “Thee st ateods e
household was the foremost space of socialisation, education (for both children and
servants), devotional activities, and economic or industrialities (both production and
consumptiony.Importantly, for this thesis, it was also the site of shared leisure activities

such as gaming, stotglling, music and communal reading.

2p.J.P. Goldbergyledieval England: A Social History 128®%50(London: Anold, 2004), 13, 1i3

20.

3 Rees Jones notes that these outbuildings and spaces could in theory support more than one
domesticgroupSar ah Rees Jones, O0The Public Hleusehol d an
Medieval Household in Christian Europe c. 858 1550: Managing Power, Wealth and the Body

ed. Cordelia Beattie, Anna Maslakovic, and Sarah Rees Jones (Turnhout: Brepols, 2003), 11.

4Rees Jones, 12. Seeakar ah Rees Jones et al., 6The Later Me
History Compas$, no. 1 (2007): 116Cf. Aristotle,Poetics Books I, llI; AugustineCity of God

Book 19, c¢. 14, c¢c. lé6DergamfmuigicaBdr Ractas dSWhvVv e $ D
A Werke for Housholders

5> Tara Hamling and Catherine RichardsarDay atHome in Early Modern England: Material

Culture and Domestic Life, 15a0/00(New Haven: Yale University Press, 2017)84Roberta

Gilchrist, Medieval Life: Archaeology and the Life Cou(Saiffolk: Boydell Press, 2012), 114.

13



Introduction

Corpus

Household manuscripts, or domestic miscellanies, colleogether writings that fulfilled

part or all ofthe textual needs of a household, the diversity of their contents reflecting the
manifold social, economic and spiritual activities that took place witRihficus here on

Middle English texts iBritish manuscripts, butimilar booksare also founeélsewherg

such ashe GermanHausbuicherJulia Boffeydefines domestic miscellanias simply one

that fAenjoyed Ohouseholdd use in a range of
household manuscripts unitedm e by fAcontent and nature of u
by whi ch t hey The emanascriptpagesibéaewdtriess to much usage over a

long period of time, with staining associated with wear and tear, fingerprints, wax or oil

stains, rust fronmetallic objects left on pages, edits, repairs, ownership inscriptions

(which can be particularly revealing of readerships within households and across wider

textual networks) md various marginalidn some manuscripts, a gradual changeagir

functioncan be observed, as thegre passed from family to household servants and then

served primarily as a source of blank paper for haphazard writing of inventories,

memoranda, lettadrafts, pen trials and doodles: for examghe, Findern manuscript has a
household account detailing crockery and fabric items at Findern and an inventory added

in c. 1550, but also features a significant collection of unique lyric poems dating from this

later phase of usk.

6 Julia Boffey and John J. Bhmp s o n , 6Ant hol ogies and Miscellanies
T e x t 8dbk Prdduction and Publishing in Britain 131875 ed. Jeremy Griffiths and Derek

Pearsall (Cambridge: Cambridge University Press, 1989),2795; Jul i a Bof f ey, 6Bod
MS Ar ch. Sel den. B. 24 and DeTheEnglish Medieval Book: t he i Hc
Studies in Memory of Jeremy Griffitredd. A.S.G. Edwards, Vincent Gillespie, and Ralph Hanna

(London: British Library, 2000), 1284 Julia Boffey and A.S.G.Ewar d s , 6Towards a Ta
of Middle Engl i sh Malmua Books:¥érnadugrdMamadcdipp ge s 6, i n
Miscellanies in Late Medieval Britajred. Margaret Connolly and Raluca Radulescu (Oxford:

Oxford University Press for the British Academy, 2012937 9 ; Mi chael Johnston, 6]
Evidence for the Social Reach of fAPopVatoar Romance
43, no. 2 (2012): 30B2; David R. ParkeiThe Commonplace Book in Tudor London: An

Examination of BL MSS Egerton 1995, Harley 225ansdowne 762, and Oxford Balliol College

MS354( Mar yl and: University Press of America, 1998);
Teaching: Il nvestigating Evidence f-lMedievalhe Rol e of
En gl a Midrien and Wiing c. 1340c.1650: The Domestication of Print Cultyed. Anne

Lawrence Mathers and Phillipa Hardman (York: York Medieval Press, 20183 1&eorge
Shuffelton, 0ls There a Minstrel in the House?: [
Philological Quarterly87, no. 1/2 (2008): 55; Margaret Connolly and Raluca Radulescu,

61 nt r od unsutai Boak® Vernacualar Manuscript Miscellanies in Late Medieval Brjtath

Margaret Connolly and Raluca Radulescu (Oxford: Oxford University Prefisef@ritish

Academy, 2015), 6; Phillipa HaMediumaEvud7dl1A78Me di ev al
262173.

"Boffey, 6éBodleian Library, MS Arch. Selden. B. 2
126.

8Rossell Hope RobbiogyMATBe ROoOndd8r 01864 hol 620; Jo
Evidence for the Soci al Reach of fAPopul ar Romance

14



Introduction

| examinal nine household manuscripts as part of nsgaech Aberystwyth,
National Library of Wales MS Brogyntyn 1.1 (formerly Porkington 10); Cambridge,
University Library MS Ff.16 (the Findern manuscripambridge, Universy Library
MS Ff.2.38 Cambridge, University Library MS Ff.5.48 (the Pilkingtmanuscrip);
Edinburgh, National Library of Scotland AdvocaM$ 19.3.1 (the Heege manuscript)
Lincoln, Cathedral Library MS 91 (tharcoln Thornton manuscrigt)ondon, British
Library CottonMS Caligula A.ii; London, British LibraryAdditional MS 31042 (the
London Thornton manuscript) and OxfoRbdleianLibrary MS Ashmole 62.Alongside
a general palaeographical and codicological appraisal of each manuscript, | searched for
evidence of and features relating to reading practices and reader eagagerch as
annotations, staining, the layout of the texts and paratextual fedtheeselection was
based on the household manuscripts identified by Julia Boffey and John J. Thompson,
manuscripts containing romances from Gisela Gulidatg g e 6 s awddurtted o g u e
suitable manuscripts | had identified: a pool of just under 60 manuscripts, which included
outliers like commonplace books, which belong to a similar usage context but different
production rationales and tebbkbdqgUésndand Br
Library LansdowneéVS 285) which is associated with a known figure, but lacks the varied
texts and evidence to suggest communal, household tdaben selected the small
group of the nine focus manuscripts above which are databite fifteenth century,
contain romances (or comparable secular texts for entertainment) and either have specific
household connections or sufficient overlapping texts and features to make a strong case
for household ownership and usage. | eventuallyomaxd the focus to consider only a
selection of Middle English romances within these manusc&it&glamour of Artois
(CCAiIi, Li 91, Ff.2.38),Sir Degrevan(Li 91, Finderr), Sir Orfeo(Ashmole 6) andSir
Isumbrasg/Ashmole 61 CCAIii, Heege Li9)andone comi ¢ tale fAThe Tour
Tot t enhamobendurted thaietext &nd manuscript selection reflected both urban
and rural contexts and both commercial and-cmmmercial productiof Whilst some
books and quires were sourced or commissioned from professional scribes and booksellers,
some of the manuscripts are written and produced by their users, who evidently received

no formal training in book creation. These useators areoftene f er r ed t o as Oar

® The manuscripts frequently referenced are henceforth abbreviated as Findern MS; Ff.2.38; Ff.5.48;

Heege MS; Li 91; CCAiand Ashmole 61.

YBoffey and Thompson, O6Anthologies and Miscell ani
GuddatFigge,Catalogue of Manuscripts Containing Middle English Romaifeksich: Wilhem

Fink Verlag, 1976).

"Boffey and Thompson, OAnthologies and Miscell ani
KathrynKerbyFul t on and Deni se L .Icobograppyardshe Proféessiadnal oduct i o
Reader: The Politics of Book Production in the Douce Piers PlowidManneapolis: University of

Minnesota Press, 1999}, 14.
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scribes, however, in many cases they show skill in presenting their texts. Robert Thornton
executes a complicated layout change from single to double colunki®bsf. 98v and
uses formal signalling apparatus like titles, iitsipnd explicits throughout. However,
some other technical aspects of bookmaking are executegrtdsently, and non
commercial scribes often show irregularity in scribal hands and presentation, expanding
and compressing their text, [ispacing anddyouts.

The nine focus manuscriptesaconnected with householfitem the rural gentry
and the urban, mainly mercantitdite: not considered among the nobility but also
sufficiently literate and wealthy to own and use a manus&tijthin the pool of
maruscripts, some are connected to known householdghikeeighbouring Derbyshire
gentryfamilies who used and perhaps even created the Findern manuscript and the
household of prosperous Yorkshire gentleman Robert Thornton, the keétguesst of the
housellds and the manuscripts, which consgirgh-grade paper and professionally
executed decorated capitédthers are more generally connected to a social group, such
as the mercantile elitashoserecent increase in capital and social standing createda n
demand for texts and books that reflected their ambitinokiding Ashmole 61, which is
connected to unknown owners in Leicesteklso represented is a socialiyobile yeoman
family: the Sherbrooks, connected with the Heege manustiiipe other mauscripts

have not been linked to specific families or even in some cases to specific locations, but

“Robbins, 6é6The Findern Ant hol oepyd Camkragee Harri s, ¢
Uni ver si ty L iTpoansactions oMl Canibridge Bibldographical Socktyo. 3

(1983): 299333;Raph Hanna, 6The Production of Cambridge U
Studies in Bibliography0 (1987): 627 O ; Mi chael Johnston, 6l ntroducti
Wor ms and Ro b eRolert Thoran arntd blie Bopks: Essays on the Lincoln and

London Thornton Manuscripted. Susanna Fein and Michael Johnston (York: York Medieval

Press, 2014), 2, 9; George R. Keiser , RobeRobert Thc
Thornton and His Books: Essays on the Lincoln and London Thornton bétgsed. Susanna

Fein and Michael Johnston (York: York Medieval Pr
Manuscripts and B o o RobdtToomhtorcand HisiBooksnEsséys orktiéie, i n

Lincoln and London Thornton Manuscriped. Susanniein and Michael Johnston (York: York

Medieval Press, 2014), 1103.

BLynne S. Blanchfield, 6The Romances RomancMS As hmol
in Medieval England.ed. Maldwyn Mills, Jennifer Fellows, and Carol M. Meale (Cambridge:.D. S

Brewer, 1991),65, 88 6 ; George Shuffelton, ed. ,Code€odex Ashm
Ashmole 61: A Compilation of Popular Middle English Veld#eAMS Middle English Texts Series

(Kalamazoo, Michigan: Medieval Institute Publications, 2008); MithaeJ o hnst on, 6 Two
Leicestershire Romance Codices: Cambridge, University Library MS Ff.2.38 and Oxford, Bodleian
Library MS JagnalnfdHe Early6Bbdk Societp (2012): 85100; Lynne S.

Bl anchfield, &6fAAn | di osy caicerardtPurmosedfRate, theScribed St udy
Bodl eian Library MS Ashmole 616 (PhD Thesis, Uni\
157 61, 695.

YThorlac TurvilePet re, 6éSome Medi eval EdE@lsitsMi ddmanschHiptl s
Manuscripts andReaders in Fifteent@entury England: The Literary Implications of Manuscript

Study ed. Derek Pearsall (Cambridge: D. S. Brewer, 1983),429Michael JohnstorRomance

and the Gentry in Late Medieval Englaf@xford: Oxford University Press, 2014), 140.

16



Introduction

contain domestioriented texts and are very comparable in terms of contexts and

presentation.

Reading modalities

Household manuscripts could be read and used in many different ways, as their varied

contents demonstrate. For example, Joyce Coleman, a leading scholar on aurality, calls

reading a comic tale in leisure tirfieecreational readingt® Reading a treatiseytpicking

out a relevant section of tefdr referencdrather than reading it in order) and following

the instructions for practical purposes | ha
single reader has many options for how they can experience thare are as many ways

to read a medieval text as there are medieval readers. Some ways were only accessible to

skilled or trained readers, or to those who had the means to hire them, such as dramatic

readings for formal occasions by professional perferr s, or memori sed Or ea
each type of reading exists further possibil
reflecting the method and context of the receptfdviodalities can be divided into

communalor solitary, as well as into oral/aurat avritten/silent. These two divisions

overlap but are not entirely interchangeable. For example, a reader could read aloud

privately to themselves, which, as many scholars have noted, was the norm in Late

Antiquity and the early Middle Age€<$.Reading moddaies have beehistorically

discussed as a spectrum of composition, transmission and reception possibilities, ranging

from oral at one extreme tliterate at the other. However, this imposes a dangerously one
dimensioml modelon the materigland encourages the erroneous but pervasive narrative

of progression with oral texts seen as primitive and undeveloped and written texts as the

full realisation of civilised literature. In fact, the complex interaction of medieval oral

cultures, aurality ahliteracy does not map easily onto such a scale. | argue that a better

model is a cloud of reception possibilities: some aural, some literate;seditaey, some

communal Importantly, all of these modalities are potentially performative. | have

represeted posdile modalitiesfor the story of a medieval romaniceFigure 1.2,

15 Joyce ColemarRublic Reading and the Reading Public in Late Medieval England and France

(Cambridge: Cambridge University Press, 1996), 88.

16 Coleman, 34, 229.

17 This has been widely recognised since the publication of two main arfioesf:Balog, 6 Voc e s

Pagi n &hilologds82 (1927): 84109,2024 0 and G. L. Hendri chson, O6Anc
Classical Journal5 (1929): 18P96. See also Paul Henry Saen@pace between Words: The

Origins of Silent ReadinffStanford, California: Stanford Uversity Press, 1997) and the famous

example of Ambrose reading silently in Augustir@mfessionsVI.3.
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combiningthe modes and models of reading outlined by Coleman, Parkes, Green and

Clanchyandadding my own terms where | found categories mis$ing.

Reading aloud/prelection

Professional editorial reading ‘Oral-formulaic’ performance

Song (read from notation)

Song (learnt aurally)
Recital of memorised text (learnt from written source)

Voiced soli di Drama
. . . J t. '
Silent solitary reading oleed solitaty teading

Recital of memorised text (learnt aurally)

Unvoiced responses to visual arts/media o ]
Depiction in art/material culture

Pageantry

Voiced or performative responses to visual arts/media

Figure 1.2: Thé¢cl oud of modalitiesd: a representati
a story could be encountered.
The modality of the source material cleobe consideredvhether the source is
oral/aural omwritten/visual and additionally whether a material form of the text is
physically presenduring the reception evett The most relevant reading modes and
methods for this study are:
- solitary orprivate reading, whichan be both voiced and unvoiced
- communal or public reading aloud, which C
to be confused with classical prelectiorposelectiq which is the preparatory
reading of texts irscriptura continua®

- performing a story mmaorised from a written text

18 ColemanPublic Reading and the Reading PubB#3 6, 88; M. B. Parkes, O0The
L ai t Vkitdraturé and Civilisation: The Mediaevaldild, ed. David Daiches and Anthony

Thorlby (London: Aldus Books, 1973), 555; D.H. Grektedieval Listening and Reading: The

Primary Reception of German Literature 80800(Cambridge: Cambridge University Press,

1994), 60; MichaelcHK. FCbmnthg, | doldietacying 8& Printi
Historical Perspectiveed. Daniel P. Resnick (Washington: Library of Congress, 198B),716

Professional editorial reading is discussed at lengiathryn KerbyFulton, The Medieval

Professional Readeat Work: Evidence from Manuscripts of Chaucer, Langland, Kempe, and

Gower, ed. Kathryn KerbyFulton and Maidie Hilmo (Victoria: English Literary Studies, University

of Victoria, 2001).

18 Devotional reading in particular, although not the main focus helds further specific

categories such as preaching, monasitiginatioand voiced and unvoiced devotional textual

activities, both communal and solitary.

20 ColemanPublic Reading and the Reading Pubs; SaengeiSpace between Words: The

Origins of Sient Reading

2A. C. Baugh, Ol mprovi sat i oPRrodeatings bfthe Afiericahl e Engl i s h
Philosophical Societ§03 (1959): 41854; Murray McGillivray,Memaorization in the Transmission

of the Middle English Romancésew York and London: Garland Publishing, 1990).
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- retelling a story from memorised patterns learnt orally/aursityi(ar to what was
known i n ear | oraormslaiddperformancelor what Bvelyn irge
Vitz calls AimMprovised retellingod)

- dramatic performance (wolving one or more performers physically acting out the
story)

A reader can engage with each text using multiple modalities, perhaps even within the
same reception event. For example, a reatterd of a romance could momentarily halt

their reading from the page to improvise based on their recollection of the rieot e
story. I n this broad model, o6éreadingd is sim
always imply the presence of a physical book, as in memorised performative reading, or in
visual arts which feature literary content which could be rédadtly or aloud alongside

the internalised performative reception of the imdgks example thdricke of
Consciencevindow in All Saints North Street, York, which combines images in stained
glass with captions of written lines from the ri@irteenth entury poem, or late medieval

and early modern wall paintings which include excerpts from Biblical texts or moral
precepts as part of their decorative schethelmwever, the material form of the book is

central to my analysis of domestic reading practitéakes the texts as found in the

household manuscripts as the primary category of inquiry. | will focus only on those
modalities that can be linked to reading romances as they are found in household
manuscripts. | argue throughout that these textualesgies are set up specifically in
anticipation of multimodal reading. That is, readers of the manuscripts could choose to

use the same romance text fortboommunal reading and silent, solitaeading, or other

modes as they saw fit. | use two main sesrfor my investigation of reading practices: the
manuscripts and physical forms of the texts, and practical, experimental analysis. The latter

necessitates a focus particularly on performative reading modalities, as these are most

ZEvel yn Birge Vi PaformingMadievabNarmatveed. Evelgn,Birge Vitz,

Nancy Freeman Regalado, and Marilyn Lawrence (Cambridge: D. S. Brewer, 2005), 3; Milman

Parry,The Making of Homric Verse: The Collected Papers of Milman Paeg. Adam Parry

(Oxford: Clarendon Press, 1971); Albert B. Lofthe Singer of Tale®d. Stephen Mitchell and

Gregory Nagy, 2nd ed. (Cambridge, Massachusetts: Harvard University Press, 2000); Francis P.

Mago u n, -Fér@ulaiciCharacterof Angi8 a x on Nar r &peculuel8 @I53):t1446y 6 ,

67; William A. Quinn and Audley S. Halllongleur: A Modified Theory of Oral Improvisation and

Its Effects on the Performance and Transmission of Middle English RerfWashington, D.C.:
University Press of America, 1982) ; Kar | Rei chl ,
Living Epic Tradition Can Tell Us about Oral Perf
Performing Medieval Narrativeed. Evelyn Birg Vitz, Nancy Freeman Regalado, and Marilyn

Lawrence (Cambridge: D. S. Brewer, 2005), i169.

25 Pricke of Conscience Window. 14101420, Stained glass, All Saints Church, North Street,

York; Heather BlattParticipatory Reading in Latdledieval EnglandManchester: Manchester

University Press, 2018), 1066, https://doi.org/10.7765/9781526118004; Hamling and Richardson,

A Day at Home in Early Modern England: Material Culture and Domestic Life, 4500
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suited to this practicasresearch methodology. | use figgrson practical investigation to
not just analyse but xperiencehe reading of these key texts using manuscripts or
physical standns.

6Performati ve todefindpratigely. Performahcefeficomgemsa t
broad spectrum of human activity, and performance of narrative is likewise multifaceted.
Many kinds of medieval reading can be performative and medieval texts evoke and
encourage multiple modes of engageniéiitie reader/performer brings the textite for
their audience, even if the audience is perhaps only themselves. Thus, even a solitary
reader reading quietly can be said to be performing. This solitary performative reading is
especially relatetb affective devotional reading.! focus on perfomative reading related
to the practice of reading aloud: a multisensory reading event in which the words and texts
are conveyed by a performer using their voice, modulated by the use of elements like
gesture, diction, pace, props and music, and expeddnca listening, watching,

participating audience. | wuse O6performative
and 6reading alouddé throughoagotythaoonteastsor | es s
with &olitaryd , 6 p r silenBreagidgbywirtue 6f its communal and potentially

theatrical reception context/s. Each term reflects a slightly different nuance of the
modality: the readealoud who performghe state of sharing a text between readend
and audiengeand the sharing in a ré@g reception by a group of people who are
i a udi expeeeaced and skilled in receiving texts aurally (a term used to deliberately
contrast wWiMy bse df these termsaist net éfended to diminish the
performativity or theatricality of séint reading, but to place the emphasis on modalities
that involve oral/aural receptions.
Performative analysis of works that tend to be analysed mainly literarily opens up
further nuances and shades of meaning that are lost when they are accessezhtinlgssil
written words, a conwvoeafitd , Pawbhi cBEumshorasesst at &

2®Vitz, Ol ntr oduct iReadifg,in ti8 WildéreesssRriva® DevatianrandIPeablc,
Performance in Late Medieval Englaf@hicago: University of Chicago Pres$07); Blatt,

Participatory Reading in Latdedieval England110.

27 Caroline Walker Bynumjesus as Mother: Studies in the Spirituality of the High Middle Ages

vol. 16, Publications of the Center for Medieval and Renaissance Studies (Berkeley anat Londo
University of California Press, 1982); Marlene Vi
Reading, and the Manuscript Page: AThe Hours of t
3 7 0 Avediaeval Studie66 (2014): 21852; Sarah McNameAffective Meditation and the

Invention of Medieval Compassiéhiladelphia: University of Pennsylvania Press, 2010).

2W. F. Bolton, o6l ntroduction: The Conditions of Li
History of Literature in the English Langge ed. W.F. Bolton, vol. 1: The Middle Ages (London:

Barrie and Jenkins, 1970), xvii.
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Maring as fAthe notion that t eXTheexpesianief est t h
of engaging with a text performatively is fundamentally differemtrifiencountering that

text written upon the page. Readers encounter the text with different senses, with different

reading processes and different depths of comprehension. Psycholinguistics shows that

reading aloud and reading silently involve fundamentalyarate brain functiod®.

Research by scholars of aurality and textual performativity (foremost among them for my

purposes Coleman, Vitz and Linda Marie Zaerr) have paved the way for more extensive
engagement with the performativity of medieval textssAsh, this thesis does not dwell

overmuch on proving that medieval romances are performative but instead treads new

ground, investigating the performative potential of romance and the impact when this
potential is reali splacedi m otmaen c®r. e dlhrea l0iIRe@dd na
Al oud, Then and Nowd project run by Karen Ch
26" International Congress dviedieval Studiesheldin Kalamezoo, Michiganin 1991

provided an excellent precedent for investigating and staging the performative reception of

a text that is roughly contemporary with the household manuscripts examined here and

normally read silently todad!.Many scholars incorporate reading aloud of roogs in a

classroom setting to aid Middle English comprehension, and a wide range of videos of

performed medieval narrative are collected online, along with the work of performance

scholars like Zaerr and Benjamin Bagby demonstrate that this is a hifgdiivef way to

engage with the texts and to bring them to a wider audi@ite experiments simulate

the medieval experience of performative romarezing by reading aloud excerpts of

Middle English romances directly from the manuscript page and usingscrdpt stand

ins in surviving medieval spaces with a group of participants who were as close to

6audi atebd6 as possible, either through their
palaeography and performance in a process partially modelled afteoritextual training

®Heat her Maring, AppreacHesnto Teachirg the Middle Enyjlish Fead.

Jane Beal and Mark Bradshaw Busbee, Approaches to Teaching Worlduréer48 (New York:

The Modern Languages Association of America, 2018), n.p.

¥Susan Y. Bookheimer et al., ORegional Cerebral E
R e a d iHangal Brain Mapping, no. 2 (1995): 93L06; SuRkAh Jun, &é6The I mplicit P
Hypot hesi s and Ov elranguaBe aodsCoghifive Procesiss ol 7i9 £2010);

1201 33.

31 The project was detailed in a special issu@mfiurianajournal (Vol. 13, no. 4, 2003).

%2 Linda Marie ZaerrPerformance and the Middle EngliftomancgCambridge: D. S. Brewer,

2012) ; L i n d &he Waddyinge of S @awen,and@®ame RagRelifformance and

I ntertextuality in Mi ddPerormiBgMetiéval Narr&tieep ul ar Ro manc e
(Cambridge: D. S. Brewer, 2005), 12®8; BenjamirBagby and Stellan OlssoBgowulf: VVoice

and AngleSaxon HarpDVD (New York: Charles Morrow Productions LLC and Jon Aaron, 2006);

Evelyn Birge Vitz, Nancy Freeman Regal ado, and Mze
Performing Medieval Narrative Today A \@d Showcase, accessed 7 January 2020,
http://mednar.org/videography/ 6 Me di ev al T alYeuJubg¢aocesBed ¥ Jamuaryna nc e 0,
2020, https://www.youtube.com/channel/lUC2wz1uR1SI93vNMWML2leyw.
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sometimes undertaken by practitioners of early modern dtaaresearch returns
performative elements to medieval reading and texts asiduates them in more
6authenticbdé performance cont termemphasisesther oces s
aurality and the acoustics of this reading modality, but the experiments aim to simulate (as
far as possible) the entire multisensory, spatial and material experience of communal
romance reading in historic spac€sucially, this proessalso returns manuscripts to the
centre ofstudies of textual reception, considering the intersection of performance and
materiality and allowing for a more nuanced study of reading practices that suggests
insights not just about performative readingt &lso about the physical forms of the texts

as they survive in household manuscripteconstruct reading events that simulate the
original reading contexts of the romance, for example, a gathering of members of a
household, or even multiple househotdgamilies, to share in the mutual pleasure of
story-telling. The experiments also model ways in which the heritage industry can engage
visitors and modern pedagogy can provide students with the skills necessary to engage
with Middle English romances ateeper levels, considering manuscript context, social
history, historical spaces and historical performance praciBezfrmance is a powerful

tool for education and outreach, making historical material engaging and entertaining.

My use oftheword aut henti cd requires further qual
research areas such as Early Music or living history, the term has been the subject of
decades of heated debat e, with the result th
merely beame one with a different interpretation of the sources to the previous generation
of performances, rather than necessarily an accurate reconstruction. Early Music now
instead strives for O6historically igyformedo
of complete reproductions of historical mu¥idhis study follows a similar mindset,
acknowledging that a fully accurate restaging of medieval performative reading is
impossible: we are modern readers, not medieval readers, and no matter the extent of o
training, we have no access to the life experience, skills, setting and time that generated a
medieval reading experience. As Zaerr points out, even an adequate reconstruction of a
medieval performance will never be a medieval perform&nése can onlyever interpret
based on an incomplete set of evidence and fill in the gaps with our best guesses obtained

through experimentation and our own (modern) experiences. Even if we happen to chance

#0liver Jones, 6T h @rovcia Rerfodnmncdlie Viernacalar $paaes in Early

Modern Englandé (PhD Thesiiss, University of York,
34 Daniel Leechwilkinson, The Modern Invention of Medieval Music: Scholarship, Ideology,
PerformanceMusical Performance and Reception if@aidge: Cambridge University Press, 2002);
Jonathan Shull, 6Locating the Past in the Present
Mu s iEthomusicology Forurh5, no. 1 (2006): 87111.

35 Zaerr,Performance and the Middle English Romarits
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upon the correct interpretation, there is no way to actuallyepite truth. However, nuance

can be found in the word authenticity. Authenticity is here used to desarikaity of

evocative experience, rather than its accuracy. An authentic performance therefore is one
that lifts the audience out of their presémta and place and invites them to imagine a
version of the past. This concept risks confusing authenticity and hawlever and the
reenactor or performer has a crucial responsibility to ensure that the vision of the past they
evoke is historicallynformed and explicitly a simulation rather than a perfect replica. We
create asimulacrumof the past: a copy that stands in the place of the oritfifiaiis
simulacrumof historical performance can trigger a differembhdsetin the audience and
thusencourage them to interact with medieval texts in different wagiso reflect on their
experiences constructivelyhis isa key part of the methodology atite chief source of

value in performative and practical investigations: although they suggesbifitas for

the past, they only ever truly reflect the present. Even though we cannot ever hope to
accurately replicate a medieval performance, in striving for an accurate or authentic
recreation of a medieval experience we in fact learn more aboatwouassumptions and
interpretations as modern readers. By encouraging participants to deeply engage with texts
in different ways, particularly ways which are immersive, authentic and experiential, the
experiments | devised allowed the readers to viewekis n a new light and to respond
creatively and actively to them.

A medieval reading event in a household combines the broader personal, social,
aesthetic, religious, educational, gendered, even economic, political or geographical
experiences of its aighce. My investigation explores not only the relationship between
text, performer and audience, but also their relationship to space (the location within the
house, its acoustic qualities, its habitual usage), to materiality (the physical form of the
bookitself, furniture used by reader and audience), and any additional sensory information
(the quality of the lighting used, scents associated with the space, the sounds of
performance or even sensory input that intrudes on the performance). It is neitedsary
modern analysis and reconstruction of medieval reading contexts is sympathetic to these
influences. Therefore, | take an interdisciplinary approach, combining literary and
palaeographical/codicological analysis with archaeology, particularly tbg stumaterial
spaces and artefacts, experimental archaeology and archaeoacoustics, as well as social
history, music theory and psycholinguistics. Both phenomenology and the concept of
0l ived experienced are cr ucinmtvereadingtis@i s i nves

material, emplaced and mufiensory experience with specific performative, physical and

36 Jean BaudrillardSimulationstrans. Paul Foss et al. (New York: Semiotexte Inc., 1983).
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social context$’ In this approach, | follow recent developments in archaeology, which
focus on the material, the sensory, the experiential anguittedian as central ways to

fully understand the multifaceted nature of lived historical practicéhough a result of

these new approaches is a focus on empirical and quantitative research, particularly
enabled through technological developmentstaedyrowth of Digital Humanities which

allow for detailed digital mapping of objects, soundscapes, spaces and wider landscapes,
my research, whilst it drew on these developments, investigated experience experientially
and qualitatively. My qualitative fosufollows methodologies found in three kinds of first
person, practical investigations: practasresearch, living history and experimental
archaeology. Experimental archaeology in particular posits that imitating or replicating
past actions can lead adbetter understanding of théfin the same way that

experimental archaeologists try to recreate processes like flint knapping based on material
traces, | attempt to recreate a lost practice based on the material form of the household
manuscript, althoughith greater sensitivity towards the original context of the
reconstructedadta pr ocess which Dr agoexpefentelor ghi u di s

archaeology?

Matt hew Johns onlLivedEkperiemce id thecLatér Middbe, Ages: Studies of

Bodiam and Other Elite Landscapes in Seldtstern Englanded. Matthew dhnson (York:

Council for British Archaeology, 2017)j &; Christopher TilleyThe Materiality of Stone:

Explorations in Landscape Phenomenolgg® x f or d : Ber g, 2004) ; Pamel a Sh
the lllustrated Manuscript: Great Reckonings in Little Bodk ,Visualizing Medieval

Performance: Perspectives, Histories, Contegts Elina Gertsman (Aldershot: Ashgate, 2008),

57 82.

38 Gilchrist, Medieval Life: Archaeology and the Life Couréatthew Johnsorgnglish Houses
13001800: VernaculaArchitecture, Social Lif¢Harlow: Pearson Longman, 2010); Matthew H.
Johnson, O6What Do MeHistoeyara The@pRi no.B (2618)s38®%e a n ? 6
Johnson, Ol ntroductiond; Catriona Codbipgpdr, 0
Experience in the Later Middle Ages: Studies of Bodiam and Other Elite Landscapes in South
Eastern Englanded. Matthew Johnson (York: Council for British Archaeology, 2017)j 843
Hamling and Richardsoy, Day at Home in Early Modern England: Material Quk and

Domestic Life, 1500700 Maryanne Kowaleski and P.J.P. Goldberg, edsdieval Domesticity:
Home, Housing and Household in Medieval Englé@dmbridge: Cambridge University Press,
2008).

39 John ColesExperimental ArchaeologiCaldwell, N.J.: Blakburn Press, 1979); Stephen
SaraydarReplicating the Past: The Art and Science of the Archaeological Experihuerg

Grove, lllinois: Waveland Press, 2008); Colin Renfrew and Paul Bglchaeology: Theories,
Methods and Practice3th Edition (London: iames and Hudson, 2020),
https://ebookcentral.proquest.com/lib/yakooks/detail.action?docID=6178544.

“Dragok Gheorghiu, o6Lighting in Reconstructed Cor
Pyr ot e c h ndhke Oxfordé&andbook of hight in Archaeology. Costa Papadopoulos and

Holley Moyes (Published online: Oxford University Press, 2017), n.p.

Li ved
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Structure and Aims
The main aims of this thesis aomanca&:twof ol d. Fi
return Middle English romances to historicaihiformed performative reception contexts
in the present day, reading from the pages of their manuscripts-aitdating them in
historical spaces. This approach requires a deep understanthegextual,
palaeographical, performative, social and archaeological factors upon which reading is
contingent, which will be outlined throughout the first part of this thesis. Secondly, to
investigate the impact of these reading practices on the modeler rinvestigating
whether the transformative power of performance can reveal new understandings and
appreciation of the text and the spaces within the medieval house, and uncover nuances of
meaning. In doing so, | strongly promote the use of performahea studying and
teaching Middle English romance and propose a methodology for conducting such
experimental performances.

Chapter One establishes the methodological and disciplinary foundations of this
thesis, defining key terms, reviewing the field @fmance performance and outlining how
my analysis will draw on performance studies and practsresearch. | review other
previous performances of medieval romances and consider how my performative analysis
can build on their insights. | also consideefisi historical and textual evidence for
romance performance. Chapter Two takes a closer look at the focus manuscripts,
investigating manuscript features relating to reception, including evidence for readership
engagement and the many ways in which scriipesauthors anticipate and support certain
reception contexts for their works. Chapter Three explores the material and spatial
elements of the project, considering the medieval houaestgydor performative textual
activities and text and book as plog objects. | discuss the material and mséthsory
experience of reading and the relationship between performer, body, text and location,
considering the influence of elements like lighting conditions, furniture, the physical form
of the text and thepmce of the house. It also introduces the buildings used in the
experiment$ Gainsborough Old Hall, a medieval manor house in Lincolnshire and Barley
Hall, a reconstructed historic house in York. Finally, Chapter Four discusses the series of
experimentaperformances which staged readings of excerpts from romance texts in
multiple spaces throughoutthe hasise | di scuss t he devel opment
responses to texts when staged in different locations, using different methods and different
reading modities. The reauralised and-eenplaced romances allowed the participants to
investigate the embodied experience of reading aloud. | will reconsider the implications of
performance for studying romance, household manuscripts and historical readinggractice

Additionally, Appendix A provides detailed codicological descriptions of the focus
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manuscripts, contextualising the texts used in the experinfgpendix B catalogues the
accompanying video footage of the experiments and Appenpinvides supplemeaty
material used in the experimerfimndouts and translations of the romagxeerpt3.
Appendix D contains material related to the formal ethics approval processpaoduces
the questionnaires used to obtparticipant feedback.

This thesis has at its heart a series of questions to which there can be no definite
answers: | seek to investigate a personal and individual experience and to recreate a
specific event about which there survives very little concrete evidence. A perferisanc
collaboration or a conversation between performer and audience. To reconstruct medieval
performance is to attempt to eavesdrop on a conversation that has long since fallen silent.
As such, much of the evidence is necessarily qualitative ratheqtiaamitative or exact,
but in this way is able to account for the nuances and individuality of lived experiences.
Above all else this thesis celebrates popular literature. It honours the quotidian and the
amateur. It leaves aside notions of the perceivechty merit of romances and instead
upholds reading as a pleasant communal or solitary leisure activity that united medieval

people in the love of a good story, and invites modern readers to join in as well.
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CHAPTER 1. Performance in History and Practice

1.1 Introduction

Aper f or man c esing qua rnojevithoutmrhish itcanm ot be
studied, apprelciated, or enjoyed. o

All medieval reading can be considered performative, as outlined in the Introduction. Why
then is performance studies not given greater prominence in the study of medieval
literature? This thesis argues that studies of medieval romance that do not eitigage w
reading modalities cannot fully appreciate the medieval experience of the text. It is akin to
studying music without hearing or playing it, or analysing Shakespeare without ever
watching the plays staged: a limited and-dimaensional study, lacking $ight in the
dynamics and vibrancy of the performed text.

The discussion of performance in this thesis has two facets. The first is the study
of historical performance, exploring the communal and performative reception of texts in
the pool of fifteentkcentury household manuscripts. Medieval texts are charged with
performative potential. | will examine different ways in which this potential could have
been realised in medieval romances, engaging with the wider scholarly debates of
orality/aurality/literacythat have dominated previous performanslated studies of
medieval literature. This analysis will reference contemporary records of narrative
performance, both of romances and of other comparable forms like drarchssstdn de
geste The second faces the adaptation of this historical evidence to stage matigrn
performances of medieval material, including my own romaeading experiments
which use performance as an investigative tool to further understand the contents and
usage of household manugts.

This chapter lays out the methodological and disciplinary foundations for these
two facets of performance. Beginning with performance theory, | will explore definitions
and understandings of performance more generally, before narrowing the focus to
romancereading, particularly in a household setting. | summarise previous investigations
of romance performance, which often have been preoccupied with musical perfarmance

This discussion continues in Chapter 2, which considers the implications ancaitess

lYossi Maurey, OPerforming Our Pr ¥isublizitge s : Bet ween
Medieval Performance: Perspectives, Histories, Cont@dsElina GEsman (Aldershot: Ashgate,
2008), 281.
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of musical romance performance on the surviving physical texts and manuscripts. | discuss
the methodologies that underlie my experiments as drawn from various practices like
experinental archaeology, emactment/living history angracticeasresearch, with

reference to the parallel traditions of Early Music and reconstructions of early modern
drama. Finally, | explore key examples of modday medieval performance which

informed my own experimental performances. The inclusion of some fopnactical
performance is crucial to an effective study of performance and the analysis here
anticipates my performative reading experiments whichbeilthe focus of Chapter 4. In
anticipation of these experiments | reflect on the unique challenges posed by investigating

performance, as well as its unique strengths.

1.2 Definitions and Theory

The sociological concept of performance includes not just the artistic productions that
instantly spring to mind with the teritheatre, music, performance afbut encompasses

all of everyday human action. Sociologist
activity of a given participant on a given occasion which serves to icilierany way

any of t he o %Agcerdingpogerforinande phaonist Richayd Schechner, all
human acti vity iisthafis; actons prepardd abdeptacicdiit@ach o
performance is unique, based in its time, space, contegptien and interactivity.

Following this definition of performance, the everyday actions, habits and social roles of
the users of late medieval household manuscripts are just as performative as their reading
activities. Schechner clarifies that whilsyah hi ng cawadbpesfaoadisadcé,
performance, especially artistic performance, is culturally and historically contihgent.

S c h e ¢ h n e r-éhtertaianfient bitagy crgates a contrast between ritual performance,
which has a participating, beving audience, and performing arts, which have an

observing, appreciating audiertddowever, for Ronald L. Grimes, this division is

erroneous as the audience is always an active element in perfofrTame¢hesis follows
Grimes: a watching audiencealways an active participant in performance, especially in

performances of Middle English romances which frequently address a listening audience.

2 Erving Goffman,The Presentation of Self in Everyday l(ffendon: Penguin, 1959), 15.

3 Richard SchechneEssays in Performance Thediyew York: Routledge, 1988), 30; Richard
SchechnerPerformance Studies: Amtroduction 2nd ed. (New York and London: Routledge,
2006), 29 30.

4 SchechnerPerformance Studies: An Introducticzg 32.

5 Schechnerssays in Performance ThepB2, 79 80.

Er

w b

Ronald L. GrimesifEl i na Gertsman, oO0lntrodactcéeowd, iThme Spect

Visualizing Medieval Performance: Perspectives, Histories, Contedt€lina Gertsman
(Aldershot: Ashgate, 2008)j 13.
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The reactions of the audience and the responses of the performer to these reactions shape
the reception evénfor example, a modertiay comedian, seeing that some jokes receive
greater laughs than others, may alter their performance to better please the tastes of that
particular audience. Awareness of performance theory can help literary scholars to better
undeastand medieval performative textuality: these broad sociological definitions help to
prime us for a more flexible understanding of text and performance, especially for the
performative study of texts that have traditionally only been the subject offitara

historical inquiry.

Heather Maring succinctly defines performance as it applies to the study of Middle
English |Iiterature: performance is fAtext mad
and made unique or unrepeatable by the experience offpeing s ent 6 and modul at
Asetting, body | anguage, vocalization styleé

—

eatures, such as tone, rhyt hmWheslgakefd, sil en
O6performative readingé ¢techmigaeeandwithahi ng modul a
audience, which could be a large group or even just the reader themselves. Even private

reading can be performative: this kind of solitary performance is often involved in

devotional reading, for example, affective piety texts,itatidns on the passion (such as

Afe Long Ch a  rF.2e38, ff. d7vb5@Wdl, rand @ &riant Viersion [Caii, ff.

77ra79rb]), or virtual pilgrimage texts (such as the Stations of R@reglyntyn I1.1,ff.

132r135v and CCA, ff. 83rb-86va] or theStations of Jerusalem§hmole 61, article 34,

ff. 128r-136r]), which take the reader on an imagined journey around notable holy sites of

the cities® This thesis focuses ansingle reception modality within a single kind of

performance: communal performative reading aloud associated with Middle English

romance as preserved in late medieval household manuscripts. This kind of perfoemance i
inextricable from the act of readj and is contingent on close engagement with a text

preserved in a specific physical form, or orally/aurally mediated. It is somewhat of a

contradiction that | seek to investigate immatesiaial texts by focusing on their material

form in manuscriptaswell asthe embodied experience of an audiate reader and the

physical spaces reading took place in, however, this tension between materiality and

immateriality lies at the heart of this study, and of performance studies more generally.

Medieval reading isisually discussed from the perspective of literacy, but this study

instead focuses on the experience and minutiae of the act of readinylitgiéllfeturn to

"Maring, O6Performing Pearl 6.

8 Bynum, Jesus as Mother: Studies in the Spirituality of the High Middle ;Adeslamer Affective

Meditation and the Invention of Medieval Compassion

Parkes, 6The Literacy o FrontMemonlLaWritten Recoravi c hael T.
England 1066 1307 3rd ed. (Chichester: John Wiley & Sons, 2013); Sae@pace between
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this perspective more fully in the later chapters; here first | will summarise previous

invedigations of romance performance.

1.3 Historical Romance Performance
It is common to note in studies of medieval reading that lay literacy and education were
increasing in the fifteenth century. However, it is less frequently acknowledged that the
conceot of literacy in the Middle Ages was multifaceted: since the reception of texts can be
in multiple modes, it follows that the modern concept of literacy (the ability to read and
write) is not necessarily a prerequisite for the medieval reception of Moitsover, there
are skills outside of this definition of literacy that allow participation in performative
reading that should be acknowledged. Paul Sagirgppseshe categorisation of
fiphonetic literacy (ability to read words orally) anficomprehasion literacy (ability to
read a written text silenthgs a means of recognising these wider sKildowever, this
still only acknowledges direct engagement with the written word. For a fuller picture |
argue that we must also consider those participants in textual culture who would be
familiar with the genres, tropes, formulas etc. and were experiamceskilled at hearing
texts read aloud but merely lacked the ability to read it from the Baige. Stock talks of
Atextualityodo as separ kingase 6f texisperhds evendby acy 6, me
those who were functionally illiteratéW.F. Boltons uggest s the term fAaudi
contrast to fAliterated to categorise the ski
that audiences of texts received orally would dev&dgthough some of the audience of
household manuscripts would be literatentiydern definitions, we cannot assume that alll
would be. However, their involvement in textual receptions supported by these
manuscripts and the skills of an experienced audiate reader should be acknowledged. The
skills of audiate readers were used not jusomancereading but in many texadjacent
activities in daily life, such as devotional activities in the parish church like sermons that
aurally interpret written wordsnmanorcourts orstreet proclamationd/edieval textual
culture extends beyond tipéysical forms of text through the spoken word.
The oral/written debate, which analyses the modality of the composition,

transmission and reception of texts, has dominated studies of the reception of medieval

Words: The @gins of Silent Reading Paul Henry Saenger, O6Silent Rea
Medi eval Scr iViorl3a(1082): 366444. et y 6,
YPaul Saenger, 6Books of Hours and tTheeCulBreadi ng He

of Print: Power andhe Uses of Print in Early Modern Eurgped. Alain Boureau and Roger

Chartier (Cambridge: Polity, 1989), 1i473.

11 Brian Stock,The Implications of Literacy: Written Language and Models of Interpretation in the

Eleventh and TwelitCenturieqPrinceton, N.J.: Princeton University Press, 1983), 7.

2Bolton, élntroduction: The Conditions of Literar
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literature, and thus in turn the studyromance performance. This in itself is not harmful,
but earlier scholars too often understood oral as crude and unsophisticated, as an
unpleasant but necessary step on the way to refined and sophisticated written texts,
especially by canonical authors. Thavas general resistance to the idea that aurality could
continue after the advent of literacy, once oral performances by minstrels are assumed to
have been replaced by the spread of private, silent resdmthe Introduction | argued
instead for conslering orality/literacy as a cloud of modalities and reception possibilities
instead of a spectrum with oral and written at either extreme. The overly simplistic
spectrum view also distorts understandings of literacy in the Middle Ages. Aural reception,
it is commonly assumed, was only the norm because of widespread illiteracy and poor
availability of books'* Mid-twentiethcentury romance scholars go out of their way to
explain the continued inclusion of supports for aural reception (the narrator, adtivesses
listeners, petitions for attention) as evidence of minstrel composition and performance, or,
in later fifteenth century texts, as concessions to a fashionable pseldtyle, an
unsophistegrcaseidon i#Hto oral traditiono
Albert B. Lord andMlilman Parry proposed the offdrmulaic theory as a way to
make sense of the composition and transmission of Homeric epic, using surviving oral
traditions from Yugoslavia as a modeThe orafformulaic poet effectively recomposes
their texts in every itation of performance, combining bdtrmulas(short metrical
phrases) anthemeglonger recurring scenes or events). This understanding of textual
composition, transmission and reception relies on a skilled and practiced oral poet who
memorises and panfms the texts. The orfbrmulaic theory was adapted for Middle
English romance by focusing on the memorisation of téxthe oraiformulaic poet

became the minstrel who used formulas not as buidiogks of the orally recomposed

B“Derek Pearsall, o6Middl e En dHistorigdhandREditodalbiudies and |t s
in Medieval and Early Modern English for Johan Gerritsed. MaryJo Arn and Hanneke Wirtjes

(Groningen: WolterdNoordhoff, 1985), 3747; Derek Attridge;The Experience of Poetry: From

Homer s Listener s t(@xfor8: DafddkUniersiy Presdad Gxrad er s

Schol arship Online, 2019), 212, doi: 10.1093/0so0/
Oral Transmission dbir Launfab Medium A£vun38 (1969): 1647 0; St ephen Kni ght, 071
Function of Mi ddl ®ediemaldileratsrdn CriRodsm,ddeatogyéand Histored.

David Aers (Brighton: Harvester Press, 1986),19%9.

“Baugh, o6l mprovisation in the Middle English Romes
Derek Pearsall, 6The Devel dledaevaltStudeR7 (I@®)ddl e Engl i
93; Ruth Crosby, 060r al Specalunllyrm.rly1936)n88aohknight)i ddl e Age
6The Oral Té&irausfabi.ssi on of

16 Lord, The Singer of Tale®arry,The Making of Homeric Verse: The Collected Papers of Milman

Parry. For applicatbn of this theory to Old English poetry and genesis of its connection to medieval

literature specifically, se®la g 0 u n ;Formdulaic €Haracterof Angl8a x on Narrative Poe
YBaugh, &6l mprovisation in the Middémglishng! i sh Romas
Romance: Some Questions of Cr Spetulumid no. IN(1967% ent ati or
1i 31; Quinn and HallJongleur: A Modified Theory of Oral Improvisation and Its Effects on the

Performance and Transmission of Middle English Roraanc
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text, butratheras ails in memorising a written text. The surviving written romances in this

theory are either the written records of oral performancespies of the texts used by
performers as aasidemémoire The Omi nstr el manuscriptd t hec
discussions ofomance manuscripts but has been thoroughly debunked by Andrew

Taylor8 The implications of this theory on the manuscripts will be discussed further in

Chapter 2. Middle English romances certainly have elements that align withrthdas

andthemesof oral-formulaic theory Sir Eglamour of ArtoigCCAii, Li, Ff.2.38)and

Emaré(unique to CCAIi) are two particularly formulaic romancesSir Eglamour

Christabel is frequently described as fAwhyte
whal y d°Emaehné. iworthy unt hur wedeodo (and vari at
Asemely unthere ser keo) ,whad evse Iblo naesd tohre ffwahnyit
f 1 o wPiCleatacters iiSir Eglamourof Artoiso f t en excl aim fiso mote Y
199, 220, 514, 649, 1201), the narrative rep
armeso (Il . 10, 23, 41, 88, 94, 130, 216) an
expected formulaic phrases. Eglamour eae$ advantage of the tropes of romance,

naming himself as AAntoruso (I . 463) (Advent
knights.Emaréfeatures parallel descriptions of Sir Artyus and EBnar i He was curt ay
all thyng [/ Bot hé# 4G¢1lo) oal ndde fAaShhde twoa sy ycnugretoa y(s i |
Bot he to ol de ®&®nThemescanyalgmbe ielentifiédlinlthe wided

narrative: the repeated fight episodes when Eglamour completes his three tasks to win
Christabel 6s h an darbuthescaldiing fashmmy thee Gostance mosf ofmi
Christabel and Emérbeing cast adrift at sea, and the exile and return structure (doubled in

Emaré facilitated by tokens of recognition (the gem cloak, the symbolic coats of arms, the

scarlet mantle anthe golden girdle). Thpresence oformulas and themes dsnot

suggest that romances were recomposed as they were performadhéuthathese

textual apparatuassisted in memorising a text to perform without reference to the written

word, thuse x pl ai ni ng t he agmaiaing & MiddlefEaglish tomandes i d ue o
A.C. Baugh points to the adaptation of many French ronsant®eEnglish as proof that

they were composed in writing (and therefore not truly-fmathulaic) and then

BAndrew Taylor, 6The Myt Spewlin66, noel (1881)n478.r el Manuscr
®Harriet Hudson, ed. , FodarMiddle ERgish Ramances: SolsumbBrast oi s 6, i
Octavian, Sir Eglamour of Artois, Sir TryamoUiEAMS Middle English Texts Series (Kalamazoo,

Michigan: Medieval Institute Publications, 2006), Il. 139, 178, 854, 869, 928, 1208; 674; 783.

Subsequent references will state line numbetshin brackets.

2Anne Laskaya and Eve ThaMiddsEnglishyBretoreldyTEAMSO Emar e o, i
Middle English Texts Series (Kalamazoo, Michigan: Medieval Institute Publications, 1995), Il. 366,

303, 501, 33, 665ubsequent references will state line numbetsxhin brackets.

22Al bert B. Lord, ¢ GrlalReGondpuoesdi tiino GrahdaadifivnidQlrl e Ages
the Middle Agesed. W. F. H. Nicolaisen (Binghamton, New York: Medieval and Renaissance

Texts and Studies, 1995}, 29.
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memorised irorder to be performed. According to the theory of memorial transmission,
variations in the surviving manuscripts of romances are records of improvisation by
minstrels as they perform. Murray McGillivray also argued that memorial transmission is
responsibd for variations in romances that cannot be explained by scribal error, but goes
further than Baughodés suggestion of i mprovisa
explanations of these variatiotfMcGillivray outlines that opying errors tend to be
visual and reading mistakes, such as skipping lines or misreading words, whereas
memorial errors result in similar lines or events being moved within a text when the
copyist misremembers which occurrence should be in which position. Ad Putter suggests
that smilar evidence of memorial transmission can even be seen in later romances, such as
the copy ofEger and Grimen the Percy folio (London, British Library Additional MS
27879 al t hough it is wunclear at which point in
transmission took plac&.0Only perhaps the earliest forms of the earliest Middle English
romances (such &ng Hornor Havelok the Danecould be considered under the eral
formulaic theory: as the later forms of romances come from a time of mixed orality and
literacy, they cannot truly be considered dmamulaic as they are influenced by the
written tradition.

More recent romance scholarship tends to acknowledge the oral/aural elements of
romances as aesthetic features/ocative of a reception contexttmot indicative of it.
i Or al respscially forethe later romances studied here, is no lemgierstood as
(if it ever was) the leftovers of prior oral transmissiondsa feature which supports
reading aloud or could create an imagined commugzaling setting for a solitary readér.
This reframing shifts the focus f wudying seeking
their impact and effecThe oralformulaic poets now merely serve as a model for effective
performance of narrativeather than a model for textual composition and transmission.
My experimental performances recontextualised these oral/aural features and explored the
changing experience of romanegading in different modalities. The effectiveness of these
features in prformance is not proof of exclusive performativity, yet strongly suggests that
they are more than mere ambiance: the romances and their manuscripts support flexible
and multimodal reading, with different resonances and affective responses experienced in
different modalitiesThis reframing has been part of a wider trend in scholarship accepting

and celebrating the literary value of popular Middle English romameesusef, rather

22 McGillivray, Memorization in the Transmission of the Middle English Romances
2Ad Putter, O6Middle Engl i sh MdeveOra Eterattaeedd t he Or al
Karl Reichl (Berlin and Boston: Walter de Gruyter, 2016), 347.

%Lord, o6Oral Composition and fOral Residueod in tF
25 See for exampl®eichl,6 Tur ki ¢ Bard and Medi eval Entertainer:
Can Tell Us about Or al Performance of Narrative i
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than in spite of, theipopularity?® This shift is illustrated well by thehange in scholarly
opinions of one of the focus tex&ir Eglamour of ArtoisMid-twentieth century
schol arship saw it as O0medi oberekPte aamsda | fldrsmul a
memor abl e diatri be agai nst pryfogetherofstock mance a
incidents, whisked vigorously and poured out at a pace that aims to provide little time for
reflection on WHhady, more bbjedtige land nuancedIstudy fociseon
the art and expression of the romance, its soniffamilial concerns, and acknowledges
the different expectations of literature for medieval and modern audi€izels.Curnow
andPutter argue that the density of events and the fast pacing of the nartagveery
feature that was so objectionable to earlier critiegas what mad8&ir Eglamour of Artois
so popular in its dasf. This thesis follows the stance promoted by thesentestudies of
popular romances of meeting medieval literature on its own terms, rather than imposing
modern judgements of quality or literary merit. Reauralising the moesis a further step
towardsacknowledgingand upholding thenedievalexperiencef these works.

I n my study of communal reading aloud | f
investigation, which, firstly, places reading aloud outside of the progressivist narrative of
oral to written, which would imply that all fifteenttentury reading is k&nt (having
devel oped from é6primitived or al reception an
reception), and secondly provides extensive
defines as fithe reading ofCdemankarguesasimpiud t o on

that reading aloud persists throughout the Middle Ages (and indeed long after) because it is

26 This is exemplified by three edited collections and their introductidd$ utter and Jane Gilbert,

61 nt romd JhetSpirit of Medieval English Popular Romankcengman Medieval and

Renaissance Library (Harlow: Pearson Education, 2008),8L; Ni cola McDonal d, 6A |
I nt r od ulutpiFictiond of Medieval England: Essays in Popular RomédN@chestr:

Manchester University Press, 2004)21; Raluca L. Radulescu and Cory James Rushton,

61 nt r od WEConipaniordto Medieval Popular Romaned. Raluca L. Radulescu and Cory

James Rushton (Cambridge: D. S. Brewer, 2009, 1

27 Dieter Mehl inWim T i g gSir&glaméur The Kni ght Wh oNeOphilolbglis Not Say
72, no. 1 (1988): 107; Pearsall, 6The Devel opment
2Tj ggSir&glaméur The Kni ght Who Could Not Say Nod; Nioc
Narrativein EmareandSir Eglamour of Artoi8 , Meadieval Romance, Medieval Contexd.

Rhiannon Purdie and Michael Cichon (Cambridge: D. S. Brewer, 201i1§04D.J. Curnow and

Ad Putter, o6Textual and Familial Renltet i onshi ps: 7
Evolution ofSir Eglamoud , Peiopte and Texts: Relationships in Medieval Literateck Thea

Summerfield and Keith Busby (Amsterdam: Brill | Rodopi, 2007)65% ; Putter, OMi ddl e
Romances and the Or al Tr aidsionsinMiddie Engiish Rdmbancgs:a Har d me
A Consi der at i o mhe ¥darbdokoé EndishiStlidied (€992):,6880; Joanne A.
Charbonneau, 0Tr &inBgamoarsoArtoisadTéri@rt of Partyngalén i n

Discourses on Love, Marriagand Transgression in Medieval and Early Modern Literafme

Albrecht Classen, Medieval and Renaissance Texts and Studies 278 (Tempe, Arizona: Arizona

Centre for Medieval and Renaissance Studies, 2004) 6343

®Curnow and Put t er Relafichshipst TheRlacesohtite Mighagam Fragnaent in

the Evolution ofSir Eglamoub , 158. 1

30 ColemanPublic Reading and the Reading Pubk&
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a popular and pleasant pastime i t er at ur e Psawantosharecstores event o

with a gathered community. Although her studguses on courtly, secular literature and
specifically excludes popular romances, much of the evidence Coleman discusses in fact
pertains to romaneeeading.Much evidence of reading aloud comes from internal
depictions of reading within romances. This@newhat circular, but Coleman provides
additional evidence from historical records to make a strong case. The onus of proof is
perhaps less critical for romances and household manuscripts than it is for courtly
literature: the textual habits of the ownef$iousehold manuscripts overlap with the

courtly elite, in turn often modelled on monastic practices, which have ample evidence for
reading aloud, and moreover, reading aloud is a highly accessible way for those not
wealthy enough to hire professionagjectors or performers regularly to share stories
together? My analysis deliberately moves away from the preoccupation with a

professional performer and foll ows Tayl ords

more likely to be used and read in a heheld context®l f ocus on t he ki
performances that would result from members of these households using their texts and
manuscripts, such as communal reading aloud, which could have some informal elements
of theatrical and musical performand use the term amateur to contrast with hired
professional performers. Amateur performers here are members of the household or
extended social network who read for pleasure rather than for monetary gain. The term
does not confer a judgement on theitld&ivel i whilst amateur household readers

probably had less specific performance training than hired professionals, there is naturally

a wide spectrum of performance abilities, ametievaleducational practices would foster

skills in rhetoric and ding aloud*6 Amat eur 6 readers coul d us

communal and performative reading activities located in a domestic setting. Leisurely
domestic reading is rarely recorded or depicted, requiring reconstructions of household
romancereadingpractices to infer based on other examples. Crisseyde and her ladies
reading in the paved parlour is a key exemplar and will be discussed in more detail in

Chapters 2 and 3. A more formal and professional romagading is found itdavelok

31 Coleman, 28.

2Shuffelton, 6éls There a Minstrel in the House?:
Sarah McLoughlin, O6Gender and Tr an
Househol ddé (PhD Thesi s, i3Bni vAenrns iDtoy yonfs , Y 00rEkx,e np

and Ethics i rRonMhce antl Rhet&rin: g$sapsitnouRad ma n c e

Engllmd 6, 57

Rhetoric
Dhira B. Mahoneyed. Georgiana Donavin and Anita Obermeier, vol. 19, Disputatio (Turnhout:

Brepols, 2010), i3 2; Phil Il i pa Hardman, OPopulAar Romances

Companion to Medieval Popular Romaned. Raluca Radulescu andr¢dames Rushton
(Cambridge: D. S. Brewer, 2009), 161.

BTaylor, 6The Myth of the Minstrel Manuscript?od.

34 Nicholas OrmeMedieval Children(New Haven and London: Yale University Press, 2001)j 238
67; Orme, Nicholagviedieval Schools: From Roman BritainRenaissance Englar{@lew Haven
and London: Yale University Press, 2006)i 8.
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theDanewher e fAr omanz (.&€3L7)is gart af the laudh and Viaredk o
entertainments at Heyseeblemardsaggestethabmoatt i on f east
performative readisgaWvwaes ota adomeadt rat hemal lha
practicesimaginedyo Ev el y n Bi fhighepelormancé, sicludihgithedaeelok

the Daneexample®*i Lowo per formances are rarely refl ec
investigations of romandethere is little evidence about the associated performance

practices but they ca be revealing about the lived experiences of medieval readers in

households of the rural gentry and the urban mercantile elite. A possible example of this

il owo | eisurely romance reading wilehin a fam
chevalier auibn where a young maiden reads a romance to her parents in a $arden.

Romance reading as an informal communal pastime, could have accompanied domestic

chores and small handiworks like sewing, repairing, whittling, embroidery, spinning or
weaving.Particulaly if the audience of the reading event is female, reading could offer a

pleasant accompaniment to the everyday tasks that kept the household running (spinning,

carding, weaving, sewing, childcare etc.) whilst simultaneously serving the more practical

purposes of educating younger members of the fathiBther useful exemplars for

household reading practices come from a number of domestic conduct texts and household
regulations. Theynainly concern reading for education or devotional practices, but do

show for example, the involvement of household members of all ages and statuses in

reading and the association of reading with particular times of day: morning and evening

prayers, reading over mealtimes and instructions for hearing and participating in Mass.

Latin conduct instructions found in the papers of the Throckmorton family guigetbe

familiasto lead prayers at morning and night, advise on appropriate conduct during Mass,

and, most significantly, instruct that dinner should be accompanied lyyngdi€ading to

distract from vain or idle speech by various readers, including children when they are

able®® This is clearly adapted from the monastic md@dl.readeri maybe a member of

35 ColemanPublic Reading and the Reading Publi@; Evelyn Birge VitzOrality and

Performance in Early French Roman@oodbridge: Boydell and Brewer, 1999), 164.

%A My ¥wvain ehters into the garden / And after him his companions; / He sees leaning on his
side / A nobleman who was lying / On a silken cloth, and before him / A maiden was reading / A

romance, I dondét know about wh owhowa$heAmotiert o | i st er
Was there too, | eaning on her elbows / llend the (¢
chevalier au lionll. 535666) Translatedbff v el yn Birge Vitz, OErotic Reac

Ages: Performance and FRerformance of Rma n ¢ eP&rformingt Medieval Narrativeed.

Evelyn Birge Vitz, Nancy Freeman Regalado, and Marilyn Lawrence (Cambridge: D. S. Brewer,

2005), 8384.

37 Goldberg Medieval England: A Social History 128650 11i 12.

¥Shuffelton, 61 s Hbuse?r Dommestic Ehtertasnmentir Late Medieval e

Engl anxd®;, M&cLoughlin, 6Gender and Transgression i

Hous ehoid4d 6, 141

®Benedict, O6Regula S.P.N. Benedictio, accessed 3C
http://www.thelatinlibrary.com/benedit . ht ml , Chapter 38; George Shuff
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the household, children included, or even a household chéaphainld read aloud suitable
material for the edification of the listeners. It is unlikely that romances were considered
appropriate reading for this kind of reception, although they could have been read after the
formal parts of dining: certainly the househatdnuscripts are filled with many more
appropriate edifying and devotional tet3.hese key historical exemplars informed my
performances and will continue to be referenced throughout my analysis. | will now
explore a number of modern performance exermsplaafore returning to the consideration

of musical performance.

1.4Modern Performance Methodologies and Exemplars

My study of medieval performative reading draws on a collection ofifeston

investigative disciplines and methodologtées first-person investigations, the body of

the practitioner is both the subject of the inquiry and the means by which to conduct the
enquiry* The use of performance as a research tool has an established academic history
dating back to the 1960s and 187Bnown variously as practieesresearch (PaR), action
research, embodied research, praeticgperformancéded research, performanbased
research, or artistic research, this method uses active, creative prathiease, music,

film, dance, visuahrts, creative writing, and othéras the key means of investigating a

research hypothestéPaR puts the practitioner at the centre of their own investigation, and

in the House?: Domesti c Ent elhiblegicat Quartely87jno. Lat e Me
1/2 (2008): 5¥58. A mealtime reading as part of the education of the future Edward V was also the
inspiration for the Reading Malory Aloud project.
Mal or y: Se s s i o n dArtharranh RRaaingrividlory Adold, Ehnenénd Now, 13, no. 4

(2003): 3.

401j 91 contains a vast array of suitable edifying material in the latter part of section 2 and sections

3-5 (ff. 176w+279v). See contents list in Appendix 1.

“Al though the use of the term 6disciplihasdé here i
an HAgaenntrie 0 and reenactment, as Vanessa Agnew wr it
di sciplinaryBapekéenshawataowaosdel en Nicholson, o6Int
Cr eat i ReséasctdMethads in Theatre and Performaede Baz Kershaw and Helen

Ni chol son (Edinburgh: Edi nburgh University Press,
Transdisciplinary ResearahWethodsdinmheatne and Performardd Baz i n

Kershaw and Helen Nicholson (Edinigh: Edinburgh University Press, 2011), 66; Vanessa Agnew,

0l ntroducti on: Waoriictsm BpeciaRsseenExtemmeraachSerirdental History,

46, no. 3 (2004): 335.

42 Jennifer ParkeBt ar buck and Roberta Mockopr mResearchnng t
Research Methods in Theatre and Performaece Baz Kershaw and Helen Nicholson (Edinburgh:

Edinburgh University Press, 2011), 223.

“Robin Nelson, O6lntroduction: The What, Where, W
Practice as Reseah in the Arts, Principles, Protocols, Pedagogies, Resistamecedkobin Nelson

(London and New Yor k: Pal grave MaeasRededrchand 201 3) ,
Or i gi nal SHakespeateiBdllet®®, no. 3 (2017) ActodP2epares:] an Wat s o
Performance as Res e arMapping BardBcpped for PerftrreancE Ase at er 6, i r
Research: Scholarly Acts and Creative Cartographéels Shannon Rose Riley and Lynette Hunter
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their own subjective, firgberson experiendeor what Stephen Purcell calls their

fiemhdi ed k nidecomesitigealdta output of the investigatfdraR

met hodol ogies utilise Alived experienceo, bu
archaeol ogi cal |l ived experience as discussed
on the trainng, preparations, intuitions and performance decisions of the practitioner and

their subjective experience of their practte@his aspect of PaR most commonly engages

with the discipline and techniques of theatre, with its long history of structured actin

methodologies and training. Theatrical performances involve specific uses of space, such

as the delineation of performance space and audience space, blocking and the preparation

of planned physical movements by the performer within the performance spiacg,

structured artificial lighting to create specific theatrical effects, and the usage and position

of props. Clare Wrightoés discussion of the o
how modern audiences and critics often expect all performambestheatrical and to

present illusions of truth confined to a separate theatrical reality to a spatially separated

watching audience, whereas these theatrical expectations are not applicable to medieval

drama? This purely theatrical approach was afext applicable to the casual and everyday
performative reading that my research explores, although a general awareness of theatrical
principles did influence my practice, in that | used common techniques such as altering the

pitch or speed of my vocal dediry, or gesturing to support the meaning of the words |

read. Historicallyfocused PaR research provided a more relevant model than purely

theatrical PaR projects, particularly s#pecific performances that engage with historic

spaces and structuressearch into medieval or early modern drama (discussed below), or
projects |like 6Performance Learning and Heri
heritage and living history to communicate the past in more engaging, accessible and

sensitive way$4’ PaRproductions rely on the instinct and intuition of the performer and

(New York: Pal grave Mac mitide assResearch:0i@rgsdiscipli@ady ; Ker shay
Il nnovationi64n Acti ond, 6 3

“Pur cel | ;asReRreaacrtcihceand Or i gi nS$tarbucR and Mdck, ces 6, 427;
O0Researching the Body in/as Performance6, 210; Li
English Text and Performance Based Research in Medie

University of Calgary, 2018), 4.

“ParkerSt ar buck and Mock, OResearching t hGloseBody i n/ a
Performance, Technologies, Phenomenolpmbridge, Massachusetts: MIT Press, 2008), B, 52

53.

46 This was observable in the experimentsyiisbe discussed isection 4.4.2.

Clare Wright6 Ont ol ogi es of Pl ay: Reconstructing the Rel
Ear | y En g |Shakespedde Ballet®5) no. 2 (2017): 18206.

““Sarah Dustagheer, Oliver Jones, and El eanor Rycr
Dr ama: Re s e arShakespgeare BRlletB5; rno.i2¢2615); 1785; Sarah Dustagheer,

6fnl nti mhey &amt Wa n a maShakespeBré Buletidd, nos 2(2017): 2346;

Wright, &é6Ontologies of Play: Reconstructing the
English Dramadé; O6Performance, Learnkccesgsed® Her it age
September 2021, http://www.plh.manchester.ac.uk/; Anthony Jackson and Jenny Kidd, eds.,
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their ability to selfreflect and analyse qualitative experiences. In purely theatrical PaR
projects this intuition is based in modern theatrical training, whereas for histerically
focusal PaR projects, this is embodied knowledge acquired through close academic study
of source materidl in my case, familiarity with medieval texts, manuscripts, historical
reading methods and my experience performing historical texts. The household
manuscpt sd or i gi nal owners no doubt were thems:
practices from viewing plays, pageants and other performances, and had some degree of
rhetorical training and practice reading aloud from their education and household practices.

An equally applicable methodological model for my practical research is
experimental archaeology, which investigatesterial artefacts or structures, with a
particular focus on their crafting techniques, and reconstructs technological processes from
the past® It follows more rigorously the scientific method and has a greater focus on the
replicability of experimentdts resurgence in the migentieth century saw experiments
conducted to investigate the building of prehistoric houses, historical sailing voyages and
shipbuilding, flintknapping and farming techniqu&#Both PaR and experimental
archaeology have a focos gathering data in practical, experimental investigations,
however neither truly captured the entire social or cultural context of the relevant text or
activity.

Alongside these two we#istablished disciplines is the newer category of
reenactment stuel, which investigates immersive recreations of thepadthough
reenactment studies itself is new, reenactment is not: people have been recreating history
for as long as there has been history, in both romanticised or fantastical ways and ways that
sed& accurate representations of the past, from ancient Roman naval battle pageants, to the
tournaments and per f or beaomaneds Hedie&aBgtoi bed i n Sa

Performing Heritage: Research, Practice and Innovation in Museum Theatre and Live
Interpretation(Manchester: Manchester University Press, 2011).

48 Coles,Experimental ArchaeologyaraydarReplicating the Past: The Art and Science of the

Archaeological Experiment Gunt er Sch©°bel , 0EXbpeRoutladgent al Ar chac
Handbook of Reenactment Studies: Key Terms in the, leigld/anessa Agnew, Jonathzamb,

and Juliane Tomann (London and New York: Routledge, 2020Y,3%7

49 Coles,Experimental Archaeology 32; Aidan O06Sul |l i vanHagwat, Chri st
0l ntro®Ded¢tinomg Archaeol ogy: Maki nExperinidmalder st andi n
Archaeology: Making, Understanding, Stefgllingg ed. Ai dan O&Sullivan and (
SouyoudzoglotHaywood (Oxford: Archaeopress, 2019), 1.

®Vanessa Agnew, Jonathan Lamb, and Juliane Tomanr

St udi e'kseRdutledge Handbook of Reenactment Studies: Key Terms in thedeielanessa

Agnew, Jonathan Lamb, and Juliane Tomann (London and New York: Routledge, 2020), 1

Agnew, Ol ntroduction: What | s Reenactment?d6; Jay
Evee yday Li fe i n Amdrican QugrterhBd,sie 3 (4282X): 29B06; Daria

Radtchenko, O6Simulating the Past: Hethiskm@ct ment anc
History 10, no. 1 (2006): 1248; David MatthewslMedievalism: A Critical Histoy, Medievalism

Series, VI (Cambridge: D. S. Brewer, 2015); Edwar
Reproduction: A Cr iAmergan@ntroopoloBigit non2ql®%®ty. 39415.mo ,
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medi eval passion plays, to Henry VIIthds reco
the Eglinton Tournament of 1839T he use of 6| -pevsonrcgsturhedandor y 6 (
emplaced interpretations of historical living practices) in the heritage industry arose out of

the openrair folk museums of late nineteertkntury Europe and daitwentiethcentury

North America and is now a common practice in museums and open air attractiof’ alike.
Reenactment as a pastime today encompasses a broad spectrum of activities from

fantastical medievahspired makebelieve play at one end (for exalmpLive Action Role

Playing) to more studious and immersive reenactment that concerns itself with

meticulously recreating the materiality, practices and behaviour of specific times, places

and people in the past. Authenticity is a central concept inecgraat and living history

especially at the latter end of this spectiuboth the standard to which it strives, and the

means by which its success is meas@tddhe Introduction nuanced the definition of

authenticity for this project, but the inclusiohauthenticity as a central concept at all is

due to the influence of reenactment. Reenactment and living history have, until very

recently, been viewedith some scepticisim academic circles. However, their use in the

heritage industry is widely regard as an effective way to make history more engaging to

a general public.

My performative research aligns most closely with the model of reenactment, but
the young state of the discipline as an academic method required heavier use of the critical
apparatus of PaR and expeental archaeology. My analysis is based on-fiesson
observational data but is not true creative practice or a fully technologficailged
experiment. It specifically aims to investigate and (as far as possible) simulate the whole
physical, social,g&chnological and emplaced experiment of medieval reading. The use of
some kind of immersive firgterson performance methodology was critical for my
research. In becoming an active participant in textual culture and reception, the performer

is immersed iran embodied and emplaced simulation of the past. The mddgrRaR

’Mads Daughbj eThgRoutedyaHanhdbombReenaciment Studies: Key Terms in the

Field, ed. Vanessa Agnew, Jonathan Lamb, and Juliane Tomann (London and New York:

Routledge, 2020),22 9; Sch°bel, OExperi mental Archaeol ogybéd;
O0Performing Romance:r Aa fdRoman DuHeitd 2 & BMedogreng ni n S a
Medieval Narrativeed. Evelyn Birge Vitz, Nancy Freeman Regalado, and Marilyn Lawrence

(Cambridge: D. S. Brewer, 2005), 103®.

2Anderson, o6Living History: Simul a%;iDavigiDdarv,er yday L
6Li vi ng Hhefoutedge Blandbook of Reenactment Studies: Key Terms in thee&ield

Vanessa Agnew, Jonathan Lamb, and Juliane Tomann (London and New York: Routledge, 2020),

120.

Bruner, O6Abraham LincaolnAa<rAut art od40R®® 1t ond u @ tr il
Agnew, Lamb, and Tomann, O6élntroduction: What | s
Jul i ane Toman n The®dutiedge elandbook of Reedactmentistudies: Key Terms in

the Field ed. Vanessa Agme Jonathan Lamb, and Juliane Tomann (London and New York:

Routledge, 2020),22 4; Radt chenko, O0Si mulating the Past: R e
i n Rus 830,435, 127
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practitioner, experimental archaeologist or reenactor are prompted to imagine through a
shared bodily and sensory experience some of the everyday realities of life in the past,
changing t&t and history from theory into practice in a way that is affective and
transformative. The analytical models of the three disciplileesonstratetiow to reflect
productively on qualitative data and how to value the instinctual and emotional responses
of participants. This kind of reconstructed simulation of past activities feels like it raises
more questions than it answers. Participant feedbaskwe will see in Chapteri4often
focused on the hypothetical differences between medieval and modern experiences. These
first-person investigative methodologies modelled how directed questionnaires and
discussions can instead reveal the transformabtengial of the material and gave
participants a framework through which to mediate their observations. For example, a
sensory observation conducted in Gainsborough Old Hall prompted participants to attune
to their bodily experiences, reacting to the f&gheir historical costumes and how they
changed their movements and sensory perceptions, which allowed them to be more
mindful of the whole context of the reading experience, to reflect critically on these
perceptions and to allow their instincts as parers to be shaped by the space, their
observations, and to in turn shape the romance texts. A number of modern performance
reconstructions served as specific exemplars for my experimental investigations, some
combining modern and creative elements wittidtical source material, others aiming to

replicate or reconstruct historical performances.

1.4.1Reading Malory Aloud

The O6Reading Malory Al oud, ihntenatomnd Nowd pr o
Congress oiMedievalStudies in Kalamazoo, Michigan 1991and run by Karen

Cherewatuk and D. Thomas Hanks, Jr, with findings published in a special issue of

Arthuriana proved to be a strong analogue for my own performative research and a useful

point of comparison for both methodology and results. Thiggronagined Malory in a

performance setting, specifically inspired by the educating of the future Edward V through

reading aloud of edifying literature during mealtiniea. series of sessions explored

Mal or yds wor k when e x anmpapeses dbout mediaval naarativea | cont
performance, pronunciation of fifteentientury Middle English and experimental

prelection of the sections bfe Mo rrthue.®® TthereAwere four prepared readings of

Cherewatuk, O6An Introduction to Aural Malory: Se
%Jeannette Marshall Denton, O6An Historical Lingui
Di a | Artburiahg Reading Malory Aloud, Then and No@3, no. 4 (2003): 147; Joyce

Col eman, O6Reading Malory in the Fifteenth Centur)

Arthuriana, Reading Malory Aloud, Then and Now, 13, no. 4 (2003}:748 Rosamund S. Allen,
6Reading Mal ory Al cand: NSy rAttminane Beadingdviaaody,Aloud,
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excerpts, before the general audience were invitedrticipate® TheL e Mo rrthue d 6 A
project was not an attempt to authentically reproduce medieval performance practices: it

was in a modern setting, and with performance techniques chosen for inclusivity and to

please modern sensibilities rather than taking a more historinfdiyned orexperimental

approach. For example, multiple participants were each assigned specific characters to read

as, a technique not attested in historical narrative performance, but rather borrowed from

drama. Thee e Mo rrthue progect fesulted in a reneweppaeciation of the artistic

nuance of Maloryés writing, which was brough
aloud, and participants expressed a renewed love for and enjoyment of the text.

Cherewatuk particularly highlights the ability of oral delivemyenhance the emotion and

power of the text and to bring excitement and new life to passages that are less vivid on the
page>® Rosamund Allen commented on the transformative power of performance in the

Mal ory project: 0 Mal oycyticssWhertheltegt is pesforroeti,t en di s
however, that so often decried paratactic style of the narrator is much less noticeable.

Throughout, what comes across more impressively in performance than on the page is

di al & §anexample, the battle scenes transformed from dull into linguistically
striking passages, and pauses, dialogue and
i we | c®Afbensuggests that the impact of Malory is in his contrast of tones (for

example between battles and dialegand this difference is best emphasised by reading

aloud. Instead of skipping the battle scenes in favour of the dialogue, when they are read

together the impact of both is enhanék®his transformatiorffected by reading aloud is
reminiscentofthe@nt r ast bet ween FcaywofWaanickhds fhamliast i n
worko yet the description of the same text i
tears when read aloéiPerformance has the power to elevate romance texts and to make

them more engagg for a modern audience.

Then and Now, 13, no. 4 (2003):iBL5; Janet Jesmok, O6Reading Malory
and Di st i nArthuriamegeRedlimg Makory Aloud, Then and Now, 13, no. 4 (2003): 86

102; MichaewW. Twomey, O0The Voice of Arthariana Reagingi n t he
Malory Aloud, Then and Now, 13, no. 4 (2003): 10338 ; D. Thomas Hanks Jr ., 5
AiMorte Darthur o and Afhurtares RPadiagdalorpAloud; fiereand/Now,c e 0 6 ,

13, no. 4 (2003): 11283.

O

M
E

Cherewatuk, O6An Introduction to Aural Malory: Se
®Cherewatuk, O6An Introduction to Aural Malory: Se
di scussion above andoud:l ey ntéaRe,a dGenrgd evra,l oarnyd ANar r
Al l en, OReading Malory Aloud: Syntax, Gender, ar
0 Allen, 71.

51 Allen, 76i 77.

2Pearsall, &é6The Devel opment of PubliciRdddiegakdihg! i sh Ron

Reading Public29.
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1.4.2Musical Performance
The work of performescholar Linda Marie Zaerr also influenced my analysis. Zaerr
researches and practices the performance of romance, predominantly Middle English and
Old French romance, with musiatcompanimerf€ She often performs &tternational
Congress on Medieval Studiksld annuallyn Kalamazog Michigan but also has a
number of filmed performances onliffeZaerr frequently accompanies herself with a
viellei a medieval precursor to the violin with four or five strings, tuned in such a way
that both melodies and accompanying drones can be easily played. This setup allows for
easy accompaniment of the spokeord, with both melodic passages and underlying
drones. Zaerr is sometimes also accompanied by her sister Laura Zaerr on the gothic harp
or by Joseph Baldassare on medieval lute. Zaerr memorises the texts in their original
language and fills in any memoggps with improvisatiof? In this way, analysis of her
performances provides an interesting counterpart to the studies of memorised recitation
discussed aboV& Zaerr uses the practice @bntrafactunin which new words are fitted to
an existing tune, ad#ipg surviving medieval melodies as the musical settings for the
romances. For example, her settingofOrfeouses the thirteenth century English tune
AEdI b%Za e rhrutds. perf ormances modell ed how to |
and enjoyment witlaccurately reproducing the source material in the original language;
using appropriate performance techniques to convey the overall meaning of a passage,
even if the audience cannot follow every word.

Similarly, B BeowuHprojeat retiress ¢he @lad English epic
poem to the performance sphé&t&agby recites from memory in what could be
classified broadly as dramatic recitative, mixing completely sung passages with
original melodic themes and dramatically declaimed speechyBegrompanies
himself on a sisstring Angb-Saxon lyre, based on &8 Century exemplar from
Oberflacht®® The performance is entirely in Old English, with the translation

projected as surtitles for the athedi ence to f

63 Zaerr,Performance and the Middle English Romance Z aTée Weddynge of Sir Gawen and

Dame Ragnell Per f or mance and Intertextuality in Middle
4gari bl e, O6Abduction of QYoaTebe25tsepiemaEiost, ( wi t h Har p)
https://lwww.youtube.com/watch?v=IrTsiN5SPyAl.

857 a e The Weddynge of Sir Gawen and Dame RagRelfformance and Intertextuality in

Mi ddl e English Popul ar Romanceo.

% |n particular her analysis of the errors and improvisations in a memorisednpanfoe: Zaerr.

67 Zaerr,Performance and the Middle English Romants 23.

®Benjamin Bagby, o6Beowul f: TBhSeptdnpear202li n Per f or manc
https://web.archive.org/web/20210930111519/http://www.bagbwilulf.com/ Benjamin Bagby,

@eowulf the Edda, and the Performance of Medieval Epic: Notes from the Workshop of a
Reconstructed f Berfarnging Medeval Naretivgantbiddge: D. 8. Brewer,

2005), 18192.

®Bagby, o6Beowuéeffodiman&€edc in P
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accompanying music serve the story and present the sense and emotions, even if the

words are not fully comprehensibl e. Bagbyobs
training in Early Music: it is polished and virtuosic, although with room for

flexibili ty and improvisation and shows the clear influence of operatic principles in
Bagbyés delivery and in the use of surtitles
and a reminder that memorised performances of long epic texts (and, by extension,
romancespy professionals i s cerBeawulfislay possi bl e.
formal and professional performance, &@ebwulfand Middle English romance are

many centuri es r eskiedgedormaraanddyr@amic dapprapdnl y

to conveying the story wera significant inspiration for my own experimentation.

His Beowulfproject stands as a testament to how talented modern musicians can

shape and adapt medieval texts in historiegfgrmed ways that are incredyjbl

compelling to a modern neexpert audiece.

As musical performance of romances is such a dominant trend in scholarship and
Zaerrb6s work is the most prominent study of
and academic methods, it is worth a brief diversion to discuss the evidence fal music
performance and why my performances focus purely on reading aloud. Musical recital is a
common interpretation of romance performance. A separate musician could accompany the
reader of the text, either playing background music at the same time as\hie spoken,
or playing musical interludes interspersed with reading of passages. In both of these
methods, the music operates separately from the text. The music can follow the changing
shape and feel of the story, enhancing emotional impact throughdken melodic feel
and flow. More elaborate performances could incorporate the music as an integral part of
the story, with the words set to music in the manner of a song or chant. Zaerr points to two
main sources of evidence for musical romance perfacmarhe first is internal references
in romances to their sung reception, such as in the openiig Bévis of Hampto(found
in Ff.2.38 and five other manuscripts) fALord
nightingal e [/ Théaaepéenindg andctose it Orfeo(faurgdéndcAshmale
61 and two other manuscripts) which describes how the story is a retelling of a Breton lay
which was accompanied by the hatn the romanc&maré(unigue to unique to CCAiIi,

ff. 71lra76vb) the narratarefers to the text as a song, story, romance, and a Breton lay (II.

"Ronald B. Herzman, Graham Drake, ardurEve Sal i sbu
Romances of England: King Horn, Havelok the Dane, Bevis of Hampton, Ath@lE#MS

Middle English Texts Series (Kalamazoo, Michigan: Medieval Institute Publications, 19973;ll. 1

A.J. Bliss, ed.Sir Orfeo(Oxford: Oxford University Press, 1954), li. 24; George Shuffelton, ed.,

6l tem 39, Cddex Asknole €loAGwmilatiom of Popular Middle English Verse

TEAMS Middle English Texts Series (Kalamazoo, Michigan: Medieval Institute Publications,

2008), 1 26.Subsequent references will state line numbetsxhin brackets.
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24,115, 162, 216, 1030) and describes their own performance as singing (l. 24). The
inscribed musical performance al so -that ends t
narrator ciés their own aural reception of the source aanalmedded fictional minstrel
performance, AAs y have herd menstrelles syn
romanceb6s opening references spo-i8aswgler f or ma
as the narratordos own performance of the rom
second source of evidence is records of comparable performances: a troubadour references

a poem set to the mel ody of fABevsgetsingilyAnt onado
the song of Colbrond and tigesteof Queen Emma in the priory of St Swithin in

Winchester in 1338 (the fight with Colbrond is an episode from the ron@mgef

Warwickand also survives separately in the Percy foliGag and Colebranyg an

accountof 1433 whi ch records a performance of fl a
Rougemont Castle; and a reference in 1497 to two fiddlers whd@agdstee(or Eger

and Grim¢t o King James |V of Scotland, combined
nineteenthcentury transcription of a seventeegtntury lute book! The first strand is not

necessarily compelling evidence on its own: other scholars have already explored the
multivalence of the terms fAreadd and Asingbo,
understandings of the terms and therefore should natdabas definite evidence of

modality/? It is also worth noting that none of these historical examples are

unquestionably performances of romance (or at least not of romance as it survives in

written form)i indeed, many are not romances at all. The shaaates and subject matter

are more likely, | argue, to be evidence of parallel storytelling traditions rather than

musical recitations of the romances as they exist in the surviving manuscripts. The

multiple versions of the episode from Guy of Warwick aotear example of this (the
Anglo-NormanGui de Warewic Mi ddl e English AGuy of War wic
couplet form; Middle English fiGuy and Col bro
performance of &Song of Colbrondin records of SaintSwt hi nés priory i n Wi
as is the survival of several ballads that share names or themes with romance heroes such

as NAKing Or fSiro@reoiqoCdoursk itkelf h Beyvork{ng of an existing story)

and ASir Lionel o ( Challlde dB afil i &rd fuellyStafielboor needt )i . me s

1 Zaerr,Performance and the Middle Engliftomance47, 57158, 15,158,566 4 ; Putter , & Mi d
English Romances and49t he Oral Traditiond, 346
?Putter, OMiddle English Romances and the Oral Tr
Medieval Entertainer: What a Living Epic Tradition Can Tell bswat Oral Performance of

Narrative in the Middle Agesd, 1RGompaKiento Rei chl ,
Medieval Popular Romanced. Raluca L. Radulescu and Cory James Rushton (Cambridge: D. S.

Brewer, 2009), 13537.

The Child Ballads wer collected in the nineteenth century but many ballads have much earlier

origins.Fr anci s James Chi | dhe Emglish and Stditi8h PogslarBalljddslo nel 6, i
1 (Boston: Houghton, Mifflin and Company, 1882), R08; John PlayfordThe Secod Book of the
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genres, Harriet Hudson notes the record of a performance of Bglyour and
Degrebellein St Albans in 1444* Music and dance steps are found in the Gresley dance
manuscript dating tEoglca mGiie&tredinadesdondthe name
necessarily prove that the written forms of romances were performed, nor does any of this
evidence suggest the use of household manuscripts in this kind of performative tradition,
however, as with ordbrmulaic poets,he wide musical performance tradition can be used
fruitfully to inform modern reinterpretations.

Musical delivery of narrative items perhaps lay somewhere between song and
speech, as in this account from fifteentntury Italy by poet and scholar Angelo
Poliziano:

A6No sooner were we seated -ywdrold he tabl e
son of the host] was ordered to sing, together with some other experts,
certain of those songs which are put into writing with those little signs of
music, and immedialg he filled our ears, or rather our hearts, with a voice
so sweet that (I do not know about the others) as for myself, | was almost
transported out of my senses, and was touched beyond doubt by the
unspoken feeling of an altogether / divine pleasure hee performed an
heroic song which he had himself recently composed in praise of our own
Piero dei Medici ..His voice was not entirely that of someone reading, nor
entirely that of someone singing; both could be heard, and yet neither
separated one fromme other; it was, in any case, even or modulated, and
changed as required by the passage ... You might have thought that an
adolescent Roscius was acting on the stafe.

This chardike delivery is a highly effective way of conyiag the narrative with
greatemotional impact, and is a clear influence on the performance style of Bagby.
Several narrative items are preserved with musical notation: the thiresrttiry

Old FrenchcantefableAucassin et Nicoletehe thirteenticentury playLe Jeu de

Robinet de Marionand the fourteentbentury romanc&oman de Fauvelll three
intersperse verses or songs set to music, which is notated in the manuscripts. These
three examples are earlier French texts and none of the household manuscripts |
examined, nor ideed any manuscripts of romances more broadly, contain any

musical notation (Polizianobds Alittle signs

Pleasant Musical Companion Being a New Collection of Select Catches, Songs and Glees: For Two
and Three Voicefondon: Printed for John Playford, 1686), Song 20.
http://name.umdl.umich.edu/A70826.0001.001.

“Harriet HudsonAr t6&ii $: Elgn FommddidiecEngfish Rdnances:rSir
Isumbras, Octavian, Sir Eglamour of Artois, Sir Tryamad. Harriet Hudson, TEAMS Middle

English Texts Series (Kalamazoo, Michigan: Medieval Institute Publications, 2006).

i Eg | a mderbydDerbyshire Record Office, D77/4/25/25 (The Gresley Manuscript).

6 Quote: PolitianusQpera omnia1:165 66, trans. Pirrotta and Povoledo, Music and Theatre, ch.

1, conclusion. Emphasis added. Quoted and translatédrint hony M. Cummi ngs, OMus
Feas s i n t he Fi fTheeCambridye Histony of kiftegntDentuiy Musiced. Anna

Maria Busse Berger and Jesse Rodin Davis (Cambridge: Cambridge University Press, 2015), 369
70.
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texts. The Heege manuscript contains a Guidonian hand (a mnemonic device used

for identifying and visualisingitch) (f. 175v)and an excerpt of musical notation of

the troped Kyrie fAiDeus cre@didy) omni umo from
Additionally, the Findern manuscript has fragments of musical notatidfn t30v

and143r, seemingly unconnected marginaliseZargues that melodies could be

memorized and applied to texts onaahhocbasis, especially as nall musicians

could read musical notatidhThis could perhaps follow the modelafansons de

gesteas described by thirteenttentury musical theoriskohannes de Grocheio:

AiVver sus autem in cantu gestual. [ est] ¢
et in eadem consonantia dictaminis cadunt; In aliquot tamem cantu

clauditur per versiculum é ab aliis con
di scordant emé Numer us gestualimomesty er suum i n ¢

determinatus sed secundum copiam materiae et voluntatem

compositoris ampliatur. Idem etiam cantus debet in omnibus versiculus

é¢ reifterari .o
AfThe verse in a chanson de geste is that
which fall togeher with the same accord of verbal sound; in some chanson de
geste the verse ends with a versicle which does not accord in verbal sound with the

ot herséThe number of verses in a chanson
extended according to the abundaé¢he raw material and the wish of the one
who makes the song. The same mel ody must

Applying ad hocmelodies in this model to the romances as they are preserved in the
household manuscripts, however, seems unlikely. Tagaut and presentation is often
cramped and challenging to read, and is highly unsuited for a musical setting adapted
directly from the page. In many cases, even a realdeid must concentrate hard to avoid
misreadings or eyeskip. The high levels of glatjuired likely relegates musical romance
performance only to professional memorised performance and the clear case for domestic
usage and ownership of the focus manuscripts suggests that such a performance likely did
not result from their romance texMusical performance of the romances, as well as

minstrel performers, instead represent a parallel tradition and transmission of romance
texts which intermingled with the amateur, domestic steliyng traditions supportebly

household manuscripts.

1.4.30ther Performance Media
There has also been a push towards Am#ttlia performative engagement with medieval

texts that is only growing stronger with developing technologies. The Chaucer Studio was

7 Zaerr,Performance and the Middle English Romance
8 Text and traslationfromChr i st opher Page, O6Johannes de Groche
Corrected Text a rPinsang dhd Medidval Mosg, Ina 1 (1963): &728.
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an early driving force for this from 1986 with thebllections of published recordings of
medieval and early modern textsThe Chaucer Studio aims to demonstrate pronunciation
and delivery of old languages, and to return medieval oral texts to performative modes as
research and teaching ai&orexamp e, t heir CD APer forming Mid
R o ma n c e 0 augiorecardingstosconference proceedings about romance
performancend performances of romancéédhe four romance performances are all
musical with sung delivery accompanied by instrumentatidthofigh the arguments are
persuasive and the performances exceptionally-ewatuted, my overall impression of the
recorded performances was the challenge they pose to a ligspecially without the aid
of visual elements like gestures and movemdrdsa modern ear, the melodies are
distracting and it is often difficult to follow the sense of the words and the story. This
points to the strength of Bepolbsgdimwsicditethd or manc
mood and meaning of the words and thekps to convey the narrative sense. In
performances where words have been retroactively fitted to music, the music is given too
prominent a place in the performance and the full impact of the narrative is diminished.
Perhaps this merely points to differiagpectations and experiences between modern and
medieval listeners; certainly those used to musical delivery of narrative items would be
more skilled in following a story with a melody, and perhaps the formulaic nature of
romances would make them suitafilea more complex method of delivery where content
can be easily guessed if it is not discerned fully.

More recent online databases of medieval performances compile both creative and
reconstructive performances by professionals, amateurs and studesis.ificlude the
project APerforming Medieval Narrative Today
Regal ado and Marilyn Lawrence, the TEAMS i Me
channel and Vimeo channel #These Hatebaseaake L e g e nd
performances of medieval material easily accessible and support further study of medieval
narrative performance. The performances include a vast number of texts in different
languages (both original languages and modern English translations) torchpace
modes, including reading from books, memorised performances, performance with musical
accompaniment, a puppet show, mimed performances aneskzalgetheatrical

performances. Student feedback on the MedNar project confirms that they found

®6Chaucer Studiob6, BYU Creative Works, 2021,
https://creativeworks.byu.edu/CreativeworksStore/ProductCategory?SitelD=20.

80 The Chaucer Studio and Its Press: Recordings and Basksublished brochure, 2017.

81 Linda Marie Zaerr et alRerforming Middle English Romanc€D (The Chaucer Studio, 2015).

2Vitz, Regalado, and Lawrence, O0Videosd;, O6Medieva
and Marilyn Lawrence, OArthurian Legend in Perfor
https://vimeo.com/arthurperform.
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performance a pleasurable and engaging way to study medieval texts and to feel closer to
the past® The databases are a clear demonstration of the transformative power of
performance on texts and the importance of easily accessible resources.

Another notable péormance available online is a tvpart portrayal of the paved
parl our r eadi Trglusfand €nseydhirathe diret padt,she excerpt is
dramatised, with participants speaking the dialogue of the characters and acting out the
actions narrateth the text. In the second part, the performance-isiagjined as Chaucer
reading aloud to a group of gathered listeners. These two performances are particularly
interesting for their inclusion of audience commentary and intrusions, and their intdrtextua
references. Although the audience comments are scripted, using lines from the work of
Chaucer and his contemporaries, they are highly effective for making the performance
come to life, and frequently highlight textual parallels. Most performers regcite fr
memory, but each video also includes one prelector reading from a book. The text chosen
to represent the Criseydebds firomance of Theb
particularly fitting despite the fortyear gap between it affdoilus and Crisgdeas
Lydgatebs text extensively references Chauce
own addition to the Canterbury Tales. This paved parlour reading in particular encouraged
the development of my own performances. It is compelling and the aadienaments
hint at a vibrant and collaborative textual tradition. Surveying these modern performance
exemplars allowed me to identify several key niches that my performative experiments
were to occupy. The first was the engagement with surviving medieNdings with
reconstructed furniture and fittings that could simulate the physical setting associated with
reading from household manuscripts. The second was to recreate reading, rather than to
stage a performance. | investigated restagéhe entireactof reading, including
deciphering words and sense. Unlike all of these performance exemplars, my readers were
paricipants before they wegerformersi sought instinctive and genuine responses to
texts rather than scripting audience engageimett encouraged creativity in staging the
readings in response to the spatesddressing these tveoead aimed to simulate the

wider context of fifteenth century domestic reading practices.

83 Evelyn Birge Vitz, Nancy Freeman Regalado, and MarilynLavwn ce, OExpl ore Mor eo,
Performing Medieval Narrative Today A Video Showcase, accessed 7 January 2020,
http://mednar.org/explormorel/

8Kevin Caliendo, 6iReadi nypuTiubel5Rmi2@d, Parl oro Pt . 1
https://mwww y out ube. com/ wat ch?v=11 Nk At RoU1w,; Kevin Cali
Pt . 2 &YpuTwbeld Apoil 2007, https://www.youtube.com/watch?v=53VPmv6ivl4.

49



CHAPTER 1. Performance in History and Practice

1.4.4Early Modern Drama
My methodology was also heavily informed by theatre and experimental historical
performance. Early modern drama is the most widely studiethpdern performance
type and Shakespeare studies in particular offered a wealth of resources and a long history
of adapting and presenting challenging historical source material toexpen modern
audience and of researching and presenting original performance practice. The plays of
Shakespeare and his contemporaries are complex texts which many find difficult to
understand, yet they are frequently staged and enjoyed by modern audiences. Moreover,
with projects | i &ndSaB hanamakdpeatiasmn eohdontiel o b e
Shakespeare North Playhouse in Prescot, and in the USA, the American Shakespeare
Centré Blackfriars Playhouserovidingreconstructed historical theatricadaces,
analysis of early modern drarhas the ability to blighly conscious of place and space,
as well aexperiment wittpractical detailsike staging in the roundhe use of candlelight,
or playingin daylightor in the open aff®

Oliver Jonesd thesis project AThe Queenobs
methodological model for my own analysis in addressing the spspiites and buildings
associated with performanc®l he Queends Men were the royal
Elizabeth |, and as was common practice in the time, they often travelled between
provincial towns, staging performances in the venues and spaces avaialele proposed
an investigative methodology that combined the study of buildings and spaces with
experimental reconstructions of performances situated in those historical spaces, staging
excerpts from Th €e Qoublesomé Reigef dolking opEnglaynd
in the StratforeuponrAvon Guildhall. Although theatre demands a more formal and
prescribed usage of spadepnes d® di scussion of how the spac
shaped to accommodate the performance and how the performanceddteiititthe
space provided a crucial framework for negotiating the relationship between text and space
in my experiments. Jonesd® historical and arc
performance space i n t hescdledcknsingfpeaformandeen Queend
front of the Mayor and the aldermen: at the opposite end to the dais, with certain spaces
also suggested as a tiring room and an entréiRe specifically locating and then staging

performance within the hall, the space and itsuies and fittings suggested insights about

85 Christie Carson anBarah KarimCooper,edsShakespeareds Globe: A Theat:
(Cambridge: Cambridge University Press, 2008); J.R. Mulryne and Margaret Shewring, eds.,
Shakespear e d g anhilidgeb @miRidgb Wnivérdity Press in association with Mulryne

& Shewring, 1997)although such reconstructions are not without their shortcornisgs Oliver

Jones, O6The QueenodsPefbemanceimVerhacular SpacBsirBarly Madera
Engl anabd, 25
86 Jones.

87 Jones, 11819, 155, 167.
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the play and performance practices. The playing space had only a single entrance: this

simplified some of the staging, and revealed how the play was written to handle large exits,

by having smaller conversatiopky out between two actors whilst the actors portraying

armies or large groups were able to exit more slowly in the background and not disrupt the

flow of the play?® Features of the building, in particular the Queen post truss, proved to

particularly affet the performance, directing the gaze of an audience and framing the

space of the performance: Jones used this fe
tableaux® Jones was also interested in the relationships between actors and space, in

partiaular how to convey hierarchical relationships and how to allow actors to appear
6aboved without any specific platform or bal
the low end of the hall, Jones notes that the throne and canopy of King John could be
positioned directly opposite the mayoro6s cha
authority of the two figure®. The inscribed hierarchy of the Guildhall is a direct

equivalent for the hierarchy of the medieval hall, with high and low ends acdisp

f or mal or ceremonial functions and thus Jone
anticipate interactions with the space that would directly affect the reading, such as

situating reading at the different ends of the hall.

1.5Analysing Performance

Although the performance exemplars and the performance theory discussed above provide
some models for analysing performance, performance often resists inquiry. It is a
heightened moment in time and experience. A performance can only ever exist at one
moment in time, never to be recreated: its interactivityith time, with audience, with the
behaviours enactedis always changeable and unidé&Valter J. Ong expresses a similar
opinion about the ephemerality of performance, based on the nature of Sairdu n d
exists only when i t2Inithiswayahe mogcedavards ofdhetextin i st enc
performance and their reception by an audience are a moment never to be repeated. Paul
Zumt hor 0 s vocalitépasisphat awal texts are only fullyalised when voiced.

Thus a vocalisation of a medieval text is made out of many unrepeatable, ephemeral

performative moments. The uniqueness of every performance may seem on the surface to

8 Jones, 16667.

8 Jones, 165.

% Jones, 119.

91 SchechnerEssays in Performance TheoB0.

92 Walter J. OngQrality and Literacy: The Technologizing thie Word(London: Routledge, 2002),
70.

9 Paul ZumthorLa Poésie et La Voix Dans La Civilisation Médiéviaris: PUF, 1984).
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render PaR futile. Yet performance research thrives in thigdirspace between
ephemerality and materiality. Edward M. Bruner proposes the constructivism model: if
every performance is unique and unrepeatable, thparfermances, even when close in
time and context to the original, cannot ever replicate it andfdre reproductions
transcend concepts of original vs. copy and authenfitithis ephemerality also poses
challenges for documenting and analysing performance; lan Watson writes that
performance ionl %Preeticdasdsearch nrethdddijies pavide a g 0 .
framework for negotiating and documenting the ephemeral performance, such as the
establishment of research hypotheses and key focus questions, documentation of
preparations and training, rationale of performance choices, documentatiofoohpace
practices (staging, lighting, props), analysis of records of performance, personal self
reflection throughout the whole procé&8ut documentation of performance must always
be conscious of its unavoidable and fundamental deficiencies.

Performaie also has its own concept of time: a good performance draws the
audience into the evoked world and suspends conscious awareness of the re@heorld.
immersed audience loses their sense of the passage of time and become immersed in what
ethnomusicologis Rut h M. Stone calls fAinneffani med an
al-e mbracing present that simultaneo¥sly remer
Stonewritesoft he Asubj ectively ex mesicdlperfioomardte qual it at
i per f oisgpecialarel different from ordinary activity. It serves to create a marked
off sphere, within which people may relate to one another differently from how they do in
dai | y®Thesefmedera observations are strikingly simildRioc har d de Four ni v
Bestiai r:e fdwhaeanéwuamse hears a romance read, on
saw t hem i fAlthdugh thp exacsneediums and techniques of performance
vary, the timeless eternal present that performance evokes suggests a sharédeajualita

experience. Medieval performative reading and modern performative reading of medieval

“Bruner, OAbraham Lincoln as Authentic Reproduct.
9.

“Watson, O6An Retbor Paeparas: Research (PAR) in the
%Pur cel | ;asRePsreaacrtcihceand Or iiyg8 ;naGi PPohiarcgd ,c ePer f4ARr7mi r
Dr ama, Mi ddl e English Text and Performance Based

St oneds st ud ical fedoomarces by the iKpeleypeople of Liberia, yet even outside

of this context provide a useful model for describing perceptions of time in perfornRande.

Zumthor, Towards a Medieval Poeticgans. Philip Bennett (Minneapolis: University of Minats

Press, 1992), 11; Ruth M. StThenGarland&ncyclomaedianf Af r i car
World Music, Volume 1: Africeed. Ruth M. Stone (London and New York: Garland Publishing,

1998), 128.

®Stone, O6Time in African Performancedo, 126, 128.
®Richard de FournivaMa st er Ri char ddés Be s,ttrans degnetteBeet. ove and F
(Berkeley: University of California Press, 1986)21; Mark Cruse, OMatter and
Medi eval Books: The Romance 3¢aseaand 8mty5md.1as Sensor )
(2010): 50.
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texts are thus united by these commonalities: they can never exist other than in the exact
moment that they are realised and this moment is somehow suspendedoanthnefr
present in a subjective narrative/performative time. They are in a sense ai dhatredt
identicali qualitative and embodied experiences, differing in the exact context, mediums
and performative techniques, but united by the appreciation aedexge of the same
text realised in speech act. Phenomenology allows performance practitioners to use present
reconstructions as a tool to understand past practices, centring the shared bodily and
sensory experiences of performance.

Performative readingds affective power that stems not just from the words on the
page, but their deliveryy their time, space, materiality transformed into immateriality as
words from the page become sound, become sense and story. Hence, reading a book
privately and silentlys a vastly different experience from hearing it read aloud, and not
just in the sensory differences of sight vs. hearing. The performer has almost authorial
control over the narrative as their presentation can change the text, emphasising certain
understadings of the events and words. Gite of such dramatic potential in one of the
focus textsSir Eglamour of Artoiss s t he confrontation with the
mourning for his Al ytitheferociopshaeattieadsisaverg el ynno (
man and beast it seegan be shaped for different reactions. When | read this romance
aloud, | filled this line with comedic melodrama and the audience obligingly laughed,
seeing the ridiculousness of the descriptor. However, a skilled perfooulg inject the
line with sorrow and sincerity and transform it into something else entirely: a genuinely
touching moment that foregrounds the feelings of a societal outcast whose usual role in a
romance narrative is the dangerous, often heathen, Gihsumed by violence, excess
and lustt® Another key site of performative variance is in the small asides and repeated
phrase§especially those associated with the nar
-0sot he for to s aoymmadnc ed la sunwdei rrsetdoendd 6a,n dé idns or s
example- are the nexus of narratorial and authagiattoritas'®! The romance texts have
the potential to be changed drastically, depending on how much the reader aligns
themselves with the firgierson pronon of the narrator. For example, delivering an
authorising statement such as O6sothe for to
with irony would very effectively undermine the sincerity of romance characters and their
motives, instead of strengthing it. Narratorial intrusions offering judgements on

characters or events are also particularly suited to varying in performance.

WRebecca Wilcox, 6éRomanci ngGuydf Warnkichks PuipnGr eeks and
Fictions of Medieval England: Essays in Popular Romarde Nicola McDonald (Manchester:

Manchester University Press, 2004), P29.

101 A J. Minnis,Medieval Theory of Authorship: Scholastic Literary Attitudes in the Later Middle

Ages Middle Ages Series (Philadelphia: University of Pennsylvania Press, 1988).
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Performance is inherently communal: it implies both performer and audience, even
if they are one and the same,orevengmhan ed ( f or exampl e, the narr
listening audience can become an imagined communal reception for the solitary romance
reader). Performance is an experience heightened both in the shared communal spirit of the
event but also the way it mak the story tangible through realisation of rhetoric, enacting
of dialogue and evoking of affective responses. Performance is communication and
community. Folklorist Richard Bauman writes that the power of performance lies in this
nexus of communicatiomad r esponse: Ain the interplay be:
resources, individual competence, and the goals of the participants, within the context of
parti cul alt?Peddrnmanca it give and take; it is shared and communicated
affective moments. Perforrtige reading is a text experienced: it elevates reading to a
shared multisensory event and a directed aesthetic happening and response.

1.6 Conclusion

This chapter has laid out the theoretical basis for my performative experimentation,
consideringlefinitions of performance, how other scholars have investigated performance

of medieval narrative, as well as how other comparable performanceifieliz,

experimental archaeology, musical performance and early modern dimanform this

study. | hae also reflected on the transformative power of performance, which will be

seen in action in Chapter 4: a skilled performer can manipulate their presentation of the

text to create a desired emotion or intellectual response, but evgmaiessional reads

aloud can deliberately shape their performance. The performer can utilise a number of
methods and technigues to modulate their performance: the style of their dieliery

pitch, rhythm, volume, timing and pauses, speed of delivery, mimicry of ceesalodth
supporting and undermining the text; physical aspects such as gesture, stance, mime, facial
expressions or theatrical elements like staging and multiple performers; the use of music
either in the text itself or as accompaniment; and interaciwihshe physical space of
performance, its contents and the audieéfit€he readeraloud could also bring to their
performance other supporting arts, and a reader could be accompanied by other performers

of various kindg music, actors, mimers. Emotioriaflections colour reception and

102Richard Baumaryerbal Art as Performanc@.ong Grove, lllinois: Waveland Press, 19733.

35eeals®ri an J. Levy, 0 PPerfoimmg Medieva NafratibéCambridge:6 , i n

D. S. Brewer, 2005),1232 0; Anne Az®ma, O6AUne Aventure Vous Di
Nar r at Reroering Mddiaval Narrativ€Cambridge: D. S. Bregr, 2005), 20022; Heather

Mar i ng, OPer fAppraachesdo T€aehang thedViddleé English Pead. Jane Beal

and Mark Bradshaw Busbee, Approaches to Teaching World Literature 143 (New York: The

Modern Languages Association of America, 2018), n
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interpretation, for example, presenting a passage deadpan, with heavy irony, or as
melodrama. Humour can be found in an approprigtiged pause or an incongruous
facial expression. Social critique can be conjured metedyslight change in delivery.

Reading aloud is a muldensory experience. Words travel from the page through
the eyes of the reader to ears of the audience. Hearing a text read aloud is not just about the
spoken words, but the entire embodied expeeaia@ listening, watching, participating
audience. The performance exists in a specific place and space at a specific time and both
performer and audience interact with the physical, material world and its contents. Thus an
understanding of the performancontext of an aural text is crucial for an understanding of
the text as a whole. However, for historical performance, this contextual information is
often lost. This thesis attempts to reconstruct some aspects and theorise about the realities
of medievalreading aloud. Nonetheless, it unavoidably reflects more on the modern
context than it can ever do about the medieval. A scholar can imagine these effects
theoretically and abstractly, but both possibilities and limitations are best examined
through pradte. Practising performance can reveal factors which influence the reading
event: are features of the space or setting used to enhance the performance? Are there
aspects of the place or the ambient environment that distract from the perfofnaance
smoky fre, light that is intermittent or dim, noises, smells or visual distractions from
people or even animals? The readkiud may use props or costumes to aid
characterisation, or perhaps features of the space of the reading are deliberately presented
as thesetting of the fictional narrative. This embodied and emplaced aspect of performance
will be explored further in Chapter 3 and 4.

Performance is ephemeral. It is specifically tied to the time and place of its
enacting: for the kinds of performances eagid here, this is the instant in which the
words are spoken, gestures made, musical notes produced, to die as soon as the sounds
fade out of existenc®?It lives as the sounds travel from the vessel of performatioe
reader, the actor, the musiciare tiusical instrumerit through the air to reach the ears
(and eyes and other senses) of the audience. Once a performance is over, it is lost: there is
no way to accurately or completely record it in a way that meaningfully captures every
aspect. Even if performance is replicatddif every actor were to repeat every line
exactly and every audience member attended again in the same seat, small differences are
still unavoidable: responses to performances
entire Ife experience and the exact time of a performance event can never be recreated or
recaptured. It is crucial to acknowledge that we will never accurately recreate a medieval

performance. For a start, we are modern readers, not fifteentbry readers. Anedieval

104 Ong, Orality and Literacy: The Technologizing of the Wora@.
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reader has the advantage of having spent their whol@lifarge part thereos a
medieval reader: this is not something that can be reconstructed in any experimental
analysis. We will never be able to do more than theorise about the mexkpgeknce of
reading as we have never and will never be able to experience the cumulative sum of a
medieval life that led up to the one occurrence of a performative event. Experimental
reconstruction can only go so far, especially considering the lankd#ncea limitation |
felt very keenlywhenpiecing together a picture of everyday leisurely reading, an
experience no doubt common, but not deemed important enough to be immortalised in
iconography or in literary sources as more formal reading eaeait$lowever, the
impossibility of accuracy does not mean that such studies lack value. And, importantly,
there is no way we could ever truly know if an interpretation is accurate: we have no
ultimate arbitrator of truth. If by some chance our interpreatif the surviving evidence
happens to be correct, we have no ability to actually verify this. The value of these studies
lies not in seeking accuracy or truth, but in acknowledging that this is impossible and thus
exploring possibilities instead. We ctedhrough this kind of study a different value of
6authenticityd that is experiential and not
that encompasses both the modern experience and what can be glimpsed of the medieval
experience. We open utpxts when we experiment with them, moving beyond questions of
proof to investigate different kinds of text
| 26 but instead 6éwhat happens iif | do?6
Even though we will never accurately recreate a medievedthae performance,
the best way to appreciate the performative potential of these texts is through creative
practice and experimentation, combined with more traditional scholarly analysis.
Experimenting with performative receptions of medieval textssgimedern readers a
different experience and a different kind of engagement with the text, which has the
potential to reveal new layers of meaning and encourage new understandings of the text.
Through experimental performance the texts can come to lifa,aagad by examining our
experience as modern readers we can begin to theorise about medieval experiences of

reading and change the ways we read, experience and teach medieval texts.
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2.1 Introduction

Al f t meadingisoundérstood with persnickety literalness as the movement of the eyes

over the page, and the thoughts this activity provoked, then we cannot, strictly speaking,

study reading from the past. ¢é What we stud
expressd i n the various ways they make at

Literary texts are constructed and presented in anticipation of reading: their authors,
scribes, editors and decorators shape the reading experience. Authors craft narratives
through choices of artistexpression and poetic forms; scribes replicate these texts but
often add features and variations of their own; editors correct, amend and add apparatus to
assist the reader; and decorators embellish, illustrate and guide the visual reader. Although
this thesis in fact sets out to do exactly what Daniel Wakelin expressed is impossible
studying the literal process of reading from the past through comparisons with the modern
experience of reading the same matdriais argument that at the basis of thedgtaf
reading is the study of writing holds true. We cannot examine reading practices without
first considering the process of writing: of creating the text and of copying its physical
form into the manuscripts in which it is found. Scribes are the &esters of texts. Theirs
is a utilitarian, often superficial type of reading when compared to the performative
narrative reading that is the focus here, but their reading act supports the replication of the
text. In order to understand how best to presist scribes must understand their
structure and conteAfThe relative success or failure of this reading process, the
replication process and the choices of layout and presentation deeply affect the reading
experience of later manuscript users. Sevafrtle household manuscripts examined here
were written by their users: their copying and organising principles are even more closely
connected to their anticipatedsedagesi a8ed o0¢$
lack commercial book productidraining, their presentation choices are often even more
revealing in their limitations and idiosyncrasies.

The material form of the book is the first level of engagement in this materially

informed study of reading. Evidence from the pages of housetemdiscripts grants

'Daniel Wakelin, Ol nsiCreuwdtuiryg PRed dHatindainmu skEir fi tpe e it
Library Quarterly73, no. 3 (2010): 433.

2 Matthew FisherScribal Authorship and the Writing #listory in Medieval Englan@Columbus:

Ohio State University Press, 2012), 6, 100.



CHAPTER 2. Texts and Manuscripts

insights into their production and usage in a domestic setting. This chapter examines the

material forms of the romance texts as they are found in fiftemmttury household

manuscripts. | begin by considering the features and usdgmiséhold manuscripts,

providing brief summaries of some of the key manuscripts studied here. This discussion

wi || return to the theory of the édminstrel n
from Chapter 1, exploring the codicological evidencairags this theory as well as internal

features of the romance genre with performative potential. The majority of this chapter is

devoted to detailed analysis of features from the manuscripts | examined. | investigate

elements from the manuscript pages pomto usage and reception, proposing a

methodology for identifying and analysing performative features of manuscripts that will

underpin the analysis of the romances throughout the rest of this thesis. Further close

readings ofSir DegrevantSir Eglamou of Artoisal ongsi de t he comic poen
Tournamenb f Tott enhamo wsdeodipotogical@vwdgnceatirtearragaté

the reading practices of their early users.

2.2Household manuscripts and their users

Household manuscripts are late medid@bks of a miscellaneous character which gather
together texts suited for domestic usage. A core corpus of manuscripts united by their
varied contents that support devotional, practical and leisurely activities was identified by
Julia Boffey and John Jhbmpson and the category has gained wider acceptance in
studies of miscellaniesThe household manuscript collects together a large body of texts
that serve part or all of a householindds text
parvad 6 a 8enhett @scribed the Heeganuscript These texts include recipes for
medical cures, weather prognostications, moral tracts, a wide variety of prayers, comic
tales, conduct literature, treatises on various technical subjects (astronomy, limning,
grafting trees, hawking, herbs), excerpts fiitbim work of canonical authors, mnemonics

for teaching children, sair@ives, miscellaneous devotional texts, nonsense verses, lyric

poems, precepts, a list of terms fonting and, of course, romances. Wealthier households

SBoffey, 6éBodleian Library, MS Arch. Selden. B. 2
126; Boffey and Thompson, O6Anthol ogies and Misce
Boffey and Edwards, 6Towards a Tabdmagry dgf Mi ddl
Johnston, O6New Evidence for the Social Reach of
Ser vant sTae CornaonpkaeeBook in Tudor London: An Examination of BL MSS Egerton

1995, Harley 2252, Lansdowne 762, and Oxford Balliol College M3384r d man, O6Domesti ¢

I
€
f

Learning and Teaching: Il nvestigating Evidence for
Medi eval Englandé6é; Shuffelton, O6ls There a Minstr
Medi eval Engl and6, &wb,; d&lomtnrodd wc tainan R,a déu.l e s
“Hardman, O6A Medieval #dALibrary in Parvoood.
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of course owned more than opeok: the Paston family owned at letsénty books,
including Sir John Pastonbs AGrete Boked (La
and chivalric interest, and Robert Thorntono
collection of other booksglthough no documentary evidence for them survividse texts
also circulated in informal copies, and several of the household manuscripts studied here
existed as separate booklets before they were eventually bound togethever, for less
wealthy hoseholds, the household manuscript could theoretically fulfil all of their textual
needs for devotion, education, edification and entertainment.
| study a selection of fifteerbentury household manuscripts as outlined in the
Introduction. Each has its oviiosyncrasies but some generalisations can be mage
examination of the manuscripts suggested here are more cononalities than Boffey
argued They are predominantly what Kathryn Kesdbyu | t on t egrrnasd efiout i | i ty
manuscript$.Scripts are usually the informahglicanaor Secretary or hybrids that
combine letteiforms from both. These cursive scripts enable fast writing but can often be
unclear and challenging to read. Simtggturaor Anglicana formataare used
occasionallyfor formal apparatus like headings, running titles and rubricatigure2.1)
These more formal scripts are visually distinct but more involved to execute, particularly

for noncommercial or amateur scribes.

Figure 2.1:Ff.2.38, f. 59rb (detail). Eplicit of How a merchande dyd hys wyfe betray
(Item 32) and incipit oA gode mater of the marchand and hys qdteen 33) in a more
formal script.

5 Parker,The Commonplace Book in Tudor London: An Examination of BL MSS Egerton 1995,

Harley 2252, Lansdowne 762, and Oxford Balliol College MS$S3546 ; Mi chael Johnston,
DocumentRedt i ng t o t he Li fLibrarp& noRBd20067)Y. 307. Thor nt on o,
6KathrynKerbyF ul t on, 61 nt r od u cRultooandDenise h. Dé&spréshr yn Ker by
Iconography and the Professional Reader: The Politics of Book Production in the Douce Piers
Plowman(Minneapolis: University of Minnesota Press, 1999Y14.
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The manuscripts feature very little decoration, with only occasional application of coloured

ink. Li 91 also has a collection of professionadlyecuted decorated capitals in coloured

ink.” (Figure2.2) Most other manuscripts lack such formal decoration but have simpler

decorated capitals and in some the initial capitals within items are washed or picked out in
coloured ink (red or yellow). No formal illustrations are found (although spaces have been

left for some planned but never executedliifl) but the margins and blank spaces

someti mes feature ink drawings or doodles, n

and flowers perhaps) seem to have been planned to a specific dececheme.

Figure 2.2The opening oSir Isumbragn Li 91 with York-style decorated capitél
109rb (detailf

The books examined for this thesis were all made of paper, although household
manuscripts on parchment are also found and Brogyntymikes vellum and paper.
They are a range of sizes, including quartos (CCAiIi, Findern) and {ii@4, Ff.2.38) as
well as the tiny Brogyntyn 11.1 (140 x 10Bbm) and the unusually tall and narrosvrhat
of Ashmole 61. The manuscripts show a range of organising principles. Some group texts
according to genre (Li 91, Ff.2.38), suggesting some kind of anthologising effort by their

"The initials are decorated with human figures, a
23v), a badge with ARobart Thorntondé in a banner,
Fedell, 6The Thornton Manuscrilpts and Book Produc
8 Fredell, 115.
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scribes or compilers. Other manuscripts like CCAii show small groupingsts but no

wider organisational principles at work, suggesting that texts were copied from exemplars
together in sections. Many texts from their varied contents suggest a clear domestic use
and this usage context is strengthened by manuscripts wittifidble owners, users and
creators. Li 91 is one of two surviving manuscripts written by Yorkshire gentleman Robert
Thornton, both of which contain assorted texts probably collected and compiled for the
ongoing usage of the Thornton family. Judging iy hames of later Thorntons and others
added in the margins, the manuscript saw a long period of use, centred in the family home
of East Newton Hall in Stonegrave in North Yorkshire. The manuscript records the birth of
Robert Thor nt on & l14b3 imandts added to h 49R & smdllessthapshot
into the |ife of the bookds creator, as well
identification of the ORobert ThoLi®t ond who
has an identifiable and |lodole creator and original usage context, yet many of the
manuscripts studied here are more enigmatic, their evidence for domestic usage lying
mainly in their common contents. CCAiIi as it currently stands is a combination of two
previously independent maseripts (previously Cotton Vespasian D.VIII and Vespasian
D.XXI), which were bound together sometime before 165%e first part (the focus here)

was copied by a single unidentified scribe in the late fifteenth century in theesmith
Englandor thesouh-east Midlands. It is orderly in presentation, neatly ruled with

carefully planned layouts, and copied in a regular, $emial hand, with some textura

script in titles and explicits. Nothing is known about its original users, apart from a vague
geograpical location and a few marginal additions, discussed below.

In some manuscripts, the majority of readership engagement evidence is from later
users, where blank leaves and margins are used for pen trials, mundane notes, textual
additions and ownershipscriptions. Ff.2.38 dates to the mate fifteenh century, but
only shows useengagement from the sixteenth cent{imyscellaneous marginal additions,
including a lewd poem, arttie cancellation of item 22, a Life of St Thomas Be ke
text on ff.38rv is crossed out, as well as f. 19r due to rebindlingis a large and
carefullypresented volume. The scribal hand is not particularly formal, but its regularity
and clarity, as well as the consistent layout of the manuscript, suggest professional
production. The contents and compilation of this manuscript are more homogeneous than

Li 91 or CCAii: it opens with a long section of religious and devotional material (fi. 3ra

Susanna Fein, 6The Content s RolertPortamamdHT hor nt onds
Books: Essays on the Lincoln and London Thornton ManuscegtsSusanna Feand Michael

Johnston (York: York Medieval Press, 2014), 22; James Orchard HalRh#lipps, The Thornton

Romances: The Early English Metrical Romances of Perceval, Isumbras, Eglamour, and

Degrevant(London: Camden Society, 1844), xxv.

10 GuddatFigge,Catalogue of Manuscripts Containing Middle English Romantés.
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53ra; items 426), then a short section of moral exempla (ff. 5388 items27-33), before

concluding with a section of romances (ff. 62@ivb, items 343) ! It shares paper

stockwith Ashmole 61, another focus manuscript, suggesting a similar Leicestershire

origin, as confirmed by linguistic evidenterelicity Riddy categoses the manuscript as

one fAcommi ssioned for urban d&omestic use fro
Household manuscripts were sometimes originally classified as commonplace

books, and the two certainly share in their miscellaneous character and common non

commecial production. The two categories are guided by different copying and collecting

principles: where commonplace books tend to be later and dibléznaticallygrouped

smaller excerptand are often more personal to the individiahpiler, household

manuscripts tend to address wider usage contexts and are more often made in commercial

settingsi commissioned from professional scribes or sourced from book$hBpglish

household manuscripts have more in common, | argue, with @ ¢poap of thirteenth

and fourteentitentury miscellanies which are usually studied separately: Oxford,

Bodleian Library MS Digby 86; Edinburgh, Natioridbrary of Scotland AdvocatddS

19.2.1 (the Auchinleck manuscript) and London, British Library ai& 2253. The

Auchinleck manuscript is a professional production, with carefully executed formal layouts

and a series of illuminations (many now excised) and historiated and decorated capitals,

whilst Digby 86 appears to have been created by its useprétailing scholarly

consensus about Harley 2253 identifies its main scribe as a household clerk serving within

an elite household in the Ludlow afieperhaps the Mortimers of Wigmore, the Ludlows

of Stokesay Castle or the Cheynes of Cheyney Longdvild.three manuscripts have

Al t hough Frances McSparran notes that item 39, 7
strictly being more a collection of short tales than a romance. McSparran therefore cegdpizis

|l ater secti on as Friaees MaSparan aedriPiReRolinaon, aEgbndge .

University Library MS Ff.2.38London: Scolar Press, 1979), vii, X.

2Johnston, 6Two Leicestershire Romanc238éaddi ces: (
Oxford, Bodleian LibBBary MS Ashmole 616, 87
BFelicity Riddy, O6Tempor alleBdne Forence of Ronamehd t he Ever
Bourgeois SeiMa k i n Bup,Fictions of Medieval Englan@d. Nicola McDonald (Manchester:

Manchester Undersity Press, 2004), 199.

YAdam Smyth, 6Commonpl ace Book Vméntandieiting, & Li st of
1340c¢.1650: The Domestication of Print Cultupéork: York Medieval Press, 2010), 0@2;

Parker,The Commonplace Book in Tudor Londdm: Examination of BL MSS Egerton 1995,

Harley 2252, Lansdowne 762, and Oxford Balliol College M$S354

15 Although Revard also suggests that the scribe may have been a parish chaplain of the Church of
Barthol omew i nSRs$ahaadberi €acsrbiTheees Foofu TS Har |l ey 22
Journal of the Early Book Society for the Study of Manuscripts and Printing HE83013): 36;

N.R. Ker, ed.Facsimile of British Museum MS. Harley 22%Bondon: Oxford University Press for

The Early English Text Society, 1965®ptydiexxixi ii; Car
the Harley Manuscript: The Scribes, Contents, and Social Contexts of British Library MS Harley

2253 ed. Susanna Fe({Kalamazoo, Michigan: Medieval Institute Publications, 2000), 2R8T7

Carter Revard, o6Oppositional Themati-68, aind Met ane
Essays in Manuscript Geography: Vernacular Manuscripts of the English West Midlands érom th

Conquest to the Sixteenth Centueg. Wendy Scase (Turnhout: Brepols, 2007), 101.
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similar contexts and evidence of original usage that suggests that the household
manuscripts studied here are part of wider reading and bookmaking tradition that predates
the fifteenth century. Their prevalence in the fifteerghtary perhaps owes itself
particularly to the growing availability of paper and increasing literacy rates that allow
more norprofessional book creatonom the rural gentry and the growing urban
mercantile elite to create or source their own booksippart their textual needs before
widespread printing addressed these textual needs and changed the landscape of personal
and domestic books in the sixteenth centfiry.
Within the corpus of manuscripts containing romances, household miscellanies are
particdarly highly represented!.Is the prevalence of household manuscript romances
merely a fluke of survival, or is there something about the household setting that suits the
genre? Romances range from boisterous to courtly and reflect social concerngsanxieti
about inheritance and status, and could fuel and support the social aspirations of their
readers. he possession of a grand book for the household was certainly a sign of prestige.
Thorlac TurvillePetre and Michael Johnston suggest that the Heege ongnugas made
for and owned by the Sherbrooke family in Derbyshire who rose from a yeoman family at
the time of the manuscriptés creation (Il ate
mar gins of gentil i t®Jhe grade antahtents sfith& mamwsaripth cent u
would certainly suit ownership by this family and owning a book likely supported their
aspirations to the gentry as well as suppontivagy oftheir textual needs in a single
volume.
Romances are found in manuscripts of varyiraglgs, from informal booklets to
l uxurious items |ike Henry I116ds book of rom
s i | ¥ leis difficult to gauge the prevalence of lower grade copies and independent
booklets:Susan H. Cavanaugh notes that many ownexpgensive books that were not
recorded in wills or inventoried.lt is likely that families owned numerous texts copied
into loose quires or informaHigound booklets: some of the household manuscripts

examined here began their life as a series of sepboaklets (Ff.2.38, Li 91) and some

An i mportant qualification to add here, as shown
England, is that expensive high rgaclkathecommoper made
argument about the cheapness of paper assisting book production does not reflect the entire picture

of paper books in the fourteenth and fifteenth centu@eigtta Da RoldPaper in Medieval

England: From Pulp to FictiongCambridge &idies in Medieval Literature (Cambridge:

Cambridge University Press, 2020).

17 GuddatFigge,Catalogue of Manuscripts Containing Middle English Romances

BTurvile-Pet re, O6Some Medi eval E+aglsitsMi déddBmslcHi, ptlS7i n
JohnstonRamance and the Gentry in Late Medieval Englahid 50.

19 John SouthworthiThe English Medieval Minstr¢Buffolk: Boydell and Brewer, 1989), 58.

N®Susan H. Cavanaugh, O6A Study of-1B60O0&s(Bnivatelyy
Pennsylvania, 198, 17/ 13.
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show evidence of use in booklet form, with patterns of wear and staining on their outer
leaves (Heege, CCAIIAl ong with the reference to their
also provide evidence of textual netwodtsl book lending. Margaret Paston writes to
John Paston that she cannot find his white book and that Jon Walshame had given her a
quire, possibly of that same bo8KThe reference to a section of the book being circulated
separately, perhaps even aftawés bound, suggests that the materiality of book usage
was particularly flexible.

The Findern manuscrijg an important case study for secular textual networks
and for communal manuscript usage. The manuscript was used by a group of neighbouring
Derbyshire families who left their names across its pages (Francis, Cotton, Hungerford and
Shirley). Whilst some of the texts were likely copied by commercial scribes, many of the
shorter items, particularly the collection of lyrics, are copied by amateilnes, and are
perhaps even the work of some of those named
evidence of excerpting practices, preserving sections of texts by canonical authors (Gower,
Chaucer, Hoccleve and Lydgate) alongside a single rom&icBggrevan} and other
shorter items, and of use in booklets, although the evidence for this is obscured by later
losses, additions, rebindings and refoliations. The inclusion of household notes from a later
period i n the manus cahangng étatus &nd dudien¢ecpassiigb 50) s h
from household members to servants. Across ff. 50v angt @0 various household
account s: a butcherods bill, a fragment of es
of parcels of cloth at Finderithe manuscrippresents a strong case for female ownership
and textual/scribal practices. Kate Harris s
work of the women of the named gentry famifiéat the end ofSir Degrevanbn f. 109v
are the names Elizabeth Cottamd Elizabeth Frauncis. Scholars have debated the
identification of these hands and whether these names are scribal signatures, pointing to
the copying of the romance by both women. Anna Gottschall argues that the addition of
these names in the positionrnlly occupied by the scribal signature claims ownership of
the text, even if the women were not directly responsible for its copyBigDegrevant
as noted in the Introduction, is the site of the most conclusive evidence for communal aural

reception bromance§t he added annotayveoangjiHowrsesawpfyef ?

2Altem, | can not, ner Daubeney nowther, fynd yolu
in pe sprucheste nothyr. Jon Walsham toke me a qualysuppose it lo[n]gythe to pe sarheke;
Il at same | send you and |l e byllis of Walcote wyt:!@

(Margaret Paston to John Paston |, 1463

Norman DavisPaston Letters and Papers of the Fifteenth Centunl; 1 (Oxford: Clarendon

Press, 1993), 286, http://name.umdl.umich.edu/Paston.

ZHarris, O0The -0Op i@fi nGammrdi Mp&k eUni versity Library
BAnna Gott s c howdndnge Tliroughthe MaelandAFemale Names in the Findern

Ma n u s cThe Bpniirigham Journal of Language and Literat@ireno. 1 (2008): 32.
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Elizabeth Cotton and Elizabeth Francis were perhaps involved in the aural reception of the
romance as readers or listeners. Beyond the romance, Sarah McNamer suggests that fifteen
of the lyrics are written by womefi The involvement of women with romance texts
invites speculation about reading practices and whether the romances served any specific
purpose for their female readers. Other household manuscripts, ddehasester,
Chethand s Li br ary MS, Bi8liot€cQ Naaionale, MS4IB.29,sstand
alongside the Findern manuscript as books with female readers who access the texts (and
particularly the romance texts) in specific ways, adapting and receiving courtly material in
their own rural setting, adding their own programme of organising practices and unique
texts, and even using the texts for household education, as will be discusse# below.

Aristocratic women in late medieval England were instructed in literacy,
arithmetic,account keeping and household management by their female relatives using
their Books of Hours, alongside its regular use in devotional actititMarginal
additions strongly suggest that household manuscripts were used in a similar way, with
younger houshold members learning to read and write by copying passages and engaging
critically with the material. Children or servants, themselves young members of other elite
families, were educated in a household setting. The moral exempla and conduct texts
included in many household manuscripts provide explicit instruction in appropriate
behaviour . ADamode 6Candithetclessly 61 aAell ALytyl |l e Chi
Lytil Boked (Heege) instruct through rhyming
thedayr i sing early, praying and washing. ATund:
features marginal additions in immature hands engaging with the text as moral example.
The addition of alphabets to margins or blank leaves are often described as pbattests,
are perhaps evidence of education. A blank page in Li 91 (f. 49v) features many later
additions in poorlyformed hands including an alphabet of repeating letters, Latin phrases
which are replicated in different hands and an immature hand that atteropts/ phrases

across the page with many errdisgure 2.3

%Sarah McNamer, O6Femal e AutVersingsefCouRlylowinthei al Set t i
Finder n M¥datou2? ¢1991)p2826 ,

BZMc Namer, O6Femal e Aut ho r-¥ersingbof Gourtly have irathe Fidemt i ng: TF
Manuscriptd; Ashby Kinch, 60ATo Thenke What Was i
t he Fi nder Neopghiolbdu®l (2007y7@944; James Wel don, &éThe Nap
and the Case f or NeophHomgu®3 (2009R 0822;eRhianhon Puddie,

6Sexing the Manuscript: The Case HNeophiloleggass2al e Owner
(1998): 13948.

%®RebeccaKrugReadi ng Families: Womeno6s Litelthache Pract i
and London: Cornell University Press, 2002) B2 ; Ni cola McDonald, OA York
Al phabet: Readi ng Wo m&xiordiHandmok bfagdiatdldenatueemo | d 6, i n

English ed. Elaine Treharne and Greg Walker (Oxford: Oxford University Press, 2010y,8253
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Figure 2.3Various additions on f. 49v in Li 91: the birth record, copying hands and an
alphabet. At the base of the page is an ownership inscription.

An alphabet in the Findern manuscript shows several variant letter forms and below it
capital letters have been clumsily copied ¢lilgure 2.4 These examples seem more
intentional than pen tesishe Findern examples perhaps assist readers (espéotsty
on the margins of literacy) in deciphering the varied scribal hands throughout the book,
which use both Anglicana and Secretary letter forms. Later in the Findern manuscript, a
clear and welformed hand copies an alphabet in the lower margin &Cv,1half
forwards and half backwards. A few leaves later, in the lower margins of ff. 159v and
160r, poorlyformed hands copy out the alphabet in this same distinctive format. Some
immature hands copy out lines from elsewhere on the page, suggestimgoimgement
with the texts(Figures 2.5 and 2)6l'hese small details in the margins and blank spaces of
books attest to items that were used and reused, a suggestion of their importance within the
domestic context, as well as a reminder of the involveémed agency of those usually
considered on the margins of literature and book produttieomen, children and
servants. Although their contributions are, quite literally, in the margins of these books,
their engagement clearly shows the centralitthe$ebooks and items in the textual habits
of households.
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Figure 2.4:Alphabet copied onto f. 59v of the Findern manuscript

Figure 2.5:Alphabet copied onto f. 150v of the Findern manuscript

Figure 2.6:Alphabet copied onto f. 159v of the Findern manuscript

2.3 Minstrel manuscripts

No narrative is more pervasive in the study of medieval romance and performance than

that of minstrelsy. As discussed in Chapter 1, earlier scholarship identified books
containing romances as Ominstrel manuscripts
contents were the basis for performance by these travelling professionals. | return here to

that discussion of romance performance, even though it is no longer currently accepted, as
several of the arguments pertain specifically to romance manuscriptsteléijengleurs
gestoursjoculatores gleemenwere multitalented entertainers who told stories, played

music and provided other diverse entertainments. Some were itinerant performers and

some were employed within noble households where they senaathbyncing meals and
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providing various entertainmentSReferences to minstrelsy are common within medieval
romances: irHavelok the Daneminstrels are called upon for music, storytelling and other
entertainmentgll. 23252330, quoted in the IntroductiprMinstrels and their rewards

feature heavily in the ending 8ir Eglamourof Artoisin CCAIi. The trope of romance

characters disguising themselves as minstrels, using the anonymity and mobility granted

by the status of entertainers to gain entran@n&ny castles is widespread (&g.Orfeq

King Horn, Bevis of Hamptoy?® The focus on minstrel manuscripts is not surprising given

this preoccupation within the texts. However, is this a suitable theory for the manuscripts
examined here@niberdmtastiel smch a thing exi
small book, booklet, or even loose pages that contained the text needed to support minstrel
performances, as a reference to refresh the memory of the performer or even used in
performance. AshmolelGn particular has often been cited as an example, due to its

contents (many texts for entertainment with a prominentgesson narrator) and its

shape: tall and narrow (415 x 137 mm), with text in a single coluoiten referred to as a

6hol stberbalseak on the theory that it could be
holster?® Andrew Taylor carefully examined categories of manuscript and text that have

been considered minstrel manuscripts and concludes generally that features often assumed

to be evidence of minstrel ownership are more readily explained in other ways: the well

worn appearance of a manuscript suggests general heavy use or extensive movement

through networks of boelending, rather than necessarily being carried by an itiheran

perfor mer ; the O6hol ster booko f ornmmdet i s due
account books in thisformatBl anc hf i el d suggests it is more
format® Interestingly, the format of Ashmole 61 must have been a deliberate choice on

the part of its creatpperhaps due to familiarity with account books or perhaps storage
requirements for the booKhe paper stock was likely stored folded in the more stendar

format before being refolded into its curreonfiguration the original fold can still be

seen running horizontally across the pages tlamdhand of the scribe (who signs their

name aRkae) sometimes wavers when writing acsas® The presence of snany items

with clear rationale for domestic usage, especially conduct textStitkes Puer ad

MensamHow the Good Wife Taught Her DaughtatdHow the Wise Man Taught His

’Shuffelton, 6éls There a Minstrel in the House?:

Engl and6.

28 For a list of all references to minstreisyMiddle English verse romances sgaetrr,

Performance and the Middle English Romar&li 233.

2% GuddatFigge,Catalogue of Manuscripts Containing Middle English Roman243.

Taylor, 6The Myth of 58 Biasché&iloeMamusad@RAinEt 8¢ r &
A Study of the Practice and Purpose of Rate, the

31 A clear example is ff. 5162r, however it shows up poorly in images. The folding is discussed in

more detaililBl anchfi ebgncéaAncl coi bed: A Study of the

the Scribe of Bodleian7Li brary MS Ashmole 616, 1/
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Son and prayers for specific times of day is further evidence in favour dafttsehold
use. The presence of romances and texts for entertainment show that household
manuscripts can also easily support leisurely reading activities though some of the
household manuscripts examined have evidence for construction and use it bookle
format, there is no evidence to suggest that they were used by professional peiformers
the way suggested by the minstrel manuscript thédoyeover, the assumption that a
performer required a material support for the text (either in performanceimeas
meémoir@ rather than having the ability to keep their stories memorised reflects the
consistent underestimation of the abilities of orafgreners.The physicality of Ashmole
61 and the experience of handlinglsostrongly suggest its unsuitability as a minstrel
manuscriptlt is large and heavy, unsuited for easy transport and difficult to handle
without the assistance of apparatus to support it and keep its pagesxamenbated by
thetight bindingof its current form Analysis of the manuscriftersistently suggests that
theagenda format allows for easy handling while reading albHdwever, my
observations suggested a different interpretafitne. layout has both advantages and
disadvantages for performativeading: the single column presentation does mean that the
reading has fewer disruptions caused by page turns and column changes, however, the long
column of text is more liable to cause eyeskip due to fatguaiéhe ends of each page are
either fr awayfrom the reader, ahe bookmust be carefullyand frequentlynoved to
maintain an optimal distance for readifitne narrow margins (made even more dramatic
by trimming) mean that the hollarquethdétte hands so
format maks it moredifficult to handle: its weighis challenging to support in one hand
especially a# cannot be rested across the forearm as easihoes standard formatand
the pages lack theidth to stay open easily on their owrhis difficulty of handling
Ashmole 61is partly due tats size(415 x 137 mm; 162 foliospther comparablagenda
formatmanuscripts are smallérsuch as.ondon, BritishLibrary EgertonMS 2862(275 x
173 mm; 148 foliospr have fewer pagéssuchad. ond o n, Li nEabell®6s | nn M
(400 x 130 mm; 125 foligsEngaging with the physical form of the manuscripts became
an important aspect of the experiments discussed in Chapted the materiality of the
book, including the experience and practigaditof handling thepis a fundameratl aspect
of reading practices that is often overlooked.

Whilst a separate minstrel performance tradition of course existed, as discussed in
Chapter 1, there is no substantial evidence to connect minstrel performamteefdrms

of the romances preserved in the household manuscripts. The wealthiest households

32 Blanchfield, 19; Myra Seamafbjects of Affection: The Book and the Household in Late
Medieval EnglandManchester: Manchester UnivdgsPress, 2021), 11.
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studied here like the Thorntonsuld have afforded to hire professional entertainers to

perform memorised narratives, but thisuld have taken place alongsitkeir usage of

their manuscripts, instead of directly connected to it. One related aspect of professional

readers and perfomrs that is more applicable to household manuscripts is clerkly reading.

This may be somewhat related to minstrél€yeorge Shuffébn and Andrew Taylor both

cite examples of priests or clerks who were also professional entertaijergleurswho

later became cler®€The term fAcl erko can r edpemsonag,ener al |
more specifically, a member of the clef§ylhey played an important role in households:

wealthy households could hire a clerk to educate children and servants, take care of

household business such as keeping accounts and records or writing letters, or, for those

who were members of the clergy,donduct mass, hear confession and support devotional

activities that took place outside of the parish chét@ir Eglamour of Artoigeatures the

aut horising statement AAs | herde a clerke r
romances refer to wréh books or oral recitations of the stories. This inferred clerkly

reading would surely emphasise the shocking reeslatf Christabel and Degrebélls

incestuous marriage as revealed in the preceding lineTAdmton household had a

personakthapel buil in their manor in the late fourteentkentury, suggesting that they

employed a priest who perhaps oversaw the education of a young Robert Thornton

himself3® One of the manuscripts examined, Ff.5.48, was most likely written by one

Gilbert Pilkington, i nt i fi ed as the same fAGi |l bertus Pill

Bi shop Hal es® Regi st er asandseculargriestbetiveen ned sub

1463 andl465’The contents of the manulmastruciiopst , whi ch
for Parish Priestss well as excerpts from ttf@outh English Legendargan be interpreted

as texts to support Pil ki®hepdcongraossistheai ni ng an
presence of fabliaux and comic tales, includ

will be examined more closely below. Clerkly reading in particular is an aspect that

BShuffelton, o6ls There a Minstrel in the House?:
England6, 69; Taylor, O6The Myth of the Minstrel )
%6Clerk n.d, Middle English Compenduna202l, Mi ddl e Er
https://quod.lib.umich.edu/m/middienglish
dictionary/dictionary/MED7991/track?counter=1&search_id=7926600.

35 C.M. Woolgar,The Great Household in Late Medieval EngldNeéw Haven and London: Yale

University Press, 1999), 17&7.

%Kei seeytoRGdbrnt on Gentl eman, Reader and Scri bef
Thomas H. Ohl gr en aRobin Hoodsande¢he Mdvind théManuserpo n, 6

Context of Cambridge University Library MS Ff.5. ¢
Nottingham Medieval Stu¢id 8 (2004): 93; J. Downing, OA Critic:é
University MS Ff.5.48%6 (PhD Thesis, University of

% Thomas H. OhlgrerRobin Hood: The Early Poems, 146560: Texts, Contexts, and Ideology
(Newark: University of DelawareBrs s, 2007) ; Downing, OA Critical E
University MS Ff.5.486
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deserves more attention, although a full investigation, especially one that takes into
account the many devotional texts in household manuscripts, is outside of the scope of this

thess.

2.4Romance in Performance
Having discussed several plausible and less plausible readerships andalkeadkos$ the
household manuscripts and before beginning the technical palaeographical analysis, it is
worth considering the implications of pemfieance on romances in particular. Although the
romances in the household manuscripts are, as | argued in the Introduction, deliberately set
up to accommodate multiple reception modes, the enjoyment of romance as a genre is
enhanced when read aloud. Manytaf features of the genre that have been dismissed or
criticised actually enhance the text when performed and are devices for comprehension.
Far from being the hall marks of thas unsophi s
discussed aboverevemia | i terary motif designed to give
spontaneityo features such as the narrator,
that underpin the substance and structure of the romance and support multimodal
reception®® Constant reference to a listening audience, real or imagined, grounds the story
in a performative present and make it more accessible for a real listening aiidience
audience who receive the text in this way not because they are illiterate, or libeguse
belong to a lower echelon of society, but because hearing texts read aloud was a genuinely
pl easurable pastime. Joyce Col enGhronictei t es an
iLi stening to texts was O6sol ace d®&higimmen / | n
not an oral tradition but awural one: the emphasis is overwhelmingly on reception rather
than production. Colemandés study provides ex
people choosing to have texts read to them, even when thagdives are literate and
have easy access to tekts.
The audience is an active participant in performance: the performer shapes their
delivery to elicit certain responses, but also adapts it to the responses that eventuate:
emotional responses and auditdsponses$ gasps, laughter, tears, comments or requests.
Heat her Bl attés discussion of participatory

events and argues for the reader asreatorof textsi a role anticipated by authors, who

®pearsall, &é6The Devel opment of Middle English Ron
Chaucer 6s ATr oi |Qusa uacnedr 6Gr iTsreoyi d euosd., StépensAley s i n Cr it
Barney (London: Scolar Press, 1980), 213.

40 Listening to texts was pleasurable and joyful, in company when they sit together. (My

translation.) MannyngChronicle Il. 9-10. ColemanPublic Reading and the Reading Publd.

41 ColemanPublic Reading and the Reading Public
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call for corredbn to any defects in the humility topos, address their imagined ideal
audience directly and in anticipation of mutibdal reception, reference other literary
works and call for participatioff.The audience are conversation partners who guide the
deliveryof the tale with their physical and emotional responses. Both raulet and
audience interpret the text in the moment of performance as the words are realised and this
modality can often reveal previousiyinoticed aspects of the text, especially fier t
skilled performer familiar with the text who can improvise to match the perceived wishes
of the audience.

The medieval romance has arbuilt vehicle for performance the figure of the
narrator.Unlike in modern literature where narrators are oftdly fiealised and self
contained characters, the narrator of medieval romance is more like a function of the story
itself: a manifestation of the act of telling, even if this is not always actualised in aural
reception. A. C. Spe aievahngriattve appliesenodsrh ve wor k on
narratology more sensitively to medieval material, exploring different understandings and
expectations of, for example, characters and‘pl8pearing proposes that the fipsirson
pronoun functions as a deictic rather theferring to a specific individual, allowing
medieval audiences to consider the narrator, author and theedteryas fulfilling various
aspects of thispersofdsSpear i ngdés analysis is particular]l
where the distinctiondtween named authors and narrators is complex, although not
always suited to the anonymous Middle English romances as discusseakhitrien
distinguishes too binarily between oral and writtatiher than exploring the fluidity
brought to texts and nators by multimodal reception and performance possibilities. Here
| follow Spearing in considering the figperson pronoun of the narrator as deictic, but aim
to acknowledge further the effects of prelection and performadieefirstperson narrator
is present to varying degrees depending on the romance, and the literary context: they
appear to be far more prominent in French romances for example (where the narrator often
names themselves, creating an interesting authoator dynamic which is not ahwys
simple to unravel) especially when compared to fifte@atfitury English romances which

represent a different phase in the history of the gevitk nonspecific narrators who

42 Blatt, Participatory Reading in Latdedieval England40i 41.

43 A.C. SpearingTextual Subjectivity: The Encoding of Subjectivity in Medieval Narratives and

Lyrics (Oxford: Oxford University Press, 2005); A.C. Speariigdieval Autographiest he 061 6 of

the Tex{ Not r e Da me, I ndi ana: University of Notre Dam
Narrator?: Narrator T h Pigital PhilddogydA Jolendliofdedielal Nar r at i v e
Cultures4, no. 1 (2015): 59105.

44 SpearingTextual Subjectivity: The EncodinfjSubjectivity in Medieval Narratives and Lyrics

52; SpearingMe di eval Autographli3e@d:; TBheadl dgof dtWhatTe st a

Narrator Theory and Medi eval Narrativesdé, 70, 75.
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intrude less frequently and more formulaicdiyrhe prominence and exaatrictions of
the narrator fluctuate with literary fashidor example, William Caxton in his edition of
Thomas Meal dfoyr& see dliotAs t cddwitr Mal oryds col ophon a
referentialnarratorial comment¥.

The romances are explicitly and often smihsciously performative as the narrator
invokes a listening audienc8ir Degrevano pens by addressing the Af
fered (in company, t og e tomativganrotEtiomimdpiesan, f . 96
audience who can respofidSimilarly, the narrator offavelok the Danes r equest f or
Acuppe of (.fl4)impliegssane kind ef audiendereal or imagined who
could respond. The narrator is responsible for ezfees (often selfonscious references)
to intended or i magined reception of various
em Saber/ Andpekeo f Be v e s tBews ohHampeiodr.2.38, ff.(102v134r],
13456, emphasi s aathkekeethto me tald/ Ls oneriérithargthe
nightingale / That | schalinge/ Of a knight ich wile yowoune / Beves a highte of
Hamtoune / Withouten lesing / Ich wile ydellen al togadre / Of that knight and of is
f a d Bevié of Hamptorll. 1-8, emphasis added)his performative (or pseueo
performative) style is suitable for multiple reception contexts. For silesulibaryreaders
the narrator creates an imagined communal reception, with the inscribed audience (the
Al ordi ngs o0 o0 rsedbyhte ndirgtar) essentiallly (ust ansther character in the
story. The range of imagined reception contexts points to romance as a flexible genre not
specifically tied down to one mode of reception but easily adaptable to suit different
modalities andhe wishes of the reader or audience, for example through improvisation,
nuances in presentation, selection of excerpts and through different performance styles and
options.

The narrator guides the reader or the hearer through the gtwy introduce ath
conclude the narrative and | ead textual tran
|y o u[Sit Eglanhoerdl Artois 1.697; fALate we now the Erl e alc

45 Sarah RochéMahdi, ed. Silence: A ThirteentiCenturyFrench Romancdrans. Sarah Roche

Ma hdi (East Lansing: Mi chi gan State University Pr
Tristan: With t htensOATTr Hatot(lmnddén: Perfguin] 19@0mEb3; Béroul,

The Romance of Tristard. Sewart Gregory (Amsterdam and Atlanta: Rodopi, 1992); Thomas,

0 The Ro man c dhedifth ofRomande,in England: Four Twel@entury Romances in

the French of Englandrans. Judith Weiss (Tempe, Arizona: Arizona Centre for Medieval and

Renaissare Studies, 2009), 43.37.

46 The exact rationale is debatable of course: whether this is merely editing the text to conform to

fashions of the time, or whether this can be evidence of the medium of print influencing reception
modality and literary practices or even whether this signals Caxt o
elements identifiable with Malory.

“Eri k Kooper, ed Sentiméral and HhmagoussRormand&sAMS Niddle

English Texts Series (Kalamazoo, Michigan: Medieval Ingifuiblications, 2005), I. 5.

Subsequent references will state line numbetexhin brackets.
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now of Dame Beul ybone [TheHdevof ToloubAshmalea6d cast i n
version, Il. 475477/f. 31{). They may also intrude on the narrative to offer commentary
or judgement al as i (BevisofHanpion. 3619), anelther be mi | de o
presence provides textualictoritagauthorityby referencing textudraditions and sources
(AAs t he b o kirBgfamodrof Areois 8%, andli So hit is fonde
Fr e n s c [Bevis bf ddanmtorl. 889).%% Petitions for attention form key points
throughout the text, particularly prominent in the introchrceind at narrative transitions:
ALor di nges herBevwseftHhmptoo Ime 1)a,l edOHgr ken what |
(Sir Eglamourof Artois |. 687), similarly the request for drink Bevis of Hamptoiit Ac e r
than we beginne fighte / Ful us the kepp a n o n Bevis gf Hamptorl. 41058) (a
similar request is also found kiavelok the Dand. 14).

Another way of understanding the narrator of anonymous Middle English
romances is theories of narrative levels. In the romances discussethde@rator
operates heterodiegeticallythat is, at a textual level separate from the story they
present?® Theorist Gérard Genette identified three distinct meanings of narrativ&ptiye
(that is, the content of thearrative, the signified); thearrative (the discourse that
recounts the content, the signifier); and tlagration (the act of recounting the narrativ&).
In this model, the figure of the narrator is ingrained in the levehafativeand functions
on the level oharrationwhen the texis performed. Some patrticularly involved narrators
like Chaucer infThe Canterbury Talesr Heldris de Cornuélle iRoman de Silenddoth
of whom function as author and narrator) also operate on the lestelrafKathryn
Star key6s ada gmodd tb madieval fiterdbueerexpantsanfo five narrative
levels and better acknowledges the position of the narrator between text and its realisation
i n perf or man c etory), harativedranie Gree maeratdr)epdesn (the product
of the fableand the narrative frame), oral presentation, and manuscript (the textual support
and its means of preservatich).

The generic firsperson pronoun of the narrator is easily inhabited by a
performative readein performanceft e n ar r ainvolvedent with the estory, with
frequent intrusions and satbnscious performativitymake then another character to be

played, albeit one operating on a different narrative level. The narrator when inhabited and

48 Minnis, Medieval Theory of Authorship: Scholastic Literary Attitudes in the Later Middle; Ages
ColemanpPublic Reading and the Reading Public 2 8 ;  CterwarsdéMeanidgghhaviedieval

Books: The Romance Manuscr i ptScribabAutBozshiz ory Experi er
4 For levels of narrative, segérard GenettéNarrative Discoursetrans. Jane E. Lewin (Oxford:

Basil Blackwell, 1982); and for adaptation to medieval literature, see Kathryn Stedaging the

Medi eval Book: Word, I mage, and Widehdn(Namance i n Wec
Dame, Indiana: Notre Dame UnivegsPRress, 2004).

50 GenetteNarrative Discourse27.

5! Starkey,Reading the Medieval Book: Word, Image, and Performance in Wolfram von

E s ¢ h e n Willebalm) %3.
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presented by the readaloud is the embodied voice of the text itself, imbued with almost

authorial drive to shape the stdryhey certainly cite the authority of an author with their
references to sources and deft rhetorical manoeuvring. The narka®ctae not justith

the story, butlso withhow the story is told. The narratorBevis of Hamptowhen
describing Bevisbé fight against the |l ions st
ye never of no knight / Byfore this in romaunce télldhan Beves had of beestes felle / Al

that herkeneth word and e n dBevis/of Haroptofi,e vy n mo't
24238). This passage highlights many of the ways that narrators mediate and shape their

story with their numerous asides and comtagy. The narrator here addresses a listening
audience, adds a blessing, references the literary tradition of romance and contextualises

Bevis whilst also magnifying its literary and heroic merit of both text and hero.

The role of the narrator is espaity crucial in navigating performed texts: the
audiencebs perception of the text is directl
the performer. In a performative reading context, the audience is unable to make physical
reference to the writtetext, or to flip back a few pages to remind themselves of what
happened earlier: it is up to the narrator to provide this narrative support. Evelyn Birge
Vitz points out that romance as a genre is written to suit this kind of recepimn:
stud¢ ured Al ess for reflection and retroactive
and aff ect%Whee nr etshpeo nnsaer.réat or i ntrudes with r ¢
with mykyll honour / And speke we of his modur whyte as flour / What weys ouar Lor
h e r e Sir Eglamaurof(Artois Il. 853-5) they remind the audience of what they have
just heard, signal that a change in narrative focus is about to occur and foreshadow the
events that are to be narrated. Similarly, petitions for attention, either short formulaic
phrases or longer es like this inSir Eglamourof Artoisi Le st enes | ordynges b
and dere / What armes the chyld bar®) ye scha
which anticipate the critical moment of recognition and reunion serve to refocus the
attention ofthe listening audience, signalling the importance of the content about to be
imparted by momentarily uniting the narrative levels of oral presentation, narrative frame
and text. Formulas and repeated phrases create moments of recognition in the audiate
reader. The auditory familiarity cues a listener to think back to previous iterations of that
phrase, creating interconnecting moments in a narrative and reception context which
otherwise does not allow for easy crosferencing back to previous momentsha text.

For example, the three fights 8ir Eglamourof Artoisuse similar stock phrases to

describe the action, emphasising the symmetry of each challenge as well as the escalating

52 Evelyn Birge Vitz,Medieval Narrative and Modern Narratology: Subjects and Objects of Desire
(New York and London: New York University Press, 1989), 219.
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scale. The three passages begin remarkably similarly, telling how &iglaets out to

fight the giant Arrok, the boar and the dragon then adding a narratorial comment that

functions as intensification, authorising statement and as-alind | e r : AForth he v
undurstondeo (1. 271); i Agr;t M Fhoea tvhe mte, wle nund
sayo (I . 706). In the |l atter two episodes Eg

foe (Il. 367, 709). As Eglamour fights, the narrative often dwells on a particularly strong
blow that nearly kills him (Il. 578, 72830). The fights last for an unrealistically long
time: Eglamour fights Arrok for an entire day (Il. 32}, the boar for three days or more (I.
399) and Marras for a day (I. 584). The time between fights, the time it takes to journey
there and back, theedree to which Eglamour is hurt and the rewards Eglamour is offered
compound with each of the three challenges. The aural memory of a listener is triggered by
the repeating formulas and they are prompted to remember the previous fight and primed
to noticeany variations to the formulas which vary the action.

St ar kanysoripievel is obviously of great interest to this investigation, and
can also show evidence of involvement in performanceifthdinearcomment in the

Findern manuscript cgpof Sir Degrevanpaints a picture of a communal performance

that the audience have an active role in sha
endyth Te furst fito as a |ine |l acking a rhy
ye? wilyeany more of hit?d hints at communal aur
context. The Ayed address implies an audienc

demand more or perhaps to request a pause. The remark would certainly have far less
impact Pr a solitary silent reader. This addition suggests that communication between
performer and audience is an expected part of textual receptiomahisscriptevel will

be the focus of the rest of this chapter.

2.5Performative Features of Manuscripts

Aside from the performative firgierson narrator in Middle English romance, other

internal features such as patterns of dialogue and direct speech, differentiation of character,
rhyme, alliteration, metrical features, musical form and repetition, suchnaslaic

diction can suggest or support performative recepfitHewever, is it possible to look

beyond this internal textual evidence to external or contextual evidence of performance
from the pages of manuscripts? What features of the material fdtva téxt can offer

clues about expected or actual reception contexts and the possibility of performative

BVitz, 60l ntroductiondo, 4.
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reception modalities? While examining the household manuscripts for this thesis, |
identified the primary categories of features related to receptiatext:

1. Physicality of the book

2. Layout andegibility

3. Staining and wear

4. Marginal additions

5. Paratextual features.
The physicality of the book will be discussed in Chapters 3 and 4 in relation to the physical
supports used in reading and as explored threxgkrimentation. | will now unpack how
each of the remaining features relates to reception contexts with relevant examples from
the household manuscripts examined, before further applying this in close readings of

several texts.

2.5.1Layout and Legibility
Medieval reading is inherently a process of decoding and interrogating. Readers seek the
meaning of the words, sentences, and the text itself. For the original readers of medieval
romance, reading is also a process of deciphering handwritten scrighind-the
uniformity later granted by printing, reading medieval books demands the fuller
engagement and attention of the reader, particularly for a reader aloud who must decide on
how to decipher the word in the process of utterance. Texts are presuhtai aut to
support their structure, to signal the rhyme scheme drydprofessional or particularly
careful scribe$ to manage space and place page or column boundaries appropriately.
Skilfully-managed layout creates an easier experience of readindgaiphering.

CCAIi was carefully laid out by its scribe and supports easy reading. Lines are
well sized and spaced. Formal apparatus such as headings, explicits and running titles are
used throughout. Care has been taken by the scribe to signal itharegnd end of
items, which have mostly been aligned with the beginnings and ends or pages or columns,
by compressing or expanding the presentation. Most items begin on versos, which allows
readers to begin reading at an appealingpage spread andub ensures that every page
is signalled with running titles. The layout and presentation of texts on the manuscript page
T themiseenpagei can suggest possibilities for reception modalities: as Matti Peikola
wr i tmseenpdgesilently guidesthereadr t owar ds a StWhistimi n recep
general, texts in household manuscripts seem to accommodate multimodal reading, some

layoutsi through textual parallels, idiosyncrasies of design and scribal ahilisesm

“Matti Pei koMissEnPageis PManestripts ob thaVycliffite Bibld , Medieval
Texts in Contexied. Graham D. Caie and Denis Renevey (London: Row)étfi{8), 28.
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best suited to certain receptionsn®& presentations require more effort to read and are
less suited for complex and involved delivery (such as musical performance) in an amateur
reading context.

Legibility was clearly a concern and sometimes a challenge for medieval readers.
Paul Saengema Michael Heinlen note an incunalféa early printed bookyhich
contains fragments of one of the same texts on the leaves used as pastedowns: the original
was from a fifteenth century manuscript in a dense cursive script which was seemingly
recycled one the owners found a more legible and easily accessible’tApyotations in
household books also clearly demonstrate the process of reading and deciphering: an
unknown hand has added thin vertical lines to show the separation of minims in multiple
textsthroughout the Heege manuscript (ff. 4r, 62r, 63r, 71r, 138r and 198r). (Righre
This is significant evidence of direct reader engagement with the text, and could suggest
preparation for reading byalessk i | | ed party or oné& who found
challenging, or perhaps for reading aloud where accurate deciphering is key to presenting

the text accurately.

Figure2.7 Heege manuscript, f. 62r showing diwvi
extensive use of punctuation to separate items in this lggtreingterms.
Brackets, often in red ink, are sometimes added by scribes to visually signal the
rhyming scheme of patic items. The brackets connect lines with the same rhyme and their
overlapping shows the rhyming scheme overall. Brackets are both a paratextual feature and
a manifestation of layouEor example, in a text in tathyme versebrackets connect the
arhyming couplet, as well as therbyming lines across the units. A more involved
variation on this format is what Rhiannon Pu
b-rhyming lines are written to the right of the bracket that connects the coupleh, witiic
be discussed further beld.

paul Saenger and Michael Heinlen, oO6lncunabl e Des
of FifteenthCe nt ur y R e a dHArimtimgg thie Wittent\Wsoi@:, Thei Sacial History of Books,

circa 1450152Q ed. Sandra L. Hindman (Ithadaornell University Press, 1991), 235.

Rhi annon Purdie, 6The | mpl i caTdlewofSs Thogad8, Manuscri pt
Forum for Modern Language Studiés, no. 3 (2005): 26274.
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A number of other texts copied by Robert Thornton show layout errors or
misjudgements, and provide a fascinating counterpoint to the more effectively utilised
layouts in CCAii or the simple and consistent layout of . BB2Thornton added brackets
to Sir Eglamourof Artois Lamentacio PeccatorjSir Percyuellof Galeand A Tr act at us
Wil | i ami Nassyngtond that do not match any r
moreconfusingly Thornton adds visuaHgtriking brackets in red ink to the beginning of
the nonrrhymingAlliterative Morte Arthurg(ff. 53r-98v, brackets on ff. 534r). The
brackets do not follow alliterative or rhythmic patterns either and cross stanzaic
boundaries. Is this peculiaridueto Thont onés | ack of scri bal trai
brackets erroneously from an exemplar? Or are there more complex patterns at play, or
more nuanced uses of brackets than we might otherwise assume? It is overly simplistic and
dismissive to blame any natandard features on an amateur scribe lacking conventional
training, when Thornton also shows himself more than capable of sophisticated scribal
practices like layout changes (such as the change from single column to double column
layout on f. 98v), managinspaces of items and professional paratextual features (not
carried out by Thornton, but signalled and planned for). A possible explanation for the
form of the brackets in thalliterative Morte Arthures that Thornton expected to copy a
rhyming text andirew a speculative arm from the end of the line into the marginal space.
However, finding a lack of rhyming lines, the disordered patterns resulted. Some lines
linked by brackets do seem to almost rhyme. However, this does not explain why the
brackets cotinue for so long. The brackets could instead function as a visual and textual
allusion: by including brackets (and particularly in striking red ink) Thornton is make a
bold statement about the kind of text that is copied. The brackets cduréetArthue to
other kinds of texts that use brackets, providing visual authority, placing the romance in a
specific textual tradition and justifying its inclusion in the collection of romances.
However, inen read from the page, avViduadstractom 6s i nco
from the content of their texts and could guide a reader aloud to incorrectly modulate their

delivery.
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2.5.2Staining and Wear

Figure 2.8: Staining isir Eglamour of Artoisf. 74r of Ff.2.38.

Across the pagesf many of themanuscripts, | observed that romance texts agidact

significant proportion of the wear and staining. By examining the manuscripts with UV

light it is possible to identify different sources or components of stains: oil appears orange,

whilst wax or starch shows as bluefiKathryn M. Rudy has demonstrated how

discolouration around the edges and bottoms of pages, and wear to the writing can suggest

how readers handled the boSK here is much work still to be done on staining, which can

of fer tantalising hints of the bookb6s earlie
production, patterns of general wear on the page show where the book was handled most

57 Dianne van der Reydeldentifying the Real ThingNew York: Smithsonian Centre for Materials

Research and Education (SCMRE), School for Scanning, 1996).

®Kat hryn M. Rudy, 6éDirty Books: Quantifying Patte
De ns i t doumadl & Higtarians of Netherlandish Att no. 12 (2010).
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frequently, and dty fingerprints preserve the imprint of a past user (for example, Ff.2.38,
f. 176r). Staining in Ff.2.38 is mainly concentrated in the ten quires that make up the
romance sectior§ir Eglamour of Artoisn particular. Figure2.8) The text is worn and
faded and the bottoms of pages are patrticularly discoloured, suggesting frequent handling.
On the other hand, Ashmole 61 has many discolourations on romance pages, but also in an
equal number of key religious items, perhaps pointing to a more mixedX4sagd.
shows signs of having been waBed throughout its life. Numerous stains from various
sources mark its pages: water damage, oil or wax marks, ink, and possibly even dirty
fingerprints (in theProse Alexandeon f. 46v). The manuscript was also evidgmtell
caredfor: some tears in pages have been carefully sewn shut, a type of repair normally
seen on parchment rather than papey.{f. 42r, 184r).

Staining evidence must be used with cautietains do not necessarily date from
the original periodf usage, and there are certainly other factors that may be at work.
Some staining is clearly from later use or from conservation efforts: the latter part of
Ff.5.48 was damaged by water at some point in its history, which has obscured some text
and fadedhe ink. However, more damaging were conservation efforts that attempted to
reverse this damage, which instead left dark patches on many of the pages, obscuring the
text even further (ff. 114.35). Others will continue to remain mysterious: several metalli
objects were left sitting on or between ff. 169v/170r and 185v/186r of Ff.2.38, leaving
rustcoloured stains.

The prevalence of staining in romances may suggest a spactfiather than
frequency of usage. Romance texts are perhaps used in situatianikely to attract
mess. Oil, starch and water stains could indicate the presence of food and drink, perhaps
linking the book to use over mealtimes. Wax and oil stains could be due to lighting
apparatus, suggesting the use of the book after darlgarty in the winter months
where members of the household would have more leisurétimey fingerprints and
smudges show scribal activities taking place alongside theibit®kopying, recopying,

annotations, corrections, editing, or referring ® tixt to support other literary activities.

59 Although how much of this staining points to original usage and how much is due to modern
scholarly use is unclear. Gudeléigge observed that the manuscript had very little staining, but the
current appearance of the manuscript iseneorn. Pertests (e.g. ff. 105106r) and some
sixteenthcentury marginal additions (e.g. ff. 98v, 106v) imply more early usage than Griddat
suggestsGuddatFigge,Catalogue of Manuscripts Containing Middle English Roman2gs.

80 Sandra Hindmarfealed in Parchment: Rereadings of Knighthood in the llluminated Manuscripts
of Chrétien De TroyefChicago: University of Chicago Press, 1994), 3; \@zality and

Performance in Early French Roman@19; GilchristMedieval Life: Archaeology and theféi

Course 152.
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2.5.3Marginal Additions

Household manuscripts show evidence of long periods of usage and engagement: owners
and users add their names to their book, draw doodles, write snippets of music, add
annotations related to the content of text (sualmogasymbols or manicules) and use

margins for pen tests or for drafting of documents or letters. Sometimes these marginal
additions directly relate to the content of the text, sometimes they are merely making use
of an empty page or margin. Often, later users add new texts in blank spateaghe

Findern lyricsor the medical recipes in CCAii (f. 13\§ir Degrevantn the Findern

manuscript, as already discussed, is the site of the most performative annotation found, an
address to a potentially listening audience at the end of thétfief the romance which

could prompt a pause in a performative reading event. These glimpses of the earlier lives
and users of the household manuscripts allow scholars to date and locate the books
accurately and to trace their later life and usagetipelgenerations of Thorntons, both

male and female, have added their names to the page8b{Edward Thornton, Ellenor
Thornton, Dorothy Thornton, William Thornton), but there are also other seemingly
unconnected names (Robert Louson on f. 29r; Rakeby[sic] on f. 220v; and Roger

Blande on f. 265r), suggesting that the manuscript had a wider reach beyond the immediate
household to other families or to servants.

Some marginal additions suggest that younger readers used and interacted with
texts, erhaps as part of their education, copying out lines in blank spaces around the page
or annotating the text in immature hands typified by clurrsityned and poorhspaced
letters.At the top of f. 61r in CCAIi, a poorlformed fifteenthcentury hand copéeout the
first line of the page in the upper margin and similar marginal additions occur elsewhere
throughout the manuscripthe Heege manuscript bears even more marginal activity by
immature hands. These hands copy out sections from the main teximargias, often
directly below or above the main tespace (see for example ff. 118v, 125v, 136r, 158r) or
add Latin phrases araides-mémoireconnected to education (ff. 154v, 176r, 218v).
(Figures2.9 and2.10) The moral taléflundalehas marginal additions @imost every
page. (Figure 2.910ther marginal additions indicate a more specific engagement with the
textii mmature hands copy many variations on t he
wecked mano (f . u$se2ofunflaleas s texyd stwly (perhaps dvén dor

reading aloud) and moral guidance for its reaéfers.

For example fAest deus ffor god est domynvs ffor
William Lilyéds Latin Grammar book (f. 154v) .

261 essaun n. 6, Middle English Compendium: Middle
https//quod.lib.umich.edu/m/middienglish
dictionary/dictionary/MED25239/track?counter=1&search_id=15601054
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Figure 29: Copying hand in the Heege mantigt; f. 125v (detail). Note thahe lines are
copied in reverse order, suggesting a focus on replicediber than the sense of the text.

Figure2.10 | mmat ure hand copying Latin from Wil
Heege manuscript, f. 154v (detail).

Figure 2.11Marginal addition inTundalein the Heege manuscript, f. 123r (detail)
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2.5.4Paratextual features

Paratextual features are those aspects of signalling, supporting apparatus that exist on a
layer outside of the text, including titles, incipits, explicits, rubrication, decorated capitals,
catchwords, changes in script or hasypkaker notations, punctuation, foliation or

pagination, as well as, arguably, some marginalia and features of layout discussed above.
Paratextual features serve the needs of visual readers, drawing attention to important
information and features, and gung the gaze across the manuscript page. They also
indirectly support listeners as the readiud is guided to better modulate their delivery

for conveying the sense of the words. When reading textsemumentially in books that

lack foliation or pagintion, paratextual features allow readers to locate texts easily.
Running titles display the name of the story, rubrication also conveys information in a way
that is visually distinct, images summarise the content of the story, and decorated capitals
mark tie opening and transitional points in the story where reading could be easily paused.
Throughout his manuscripts, Robert Thornton often takes care to use paratextual features
carefully to support reading fluency. This is particularly noticeable in hisepexts,

which, lacking the internal structure of verse texts, rely more on these signalling features.
In theProse AlexandefThornton carefully uses punctuation to distinguish sentences,
starting each with a capital letter and using combinatiopsiodi (. or ,) andvirgules(/)

at the end.Rigure 2.2) These symbols also mark other divisions of sense like passages of

direct speech or listed items.

Figure 2.12Prose Alexandein Li 91, f. 7v, showing punctuation and catchwords.

More significant is the programme of catchwords added to almost every verso and many of
the rectos, written directly below the end of the final line of the page, and connected to it
by an open bracket. John J. Thompson interprets these catchwords as fom€&harnton
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to correctly order the aget unbound bifolia of the first quirééHowever, a far more

plausible explanation to me (and to Phillipa Hardman) is that they support reading
activities®* A reader encountering a page transition holds the catdsvio their memory

and is able to read continuously across the page boundary. This apparatus is specifically
suited to prose items where the sense continues across the page break, unlike poetic items
in which sense and metre tend to be contained with@s land are not so easily disrupted

by page divisions. Page breaks in prose items are more likely to disturb performative
reading, whilst in poetic items, the natural pause at the end of a poetic line can bedstretch
across the time taken to change pagést said, the more frequent inclusion of

catchwords on versos than on rectos does seem a little counterintuitive: surely the
disruption caused by turning a page is more than that caused by merely glancing across to
the facing page? However, despite th@ie, the catchwords surely must be to assist with

the continuation of sense over page divisions as when the end of a section coincides with a
page break (as on f. 29v and 36v) catchwords are nofuseskntence split across ff.

45v/46r proves an inteséngdeviationfrom this explanationThe sentence reads in whole:
AAnd if Tay tourned |l an awaywarde with owtte
tourned hym bakke with owten dowte he sul de
catchwords, forward slash indicating page break.) Sonme dbiscribal error is at play in

this example, but it is unclear whether the error lies in the lack of catchwords, or in the
repetition of the phrase beyond the catchwords on f. 46r. Is Thornton confusing the parallel
syntax and repetition of this phras&fd does this then result in the duplication (with
variations) of a phrase longer than that covered by the catchwords, or are there no
functional catchwords at all?

Thecomicte A Ki ng Edward and the Shepherdo (f
48w56v],r el ated to AKing Edward and th-e Hermito
161v]) has a notable feature of presentation that could be connected to performance. The
tale plays with the inversion of social status, with King Edward disguising himself to seek
haospitality from a shepherd named Adam and then inviting him back to the royal court. An
ongoing joke in tis version of tlet al e i s Adamés fondness for hi
etiquette. Pilkington writes several lines throughout the text in largedetura with red
ink decoration which do not align with any internal divisions. Both of the lines are

awkwardly located paftvay through the twelwine stanza but happen to share a common

63 John J. ThompsoiRobert Thornton and the London Thornton Manuscript: British Library MS

Additional 31043 Cambridge: D. S. Brewer, 1987), 20, note 4

“Har dman, o6éDomestic Learning and Teaching: l nvest
Mi scel |l anMedibeval LEhgl andd, 26.

8 Inevitably, a number of exceptions existich ag. 37vwhichhas catchwords even though f. 38r

is the beginnig of a new sectian
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topic: the comic use of DowaqudaAdamlgilbey my hat 6
that/ Be god | wolde not fotemyuhadoapldobd £ ex
shalle pe whyte be hode myne, spoken by King Ed(igured i n moc|
2.13

Figure 2.131Largeferet ext ura | i ne in AKi nff5.488%8r d and t

(detail).

Could the prominence of these lines be explained by the scribe Pilkington deliberately
foregrounding one of the central thetegtsi ng
unknown: the manuscript contains many comic tales, but they could be compiled as moral
exempla for sermons, rather than for their comedic value. The hat joke perhaps suggests
deliberate curation of comedic material. By emphasising these diésyal reader cannot

fail to miss the comedy of the scenes, and for a reader aloud, this presentation would
prompt them to performatively emphasise these lines as well. This is an unusually direct
example of the influence paratextual features on readidgexperiencing the text which
highlights key moments in the text and would prompt a realderd to modulate their

delivery to convey the joke to a listening audience. Using these performative features of
manuscripts identified, | will now examine threxts more closely to explore

palaeographical and codicological evidence related to their usage and receptions.
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2.6 Case Studies

261" The Tour nament oPerfolmancd enhamo and

As noted above, fAThe Tour n a66@andtwmootherdyist t enham
one of a very small group of Middle English narrative texts with a recorded performance.

Al1l4323 Exeter account records the payment of 2
de | a Tornament de Tot y-nhgtlisagivenpoglayerPr ecept um M
performing about the Tournament of Tottenham in the castle (proBablgemontastle)

by order of the mayd¥. The relation of the surviving text to the recorded performance is

unknown: they may be the same text or different settings of the same story. The
ATournament o is a 6burl esqued or comic poem
knightly tournamentwith bachelors competing for the hand of Tyb, the daughter of

Randolf the Reeve, a clear parody of similar scenes from romance and eBic like

Eglamour of Artoisor Sir DegrevantFf.5.48 is also the only surviving witness of its

sequel t het efinFheaansot-116ffA. LBl Hebris notes that the author and

the intended audience must have been part of the elite as the humour relies on familiarity

with the format and customs of tournaments: the poem often depicts the peasants

unwittingly emulaing actual chivalric practic&.The poem thus mocks both the peasants

and the chivalric tradition. The peasant combatants are armed and armoured in imitation of

knights with black bowls and hats worn as crested helmets to protect from the blows of

clubs aml (threshing) flails, sheepskins for armour, and mares in the place of destriers.

They bear comic coats of arms, with charges tending either to the mundane, like the
bakerds shovel and dou g hsermyofbresgdathingaragonsh e e x c e
(where multiple smal/l charges are repeated o

keenly aware of the tropes of romance and epic, which are particularly evoked and

parodied in the descriptions of t hmingcombat an
mi mics a |l ofty tone that would not be out of
conqueroures to carpe is oure kynde [/ Off fe
66 Zaerr,Performance and the Middle English Romance1 58 ; Wil liam G. Cooke, 6

of Tottenham: An Alliterative Poemanda Ex et er PRecofdoof EadyrEogbsh Drama
11, no. 2 (1986): 2.

%A. Lesl ie Har r iThe TownarentofTattendarfiifteenta @edtury Studiex3
(1997): 8192.
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Figure 2.14: The opening of ATWBZ Tour namer

Pil kingtonds presentation of the item is
manuscri ptheg sQlcehr knsamd t h-e, NoghfiThgaMeonaclk & .
Euchar i s{118y) (Ffgdre2.141 Theéstext features red ink decoration el
opening line is written in larger fetextura script. He uses many abbreviations throughout
the text, some not commonly seen in other household manuscripts. For example, the first
l ine uses a 6condé abbreviat i einhjsstyleoof | owed i mm
abbreviation is more common in texts by professional scribes, especially in Latin text, but
is rarer in Middle English and across this same page (f. 62r) are several instances of the
two-s haped O6er d& abbr evi atuscoptsexanifeg@doodtus@er househ
abbreviations so frequently. As unfamiliar abbreviations would pose deciphering
challenges for the reader, the intended readership of the manuscripts can be inferred.
Pilkingtonds text woul d repd suewithina wider dudienaceu |l t i es
would require an educated and skilled reader to read it fluently, whereas manuscripts like
Li 91 or the Findern manuscript could suit more general audiences.
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The poetic form of the AToulmesehymengt 6 i s cCC
aaaabfollowed by three shorter lines rhymirgcbi a poetic form sometimes called the
Wakefield Stanza due to its use in several mystery plays by the Wakefield Master.
Brackets in red and black ink connect the rhyming lines of each stankang the poetic
structure visually prominent. The egatching and formal presentation of the text would
make it easy to locate within the booklet or later the bound volume, suggesting it is
deemed of some importance or was frequently read or constitednargins of the pages
are particularly discoloured, suggesting frequent handling of the book or btoklet.
Pilkington also carefully corrects his copying errors: he mistakenly copies a line out of
order on f. 62r, crosses it out, thercapies it to e right of the main text column, with a
cross in the left margin and a line in black ink showing its correct location, then corrects
the brackets in black ink. Interestingly, this shows, firstly, a clear timeline of copying,
revision and correction ancdeeondly, that Pilkington is following the rhyme scheme
carefully as he copies and reviews the text. Unlike Thornton and his erroneous brackets,
Pilkington takes care that his paratextual features match his text. Although the care taken
to signal the rhymecheme suggests consideration for aural reception, the text is not
always copied in a similar manner. Pilkington roughly matches the baselines of the column
across each page, but does not always copy the same number of lines on each page. On f.
63rhecogs one | ine (visually) O6mored -inhan t he
a-rhyming unit is not separated. However, this is not done on ff. 63v and 64r, on which the
fourth arhyming lines are written at the top of the next page. Similarly ff.26w/65r
separate the lastinyming lines of the stanzas. The separated lines are signalled with
partial brackets, yet this presentation still disrupts the structure of each stanza and in a
performative reading situation would create a pause as the taatethe page or
switches their gaze to the facing page. Pauses can disrupt the sense of the takt and
worsti compromise the reading comprehension of the prelector, causing them to
incorrectly modulate their delivery and convey the text incorrelcti§ll return to this idea
of poetic integrity below as the different scribes of household manuscripts approach the
issue in differing ways, leading to varying impacts on performative reading.

Zaerr has experimented with various dramatic and musical perfmes of the
A T o ur n anmemarisedl solo voice and fiddle; the same accompanied by a group of

mimers; with voice, fiddle and harp; with voice, fiddle and lute; with a narrator reading

M. G. Frampton, O6Gi | bBEMWA4 P | kong3onlDa2e: MG22)D, Er
Tournament of Tottenham and ThSentiRemtaland of Tott enhe:e
Humorous Romanceed. Erik Kooper, TEAMS Middle English Texts Series (Kalamazoo,

Michigan: Medieval Institute Publications, Z8)0

®CfRudy, o6Dirty Books: Quantifying Patterns of Us
Densitometer d.
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and actors speaking memorised dialogue with musical interfudieshas noted the power

of music to enhance the text, such as heightening the-sevmus epic moolf.All of

these experimental performances entail some style of dramatic reading (following the
model of theRougemontCastle performance) and rely on the assumption that the text as it
survives can be adapted to mirror the dramatic performance recorded.

The text as Pilkington has copied it does not immediately suggest anticipation of
dramatic performance. Speakers aseannotated, although a rea@déoud or singer could
easily narrate for mimed performédrshe subject matter does seem suitable for a comedic
mimed performance. Mysteriously, in a previous text Nbethern Passio) a list of

payments madieotdd effdmyt Mov,i car o, fAwifed and fAc
of f. 32v in the main text space. (Figuré5).

Figure2.15 Ambiguous addition in Ff.5.48. 32v (detail). Notehed i f f er i ng f or ms
6do6 awhdnconwdredtBi | ki ngtmothedaintéxa nd i
J. Downing suggests these are payments made to actors accidentally copied from an
exemplar of théNorthern Passioni* However, the ink is lighter than the main text and
although the script is of a similar date, several ldtdans are nably distinct from
Pilkingtonds so | suggest instead this was <c
have been on the page already as Pilkington begins copying below it lower than on other
pages. However, its relation to the text and to Pilkingiamself is unclear and it cannot be
used as proof of dramatic performance related to the manuscript.
It seems likelythatrf . 5. 48 was copied for Pilkington
copied over a long period of time and many reflect his occupatior iseitular clergy
such as JInstluationdfor Pdrigh Priestdf. 2r-8r), theNorthern Passiorff.

70 Zaerr,Performance and the Middle English Romarbé 15, 24 25, 158 61; Linda Marie Zaerr

and Joseph TiRedoudhares of TattenhaMdsic as Enhancement of the
Fifteenth Century Studiel6 (1990): 23D52.

"Downing, 6A Critical Edition of Cambridge Univer
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11r-43r), theLegend of St Micha€ff. 79r-84r) and thd-east of the Annunciatia(fif. 84r-

84v). There is at least one other scribal hand préséhé manuscript at ff. 792v and

Ohlgren suggests another at ff. 985v.”2 (Although | disagreé this is more likely

Pil kingtonds | esfsTHermkemds tprefs elhdtattd mma mo i

Downing and other scholars have postieat the various moral tales (and perhaps even

some of the comic ones) served as materi al

comic tales does seem a little incongruous, however, especially thudesiatl Robin

Hood and the Monk Pilkington perlaps served as a household clerk and used his
manuscript to support his priestly duties in the household, as well as providing
entertainment by reading the comic tales.
skills in oratory easily adaptable todarely secular performance. Usage by Pilkington

himself or by another trained cleric would explain the high frequency of abbreviations

used, although his lack of formal layout throughout the manuscript suggests that he did not
receive formal scribdlaining. The evidence froifaf.5.48 seems ambiguous about the

performance possibilities of the ATournament

the life and occupation of Pilkington do not specifically preclude it, but there is nothing
there that would p#cularly support it either.

Let us examine some other texts found in the pool of household marsi&aript
other evidence related to performance modalifiee. Erle of TolougAshmole 61 [ff. 27v
38v] and Li 91 [ff. 114vkL22ra]) has a simple layout looth manuscripts: in Ashmole 61
it is presented in a single column with each tHiree tail rhyme unit bracketed together
and only black ink is used (it appears that some initial capitals were washed with colour,
but this has since faded), and in Li 9isitn two columns, the rhyming scheme is not
signalled and red decorated capitals mark internal divisions. Rate (the scribe of Ashmole
61) does not always copy a consistent number of lines on each page, but does ensure that
the baselines of pages remadughly even and that each thieee tail rhyme unit is
copied completely on the same page. This allows for reading aloud to be more fluent as the
end of a tail rhyme unit is a more natural place to pause for a page turn. As sense is usually
confined withn these tail rhyme units, this also assists with comprehension, so that a
semantic unit is not split across a page turn. Robert Thornton on the other hand, splits tail
rhyme units across column and page breaks more often than not. Preserving the poetic
structure is a complex detail: it iscamplextask to anticipate the bottom of a page and

compress or expand the presentation so that the lines fit naiuealliRate is able to do.

2 Downing, xvi xvii; Ohlgren,Robin Hood: The Early Poems, 14&560: Texts, Contexts, and
Ideology, 29.

®“Downing, 6A Critical Edition of Cambridge Univer
Mat heson, 6Robin Hood and the Monk and the Manusc

Library MS Ff.5.48, with DimM®&ct Analysis of CUL

91
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Rate also more consistently uses brackets to signal the poetic struthanegfaoften with
small errors as on ff. 28r and 30r)f brackets are plannddor if the exemplar has
bracketd it is easier to copy poetic units together because they are visually distinct.
Thorntonds i ncon §whistnetratrareling evemfor préfessiogat h s
scribess show particularly how Thorntonés verso a
copied, which often poses challenges for the reader. This example shows a fairly neutral
layout that can be easily adaptable to differeatlirgy modalities, although with a few
small challenges posed by scribal idiosyncrasies.

It seems far more likely that musical performance of the romances, along with
minstrel performers as discussed above, represent a parallel tradition and transmission o
romance texts which intermingled with the amateur, domestic-tttiryg traditions
supportedy household manuscripts. Rsut t er wr i tes, fARomances pas:¢
hands of readers to the memories of minstrels or listeners, and from the ¢atibrexof
minstrels or amateur s b&eekifitiisrutlikely toregresent i t i ngs
a common modality associated with romances in household manuscripts, the musical
performance of romances, especially as shown by Zéemonstratee adaptability of
romance to different performance modalities, as well as the vibrancy that performance can
bring to texts. Her analysis of her performances evoked surprising parallels to the medieval
materiali such as the similarities of mistakes in hermorised performances to apparent
memorial transmission errors in romanéeBerformers of historical material regardless of
time period, language and modality face similar challenges in adapting text to performance
today, such as the need to balancaena comprehension and enjoyment with accurately
reproducing the source material, as well as the constant balance of performance instinct
and information from historical sourc&Zaerr argues that the manuscript layout of the
ATour nament o0 |pedgnpance of the textiMy iexaraination of the
manuscript evidence does not completely rule out this possibility, but suggests that other
receptions contexts were more |ikely from Pi
Pur di ebds e xt e mphictaiérhyme layduycormlided thht formgat could
have advantages for musical performance: the clear signalling of the rhyming scheme
could have provided a musician with cues to alter the melody to sa#rthyaning or the

b-rhyming line,particularly if the lines have different rhythms which require different

“Puter and Gilbert, oO6lntroductiond, 13.

S McGillivray, Memorization in the Transmission of the Middle English Romanceg aTeée r , 06
Weddynge of Sir Gawen and Dame Ragmidiformance and Intertextuality in Middle English
Popul ar Romanc e d;Endish Rgnance: $omd Questitingdofl Creation,

Presentation, and Preservationd.
76 Zaerr,Performance and the Middle English Romance Z aTée Weddynge of Sir Gawen and
Dame Ragnell Per f ormance and Intertextuality in Middle

7 Zaerr, Performance and the Middle English Romartss.
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melodic adaptatioff However, she concludes that the overall evidence was too sparse to
suggest an automatic connection. In comparison, the Old FeantéfableAucassin et
Nicolette(Paris, Bibiliotheque nationale de FrariBaF), Fr. 2168, ff. 70+80v) is

presented on the manuscript page with features that support temgian. (Figur@.16)

Figure 2.16:Aucassin et Nicolettd3nF, Fr. 2168, f. 72r.

The text combines verse and prose and each verse section is presented with musical
notation of the first and last lines and signalled with a decorated capital. The baselines in
the text space are ruled, ensuring that each line of verse and prosesigaaedl and
clearlywritten. The initial capitals of each line of verse are separated, a stylistic trait which
would aid in avoiding eyskip, especially if the performer were reading directly from the

8 Rhiannon PurdieAnglicizing Romance: TaRhyme and Genre in Medieval English Literature
(Woodbridge, Suffolk: D. S. Brewer, 2008),i8D.
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manuscript. The two column layout has sufficient spacedcoh verse line to be written

clearly on a single line. The page is ruled to accommodate 37 lines per page, which ensures
that the presentation is consistent as the text is not required to be compressed or expanded.
The clear and regular layout reducepédiments to fluent readinghese are the

manuscript features that suggest a text presented in anticipation of musical performance
directly from the manuscript page. Briff. 2168 is clearly a professional manuscript, with
carefully planned and we#ixecuted layout, a consistent and neat scribal hand throughout

and extensive formal red ink decoration; it is perhaps somewhat disingenuous to compare

it directly to the manusagots of amateur boegroducers like Robert Thornton, but the
comparison shows clearly how layout can support or undermine reading practices. This
analysis is not meant to suggest that Zaerrd
QuitethecontraryZ a er r 6 s p skiffuflydllustnetenoneeaspect of a much broader
multimodal storytelling tradition, and do important work in making romance performance
more visible and accessible. Nonetheless, an
differentstarting point can suggest alternative interpretations of the evidence andjgrovid
more nuanced understanding of medieval textual reception. Household manuscripts are
books made to fulfil a particular need and to be used and reused by multiple genefation
households. Evidence from their pagesear and tear, marks left by oily substances such

as lighting or food, finger prints, ink smudges, corrections, marginal annotations such as
names of readers or owners, or immature copying Hastdew direct ad tangible

engagement with the texts on the page. A reception practice that is inaccessible to most is
completely at odds with the rationale of their creation and usage. Reading texts directly
from the manuscript pageespecially the pages of householdhenscriptsi involves

certain limitations that suggest that simpler and more accessible modes of performance

were more common in domestic amateur reading contexts.

2.6.2Sir Degrevantand Graphic Tail Rhyme Layout

Sir Degrevan(Li 91 [ff. 130ra138va] and the Findern manuscript [ff. 9@@9vDb]) is a

more dramatic example of the impact of layout on reading practices. The romance has the
most compelling evidence for aural reception in the performative annotation on f. 98va and
thus analysis of the relationship between the manuscript page and the performative

experience is partidarly revealing. (Figure 27}
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Figure 2.17: The annotation in the Findern manuscript cofjrdegrevantf. 98va
(detail).

Sir Degrevants the nost formally presented item in the Findern manuscript, with features
to assist with reading comprehension and navigation, such as a title, ruling and pricking,
and running titles. It is the work of two scribes (Scribe 21 and Scribe 22) who do not
contribue any other texts to the manuscript (although Rossell Hope Robbins identifies
Scribe 22as the scribef Epistre de Cupid§f. 71r-76v], several other scholars
disagree)? Its presentation offers some challenges for the reader. The scribe change part
way through shifts the presentation from a rough fifteeetitury hand to a more formal
hand with elements of textura. Michael Johnston suggestSithaegrevantvas one of
the first texts copied or obtained for the m
part of this original copy was damaged beyond repair, causing the first half to be
recopied® It is perhaps the work of the two women named at thé dlizabeh Cotton
and Elizabeth Francis (f. 109vb). The text is presented in two columns and brackets are
added at the beginning ol tosignal thesrbymestracture cr i be 6

within the column. Figure 2.13

®"Robbins, 6The
in Late Medieva
130; Gottschall
Manuscripto.

8%Mi chael Johnston, 06Sir Degrevant in the AFinderr
MS Ff .Studie8 in Bibliograph$9 (2015): 7184.

dern Anthologyd; V.M. O6Mara, ¢
lregdb Studigs in ERdlishevwESeries] 27{1096)? &Y ,
Textual Pr ov sintheRindernT hr ough t he

o m>=
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Figure 2.18: Tie change ofagibes in the Findern copy &ir Degrevantff. 99v100r.

The first scribe (Scribe 21) consistently signals the beginning of stanzas with a marginal
paraph mark. The second scribe (Scribe 22) writes in a formal hand which is clear and easy
to read, althogh it does gradually become less wasdkcuted towards the end with letter

forms shifting to more informal versions. The inexpert scribe of the first section, however,
makes a poor attempt to duplicate the orderly presentation of their more skilled

countepart, resulting in multiple errors (crossed out and corrected interlineally), lines

copied out of order, uneven margins and text edges, and an overall informal, amateur
presentation with a cramped, uneven and challenging hand. The polarity of the &g halv
adds a disjunction to the reading experience, just as it did physically to the production:
there are several leaves cancelled in between the two parts. But the disjointed halves and
challenges of legibility seem not to have dissuaded readers fromamireyen annotating

the text. The text shows heavy evidence of use, with pages stained and worn. The
collaborative and somewhat ad hoc presentation of the romance is a clear reflection of the
Findern manuscript and its usage as a whole: created for (&y)l/@nd shared amongst a
network of neighbouring Derbyshire families. Later ugeperhaps from some of the

named families, or the servants who added the notes and membiaafiled the

performative annotation discussed and corrections such as addmgithet t ed wor d fAhe
in line 7 interlineally, signalled with a caret, and tracing over letters in a darker ink (see for
example f. 98va) correcting spelling or perhaps clarifying letfermsthat were unclear.

(Figure 2.1%
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Figure 2.19The opening oSir Degrevanin the Findern manuscript, f. 96. Note the
multiple errors and corrections throughout.
InLi91,SirDegrevani s presented in two columns in

format®! (Figure 2.20 In each twelvdine stanzadaabcccbdddbeeglhe triplet ofa-
rhyming lines are linked with a bracket drawn in black ink andthe/ming line is
written to the right of this bracket over two or three lines. More usually in graphic tail
rhyme format, the text is presented in a Ergplumn with thé>-rhyming line written
beside it, creating the illusion of a second
notably in this format as are other texts in the pool of household manuscripts studied here,
such as fAThe F aBf548(ffoll5-I&r)oriSielsumbragtheiHeege
manuscriptff. 48r-56v).8? (Figures2.21, 2.22, 2.23

88Ppurdi e, O0The I mplicationsTaebfSMEhopdscr i pt Layout i
2Judith Tschann, 6The Layout of #@ASir Thopaso in t
Cambri dge Gg. 4 Th2 Chaler Revie20,mo. p (198BH:J11 3; Pur di e, 06The
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Figure 2.20: The opening &ir Degrevanin Li 91, f. 130r.

Il mplications of Man uTaleof BipThopds Buyde Artglicizing R@rarecet c er 6 s
Tail-Rhyme and Genre in Medieval English Literature
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Figure 2.21: The openlng of ASi rMainb,opaso fr
CA, Huntington Library EL 26 C 9, f. 151v (detall).

Figure 2.22: The opening of AThe Feast of T
rhyme format, f. 115r. (The large area of staining is the result of a failed restoration
attempt.)
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Figure 2.23: The opening &fir Isumbrasn the Heege manuscript showing graphic tail
rhyme format, f. 48r.
Given Thorntonoés difficul tgiaghisal wi t h br acke

presentation of the previous t&ttavianwhich has a similar rhyme schem
(aabccbddbedgband the unsuitability of the layout to the ruled text space, it is likely that
the graphic |l ayout was copied from Thorntono
the romance that make it possible to present graphically witeitwiicolumn layout at
all, but this presentation creates a cramped page filled with text, witirttyening lines
of column a often intruding into the ruled space where Thornton copies cbl(senf.
131va in particular).Rigure2.24 The text is verghallenging to read, with a high chance
of eye skip. Stanza divisions are not signalled and the gaze of the reader must trace a
convoluted path across the page asthieyming line is copied level with the first line of
the triplet and often ends aboVeetlast line of the triplet: additional care must be taken to
locate the next line when returning to the main column. Reading errors are very likely,

especially for a performative reader.
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Figure 2.24Sir Degrevanin Li 91, showing poorly laigbut grafic layout with a column
intruding on b column, f. 131v (detail). Note also the splitting of the last tail rhyme unit.
As in The Earl of TolousThornton does not ensure that each poetic unit stays
within columns or pages. On multiple occasions (ff. 130yv&32rab, 134rab, 135vab,
137rab) twoa-rhyming lines and thb-rhyming line are written at the bottom of the
column, with the thirda-rhyming line written at the top of thecolumn. This presentation
encourages the disordered reading of the stanza, which disrupts the sense and the rhyme
scheme of the tail rhyme unit (especially as each set of four lines is usually one unit of
sensé that is, one phrase or sentence). Nonthege lines create any notable counter
readings if read out of order: most are noticeably-gammatical. However, some do
result in confusing misreadings: one implies
him (instead of his human enemies whohbese will help him to defeat) and one that
Degrevant asks Meliador to fight, rather than seeking her permission to fight #ér her.
Misreading these lines in a reading aloud context would likely cause the prelector-to back
track and repeat lines to clarifiye proper meaning.
Both in graphic tail rhyme | ayout and in
disordered presentation, the physical work of reading is challenging. Modern
psycholinguistics and computational linguistics analyse eye movements durimg raad
textual layout can complicate these eye moments, suggesting an impact on reading

8fsSyr Degrevuant gat a sted
That was gode in ilk a ned
Many a side grat he bled
That byfore dud-b)Klly3p36ckaguivadent) (f. 13 1va

iMadam yef hit be your wel/
Y pray you take hit not to ill
Y am holden thertyll
To fyght on syl 45360 équiyafent) 13 2r a
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practices* In well laid-out graphic tail rhyme, the reader scansahkyming lines in the

main column one at a time and the brackets (which are often drawn nkredfermal

and highgrade manuscripts) clearly delineate the borders of the section to be deciphered.

The reading of the main column is then suspended and the reader shifts their gaze over to

the secodary column created by the tdilyme line. In lesspficient layouts like
Thorntondés, the eyes of the reader negotiate
of the gaze is not as clearly signalled with the paratextual apparatus as it is in manuscripts

by professional scribes. The reader must wenkiho correctly track the lines across the

page, selecting the correct graphic line to read and the correct couplet to return to in the

main col umn. Further more, Thorntonrymecr amped

line being written one word attime Figure 2.29.

Figure 2.25Poorly laidout graphic tail rhyme ihi 91 with tail rhyme lines written one or
two words at a time, f. 133rb (detall).
When reading, a reader first decodes or deciphers words, assigning stress and
syllabic divisionin a process called prosodification, comprehends the word and then
reproduces the word inspeé€M. hor nt onds | ayout -rdadisgflawpt s t he

8Keith Rayner, 6Eye Movement s iPsycilegcd Bullegin and | nf c
124, no. 3 (1998): 37F6; Alessandro Lopopoloetai,Dependency Parsing with Y
Dependency Structure Predi ct Brocéedimgs RthegWoekshgpi ons Dur
on Cognitive Modeling and Computational Linguistisinneapolis: Association for

Computational Linguistics, 2019),785;Jm, 6 The | mpl i cit Prosody Hypott
in Englishbd.

Jun, 6The Implicit Prosody HypoitdhRoganneF.and Overt
Hudson, Holly B. Lane, and Paige C. Pullen, OReac
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of a reader: in English the eyes track from-teftight and from togto-bottom it is less
autamatic to sightread from togto-bottom first. This results in the individual words in the
graphic line being deciphered and decodedlmnene, which can impede the flow of
reading and delay or even prevent comprehension of the whofé Research showtbat
the eyes of the reader are constantly in motion, looking ahead to the material yet to be read
(t he r e areading8pan) and lgdkihg back at material already read in small units
calledsaccadesespecially making reference to important contemtds to assist with
overall comprehensiot.The eye tracks back to previous words that are syntactically
related to assist with comprehensi®®h.n T h o r n t-presehted gmphiz layowt, this
process is, if not completely impeded, then
research suggested that this did not have a measurable impact on comprehension, it creates
a qualitatively differenteading experience and a more involved, challenging one. In
performative reading settings which involve multiple musical or dramatic elements, a
manuscript user would likely find their reading negatively impacted.
This analysis could be interpretedif@®@ w ways. Some scholars o
manuscripts have argued that he writes mainly for visual readers rather than audiate ones,
as do Pearsall and Har dman t oefeetigfitai n Thor nt
divisions in his copy o8ir Eglamour ofArtois (ff. 138va147rb)2° However, these
copying inconsistencies would prove challenging to a visual reader as well as a reader
aloud, although a visual reader can silently correct their own performance while a reader
aloud must reead to clarify the mesng. The layout and errors are more likely due to
Thorntondéds | ack of f or mal tordadtio(formaj i n book p
| ayout ). Thor nt o-olned asdcusuallp easy tohremd) ahd hes we | |
demonstrates some complex layouts like thange from one to two column layout part
way down the page on f. 98v to make most efficient use of space when changing from the
long lines of theAlliterative Morte Arthureto the shorter lines dctavian Nonetheless,
the uneven baselines of pagesiable text size, compression of lines and the disordered
layout discussed here certainly result from a lack of training and they disrupt the fluency of

reading. Perhaps this was not such a challenge for Robert Thornton in his own usage, given

Why, and THeoReddiag Teach&8, no. 8 (2005):702 4 ; Ti mot hy Rasinski, 0
Trends in Literacy: Reading Fluency Instruction: Moving beyond Accuracy, Automaticity, and

Pr o s dhkRéading Teach&®, no. 7 (2006): 704.

8%Jun, OThe slompyl iHyiptotfhresi s and Overt Prosody in E
8%Rayner, OEye Movements i n Reaidg; logopoortdl., | nf or mat i c
6Dependency Parsing with Your Eyes: Dependency St
Readi ngd, 78.

8| opopoloeth ., 6 Dependency Parsing with Your Eyes: De
Regressions During Readingé6, 84.
®Derek Pearsall, 6The Engl i sEhsayRanchStudi@®(1976): t he Fi ft

61; Hardman, OFitt Divied:onAs Coan dMiddar et iEmrmg |l afs ht Re
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his close &miliarity with the text and layout from the copying process, as well as his own
scribal hand. However, for readers new to the manuscript these factors would certainly
affect reading coherency. In the experiments discussed in Chapter 4, we explored these
insights further by experiencing the impact of layout and textual idiosyncrasies on reading

practices.

2.6.3Sir Eglamour of Artois Paratextual Features and Internal Divisions

The depiction of ¢ ommunleilus anckeCGriseyddegcribad oud i n C
how the | adies cease ietithesarubricateraoda deogratedt Al et t r
capital in red ink, both of which can indicate the beginning of a new sétfite.

paratextual features allow the ladies to break up their leisurely reiattng number of

epi sodes. Scholars of Ol d Fr eéarcdsépigpescs have
jongleresque: sections of an epic that could be p
and dusk, somewhere between 10300 or even 100000 lines | observed that many

Middle English romances are, by design or by chance, the same length as this proposed

episodic performance. Additionally, romances tend to have internal divisions which divide

the story into smaller sections. Could Middle English nooes have been written to be the

ideal length for reading aloud comfortably in one session or to be divided across several

smaller sessions? Tlséance épiquaids not just the performer, but is also a comfortable

amount to readolitarily and silently. Iternal divisions, even in shorter romances, strongly

suggest some kind of episodic reading, even across different reading modalities. Joyce

Coleman recounts the example of Jean Froissart reading alddelrdglorto Gaston

Fébus, the count of Foix: oveten week period in the winter of 1388 Froissart

travelled to the countds castle at midnight
text for the countds entertainment. The coun
text notes, were brigly-lit), and the reading would end with him either leaving to go to

bed, or already in bed Without access to the physical copy of the text that Froissart was

reading from, it is difficult to estimate how much of the text formed one reading session.

The one surviving manuscript bfeliador (Paris,BnF, Fr. 12557) dates to c. 1400, later

thanFrof sart 6s reading. However, El ysse Taill on

PGeoffrey Chaucer , dferRivérdide Ghawrged La@yrDi Bemsgnd3eddo , i n

ed. (Oxford: Oxford University Press, 2008), I. 11.103.

“Andrew Taylor, O6Editing Sung QbeBeokUmoundThe Chal | €
Editing and Reading Medieval Manuscripts and Teats Sian Echard and Stephen Partridge

(Toronto: University of Toronto Press, 2004); 83.

2 Froissart recountsthes r eadi ng events in his fADit du Florinct
examined irColemanPublic Reading and the Reading Publld Ti 12.
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folios in this manuscript match the number i
comparablé?® Dividing the 30771 lines of this version feliador across the seventy
nightsof reading suggests that each reading event covered roughly 440 lines of text. It is
curious that Froissart divides the reading episodes according to number of pages rather
than events or internal divisions in the text: there are sections in the tesonteiare over
6000 lines long, much too long to act as a performative division.
Sir Eglamour of Artoigfound in Li 91, CCAIi and Ff.2.38, along withree
manuscript@ind one fragmerdutside of the pool examined) is often noted for its
carefully-structued episodic plot and its internal division. The fostrson narrator
intrudes on the text to offer transitional comments which divide the story into four section
(calledfittsorgestey , roughly aligned with Egl amour s t
of these three manuscripts treats and signals the internal divisions in varying ways, which
reflects wider scribal practices throughout each of the manuscripts and suggests insights
about anticipated usage and reception. Hardman suggests that regsce could have
used the length of this signalled first fitt to estimate the length of the subsequent sections
and thus determine when to make their own pauses in the latter part of fie text.
Hardmanoés di scussi on o 8ir Eglanourof Artbisasai ons | at er
example of differing scribal treatments. In my own observations of the three manuscripts |
had separately noted these distinctions and reached similar conclusions to Hardman,
however, | will go beyond that discussion to focus on thopaative potential suggested
by these sections.
The scribe of CCAIi consistently uses paratextual features to signal the structure of
texts throughout the manuscript. Marginal paraph markslstidle poetic items into
stanzas or divide prose items isgctionsVirgules(a mark like a forward slash) are
sometimes used as an additional layer of division, and brackets indicate poetic structure. At
the opening oSir Eglamourof Artois next to the main title in the upper margin of f. 5v,
t he scri be -capitilumgchapterClp This first gection includes the opening

and Egl amourds successful first task, conclu
merysohavewb | ysse / For thys ys le fyrst fytte |
(f.7v;11.3435) . After this stanza, the scribe writ:
beginning of the second fitt (f. 7v, | . 346)

A

second task and the narratords remar k at t he

iThis ys le second fytte of 1is |/ Makes mery
Ora, Il. 6224 ) . Particul arl y si gpedfi¢aclmaviedgentestofe i s t h

®Elysse Taillon Meredith, 6 WeMeladonagdSirGawaint i t y: Col c
and the Green Knight ( Phled, Uhiversity of Edinburgh, 2012), 17.
%Hardman, OFitt Divisions in Middle English Romar
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their own act of reading. The modality of th
(visually, temporally or narratively) are altered by the specific reception context, whether
read aloud communally, or read silently saditarily.

The third fitt includes the largest part of the action in the romance; it begins with
Egl amourb6s return to Artois, secret marriage
final task, slaying a dragon in Rome, the exiling of Christabeélrer son Degrebell and
their journeys to Egypt and Israel respectively. Again, the scribe signals the beginning of

this fitt with Aiijo in the margin of f. 9ra
this fitt in CCAI appearsnclose successaion; perfiapsieirgneouslg.n d A v
The annotation Aiiijo (I. 856) does coincide
maj or one, and another similar division at |

mykyll honour / And spkee we of his modur whyte as flour / What weys our Lord here

l ento (f .5)LO0vafvd I(l .85883) is perhaps the co
coming after the narrator introduces the | as
yshelaw geste [/ That | now -2)38uthe internallsignallthg 6 ( f .

of this fifth fitt is also oddly placed, inserted paray through a passage where the king of

Egypt sends a squire to save Christabel from her wrecked ship. Althosidctition does

create narrative tension, the close placement of the two divisions may point to scribal error.

Narratively, the fourth fitt includes only C
fitt encompasses the remainder of the romance: Eglam 6 s event ual return
passage of fifteen years, the tournaments fo

marriage, the eventual reunion and the concluding double marriage feast.
Ff.2.38 generally agrees with the textual division€@Aii, although with only
one division at the end, al i ¢@nThesgibeuses h t he n
thred four line-high decorated capitals in a red ink that has faded to a dark brown colour to
signal the three main transitions whdre harrator delineates the structure and division of
the poem on ff. 73ra (I. 346), 74vb (I. 626) and 76vb (I. 883). (See Zdbler
comparison of these divisions.) No additiona
numbers are used. In these twanuscript witnesses, the signalled divisions and
narratorial intrusions divide the romance into sections of roughiy880dines.
The agreement of the internal textual divisions across Ff.2.38 and CCAIii makes
the divergent treatment in Bilintriguing. Thor nt onés copy | acks the
metatextual fashioning of the romance into fitts, perhaps due to being copied from a
di fferent exempl ar , or due to Thorntonodés own
show similar evidence of alteration. Rob&hbrnton marks his divisions of the text with
twoi three linehigh decorated capitals in bright red ink surrounded by dark ink flourishes,
which occur on ff. 140vb (corresponding to |. 364), 143rb (I. 709) and 145ra (I. 1003), and
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the text opens on f. 138vidth a large six line high decorated capital in the same
decorative scheme. (See TaBlg.) Although this splits the romance into four sections, the
divisions fall at different points from the other two witnesses, giving emphasis to different
points in he narrative. Harriet Hudson suggests that the Tho®itoBglamourof Artoisis

close to the fragmentary version found in Egerton 2882hether the Egerton copy also

foll owed Thorntondés alternative divisions is
CCAiIi Ff.2.38 Li 91
Begins Length Begins Length Begins Length

Fitt 1 .1 345 l.1 345 .1 363

Fitt 2 l. 346 279 l. 346 279 l. 364 345

Fitt 3 l. 625 231 l. 626 258 I. 709 294

Fitt 4 l. 856 27 - -

Fitt 4/5 l. 883 448 l. 883 458 I. 1003 332

End l. 1331 l. 1341 l. 1335

Table2.1: Comparison ofift divisions of Sir Eglamourof Artois

I n Thorntonds version, each internal di vi
part of the narrative immediately as Eglamour sets out on his next task, which creates more
dramatic tension for the reader. The decorated capital on f. 140vb falis jEgtamour
completes his fortnightés journey and reache
The next division (f. 143r) is similarly delayed: unlike CCAii and Ff.2.38 which place this
after Eglamour and Chri st adigadis@ breakdftarthel e st i ne
Earl sets Eglamouré6s third task, opening wit
dragon. Although there are no narratorial fitt divisions, this turning point falls after a
transitional passage unique to the Thornton ver§ioAikn d al s T e buke of Rom
grete Rome he tase pe wayes / To seke pat worme so wylde / pe knyght wendis on his
waye |/ Herkyns now | sall "How #$)aTheguidingTo seke
presence of the narrator serves another funtigoa, formulaically citing the authority of
thenonspeci fic 6book of Romed and exhorting the
specifically dividing the text into fitts. T
Eglamour returns home to find @G$tabel and her son gone, and his journey to the Holy

Land. The story turns to Degrebell and the transition falls as the narrator begins to describe

his arms. This final decorated capital opens
herkyns lordyngses e & mare / What armes lat Te child
10034.)

Har dman obser ves iobsh@anot algivath thettathymies di vi s

stanzas, but that they do make sense narratively, suggesting that the variations are made to

®Hudson, 6Sir Eglamour of Artois: Introductiond.
Familial Relationships: fie Place of the Michigan Fragment in the EvolutioSiofEglamoud .
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accanmodate a private reader who is privileging sense and story over poetic stficture.
di sagree with Hardmandés assessment: visual d
reception as they still benefit the readéwud. The divisions all occur at the end of a three
line uniti even though the-thyme continues across the break, poetiegrity is
mai ntained. Thorntondés divisions in fact hav
passages are more equal in length and delaying the breaks until after the next narrative
episode begins would create pleasing dramatic tension when hearstgrynover
successive reading events. Thorntondés versio
its ingrained aural reception, but merely lacks thesatiscious internal signalling of the
fitt structure. A readealoud could just as easily paubeir delivery at a decorated capital
as after announcing the end of a fitt. It is more productive to consider the possibility that
texts are set up to support multiple reading
Sir Eglamourof Artoiscould supprt the activities of aolitaryreader and communal
performative readers. Thorntonodés divisions s
and create an alternative overarching structure. The four sections created by the visual
divisionsdonotalig s o well with Eglamourés three task
events that befall the main characters: the courtship of Eglamour and Christabel, their
secret marriage, their sundering, and the events that begin their reunion. The last division
sets he entire reunion section apart from the rest of the narrative, emphasising it as
narratively important, rather than including
The idiosyncratic and perhaps highly personalised dividing and copying of rasrtance
Thornton does not extend to all of the romances in his two volumes. In his other non
uni que romances, Thorntonds placement of tex
more closely. For example, dctavian(Northern version) (ff. 98va09rb), two dthe
three textual divisions match the version copied into Ff.2.38 (ff.-208vb), which lacks
the final division. Each part is roughly 500 lines long.

The internal divisions isir Eglamourof Artoisand other romances may seem
puzzling to a modern aeler, but can in fact offer clues about the reading practices
associated with romances. Shorter romanceheualier Assigné~350 lines) oiSir
Isumbrag(~800 lines) could easily be read in one session on one evening and neither have
signalled internatlivisions in the household manuscripts they appear in (CCAiila8d,
CCAiIi, Ashmole 61 and Heege respectively). Longer romances$ilikeof Warwickover
11000 lines)Ff.2.38)or Bevis of Hamptoust under 5000 lineg)f.2.38)surely

%Hardman, OFitt Divisions in Middle English Romar
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required somsort of episodic reading.Romances around 10D00 words tended to be

easily divided into four parts and could either fill an evening of readivg=glamourof

Artois at roughly 1300 lines was a comfortable amount for one evening of dedicated
reading)or be divided across multiple sessions. The internal divisions in romances allow

for easy adaptation of a text to suit the context, modality, time and audieacieling

clear places tpausdor refreshment, to reentre the attention of the audiencetmend

the readingThe addition to the Finde®ir Degrevants perhaps a surviving example of
this practice. I n response to the readerods ¢
audience could ask the reader to continue, or request a breakapgeontinue the

reading on another occasion. As the narratives of romances tend to be episodic themselves,
divisions suit the textual structure and allow the text to support multiple ways and modes

of reading. A readealoud has the flexibility to altehé length of their performance,

perhaps adapting to suit the responses of their listening audience. Intsigrzéijed

pauses allow the listening audience taeatre their attention on the text: a key concern

for romancewriters based on the frequenaf/formulas petitioning for attention. A silent,

private reader may also make use of these divisions to structure their own reading, with the
frequent narratorial presence at divisions allowing them to connect to an imagined
communal aural reception whishapes their own reading experience. The decorated

capitals, particularly in more ornate manuscripts, could function as placeholders for the
reader to find when they resume their reading activities.

In preparation for the performative reading experimeistsudsed in Chapter 4, |
readSir Eglamourof Artoisaloud to a small audience of PhD and MA students from the
Centre for Medieval Studies at the University of York. | read the text from the diplomatic
edition of CCA.Ii, and | used each of these fitt digrss to signal a brief pause of roughly
five minutes. | did this originally out of concern that the audience would tire of hearing
Middle English, especially as many audience members were unfamiliar with the language
and thus could not follow the story dgsHowever, the breaks were very welcome as a
performer, as they allowed me to have a drink and to refresh my own attention. This
performance experiment also revealed something significant about the divisions: each
section of roughly 30400 lines equate around 225 minutes of reading. Modern
psychology has not reached a consensus about average attention spans, but Neil A.
Bradbury notes a study which showed that student attention span began to decline about

twenty minutes into a lectuf@ Further resarch into performance and orality revealed a

97 Bevis of Hamptoadditionally is found in several manuscripts outside of the main pookstudi

that are likely also household manuscripts, including the Auchinleck MS, Egerton MS 2862,

Chet hamés Library MS 8009 and Naples MS XII.B. 29.
®Neil A. Bradbury, O6Attention Span dWldvanneg Lect ur €
in Physiology Edoation40 (2016): 510.
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parallel to oraformulaic poetry: A.C. Baugh notes that Yugoslavian oral poets sing
stories, whether whole, in part, or in condensed versions, in blocks of twenty minutes, or of
an hour or mor&’ As another crious parallel, the average burning time of a rush light is
around thirty minute&® Higher status candles would have lasted longer, but an informal
reading or reading in a household of lower standing may have preferred the more
affordable rush light. It #ams then that roughly twenty minutes is the ideal time for a
performance and this corresponds closely to the length of the internal divisions in the
romances. Theéance épiquis perhaps a suitable model for performances by
professionals, however, for atear readers and communal romance reading in a
household setting these twenty minldgag, 306400line long sections are more
accessible.

2.7 Conclusion

Copies of romances in household manuscripts seem to have been read directly from the

book: theirpages are worn and stained, often to a greater degree than other texts in the

same manuscript. An analysis of reading practices associated with these texts should first

closely engage with their codicological and palaeographical features. Analysis of the

manuscripts of Middle English romances can suggest details about their possible usage and
reception. Scribes anticipate their manuscripts and texts being used in particular ways and
support reading activities through presentation, paratextual featuresyantl IThe

carefully planned and executed layouts of professional manuscripts like Ff.2.38 and CCA.i

allow texts to be easily adapted to different uses, with the beginnings and ends of texts

signalled and internal divisions marked. OQuge manuscripts dikgy more idiosyncratic

copying techniques which can someti mes hinde
graphic tail rhyme and erroneous uses of brackets. Many generations of users of the

household manuscripts have left material traces of theurakactivities on the pagés

marginal additions that show both close engagement with texts and that merely use the

margins as convenient blank spaces for writing; patterns of wear that show customary

handling of the volume; and staining that shows tdngib hi nt s at how t he bo
interacted with them, copied them, attempted to restore them or even examined them. |

identified a range of manuscript features that point to their usage, potentially in

performative reading practiceand closely examineseveral key texts to see what these

features can reveal about their original owners and users.

®Baugh, o6l mprovisation in the Middle English Roms
WNor man P. Woodward, 6The Rus hlITheRuoshligniyno.Rush Cand!
(1935).
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3.1Introduction

ficonsi deri ng t hemphaszesehow nedieval rpadingffundtienxats s
embodied practice. That is, reading materially involves bodily, materially mediated modes
of expérience. o

This chapter examines domestic reading practices in relation to space, place and

materiality, considerig both how books and texts are shaped by the household and the

house, and how the household and the house are in turn shaped by the books and texts.

This analysis owes much to growing discussio
archaeology, defined bydhmedieval archaeologist Matthew Johnston as the means of
Aunderstanding buildings and | andscapes in t
af f éIntelrogating the experience of reading through this lens of lived experience

sheds light on the qtidian and the domestic. | will consider how people interacted with

spaces and buildings and in turn how these experiences influenced encounters with

household manuscripts and everyday reading activities. My analysis is comparable to

Robert AlfhempRacaseébdédseadi ngd, which interpret
with their related geographies, their associated social history and relationship to the people,
places and | andscapes that surroulftted manusc
placesine st i gated by this chapter are smaller in
consider the spaces within a medieval house where communal leisurely domestic reading

might have taken pladespecifically the reading of romances from household manuscripts

in the households of the rural gentry and the urban mercantile elite. In manuscripts so

directly connected to known social contexts, their selections of texts are revealing about

the preoccupations, desires, interests, and priorities of the househygltslitregged to and

weremade f or . For exampl e, the contents of Rob
show a man dedicated to supporting a pious, moral housthkiyldtudy privileges the

subjective and experiential and this chapter will continue taboae discussion of houses

and household manuscripts with experimental analysis of performative reading: | will lay

! Blatt, Participatory Reading in LatdMedieval England110.

2Johnsong | ntroductiond, 1.

SRobert Allen Rouse, OEmplaced Reading, or Toward
R o ma n cMedieval Ramance and Material Cultyreed. Nicholas Perkins (Cambridge: D. S.

Brewer, 2015), 41.

4“See forexampl€ ei ser ,T htoRonbteornt: Gent |l eman, Reader and Scr
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out the material foundations for the experiments to be detailed in Chapter 4, discussing the
historical buildings used in the performanceenments and considering wider debates
about authenticity, firsperson investigation and the heritage industry.

In communal performative reading, the performer themselves, the audience, the
space in the room in the house in which the performance pé@s its contents and
decoration, and the text and book exist as material and conceptual objects that both shape
and are in turn shaped by the performance. Performance is a fundamentally embodied
practice in which the performer physically conveys thedsaf the story to their audience

through voice, posture, gesture and movement. Performance does not merely inhabit real

physical space, but performers also, as Anne
imagination than the physical boundaries ofdhet ual per for mance space.
the audience to transcend t he pApesfdrneen | pl ace

can evoke this imagined space through their delivery of the words, through gesture and
movement, by engaging with the physispace they inhabit to transcend it into evoked
space. Performative reading, in other words, lives in not just the physical space of a
medieval building but the imagined space within it and beyond it. Before we can explore
this idea more fully in Chaptérthrough experimental analysis, this chapter establishes a
foundation of the physical spaces and their contents, examining the two sites used in the
experiments and exploring the spaces and materialities of reading.

Spaces in the house encode meaninglzed through their usages, reflecting the
life practices, cultural habits and customs of those who live, eat, sleep, pray, work and play
within them. However, this relationship is r
theory ofhabitus as digestethrough the lens of archaeology, these spaces shape the
accustomed activities and practices of their inhabitants, who are led towards an
unconscious understanding of their own place within patterns of order and behaviour and
broader society by these spaédslienne Hanson argues that a house is not just a
collection of rooms and contents to be inhab
by intricate conventions about what spaces there are, how they are connected together and
sequence which actvities go together and which are separated out, how the interior is

decorated, and even what kinds of household objects should be displayed in the different

SAz ®ma, 6AUne Aventure Vous Diraio: Performi ng Me
6 Pierre BourdieuQutline of a Theory of Practiggambridge: Cambridge University Press, 1977),

789 5 ; Kate Giles, edWaysal o DOwdlihgs, inddrdities amdhHdmes:

European Housing Culture from the Viking Age to the Renaissadcé/ette Svart Kristiansen and

Kate Giles, vol. 84, Jutland Archaeological Society Publications (Hgjbjerg: Jutland Archaeological

Sociey, 2014), 14; Jane Grenvill®jedieval HousingArchaeology of Medieval Britain (London:

Leicester University Press, 1997), 22.
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parts of’Thelspacelofamrse encodes social behaviour and informs the
activities thatake place within it, but is also a space that can {shaped by the users to
best fit these activities.

My analysis will engage with space on these three Iévikle purely physical, the
evoked and the encoded: the physical spaces and their cohtamiserformance interacts
with and transforms these spaces, creating, as Azéma describes, a physically transcendent
experience, and the behaviours and practices associated with thesel spaese
archaeology and material analysis, experimental&aalogy, phenomenology and
performance theory to build a theoretical foundation for the experimental engagement with
medieval performative reading, and exploring the actual spaces of medieval reading, their
social and cultural meanings and the broaderptag between performance and space,
both real and imagined. By understanding the spaces in which reading and other leisure
activities took place we can better understand the practices and resonances of these
activities: space informs reading and readmmfgrims space.

| will begin byreviewing current scholarly understandingstaflate medieval
house and connect historical evidence for emplaced reading to material analysis of those
places. This analysis will explore the material and spatial experience of reading to create
models for historically informed household reading practices whilthhen be used in
the experimental performances in Chapter 4. Lastly, | will add the final piece of
groundwork for Chapter 4 by introducing Gainsborough Old Hall and Barley Hall, the
medieval houses that served as the locations for my reading exgstiimeifl discuss the
sites as buildings and heritage attractions, along with the issues they raised around
authenticity and reconstruction, and anticipate resonances of these issues in my

performative reading experiments.

3.2Medieval Houses

The mostommonlate medieval house form, datable to around the thirteenth century
onwards, was the tripartite plan. In this plan, dwellings centred on a largadia)lqpen

to the roof, a communal space which was the site of the formal functions and ritilas of

household as well as various informal communal actiVitiése hall informs the layout

7 Julienne Hansorecoding Homes and Hous@ambridge: Cambridge University Press, 1998),

2.

8 Two works that epitomise thigpproach arédamling and Richardso# Day at Home in Early

Modern England: Material Culture and Domestic Life, 1800and Hollie L. S. MorgarBeds

and Chambers in Late Medieval England: Readings, Representations and R@Aldatbridge,

Suffolk: Boycell and Brewer, 2017).

M. Gardiner, o6éVernacular Buildings and the Devel
E n g | aadikdgal Archaeolog$0 (2000): 175; GilchristMedieval Life: Archaeology and the Life
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and usage of the entire house: Tara Hamling and Catherine Richardson describe the early
modern hall as the houds%ldehalivasprgasedal and func
hi erarchically, with both an upper or &éhigho
the power structures of the household and the purposes of each end of the building. The
high end of the hallisuallyconnected to the more private rooms of thade (the
chambers and parlour), whilst the lower end adjoined to the service rooms (the pantry and
buttery, which stored foodstuff, drink and items associated with their service) through a
simple doorway or sometimes through the screens passage, whitteeaito the
external dooand to further auxiliary buildingg his basic tripartite structure
(chambers/hall/service rooms) was seen across houses of varying status, with the size of
the building, the quality of its construction, and the other connecitdiildings indicative
of status, extending to the creation of additional wings in the grander tripartite Kouses.
Separate auxiliary buildings housed the kitchen, privies and spaces for working like barns,
workshops or shedmnd additional accommodation

Although this form is remarkably and unarguably pervasive across dwellings of
different sizes and stations across an extended period of time, the reality for many
buildings was more flexible and nuanced than the tripartite model suggests, as the work of
scholars like Jane Grenville, Kate Giles and Danae Tankard &rghe.relative sizes and
locations of hall, chambers and service rooms exhibit variations and in cities where
buildings often combined residential and commercial functions, other house forms
predominated or the tripartite form was heavily adapt@dhe compelling symbolism of

the tripartite model, which neatly divides a building into dichotomies of formal/informal

Course H. M. Smyser, d Duen dD@rme Itr ioé Seeni@prb. 2Cr i seyded,
(1956): 297 315; JohnsorEnglish Houses 1360800: Vernacular Architecture, Social Lif€ate

Giles, 6Housing Part 2: Vernacul arThdHousi ng in t he
Archaeology of Medievdédurope ed. Martin Carver and Jan Kl 8pgtn
Humanities Series 2011/9 (Aarhus: Aarhus University Press, 2011/ %69 Gi |l es, O6Ways of
in Medieval Engl andd.

10 Hamling and Richardsor Day at Home in Early Modern England: M&t# Culture and

Domestic Life, 150a.70Q 103.

11 Gilchrist, Medieval Life: Archaeology and the Life Cour448; Hamling and RichardsoA,Day

at Home in Early Modern England: Material Culture and Domestic Life, 16000 22; Gardiner,
6Vernacungasr aBnud Itdhie Devel opment of the Late Medie
12 Grenville,Medieval Housing Gi | es, ©O6Housing Part 2: Vernacul ar
of Englanddé; Giles, oO6Ways of Living i tionMedi eval E
the Late Medieval Rural House: An Example from the Weald and Downland Open Air Museum,

S u s s eDwéllingsj Identities and Homes: European Housing Culture from the Viking Age to the
Renaissanceed. Mette Svart Kristiansen and Kate Giles, vo].Bdland Archaeological Society

Publications (Hgjbjerg: Jutland Archaeological Society, 2014); 183

BGiles, o6Ways of Livii2d; ;i iP.Me ®i. e \Goll dbreglgan dd,hel &
Bourgeois Domesticity in Later Medi éMedieval Engl and:
Domesticity: Home, Housing and Household in Medieval EngladdMaryann&owaleski and

P.J.P. Goldberg (Cambridge: Cambridge University Press, 2008)36;:33amling and Richardson,

A Day at Home in Early Modern England: Material Culture and Domestic Life, - 1500
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and public/private encourages interpretations of spaces that do not matahntbesnof

historical reality. The form as a representation of wider feudal society and its structures of
gender and social status is a pervasive narrative in scholarship, particularly as its

persistence suggests its symbolic importance to its medievaitahis!* The gradual
abandonment of the tripartite model in the 6
seventeenth centuries, which saw halls ceiled and larger rooms subdivided into smaller

spaces, is often used as a powerful metaphor for the endMfdtke Ages'® However,

simple dichotomies do not encompass the flexible uses and meanings of domestic spaces:

in some houses the high and low ends of the hall are reverseslyeantis division of the

hall into high and low ends has been nuanced by Tadkd s r ef rami ng of t he
dirty and clean ends, particularly in lowsatus dwellings® In general, privacy entails

limiting access to spaces and interaction with others, although the division between
@orivatedand@ublicdis complicated in the medieval househbltedieval expectations

of privacy were different from modern assumptions, particularly as pertains to nudity, sex

and shared quarters for sleeping and livitihe concept of privacy shifted in meaning in

the fouteenth and fifteenth centuries and although features like opaque windows and

multiple separate chambers suggest a desire for privdsye concept s of &6dpubl

“For example, Matthew Jo hsicaltayoutwrdintwieasitmeantfche hal | ,

medieval people of all social ranks, was a basic buillinigo c k of | at e Jomsah,i eval soc
English Houses 1360800: Vernacular Architecture, Social Life 6 8; Gar di ner, oO0Ver nact
Buildings and the Developmeatf t he Late Medi eval Domestic Plan i

15 Suggested reasons for the rebuilding include a greater desire for privacy, increased economic

freedom of the lesser gentry and yeomanry and a rise in population. The rebuilding caused rooms to

become smadlr and more singlpurpose, and there is much debate about whether this was a

reaction to changing uses of household spaces or the cause bflit.e s , 6Ways of Living
Engl and?éd, 20; Matt hew Johns oOxford donaloftAichm&ologyg t he Gr
12 (2007): 11¥25; Lena Cowen OrlirL.ocating Privacy in Tudor LondofiNew York and Oxford:

Oxford University Press, 2007); Hamling and Richardgobay at Home in Early Modern

England: Material Culture and Domestic Life, 150000 Jomson,English Houses 1300800:

Vernacular Architecture, Social Life Gi | es, ©6Housing Part 2: Vernacul
Case of Englandé6, 171.

%Tankard, 6é6Form and Function in the Late Medieval
and DownlanDbpen Air Museum, Sussex?©0.

“"Mary Shepperson, oO6Visibility, Privacy, and Missi

Anci ent Me sThe Oxfora Mandbook of Light in Archaeologygl. Costas Papadopoulos

and Holley Moyes (Oxford: Oxford University &s, 2017),
https://doi.org/10.1093/oxfordhb/9780198788218.013.19; Bill Hillier and Julienne HaRsen,

Social Logic of SpacgCambridge: Cambridge University Press, 1984); Cordelia Beattie and Anna

Mas | akovi c,i Lochtimgthedldusetaldi Rty Private, and the Social Construction of

Gender an dheMpdéeeakHbyseholdin Christian Europe c. 8801550: Managing

Power, Wealth and the Bodgd. Cordelia Beattie, Anna Maslakovic, and Sarah Rees Jones

(Turnhout: Brepols, 2003),i 8.

¥)Jeremy Goldberg, 6Making the Houmad Malievllo me i n Lat
History45,no. 2 (2019):1680; P. J. P. Gol dberg, 6Space and Gend
H o u svVatdr,42, no. 2 (2011): 20%82; Jeremy Goldberg;ommunal DiscordChild Abduction

and Rape in the Later Middle Agéithe New Middle Ages (New York: Palgrave Macmillan, 2008),

105.
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6 pr i v aotcer@spahdto ounodern understandings the termsand should be used
cautously.’® Considering instead the permeability of each space better reflects the nuanced
reality: how accessible it is from the out si
and the spaces it adjoiffs.

Ant hony Qui neyds ar offhaleand chagnbecsaHowed that e st i g a
identification of rooms and the perceived divisions of formal/informal and public/private
are not inherent qualities of the spaces that can be determined archaeologically, but rather a
function of their usage and the fummie and fittings that transform the spaeSurviving
documentary records of house contents which list domestic possessions by room can
provide clues about the original functions and layout of the spdcegs reflects the
current scholarly consensus gpatial analysis which predominantly focuses on the
affordances of spacéghe various options and possibiliti@space offert its user$
rather than prescriptive typologies. A focus on affordances foregrounds the flexibility of
spaces and buildingsmid more accurately reflects the historical recdid.general,
medieval houses were sparsely furnished and most furniture was designed to be easily
moved, such as the trestle tables andtbes in the hall, and chestsntairing personal
belongingg* Theuse of easilymoveable furniture, along with curtains and screens,
ensured that the spaces in the medieval house could be easily transformed and subdivided
according to the needs of the users. The houses of the wealthy were luxuriously decorated
with wall-paintings, tapestries, floor tiles, and embroidered cloth. In more modest houses,
decorative painted cloths offered an affordable and flexible alternative to tapestries or

elaborate wall paintings. Decorative textiles are often catalogued in wills amdaries,

19 John SchofieldMedieval London Housédlew Haven and London: Published for the Paul

Mellon Centre for Studies in British Art by Yale Uniger t y Pr es s, 1994) , 93; Dav
and Public: An Archaeol o@ievViafhlt DE&rdimgeiNew= Wage Zuon of Tl
Analyse Mittelalterlicher Sachkultur. Internationaler Kongress, Krems an Der Donau, 4. Bis 7.

Oktober 1994. Geddschrift in Memoriam Harry Kiihneled. Helmut Hundsbichler, Gerhard

Jaritz, and Thomas Kiihtreiber (Wien: Der Osterreichischen Akademie der Wissenschaften, 1998),

182 85.

20 HansonDecoding Homes and Houses!; MorganBeds and Chambers in Late Medieval

England: Readings, Representations and Realitess ; Gol dber g, O6Making the Hi
Later Medieval Yorkd; Goldberg, O06Space and Gender
2Ant hony Quiney, o6éHall or Chamber ? TOomuestl s t he QL
H o u s Archifectural History42 (1999): 2446.

22 This is particularly relevant for smaller houses with fewer rooms where, for example, servants

may have slept in the hatilchrist, Medieval Life: Archaeology and the Life Courée1;

Gol dbprge @%d Gender in the Later Medieval House:
Yorkc.140010 6 00: Consumption, Neighbourhood and Choice
2015).

2 Grenville,Medieval Housing Gi | es, OHousi ng HmatheNortA: TheCase nacul ar
of Englandé; Giles, 6Ways of Living in Medieval E

Late Medieval Rural House: An Example from the Weald and Downland Open Air Museum,
Sussex?o.
24 Gilchrist, Medieval Life: Archaeology and théfe Course 121.
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which reveal a broad range of decorative imagery and subjects including heraldic motifs,
Biblical figures, and characters from mythology or folklore alongside plainer decorative
patterns or even simpiyoloured clottf® Most decorative elements veelocated in the

hall; however, the bedchambers of the wealthy also contained richly carved beds and
decorated bed textiles, some of which served the additional function of enclosing the bed
for privacy? When considering spaces as they exist in the hanges reception spaces

for reading activities we must imagine them not as empty and whitewashed, but lively and
filled with ornament. Using the paradigm of affordances and flexibility, my research can
more effectively consider the experience of emplaeading events, particularly those

that do not adhere to expected uses of space, such as informal reading in the hall. In the
same way that this thesis acknowledges that there are as many ways to read a medieval
book as there are medig¢vaaders, houseseastage$or human activity, and these

activities are as varied as the spaces they inhabit.

3.3Reading spaces: the hall

Reading, like spaces themselves, is flexible. The time, place, location and occasion of
reading could be adapted to suit each manuscript and hous&hlotaigh this thesis
generally consideSsur ban el ite and rural getetrydé as a
owners of household manuscripisd their reading habits likely overlapped greatly, there
are a few key difference$he daily and seasonal rhythpasid careful management of
time withineach household allowddr different opportunities for readinglollie Morgan
and Tankard describe the dailyythm of households and whiéerural gentry family
structurel their day around piety and could more easily conduct leisurely activities, the
daily rhythm of mercantile familieappears to havievolved morework.?’ The centrality

of work to the rhythm of the day would have been particularly key for the upwardly
mobile yeoman family connected with the Heege manus&ifferent times for reading

for example, in the middle of the day, after work has been ledatpor during winter

%Gol dberg, 6The Fashioning of Bourgeois Domestici
Culture Perspectivet; Goldberg, 6Making the House
and Louise Hampsomrobate Inventories of the York ddiese 135A50Q vol. 1 (York: York

Archaeological Trust, 2006); Schofieldedieval London Housg$28 29; Alan Gore and Ann

Gore,The History of English Interiord.ondon: Phaidon Press, 1991),18.

26 Morgan,Beds and Chambers in Late Medieval EnglaRdadings, Representations and

Realities 16/ 39; Orlin,Locating Privacy in TudorLondon 1 09; Gol dber g, O0The Fas
Bourgeois Domesticity in Later Medieval Engl and:
6Making the House al Héonekdn Later Mediev

2" Morgan,Beds and Chambers in Late Medieval England: Readings, Representations and

Realtes Tankard, 6éForm and Function in the Late Med
Weal d and Downl and Opei67Air Museum, Sussexd, 166

117



CHAPTER 3. Reading Spaces, Reading Books

produce qualitatively different reading experiences, particularly considering the different
lighting provisions required for each. These individual details likely varied between
householdstheir manuscriptand between reading ews,an aspect that is important to
consider wherstudying historicateadingpractices.

Historicalexample®f relevant reading activities locate them in three main spaces
in the house: the hall, chamber and parldgrnoted above, thieall was the physally
and symbolically central room of the house. In the wealthiest houses, halls had tile or stone
floors, whilst lower status houses had floors of compacted earth. Rushes and fresh herbs
could be strewn across the floor and replaced when diftiete hdl had a central hearth
or, less commonly, a fireplace along a side wall, used for warmth, light and for cooking
informal meals, particularly in less wealthy households without a separate Ktdten.
screens passage at the lower end was sometimes comexaithg a gallery overlooking
the hall, which in later elite households provided a space where musicians could play,
providing entertainment or announcing the arrival of féfothe rituals of elite formal
dining in the hall best illustrate the hierarabfithe space, which dictated the seating of
each person within it family, guests and servaritsvith the higherstatus members of the
family or honoured guests seated along one side of the high table on the dais looking out
over the room and those lowiarsocial standing closer to the low end on perpendicular
lower tables! The wealth of the household was displayed with abundant food and drink,
the display of valuableablewaresuch as salt cellars and communal cups, and the
decoration of the hatft Conduct texts, some copies of which survive in household
manuscripts and therefore address the same or similar readership to the texts read in
communal leisurely reading, provide information about expected behaviour during such
events, reminding readers td ahly where and when they are directed to, or to wash their

hands, say grace and remove their hats before eating, or for the young men serving, advice

®Smyser ,omeTlshe cD Background of Troilus and Criseyd
2 JohnsonEnglish Houses 1300800: Vernacular Architecture, Social Lifée7 3; Smyser, O0The
Domestic Background of Troilus and Criseyded, 22¢

Medi ev al 6Htamlimgeadd RicRaddsoA Day at Home in Early Modern England:
Material Culture and Domestic Life, 15A00Q 72 ; Tankar d, 6Form and Func

Medi eval Rur al House: An Example from the Weald :
168 69.

Edmund A. Bowles, 6Musical | RevueBaigmeeMusicolagie t he Me
/ Belgisch Tijdschrift Voor Muziekwetenschih no. 1/4 (1958):45 1; Smyser, O0The Do me

Background of Tr oi | usocaimgdrivay in Bderyah@of81i82 99; Or | i n,
31 JohnsonEnglish Houses 1360800: Vernacular Architecture, Social Ljfé3; Mark Gardiner,

6Buttery and Pantry and Their Antecedents: | dea ¢
in Medieval Domesticity: Home, Housing andudehold in Medieval Englaned. Maryanne

Kowaleski and P.J.P. Goldberg (Cambridge: Cambridge University Press, 20083; 3@nkard,

0Form and Function in the Late Medieval Rur al Ho
Open Air Museu@d, Sussexd, 165
2Gol dberg, O6Making the House a Home in Later Medi
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on their duties of washing, carving meat and waiting on their lord at the’talile.space

of the hallcontrols the movement of people through the house, both due to its central

location and its hierarchical space. The movement of food from the kitchens or service

rooms at the low end of the hall to the high end of the hall encapsulates the act of service

and reinforces the place of those serving. Scholars have also pointed to the religious

overtones of formal dining, reminiscent of the Eucharistic rituals of the ¥ isst

examples of reading in the hall are associated with this formal usage. The Rule of S

Benedict codified the practice of reading edifying material aloud over dinner. The rule

instructs that a reader should be chosen each week to read while the others eat and drink in
silence® Reading over mealtimes according to the monastic model waaddgted by

royal and aristocratic households: household ordinances record that Cecily Neville,
Duchess of York (1434 4 95) heard read fia |l ecture of hol
Cherewatuk notes that the future Edward V was to be read edifying ahateile he ateé®

Cecily Nevillebds r eads aiglivisad rligioua lectuieyc | uded |
which are often represented in the contents of household manuscripts. The Hilton text she
heard is I|ikely his fEpdeftdeveutdgfolk, whichkied Li f e o,
also found in Li 9X(ff. 223r-2291. Household manuscripts could easily support this

edi fying reading in the hall. HowRomanr, what
de Rouadvises that feasts should be accompanieddris reading about the heroic deeds

of the past’ Similarly the feast iHavelokthe Dane f f er s fAr omanz (l.redi ng ¢

¥fAStans Puer ad Mensamo is attributed to Lydgate,
17v-19v) has been adapted. Another version is found in CCAii (ff118rv ) . fiDamse Courtesy
uni que to Ashmole 61 (f. 20r) , although very si mi

is also found in the Heege manuscript (ff. 88v).J ohn Lydgat e, 6l tem 7, St an:
Me n s a rCodex Aishmole 61: A Compilation of Popular Middle E&igVerse ed. George

Shuffelton, TEAMS Middle English Texts Series (Kalamazoo, Michigan: Medieval Institute
Publications, 2008); Geor ge ShQodexAshmole®l;A ed. , O t ¢
Compilation of Popular Middle English VerSEEAMS Middle English Texts Series (Kalamazoo,

Michigan: Medieval Institute Publications, 2008).

34 Phillips points to research by Peter Arnade and Otto Cartellieri, as well as drawing similar

conclusions from the OHarl eian Ordinances6, a hot
conduct texts discussed earlier, but more specific and ainseshaints in elite noble households.
Kim M. Phillips, 6The I nvisi-Oért Mayn: NBwldy HKHmus Kh @

Journal of Medieval Historg1, no. 2 (2005): 152.

%Benedict, OReguClapt8XXXVIN. Benedictio.

36 Cecily Neville keard read at dinner a lecture of holy matter, either Hilton on contemplative and

active life, Bonaventure de infancia, Salvatoris legenda aurea, St Maude, St Katherin of Sonys, or

the Revelacions of St Bridgett. 0 MaH erre/waAtl bku@sd e x ¢
project, considering whether Maloryés Le Morte Dc¢
reading.A Collection of Ordinances and Regulations for the Government of the Royal Household,

Made in Divers Reigns. From King Edward Ill. Ring William and Queen Mary. Also Receipts in

Ancient CookeryLondon: Printed for the Society of Antiquaries by John Nichols, 1790), 37;

Cherewatuk, 6An I ntroduction to Aur al Mal ory: Sec
37 Pur remembrer des ancesurs / les fdasaliz e les murs / les felunies des feluns / e les barnages
des baruns / deit | 6dum les |ibres e |l es gestes [/
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2327)as one of many types of entertainment. Although not using a physical book, the
performance by Herbert the minstrel dissed in Chapter 2 took place in the hall of the
priory of St Swithin in Winchestéf.Reading by professional entertainers during meals or
communal reading amongst those gathered after the courtly proceedings had concluded
provides a model for romaneceadng in the hall. Beyond its formal use in dining and
household rituals, the hall saw general usage as a large communal space which could be
adjusted according to the needs of its users. The hall was a likely location for many of the
daily tasks needed taistain the household (especially in urban houses lacking specific
workshop spaces) such as childcare, crafting, weaving, sewing, whittling or spinning, and
could have been used for storing goods and conducting trans&@figsts.of house

contents from wis and inventories show gaming tables and other evidence of leisure
activities located in the hall, suggesting that, at least for bourgeois families, the house and
the hall were the usual location of leisure activitfeEhe romanceeading performances
discussed in Chapter 4 proposed informal reading for leisure using the hall as a convenient
communal space that was whlknished, pleasantly decorated, warm, and sufficiently lit
with both natural and artificial light. Formal reading of edifying matter the pragmatic
reading of ledgers, bills and documents involved with household management imply that
the hall had appropriate apparatus to support reading in multiple modalities: tables, book
stands and sufficient lighting. Informal communal reading énhthll could take place

between members of multiple households who wish to pass their social time together by
sharing stories, or a group who wish for entertainment to accompany their daily household
chores, or those privileged enough to lead a life sfikei who wish to read together as a

pleasant pastime.

3.4Reading spaces: the chamber

The term chamber @amerarefers to any of thiess permeable anore private rooms

found in various locations in the house. It is mostly associated with sldmgioguld

e puis par clers litte e retraite / mult fussent choses ubliees / kide visztienst t r espassees. 0
10)

(In order to remember / The actions and words and customs of our ancestors, / One must read at

feasts the books and the deeds / And the stories. / If writing had not been done/ And had not then /

been read and recounted bgrks / Many things would be forgotten / Which happened in the olden

days.)

Quoted in and translated Mjtz, Orality and Performance in Early French Romant&3 74.

38 Thomas WartonHistory of English Poetryed. W.C. Hazlitt (London: Reeves and Turrdg71),

97.

®Giles, O6Housing Part 2: Ver
O0Form and Function in the La
Open Air Museum, Sussex?d, 16
““Gol dber g, oOdSeracien atnlde Geant er Medi eval Housed, 219

l ar Housing in tF

acu
e Medi eval Rur al Ho t

o3
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serve multiple functions. Chambers adjoining the high end of the hall were highei status
the principal chamber (sometimes calledshkar) where the lord and lady of the

household slept was often found here on the first floor. Lestauschambers could be

found above the service rooms, sometimes linked to the solar by a gallery and additional
chambers in wings or auxiliary building/sThe chamber was the least permeable and
accessible space and its inclusion in a house was a sign of f¢éalthe chamber could

be found beds, bed linens, chests and cupboards for storage, a hearth fire, benches, chairs
and tables. These contents and other sources attest to multiple uses including sleeping,
work, informal dining, more exclusive communal [rasts and of course the space where

it was appropriate and expected for the lord and lady of the household to do their marital
duties and conceive a chitiThe chamber was the primary location of personal devotional
activities, such aprayer,meditation ad devotional readintf.Pragmatic reading

associated with the invalid or dying was also located there, such as the reading of William
Pastoné6s will as recorded in the Paston | ett
depicted in an image accompyany the story of Tobit® (Figure 3.1)

4 Schofield,Medieval LondonHouses 6 6 ; Gar diner, O6Buttery and Pant
Il dea and Architectur e i fi38tlbhasorEnglgh Hogses 1308800 e v a | Ho
Vernacular Architectug, SocialLife 70; Qui ney, OHall or Chamber ? Th

of RoomsinPos€Congqguest Housesb®o.

42 Morgan,Beds and Chambers in Late Medieval England: Readings, Representations and

Realities 5, 16, 112.

“Morgan, 112; Goldbeega HEMm&i hg LaeeH Medieval Yo
“Jennifer Kolpacoff Dean eHistoyMentpasdlymll (MiBmesti ¢ De v
65/76; Gol dberg, 6éSpace and Gender in the Later Me
Pilgrimage Home: The Productioronography, and Domestic Use of L-atedieval Devotional

Objects by ORadigionsQ, no. 6R201®p392 6 ,

https://doi.org/doi:10.3390/rel10060392; Morg&eds and Chambers in Late Medieval England:

Readings, Representations and Realjts65.

45 Davis, Paston Letters and Papers of the Fifteenth Centu5; London, British Library Royal

MS 15.D.1, f. 18r.
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|
Figure 3.1: Pragmatic reading. London, British Library Royal MS 15.D.1, f. 18r (detail).

Morganés comprehensive study of medieval bed
books in relation to chambers, outliniitg use in the presentation of books to patrons, the

storage of books and the reading of material both in the chamber as a general use space and

in bed?® Literary evidence also shows romasmeading in the chamber and even in the bed

itself. Dream visiorpoems describe reading in great detail, often including the reading

posture of the sleepless narrative persona, the source of light and even the format of the

text. The narr at destanseht ofRedsadeta dide ar iggawrad s 0 by
ofthef i re i n the chamber RookdbftheDaechedsecaidsmer i n Ch
AUpon my bed I sat wupright / And bad oon rec

/| To rede and dTrColeman idehtifes sevelletammew &f yaded

entetainments taking place in elite bed chambers, including rmaking, playing games

and reading® An i mage from a fifteenth century manu
transl| at i onll FdoktratBadepiatsdahe chantér as a location for communal

leisure activities. The sorrowful Troilus lies on the bed whilst a group of women sitting on

46 Morgan,Beds and Chambers in Late Medieval England: Readings, Representations and

Realities 114 15, 124.

47 Quire here could refer to either an unbound booklet orawhole Bobokbo er t Henryson, OTh
Test ament o The BoemsofsRehert Henrys@un Robert L. Kindrick, TEAMS Middle

English Texts Series (Kalamazoo, Michigan: Medieval Institute Puliitst1997), Il. 3642;

Geoffrey Chaucer, 0T fhe RiBeosmkChauteedt Larey DBensdne3sds 6, i n
ed. (Oxford: Oxford University Press, 2008), 11148.

48 The household ordinances of King Edward IV and an account of James | oh8cGt#eman,

Public Reading and the Reading PubliaQ 31.
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the floor are gathered to play music and s{Rigure 3.2)Morgan suggested that the man

on the bed is reading a book, however, this is a misidentificatioddaédis merely the

pleats and folds of Troilusd outer gar ment,
the text, otherwise this would be a key exemplar for leisurely reading located in the

chamber® Music-making in the chamber is also describetiérRoman de Hortf These

related leisure activities suggest a framework that can be applied to reading in the chamber.

3.5Reading spaces: the parlour

The parlourwhich could also go by the name of the summer hall or great chamber, was a
relatively new space, attested only from the late fourteenth cefttiyas a more

intimate communal space used instead of the hall for merob#re household to dine
informally and, on more formal occasions, it served as a room to gather with guests before

4% Morgan,Beds and Chambers in Late Medieval England: Readings, Representations and
Realities 120 21; Paris, BnF. Fr. 25528, f. 85v.

®Thomas, 06The RoimWéence of Hornédé, 95

526 Par | 2ur English Compendiuch! Méddle English Dictionary, November 2019,
https://quod.lib.umich.edu/m/middienglish
dictionary/dictionary/ MED32480/tr a

ck?counter =1&s e
House a Home in Later Medi eval Yor k 6,

n
164.
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dinner and to retire to after dinng¥The parlour tended to be located on the ground floor
at the high end of the hall, although this varied between houses of differimgP$tat
Schofield suggests that the parlour was often placed near the garden, and had easy access
to it.>* Evidence from wills and inventories show that the parlour contained tables, seating,
eating utensils, and in some cases, even beds and bedding, asprelliding additional
storage for wares and equipment if neetiéithe presence of a hearth to provide warmth
and |light is wuncertain: Goldberg argues that
space, however, the use of portable stoves and candlésheve provided light and
warmth if neede®
The parlour is the site for perhaps the most famous and detailed example of
communal performative romancereadilgound i n GeoTrdilusangd Chaucer 0
Criseyde Pandarus searches for Criseyde and findsittarg with two other ladies
Awithinne a paued parlouro |istening to a ma
Thebes! The unusually detailed depiction of romanieading encodes details about
reading practices and how the leisure activity uses treespae readers appear to be
sitting on benches, as Criseyde guides Pandarus to sit upon one, and are presumably
gathered closetogethiThe wuse of Al ettres redod suggest s
in Chapter 2. The parlour seems a fitting settingtics shared leisure activity and its
paved floor is reminiscent of decorative floor tiles found in prestigious buildings. Yet for a
modern practitioner attempting to use this as a model to recreate reading practices, it offers
more questions than it doaaswers. The posture of the reader is unspedifigdether she
uses a lectern, holds the book or rests it upon hérags the social relationship between
the reader and Criseydavhether she is a professional reader, a servant or more of a
social gqual would change the dynamics of the reading experience, as well as offering
insights into readership within rural gentry and urban mercantile elite households. There is

no mention of the light source for the reading, but the parlour likely had a wimdogh

52 William Langlard complains about the wealthy eating in chambers instead of in the hall, a

reference which could refer to chambers or the parlour, given the fluidity of the terms in the

fourteenth centuryWilliam Langland,The Vision of Piers Plowmaed. A.V.C. Schmid(London

and New York: J.M. Dent and E.P. Dutton, 1978), bk. i, I. 292; Margaret WidwdEnglish

Mediaeval HouséLondon: Phoenix House, 1965), 91.

53 Schofield,Medieval London House86i 67.

54 Schofield, 66.

%5 Grenville,Medieval Housing115; Goldbergd Ma ki ng t he House a Home in L
Yor ko, 172.

%Gol dberg, O6Making the House a Home in Later Medi
inYorkc.14001 6 00: Consumption, Nei ghbourTheoMedievd nd Choi c
Household: Daily iving c. 1150 c. 145Q Medieval Finds from Excavations in London 6

(Woodbridge and London: Boydell Press in association with Museum of London, 2010).

Chaucer, o6Troilusllzand Criseydeo, | . 11.78

%8 Chaucer, 1. 11.91.
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could be supplemented with artificial lighting. These unstated quotidian details would have
varied between households and reading events in practice, and modern experimentation
with medieval reading practices reveals how even a detailed represenfatiedieval
romancereading practices leaves much to be surmised by the practitioner. Leisurely
reading itself has left few documentary or material traces: this modality does not leave
specific marks on the pages of texts and often used more ephenjectd, duch as texts

in unbound booklets which rarely survi¥eYet this small survey of reading exemplars in
domestic locations has provided parallel examples that can be drawn on in recreating the
practice. Various spaces in the house contained thelaffoes necessary for reading

3.6 Further sources for texts and reading
My discussion of emplaced domestic reading remains mostly hypothetical, as there is little
medieval evidence of reading activities in domestic spaces, and even less relating to the
texts or manuscripts on which this thesis focuses, or the specific locations used. The
narrators of texts sometimes anticipate multimodal reading across multiple spaces, such as
i n John Aweryubamd@espdsqwer e t his boke hedoc hambyr
r e & Bhe reality of leisurely romane®ading is similarly flexible according to the
wishes of the readers, such as in the example of Froissart reading to Gaston Fébus, the
count of Foix discussed in Chapter 1 in which reading occurs in bottalirend chamber
as the Count wishedl.

Evidence from visual sources does not provide specific supplementary evidence. A
brief survey of visual depictions of reading found two prevalent kinds in domestic
settings®® The first is author portraits and donation portraits: images which show the
author writing the work or presenting the work to their patron. This kind of image, usually
found at the opening of a work by a named author, is a clear evocation of the aothority
the writer and an appeal to the benevolence and generosity of their wealthy patron. They

function similarly to theenvoyand the humility topos in that they encode a specific and

®Boffey and Thompson, O6Anthologies and Miscell ani
Cavanaugh, OA Study of Bookd44Boily;ddbrdldl y Owned i n I
Thompson, 6éCollecting Middl e EnPgoductorhAdiRiestTmances an

the Later MRamndncesin Medieva BnglapnddnMaldwyn Mills, Jennifer Fellows,

and Carol M. Meale (Cambridge: D. S. Brewer, 1991), 23.

60 John MethamAmoryus and Cleopesd. Stephen F. Page, TEAMS Middle English Texts Series
(Kalamazoo, Michigan: Medieval Institute Publications, 1999), Il.iZ4ZolemanPublic Reading
and the Reading Publi200.

51 Translation and explanation @olemanPublic Reading and the Reading Publld T 12.

52 Multiple other categories of book images exist that are not so closely associated with domestic
settings, such as preaching, scholastic reading and writing.
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expected social and literary transaction, rather than reflecting resdittly®3 Well-known

examples include the author portraits in the various manuscripssRbdman de la Rose

the work of Christine de Pizan. The famous frontispiece of the Corpus Uhoitis and
Criseydewhich shows Chaucer reading or speaking feopulpit to a group of gathered

nobles could also be considered in this category. Although no book is depicted in this

i mage, Chaucero6s stance deliberately echoes
authority and offering advice to the listeners. Ehesamples provide important context

and show furniture for reading and writing, but as they serve to depict the power of writers

and writing over actual textual reception they are only of limited use for recomsgruct

domestic reading practices.

The secad image type is that of devotional reading in specific iconography,
particularly Flemish images of the AnnunciatfdfiReading in these images functions as a
del i berate illustration of Maryds piety. The
naturalistic,often set in explicitly urban bourgeois residences. Their rich details have made
them a popular source for reconstructions of medieval furniture and furnishings (Barley
Hall features multiple items recreated from exemplars from fifteeatitury Flemish &y
as discussed below). Whilst these images serve a specific purpose, and are in any case a
representation of devotional reading rather than communal reading of secular material,
they depict more realistically the act of reading, including the use ofdterand lighting.

For example, several images show Mary kneeling with a book placed on a bench®r table.
A settle orbanc a tourniga bench with a moveable back that allows a user to sit facing
either direction) is used as a support for reading in tteopheces attributed to Robert
Campin: the Annunciation Triptych (Merode Altarpiece) and the Werl Trig/(fFigures
3.3,3.4)

53 Roman de la Rosea. London, British Library, Harley MS 4425, f. 133r; Oxford, Bodleian

Library MS Douce 195, f. 1r; Paris, Bibliothéque Nationale de France Fr. 19153, Cigistine de
Pizan i.a. London, British Library Harley MS 4431, ff. 3r, 4r, 259v, 261v; Geneva, Bibliotheque de
Geneve, MS Fr. 180, fv3Paris, Bibliotheque Nationale deafice Fr. 603, f. 8% Chaucer

frontispiece Cambridge, Corpus Christi College Library MS 61, f. 1v.

64 Dieric Bouts,The Annunciationc. 14501455, distemper on linen, 90 x 74.6 cm, J. Paul Getty
Museum; Rogier van der Weyden and Hans Memliigg Annungition, ¢. 14651475 oil on

wood, 186.1 x 114.9 cm, Metropolitan Museum of Art; Jan van Elek,Ghent Altarpiece: Mary

of the Annunciaton 1432, oil on wood, 350 x 223 c¢cm, St Bayv
Annunciation Triptych (Merode Altarpie) c. 142732, oil on oak, 64.5 x 117.8 cm (open),
Metropolitan Museum of Art; Rogier van der Weyd@nnunciation Triptychc. 1440, oil on oak,

86 x 92 cm (central panel), Louvre Museum; Hans Memliigg Annunciationc. 148689, oil on

panel, transfieed to canvas, 76.5 x 54.6 cm, Metropolitan Museum of Art.

85 Bouts, The Annunciationvan der Weyden and Memlin§he AnnunciationLondon, British

Library Kings MS 9, f. 66v; van der Weydelnnunciation TriptychMemling, The Annunciation

66 Campin,Anrunciation Triptych (Merode AltarpieceRobert CampinThe Werl Triptych1438,

oil on panel, 101 x 47 cm, 1438, Museo del Prado, Madrid.
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[ i

%\/ . =
Figure 3.3 Mary reading. Detail from Merode Altarpiedgobert CampinAnnunciation
Triptych (Merode Altarpiecex. 142732, oil on oak, 64.5 x 117.8 cm (open),
Metropolitan Museum of Art.

Figure 34: St Barbara readiﬁg (detil). Right paneRaibert CampinThe Werl Triptych
1438, oil on panel, 101 x 47 cm, Museo del Prado, Madrid.
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In the first, Mary sits on thifoor, leaning on the settle and holding the book in her hands.

In the second, St Barbara reads a book while seated on a setthena#itk to the

fireplace. The detailed play of firelight on the fireplace suggests that she is using it to
illuminate hereading. The settle shows that even a relatively static item of furniture is
adjustable and flexible, allowing for different configurations of the space and the use of
artificial lighting in reading activities. In this way, it is a piece of furniture usafboth
solitaryreading activities, as depicted, and communal reading activities, as inferred. These
models were used to inform reading posture in the experiments, particularly in
Gainsborough which featured a settle in the gallery chamber.

Other itemghat reference or represent textual elements outside of the confines of
booksiwhat Bl att t er msi darealst offer clueslaboutireading t e xt s 0O
practices®” Wall paintings, textiles, crockery, charms and heraldry could include
depictions ofiterary characters and quotations in their decorative motifs. These texts could
serve as a focus for devotional activities, or, as in the case of two sixtesntiny
examples of rhyming precepts in wall paintings studied by Blatt and Hamling and
Richardsn, to further the moral education of the household by modelling good
behaviour® Depictions of romance stories in decorative items are an important reminder
of a wider storytelling tradition in many forms and modalities that exists separately and
alongside the romances as found in household manuscripts. Tristan and Isolde seem to
havebeen particular favourites, being depicted in the Chertsey Abbey floor tiles, a quilt
and mirror case®.A further series of caskets depict Tristan alongside scenes from other
romances such &@oman de la Ros@ The romancé&uy of Warwicloffers several ther
performative possibilities in which codexical text, extracodexical texts and material objects

interact. Guy of Warwickodés fight with the gi

57 Blatt, Participatory Reading in Lat®ledieval England106.

% Hamling and Richardsor, Day at Home in Early Moderngland: Material Culture and
Domestic Life, 150A70Q Blatt, Participatory Reading in Latdledieval England128 58.

8 Chertsey Tiles: Tristram Serigate 13th. C., earthenware, 240 mm,, The British Museum,
London; The Tristan Quiltc. 13601400, quited linen, 320 x 287 cm, Acc. No. 139904,

Victoria and Albert Museum, Londoithe Tristan and Isolde Quilt. 13601400, quilted linen,
247 x 207 cm, Palazzo del Bargell o, Fl orence; S.
the Guicciardini Quil sMedieval Clothing and Textilés (2009): 98128; Mirror Case: Tristan

and Isolde Playing Ches$3251350, ivory, 10.2 x 1 cm, 1940.1200, The Cleveland Museum of
Art.

0 Casket with Scenes of Romanaes 3301350, ivory, 11.8 x 25.2 x 12.9 cm, Inv1.264,

Walters Art Museum, Baltimore&Zasket with Scenes of Romandetth C., ivory, 80 x 210 x 130
mm, 1856,0623.166 (Dalton 368), The British Museum, Lon@asket with Scenes of Romances
14th C., ivory, 95 x 232 x 136 mm, Inv. 39.26, The Barbertinstiof Fine ArtsCasket with
Scenes of Romangdsith C., ivory, 97 x 257 x 167 mm, Cl. 23840, Paris, Musée de @lusée
national du Moyen AgeCasket with Scenes of Romandetth C., ivory, 109 x 253 x 159 mm,
17.190.173; 1988.16, New York, Metrogalh Museum of ArtCasket with Scenes of Romances
14th C., ivory, 103 x 246 x 126 mm, 14866, Victoria and Albert Museum, London.
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wall painting in Winchester Cathedral, especially interesting ash®ster is the location

of the minstrel Herbertods perfor'Maece of t

he

interestingly, seventeenthe nt ury schol ar Thé Barondgelofi i am Dugdal

Englanddescribes a set of arras hangings which depict the storyyobf3Narwick, and

Guyods purported sword and armour among the

Earl of Warwick (13381401)72 The family clearly valued the connection to their heroic
supposed ancestor, with multiple sagsoss different generationamed Guy and one

named Reynburn (aft éChris Womlgaf Suggesiedtimepossibieu y 6 s
usage of these material items in performance or pageantry. Ré&xdymaf Warwick

alongside these artifacts connected with the hero suggests a kindiofedid romance
performance, where the objects can act as silent signifiers of the story or even used as

p

SO

props intheretelingl mages, texts, extracodexical text:

contingento objects i ntemeselvestave signifigaamae toithe ul ar
family and the ancestry they celebrate, along with their usual roles in social performativity
and everyday lifé> Performing an excerpt from the romar@ay of Warwicks a

materially and experientially different event whinvolves artifacts directly connected to
the hero and in spaces also connected to the legend. The material objects function
somewhat like secular relics of the romance hero, especially as their veracity is less
important than the belief in their auttiiity and their almost ritual usage in performance.
Alison Wiggins explains how both Warwick and Winchester keenly cultivated their
connections to the legendary hero, perhaps as a way of attracting visitors and earning
money, acting as sites of seculdgpmage, to continue the parallel to relféCuriously,

the fascination with Guy of Warwick has not abated much in the current day: the Guy of

Warwick society still actively celebrate the legacy of the romance hero, the purported

"pDavid Griffith, &éThe Vi s uGayof Whiwikk: loon gnd Arcest@uy o f
ed. Alison Wiggins and Robad Field (Woodbridge, Suffolk: D. S. Brewer, 2007), 1A8son Eve

S

We

Wi g g iGoyonfWartwick St udy and Transcriptiond (PhD Thesi s

68; Warton History of English Poetry97.

2\William Dugdale Sir,The Baronage of Englandy, An Historical Account of the Lives and Most
Memorable Actions of Our English Nobility in the Saxons Time to the Norman Conquest, and from
Thence, of Those Who Had Their Rise before the
from Publick RecorddAntient Historians, and Other Authoritiegarly English Books Online Text

Creation Partnership, 2011 (London: Printed by Tho. Newcomb, for Abel Roper, John Martin, and
Henry Herringman ..., 1675), 26838, http://name.umdl|.umich.edu/A36794.0001.001.

3 Dugdale, 235.

Er

“Chris Woolgar, &élnterior Decoration and the Hall

Medieval Congress, Leeds, 2019).
7S Blatt, Participatory Reading in Latdedieval England128.
Wi g g iGnysof WarwickStudy and Transcripto n 868. 6 7
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sword of Guy of Warwicks on display at Warwick Castle and there have been multiple

instances of performance’S that stage and ret
This model suggests fascinating possibilities for the interplay of story, material

objects and spaces during reading events. Whattsbtand items in spaces would

medieval audiate readers encounter? And how would these spaces and objects interact with

the story, especially if connected to it in some way? The reading aloud of a romance in a

hall with decorative hangings that depictdmiy adventures, or features action which

takes place in a hall, intensifies the experience as the events of the story are paralleled in

the materi al objects and spaces. Lisa Liddybo

weaponry on display or statén the hall, chamber and parlour: another possible material

resonance when romance was read aloud in these $p&omdarly, devotional reading

which took place with a material focus, such as a portable altar, icons or relics, is

intensified by the matial surround$® The reading event itself could deliberately use this

to great effect, situating the reading in a space with particular resonance, rearranging the

soft and hard furnishings to shape the space in a particular way or even using items as

props in performance. Analysis of the reading experience must be spatially aware and

consider the whole embodied experience of the reading and audience beyond merely the

words of the text, their physical form and how they are performed.

3.7The Sensory andMaterial Experienceof Reading

The embodied reception of reading involves sights, smells, tastes, sounds, touch
sensations, proprioception (the sense of the body existing in space) and vestibular senses
(movement, balance). The physical and embodiedrétce of reader and listerietheir

sensory input (both the reading event and external distractions); comfort (seating and

"My research found two 6Guy of Warwick Daysod orga
group which ai msntac tf gridhmo tWd samdn rod Guy 60 and of
story at their events; a multimedia Guy of Warwick showarwick Castle; and a Renaissance

Fair performer who has taken on the persona of Guy of Warwick to retell thestary. ms o f t he
Society6, The Guy of Warwick Society, accessed 3(
https:// www.thegows. co. uk/ gGeobgtaghic iigs, abc€ssed 120 f War wi
October 2020, https://www.natgeokids.com/uk/discover/history/gehestalry/guyof-warwick/;

6l N PICTURES: Warwickés First Guy of Warwick Day¢
https://www.warwickcourier.co.uk/news/picturemrwicksfirst-guy-warwick-day-832537; Kirstie

Smith, 6Guy of Warwick Day to Return to Warwick f
accessed 26 August 2019, https://www.warwickcourier.co.uk/news/juarwick-day-to-return
to-warwick-for-a-secondyear1-8 93152 7; 6Sir Guy of Warwickod, Sir
October 2020, https://www.sirguyofwarwick.com/.

Liddy, O6Domestic QBj0&ct Coinsumprtk o, 1N@O ghbour hoc«
72,78, 192.

™ For examples of such objects, ®lei ck, 6éBringing Pilgrimage Home:
Iconography, and Domestic Use of Lélee d i e v a | Devotional Objects by O
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furniture, lighting, temperature); the presence of others (participating or not) and their
surrounding$ all influence the expegince of reading. Firgierson experimental
phenomenological analysis allows the modern practitioner to recreate the entire embodied
experience of communal reading and theorise about original experiences on a basis of
shared bodily perceptions. For emplaceading, three main categories of inquiry are

worth exploring furtherthe materiality of the book, lighting and sight, and acoustics and
hearing In the first categoryhte material form of the book shapes the reading experience.
Some household manusdspnay have been used as entire bound volumes, whereas some,
like CCAIi, show clear evidence for usage as unbound booklets. For manuscripts created
by their owners, the long process of copying could have produced booklets which could
have been used unboubefore being collectedgiether in one volume. These multiple
formats necessarily entail different material engagement with the text. Reading from
booklets, for example, can provide the reader aloud with more flexibility for mobile
performances. Readingoin a large volume, such Bs91 after it was copied and bound,
surely required some kind of physical support, such as a table or lectern, to hold the book
and was more statf€.The visual status of the book and beaekated furniture like a

lectern conve power through their material presence and the association with other
authorityconveying activities like preaching, scholarship and scribal work. References in
romances to their source material are actualised when a performative reader is reading
from aphysical book: in the act of the reading aloud, the physical book becomes concrete
symbol of the authorityauctoritag of the textual tradition and the readdoud is granted
authorial powef!The phrase éso says the boako6 is grar
listening audience sees the reader aloud reading from a physic&f@tekbook itself

has additional significance in devotional reading, in which the metaphor of-@&bisbk
aligns Christés body with thetexsicwridepend and st
(see for example theong Charter of Chrisin Ff.2.38 andhe variant inCCAIi, and the

Short Charter of Chrisin Ashmole 61). All of the household manuscripts studied here are

made of paper, which creates a materially and affectively different reading expétience.

80 Examples of lecterns and book stands can be seen in the images of reading discussed above, as

well as two extant exangs: Lectern 15th century, Spain or France, Wrought iron, 160 x 55 cm,

15th century, Spain or France, Acc. No. 8887, Victoria and Albert Museum, Londdrectern,

Folding, 15th century, Spanish, Walnut wood, 24.8 x 35.9 x 29.2 cm, 15th century, Sparikh

41.1000.136, The Met Museum.

81 Minnis, Medieval Theory of Authorship: Scholastic Literary Attitudes in the Later Middle Ages
ColemanpPublic Reading and the Reading Public 28 ; Cruse, O6Matter and Meart
Books: The Romance Manuscripts Sensory EXxp eScribadAuthership 48; Fi sher,
82The CCAIi version ofSir Eglamourof Artoist wi ce refers to a fdboke of Ro
TEAMS edition Il. 408. 862).

83 A common assumption is that paper has connotations of impermanence abtogzaechment,

however, work by Da Rold has nuanced this, showing that paper was highly valued for its suitability

for fast and informal writing, often in cursive, its showing of erasure attempts and greater
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How the reader holds and touches the kiopRrticularly in devotional contexishas been
studedfurther by Kathryn M. Rud§* The household manuscripts examined here also
show staining and wear at page corners and the base of pages, suggesting patterns of
handling, and have preserved moments of touch in finger prints and stains left by users.
The oher twocategories ofensory consideratiofidighting and acoustics deserve more

detailedattention.

3.7.1Lighting and sight

Reading is an activity dependent on sight, with successful deciphering of medieval
handwriting dependent on a sufficientleMlit environment. In general, life in medieval
homes was a lot darker than we are accustomed to today and there was greater division
between day and night, with natural light delineating possible actidftigsificial

lighting was a mark of stattisnot all could afford the expense of candles to drive away

the dark of night. Artificial light could be provided by fires (in hearths and portable
braziers), candles (both chesipallow and the more able and pleasaisimelling beeswax

for the church and elites), rush lights (a dried rush soaked in oil and burnt, a cheap and
accessible light source), and oil lamps (a wick suspended in liquid fat), with various
devices to hold, transport and even amglifig light The hall was relatively welit,

with light provided by windows, the fire and additional artificial lighting. Wills and
inventories record the presence of candles and lighting devices in the hall, although these
items were moveabfé.Plain interior walls in the house weadtenwhitewashed to act as
reflective surface® Textile hangings on the walls absorb light and soWiddows

would provide variable amounts of light, depending on size, coverings and the presence of
shutters. The wealthée houses had glazed or partially glazed windows, but other window

coverings like waxed linen or even horn are documetitedrlier halls had windows at

availability. Da Rold,Paper in Medieval Englati From Pulp to FictionsBlatt, Participatory

Reading in LatéMedieval England 108 ; M. T. Cl anchy, &éParchment anf¢
11001 5 0 0 A Companion to the History of the Be&kl. Simon Eliot and Jonathan Rose

(Chichester: John Wiley &ons, 2007), 42C16.

8%Rudy, oO6Dirty Books: Quantifying Patterns of Use
Densitometer 6.

85 Schofield,Medieval London Houses 128; Gol dber g, o6Space and Gende
Housed; C. The SeMgesdn Lgedieval EnglandNew Haven and London: Yale

University Press, 2006), 153.

86 Eagan,The Medieval Household: Daily Living c. 1156. 145Q 126 51; David J. Eveleigh,

Candle Lighting(Princes Risborough: Shire Publications, 2003); Schofid&tjievalLondon

Houses128.

87 Schofield,Medieval London Houses 128; Gol dber g, O6Space and Gende
Housed, 225; Goldberg, 6Making the House a Home i
88 Gilchrist, Medieval Life: Archaeology and the Life Courge1.

89 Schofield,Medieval London House401; Gore and Gorghe History of English Interiorsl 1.

132



CHAPTER 3. Reading Spaces, Reading Books

the high end of the hall, but in the fifteenth century each bay of the hall often had its own
window, %t high up in the walls to provide space for the tables and decorative wall
hangings below it, with the largest window (often a bay window) near th&°d&sious

images and texts depict reading (or writing) taking place with natural light from a window
(for example, thémages of Christine de Pizan cited above), candlelfghtekamplejn

the Merode altarpiedeelowMary was perhaps using the recently snuffed abdhind

her for illuminationi Figure 3.3 and firelight for examplethe narratorin Her y son 6 s
Testamentof Cresseid Jankyn Wnf €haicBaiénd$t8arkam iiheo g u e
Werl Triptych[Figure 3.4).*

Insufficient or inconsistent lighting, or even poor eyesight, can impede reading and
cause deciphering errors. Time KingisQuair, the narrative persona (probably James | of
Scotland [13941437]) stops reading because his eyes hurt from reading all night, perhaps
by firelight, as i n Tebtamers of @QressedtiDifferecte ne i n Hen
lighting sources offered diffent qualities of illumination: wax candles burn more stably
than tallow candles, and the flickering of firelight can prove challenging to re®byne
light sources also introduce sensory distractions, such as the crackling of wood or wicks
and obscurig or smelly smoke. The treatment of walls affects how far light is spread:
whitewashed walls reflect light readily, whereas walls covered in fabric or woven hangings
result in a darker spa¢that is also more acoustically dampened)

Lighting levels qualitively and affectively impact reading events: whether it
takes place during daylight hours or after dark, with artificial lighéhown by
experimentation tdrastically change the experience. M. Bille and T.F. Sorenson outline
how the manipulationofIght has the ability to Aalter hur
delineating boundaries, including and excluding, and creating emotional resfortses.

aesthetic and emotional impact of lighting, whilst secondary to its practical usage can be

% Grenville,Medieval Housing98/99, 1111 3; Tankard, O6Form and F
Rural House: An Example from the Weald and Downland Open Air Museu Sus s e x 0,

91| ondon, British Library Harley MS 4431, ff. 4r, 261v; Geneva, Bibliothéque de Geneve, MS Fr.

180, f. 3v; Paris, Bibliothéque Nationale de France Fr. 603, f. 81v; Oxford, Bodleian Library, MS

Douce 62, f. 105v; Heme ys oiid8p36LidecfiEthdueceme nt o f
60The Wi fe of BEhtRwesideRhandesu.d arry B. Benson, 3rd ed. (Oxford:

Oxford University Press, 2008), II. 7i1314.

2James | of Scotland, 6Jame 3heKingis Quaiand@tHema nd, The K
Prison Poemsed. Linne R. Mooney and Mado Arn, TEAMS Middle English Texts Series

(Kalamazoo, Michigan: Medieval Institute Publications, 2005),/k185056 ; Henryson, &6The

= <
o >
o ©

Testament of 288688 sei db6, |1 . 27

% Woolgar, The Senses in Late Medieval Englah84; EveleighCandle Lighting

%M. Bille and T.F. SRrenseilhed Ay eArctyound pfdli ggy 0q f
Material Culturel 2, no. 3 (2007): 274, 280; Mi k kel Bill e

Presence: The Role of Li ght ThenOxf&dHapdbaolgofLightl i gi ous
in Archaeologyed. Costas Papadopoulos and Holley Moyes (Oxford: Oxford Univénsss,
2017).
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manipulated to @ate a desired effect. When reading communally after dark, the reader is
framed by their lightsource whilst the audience are at a distance, physically and
symbolically from the text, a dramatic visual tableau that enhances the authority of the
reader grated by the book. In hightatus books, gold leaf decoration is transformed in
different lighting conditions, from matte yellow colouration to a full reflective metallic.

Less luxurious decoration in household manuscripts can be transformed in more subtle
ways, such as the flickering of firer candlelight giving life and movement to marginal
grotesques and drawings. The degree of illumination of the space influences the evoked
setting of the story and how it relates to the physical location of its tellivgcanopy in

the hall or a fabric canopy of a bed function to draw the eye towards those sitting beneath
them, which could enhance readings. In a darker setting, the imagination is more engaged
with the creative dimensions of the text: the physical featof the surroundings are
obscured and can be overlaid with the evoked world of the story.

3.7.2Acousticsand hearing
Whilst the impact of light on reading is inarguable, that of sound and acoustics is often
more subtle. Investigating the soundgpefformance represents a formidable challenge for
scholars of historical performance. The sounds of historical performances are long since
lost and cannot be reconstructed directly, yet they are a fundamental aspect of historical
performative reading: sodrs the medium through which the words of the text are
produced, transformed and receivett.is crucial that performance scholars understand,
even if only qualitatively, the acoustic settings that the historical material may have been
received in. Whilsthe sounds themselves are irretrievably lost, sometimes clues can be
found in descriptions of sound and performance and surviving historical buildings.
Woolgar suggests that medieval houses were more acoustically permeable than modern
houses, with the wia doing little to limit the reach of sounds like conversatfon.
Goldberg frequently cites court cases that use evidence from overheard conversations or
activities, suggesting that overhearing things is part and parcel of medieval dometic life.
Sound ad speech in the medieval house are not private events but are widely audible.
Acoustic analysis allows scholars to understand and recreate historic soundscapes
and model the acoustics of medieval spaces and even take into accoun¢giesal
changes tohe fabric and fittings of surviving buildings. Catriona Cooper investigated the

acoustics of the great hall at Ightham Mote, a moated manor house in Kent, testing the

% Ong, Orality and Literacy: The Technologizing of the Word
% Woolgar,The Senses in Late Medieval EnglaGé.
Gol dberg, oO6Making the House a Home in Later
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acoustics of the hall in the present day (with postlieval contents) and then using
acaustic modelling to reconstruct the acoustic profile of the hall as it had been in the late
Middle Ages® The popular idea of the medieval hall, as Cooper points out, is a raucous
pl ace for feasting, merriment aw®rgdreathallud enter
was one of the most resonant spaces within t
made of stone and wood would project and sustain sdtitds.oper 6 s findi ngs s
that quite the opposite was true: the hall had a limited amplificatid@a @hort
reverberation time for such a large space, meaning that it would not project or prolong loud
sounds and that sounds would taper off in volume after a short duration. This suggests that
the hall was a more suitable space for the spoken wordr{irecsation or more formal
readings or speeches) than for music or louder sounds intended to carry across the whole
hall. Cooper also noted that there was no difference in reverberation time between the high
and low ends of the hall, suggesting a similaaliy of sound no matter where people
were seateéf?
Cooperds analysis matched my own infor mal
While visiting surviving medieval buildings at Weald and Downlaiihg Museum(a
combination of empty rooms and rooms withamstructed soft and hard furnishings),
Gainsborough Old Hall (a larger and grander hall with reconstructed soft and hard
furnishings) and Barley Hall (reconstructed with modern and extant materials, with soft
and hard furnishings), | made informaal hoctests to qualitatively assess the acoustic
profile of the halls and the chambé?sBy speaking and by making repeated short noises
like clicks or claps whilst in different spaces throughout the rooms, | was able to gain some
simplequalitativeinsights inb the acoustic qualities of the spaces without complex
equipment or modellingf? Speaking of course was the most applicable to the experiments,
but clicking and clapping mimicked an impuisa short sound which contains all audio
frequencie$ allowing a bugh impression of the acoustic qualities of the space to be

gauged and had the benefit of greater consistency and repeatability across the sites.

Wool gar6s assertion of the natural resonance
®Cooper, OLived Experience atGomezdatdonaCaapal, | ght ham¢
and Filippo Fazi, OAcoustic Survey of a Late Medi
Met hodsd (Forum Acusti cum, Kr akow, Pol and, 2014) .
% Woolgar,The Senses in Late Medieval Engla6d.

WCooper, OLi ved nkxapnedr ilegnhcteh aani6 ,B 0ld5i 6a.

1011 also visited Markenfield Hall as part of this research, however, the modern furnishings made it
unsuitable for this kind of informal testing: the stone walls were bare and the room contained
considerably more anachronistic furnistps like upholstered sofas, chairs and full bookshelves.

102 These brief tests are not intended as a sitahak rigorously conducted acoustic measurement

and a full acoustic study of these spaces is outside of the scope of this thesis. Nonetheless, the
informal tests helped to reveal and assess the embodied experience of these surviving and
reconstructed medieval spaces.
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of the spacethat | investigated or likely the case for any hall that would have seen
performative reading from the household manuscript studied. The halls in these surviving
buildings are surprisingly acoustically neutral spagesaning that sounds produced are
not massively altered sustained like in a cathedral or deadened like in an anechoic
chamber The high roés and open beams do not serve to direct or amplify sound, instead
allowing it to be softly dispersed. The floors of the halls in Barley Hall and Gamsih
Old Hall are tiled, which are more acoustically reflective. The buildings at the Weald and
Downland Open Air Museum had compacted earth floors, which, if covered with rushes or
rush mats, would absorb sound. The surfaces of many of the wallsenhigtswith
reconstructed furnishings were covered in cloth hangings, which absorb sound instead of
allowing it to be reflected off the bare wall. Additional soft furnishings like cushions,
curtains or cloth canopies would only heighten this effect. Aamally reflective surfaces
like glazed windows are located higher up in the walls (especially in Gainsborough Old
Hall) above a height where they could serve to reflect the sound towards listeners. The
impact of the wall hangings was significant in Gaorslugh: the preliminary test
described here took place on an earlier visit before the fabric hangings along the side walls
were removed. In the acoustics test, sound was absorbed well, whilst in the reading
experiment our voices reflected off the bare wvathd were amplified (although not
sustained) by the hall to a greater degree than expected. Whether these common features of
medieval halls were incidental or added by design to create this kind of acoustic profile is
unclear, nonetheless, they contribictéhe acoustic qualities of the space. Barley Hall is
the only one of the three hall spaces to include a canopy above the high table. The curved
surface created by the encroaching floor of the chamber wing above curves to meet the
back wall of the hallforming a surface that reflects and directs sound in the hall. The
canopy functions somewhat like pulpit sounding boards in the way it reflects and directs
sound. Sounds made by those at the high table are more audible to others in the hall and,
converselysounds made in the hall are directed towards those sitting at the high table. A
simple qualitative acoustic test proved this with one person seated at the table and another
moving around the room and producing easily replicable noises such as claps.
Theunremarkable acoustics of the medieval hall were surprising, especially given
the myth of the raucous hall that Cooper explains, as well as the claims of previous
scholarship that combined acoustic analysis and buildings archaeology, notably, Graeme
Lawsord s t heor y ab ou tshapea hallsywhich@asits that thé podr o a t

acoustic abilities of the lyre were compensated for by the amplifying abilities of the hall
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space® The grand space of the medieval hall easily encourages the assumption that it
should provide similarly impressive acoustic qualities. However, it seems instead that
acoustic analysis of medieval halls provides further evidence in support of them as spaces
fit for multiple uses, although, as Cooper remarks, being fpuffpose does not
necessarily entail that they are particularly veglited to any of these purpos&sin
summation, the acoustically neutral space of the hall does not specifically add or subtract
anything from the qualitative experience of sound and performance and &low
performative reading in any location in the space.

Qualitatively, the house provided a very different acoustic atmosphere to other
spaces regularly experienced by medieval people, particularly for reading atmsd
notably, the church. Churches meespecifically designed to project and sustain the human
voice, with reflective stone surfaces and the shapes of the vaulted t&ilihg. spoken
word in the churchi and, indeed, any other sounds produceade elevated by
amplification and reverberatiohisteners can be seated quite far away from the speaker
and still easily comprehend the speech. The design of church spaces grants authority and
power to the spoken word by virtue of its acoustic properties. Reading in the acoustically
neutral space ohe house would be an altogether different experience. The voice is not
offered the same assistance by the architecture of the house that it is in the church as there
is very little natural reverberation created in a hall, chamber or parlour. The qualitativ
differences would serve to differentiate between more formal reading and listening in the
church and the more informal practices at home.

The space of the hall at Barley Hall is small enough that a redalest could be
easily heard from the oppositeceof the hall, if that were intended, whilst more projection
is required by a reader in Gainsborough. Saying grace or reading of edifying material over
the meal could in theory be positioned anywhere in the hall without too much of anill
effect on the pdormance, although, it seems likely to me that a speaker would still
position themselves near the high end to ensure that they are best heard by those highest in
status. However, the hall could also accommodate snrsalide readings withgroup of
peoplegathered around a reader who is not attempting to project to reach the whole hall.
From a reference to an unwelcome guest disguisethisgimat Edwar d |1 6s Pent
Feast of 1317, it seems that professional entertainers circled the tables ind#isger h

providing multiple smallescale performances, rather than projecting to the entire hall at

3Gr ae me L aws onSmallGtakerMgdievabStame Brildings, Early Medieval Timber

Hal |l s and t he PrArchaeacousticsfed. ChnistophenScaerdand Gragme

Lawson, McDonald Institute Monographs (Cambridge: McDonald Institute for Archaeological

Research, 2006), 894.

Cooper, oOLived Experience at Bodiam and |1 ght ham
105Woolgar,The Senses in Late Medieval iy, 66.
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oncel®This would explain how the romance readindHimvelokcould be heard against

the other varied and noisy entertainments.

3.8 Historical Houses

Two historic sites were chosen as locations for the performative experiments: one a large
rural manor house and one a smaller urban house. Both followed the tripartite plan,
although with much variation in the sizes of the rooms and the addition of further wings
and auxiliary buildingsThe two sites were chosen to represent a rural and an urban
dwelling of roughly comparable size to buildings likely owned by owners of household

manuscripts.

3.8.1 Barley Hall

Figure3.5: Barley Hall as viewed from Coffee Yard. On the left of the image is the
chamber wing and on the right is the hall, with the large window at the high end easily
visible. Image taken from the Barley Hall websfte.

iguaedam mulieréhistrionaliter phaleratumédicta
circuivit.o lanitores et hostiarii: O6non esse mor
tanta solemnitate aditum denegaredo

A certain woman, attired like Aistrio entered the said halihe circled the tables in the manner of

a histrio. The porters: it was not the royal custom to deny entry to any minstrel wishing to enter the

palace at so great a solemnity. (My translation, emplasied.)

Recorded in thé&nnalesof Johannes de Trokelowe quotedEsk. ChambersThe Mediaeval Stage

vol. 1 (Oxford: Oxford University Press, 1903), 44.

WoEducationd, Barley Hall, accessed 9 April 2022
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The building now known as Barley Hall stinoff the street of Stonegate in York, and was
originally built (beginning c. 1360) as the York citgspitumo f St Oswal dbés Pri o
Nostell, North Yorkshire (roughly thirty miles to the south west of York) housing priory
visitorsas they conducted biness inthe city.(Figure 3.5)The building was saved from
demolition and acquired by York Archaeolodyeticeforth YA previouslyknown asYork
Archaeological Trust) in 1987. Multiple centuries of alterations had completely obscured
the historical plan:he hall and the chamber wing were rebuilt in brick over the
seventeentimineteenth centuries, the hall was ceiled and had an attic, the chamber wing
was divided into three storeys, in the seventeenth century a public alleyway cut through the
hall where thescreen passage had stood (the doorwalge lower right of Figure 3)5and
overall much of the medieval fabric was I&5t.

Stonegate stood in close proximity to the Minster and was used in royal, religious
and civil processions, as well as for sevstations of the York Corpus Christi plays.
Around the streets of Stonegate, Goodramgate and Petergate were other similar religious
residences, although in the later Middle Ages as religious houses let out their buildings to
secular tenants, Stonegate dimel area adjoining Petergate became the centre for luxury
industry such as goldsmithirti¢f. The reconstruction of Barley Hall presents the building as
it was in c. 1483 during the tenancy of one such goldsimithiliam Snawsell (141%.
1494). The house wataimed by the crown in the Dissolution of the Monasteries, then
entered a period of gradual decline from the sixteenth century as it was subdivided into

dwellings and workshops, with a plumber being the last lessee before the reconstruction.

1086 Ho u serse g &Shrelidventory of the Historical Monuments in City of Yardd. 5, Central

(London: Originally published by Her Ma-jestyds St
history.ac.uk/rchme/york/vol5/pp222B5.

®WgHouses: Stonegated, 267, 309.

110 sarah Rees Jonegprk: The Making of a City 106B350(New York and Oxford: Oxford
University Press, 2013), 143, 304; OHouses: Stone
1600: Consumpti on, Neiigdhbour hood and Choice6, 38
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< KEY to PLAN opposite

Figure 3.6: Plan of Coffee Yard c. 1981, with Barley Hall structure outlined in
red. Note that this is prior to its reconstruction. Detail of original diagram from
The RCHMEInventory of the Historical Monuments in City of Y.&rk

The current structure ihaes a fourteentbentury wing, originally a series of
multi-purpose chambers (accommodation, work and storage), now presented as a lesser
and greaterchambér he | atter serving as either museum
room (a bed chamber aimformation space) and an entrance spabewing set at right
angles to the chamber wing was rebuilt in the fifteenth century to include a new large hall,
indicative of a high status urban dwelling accommodating a household in need of a formal
space antkestament to the flexibility of house plans as discussed abbisgewing
contains the hall, the pantry and buttery, and the first floor room above these is currently
presented as the parlour.

In the extensive restoration and rebuilding that allowed éfigdopen to the
public in 1993, the timbeiramed fagade on the side of the building facing Coffee Yard
and part of the nortkast wall were reinstated, and the ceilings in the hall and the largest
chamber were removed, allowing these rooms to opdretrpressively restored timber

frames!!? In place of a small ninetagh-century building, a striking but conjectural

1oHouses: .Stonegatebd
126 About 6, Barley Hall, accessed 15 January 2020,
Stewart, O6A History of Historic House Reconstruct

F u t ulrmteendt Archaeolog®9 (2011), https://intarch.ac.uk/journal/issue29/3/toc.html.
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external staircase leading to the largest chamber wasB(ihe nineteentitentury
structure is still visible in Figure 3.6The severdgenthcentury addition parallel to the hall
remained and is now incorporated into the Barley Hall floorplan, housing museum spaces
and the toilets(The uppemost structure in Figure 3.8t)is difficult to tell how much this
addition overhps withthéb u i | d i n g Gostprimt asddocamentd related to the
building were never published. The original screens passage at thevestittnd of the
hall became a public riglaf-way and now large glass windows allow curious padsgrs
to glimpse into the Hia however, it separated the service rooms from the hall and created
interpretative challenges for YA. Charles Kightly notes that there was also evidence of an
earlier structure on the same site, although this is not reflected in the current
reconstructia.** A possible further wing at right anglesthelower end of thénall wing
is now obscured under more recent buildif§3he overall structure is roughly tripartite,
with thesurvivingwings forming an L-shape.
The dramatic and extensive reconstrutiid Barley Hall used medieval materials
and techniques to rebuild the timber frame and create the internal features and fittings. The
project provided an opportunity for experimentation with historic construction methods
that were later appliedtoprojsct | i ke ShakespedfGewas@@kenbe in L
to present appropriate furniture and furnishings in the house, with reference to
documentary evidence and contemporary images: floor tiles, roof tiles and the roof louvre
were hanecrafted, thehandav ed O Red Chest 6 t hat sits in th
detailed in the will of Alice Snawsell, the grandmother of William Snawsell and is based
on an example from RipdA? Also in the parlour is a chair and lectern based on an image
of Jean Mielot and a @mdelier based on a fifteentientury example from Brugé¥ The
hangings in the great hall and parlour are natuwdlsd, handwoven and hapdinted
6say6 cloth, a lost type of worsted serge th
using microsopic analysis of a surviving pie¢®.The central open hearth in the hall is a

113Elizabeth Stewart explains that whilst evidence of some structure was found in the courtyard and

the staircase was based on historical examples, it is unclear whether the reconstructee istairca

either accurate or appropriaté. 8 war t ; 6 Houses: Stonegated, 485; An
appearance is reproducedBarley Hall GuidebookUnpublished guidebook, n.d., 12.

114 Charles Kightly Barley Hall York(York: Barley Hall Trust, 1999), 2.

WKightly, 9; 6Houses: Stonegate6, sec. 485.
oBarl ey Hall 6, McCur dy &-H@toric TiGhersFfamess men and Cons!
Reconstruction Specialists, accessed 3 December 2009, https://mccurdyco.corhédbrley

Mulryne and Shewrings h a k e s p e aRebulits G| obe

WoHudson Claypotteré, Hudson Claypotter: Tradit:i:
2019, http:// www. hudsoncl aypotter.co.uk/; John Gc
Yor k Ar ¢ hae oCoontyLifea88, nd. 494199480,

118 Kightly, Barley Hall York 22.

Goodall, o6Barley Hall, York: A Property of the
6The Hangi ngs Madewlirextile28 @001):&Balrley Hall Guidebook
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relocated medieval origin&® In some cases, the hall provided an opportunity for
experimentation over strict reconstruction, such as the variety of different window
coverings pesented: the treated linen window panels, the horn window and the wooden

window-shutters.

3.8.2Gainsborough Old Hall

Gainsborough Old Hall is a timb&ramed hall dating to the third quarter of the fifteenth

century with a later fifteentbentury brick tower and kitchen. It is a construction of three

ranges and can be loosely typified as a courtyard house, althougls therevidence for a

fourth range having been construct@elgure 3.7)It was built for Sir Thomas Burgh (c.

14311496), whose illustrious political career and opportune marriage to wealthy

Margaret, dowager Lady Botreaux furnished a lavish dwellingcaadme nt ed t he f a mi
fortune and local importanééGai nsborough in Burghoés ti me wa
and important inland port on the river Trent, with the Hall in a powerful position

overl ooking the river and oV%2Busregehionsg ptohlei ttiocw
career saw him serve four kings and elevation to the Order of the Garter amongst other

accolades, but also led to the destruction and rebuilding of all or part of the Hall after an

attack by his enemies in 1469 or 14790.

120Kightly, Barley Hall York 18.

2s . J. Gunn, 6The Ri se -1o55 x@aiasboBough @IH Hafled.RIGl vy, c¢c. 14
Lindley, vol. 8, Occasional Papers in Lincolnshire History and Archaeology (Lincoln: The Society

of Lincolnshire History and Archaeology, 1991), 8; Anthony Em&ngater Medieval Houses of

England and Wales, 13a1600. Vol. 2: East Anglia, Central England, and W¢léambridge:

Cambridge University Press, 1996), 243.

2M., W. Thompson, &6The Architect ur GdinshGoughtQGidxt of Ga
Hall, ed P.G. Lindley, vol. 8, Occasional Papers in Lincolnshire History and Archaeology (Lincoln:

The Society of Lincolnshire History and Archaeology, 1991), 13; En@mater Medieval Houses

of England and Wales, 13a50Q 242.

2Gunn, 06The RiFamly, 1431t 5 &0 & u r GrbateEMeeievyl Houses of

England and Wales, 130160Q 243 44.
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Figure 3.7 Exterior of Gainsborough Old Hall (facing nortfjPhoto: David Dunford.

The Hall is currently managed by English Heritage and is presented with a mixture of
reconstructed historical rooms and museum spaces that reflect its long history. The

medievalform and fabric is unusually wefireserved, with the brick kitchen and the

octangular tower being particularly notable survivals. The construction of the Ha¥ pri

visuallyst ri ki ng structures as a conspicuous syml
military defence. The top of the tower and the chimney stacks of the West Range both

feature crenellations in mimicry of castle architecture and decorative moulded brickwork.

BAY WINDOW

GREAT HALL

GAINSBOROUGH
OLD HALL LINCS

SKETCH PLAN
GROUND FLOOR

PFAULKNER MENS ET DEL 1962

Figure 38: Planof the ground floor of Gainsborough Old H&f.

26The Old Hall 6, Historic England, accessed 24 A]
https://historicengland.org.uk/listing/thist/list-entry/1359773?section=commeiatsd-photos.

125p, FaulknerirP. G. Lindley, 6Structure, Sequence and St q
Gai nsborough Ol dGaHshdrdugh©Old Hajled. PIG6LINAI€y,, vol.i8,rOccasional
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T homas padiallgshrdisng probate inventory lists rooms including the
hall, chambers in the tower and gallery, a great chamber with adjoining smaller chamber, a
parlour and an inner parlour all richly decorated with tapestries and luxurioud?Bhie.
Hall is centred around a siBay great hall, with a central hearth, impressive roof louvre
(now removed and displayed in the east range) and a stone bay window added to the high
end of the hall(Figure 3.8)Several scholars have speculated that the bay windowanwvas
addition annexed in theixteenth centurfrom a monastery replacing an earlier wooden
window!?’ Some features like the windows and cast iron mouldings are features of later
restorations, but the timber framework and structure of the hall is medipagticularly
the survival of the three original doorways to the service rooms, visible due to the
eighteenth century removal of the screens pasééghe hall is now presented with
simple textile hangings behind the high table, a small collection of ttabtés and
benches and several other small pieces of fu
probate inventory, the gallery chamber on the first floor at the high end of the hall was the
one used in the experiments. The Burgh family were accommaidatael east range, with
the principal bed chamber likely on the first floor nearest the tower. The gallery chamber
was likely the quarters for a highnking attendant. The reconstruction of the chamber
features a window, a fireplace (pasedieval), texte wall hangings, a settle, two chairs,
chest, cupboard presented as an altar cabinet and tables that hold interactive display items.
Other chambers are found in the tower (three formal chambers, each with separate access
from the spiral staircase, windofireplace, and garderobe), the kitchen (small sleeping
quarters for servants) and the west range (accommodation for retainers in rooms of various
sizes, each with window, fireplace and garderobe and, for most, individual access from a
corridor along théength of the rangé¥® Dendrochronological evidence suggests that the

hall was built first, followed by the East Range, then the West Rdhge.

Papers in Lincolnshire History and Archaeology (Lincoln: The Sgpciétincolnshire History and

Archaeology, 1991), 25.

1261 ondon, The National Archive® RO, PROB2/124; Gunn, &éThe Rise of
14315506, 9; Lindley, O0Structure, Sequence and St
Gainsborough Old Halltod. 6 0 0 6, 2 1.

2" Thompson, 6The Architectural Context of Gainsbo!
Sequence and Status: The Architectural Hi story of
Greater Medieval Houses of England and Wales, 18800 245.

2L indl ey, 6Structure, Sequence and Status: The A
c. 1600 6,GreatdrMedievaeHoyses of England and Wales, 1880 245.

2%sarah Kerr, 6Collective LiviinegvaandEnigndainvdiéodual |
Archaeological Journal77, no. 1 (2020): 888,9296 , 123; Lindl ey, &6Structur
Status: The Architectural History of Gainsborougt
Architectur al Context of Gainsborough Ol d Hall 6,
¥Thompson, 6The Architectural Context of Gainsbo!
Sequence and Status: The Architectural Hi story of
Field, OExcavat i on 6ainagbordugh QldeHalePsG. Lindleynvgle86, i n
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The Hall has a variety of communal spaedsch would have been used
depending on social station within the lafgmiseholdThe hall is the central communal
space, as well as parlours in the east range for select family and guests, and perhaps the
first floor chamber in the West Cross Range
in the West Range for the retairs*! Gainsborough Old Hall is unusually weglteserved:
alterations in the seventeenth century when the hall was sold to the Hickman family
represent the most drastic changes, mainly affecting the East Range. The Hall was adapted
to serve multiple funatins from the eighteenth to twentieth centuries, including theatre,
public house, factory, Masonic temple and accommodation, corn exchange, workshops and
assembly room but these did not obscure the medieval structure as extensively as in Barley
Hall.'*2 The East Range was ceiled, the roof raised, the original layout changed and the
south end converted to three stor&jfarts of the facades and walls of the east and west
ranges were infilled with brick, a process begun under the Hickmans, and staircases were
added which changed the original access patterns, particularly between the west range and
the hall, and the high end of the hall to the eastern parts of the house. A programme of
restoration throughout the nineteenth century added some idiosyncratic tdettedidall
such as the cast iron elements at the end of the roof braces, and more recently, restoration
betweernl 951 andl982 culminated in the hall being opened to the public in 1898S.
recent change in management prompted a major refurbishmentianerpeetation under
English Heritagen 20262021.

3.8.3Comparative Analysis

The sites represent two extremes of heritage sites: on one end a building largely unchanged

from its mealieval form, on the otherneexperimentat econst ructi on. Barl ey
reconstruction had ambitious goals that were never quite reached: a unique, fully

reconstructed O6living museumd with costumed

Occasional Papers in Lincolnshire History and Archaeology (Lincoln: The Society of Lincolnshire

History and Archaeology, 1991), 40.

131 Emery,Greater Medieval Houses of England and Wales, 13800 249.

2Jenny Vernon,ofdfitAhd&i heudvaleckgeo: The Later Histc
and | ts GaiwnsberoughdQld Halled. P.G. Lindley, vol. 8, Occasional Papers in

Lincolnshire History and Archaeology (Lincoln: The Society of Lincolnshire History and

Archaeology,199) , 27, 32; John Goodall, 6éGainsborough Ol
Guar di anshi p o fCountryditelo® ho. 3{E96): 88a g e 6 ,

¥¥Lindley, 6Structure, Sequence and Status: The A
c. 1600%er2®&n, OAA Fine Wreck of the Feudal Ageo:
Hall and 1 ts OGreaterrMedieyal Hbses ofEEmgdandyand Wales, 18800 246.

B4Vernon, O6AA Fine Wreck of the FeuOldHalahded: The
I t s Owini38rEméryGreat@r Medieval Houses of England and Wales, 18380 250.
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household and servardf§ YA clearly aimed to follow the success of the Jorvik Viking
Centre, which opened in 1984 with its grothréaking interactive and multimedia
presentation of the Norse history of York. Barley Hall would have gone even further than
the mannequins and aratnonics of Jorvik, presenting a complete and inhabited medieval
house more in the model of Colonial Williamsburg in the USA, an entire village restored
to its (purported) eighteenth century fotftiHowever, funding issues thwarted the full
reproduction anthe present Barley Hall combines medieval rooms with museum spaces.
This hybrid presentation offers visitors multiple modes to engage with historical material,
both directly in the reproduction rooms and more analytically through the guided museum
exhibis.Bar | ey Hall restored onlattheocoseofiver a of t he
centuries of varied activity on the siféIn the reconstructigrthe building was almost
completely dismantled, then rebuilt, and although many of the original timieees
retained, a significant portion of the material is modern and the historic brickwork from the
intervening centuries was disposed®fThe work caused the building to belds#ed and
the archaeological reports from the initial investigation have ris@m published it is
currently still difficult to obtain access to the information and records. Criticisms of the
reconstruction have call ed ¥tsmédeafnci ful o and
reconstruction is similar tdvat of open air museums, whiremoveall nonoriginal
featureslts reconstruction may be controversial, but John Goodall argues that the
structural losses caused by this restoration are comparable to those that would have been
carried out by converting the building into office spscand that the educational benefits
of the building justify the reconstruction projétt.
Snawsell 6s |links to the city of York are

attractioni he was an active member of city politics, serving as Lord Mayor, a Mevhbe

Parliament, Aldermanandh e Mast er of t h ehiskimeragtbes Mi nt . Ho
buil dingds tenant was relativel%Whisti ef, | ast
%3, Grant, 6Changing Face of History at the Muse!
Barl ey Hall 6 (BA Thesi s jtyobverg 2006),ent of History, |
¥Anderson, o6Living History: Simulating Everyday

Gable,The New History in an Old Museum: Creating the Past at Colonial WilliamgRutham
and London: Duke University Press, 1997).

¥"Grant 6 Changing Face of History at the Museum: Re
Barl ey Hall 6.

¥st ewart, O6A History of Historic House Reconstr u:
Futureb6; Goodall, o6Bar |IYeoyr kHaArlc, h aYeoorlko: g i Ac aPlr oTpreursttyd
¥st ewart, O6A History of Historic House Reconstr u:
Futureb6; Goodall, ¢6éBarley Hall, York: A Property
6Changi ng Fac eMusefim: Resterdtiany Interpaetation amae Education at Barley

Hal | 6, 10.

“Goodall, o6Barley Hall, York: A Property of the

141 Goodall, 30; Kightly Barley Hall York 11i 14; Barley Hall Guidebook9i 10.
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Snawsell 6s story is an attempt t ddingitovi de a

eclipses the countless other men, women, children, members of clergy and others who used

the building during the multiple centuries o

family, whose names are known, are sidelined. Perhaps thidusgsdtion of this is the

reconstruction of the parl our asuseSpaeewsel | ds

that was utilised by multiple members of the household. The reconstriattises only

on a small part athe richand fascinating histy of thebuilding and the street it is situated

on, a history that is a striking reflection of multiple facets of the history of York itself: the

city as an important religious centre, its secular and political power, and later the city in the

process oindustrialisation. Its selectivenessaisq conver sely, one of the

strengths: it presents a clear autherent depiction of fifteenttentury lifethroughout the

entire site which makes it accessible for the general public, as wetjrdg suited for my

experimental performanceshich follow similar methodologies for the original intended

purpose of Barley Hall as a living history sifeparticularattractionof the siteis its high

quality decoration, in particular the hall. Thealdng patterns and painted decorations of

the cloth wall hangings, based on examples from York inventories leave a lasting

impressim on the visitor and createdyeand backdrop fathe reading experiment&
Gainsborough Ol d Hatérades hotise ta publicallyi on f r om

accessible heritage site was more straightforward. It was used as an elite residence for

around 350 years and whilst it saw many disparate uzestiie eighteenth century

onwards, their disruption to the medieval layout wasas severe as in Barley Hall. After

it was given to the nation by thenvner Sir Edmund Bacon in 1971, léssasive repairs

were undertaken and medieval and puostieval features were allowed to coexist

throughout. The Hall acknowledges and reflectsinparts of its history, with the hall and

kitchen presented as fifteenth century, a sixteertiiury bed chamber and parlour in the

threestoreyed end of East Range, and the asserabiy in the East Range displaying

many generations of Hickman and HicknBacon portraits. Interpretative signage

throughout addresses both medieval and-pestieval uses of spaces. The site is popular

for living history displays, particularly utilising the large medieval kitcHéits more

nuancednterpretatiorand mixedpresentatiomeflectscurrent heritage practicesn

unfortunate sideffect of the ongoing reinterpretation wakthe time of our visiivas a

lack of furniture in some spaces, particularly the lack of et an updating of éhcloth

decorations in t& hallwhich removedheraldic banners anglall hangings on the side

YWKightly, Gharglieg,s ADbliét t he Hall o6, 3

143 A now-defunct reenactment group was established to represent the household and staff of
ThomasBurgho Lor d Bur ghds Reti nueél496,2@16,d Bur ghds Retin
https://web.archive.org/web/20160229221616/http://www.lardhsretinue.co.uk!/.
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walls, resulting in a space that felt quite emftye uniqgueand continuousistory of the
siteallowsit to acknowledge different periods o$e whilst still presenting a coherently
medieval building and it certainly suffered from fewer ofititerpretive and practical
challenges of the Barley Hall reconstruction.

Only two household manuscripts can be connected to known dwellings, neither of
which have survived to the present dagsBNewton Hall in Stonegrave near the North
Yorkshire Moors, once the home of Robert Thorntemow largely a posinedieval
house The manors of the Findern family and the other families named in the manuscript in
Derbyshire have likewise been 18$tThe Thornton and Findern manors as kightus
rural dwellings likely followed the tripartite plaalthough this cannot be confirmed
without further archaeological investigation of the two sites. As little is known about
theorised urban mercantile ownefdhousehold manuscripts, it is difficult to infer much
about the houses the manuscripts were used in beyond a general understanding of urban
dwellings. | deemed that Gainsborough Old Hall and Barley Hall were sufficiently
appropriateequivalents to thesehan and rural dwellings to use as the settings for my
experimental performances. Whilst Gainsborough Old Hall is higfiaguns than the
surmised houses of rural owners of household manuscripts, with extensive rooms across
several large wings (conceivaligntaining multiple additional spaces used for leisure
activities that relegated the hall to a mainly formal space), practical factors like established
academic connections and its location within easy travel of the University of York made it
the most conenient site to act as a counterpoint to Barley Hall.

Although both sites feature peasiedieval material (such as the modern infill in
Barl ey Hall és walls or the cast iron through
interpretative signage necessary to comicetei to visitorsthey both also presented
reconstructed interiors roughly fitting for the fifteenth centutye howcasing of
meticulouslycrafted reproduction furniture and fittings allowed for the experiments to
engage deeply with the affordances of medieval spaces and experience their adaptability
for different usageslhe use of these surviving or reconstructed medieval houses became
critical to my practical investigation of reading practices. By situating reading experiments
in these sites, participatvere able to engage with the entire spatial and embodied
experiment of reading.

The two sites are not without limitatiorighe experiments used locations for
reading taken from historical sourdethe hall, chamber and parlour. At both sites we
were granted access to all publicadlgcessible spaces and were able to select appropriate

settings for the experiments at our leeswsing the model of historical performance

Y“Robbins, 6The Fin8ern Anthologyd, 624
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examples and the intuitive responses of the participants to the spaces to guide the settings.
At Gainsborough, however, the experiments took place during regular open hours and we
had to take care not to interé with the experience of other visitors and to minimise their
presence in the video footage. The halls of both sites were well furnished (although
Gainsborough somewhat sparsely due to ongoing reinterpretation works), however, neither
had a fully furnisked and reconstructed main bed chamber. The parlours in both sites also
posed challenges. The original parlour in Gainsborough Old Hall is now the café and gift
shop so was not able to be used. The parlour in Barley Hall followed a different
interpretatiorto the parlour in th&roilus and Criseydexemplar, but proved an

illuminating experience in the affordances of reconstructed spaces compared to their
historical forms. The impact of these factors on the performances is discussed in more
detail throughouChapter 4.

In both cases, original access models have been disrupted by later alterat@ns
encroachment of neighbouring buildingghich influences the overall impression of the
houses as a whole. Gainsboroughmeconnected, with later newekdtcases linking
more rooms and the provision of direct access between the West Range and lthe hall.
Barley Halloriginally permeable spaces like the hall are cut off from the rest of the house,
whilst semicommunalkspaces like the parlour have become perméatieder to access
the rooms on the other side of the public Aghtvay. This is illustrated clearly by
Eli zabeth Stewart éds acce(Eigured.8)Bhe sewenteenttdi agr am
century alleyws has imposed an entirely modern distance between the hall and the service
rooms, completely upending hierarchical movement within the'ffdlinagining the
service of food in the current access plan necessitates a route that traverses almost the
entire hausei from service rooms, up a staircase, through the parlour, across the gallery
space in the seventeergbntury addition, down another staircase before entering the hall
at the high end. In Gainsborough, the visitor can wander freely through theahduse
engage with the site in the order they chobsi Barley Halluidesvisitors along a
specific path anthe ability to retrace the very disparate customary paths and access routes

of different merbers of the household is impedé#l

Ystewart, O6A History of Historic House Reconstr u:
Futurebd.

148 For a discussion of access patterns of different members of an elite household, see

Austin, O6Private and Public: An Archaeol ogical Cc
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Service rooms

Figure3.9 St e w access@msalysés diagram of Barley Hall. Noteigmatedposition of
the hall*4’

Barl ey Hall s r econst riburotodgmal tmhdéeval ¢ o mbi n e
reality with moderrday fabrication felt like a striking analogue of the readirgeriments
themselves. Barley Hall isssamulacrumof a medieval hall: it is a copy that has replaced
the original, albeit a highlinformed copy that uses medieval materials and the
archaeological evidence from the investigation of the'$ite. both buidings, despite the
limitations of both reconstructions, participants felt athéy were in a medieval space.
The buildings became tools for investigating our modern experiments with the medieval
materiali texts, reading practices and spaicesd for eflecting on possibilities raised
about historical practices. The accuracy of the reconstruction mattered less than the shift in
mindset it encouraged, allowing modern readers to critically analyse their engagement with
the past. Stephen Saraydar reminsishat the goal of experimental archaeology is to
explore possibilitie$ A h o w s omighthhaivreg been made Tomot used i n
necessarily to prove that thisashow it was!“° The main goal of the experimental
archaeologist is to make a meaningful connection between the investigated behaviour in
the past and the experimental data in the present. In this way, Gainsborough Old Hall and
the reconstructed Barley Hall offered higllfective settings for reimagining and re

experiencing medieval communal reading.

“stewart, O6A History of Historic House Reconstr u:
Futureod.

148 Baudrillard,Simulations

149 Stephen SaraydaReplicating the Past: Therttand Science of the Archaeological Experiment

(Long Grove, lllinois: Waveland Press, 2008), 28, 20.
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3.9Conclusion

This chapter has explored the spatial and material elements of medieval reading practices
through the lens of the medieval house. Domestic communal rdzakrgft few specific

traces that can be reconstructed by a modern practitioner. However, the survival of the
focus texts in manuscripts with a clear domestic usage context and reference to related
literary, visual and material sources provide the builtiiogks for reconstructing

historical reading practices. The setting of these reading activities in various locations
throughout the houseparticularly the hall, chamber and parléunecessitates a clearer
understanding of the history, location and niegrmf these spaces, as well as a broader
picture of the dwellings associated with the rural gentry and urban elite owners of
household manuscripts. Communal leisurely reading shapes and is in turn shaped by these
spaces in which it takes place. Whilst soattivities in the medieval house are
fundamentally connected to certain spaicesoking in the kitchens or even in the hall,
sleeping in the chamber, formal dining in the hakading could be located anywhere that
fitted the wishes of the readersveas appropriate to the setting. Professional performative
reading to accompany formal events took place in the hall, but the hall could also support
reading to accompany communal chores or casual reading after the formalities of feasting
had concluded. Thehamber provided a more exclusive space for communal activities, but
was also the primary location feolitarydevotional reading.

Reading as an embodied experience encounters the text physically and
multisensolly. The book exists agphysical objectthe performance exists in a particular
space and the reader and audience perceive the text through multiple embodied senses.
Examination of medieval buildings and spaces can inform this second level of spatial
analysis, but further investigation is beshigved through practical experimentation, as we
will see in Chapter 4. Alongside this model of flexible reading is a clear argument for
houses as flexible spaces, adaptable for different activities by the use of moveable furniture
and soft furnishings syrts. This chapter has suggested that it is not the locations
themselves that are most important, but the affordances of the spaces, how the reading
events transform them and how in turn they transform the reading events. In this way, a
discussion of spacshould not only focus on the physical location and its contentaldaut
the embedded social constructs as well as the role of spaces in shaping the identities and
activities of those who inhabit them. These considerations are important to consider not
just in theory, but also in practice when considering reconstructed historical spaces and
evaluating their utility.

The two historic buildings discussed here provided the material and spatial setting

for the reading experiments. Awareness of their hisdod/the different paths towards
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their current forms as heritage attractionamd theperformance scenariosatwere

possible within themGainsborough Old Hall allowed participants a wider impression of a
more complete medieval dwelling and we weredblmove through the spaces more like
the medieval inhabitants would have done. Limitations in the reconstruction, like the wall
hangings and more simplistic furnishings made some experiments more limited in
effectiveness. Barley Hall raised fundamentastions about the value of original

historical material and the ethics of reconstruction, alongside questions of authenticity in
heritage attractions. Its reconstruction, presented more extensive furnishings and a wider
variety of spaces but also erasedltiple centuries of past usagesven, to an extent, its
actual medieval usage. Both sites provided asfoulacrumof a historical space in which
we could shape and interact with furnishings, fittings, lighting, sound and stage
historicallyinformed reonstructions of medieval reading that were materially and
spatially engaged.
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CHAPTER 4. Staging Experimental Performance and

ReauralisingRomance

4.1 Introduction

Aftexts rooted in oral performance retain en
that context can reentet the original

Joyce Colemands seminal work on public readi
reading aloud or, as she terms it, prelectioras a common modality in later medieval
Englandand FranceT hi s t hesis so far has used Col eman
foundation to pose the question of exactly how this reading aloud might have taken place
and wha, in particular, domestic leisurely prelection might have looked like. In this

chapter | move beyond theoretical analysis of performance to-hdinst practical

investigation of later medieval domestic reading. As Michael T. Clanchy points out, a
musica score is not a replacement for music, even though while looking at the score a
musician can hear the music in their head: in the same way, we cannot fully investigate the
performance of medieval romance without attempting to actually performeaunthlise

it.2 Whilst depictions of medieval reading practices in literature, iconography, historical
accounts or other sourcésis we examined in previous chaptefgovide a base for

historical performative reading, they do not amount to an entire practick miodern
practitioners can accurately reconstruct. The nature of performance precludes recording
without losing its innate qualities and thus any investigation of historical performance
practices is founded on speculation. We must use these brief glimipse entire system

of reception to inform our modern interpretations and experimentation, yet we must also
acknowledge that they constitute only fragments of a practice. As with all such
investigations, recreating medieval performance is often moralmegebout modern

practices and experiences than historical reality. However, the value of this kind of study
lies in the questions it encourages scholars to ask once they engage with source material in
different modalities. It also suggests new possiédiand avenues of engagement for us

today, both for scholars of the past and visitors to heritage sites.

17 a e The Weddynge of Sir Gawen and Dame RagRelfformance and Intertextuality in Middle
English Popular Romanced, y Ihe SingerafTalgs mPafermanage J o hn |
(Bloomington: Indiana University Press, 1995), 213.

2 Coleman Public Reading and the Reading Public

3 Clanchy,From Memory to Written Record: England 1068307, 287.
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This chapter focuses on a series of experimental performances | conducted to
practically investigate communal performative reading of romanceshoorehold
manuscripts. | held twmain performances: a series of workshops teaching participants
Middle English and performance skills which culminated in two sesgidBarley Hall in
York in 2019and a day of experimental reading aloud in Gainsborough@ll in
Lincolnshire in 202%.1 also conducted performance seminar at Leeds International
Medieval Congress in 2019 aadseries of informal test performances at home, both with
and without audiences (202D22). The spaces 8farley Hall andGainsbaough Old Hall
became another means by which to engage with the texts on a deeper level and to examine
more closely the experiences of modern readers of medieval material, changing reading
and spatial practices, and thus considering the experience ofgéadhe fifteenth
century. We staged simulations of medieval performative reading in multiple rooms and
spaces in the housebased on locations for communal reading aloud depicted in medieval
sources: the great hall, a bed chamber and the parloutuining reading from household
manuscripts to a domestic setting and returning romances to aural/oral reception practices,
| gave modern readers the chance to experience medieval texts in modes and methods
closer to their original reception, resulting inadjtatively different experiences of the texts
from how they would encounter them as modern scholars. Unlike the performance
exemplars discussed in Chapter 1, these experiments present rogading aseading
rather than as theatre: that is, centtimg practice of reading itself over simply performing
the text, and including the entire process of deciphering, with all the vibrancy, spontaneity
and errors this involves. The fluency of the performance is provided by education in
language and manusciptather than memorisation and rehearsal, in order to more
accurately recreate the amateur reading being investigated.

This chapter will analyse these performance experiments, tracing the changing
experiences of reading through the observations and subjegfiections of myself and
the participants, which were collected in the fafwerbal and written feedbaélStudies
of historical reading practices frequently focus on historical literacy rates and reading
education, with very little on the physicad embodied experience of reading. | looked to

modern linguistics and psychology to help explain our changing experiences of reading in

4 The session at Gainsborough Old Hall took eldaring the Covidl9 pandemic. Although the
disruptions to this experiment session were mainly logistical in nature, delaying the experiment
date, the pandemic undoubtedly influenced the participants and public visitors in subtle ways, such
as the numbesind makeup of participants. We were fortunate that safety guidelines were
compatible with the planned performances so that the historicédismed reading practices did

not need to be adapted, for example, to social distancing andweasikg measure®reliminary
sessions were held as online meetings rather thparson, which did allow easier participation

from those outside of York.

5> Related supplementary material is reproduced and compiled in Appendizes B

154



CHAPTER 4. Staging Experimt&ai Performance andeauralisingRomance

different modalities. | also continue to draw on experimental archaeology, buildings
archaeology and performance theargmbined with literary and palaeographical analysis

to return to the central questions of this thesis: how can romances in household
manuscripts be read and engaged with effectively by medieval and modern readers; what
happens when we return a medieett to a reception context that is modally, physically

and spatially similar to how it would have originally been received; how can we give
modern readers and scholars the tools necessary to do this; does this reveal possibilities for
historical performatie reading; and does this offer any benefits for modern readers
studentsand visitors to heritage sites? By combining practical experimentation with
scholarly research | modelamulacrumi not an exact recreatidgnof historical reading
practices, exple possibilities for historically informed performance as a pedagogical tool,
and encourage deeper engagement with medieval texts and reading modalities. This joins
the scholarly defence of romances, adding a practical investigation to the extensivé body o
literary and historical analysis, and further reframing how romances can be considered as a

performative genre.

4.2 Performance Overview

Modern readers of medieval romance fa@nyobstacles and challenges in reading and
performing the texts that medieval readers would not have encountered. A highly literate
and audiate fifteenthentury reader would easily understand the language of the romances,
recognise tropes of the genre anetdnical strategies, as well as any references to
contemporary texts, Biblical or devotional material both aurally and visually. There were
certainly many less literate and audiate or less familiar with romances who nonetheless
participated in communal rdengs, yet imagining an ideal roman@ader reveals the gaps
between medieval and modern experiences, as well as deficiencies that contextual fluency
training can attempt to address. From a lifetime of education and enculturation a fully
contextuallyfluent romanceaeader would know instinctively how to respond to the cues of
the narratoperformer, such as in their introductions, petitions for attention or prayers.

These responses are as lost to us today as the original performances. We will never know if
a performer oHavelok the Daneeceived a cup of ale at their requigsi4), or if the

Findern annotation was ever performed or answered. However, we can see their effect on a
modern audience if they are enacted today. | theorised that it was ptssiskeuct a

group of participants already welersed in medieval history and literature to become a

6contextually fluenté audience for reaur al

S

historical reading practices. This term and approach comedfromda Mar i e Zaerr 6
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performances at the International Congress on Medieval Studies in Kalarivhzbigan
in which the medievalists stand in for an audience whom John Miles Foley envisioned
would allow texts from a peenteotherorgginal ve tradit
performance arenao and thus reveml i nsights
contextually fluent audience is more responsive to changes in understanding and impact
caused by the return to an original context. For the Barley Hdtirpgances, | conducted
a series of workshops to teach the participants the relevant skills in Middle English
language, deciphering manuscripts and reading aloud, focusing on the r@mwance
Eglamour of ArtoisEach workshop challenged participants to ieagliccessively more
medieval modalities, beginning with encountering the text in a modern critical edition, as
most modern scholars read it today, then progressing towanaaiacrumof historical
performative reading practices where participants tlieadext and heard the text read from
a manuscript facsimile in a historical space. The Leeds session brought these findings to a
mixed audience spanning higkskilled academics to enthusiastic amateurs and tested
historically-informed reading practicesith this mixed groupl introduced my research
then read the same passage from the openi8g &glamour of Artoisrom the Li91l
facsimile. Participants then formed small groups and read aloud excerpts from the same
romance using either the il facsinile, the CCAIi editionthe TEAMS edition or modern
Englishtranslations | had prepareldue to the modern setting, however, the Leeds session
functioned predominantly asmeans to showcase my research and test my methodology in
a different contextrather tharforminga central part of the experimental investigation, so
aside from use as a point of comparison, | will focus mainly on the Barley Hall and
Gainsborough performances. In the Gainsborough session, | sought out participants with
knowledge ad familiarity with Middle English and performance, aiming to shortcut the
preliminary workshops and build on the conclusions from Barley Hall. A selection of
excerpts from a wider pool of romances were used. In the Barley Hall workshops,
participants wer@rompted to think critically about the changing experience of reading the
romance in different modalities, whereas the Gainsborough session focused on ways to
shape and change readings of texts within a single modality.

| recruited participants fromniversitiesacross the UK, although most were from
the MA and PhD cohorts at the University of

Students study interdisciplinary courses combining areas such as medieval history,

6Z a e The Weddynge of Sir GawencaDame RagnelPerformance and Intertextuality in Middle
English Popul ar Rhe@iagerokTales inP&fbrinand.l ey ,

"1 recorded video footage and collected anonymised feedback from the participants in the Barley

Hall and Gainsborough Old Hall experiments using the procedures outlined by the University of

Yorkés ethics guidelines. Tdrmed@msmntEormaareed | nf or mat
reproduced in Appendix D. The videos are attached and detailed in Appendix B.

156



CHAPTER 4. Staging Experimt&ai Performance andeauralisingRomance

literature, archaeology, history of goglaeography and medieval languages. As such,
there was a wide range of Middle English and palaeography abfiitesthose who had
never encountered original Middle English texts or manuscripts before to those who
regularly used them in their own reseta A few had read or studied the romances
performedbefore, but only in a formal scholarly context such as reading it for classes,
teaching or for analysing in an essay or dissertation. Thus most had a very pragmatic
understanding of the romances witfoaus on textual analysis engaging mainly with the
themes and issues that modern scholarship has deemed important. None had ever
performed Middle English romance before. In the Gainsborough experiment, participants
had very limited performance experienakthough most in the Barley Hall experiments

had performance experience through involvement with an amateur dramatic group in the
Centre for Medieval Studiet Yorki the Lords of Misrulé which stages adaptations of
medieval texts for modern audiences.

The experiments did not seek to produce a polished or masterful performance as
by a trained professional, but rather an informal, everyday type of performance that
simulated a communal activity shared among a close group of family and/or friends. Only
badc performance principles were required, such as modulating the voice and moving the
body to support messages and meaning, and working performatively withthewairical
spaces. These were discussed during preparations, modelled within my own perfermance
or brought by those participants with performance experience. The original domestic
readers of romances may not have had training or specific knowledge of theatrical
principles, however, they would be exposed to performance techniques through
educationhpractices, devotional activities (especially priestly sermons), drama and music
(both professional and amateur or impromptu), and pageantry.

Experimental performances are a constant balance between inferring about
medieval experiences and the awaretigssthis reflects more on our modern experiences.
Even an experienced and contextudliient participant cannot ever replicate the
experience of actually being a medieval reader. Although, as discussed in Chapter 3,
phenomenology and experimental araiagy can suggest a connection between past and
present founded on embodied experiences and technical or physical limitations, we can
never truly know the extent of these shared experiences. Azéma encourages the

combination of personal intuition and schbtaesearch in performance reconstructions, as

8Sheila Lindenbaum, 06 D MaldesEngishedTPaw Stroran| OxlBrd act i ce 6,
Twenty-First Century Approaches to Literature (Oxford: Oxfahdiversity Press, 2007), 3883;

Orme,Medieval Children Davi d Shef fl er, 6Late Medieval Educa
History Compass$, no. 9 (2010): 106'82; Nicholas OrmeEnglish Schools in the Middle Ages

(London: Menthuen, 1973).
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medieval and modern performers share the same bodily and physical limifations.

Nevertheless, it is important to be aware of the conventions, assumptions and knowledge

that modern readers bring to medievalterial, and to not confuse modern possibilities

with historical reality.

4.3Method and Aims: Putting Performance into Practice

The following section summarises the performances and reflects on their experimental

methodologyFor the Barley Halperformances, participants sigieiad alreadyamiliar

excerpts, whereas in Gainsborough, participants were encouraged to lightly prepare their

performances in advance. The full list of reading scenarios is tabulated in Appendix B but

is summarised here:

- Barley Hall :
Experiment B 1.1My informal reading in the hallSjr Eglamourof
Artois, Li 91, ff. 138val39vb)

- Gainsborough Old Hall

(0]

(0]

(0]

(0]

(0]

(0]

(0]

(0]

ExperimentB1l2L i st ener s

rol esbo

Eglamourof Artois Il. 1246:320)

seated at high and |

iSinEglanmoarof Ar@is Il. 631-72)

Experiment Bl.3: Musical accompaniment in the halli¢ Eglamourof
Artois, Il. 778-882)
Experiment B 2.1My reading in the chamber, with participants doing

domestic choresSjr Eglamourof Artois Li 91, ff. 138val39vb)

Experiment B 2.2Reading in the chamberrerm i scent of Vi tzds
r e a df (Sirgsglamourof Artois Il. 631-72)

Experiment B 2.3Reading in the parlour with one prelect8ir(

Experiment B 2t: Reading in the parlour with participants taking on
charactersSr Eglamourof Artois Il. 631-72)

Experiment G 1.1My informal reading in the hall, with participants
listening Sir DegrevantFindern MS, ff. 98w)

Experiment G 1.2My informal reading in the hall, with participants doing
domestic chores (sewingi¢ DegrevantFindern MS, ff. 98w)

ExperimentG2.1L i st ener s

rol esbo

ff. 48r-v)

seated at high and |

iSinlsumbras Helege M§, ff. 48k)
Experiment G 2.2Reading in the bay windovs{r IsumbrasHeege MS,

Experiment G 3Formal performance without using the formal hierarchy
of the hall §ir Eglamourof Artois Li 91, ff. 142vab)

Experiment G 4A performance as if by a professional storyteller to
audience seated at high table in the (@il DegrevantFindern MS, ff.

104v+150ra)

Experiment G 5.1Formal reading in the chambe&if Orfeq Ashmole 61,
ff. 151v-152r/Il. 48118)
Experiment G 5.2informal reading in the chambe®if Orfeq Ashmole
61, ff. 151v152r/Il. 48118)

Az®ma, A6BUOUhar e

Ovitz,

6Erotic

Vous Dirai 0: Performing Medieval

Reading
158
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o0 Experiment G 1.1Another informal reading in the chamber using a
booklet Sir Eglamourof Artois CCAIi, ff. 9ra-b)

The formats of the performances were drawn from my research into historical performance
and impromptu suggestions from the participantegponse to the spaces. Techniques
were particularly inspired by Brian J. Levybd
fundamentals from thartes praedicandfarts of preaching) to inform fabliaux
performance, such as the effect of the speed of deliverigapdtential to represent the
mood of the piece, the modulation of the voice to mimic characters, the power of vocal
inflection to subvert the words spoken, the impact of the physical book, plus general
principles of gesture, facial expressions, mimethedise of silencE.l also compiled
types and exampl es o Ihstitgtie Orataria’eSemefofrthem Qui nt i | i
performance techniques used in Barley Hall were purely conjectural: reading as assigned
characters was deliberately chosen to reflemtyrmodern performances of medieval texts
as | was curious to see whether it was viable in our simulated medieval performance
setting.

The first part of the Gainsborough experiment was a sensory observation exercise
in the hall, designed to provide a commfoundation upon which participants could build
in the performances. Performance is a moment of embodying a text, and thus awareness of
the bodily experience in a space absent of the text provides a baseline for then comparing
our embodied experiencespe r f or mer s . I nspired by Susan Ko
Aphenomenol ogy of | ived experiencedo, we del.i
experience the space. The participants and | recorded our observations about the space
based on si mplaet pcraonmplt ss elei ?kbe, 6bwhh at can | s me
feel i n $Theexercsepaaoustothéd.participants to the surroundings of the site
and allowed them to better attune to the varied performance methods of the experiments.
By directing the focs of participants, feedback became more nuanced than that received in
Barley Hall.

| began the reading performand&srley Hall and Gainsborough Old Haly
modelling one interpretation of a communal domestic reading evethe o sessions in

Barley Hall | read the opening &fir Eglamour of Artoigrom Li 91 (ff. 138val39vb,

YL.evy, o6PerfornBmg Fabliauxdo, 131

12 For example change the angle of your head to suggest differenbes@race, humility,

arrogance, languor, anger); direct your gaze (turning away); use your hands to point, demand,

supplicate, count or measure or to show sorrow, confession, dismissal, approval, wonder or shame;

use mimicry to illustrate the action(fee a si ck per sonosMawcuslFabais pl ay t he
Quintilianus, Thelnstitutio Oratoriaof Quintilian in Four Volumestrans. H. E. Butler, vol. Vol. 4,

Loeb Classical Library (London: Heinemann, 1922),iZ8D.

13 Susan KozelCloser: PerformanceTechnologies, Phenomenolog@ambridge, MA: MIT Press,

2008, pp. 5.
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equivalent to TEAMS, Il. 474) and inGainsborough | read a passage from the Findern

MS Sir Degrevantff. 98r-98v, equivalent to TEAMS, Il. 27368). (Experiments B 1.1, B

2.1, G 1.1 and G 1.Z}he first reading at Barley Hall and my readingsainsborough

were both located in the hall. | sat at the low side table closest to the bay window and the
participants gathered around the same table, to aiemah informal performance. Rather

than play with the spatial hierarchies of the hall, | showcased its potential as-a multi
purpose space, locating myself in a relatively neutral place that offered the best light (see
Figures4.1 and4.2). My first readirg in Gainsborough was staged with the participants
sitting and listening, and | repeated the same excerpt with the participants sewing or
embroidering to simulate reading to help pass the time whilst completing domestic chores.
In Barley Hall, being latein the day and close to midsummer, light came in from the
northwest facing bay window as well as through the open viewing window onto the public
right-of-way that cuts through the old screens passage, which | had neglected to close off
with curtains, acdentally providing some additional lighth Gainsborough, strong

sunlight came through the souklest facing windows on the opposite side of the hall onto
the table.

Figure4.1: Snapshot from reading experiment in the hall at Barley Hall reading the
opening ofSir Eglamourof Artois (Experiment B 1.1Participants are seated at a low side
table underneath the bay window and the windows of the screens passage/public right of
way can be seen in the background.
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Figure4.2: Snapshot from reading experiment in the hall at Gainsborough Old Hall
reading excerpt fror8ir Degrevant(Experiment G 1.1Participants are seated at a low
side table and the stone bay window can be setneibackground.

Figure 4. 3: Snapshot from reading experi mert

reading the opening &ir Eglamourof Artois (Experiment B 2.1 he reader is seated on

the bed and listeners are gathered around seated on aapeinah the floor. Out of frame

to the right hand side is the chamber window.
My second reading in Barley Hall was in the chamber (Fig8k which had a

southeast facing window. Originally it was planned for the parlour to mimic the romance

reading inTroilus and Crisseydénowevera notable difference in lighting quality

encouraged the change of setting. | sat on the edge of the bed in the chamber while the
participants gathered around and sat either on the floor or on a bench and either sewed

while they listened or took notes. We relied on natural daylight and, as far as possible, the
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modern lighting was turned down or off. As discussed in Chapter 3, additional light
required for medieval reading would have been provided by the central hearth ded cand
or lamps, making reading accessible throughout the year in multiple spaces, hawever
was not possible to experiment with historical artificial lighting due to safety concerns.
Such an investigation would address the impact of different qualities of light on reading,
such as the difference between stable daylight and the flickeriimg-adif candlelight for
deciphering manuscripts, a comparison of different lighting methods, and the affective
power of light in shaping performancésA moreimmersive andensorilydetailed
reading investigation could also consider the smellscape ofgfiemneading, such as
woodsmoke, beeswaar tallow candlesoil lamps,the reeds or herbs on the flpor
cooking from the kitchen or hearth firer food served in the hgkspecially for formal
reading over mealtimes)

| kept my performances neutral and conservative, without introducing any
subversive readirggl took care to verbally signal the shift from narrative to direct speech
using pitch and tone, pause at transitions, convey the amaifdhe words to aid
comprehension, and to use simple gestures to support the sense of key words, with
directions, numerals, questions or declarations being the most common. For example, for
the repeated formula ®ir Degrevanfib ot h  wi t h sscpheerled 6a nld gweistthur e d
one side then the other to add contrast; | spread my hands and looked upwards to indicate
the meaning of ABot He that al |l Sinbgllndours 6 and
of Artois | mimed violent strikes to word$escribing combat in both sections and | held
up two fingers to illustrate fimaydyns twao (
f. 98v is postmedieval, | included it in my performances at Gainsborough hoping to elicit
a response from the listenefhe presence of the fitt division and addition felt natural in
the context of reading aloud, and although the listeners did not verbally respond, it drew
their attention more strongly than the lines immediately before it and the playful question
then sigalled that their attention could be relaxed. This moment of tension and release is
visible in the video footage and was very pa
similar fitt divisions could be improvised in appropriate locations felt plaugible i
performancé®

After my performances, participants were invited to read short-tbrdeur-
minute excerp from a selection of romanceas:Barley Hall, passages fro8ir Eglamour

of Artois(Li 91 and CCAIj) and in Gainsborough passages fieimEglamou of Artois(Li

14 Eagan,The Medieval Household: Daily Living c. 1150. 145Q 126 51; EveleighCandle

Lightngg Bill e and SBrensen, 6TAne Afg ehnrcoyp ool fo glyi gohft 6L,u nk
Bille and SRBrensen, O6ln Visible Presence: The Rol
YHardman, O6Fitt Divisions in Middle English Romar
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91 and CCAI), Sir Degrevan{Findern) Sir Orfeo(Ashmole 61)andSir Isumbras
(Heegg. | selected passages which | thought would have high impact in performance due
to the dynamic events they depicted (battle scenes, moments of recognio
emotionally charged scenes), the clear delineation of character and action, the presence of
extradiegetic cues and textual transitions (incipits or explicits, fitt endings, narratorial
intrusions, page turns, changes of layout, citations of autharity the possibility for their
meanings to be altered by the performance methods and space/contexts. | ensured that a
wide variety of poetic forms, textual formats and manuscripts social contexts were
represented, with both tail rhyme and couplet romgriegts presented in booklet form
and within a whole book, and manuscripts belonging to the rural gentry and the urban elite.
These performances did not aim to perfectly recreate medieval performance or
stage something technically brilliant, but to simpguralisethe romances. How then do
we measure the success of these experiments? A successful performancefiedivi
andaffective it transcends the space and time of its reception and transports the audience
to another state of mindMeasuring the success of the performance is thus not a
reflection of the skill of the performer or the quality of the text, but how the performer
relates to the text, comprehends it, embodies it and transforms it. By understanding these
principles and coponents, it is possible to analyse the performance and its impact more
effectively, without concern for its perceived quality. My performance in Barley Hall was
underprepared, with many errors, as a deliberate way to investigate the whole act of
readingrather than test my ability to memorise a text. Unlike Richard Schechner who
separates and contrasts efficacy and ritual performance with entertainment and theatrical
performance | argue that both efficacy and entertainment, as well as active audience
paricipation are fundamental elements of communal reading performance.
An affectiveperformance is one that touches the emotions of the audience. For
example, Joyce Coleman cites a sermon summary about an emotional response to romance
reading: héOnheuwmovies by the story of Chri st
Holy Week, is stirred to tears when the tale
Similarly, multiple philosophers and scholars have noted the transformative power of
musical performancé. s i dor e of Seville writes: fAMusi ca

di ver sum h a Mistc movesemationg irs fedlings to diverse Stitds

16 Azémadescribes how use of gesture and spatial relations tramstbe physical space of the

stage into a larger metaphysical space of the imagination; see also the discussion of performance

timein Chapter 1Az ® ma, O6fAUne Aventure Vous Diraio: Perfor
Stone, O6Ti me i n X445 Zorathor,Tewandd adviediesah Roetics].

17 SchechnerEssays in Performance Thept49.

18 Coleman Public Reading and the Reading PubR®.

19 (My translation.) In the case of music specifically, Isidore believed that the connection to the

universal music, the music of the spheres, was the source of this transformative power, but this

163



CHAPTER 4. Staging Experimt&ai Performance andeauralisingRomance

affective performance does not always require the audience to be brought to tears or
laughter, but rathethat the performance should induce an altered mindset. This was a
particularly crucial aim for my performance experiments as | hoped thsintldacrumof
historical performance could evoke a shifted perspective in the participants. Participant
feedbackconfirmed the success of this altered mindset as they were encouraged to
interrogate their own reading practices and to contemplate historical practices. Feedback
did also reflect the emotional power of the excerpts in performance. In a rea&ing of
Orfeo in the chamber at Gainsborough in which the reading accompanied other activities
(G 5.2) one participant who was pretending to silently read another book found their
attention drawn to the prelector in key moments of tension and emotion, such as when
Queen Heurodis/Meroudys cries and scratches at her face as Orfeo begs her to stay.

An effectiveperformance is one built on the foundations of good rhetorical and
dramatic techniques (pronunciation, movements, intonation and delivery) to deliver the
sense ofhe story to the audience. These techniques should only serve the performance,
never detract from it. Kar | Rei chl descri bes
tal eséb: ADespite al/l his skill athed i ndividua
background and becomes the vehicle for a traditional tale and the way it is traditionally
p er f o#¥Imanddeabperformance, the performer is secondary to the narrative they
convey and their means of conveying it: they should not take attentiorframnathe story
due to poor skill or misjudged delivery. Linda Marie Zaerr also notes the importance of an
unobtrusive and fluent delivery by the perfo
being true to the text or managing to say something to aiaitite pace, a performer must
choose to keep the pace. It is of primary importance to keep the audience involved and
unaware of the performance dimension, so that their focus remains on the tale or song
itself rather than on the performer and the meclsanio f p r e'$nenarrativei on . o
performance, the focus should remain on the narrative, not the performance.

Essential for an affective and effective performance is comprehension: the
performer must understand the words and the story they convey andresent them so
that the audience can also understand. Therefore, in preparation for the experimental
performances, | briefed participants in Middle English pronunciation. Pronunciation makes

much of the vocabulary comprehensible: often Middle Engligtography obscures

connection could only be realised through a skilled perfartaiglore of Seville Etymologiae, Book

IIl, ed. W.M. Lindsay (Oxford: Clarendon Press, 1911), Chapter 17.

Reichl, 6Turkic Bard and Medieval Entertainer: 'V
Or al Performance of NaBoO&ingeriofthal Blsddher Age g
performers of oraformulaic stories as studied Rarry, The Making of Homeric VersmdLord,

The Singer of Tales

217 a e The Weddynge of Sir Gawen and Dame RagRelfformance and Intertextuality in

MiddleEgl i sh Popul ar Romanceé, 200.
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familiar words which correct pronunciation can reveal. Correct pronunciation makes it
easier for readers to spot cognates and thus to infer the meaning of unfamiliar words, such
as fAaye Lidhf I38va) and especially in thases of words with unfamiliar
l etters |ike ™™ or 1: A" Heved (give), nAny ™ o (
Similarly, incorrect pronunciation leads readers to false cognates: for example, ene less
experienced reader pISd A8y, equicalerd to MEAKS Id8kas ( He e g e
Aihardo, identifying the final e as wunstresse
to mean fihardo rather than the correct Ahard
final e pronounced. | used the ptmciations and general principles outlined by Norman
Davisand by E J . Dobsonés study of |l ater English, v
by Jeannette Marshall Denton as part of the Reading Malory Aloud pfojetistributed
a handout to participasithat synthesised these principlebjal is reproduced in
AppendixC | focused on London 6éstandardo6 Middl e
and simplicity as the manuscripts feature a variety of dialects. In the past, Middle English
education focsed almost entirely on preparing readers for the artful poetry of canonical
texts by major authors, especially Chaucer (
shorthand for London standard Middle English) so models for teaching Middle English
offered litle advice for teaching romances specificaflitaught the correct pronunciation
of vowels, diphthongs and consonants using example words arahdadisponse
methods. | would demonstrate each sound, comparing it to a sound found in modern
English or nodern French, read an example word in Middle English containing that sound,
and at each step the participants repeated it back. Learning Middle English as a primarily
literary language has a different pedagogical focus than teaching languages for
communicéion, however, my methodology aligns with techniques from the Situational
Language Teaching method, in which the language teacher establishes models for students
to repeat both as groups and individifals.

Overwhel mingly, the padthatitheyfquadittmech f eedb ac
easier to understand the meaning of the Middle English words and text when it was read
aloud. One stated that they specifically found it easier when hearing it read aloud as

opposed to reading it aloud themselves: the procesdsoofding to determine

2ZNor man Davis, 6l ntroduct i dmeRivdrsaleChauaegdelamynd Ver si f
D. Benson, 3rd ed. (Oxford: Oxford University Press, 2008); xivE. J. DobsonEnglish
Pronunciation 1500L70Q 2nd ed. (Oxford C| ar endon Press, 1968); Dento
Linguistic Description of Sir Thomas Mal oryo6s Di é
ZWalter William SkeatThe Invention of Middle English: An Anthology of Primary Soyreds

David Matthews (Pennsylvania: Pennsylvania State Univeysi Pr ess, 2000), 229, 23
Hi storical Linguistic Descr iFg the permasive antoBance Thomas |
bias in modern scholarship, e Donal d, O0A Pol emi cal I ntroducti on

24 Jack C. Richards and Theodore S. Rodg®pgroaches and Methods in Language TeachBrd
edition (Cambridge: Cambridge University Press, 2014)544
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pronunciation can distract from decoding to comprehend the meaning of words. Learning
Middle English in a readinrgloud context is helpful not just for performance, but for better
understanding the language as a whole, and in tuenfyaging more fully with the
literary culture of its creation and reception. | chose to focus only on pronunciation rather
than grammar or meter for efficiency, and an assumption that the romances chosen were
metrically simple, being standard thifeeir gress line€® However, this proved to be an
erroneous assumption as in one performance, the reader recited with a strict iambic
rhythm, even when this did not match the source poetry. The forced iambic meter reading
created an almost chaliite performanceeminiscent of theorised musical romance
performances to simple repeating melodfgdowever, the irregular and frequently
changing number of unstressed syllables in Middle English tail rhyme romance meant that
the iambic rhythm often interfered with caywng the sense due to the mixture ofnon
stressed content words and stressedamortent words.

According to one workshop patrticipant, the reading fluency of the performer
above all else aided their comprehension: regardless of whether or not the @tiounci
was correct, they were able to follow a fluent reading more than-fuweart one.
Significantly, this observation also separates the effectiveness of performance from the
accuracy of performance, emphasising that a successful performer need pstoaize
most skilful, but one who realises the narrative most effectively. Modern literacy analysis
provides comparable standards for performance fluency. Timothy Rasinski, a scholar of
|l iteracy education descri bemworédeabding,g fl uency
automaticity in recognizing words, and appropriate use of prosody or meaningful oral
expressi on 2Wasinskeargues that thasgelements lead to comprehension:
ifReaders must be abl e to deautonthicitywaodthes corr ec
put them together into meaningful phrases with the appropriate expression to make sense
of what 2%Thesecompenards.ofddeciphering and appropriate delivery from a
modern classroom are equally applicable to reading aloutewadexts. The chief
difficulty in reading aloud in Middle English or from a medieval manuscript lies in the first
component of fluent reading: decoding and deciphering. When reading in an unfamiliar
language, decoding is slower and may easily reseltrors. Moreover, reading from a

manuscript involves multiple layers of interpretation of the letter forms of the scribe,

25 For discussion of meter and performanceZaer,Performance and the Middle English

Romance105 40.

26 See the discussion of this, particularlyéfation to the musical setting of takansons de geste

in Chapter 1.

2’Rasinski, 6l ssues and Trends in Literacy: Readir
Automaticity, and Prosodyd, 704.

28 Rasinski, 704.
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abbreviations, as well as negotiating errors, erasures or obscuring marks on the page. The
second elemeritautomaticityi is built upover time and familiarity with manuscripts,
scribal hands, the text itself and the romance genre, which is built upon many formulas and
stockphrases. Automaticity was assisted (or at least simulated) in the performances
through careful preparation, rejpietn and practice of the text and language. Readers in
medieval households likely read and reread the same texts so preparation allowed
performers to approach this familiarity. The third compoiieagipropriate expressianis
the realm of the performancéhe performative reader must build upon their own
understanding of the content of the text, to shape appropriate diction and delivery and then
present the text. Even if a listener cannot follow every word of the original language, there
is still delightthat transcends sense to be found in hearing a text performed. Thus it is vital
that the performer understands and can meet the benchmarks of reading fluency and can
support their performance with movement and appropriately modulated delivery: the
audiencecan connect to the affective delivery if it is performed effectively.

In my performanceof Sir Eglamourof Artoisdirectly from the manuscript
facsimile(B 1.1, 1.2)l specifically hoped to trigger deciphering errors because of what this
reveals abouhe reading experience. This kind of error is very difficult to hide in
performance. When reading silently, it is easy to pause and take the time to unravel a
difficult word or line, or even to skip them. However, performance relies on immediate
decisionsabout interpretation, even when the text has been prepared in advance, perhaps
by silent study andolitaryreading, or perhaps by annotatioas in Classicgbraelectio
with scriptura continuaexts. The errors whether small trips or major misreadirigare
revealing about the manuscript and the subtleties of Middle English¥@&sef
preparation accounted for the challenges of difficult vocabulary, dispectific words,
unusual spelling and unfamiliarity with the scribal hand, which would beli#fgslt for
the manuscriptdos original readers (especiall
in the manuscripts that suggested preparation specifically for reading aloud, so | did not
mark up the text. One relevant addition in the Heege manusayigd improve legibility
for readers in al/l modal ities, however: at s

strokes were added to separate letters in words across several texts, particularly in words

2% Repeated errors or stumbling points were: the compressed writing at the top of f. 139va; small
familiar words which are spelt differently in the Northern dialect (sa for so, na for no, twa for two) i
fina child bot aneo (f.I| 1B8vaght o AGSfa. db3&visrhot wWatc

abbreviations: fdlat hir were p(ro)firde swyl ke a
|l ines with poor |l egibility AOn I e rode als | u me
139rb);ufi ami | i ar words and plentiful abbreviations @A

and AOure Menske

for eu(er) &paangalefef or M9 b) ; ar
sall (e) avyse me of

lto (f. 139va).
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with several consecutive minims (Heege MS, ff.62r, 63r, 71r, 138r and 198r; see
Figure 44).

Figure4.4: Detail of HeegeMsS, f. 62r showing separating line (circled in red).

When | observed recordings of my own reading, stumbling points were the result
of several factors: poor legibility (eras small writing indistinct letter forms)Higures
45 and4.6), unexpected variations on formulas, and complex units of sense longer than
my sightreading span. Sighteading span is a term | use here to encompass both the
qualitative experience oéading aloud and scientific understandings of eye movement in
reading, referring to the amount of text that the reader perceives in each instant, both ahead
of and prior to the current word. Cognitive psychologist Keith Rayner describes saiccades
the corinuous rapid eye movements in readingnd how they enablé¢reader to see
several characters before and several words after the current®Wbid.metric reveals
significant insight into the romance genre, which is discussed below.

Figure 4.5: Deil of Li91, f . 139ra. A chall egughledegpul i ne: A
me boght eo

®Rayner, OEye Mogeaedtbknfior Rewid@n Processingd, 37
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Figure 4.6Detail of Li 91, f. 139rb, another challenging line (outlined in red).

In my chosen excerpt, an indistinct line on f. 139ra proved particularly
challenging. (Figurd 5) The erasure is bold and distracting with an indistinct ending

N

point, causing erroned®bus hoevpetaintoit herofc h@ll U & .n
rejoyse hir all (e) my | yf efarms(pfove difficRl®tsa b) . Sever al

automatically decipher when reading aloud, not aided by staining on the page. The similar

forms of the |l ong 6ré& and the O6j andddn o&ér ej oys
ductus of the beginning of the word, and the
mi sread as o6p6. Similarly, the overlapping o

make the word indistinct and the poedyo n nect ed mi n iromedifficulh. A my 0 c an
Some of my reading errors were due to familiarity with the tropes, formulas and
style of Middle English romance: some unexpected variations caused errors, even with
advance preparation. For exasaylnd]l37ya frequent
instead of fAso god me seed and either paused
FindernSir Degrevan{G 1.1,1.2) aut omati cally O6écorrectedd th
with spere and shel do (TEWMShél d@8869 mat éBot
occurrence in the same passage (TEAMS I. 330, emphasis added). This is a common
formula in the romance (it occurs three or four times, depending on manuscript witness)
and | anticipated the latter version with two unstressedldgh, tripping over the rhythm
of the line when it only had one.
Middle English romance also commonly signals speech by beginning the line with
ithe [character] saido. Two varia8ii ons on th
Eglamourof Artois Firs t 'y, wi t hin dial ogue on f. 139r a,
which | mistakenly interpreted as a change of speaker. Secondly, the dialogue signal on f.
139r b Hiesggwyserii saydo r atthesrgutiit@n stah el 6e X gaatse
miss the cue to modulate my delivery to indicate direct speech. A similar error resulted
from misinterpreting a timenarker which occurs within dialogue. The Earl instructs
Christabel to visit EgHowereolunistakérdyfintefpreted met e 0
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this as a narratorial time transition. Linda Marie Zaerr traced errors in her memorised

performance oThe Weddynge of Sir Gawen and Dame Ragmellargued that they were

consistent with variations between different mamips versions, following Murray
McGillivrayds suggestion f o#Mywecipleringandd tr ans
comprehension errors provide insights into t
readers: it seems highly likely that these souodesrors would have also proved

chall enging to them. The manuscriptos origin
change their delivery in the moment of performance to account for these variations, or

were more skilled in anticipating them. This aiddydity is a key facet of audiacy and

contextual fluency. The formalised signalling of modern publishing, with the inclusion of
standardised punctuation, pagination and textual divisions has removed this layer of

interpretation from modern reading aloud.

4.4 Discussion: The Changing Reading Experience

The performances allowed modern readers to engage with medieval texts on a deeper level
in modalities that are closer to their original reception modes. Feedback collected tracked
whether engaging with thtext in multiple reading modalities, performance techniques and
configurations of different spaces changed the reading experience and understanding of the
text. Overwhelmingly the participant responses suggested that these different variables did
lead todifferent understandings of the text. First, it must be acknowledged that silent
reading and reading aloud are fundamentally different processes: as psycholingéikt Sun
Jun explains, they operate in different areas of the brain and the cognitive spesetingf

aloud is much slower than silent read#&eading aloud sometimes produces only
Asurface prosodyo, where the reader assigns
speech units (a process called prosodification) superficially, withowtdoiprehensio?

Silent reading in comparison offers the reader more opportunity to obtain deeper semantic
and pragmatic comprehension and therefore for more accurate prosodification.

Performative reading on a basic level requires a reader to physicalbgenhie text and

817 a e The Weddynge of Sir Gawen and Dame RagRelfformance and Intertextuality in

Mi ddl e Engl i sh Pb2p8 NMc&ilivraR Memerizatiendn,the Zr@ndmission of the

Middle English Romances

2Jun, 6 The I mplicit Prosody Hypothesis and Overt Pro

%3Jun, 122824.The term prosody in the linguistic sense i
aspects of speech: the O6musicd of or gbtredssanguageod
patterns (syllable prominence), and duration (length of time) that contribute to expressive reading of

a teéelwidsdon, Lane, and Pullen, OReading Fluency As:

How?6, 704.
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transform it, but sometimes at the cost of comprehension, which was often observed in the
performance experiments.

The unfamiliar language increased the surface prosody effect for many. Two
participants noted in an early workshop on Midgielish that they were so focused on
pronouncing each individual word correctly that their understanding of the story and their

ability to appreciate the changes of modality were impeded. With preparation and/or

repetition of the performed excerptsthe gai ci pant sé6 over all compreh
narrative increased. One wrote that after a
Mi ddl e English as a 6foreigné | anguageo. Per

strengthening comprehension skills quicklye tthallenge of needing to confidently
understand and owey material rewards fluent readiffgThe support of either preparation

or contextual fluency skills (language, vocabulary, knowledge of textual features and
formulas) is essential to move beyond aaéf prosody to performances with deeper
comprehension, especially in an unfamiliar language which takes more sustained effort to
accurately prosodify. Performances with surface prosody, whilst theoretically less
6effectivebd, ar e amocesdohdedoding. Rasingkivardadlidsonegtalof t h
describe a cautious way of unprepared sighting in which the reader attempts to avoid
errors by producing each content word prominently, putting pitch accent on every content
word, and adding more frequigprosodic breaks, following phonological and structural
constraints® This laborious performance sacrifices nuance for accuracy and draws
attention to the process and mechanics of performance. Without signalling the importance
of content words with vargig emphasis, the sense of the words and the story can be
compromised. The effect of this cautious method of reading could be seen when
performers focused on difficult content words and mispronounced common words that

were spelt the same in modern EngliBhe most frequent mistakes were substituting

modern Englishé f or Mi ddl e English /i/ in words [|i
English /i/ or /i:/ for Middle English /e/, /le:/os// i n words | i ke fAhed or

At heo. Al s o esubstitutionrof medes English spelling or word order for

similar-looking words and phrasesinnrbni nal pl acements such as fib
will tell youodo for Al will you tello. Whilst

rhyming séieme to help avoid these misreadings, it does require the reader aloud to be

flexible in their reading and comfortable enough to move their gaze between lines,

34 Rasinski also recommends dramaéformance as a way to improve the reading fluency of

modern studentRasi nski, 6l ssues and Trends in Literacy:
beyond Accuracy, Automaticity, and Prosodydé, 705
®Hudson, Lane, and Pul | e randInétRaiamdNhatgvhfsédndency Asses
How?6; Rasinski, 06l ssues and Trends in Literacy

Accuracy, Automaticity, and Prosodybo.
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something not possible in a cautious performance. This was observable in one
performance,wherehe reader read Aquend as Aqueen
pronunciation as they were not able to look far enough ahead to see the rhyming word
Afgreno in time to correct the rhyme.
Performers with less Middle English experience read at a noticslailgr pae,
allowing themselves more time to decode as they read. Those who prepared in advance
were able to supplement their visual deciphering with their aural and visual memories of
rehearsal. Cautious performances result in limited comprehenstbe byader, who
focuses on accurate delivery over the meaning of each word and the story. One participant
observed that their comprehension was delayed, and that they followed only the
phonology, then belatedly shifted their delivery to represent direechpafter missing the
speech cue.

4.4.1Physical changes and material books

In my first performancéB 1.1), nerves compromised my comprehension and resulted in
simple deciphering errors and esdp. | compensated by using my finger to track my

progress through the page, freeing some attention to refocus on meanings. This strategy
was surprisingly revealing: | instinctively placed my finger to the right of the text column,
which was only possible in theecolumn of the verso without obscuring the text

switching hands. This manoeuvre would be challenging for readers supporting a large book
in their hands, and requires a little foresight for those using book furniture.

Another physical limitation of reading revealed in performance was page turns. A
seamless page turn requires planning so that the moment of readjusting the gaze and
physically shifting the book does not disrupt fluent reading. Exploring these physical
limitations was aided by the use of physical starsdof two whole household manusdsp
(Findern MS and Ashmole 61) and two booklets from manuscripts with evidence of use in
unbound quires or booklets (Heege MS and CCAiIi) in the Gainsborough performances.
Thestand ns were constructed with awareness
forms, but with also an eye to represent a range of for(Ragsire 4.7)As much as
possible with my limited bookbinding experience, | followed appropriate methods
described by J.A. Szirm&iIn each | copied out the chosen excerpts by hand in the
appropriate location, reproducing as closely as possible the features of the original

manuscripts like line spacing, headings and capitalisation, although in my own modern

36 J.A. Szirmai,The Archaeology of Medieval Bookbindiffarnham, Surrey and Burlington, USA:
Ashgate, 1999).
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handwriting. | made smallonicessions for ease of comprehension, such as silently

expanding abbreviations, normalising word separation only where it could cause

mi sreadings (e.g. fAbe felld to Abefell d) and
necessary, although all ottegelling was retained. The irregularity of handwriting

compared to printed tektespecially the handwriting of someone édld®as greater

potential for misreadings due to unclear letterforms, and by using handwritten excerpts |

hoped to recreate this fea¢ of reading directly from the manuscript at a more accessible

|l evel . A few deciphering errors in the perfo
causedbyapoody or med &énédé, suggested that this theo

handwritingis a helpful and accessible substitute for challenging medieval scribal hands.

Figure 4.7 Li 91 Facsimile, Findern manuscript sta‘ndAshI 61 standh,
CCAIi booklet and Heege booklet.

The recreated copy of the Findern manuscript broadliiywed the collation as
reconstructed by Ralph Hanna and gathered the quires between-testred wood
covers®’ The reconstruction of Ashmole 61 toa more experimental approadtihen
viewing this manuscript, | was struck by its weight and unwiekin€here is no evidence
about the original binding of the manuscript and the current binding is too tight for any

%Hanna, O6The Production of Cambi7/D.dge University L
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insights, so | decided to recreate Ashmole 61 using limp binding to investigate whether this
improved its handling. This format binds therggiwith vellum, thin leather or fabric

instead of wooden boards. Szirmai describes account books and journals in limp bindings
from the early fifteenth century, althouglone specifically imgenddormat In practice

the lighter weight was offset bydHack of rigidity in the paper used, and the book became
difficult to handle in different ways. Historical lirfpound books were more rigid, with

stiffer paper and support from thicker leather and tighter sewing, which | was unable to
achieveinmyreconsr ucti on. Al though Ashmole 610s | ong¢
disruptions when reading due to column changes or page turns, the size of each page made
it difficult to position the book so that the top of the page and the bottom of the page were
both @ a comfortable reading distance.

Both performances also used the facsimilei&l as a physical stard (B 1.1,

1.2, G 3) It reproduces the pages in black and white and although the dimensions of this
volume are not an exact replica of the manusgatipsize and weight gave participants an
idea of the large scale tifebook, especially when compared to the representations of the
other manuscripts.

The copy ofSir Eglamourof Artoisin CCAIi appears to have been used as a stand
alone booklet beforbeing bound into the book, so | constructed a roughicate stand
in by printing, trimmig and binding the text fromdiplomatic edition of CCAI#° This
edition replicates most features of the original manuscript (layout, spelling, abbreviations)
in amodern printed script, although it does not reproduce all paratextual features like
decorated capitals or marginal additions. Another romance with evidence of possible
booklet usage iSir Isumbrasn the Heege manuscript. | created a physical sitaibg
trimming the appropriate number of pages and binding them with pamphletAsttite
layout of this romance is challenging, | provided a number of presentation options: both
handwritten and printed graphic tail rhyme, and handwritten and printed @tasein a
single column. The graphic layout proved demanding in performance and the reader
defaulted back to the singmlumn text in the middle of their reading.

Varying textual formats notably led to different reading experiences. Reading
directly from the manuscript takes more time and skill to gain proficiency: the reader must
build familiarity with the scribal hand and learn to automatically interpret abbreviations
and paratextual features with reference to scribal standards of the relevant tiplecand

and the scribebs own idiosyncrasies. Only |

38 Szirmai, The Archaeology of Medieval Bookbind,i3§9.
®Denise C. White, 6BL Cotto
DiplomaticTr anscri ption Editiond (
http://scholarworks.gsu.edu/english_diss/97.
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session used this format. The process of deciphering is doubled as the reader must
correctly interpret both the scssiehvesbs | ett er
even less time for determining suitable delivery and modulation of the words. When less
experienced readeroud attempted to read from the manuscript facsimile, they noted that
they | ost sight of the nanter@datonmbattle e t o t he
througho, as one participant put it. Another
the script meant that manuscripts were meant
meant to be read al oud af sctibdl hainds Bral abbreviattonsi t y wii
do allow modern readers to sigletad manuscripts, so medieval readers certainly were able
to do so, especially scribesers like Robert Thornton or household clerks who are
deciphering their own hand. Reading was ndhwout challenges though, as the insights of
the experiments suggest.

The challenges of reading fifteertbntury hands highlighted other features of the
text. One participant noted that they found the rhyme scheme more prominent when
reading from the marsgript, perhaps due to the increased dependence on the rhyming
scheme when decoding difficult words. In this context, the added brackets that sometimes
link rhyming lines would be a helpful aid to reading. Similarly, another participant noted
that they rakd on their knowledge of romance story formulas to decipher the text, a clear
argument for the importance of contextual fluency and familiarity with genre tropes. One
observed that although it made reading the text more challenging, the unstandardized
Middle English spelling made the original pronunciation seem closer, unlike the
standardised spelling from the TEAMS edition. However, one participant noted that the
normalised spelling in the TEAMS edition often confused them and they found the more
irregula orthography in the diplomatic edition to be easier for reading aloud with proper
pronunciation: seeing a familiar word spelt strangely prompted them to engage with the
word more deeply and think about the correct pronunciation rather than pronoutikag it
modern English.

The experience of reading from the manuscript influences the overall reading
performance, most notably the pace of reading. Since deciphering is such a major
component of reading from manuscripts, the reader must examine the texnonech
closely and carefully, leading to a reduced reading speed. For a-ad@aathis has the
added benefit of moderating the speed of delivery and thus aiding the comprehension of
the listener. This resulted in a strange dichotomy: most participamtechthat the slower
pace of reading meant that the text was more engaging because you had to put more effort
into it to read. However, deciphering is a different level of textual engagement than deeper
comprehension and with so much focus spent on decighindividual words rather than

the story, a reader easily loses sight of the wider narrative.
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The material form of the book and the presence of reading furniture had a
demonstrable qualitative impact on the reading performances. In the hall, theooitabk
be rested on the tables. Formal mealtime reading which followed the monastic model
closely could have used a lectern placed in the hall. However the chambersBadelin
Hall andGainsborough offered a more limited selection of furniture and reade used

books therefore had to rest them on their laps or hold them in their hands, which proved

physically challenging fothe stanedn for Ashmole 61 antheLi 91 facsimile.(Figures
4.3, 4.8and4.9)

T / . ~ Bl
Figure 4.8 Snapshot from reading experimémthe gallery chamber at Gainsborough Old
Hall readingSir Orfeofrom the Ashmole 61 starid, note position of bookesting upon
t he r e a(Bxparident GI54)p
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Figure 4.9 Snapshot from reading experiment in hall at Gainsborough Old Hall
readirg Sir Eglamour of Artois(Experiment G 3 he reader stands in the centre of the
hall with their back to the high end and the listeners are seated along the bench of one of
the low tables.
Images depicting reading in the chamber show a variety of repdsigres, both with and
without material supports. (Seécussiorin Chapter 3.) Whilst readers using booklets
were freer in the physical aspects of performing (e.g. posture and gesturing), those reading
from whole books were physically limited. For bedko heavy to hold upright, the gaze
of the reader is drawn downwards, which creates a somewhatif§petformance which
cannot be easily projecte@rigure 4.3 The reader of the Ashmole 61 steindound that
the format of the manuscript posed an tddal challenge: they could not easily support
the book and so rested it on their lap at about a 45 degree angle, but then were unable to
read the text at the bottom of each page clearly. They felt strongly that the book would
only have been ubte with the aid of a lecterhook standr cushionThis matched my
observations of the challenging size, shape and weight of the original manuscript.
Although one participant found that when the large books were held in the hands they were
less of a status symbol as they were closer and more accessible, another said that the
physical presence of the book when compared to the booklet, as well agtipesigre it
required, made the reading feel more formal. The lack of specific book furniture led to
some unorthodox reading postures as readers struggled to adapt the physical form of the
book and its challenges to the furniture we had access to. trséveind reading from the
Ashmole 61 stanth (G 5.2) the participant decided to sit on the chest directly under the
large southwestfacing window in the chamber and to lay the book out flat in front of
them on the chegtFigure 4.10 Without the challeges of supporting the book themselves

and with the aid of the improved lighting, this was a more fluent reading, with fewer
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stumbles (especially at the bottom of pages), more affect added, and the participant found
it more physically comfortable. The imftance of considering the physical book and the
material experience of reading cannot be overstated. Reading is influenced by the location
on the page, the physical limitations of the reader for holding and manipulating the book,
and the furniture and ligimg which can support or impede the reading. This crucial
dimension is overlooked when medieval texts are encountered only in critical editions and
when manuscripts are encountered only in specific environs in which they cannot be
interacted with fullyThe persistent argument about the ease of holding Ashmole 61 as a
strong factor in arguing fats use in performative readimpes not hold up when the
manuscript (or at least an approximate physical stamor it) is handled outside of the
contextof the library, without the aid of specialised book stands and snake weighitsis

a clear indication of the value of hanals firstperson investigative researchcgimiles

and physical stanths can help to recreate a fuller impressiomahuscriptdistorical

reading.

Figure 4.10 Snapshot from rad'ing'experiment in the gailéf;(;hamber at Gainsborough
Old Hall readingSir Orfeofrom the Ashmole 61 starAd informally. (Experiment G 5.2)
In the Barley Hall performances, participants chose tahesenodern critical
edition by TEAMS Middle English Texts Seri#sThis edition is primarily based on the
CCaAii text of Sir Eglamourof Artois with elements from other manuscript witnesses.
Modern editions provide a wedistablished standard of critiGgbparatus to assist readers

with texts in an unfamiliar | anguage and sty

“Hudson, ed. 0Sir Eglamour of Artoiséo.
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for r eader *nifficaltwerdsiare glassed i a parallel column to the main text

or in footnotes. Punctuation is added, capititsn and word separation is modernised, all

abbreviations from manuscripts are expanded silently and spelling is normalised, removing

the barrier of challenging medieval letter forms and orthography. Verse is laid out with

stanza divisions and structuriedlentations, and lines are numbered. Explanatory notes

about more complex points are also provided in endnotes which are hyperlinked in the

online edition. A more detailed introduction provides relevant information on authorship,

dating, manuscript histprand features, historical and cultural context, critical themes and

a bibliography of other versions, editions and criticism. In short, this edition provides a

wide readership with everything they need to begin to understand the medieval text and its

conext. Some interpretative work has already been carried out to better enable modern

readers to read the text seamlessly and offers them ways of tracking their progress through

the text that other editions and medieval readers did not have, such as lpagend

numbers. The participants noted that this created a sterile, sanitised version of the text that

wasndét particularly engaging in and of itsel
Reading from the modern critical edition creates a vastly different experthan

reading from the manuscript or the diplomatic edition. It is available online and in print,

stanza breaks enforce greater pauses, whereas in the manuscripts, stanzas are written

continuously. The editorial work removes a layer of interpretatimogue is signalled,

diacritics are added to signal stressed fina

and pace of delivery question marks signal rising inflection, commas prompt brief pauses

and full stops mark borders of sense units. fEager aloud thus has less flexibility in their

performance. For the modern amateur reader, sometimes this assistance is welcome, but it

does delineate and restrict the performance as it is harder to think of alternative readings

when t he 0 aisdareagytostlided, signalledsaed explained in notes and glosses.

Although some of these features make performative reading easier by removing the layer

of decoding, critical editions are certainly not created with performance in mind. In the

preparatoryvor k shops for the Barl ey Hall perfor man

event by sitting together and reading the text silently for a short time, imitating how we as

modern scholars would most | ikely read the r

practicewe all regularly engaged in felt somewhat absurd, but was a deliberate contrast for

the medieval reading practices of later sessions as well as a prompt for participants to

interrogate their own reading practices and the multiple ways of reading a taxt, bo

physical and digital, more carefully. The device used to access an online edition offers a

“6Mi ddl e English Texts Series Editorial Staffo, T
May 2020, https://d.lib.rochester.edu/teamgldle-englishtext/middleenglishtextsseries
editorialstaff.
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different physical interaction and features such as touch screens, a mouse or the ability to
annotate directly onto the text shape the experience. One participtadttheir preference

for the online edition as it gave them a way to avoidgkyp by aligning the line they

were reading with the top of their browser page. Another suggested that the ability to scroll
continuously through the text replicated the @mient features of the historical roll

format. Physical copies are easier for s@guential readinfya reader can mark their

place easily with a finger, and each line remains in the same place on the page. | have
remarked before in this thesis that thare as many ways to read medieval books as there
are medieval readers, but certainly this

can

referential & or O0scholarly pragmaticd modali

text outof-sequence, wit frequent reference between text, gloss, notes, and additional

reference material alongside it, enabling citation, annotation and critical enquiries without
the need for lowevel structural interpretation (as a manuscript does for stanza divisions or
dialogue etc.f? This is a mode of reading that does not privilege the story for its own sake,
but values the utility of the text as part of an academic inquiry, in contrast to performance

which uplifts the story.

4.4.2Changing performances

Returning to the experiments, the Gainsborough performances had only a single prelector,
whilst the readings in Barley Hall and at the IMC involved multiple prelectors. At the

IMC, participants were divided based on their Middle English ability, gatherioigcles

to read either from a modern English translation, the TEAMS edition or the manuscript
facsimile. They took it in turns to read a passage as long or short as they liked before
passing the book or copy of the text onto the next person. This matghexpectations,

given historical depictions of a similar performance practice. In this context, readers used
the poetic structure to guide their divisions, usually reading until the end of a tail rhyme
unit. In contrast, the Barley Hall performanceseapdly saw an unexpected method of
textual division. Two readers took it in turns to read short sections of the text, rapidly
swapping backwards and forwards between themselves. This created multiple internal
divisions in the excerpt where there were nsigaalled by the manuscript. Practically,

this also meant that two readers were simultaneously looking at one copy of the text, rather
than a single reader using the text at a time. In all three instances of this performance type,

the divisions were genated based on dialogue. In the first, a performance where readers

and |isteners took on roles of househol der s,

42 ColemanpPublic Reading and the Reading Public 8 8; Par kes, &éThe Literacy
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