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Tuesday, 25.07.2017 9:00-10:30 

‘WE BE AL FELOWES IN THE HOOST OF OUR LORD AND WE BEN AL HYS 

KNYGHTES AND SOULDYERS’: CHIVALRIC METAPHOR IN GRAIL 

NARRATIVES AND WORKS OF RELIGIOUS INSTRUCTION 
Catherine Batt Room 2 

The French Queste del Saint Graal has excited mixed critical responses: for some, it 
apotheosizes chivalric ideology, while for others it condemns it. Is it a didactic work of 
spiritual guidance disguised as romance, or a parody of such a guide, or even a work 
concerned broadly and self-reflexively with questions of exegesis and interpretation? This 
paper considers aspects of both the 13th-century Queste, and Malory’s 15th-century 
reworking of it, the Boke of the Sankgreal in his Morte Darthur, in the context of the chivalric 
imagery that features in the Somme le roi, the popular treatise of religious instruction that 
Laurent d’Orléans writes for Louis of France in 1279, and in two of the Somme’s 15th-
century translations, William Caxton’s Ryal Book (1485), and the lesser known Robert 
Shottesbrooke’s Aventure and Grace (c. 1451). The paper investigates in particular how 
Laurent’s work of spiritual instruction and its translations draw on chivalric imagery to 
discuss spiritual identity and community, the sinner’s self-knowledge and the relation 
between grace and individual volition. Analysis of how they treat these issues, and of how 
they articulate them, will illuminate the nature and function of similar imagery and spiritual 
concerns in the Queste and in the Sankgreal, and make for a fresh cultural perspective 
on, and placing of, the French and English texts. The paper will also address how the 
intersections of chivalric and spiritual in all these works raise significant questions about 
the role of metaphor in literary and devotional practice.  
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SACRED CAMELOT AND MALORY’S GRAIL QUEST 
Molly Martin Room 2 

The grail quest in Malory invites the reader to reconsider the boundaries between secular 
and sacred spaces. The two types of space have been constructed separately for the most 
part over the course of the text, but the grail and its quest blur the Arthurian communities’ 
and our own understanding of what constitutes sacred space. The mysterious arrival of 
the grail at Camelot signals a space very different from the social and political court that is 
has been. The space and its inhabitants are reconstructed, and expectations for behavior 
within the space is reconstituted. The actions of the knights present immediately reflect a 
new spatial code. Most important, perhaps, the Round Table community itself is redefined 
in the wake of this marvelous intrusion. 
My paper examines this phenomenon in Malory (and, to a degree, his predecessors) 
through the lens of the theories of social space, relying on the work of Henri Lefebvre, 
Doreen Massey, Edward Casey, and others. Together, these theories remind us that 
space is produced by the actions that unfold within it, that it only has meaning through 
these actions, and that it is constantly in flux. They also tell us that social space in turn 
exerts a force on its inhabitants. It is this duality – space constructing the community’s 
identity and vice versa – in the moment of the grail’s arrival that my paper unpacks in its 
reassessment of Camelot and the Round Table community. 
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DAGONET THE FOOL AND THE CHIVALRIC LANDSCAPE OF MALORY’S 

BOOK OF SIR TRISTRAM 
Kenneth Tiller  Room 2 

Although humor often occurs in the chivalric romance, the appearance of a court fool, 
whose job involves ridiculing the pretensions of courtiers, would signal a surprising shift in 
the symbolic landscape of the genre. The presence of Arthur’s court fool Dagonet in 
Tristram as a quest-knight, in particular, introduces an element of satire into the romance. 
Although Dagonet originates in the French Prose Tristan, Malory expands his role to give 
the fool more significance in exposing the folly of the knights he encounters. This surprising 
function of Dagonet has received little scholarly attention. This paper proposes a more 
extensive study of Malory’s Dagonet, considering the extent to which Malory’s fool serves 
as a symbol for the internal contradictions of Arthurian knighthood.  
My study explores Malory’s adaptation of the Prose Tristan’s Dagonet as a spectrum 
through which to interpret and understand the foolishness of the Arthurian knights. 
Specifically, I examine Malory’s reworking of the Dagonet episodes of the French text as 
parodies or burlesques of the chivalric romance, casting quest-knights – including Mark, 
Breunor, and Tristram – as fools. Although Malory’s Dagonet episodes may appear to be 
comic interludes, I believe they provide a sharper satirical view of Arthurian knighthood 
than does the Prose Tristan, calling attention to the comic absurdity of knightly actions and 
allowing the reader to laugh at and to question the chivalric values of his French source 
texts. By using the court fool to reveal knights as potential fools, Malory provides the basis 
for a reimagined concept of knighthood. 
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LE PERSONNAGE PARFAITEMENT (NON) ENNUYEUX, ENTRE NARRATION 

SACRÉE ET TENSION PROFANE 
Marco Prost  Room 3 

Cette communication s’intéresse à la construction des récits arthuriens en terme d’enjeux 
narratologiques : comment mettre en scène un personnage principal voué à réussir sa 
quête, et donc par définition parfaitement ennuyeux ? Le problème paraît encore plus aigu 
dans les romans du Graal, où le héros devient destiné à réussir tout en faisant montre de 
sa supériorité tant morale que physique. Comment alors susciter suspense et tension 
narrative ? 
Nous voudrons montrer comment les textes font leur matière de cet écueil, en focalisant 
leur narration essentiellement sur les mésaventures les moins sacrées du texte : 
aventures courtoises de Perceval dans la Seconde Continuation, errements de Gauvain 
dans la Continuation de Gerbert de Montreuil et de Lancelot dans la Queste del saint 
Graal. Ces épisodes apparaissent « non ennuyeux » car non topiques, devant être résolus 
par des moyens détournés et imprévus, à base de subterfuges et autres improvisions 
souvent des plus comiques. Nous étudierons surtout le soin rhétorique à mettre en avant 
ces scènes profanes, pourtant secondaires en terme d’avancée de l’intrigue sacrée, alors 
que leur situation comme leur ampleur dans les récits tendant à en faire les singularités 
les plus emblématiques et captivantes. 
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LE ROMAN ARTHURIEN EST-IL UN GENRE LITTERAIRE ? 
Géraldine Toniutti Room 3 

Depuis bien des années, le roman arthurien fait l’objet d’un discours critique qui lui est 
réservé : il est admis qu’il s’agit d’une catégorie identifiable et homogène, comme en 
témoigne le rassemblement de chercheurs autour d’un même sujet d’étude au sein de la 
SIA. Si certains critiques n’hésitent pas à en traiter comme d’un genre littéraire à part 
entière, d’autres semblent plus réticents et préfèrent parler de « matière arthurienne ». 
S’agit-il donc d’un genre ou d’une matière ? Le concept de genre littéraire est-il applicable 
à la littérature médiévale et plus spécifiquement au roman arthurien ? Un genre peut-il se 
définir sur la seule présence d’un personnel romanesque et d’un univers de fiction ? En 
nous appuyant sur quelques exemples de la littérature arthurienne tardive en vers, nous 
tâcherons de démontrer la légitimité de la réflexion générique sur ce corpus. 
  



XXV. Kongress der internationalen Artusgesellschaft  Würzburg 2017 
 

ARTHURIAN LITERATURE IN PERFORMANCE: TWO WEBSITES 
Marilyn Lawrence Room 4+5 

In this paper, I present two performance websites, developed at New York University, that 
I co-founded and co-direct with Evelyn (Timmie) Birge Vitz: Performing Medieval Narrative 
Today: A Video Showcase <http://mednar.org/> (henceforth PMNT) and Arthurian Legend 
in Performance <https://vimeo.com/arthurperform> (henceforth ALP). Together these 
websites offer hundreds of videos clips of performances of medieval stories, including 
dozens from Arthurian literature. The sites include performances by internationally-
acclaimed professional performers, as well as by academics, teachers, and students, from 
as far and wide as Croatia, Egypt, Sweden, Turkey, and Uzbekistan, as well as the United 
States. PMNT is a treasure trove of performance possibilities, illustrating how Arthurian 
stories and other medieval narratives lend themselves to a rich range of types of 
performance. The site offers both solo performances and group performances that 
approach medieval Arthurian texts from a variety of angles, from reading aloud to 
memorized recitation to free adaptation, variously using costumes, props, musical 
instruments, illustrations, modern technology, dance, mime, puppetry, song, comedy, 
parody, and animal impersonation. The majority of clips are performed in Modern English, 
however PMNT does also include performances in many other languages. ALP is more 
specific its mission, focusing exclusively on stories of King Arthur and his knights. Although 
ALP does include performances in Modern English, it leans heavily toward performances 
in original medieval languages (Byzantine Greek, Middle English, Hebrew, Latin, Welsh), 
and includes subtitles and English translations. ALP features narratives read aloud or 
recited from memory, some with musical accompaniment, by students, alumni, teachers, 
and professional performers. 
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LANVAL IN THE 21ST-CENTURY 
Jeff Rider Room 4+5 

This paper will show and discuss segments from a series of video adaptations of Marie de 
France’s Lanval that are available on YouTube. Most of these adaptations are by young 
people of school age. The paper will discuss the ways in which a 12th-century narrative 
can still appeal directly to young people today and the ways in which their video 
adaptations of the story demonstrate how the medieval narrative provides a way for them 
to think through issues facing them in their everyday lives and to expand their 
“emotionologies,” the emotional systems through which they understand emotions and 
how to identify, construct and perform them.  
These clips make it clear that when the impediments of language and paleography are 
removed, the story of Lanval continues to engage contemporary young people in a 
profound way. This suggests that if we want students to continue to study medieval 
literature willingly, happily, and in large numbers, we should first make it available to them 
in modern translations and we should emphasize the similarities between the human 
experiences portrayed in medieval literature and those experienced by the students in 
their everyday lives. 
These clips also make it clear that the contemporary young people who made them sense 
clearly differences between their modern emotionologies and the emotionology 
represented by Marie’s tale. It is these differences that encourage modern audiences to 
reflect – even if unconsciously – and to experiment imaginatively with “the ‘feeling rules’ . 
. . that . . . [they] use to evaluate [their] emotional experience” (Peter N. Stearns). 
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THE 19TH-CENTURY GERMAN TRANSLATIONS OF WILLIAM ROWLEY’S THE 

BIRTH OF MERLIN 
Anita Obermeier Room 4+5 

Due to its 1662 title page, the play The Birth of Merlin or The Child Hath Found His Father 
has been mainly attributed to Jacobean actor and dramatist William Rowley (1585-1626) 
and spuriously to William Shakespeare. Even though Shakespeare’s authorship has now 
been conclusively rejected on external grounds, much of the scholarship on The Birth of 
Merlin has persistently and unduly focused on the authorship debate. Since detractors of 
the play are scornful of its literary value, little substantive literary criticism has been 
produced until recently. Monika Karpinska devotes parts of two articles on female agency 
in the play, and Megan Lynn Isaac posits that everything in the play “works to legitimize or 
even valorize the magician Merlin.” Stephen Knight considers Rowley’s Merlin “a patriotic-
historic seer and folkloric comic trickster.” In 2014, I added to this slim scholarly record 
“Merlin’s Conception by Devil in William Rowley’s Play The Birth of Merlin” (Arthuriana 
24.4). This conference paper opens a new line of inquiry into this neglected play. 
Surprisingly but mostly due to the spurious Shakespeare authorship connection, there 
were four 19th-century German translations of the play. I have located three of them: 
Ludwig Tieck’s (1829), Ernst Ortlepp’s (1840), and Count Adolf Friedrich von Schack’s 
1893 translation of Act V.i, the scene where Merlin saves his mother Joan from his Devil 
father. My paper uses comparative translation criticism and a historicist approach to 
explain this 19th-century German interest in Merlin. 
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EQUIVOCATING IMAGES AND THE VOICED TEXT IN THE MORT ARTU 
Joyce Coleman Room 6 

Research towards a book on the “iconography of authorship” has led me unexpectedly to 
the discovery that manuscripts of the Lancelot-Grail cycle were very innovative in 
representing the complexities of voice in the generation and perpetuation of Arthurian 
textuality.  
These qualities feature particularly in the incipit (opening) images of the Mort Artu. The 
images respond to the text, in which the oral account of experience by a knight turns into 
the writing of books. Repeated phrases such as “Or dist li contes” [Here says the story] or 
“Si se test li contes” [literally: Here the story silences itself] simultaneously evoke the 
alleged oral narration or dictation of the text to the recording clerk and the aural (public) 
reading of the text to the book’s actual medieval audiences.  
In the text of the Mort, it is clear what is happening at each point. But as Alison Stones has 
commented, the incipit illuminations are frequently ambiguous. Is the king, addressing a 
clerk, Arthur ordering the man to record the knight’s story, or Henry II commissioning 
Walter Map to translate the Queste/write the Mort? I would argue that this visual ambiguity 
responds to the text’s blurring of voice and letter. 
The images’ position at the head of the text allowed them to invoke multiple possible 
readings, creating a transhistorical narrative zone in which words, spoken and recorded 
and re-oralized in aural performance, resonated from Arthur’s mythical time into the lived 
world of the medieval listeners. 
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VOICES FROM THE MARGINS: COMMENTS AND CORRECTIONS IN MS. THE 

HAGUE 129 A 10, THE LANCELOT COMPILATION 
Marjolein Hogenbirk Room 6 

Although the famous Lancelot Compilation has been studied for more than 150 years by 
literary historians as well as by codicologists, the codex still has not yielded all its secrets. 
In this paper I will focus on the margins of the manuscript, which contain chapter titles, 
comments (sometimes accompanied by nota signs and manicula), and corrections. These 
marginal additions, written by scribe B, the leader of the five scribes who produced the 
compilation, and by the corrector of the manuscript, have not been studied in connection. 
However, these ‘voices from the margins’ may shed light on the function and the creation 
of this enigmatic manuscript. 
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‘QUIRKS AND TWISTS’: LOOKING OVER THE SHOULDER OF THE MIDDLE 

DUTCH FERGUUT SCRIBE 
Jacqueline Wessel Room 6 

There must have been hundreds of scribes in what we now call the Netherlands. Some of 
these scribes will have produced just the one manuscript, for a special occasion maybe or 
for private use. Others will have produced dozens. Yet both, private scribes as well as 
professional scribes, must have had their own oddities and peculiarities. To quote Harriet 
Beecher Stowe, “[e]very man has his quirks and twists”. You do. I do. Medieval scribes – 
undoubtedly – did.  
In order to identify these scribal ‘quirks and twists’ a single manuscript or manuscript 
fragment does not suffice. Medieval manuscripts are often tailor made and might therefore 
first and foremost reveal the tastes and preferred conventions of their patrons. 
Fortunately, scholars of Middle Dutch manuscripts are blessed with the so-called Ferguut 
scribe. The hand of this 14th-century scribe has been identified in no less than 11 
manuscripts and manuscript fragments varying in f.i. content, language, size and form. 
Will these manuscripts and manuscript fragments all be tailored exclusively after the tastes 
of their patrons or will a closer look at their mise-en-page, mise-en-texte, decorations, 
abbreviations and the way in which the scribe deals with impending misreading and 
misperformance issues reveal some common ‘quirks and twists’? A common style 
perhaps? Will they be able to tell us a bit more about their anonymous scribe, his personal 
preferences and the scribal choices he or she made when copying these texts? 
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Wer ist Gâwan? Qui est Gauvain ? Who is Gawain? 

Head: David Johnson Kardinal-Döpfner-Saal 

Participants: Siân Echard, Helen Fulton, Joan Tasker Grimbert, David Johnson, 
Kevin Kritsch, Evelyn Meyer, Cory Rushton, Kevin Whetter 

Arthur’s sister’s son has been part of the Arthurian legend since its inception, and he has 
appeared in every national tradition – and every medium – in the intervening centuries. 
But who is he, really? The answer to this question is as varied as the authors who write 
about him, the languages they use, and the cultures they live in. This round table panel 
session will bring together seven or eight fellow members of the IAS for a discussion of 
Gâwan/Gauvain/Gawain figure in the Arthurian legend. Each will speak for no more than 
eight minutes on Arthur’s nephew from the perspective of a national tradition, medium, or 
moment in history, followed by open discussion with audience participation. Individual 
presentations on this panel will focus on Gawain as he is manifested in the German, 
French, English, Latin, Dutch, Welsh, Irish, and Scandinavian traditions, with some 
attention being paid to his representation in contemporary literature and new media.  
The contributions are:  
Evelyn Meyer: Wer ist Gâwan? 
Kevin Whetter: Will the real English Gawa(y)n(e) please stand up? Or, Reflections of a 
Misunderstood Womanizer. 
David Johnson: Wie is Walewein?  
Cory Rushton: Gawain Who?  
Kevin Kritsch: Hver er Valven?    
Sian Echard: The Knight with the Surcoat: When Gawain didn’t know he was Gawain 
Joan Grimbert: Chrétien’s Gauvain: Knight Lite of the Round Table  
Helen Fulton: Welsh - Pwy yw Gwalchmai? Is this the Welsh Gawain? 
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Tuesday, 25.07.2017 11:00-12:30 

Early 20th-Century Arthurs 

Head: David Johnson, Cory Rushton Room 2 

This session examines three early 20th-century re-deployments of the Arthurian legends 
(American, Dutch, and New Zealand), reading them in the context of both their own 
moment and of their engagement with the long history of Arthurian narrative appropriation. 

 

TRANSLATION AND ADAPTATION IN LOUIS COUPERUS’ HET ZWEVENDE 

SCHAAKBORD: THEORY AND PRAXIS  
David Johnson 

Between October of 1917 and June of 1918, Louis Couperus published his adaptation of 
the Middle Dutch Roman van Walewein in serialized form in the Haagsche post. In this 
fanciful homage to the 13th-century original, Merlin employs the new, modern forms of 
‘magic’ – the mechanical products of engineering and technology, such as electricity, the 
internal combustion engine, the airplane and even film and telephones, to help Arthur and 
his knights to recreate Walewein’s triumphant quest, even though hardly anyone remains 
at Camelot who still believes in the ‘wonder’ of such adventures. The romance was 
published as an independent novel in 1922, and while it was undoubtedly popular with his 
original audience, some of Couperus’s adaptation strategies are likely responsible for the 
fact that this is one of the few novels by Couperus never to have been translated into 
English. Couperus employs a “ghost language” in this work, one that harks back to his 
anterior source and poses problems for any 21st-century translator wishing to bring this 
fascinating work to a wider, modern audience. This paper will discuss Couperus’s style 
and lexicon from the perspective of translation and adaptation theory, in addition to 
demonstrating ways to reflect the author’s choices in a modern translation. 

THE FLAPPER OF CARBONEK: ERSKINE’S GALAHAD AS A NOVEL OF THE 

TWENTIES 
Cory Rushton 

John Erskine’s two Arthurian novels, Galahad: Enough of His Life to Explain His 
Reputation (1926) and Tristan and Isolde: Restoring Palamede (1932) have received very 
little critical attention. The paper will concentrate on the former, which was received by 
readers profitably but by reviewers (including Frederick Cowper Powys) as offensive and 
immoral. Erskine’s career as a prominent literary critic and founder of Columbia’s “Great 
Books” program did not prepare those who knew him for novels in which famous literary 
women, including Helen of Troy, pursued adulterous love with abandon. In this paper, I 
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will focus not on Guinevere but Elaine of Carbonek, mother of Galahad, and seek to locate 
her in the context of other novels of the twenties. The figure of the flapper, the jazz-loving 
descendent of the New Woman and the Gibson Girl, appears throughout the decade in 
seminal texts like Fitzgerald’s The Great Gatsby (1925) and Waugh’s Vile Bodies (1930). 
Elaine’s gossipy “reckless talk” of the Lancelot/Guinevere affair, overt sexual pursuit of 
Lancelot, and dismissal of jousting as a “sport out of date” all seem reminiscent of the 
irreverent and worldly flapper, as opposed to Guinevere, the more traditional fallen 
woman. 
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Tuesday, 25.07.2017 11:00-12:30 

Plenary 

Adaptation als Restauration: Zur Ent-
sakralisierung des Perceval im Peredur und im Sir 
Percyvell of gales 

Friedrich Wolfzettel Kardinal-Döpfner-Saal 

 

  



XXV. Kongress der internationalen Artusgesellschaft  Würzburg 2017 
 

Tuesday, 25.07.2017 14:00-15:30 

Malory and the Stanzaic Morte Arthur: Adapting 
Sources, Characters, and Narrative Techniques 

Head: Fiona Tolhurst Room 2 

The papers in this session focus on Sir Thomas Malory’s use of English sources, 
especially the often-underrated stanzaic Morte Arthur. Paper 1 explores the tension 
between Malory’s belittling of English metrical romances, perhaps in response to 
Chaucer’s Tale of Sir Thopas, and his creating literary beauty in the final tale of Le Morte 
Arthur by adapting the stanzaic romance. Paper 2 argues that Malory’s adaptation of the 
stanzaic Morte is particularly evident in his characterization by examining how he develops 
both the Maid and King Arthur. Paper 3 analyses how the stanzaic Morte might have 
shaped Malory’s narrative techniques, particularly his use of unintroduced direct speech 
and uninterrupted dialogue to convey emotion. 

 

MALORY, THE STANZAIC MORTE ARTHUR, AND CHAUCER 
Edward Donald Kennedy 

Although Malory refers to his “French book” as the source of his eighth and final tale, he 
drew primarily upon the stanzaic Morte Arthur for that part of his book. The episodes that 
make the final tale so memorable were based primarily upon this English source rather 
than the French original. Malory also used other English sources throughout his book, but 
he mentions knowing English metrical romances only once, at the end of his book, and 
suggests that the “Englysshe books” are not “auctorysed” like the French one. One 
explanation for Malory’s not mentioning English sources is that he was generally 
presenting in his whole book material from French romances that would have been new 
to most who could read only English; and giving the impression that he was presenting 
adaptations of only French material previously unavailable in English must have had some 
snob appeal. But another reason for denigrating English metrical romances might have 
been due to Chaucer. Scholars have argued that Malory knew some of the Canterbury 
Tales, and one might have been Sir Thopas, Chaucer’s devastating burlesque of English 
metrical romance. Because of Chaucer, by the mid-15th-century claiming the use of 
English metrical romances as sources might have been an embarrassment, particularly if 
Malory hoped to appeal to upper middle class readers. However, much of the beauty of 
Malory’s concluding tale is due to the stanzaic Morte Arthur, one of those scorned English 
books.  
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ADAPTING SOURCES AND TRANSLATING CHARACTERS IN THE STANZAIC 

MORTE AND MALORY 
Fiona Tolhurst, Kevin Whetter 

Much of the scholarship on the Middle English stanzaic Morte Arthur is negative, 
dismissing the poet’s artistry and characterization. Scholarship on Malory’s Morte Darthur 
has long recognized Malory’s concern with character, yet much contemporary scholarship 
focuses on Malory’s French rather than his English sources. We contend that the stanzaic 
Morte is a better poem than many critics allow, and that Malory’s artistry in the final tales 
of his Arthuriad is facilitated by his decision to adapt an English – rather than French – 
source. Malory’s adaptation of the stanzaic poem is especially apparent in his 
characterization. Our primary concern in this paper is to highlight both the stanzaic-poet’s 
translation of the Arthur of La Mort le roi Artu into a good king, and Malory’s further 
development of Arthur into a great king: active, caring, and just. In the stanzaic Morte, 
Arthur is prominent even in the Maid’s death scene. Malory’s adaptation of the good King 
Arthur from the stanzaic Morte is typical of his method throughout the Morte Darthur, as is 
evident in Malory’s decision not to replicate the unnamed French Maid who is both petulant 
and duplicitous but rather to develop the stanzaic-poet’s portrait of the Maid as a pivotal 
character. Ultimately, we hope to reveal how both the stanzaic-poet and Malory move the 
Arthurian narrative away from the arc set out by the author of the French Mort: both English 
authors are more interested in fleshing out character than is their French counterpart. 

THE USE OF DIRECT SPEECH IN THE STANZAIC MORTE ARTHUR AND IN 

MALORY 
Elizabeth Archibald 

The Stanzaic Morte Arthur represents a major departure in the English Arthurian tradition, 
for it gives much space to the Lancelot/Guinevere affair, assuming from the opening that 
readers/audiences are aware of it. Lancelot dominates the story as he does in Malory, who 
drew heavily on this English poem as well as on the French Vulgate and Post-Vulgate 
Cycles. Some critical attention has been given to Malory’s direct borrowings from the 
English poem, such as the poignant last meeting of Lancelot and Guinevere, which has 
no known direct French source. But I shall argue in this paper that Malory may also have 
been influenced by the Stanzaic poem in the way he uses direct speech to convey 
emotion. Frequently the poet reinforces and highlights a stanza of narrative with a few 
lines of brief but telling direct speech, and this technique is often used to stress Lancelot’s 
centrality in the plot. Malory does not reproduce all these passages, but it is a characteristic 
feature of his work to include comparable spontaneous and heartfelt comments. In both 
narratives, the effect of the insertion of direct speech can resemble the style of a film 
director panning in from far away to focus in close-up on key characters and their 
emotions. Unintroduced direct speech and uninterrupted dialogue are also recurring and 
unusual characteristics of this poet’s style, creating fast-moving effects characteristic of 
ballads, but also pointing up key emotions. A range of examples in the poem and in Malory 
will be discussed.  
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DEUX FRAGMENTS INCONNUS DU TRISTAN EN PROSE ET LEUR RAPPORT A 

L’EDITION DU DEBUT DE ROMAN 
Damien de Carné, Yan Greub Room 3 

L’exposé présentera deux fragments inconnus du Tristan en prose (Paris, Archives 
Nationales, Côte-d’Or, et Bruxelles, KBR, IV 621, pièce 29). Les deux documents (le 
second est extrêmement bref) donnent des extraits de la partie du roman éditée par Renée 
Curtis. La confrontation de leur texte avec les autres témoins existants s’attachera à situer 
ces deux reliques dans la tradition manuscrite. L’apport de ces fragments et les 
comparaisons auxquelles ils donnent lieu amèneront à confirmer, préciser ou modifier les 
regroupements admis pour le début du roman, et engageront à réfléchir, d’une façon plus 
générale, sur l’intérêt des fragments pour la connaissance d’une œuvre. 
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DEMANDA DO SANTO GRAAL : COMPARAISON ENTRE LE MANUSCRIT ET 

L’ÉDITION 
Ana Claudia Zatorre-Keck Room 3 

Les études philologiques sur le manuscrit portugais A Demanda do Santo Graal, du XVe 
siècle (Bibliothèque Nationale de Vienne, 2594) ont révélé son importance et sa fidélité 
comme traduction de l’original en français du XIIIe siècle. Malgré le manque d’information 
sur ce manuscrit, son histoire éditoriale est très connue. Étant donné que la Demanda 
portugaise dispose d’un seul témoin, les procédures d’édition jusqu’à maintenant se 
limitent à reconstituer l’état que l’unique copie existante aurait été, si elle était intacte. Pour 
chaque type d’édition, certaines normes sont établies et doivent être appropriées pour ce 
type-là. Ce travail se résume à exposer des points critiques dans la confrontation entre le 
manuscrit reproduit dans l’édition d’Augusto Magne (1970) et l’édition d’Irene Freire Nunes 
(2ème édition, 2005), afin de vérifier si les critères d’édition proposés sont toujours 
respectés et d’analyser d’autres types d’écarts au-delà des normes d’édition. 
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The effect of post-medieval Arthurian events  
(i.e. books and other media) in their own cultures 

Head: Raluca Radulescu Room 4+5 

Participants: Rayner, Samantha/ Larrington, Carolyne/Lupack, Alan/ Elliott, Andrew/ 
Lynch, Andrew 

This round table will explore the ways that some post-medieval Arthurian events impacted 
on the cultural contexts of their own time – and the legacy they have created. How, for 
instance, did the Arthurian revival impact on Victorian culture? How did the publication of 
scholarly and non-scholarly editions of Arthurian texts have an impact on the development 
of the canon from the 19th-century onwards? The range of topics will vary, and will include 
contributions from different media and different time periods. 
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THE FEELING OF WHAT HAPPENED: TEXTUAL VARIATION AND THE 

DESCRIPTION OF AFFECTIVE STATES IN THE MANUSCRIPT TRADITION OF 

CHRÉTIEN’S ROMANCES 
Anatole Pierre Fuksas Room 6 

The presentation will show that a peculiar aspect of manuscript variation in the textual 
tradition of Chrétien’s romances concerns the descriptions of the affective states which 
define character’s emotional responses to the natural or social events. The fact that the 
variae lectiones present peculiar readings of different manuscripts in respect to emotion-
related circumstances shows that medieval redactors are likely to have adapted the 
emotional tone of specific episodes according to their own understandings of why 
characters might act as they do. More in general, this peculiar kind of variability of the 
lexical system from one manuscript to another will be interpreted as evidence of the fact 
that textual and emotional communities tend to reshape the affective landscape of a story 
according to their own needs and taste. 
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THE TRISTAN ROMANCE IN ANGEVIN LONDON AND COLOGNE: 
IDENTIFYING THOMAS AND GOTTFRIED VON STRAßBURG 
Adrian Stevens Room 6 

In this paper, I identify the Anglo-Norman Tristan author Thomas as Thomas Brito, a clerk 
in the service of Gilbert Foliot, bishop of London from 1163-1167. Foliot was a political ally 
of Henry II and supported him in his conflict with Thomas Becket. I argue on the basis of 
unexamined intertextual evidence (1) that Thomas wrote his Tristan romance at Foliot’s 
court in London in the aftermath of Becket’s canonisation in 1173 (2) that Gottfried von 
Straßburg chose Thomas as his source because he intended his own Tristan romance to 
be read at the court of Otto IV (1198-1218), the Anglo-Franco-German grandson of 
Henry II and nephew of Richard I and King John. (3) Otto was educated at the courts of 
Henry and Richard in France and England. He was, like them, an early and influential 
Arthurian, probably knew Thomas’s romance in its French original, and was a devotee of 
the cult of Becket. (4) As London and Cologne had close political and trading links in the 
C12 and C13, and its archbishops and merchants were Otto’s principal supporters in 
Germany, the Tristan author Gottfried was probably the ‘Gotefridus capellarius’ who is 
extensively documented as the chief chancery clerk to successive archbishops of Cologne 
from 1196-1225. To my knowledge, most of this material is new, it deals with an important 
and virtually unexplored aspect of Anglo-Franco-German literary relations and the Matter 
of Britain, and is of obvious interest to Arthurian scholars. 
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Â UNS NOCH MIT IR MÆRE SÔ REHTE WOL WESEN SOL. WIEDERERZÄHLEN 

DES IWEIN 
Nadine Hufnagel Room 6 

Unter den Geschichten vom Löwenritter hat im deutschen Sprachraum der zweite 
Artusromans Hartmanns von Aue wohl den größten Einfluss hinsichtlich der produktiven 
Rezeption angeregt. Hartmanns Iwein ist dabei freilich selbst eine Bearbeitung des 
altfranzösischen Yvain ou Le Chevalier au lion. Im Prolog der Erzählung thematisiert 
Hartmann das Phänomen des Wiedererzählens und des Erzählens von vergangenen 
Zeiten auch explizit. In meinem Beitrag möchte ich aufbauend auf einer Betrachtung der 
Position Hartmanns und anknüpfend an aktuelle Iwein-Rezeptionsforschung untersuchen, 
wie nachfolgende Bearbeitungen, insbesondere der Iban Ulrich Füetrers und der Iwein 
Löwenritter Felicitas Hoppes, mit diesem Thema umgehen und welche signifikanten 
Merkmale des mittelalterlichen und neuzeitlichen Wiedererzählens dieses Artusromans 
sich dabei zeigen: Aus wessen Perspektive wird (wieder)erzählt? Welches Publikum wird 
dabei entworfen? Wird der Text als Wiedererzählung inszeniert? Welche Quellen werden 
genannt und welche Funktion hat die Quellenberufung? Was genau wird als Gegenstand 
des Wiedererzählens entworfen? Im Fokus sollen also die narrative Gestaltung der 
Erzählsituation und die implizite „Poetologie“ des Wiedererzählens, die in den 
Erzählungen selbst greifbar ist, stehen. 
  



XXV. Kongress der internationalen Artusgesellschaft  Würzburg 2017 
 

DAS ERZÄHLEN ALS PERFORMATIVER AKT IN DER CRÔNE HEINRICHS VON 

DEM TÜRLIN  
Selena Rhinisperger Room 6 

Die Wichtigkeit, die der Artushof dem âventiure-Erzählen beimisst, wurde schon 
verschiedentlich bemerkt, insbesondere auch in Bezug auf das topische Essensmotiv: Die 
Gesellschaft kann nicht essen, bevor nicht eine âventiure an den Hof gelangt. Der Artushof 
„ernährt“ sich von âventiuren und lebt damit sozusagen von (oder stärker: durch) diese. 
Um zu bestehen, muss sich der Artushof also immer wieder neu erzählen – er muss seine 
mære niuwen, worunter zum einen die Erzählung seiner selbst gemeint ist, zum anderen 
aber auch seine Bekanntheit, sein Ruhm. Mit jeder âventiure, die an den Hof gelangt, 
erneuert sich dieser damit in einem quasi performativen Akt: Das Erzählen wird für den 
Artushof zu einem selbstkonstituierenden Moment. Der Artushof wäre damit nicht mehr 
lediglich Archiv aller Artuserzählungen, sondern wird zu einer Art grossen 
Sammelerzählung der Artuswelt stilisiert – ein Bild, welches Heinrich von dem Türlin mit 
seiner Crône aufgreift und meisterhaft zur Vollendung bringt. 
  




